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’

ON THE PRESENT STATE OF VOCAL ART IN
ENGLAND.

TO THE EDITOR.

Sigr,

MY title embraces a wide field—perhaps a wuder than it is in
my purpose to explore—but nevertheless 1 adopt it, because it
seems at least to comprehend 2ll 1 mean to consider, namely, the
present practice of singing according to the highest public exam-
ples, for they form, i. e. they exalt or corrupt the general taste.
This they do in two ways—in some measure by instruction, for
public singers are generally teachers—but more universally by the
example they afford for imitation, Thus are the principles, or
what ought to be the principles of art, established, regulated, and
diffused by the practice of great singers. It is they who strike
out novel effects, which the mere master or private student would
never have imagined—it is they in short who are perpetually
adding to the parts or altering the rules of the science.

-Now, Sir, what constitutes good singing? Aye, there’s the
rub. What constitutes perfpction in poetry, painting, or sculp-
tare? Truth and nature, say those philosophers who endeavour
to reduce every thing-to the nfost concentrated forms.  Painting
and sculpture are certainly to be referred to nature, with a certain
allowance for imaginary beauty, and for choice of subject and ar-
rangement of the details, of which the artist is to avail himself.
Good poetry submits less easily to the trammels of a definition, and
it is almost as difficult to describe what good singing really is. .
For if'the art has for its object only the'simple notion—to move the .
affections—nevertheless the means are so various that our terms.
must shift with the manner. A sacred air, a bravura, and a ballad
for instance, comprehend an infinite variety of powers and of their
application. Again, as the art is now extended, it embraces the .
language of passion belonging to more than one country: and
hence, Sir, it appears to me has arisenmuch- of the confusion whieh:

VOL. VI. NO. XXI. B



2 PRESENT STATE OF VOCAL ART IN ENGLAND.

has been (as I esteem it) so fatal to perfection. But of that by
- and bye. If “the best adaptation of sound to sense’’ describes the
properties of good composition to words, the same definition will
go a long way towards conveying an idea of what is demanded of
the singer; he is called upon and expected to give the best pos-
sible expression to words by means of fixed sounds, and by the
manner in which he executes them. This includes all styles.
There are, I am fully aware, vast difficulties thrown in the way by
the greater or less maturity of judgment, or pregnancy of imagina-
tion in the hearer. Every man will interpret according to his
feelings, and his feelings will depend not only upon his natural
temperament, but still more perhaps upon his education and ac-
quirements, upon the quantity of music he has heard, the variety
of singers, and the attention he has given to the subject. All
these modify the judgment incalculably, But still there are
broad and general laws which all men will admit, and which they
will interpret alike, and to these I must make appeal.

I am aware, Sir, that art and manners are constantly pro-
gressing, and they have a reciprocating influence upon each other.
Of'such a nature are the changes which form the several styles of
the several ages.—The manner of the early mastersin all arts is
rough—ofthe next austere ;—astime proceeds,new refinements are
introduced—new parts added, till the ornamental entirely super-
sedes the severe style. Last come intermixture and confusion.
But this very admission establishes the essential fact, that every
age and every style has its peculiar characteristics, and this we
shall find to be very important as we proceed.

1f these premises be granted, and they will scarcely, I think, be
denied, truth in expression is founded upon many circumstanees.
First of all, I place a certain uniformity of design and execution,
which, in my mind, constitutes the perfection of the art. Upon
this union is founded the very basis of ecientific performance ; and
inasmuch as the composer, either from reflection or from habit,
chooses combinations of sounds that have a more or less direct
reference to the natural language of passion, or to that conven-
tual musical language of passion which excites in all hearers
emotions of the same kind, so the singer ought to modify his tones
to the manner which associates best with the same natural or con-
ventual vocal language. Style or manner, when used in relation to
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singing, appears to be made up of sundry particulars, Thus
the formation of the tone, its delivery, and modification, are all
a part of style, inasmuch as they are the means by which the
character (in one of the pages of the Quartetly Review, denomi-
nated style) is developed. The subject indeed is the principal
to which the manner, and all that constitutes manner, are not only
subordinate, but merely ministering. Again, Sir, it appears to
me that singing, however conversant it has been lately made with
the bad passions, is not in its nature calculated to express such
strong emotions. 'This is a forced construction by which the lan-
guage of music has been lowered and injured, just as much indeed,
as common discourse is deteriorated by coarse and violent terms,
when it is made the vehicle of anger, bitterness, and invective.
Ishall in like manner parallel the figurative passages which have
been substituted for the more natural expression of plain musical
phrases, with the poetical verbiage of tasteless talkers or writers, -
who are eager to embellish diction by a profusion of images and
of long words, which augment the sound, add little or nothing to
the sence, but rather detract from the force of style.

Here then begins the havoc, which is indefinitely increased. by
the magnitude of our theatres and concert reoms, by the multipli-
cation of ‘apeompaniments, and by the passion for extravagance
which reigns throughout all our musical preparations. Nor
should even the solicitude to raise the general pitch, which instru-
mentalists indulge with a view to augment the brilliancy of their
performance, be omitted amongst the minor causes of bad execu-
tion. All these eircumstances combiried, operate to stretch and
" strain the voice beyond its physical, nay beyond its possible power.

The highest property of singing, I consider to be, to raise emo-
tions analogous to the sentiments or passion which the words ex-
press. But we ought to reflect also upon the nature of the means
employed. Vocal art presupposes agreable sounds ; and eveén in
the representation of those passions which most convulse the mind,
there must always be a reference to this especial postulatum. The
finest characteristic of the finest schools has been thé preparation
and production of the purest and best tome, which is preserved
with such umwiformity by really well-taught singers, that when
loudest or softest, when most sustained or most agitated, there
are always the samé leading qualities to bre perceived. 'This con-

B2
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stitutes in u great degree what the old masters understood by’
portamento di voce, by the deportment of the voice; by that iden-
tical bearing that was heard and felt throughout. I therefore
maintain, Sir, that this equable beauty, this uniformity of design
and execution, technically speakmg, is.the very first principle of .
good singing.

The female voice, it may be almost said, canwot vmlate this
principle—the effects of bad teaching or bad taste are so covered
and concealed by the natural assimilation of the tones of the
soprano. The female voice has often indeed like the male, two
registers—but a soprano cannot deviate into those very wide and
anomalous irregularities which we hear men run into. Nice
judgments will, however, appretiate the differences with no less
exactitude in the one than the other, and although those less
skilled in the distinctiqns of art cannot assign the reason why they
are displeased they cannot fail to be displeased with the dis-
crepancies to which erroneous instruction and cueless.perform-
ance lead.

The next point I should submit is, the regultuon or rather the
modification of those transitions which are necessary to the ex-
pression of the livelier and stronger passions. If as in that short
code of instruction to the actors, which has been yniversally re-
ceived as perfect in its kind, ¢ in the very torrent, tempest, and
whirlwind of your passion you must beget a temperance that may
give it smoothness”—if this law applies to speech, how much
more strongly does it apply to singing, which is modulated decla-
mation. I know of scarcely a single passage which is not, as I
may say, sufficiently prepared to preclude all necessity of violent ~
and disgusting bursts, which certainly have no place in vocal art.
Here too the grand postulate, that vocal tones should never be
harsh, rough, or extravagant—that the passion be the passion of
music—should be borne in mind.’ ‘

And now, Sir, what am I to say concerning florid or figurate pas-
sages, as constituting a part of the musical language of expression ?
‘What after theliving, practical comments a Catalani,aBraham,and
aRossini have exhibited toan admiring world? Why, 8ir, simply
the truth, the whole truth, and nothing but the truth—which is,
that the notion has been carried infinitely too far by the composer
and the singer—that they have led each other on from extravagance
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toextravagance, likeboysand tumblers, daring each new competitor-
to new feats, the last more extraordinary than the former. I am
not, Sir, a thorough-bred downright bigotted old-school man—I-
can admit that ornamental passages may be beautiful—1I ean admire
facility of execation—nay, I can even go o far as to allow that
certain figurate parts do actually exalt the expression of peculiar
sentiments ; but I dissent altogether from the notion .and the
practice of substituting 2 musical phraseology which: is entirely
and wholly florid, for the flow of simplemelody. Such a manner of
composing is just as bad as a style crammed with images; and if it '
stands in need of further demonstration, I have only to point out
that, to break a mass into & number of little frivolous and trifling
perts, is to destroy its grendeur. Now this is exactly what such
a composer a8 Roesini does in the mgjority of instances.* ' And to

* To prove that I do not do Rossini injustice, I shall cite the anecdote
given in his life, se recently pablished, which accounts for the more florid
style of writing that attends his second manuer as it is called. The c
was brought about in the following way.  Rossini arrived at Milan in 1814,
then twenty-two years of age, to compose the “ dureliano in Palmira.” There
he became acqualuted with Velluti, who was to sing in his o " Velluti,
then in the flower of his youth and taleuts, and one of the mest men of
his time, had no small share of vanity, and was fond of displaying and abusing
the powers of voice with which nature had gifted him. Before Rossint had an
opportunity of hearing this great singer, he had written a cavatina for the
character he was to perform. At the first rehearsal, Velluti begaa to sing, and
Rossini was struck with admiration : at the second rehearsal Velluti began
to show his powers in gracing (fiorire) ; Rossini found the effect produced,
just and admirable, and highly applacded the performance : " at the third, the
simplicity of the cantilena was entirely lost amidst the luxuriancy of the orna-
ments. At last the great day of the first performance arrives ; the cavatina
and the whole character sustained by Velluti was received with furor ; but
scarcely did Rossini know what Vellu was singing —it was no louger the
music he had composed : still, the song of Velluti was full of beauties, and
succeeded with the public to admiration. .

The pride of the young composer was uot a little wounded ; his opera fell,
and it was the soprano alone who had any success. The ardent mind of Ros~
sini at once perceived all the advantages that might be taken of such an cvent ;
not a sivgle suggestion was lost upon him.

It was by a lucky chance, we may suppose him to have said to himself, that
Velluti discovered he had a taste of his own ; but who will say that in the
pext theatre for which I compose, I may not find some other singer who, with
as great a flexibility of voice, and an equal rage for ornaments, may so spoil my
music, as not only to render it contemptible to myself, but tiresome to the
public? The danger to which my poor music is exposed, is still more immi.
nent, when I reflect upon the great number of different schools for song that
exist in Italy. The theatres are filled with performers who have learned music
from some poor provincial professor. This mode of singing violin concertos



4 FRBIRBRY STATE OF VOUAL ART YN ENELAND.

bring theso illustrations howe to mry origimal purpose, it induces
the singer to comsider thut be must rack his imagination, and strain
bis veiee to makeulterations and additions, without whi¢h he must
pass for a oreature devoid of fancy. Therefore he sets himself to-
work, and out-Roesini’s Rossini at the expence of time, true tone,
tuste, and execution. Att is ruined by the very force of art. :

These, Sir, I consider to be grand and leading outlines. We
will now examine how they are filled up by our great exemplars
of vocal exeellence. '

-1t ig only at the Antient Concert that these principles are un-
derstood and acknowledged, & circumstance which,- however it
tends to preéserve the good taste of the higher classes who can find
admission there, has been esteemed to be rather unfavourable, than
favourable to the public at large. For the selections there are
so limited by the rules of the concert, that they reject all modern
productions, and consequently entail a charge of constraint and
bigotry which engenders a sort of prejudice in the public at large,
not only against these regulations as being narrow and confined,
but as limiting the range of the performances. And perhaps a
part of this prejudice is justly founded. Some of the performers,
those who belong, as it were, to his concert, are limited in their
studies, and they are led to carry their predilections for compo-
gitions, which indeed well deserve to be honoured, so far as nearly
to exclude all others. Miss Travis, Mr. Vaughan, and Mr. Wm.
Knyvett, are instances. It is to be questioned whether either of
these beautiful and polished singers have sung more than a dozen

tnd vatfations without end, terrds to destroy not only the talent of the singer,
but also to vitiate thehsteoftheg:lblic. Every will make a point of
mitating Velluti, without catcnlating upon the relative compass of his voice.
‘We shall see no more simple cantilenas ; they would appear cold and tasteless.
Every thing is about to undergo a change, even to the nature of the voice.
Once accustomed to embellish, to over-load the cantilena with high-wrought
ornaments, and to stifle the works of the composer, they will soon discover
that they have lost the habit of sustaining the voice and expanding the tones,
and consequeatly the power of executing largo movements ; I must, therefore,
lose no time in changing the system I have followed heretofore.

I am not myself ignorant of singing ; all the world allows me a talent this
way ; my embellishments shall be in good taste ; for I shall at once be able to
discover where my singers are strong, and where defective, and I will write

for them but what they can execute. My mind is made up: I will
not leave them rooth for a single appogfatura. These ornaments, this method
of charming every ear, shall form an intesral part of my song, and shall be all
written down 1n my score.” Stendthalls Life of Rossint.
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songy apiece (exeopt in orchestres for sacred music) during the
whale period they have been before the town. And they would,
1 suspect, even hesitate to enjarge their rapge, lest they should in-

jure that puie style of performance which recommends them so

strongly to their patrons of the Ancient Concert, and tq all really
fine judges. But this voluntary limitation necessarily excludes

them not only from keeping pace with the progress of art, but de- -

prives them of their due share of public estimation. How little
are Mr. Knyvett or Mr. Vaughan considered beyond the pale of a
certain sociesty? Yet they are unquestionably the purest and
most finished singers in this country. It has been often stated in
your Review, Sir, that the manner of singing the music now called
ancient, Handel especially, is traditional. This oheervation is
quite true, and these are the preservers of the trsdition in thia
our age. Beyond this, it is not at all unfair te pronounce, that
the practice does not extend if the knowledge exists, for even Miss
Stephens’s chaste manner always wants dignity and often the true

judgment which is shewn in the minuter details of performance. :

Here then, 8iv, it must be allowed we have modsls of a pure
unmixed style, limited indeed in its extent, but perfect in its kind,
so far as it does extend.

The Italian Opera is the next source. of our pleasures, and.
perhaps I may add of our corruptions. Not that I mean to say
the opera ought to be a means of lowering or injuring-the taste of
singers. The veryreverse. The opera exhibits to those who are
acquainted with the vernacular expression of Italians, and with
their style of singing, (which haa a much ¢Joser connection with
manners than is generally imagined,) a beautiful and complete

whole. They are certainly highly exalted in vocal art. But.

they keep their state; they neither mix German, nor French, nor
English manner with their own style, but they fix it upon settled
principles, and they keep those principles incontaminated. When
we hear such a singer as Garcia we acknowledge the force of

this truth. He is as florid as any singer that can be produced.’

Perhaps he can outgo every other in this respect. 8till we
always perceive the equable voicing; we rarely, if ever, hear
any disagvecable sound ; even in the height of pasion his transi-
tions and his bursts are tenipered with the recollection of this
requisite, this sine gué mos of fine performance; and his figurative

.
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passages certainly are impassionate, because he never sings a bar
without strong accentuation, and without that earnestness, (all
external circumstances conforming) that suits alike the mere lis-
teper whoee ignorance leaves him unconscious of the import of
the words, and the instructed musician or critical amateur. I
have heard Garcia many times and often, but I never remember
to have been disgusted with a single passage or a single note,
loud and overwhelming as he sometimes is, and much as he occa-
sionally forces histone. One sees in the very method of opening
his mouth the principle preserved—one hears it in the tempered

- manner with which he arrives at the climax of his energy. Yet
has his voice lost the beauty of its early freshness. .

I have cited this artist because I esteem him to be a ﬁnt-rote
model of energy and exécution, and of the employment of great
powers in both. I would illustrate principles by example, and
these I think, as I have laid them down, are illustrated by Italian
singers of the first class, almost universatly. Allowances, I must
again beg to have it remembered, are to be made for mational
peculiarities of expression, which seem strange to umaccustomed
ears. But these have nothing to do with real legitimate style.
To object against them would rather savour of ignorance in the
critic than in the singer. Yet these arethe points which generally
cause the dislike Englishmen uninstructed in the Italian national
manner are apt to entertain. ‘ .

I come now, Sir, to our dramatic style, which, next to our
sacred, ought to exhibit the strongest traits of art in their ex-
tremest perfection. [ should, indeed, have taken our oratorio
singing, which ought to be our strong hold of origimality, the
first, but unluckily our dramatic execution has mingled with its
current, and so polluted the stream, that we' must consider that
which ought to be secondary in an inverted order.

I look upon it, Sir, as an established axiom, that the end I first
proposed as the end of good singing, and which may be concen-
trated into the single word, effect, is the object of dramatic singing,
even in a more energetic sense than when applied to any other

" style, if we cansuppose that supremesuccess is more sought in one
department than in another. Butby effect, as I here apply it, and
as I believe it is generally employed in relation to the ‘ajms of
dramatic music, is to be understood, that active excitement of the



Pdsknt stdrE oF vOCAL RRT N ENGLAND. 9

miihd Which W& &péct to enjoy florh dramatic representatiofi—an
exéitenteht itfor€ aetive thdn froin ady dtlfer species of amuséient.
There will thefi sebm hothinly uihdttiral in the fact, that this is to
be wiought iiibié by the mere agéiity of foirce and of sufprize, than
#e ate atéudldined to in dthiet exhibitiois of musical ability.
Thébe, iit tatl; dre the qualitiés most denfanded. 1 athi quite
1648y to adit this fisct; 1h extenvation of what ¥ shdll hereaftet
ddvddee: R ' :

Mi. Biituri loig Has Beén afid stffl i chqiréstionably thé .
brightedt exathplé of the ddrhatié tdnfier Englind possessés. ¥
tetfenibéd hini, well feniember Kifn, whén K¢ fitst appedred i
Stordee’s opéra of Makmout; at Drury-1aié. His voics was fhien
bedlatifi, he sang without effirt, and saéll wad b fadflity that ke
éould éxebuts any thing and every thing. et thse’ who' doubt,
Yook to thée dri@ &abilitd, < Let Gloty's clarion bbf proelaimd,”
éomipbed fof Mi# i fhat piete. Nor was hiy extpydasion lesy
deligtierhl. He Liad indeed defectd, slight defodls, whic weré the
Fuidivkewes 6F thode mhonstroud faults which now déPorh B siiging,
dhd R Havé grown with Wi age, Buf we much qussfion whe-
flef dny shipét ever Bluzed MVIR upon flie musical Wworld' with
sl Q6 omstritiols of haturéd poweérs at such an’ age. What
Na¥ béen the codequeénice? AfRer WW réturn’ froni Ttaly he We-
divie universillly populdr. He sung Both at the Malian' and
English theatres, df si¢ted perforirancés) and public and private
édneerts; #4AQ d¢ cluby and public dfamers!:  And' Kére, Sir, wé may
triiee the ednties’ O thiit gridifi¥ déterioration; which has riof only
dévrupted Riv oWy dtyld, but thiit of & age’ dnd' a” atiofr; for it
canmot be derisdF Mt Bratitn lish beelk the'sifiger gl didelence
of our geeration Aconomists Kavel fiikibted dpod the minutest
dvision of labddr dy cavrying perfectiof ifi: A1l thb arts to its’
Bighest pitcli. Mfr. Brilam’s comse Hhs been directly the re-’
versé—he' by ustirped #1F the bienchés'df the ptoféigion. What
HaisBeun tHe resuit? Vit milxe be b iriévitablw restilt? Why'
whst' but a doniflision’ of piiliciples; tHat Hal lef¥ néthing pure and'
difdMfutedi=vbthing' o it shiould bel Sir, there is' nothing so’
¢t 1o Xeep odi owif state'in' tHe-miidét df perpétual’ cHange'
Al éxtitetfietlt! A mii who thab riifis from place tb' plate, and
uhidertalies for'a’ rewiird'to slifisfy dll'sbrts of appetites and tastes,’
st nebdditarily’ combide all sorts of'styles; for he us frequently,”
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perhaps more frequently, lends himself to the ignorant as to the
instructed. He must become profuse of his powers, and he will as
inevitably do that which will attract the greatestshare of applause,
without at all considering the means. Thus he is led, insensibly
to himself indeed, from one abuse to another, till his original
.brightness is lost. His case is like that of certain casuists, who,
regardless of truth and falsehood, take that side of the argumnent
indifferently on which they can display most ingenuity, until they
actually lose all clear notions of truth and falsehood—of right
and wrong. I have known more than one such man, and Mr.
Braham has tried the same experiments in vocal art with nearly
the same results. Hence we have those overbroke tones—those
absolutely dissonant noises—those bursts—those breaks and sud-
den terminations of notes—those endless roulades and volatas in
all places and upon all occasions. Hence those efforts, which in
the distortions by which they are attended, afford the visible
marks of force. Hence all those anomalies, which the decay of
powers once 8o splendid now presents. Still it will be said there
is no man who can even in his decay equal Braham in occasional
dramatic effects. I grant it—I grant it willingly. But this affords
no reason for the monstrous abuses of style to which he has heen
graduallyseduced by the powers I have described. Ifhe has still
the remnant of a giant’s strength, let him use it for the benefit not
for the destruction of his countrymen and his art.

Let us examine the consequence in his immediate imitator or
follower, or whatever other title he may take to vindicate his claims
to originality—MTr. Sinclair. QGifted by nature with a beautiful
and extensive voice, and so far instructed in the ars technica as to
be able to laugh difficulties of execution to scorn, what judge has
ever heard him without despising, ridiculing, or lamenting the
extraordinary degree of tasteless exaggeration into which he has
stimulated himself? Can any man be so blind to the entire want
of intellectual design and direction which this singer displays in
the mixture of styles, breaks of measure, alteratipn of passages,
additions of divisions,in the bursts,breaks,and transitions from the
natural voice to the falsette, which in almost every song he is in the
habit of indulging? All design, all meaning, is out of the ques-
tion. There mever was exhibited such a monstroug jumble of
absurdities! Even if the single quality of facile execution alone
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constituted fine singing, neither Brabam nor Sinclair are fine
singers, because they never content themselves for three bars in
succession with the production of pure, sweet, or agreeable tones. '
The ear is perpetually disturbed by sounds, which can only be .
called nofses—sometimes the voice is strained till the tone is like a
mail-conch horn—sometimes it is nasal and dffected—sometimes it
borders on a squeak at the top of the voice, and-all this to show
how muck can be done. Can any thing be so absurd? Can any
thing be 5o monstrous? Can any thing be so totally contrary, not
only to the natura] perceptions of pleasure from singing, but to
all the established canons of vocal science? There is, Sir, some
excuse for the performers—they are paid for these tricks—but for
the public there is none, except indeed it be that of taking the
. judgment of men who have studied the art so intensely upon -
trust, and divesting themselves of all thought and reflection, of
surrendering their feelings and their taste at discretion. '

If, Sir, as is really the case, Mr. Braham on some occasions
feels it necessary to restrain himself, if when singing before the
Philbarmonic, and even in some provincial meetings, where the
pristine understanding of the art has not been yet destroyed, he
practically admits what I have laboured to establish, it only "
goes to prove that his taste is' not so absolutely depraved as it -
seems at the theatres. But we have only to compare principles
with practice. Have I or have I not set down the principles
correctly? Have 1 or have I not described the praetice with
truth?

‘When; Sir, we extend the enquiry further, we shall but find
the same system of imitation superseding the use of the principles’
of art, and nothing so clearly demonstrates the want of a-sehool—
an English school—as the confusion worse confounded that pre- -
vails. That the polish of the finest Italian singing is consistemt:
with the purest English manner was proved by the ‘late Mr.:
Harrison, and 1 should be inclined to say by Mara, who seems to
have attracted more approbation as a singer of Englis’h than any
foreigner that ever appeared amongst us. - :

The practice of singing airs with variations, ongmnlly intro-
duced by Madame Catalani, has gone a long way towards de-:
praving our native singers and the public taste. = All public
performers are very naturally anxious to exhibit their powers’

c?

.
-
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under the strongest pogsible lights. Execution vertainly foss

this, for it excites the greatgst wonder in ap andiuca. Fhus the .

singer is il| contept with, any thing ghost of such an effect, apd
hepce we have « Rode’s dir,” ¢ Ceasq, your funning,” “ My
lodging is an the cold gyound,” and ¢ Lg me'm fr gandoletia,”

frittered into passages of all sorts. The waion of sepse and spupd, |

the end of vgcal art, is quite forgotien—sanse ig atrocipyaly myy-
dered and pyt out of the way, to afford yoom for pexe gurgling.

Sir, I like executiop—I am delighted with Mrs. Salmon’s heaytiful .
facility, but let me hear it in its plage, 35 a subordippte: pyrt of |
the art, not as a principal, mych less ag the principal end of per-

formance. Besides which it insinugtes itself every where. J pot
long since heard this very lady sing ¢ Rgipice greatly,” in the
Messiah, like ‘{Cease your funning,” scarcely a bpx of the time

kept—the rhythy all destroyed—sll manner of chauges made—one. .

vowel substituted for another, and the whole thing, to,my, ears,
destroyed. Yet very lovely executipn; O the execytion! and O
what tonel ! Aye, very true; bui; what hecame of Handel’s

music, and where was the dignity of the:inspired words?2.. These.

‘were what § expected to hear and {9,be made to feel.  Alas LI dig
neither the one por the other, The congductor.and lm, obsequious

band admmmter,ed to these vagaries, gnd scrambled in and qut, ag

well aa they coylh to do them justice, ith a tact thatgurprizedme.

But, then, is thigsinging—is this style? I think not. It might

be very fing in ita way, (which, by the byg, I am pot qyite so”

ready to admit as the million) but if it had been ten times finer, it
is ont of its place, and ont of the character of the music, Eygn

Catalani s practiclly acknowledged, thig tryth ; for when she

sings the apeping of The Messiak, she adgpts, as nearly. as possible,
(to the evgrlasting honour of her judgment), the quhsh tradi~
tional style of petfomance. What says Mr. Greatorex, perhaps
theman who s the very best ac«mpmtgd with l@lp,udpl of agy
existing Rughishman 2. Will he aljaw; Misg Traviy to break her
time, alter bex. pasvages, and changs, ane. vawel fox anather, at,
random ? I suspect not. :

What, then fallows . Why, $ix, t.hat ve lwe afdmitted a
mopgrel hyhred manner, lm,lﬂltalun, half ngtmun, to pass
upon the, public. for English singipg and . English, taste, or if, you
plewse. for Italign manper -nﬂ. for,good tagte. W haye virtually
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(o xiriguaty { pught ragher to say) adwmitted that bawling, snd,
DoiBiRE: 494 ausgling, ata 1l psts, and the most important party
of vocal arty to, the bapishment of sease, truth, and legitimate - -
Wiﬂlmth pit and, the galleries. will awnore the .
vilest speciwans (wica o thrics, this we are taknew is the sea
MwimthlxMWﬂm OMNN Mulm .
how meycilpmly woek then pupished.. . :
MWMMWMWthMmum
PHify.in her pannar of sany vosalist hefore the. tawa, 1tis Bpr.
glish sipging: _She war indeed ariginally, teyght solmisation by
Lanzs in mslts.lm method, and it ig hut justice to hep. early
mpster i admit, that there is ne one who.gives such consiant proofn .
of exsellant. rudismental instrpction i the formation of* the voice...
In common faitmess ahe must be exempted, from the slmont uain -
versal charge of a mixture of styles. Prayobserve, Sir, thig ig
the poipt Lom labonsing: ¥ am not dissyuming the attributes
and quplities, of singem—=if 1 warg, -1 shoyld admit that ot enx.
digtingwished perfoxmars, are extraprdinerily gifted. ¥ wpeal.of
tlmmqf vort] aré=—af the-application, of pomers and; acquise-
memiy, o7, demepstinting the prigsiphes. of sciemne, Mies Traxie
afiords a.similas example. of yppollpted magues Miss Paton ie
a ppropn of singulas talent, Bhe appesrs to hava sy intelleotusl.
vigour it may, lend to great resmits, if she ba not worm owt imy:
the prages. . The. formation. of bes: veice: has not, beea condurted
in the best mannér, but she exhibits. more. of mind thep,any other..
fopalg singer.  Her presest manpar-in dramapic. Miss Tnee hos:
alsg the §ng expromivense that proreeds from sirong penseplionn .
and § fagile adapiation. of techuical mepns, -
The. style of; hasg singing is nat lens, injred than the. -nprnm
and teyor, though by diffesent. mesns.. . Mr. Bartleman, the sole
object of imitatian, was 8. singer of wacommanly fine: polish and-
of ypparaligled, effct., Rpt the princigle upon, which, he simed
akap qqualization of tAaA uReY, $l1.comhinatinnn of vamals.and.
conspnanis alikg,  canpot,, it;is gleafs beaustained, In bimeolfit,
wag 9, dpfect—in hia.imitagors, iy ia intelarable. The attemph te:
lighten, the, heayiness. aftending the, vokupe.and. depdly of areal:
base vaice, alsa mjlitates againakits.dignity.. Haydn and Calleots
spiignpd. (9, thia.part graseful apd, elpgant, but still, only, fowing:
pageagps. of, melody, - They improved the tap. mechapical manner
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of Handel in writing for this voice. The modern Ytalian com-
posers, Rossini especially, has made the base part even more-
florid than their predeceuors did the tenor. These facts will
account for the loss of the true buse style—for the absence of

" majesty, gravity, and pathos, for-a sort of barking which is sub-
* stituted for articulation, and for a floridity of execution, which is .
least of all adapted to the character of the tone. . Sir, I admit
that ¢ art is best tanght by example ;** but nothing is so dangerous,
80 fruitless, as direct imitation. Never was there an age that so
perfectly exemplified this truth as our own. ' Our tenors are all
second-hand Brahams, our bases shadows of poor Bartleman—
the one shewing only the wear and tear and threadbare finery of
the original texture-—the other the dark, confused, and lifeless
image of an individual who was all colour, all animation, and all
motion.

Sir, there is no greater mistake than that we commit' in singing
or affecting to sing Italian music in such a way as to vie with the
natives of Italy, and to such an extent as to supersede our own.
The English can hardly be expected to succeed better in their imi-
tation of the Italians than the Italians in their imitation of the
English. Now what must we say concerning every attempt
which we ever heard a foreigner make to sing our music? Why,
that it-had’ all sorts of faults—that it wanted the vernacular ex-
pression—that the conception was foreign—that the manner was
foreign—that the pronuncmtlon was foreign—nnd that in short,
it was foreign singing to English music and English words. If
this be universally the case, and I contend It is so, for such in-
stances as Mara or Catalani’s single piece, “Comfort ye my peo-
ple,” are exceptions not the rule, does it not follow that our
singing Italian must be liable to the same objections, and is in fact -
rendered painful if not disgusting to the ears of natives by the
same faults? There can be no doubt of it.- ‘Even our own tra-
velled and instructed countrymen are thoroughly sensible to ‘the
differences. The Italians and the English neither feel alike,
think alike, nor express their sentiments and passions in the same
manner. To suppose that the one can become the other is to
suppose a transformation all but impomible—for it amounts to a
physical transmutation. - Why then, in the name of sense and of
excellence and of truth in art, why should we be perpetually:
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apeipg what we csnnot sttain? Why mix matters esséntially
different in their nature and elements? Why imitate badly when
we might presesve an intrinsic exedllence, could we be conmtent
to cultivate our natural and original and proper attributes? We
can (we do) pay for the best Italian examplea. Surely then it
would be more to the credit of our capacity and judgment, to en-
deavour to work upon our own materials, and to carry them to
new and higher perfection, instead. of exposing ourselves to the
contempt and ridicule of those whom we imitate (they alone be it
remembered are the only absolute judges of our efforts) and who
we thus must always permit to excel us—for the simplest. reason
in the world, because .an Englishman ¢an never become an Italian
in his ways of thinking or his habits of action. . But to put a home
question at once—do we ever see Italians apeing us? Do theéy,
the moment they land in England, set about singing our Purcell,
our Handel; or our ballads or glees? Never—never. They
never mix and confound their style with that of any other people.
If they do sing English they are compelled to make the abortive
attempt-—it is not done spontancously. I may be told it is their.
amour propre—their contempt for the musical attainments of other
countries that produces.this effect. Very likely—and I wish we;
Mr. Editor, had a tinctare of the same pride. . We should then
endeavour to excel rather than to imitate, to study principles,
instead of merely copying after models. If then, Sir, I be right,
I think I have proved—first, that the present state of vocal art in
England neither consists with the principles of general science,
nor with that particular idiomatic branch which we ought to call
our own and to cultivate. I have proved that we want alike the
knowledge and the practice. I have proved that the public
singers of the highest repute (all of them too of the greatest natu-
ral endowments and technical acquirements) for want of a sound
judgment and a pure taste, mislead the public, and corrupt the
generations that come after them.

When 1 understood that a natiopal academy was.forming, I
confess I was delighted at the prospect; but, Sir, what hasbeen my
diuppoinlment to perceive the same manifest fundamental errors,
which I have pointed out as destroying all our public sources ofin-
struction, pervade the plans of'this ipatitution. . Foreigners are the
teachers (professars, I beg pardon) of vocal art in this academy,
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with the exewption indeed of one great faide, Mr. Hawes, fof I wilt
take upon tue to sey that Sir G Bmart’s s & aéte NomMinis Wibrs ;
the worthy hwiglit never having given ohe sitfgle desson withia the
wills of theacndemy simce its doors weére dpeiidll fur thid receptioh
of pupild; and for sught I know to the contrary Mt. Hives hifi
self (who, as Dr. Kitehiner suys of Mr. Bellamy, sitvgy couriter-
4enor, tenoy, and besey i dll equnlly well) tiay staltd in tHe sénmie
predicament. 1 tavm, Sir, to the book of the perfofindnée 6f 1
first conicert of the pupile; 1 find the greate? part 6f e selection
Idalinn, dnd the oly designuiod pupil to be oNe 6f Muduine Nég:
meudin. Is this the way %o found o sohool of nutiotind art 7 Sir
I dmt et ewvicws of forelgv aptivts moy thelf repetafiod, but
I ek etrulous of distinction and' of the lowews of niy cowry.
1€ we have ho seme of our-owh digmmitya—of the chyifis that st litd
iipon ovigimlity, we twy be imiatdry, dnd posibly colépadly skes
sestful imitators, bwt ‘we mevey slal bt artie in thd trifest and
best sense of thé word. Ry secking fo bé distinet-we can sloné
find dissinetion. This iv 2ot @ pisfy but-a truth, & phikosophiicel
trath, dnd otie 6f whiich our OpePRi;OEF Goneerts, S dur Eebt ot
tories (grand perforamuntes as they dre ow catledy gHve the ams
plest’ pmofd, thougle the rule i drawn frew the mmy-—-the
conionl is by invérsionlucws o sl lueonds.

. How then, 8ir, sre Wd 16 s6¢ abeut’ ammaa I¢ i8 pers
Bape tos huch to etpdct dlat the eriom of our present huce of
singors, Now nisde Mvetarate by habit, should be: sfidely edrt
reeted, though I doubt net but d litt]b wholesome chiastisement
from the public weuld: do semething towsvds' briging Back thet
wandering semses: Bad; Bir, there is o new generation conti
fuelly rising'wp  Itie «ponﬁeoe I hiope to werk as welll i upon
teneiers, snd ntost of all upon the public mind: We must fivse
Begin by eomsivicing the gemeral undérstwading—riext, Sir, we
must opeviitd thirough euy institutions. Fidesd the moment we
shake the former we influence the Matter, foy ehey aét reflectively
wpal cueh: other, Unifortusiutely the higher' classsy irf thie gioss
mever rewd, or tedd su- little ds selldomy to venture Beybnd the
newspuper of the doy-—ard the veuson ir dbvicub-with augrhented
affiuence, contection, badinedss; Pleasutes, augmetit in propdition.
But, thank Meaven,: litertituré dand reflection find’ conduits avid
ohiswxiels: to vuling powers through ceriversatior; snd" uporn suel’
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minds impresaions (short and vivid though they be) are soon and
easily made. - By some such means I trust these opinions will make
their way upwards, while to the mass of reflecting musicians, pro-
fessors as well as amateurs, they are sure to find access through
your pages. Here then, Sir, I quit the subject, for I have said
enough to set all those who are really interested in our national
music and national character, a thinking.
I am, Sir, your’s,
AN ENGLISHMAN.

e et

CATHEDRAL SERVICE.

* . TO THE EDITOR.

S1n,

Mmlc and musgicians are indebted to you for an honourable and
dignified support. Your Review may be said to have elevated
the character of the divine art to whose advancement it is devoted,
and that of its professional cultivators. May it go on and prosper !

Our ¢ Cathedral Service is a subject that has not yet met with
your notice, otherwise than incidentally. I have long been anxi-
ously expecting to see it introduced, either by yourself or by some
one of your. correspondents, whose knowledge and opportunities
may fit him for its discussion; butas no intimation of any article
upon this topic has yet appeared, let me hope, Sir, that it will not-
be considered arrogant in an unprofessional individual to endea-
vour at supplying, in some degree, a deficiency which he would
gladly see entirely removed by an abler band.

There occur in your work, now and then, passages which shew:
your admiration for Cathedral Service. I most cordially agree
with you ; for it seems to me that without it (and yet ¢ Godtempers
the wind to the shorn lamb,’) the world would be hardly worth
living in. He who possesses a love for this sublime branch of
music should be thankful if his lot be cast in England, for although
the art may be more sedulously cultivated in Italy and Germany,
yet it is in England only that a feast at all comparable with that
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afforded by our cathedrals ean be freely enjoyed every day in the
year. On the Continent the organ is little used, except on Sundays
and festivals, but in many of owr cities noble voices,accompanied by
the best organs in Europe,* sing daily some of the grandest of com-
positions. It is the remark of theVenerable Bede, that “no science
but music may enter the doors of the church,” and happily a great
proportion of our church composers appear to have been not
unmindful of the loftiness of their privilege.

Perhape the noblest portion of Cathedral music is that which is
technically called “the Service,”’ consisting,in the morning, of the
Te Deum and Jubilate,t and in the evening, either of the Magnifi-
cat and Nunc dimittis, or the Cantate Domino and Deus misereatur.
It bas occurred to me that it would be desirable to ascertain, if
possible, what number of compositions of this class may be in
existence, and owing to the urbanity which would seem to mark
the members of our cathedrals and collegiate churches, I have
obtained from the greater part of these establishments an account
of their treasures in this way. You will probably agreé¢ with mfe
in thinking that the publication of my lists will be neither unin-
teresting nor useless. Utility has indeed already resulted from
the collection ; it has, even while in MS. enabled several choirs
to ascertain where some imperfect services in their possession
might be completed, and where other services which they were
desirous to obtain might be found ; butthe opportunity of effecting
mutual interchanges will become much more extensively known
through the medium of the Quarterly Musical Review.

1 will not detnin the readers of your Journal with a regular
proof of the antiquity of Cathedral Music; I refer them to the
loarwed Mr. Bedford,* who has shewn the great conformity

# Dr. Burney avers that the organs on the Oontittent are inferior to ours in
every dlih‘ Dut size,

+ The old masters frequently set the Benodictus (instead of the Jubilate)
with the Te Deum, but the words are somewhat prosaic, and have been
rarely adapted by the moderns. ‘

® In his ¢ Temple Music.” As this book 18 net very common, I will quote &

on of one paragraph, which points out some very striking resemblances.
¢ They had their instrumental, as well as vocal music—so have we; their
singers stoed ia the desks, with the boys directly under thew, all clothed in
white linen—so it is with us; they their preceator, to begin their tunes
and psalms—so have we; they had singers who were Levites, or might be of
another tribe=~we have also some which are ordained, others of a lay
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between the ancient Jewish mede of performing divine service,
and that followed in our cathedrals, which have thus happily
gathered up the fragmenis of antiquity, thet nothing might bs lost.
There is not a gingle passage in the New Testament from which
we can infer any alteration of the modsdssoribedin the Old ; it was
not typical efany thing now fulfilled, but rather of the employment
of the saints in heaven, who are said by 8t. John* to “sing the
song of Moses,” whichaong, we may here infer, shall be continued
until the consummation of al] things. It has often struck me that
8t. Jerome furnishes a strong testimony of the great antiquity of
chanting the responses, whan he likens the Amen of the Christians
of his time to a thunder clap s had jt bean.spoken, the sibilance
which always attends the ¢olloquial utterance of 3 mixed assem-
bly would have rendered this the last image that could have
occurred to him. Compare, -8ir, the spimating and sublime
effect of the responses when chapted with the Japguid apd per-
functory magner in which they are commenly read, and then spy
which reminds you most of the fervency of the primijtive Christigns
- Dr. Burney states, in his Tour in Italy, that our old chants and
versicles were pot new compasitions at the time of the Reforma-
tion, but only adjusted to English words, their melody being very
nearly the same as that which is heard ip all the conptinental
churches. It has been oftep otedthat the concurrent observance
of Sunday by Chyristians scattered in countries remote from each
other, furnishes matter for pleasing reflection ; will our pleasure
be diminished by remembering an approximation (syrely a harm-
less ope) in manner alse? Chanting, moreover, allows such of
the congregation as cannot sing, time to make their responses
devoutly, and with revergnca; but the yastness and peculiar con-
struction of our cathedrals would be sufficient glone to jutify this
mode, for a voice of moderate strangth, when elevated ps chanting
requires, will reach a poipt quite inaccessible to & much more
powerfu] one, if reading be adopted. One way zemark, without
renouncing a particle of respect for our clergy, that good reading
is very rare among theth. It was one of Bishop Berkeley’s que-
ries,t a century ago, “ Whether half the learning and study of

capacity ; uﬁeymwere(ieubotherinﬁn;ing,umgb turys, so do we;
iftheyh’dnﬁouswsys of siaging, %0 have we.” &c. &c. E. W.;) 90. !
* Rev.coxv, 7. 3. t+ No. 203.
b 2
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these kingdoms is not useless, for want of a proper delivery and
pronunciation being taught in our schools and colleges? This
question might be repeated now ; little has been done since the
Bishop proposed it to remedy the evil,* and thus the present
state of things furnishes another reason for adhering to the ancient
mode of chanting, susceptible as it is of the graces of accent, em-
phasis, and pause, and yet happily under restrictions that prevent -
all attempts at fine reading and rhetorical show. But it seems to
me, that were our clergy admirable readers without exception,
yet there would be singular propriety in reserving for the public
service a peculiar, and, as it were, sacred style of addressing the -
Almighty. Whenever 1 have heard the prayers read, after the:
performance of a sublime Te Deum and Jubilate, the familiarity
of the mode has had a disastrous effect on my devotion ; but when
they are chanted there is a glorious consonance throughout ; it is
clear that we are addressing a being not like ourselves; we seem
to be partakers in that * universal shout,” which our great poet
points out as characteristic of the worship of the heavenly host.t -

I am far enough from wishing to make this the general mode of
performing the service. In parochial churches, where the con-
gregution is of a mixed character, it would be absurd to conduct
itina way that would perhaps be displeasing to the majority,
from a want of the requisite feeling ; but a cathedral congregation}
is fairly presumed to be of a musieal eharacter, and to have a pecu-
\iar adaptation to and power of benefiting by a musical service—
one too which has been sanctioned by time, and by the reverence
of some of the greatest and most pious men that have adorned our
country.§

It is to our cathedrals that we chiefly owe the preservation of our
musical taste from a total debauchment by the meretricious style
which bas been nearly every where else so prevalent they pre-
serve to us almost the only relics of ancient music, with which
modern fastidiousness will allow us to be acquainted. It is our

® I know of nothing, except the judicious establishmest of prizes at some
Cdleg in the University of Cambridge, for the best reader in chapel. -
Lost, book x.

. 1 A cathedral is the parish church of a diocese;; its first and second bell do
not summon indiscriminately all the inhabitants of this great parish, but such ot
them only as possess a relish for its peculiar service.

§ Haoker, Milton, George Herbert, and Johnson, may be meotioned.
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cathedrals that bave served (and in the statutes® of' most, of them
this is pointed out as one important, and of their institution,) to:
preserve among the clergyt some attention to the cultivation of
music, ‘‘one of the fuirest and most glorious gifts of God, and"
nearly allied to divinity.”’} It may be asked, then, whether, upon
the principle of general utility, it be advisable to withdraw one of
the strongest of those incitements to-the pursait of this science that
yet exist among the clerical body? The parish church to which
a minor canon eventually sueceeds, mus¢ derive advantage from:
having an incumbent capable of regulating and improving its
psalmody, which he will commonly find to stand in sufficient
need of his assistance.

Think me not querulous, Sir, if I adopt for a moment a v:tupe-
rative strain—I do it “more in sorrow than in anger”—but let.
me hope, that pointing out in your Journal a few not commendahle
innovations that have been mdde in the service, which is the sub-
ject of this letter, may be useful. In one or two cathedrals the
practice of reading has been suffered to creep in; nothing can be
more chilling; there is & beautifal onencss in the ancient mode;
preserving a conformity of character from the first sentence to the
last; the transitions are delicate,.and made secusdems artem—but
the innovation to which I am adverting puts an end to all this, and
gives a motley aspect to that which wouid else delight us, by the
perfect coherence of all its parts.§ This practiceis attended with

’ In perfect agreement with these statutes is a passage in the Declaration of

Eubeth—“ In collegiate churches there hath been provision appointed

for themainwnnee of men and children to use singing in the church, by means

whereof the laudable service of music may be had in estimation and preserved
in knowledge.

+ Permit me to quote & passage from the Sermon which was reviewed in
your 4th vol. p. 449.—¢ It is to be regretted that the custom of requiring the
clergy to be acquainted with music is so nearly obsolete ; were it not that
the ancient and solemn mode of chanting the service is still preserved at.our
cathedrals and colleginte churches, not the slightest knowledge of this art
would be exacted from one individual of the order.”

i Martin Luther.

§ Since this passage was wntteu I hnve met with a confirmation of its
truth by high authority. Dr. Clarke, (Whitfield) Professor of Music in the
University of Cambri in the very interesting preface to his 2d volume of
Services, attributes the Jeca of Cathedral music “to the discontinuance of
chanting the whole service ; Yo “this,” he says, ““has made an opening for
every species of innovation, and tends to reduce that which was formerly one
uniform and dignified concord of sweet sounds, to a level with the rude per-
formance of singing in our country charches.”
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amother nnhappy comsequence—the introducing clérgymen to
minor cannories, who have neither skill in music nor love for it; to-
these gentlemen the service will appear tedious and irksome, and
the tendency of the practice to impair and ruin it altogether is too
. striking to need the slightest comment. I will just remark by the
way, that the statutes of cathedrals require & knowledge of music*®
in all those members, whether lay or clerical, who perform the
daily duty; and although we do not expect this service to be
placed on its ancient footing, when one of our Kings composed for
it, and Kimgs and Chancellors disdained not to invest themselves
with the surplice, and take a part in its performauce, it is surely
not too much to expect adherence to a requisition which is just as
propér and necessary now as it was when the statutes were
established. ,

1 am told also that at one or two cathedrals ¢ the service’’ is not
sung, but chanted, as the psalmsare! Now this is monstrous, and
were not my euthority unquestionable, I could not believe it.
Chanting the psalms is a beautiful portion of cathedral music, but
when these are over let us have dome with it: it is degrading to’
stick up a dosen men and boys who must have had a musical
education, to de that omly which the untaught singers of any
parich chureh in England are quite equal to. The mastery
which eome cathedral choirs have attained has been derived not
merely from singing good musie, but from singing it constantly.
The wretched custom to which I have adverted places collegiate
choirs, which have a noble endowment, upon a footing with
parochial ones that have none at all, by exacting from them onlya
weekly rehearsal: this evil may be got rid of by the plan which is
followed at the College Chapels, in the University of Oxford, of
having an hebdomadary bill, in which the services and anthems
for the week are previously arranged.

Doctor Clarke, whom I have already quoted, recommends a

* T will copy from Dugdale’s History of St. Paul’s, one of the requisites
for holding a minor canonry in that cathedral. ¢ Habeat Miwor Canonicus,
ante omnia, bonam vitam et mores, bongm vocem, sanam et placentem, bonan
artem canendi, qud vocem dirigat suam in honorem Dei” A qualification is
demanded by the statutes of all other cathedrals,

+ A guestion having been raised abeut the validity of some of these statutes

since the Refarmation, their autharity was fully confirmed by a special Act of
Parliament in the sixth year of the reign of Queen Aape.
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custom which exists at Armagh, of permitting the boys, upon their
voices breaking, to attend the choir on Sumdays, &c. by which
means they retain the knowledge formerly acquired, and if their
voices turh out well they are elected stipendiaries; thus there is
a supply within the choir itself of individuals amply qualified for
its duties. A similar practice obtains at Exeter, where these
young men are called secondaries, and it will go far to account
for the constant excellence of that choir.

The neglect which our subject has met with from local hbto-
rians and tourists is passing strange. 1 have read much that has
been written about our cathedrals, aad of this only a line and a
half referred to the manner of performing the service. It should
in justice be added, that this line and a half conveyed a compli-
ment to Lickficld.

At those cathedrals where the service is not well performed, it
will often be found that the remuneration of the choral vicars is
inadequate. This is & matter which has met with frequent
potice,* accompanied, sometimes, with a severity which I am dis.
inclined to adopt, but there really seems perfect fairness in the
remark, that the income of the several members of a cathedral
ought still to be determined by the rule which was followed at
. its original endowment.

Cathedral service, for the reformed Church of England, was
first set to music, in one single part, by Jobn Marbeck, and pub-
lished in 1550; it may be seea in the third volume of Sir John
Hawkins’s History of Music, and is the foundation of that whick
was set in four parts by several composers, and printed by John
Day in the year 1560, and again in 1565. The glorious arrange-
meat by Tallis followed, which still delights us; this also is
founded on Marbeck, and prefixed to Dr. Boyce’s collection. In
1641, Barnard, one of the minor canons of St. Paul’s, published a
collection of services and anthems. Such was tlle suocess with
which, during the great rebellion, cathedral music had been de-
stroyed, that Dr. Boyce could find but one copy of it in the
kingdom, namely at Hereford. Another collection appeared &
few years after Barnard’s, by Thomas Tomkins, and this may still

¢ Particularly from Dr. Bumey, Mr. Charles Avison, and the Rev. R.
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‘be occasionally met with. In 1661 Edward Low published ¢ Di-
rections for the performance of Cathedral Music,” founded on
Marbeck and Tallis; this work includes a burial serviee by
‘Robert Parsons, a Veni Creator by an unknown author, and a
Te Deum, &e. by Dr. Child.* In 1664, Clifford printed the
words of services and anthems sung in cathedral and collegiate
choirs ; the music to these words was aftérwards published by
Dr. Wilson, professor of music to the university of Oxford.
The next collection of words was published in 1712, with the
approbation of the Sub-Dean of the Chapel Royal : others, under
a similar sanction, in 1736, by Carleton; in 1749, by Pordage; in
1769, by Bayly; and in 1795, by Pearce. Proposals for a new
one were issued about three years ago by Mr. Spofforth, the
organist of Lichfield Cathedral, but this has not yet appeared.
The words of the anthems sung at York, Durham, and Lincoln,
were published at York, by Ellway, in 1736, with a view of the
three churches prefixed ; and many other cathedrals have furnished
similar accounts of what is usually done by their respective choirs.

In 1760, Dr. Boyce began the publication of his magnificent
collection of cathedral music, in three volumes; it contains
thirteen morning and evening services, a burial service by Mor-
ley, and seventy-one anthems, all in score and by the old masters.
A second edition of this work was printed from the same plates,
but on a smaller paper, in the year 1798. In 1790 Dr. Arnold
published a collection on the same plan as Boyce’s, containing
seventeen morning and thirteen evening services, and thirty-nine
anthems. It is in four volumes; the fourth consists of an organ
arrangenient of the contents of the other three.

I believe I have mentioned all the general collections of ser-
vices which have hitherto been published, and there would seem
to beample room for another. Vast stores of this noble class of
music are in existence, of which no part has yet been printed.
The MS. colleetion of Dr. Tudway, in six thick volumes, is pre-
served in the British Museum. Dean Aldrich bequeathed his te
the library of his own college, where may be found also Mr. Bar-

# I have been assured, by a very learned and well-known antiquary, that
we are indebted to the zeal and research of Dr. Child, a native of Bristol, for
. the preservation of much of the ancient cathedral .music which lias come down
to us.
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tleman’s, which was lately purchased by the present Dean of
Christ Church. Perhaps some of your correspondents may be
able to state where that of the late Mr. Gostling, of Canterbury,
is deposited; he is said in the preface to the second edition of
Boyce,* to have left behind him the most curious and valuable
collection in the kingdom. That of Dr. Pepusch, which had
cost several thousand pounds, was I believe dispersed after his
death., '

But without reference to these collections, do not the lists
which I now send you prove that such a selection might be made
from the services composed during the last hundred years, as
would prove exceedingly acceptable to our cathedral and col-
legiate choirs? These lists exhibit a body of more than two
hundred services, of which the far greater proportion have never
been printed, ‘and few indeed of such as have been published,
singly, are universally or generally heard ; for whatever may be
its merit, a single service rarely obtains more than a limited cir-
culation, while those that appear in the collections of Boyce and
Arnold are incessantly performed all over the kingdom. I do
think, Sir, that were one of our eminent publishers to engage the
assistance of a sound musician in such an undertaking as that
which I have suggested, he would find it not only an honourable,
but a lucrative one also. ,

It will be unnecessary to enumerate the contents of Boyce and
Arnold.

I am, Sir, your’s, with respect,

X. A. P.

* This preface is signed “I. H.”—Was it written by Sir I. Hawkins ?

~
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CANTERBURY. :
M. and E. Amner,in G E. Priest, in F
M. and E. Brailsford M. and E. Porter, in D
M. and E. Bishop, in D M. and E. ,in B
M. Boyce,in A (Verse) M. and E. Rogerl, in & minor
M. con, in A M. and B.«e——,inF
M. and E. Child, in A miner E. , in A minor
M. e in C M. and E. Raylton, in G
M.andE. —— in F M. and B, sy in A
M.and E. inG E. , in E
M. and E. Croyghton, in E M. and E. Richardson, inC
M. Cook, in A M. and E. Surgerson, in Bb
M. Croft, in A E. Smith, in C
M. Corfe, in Bb E. Stephens, in Eb
M. and E. Ebdon inC M. Skeau, in D (Full)
M. and E. Hum;:'hl?a, nG M. ,in D (Verse)
M. and E. Hens! in D M.and E. —~,inC X
E. Hayes, in E. ———, in A (Sequel to
’ E. Kelway,in B minor Boyce)
M. and E. King,n D E. Tuderay, in A
M. and E. KentinC M. and E. Tucker, in
M. and E. Kempton, Bb M. and E. Wise, in D minor
M. aod E. Nares, inC Boyce’s Collection
E. Portman Arnold’s Collection.

YORK.

M. and E. Attwood, in F
Boyce, in é(V )

M. and E. Elway, in D
E. Elway, !u C (Magnifi-

M, , in eat, &c.)
Jubilate, Croft, in D M. Goodson, in C
M. and E. Child, inF Te Deum, Hayes, in C
E. , in F (Magnifi- M. Latrobe, in D
cat, &c.) M. King, in B minor
M. and E. Camidge, (M.)In F M. and E. Kent, in C
M.aod E. Camidge, (Dr.)inA M. Marsh, in D
M. and E. Corfe, in Bb M. : Nares, inC
M. and E. Carke,mF M. and E. ,in C
M. and E. ,in F M. and E. Nalson,in G
% 5 in AA M E. Purcell, in GDmiaor
. s | in A minor. . L m——— in rand
E. ,in E M. and E. Porter, in D ¢ )
E. —— inEb M. and E. ,in Bb
E. ,in D M. and E. Rogers,in G
M. and E. Dupuis, in Eb E. Tndway, in A
M. and E. ,in D E. Wise, in Eb
M. and E. y JinF Boyce’s Collection
M ,in C Arnold’s Collection.
BANGOR.
M. Boyce, in A (Verse) E. Pratt,in E
E. Cooke (Mr. R.)inC M. and E. Pring,in F (Full)
E. Hayes,in Eb M. s in F (Verse)
E. King, in A E. Rogers,in G

Mo.ndEc -—-—,inC
Mcde' —y th

E. Travers,in F
Boyce’s Collection



CATHEDRAL SERVICE.

BRISTOL.

M. and E. Aldrich, in A
M. and E. Batten, in D minor

M. and E. Jackson, , in Eb
M. and E. ,in F

E. Bishop, in D M. and E. Kent, in C
u- . &yw'hA McMEo"""‘i"D
M. o in A (Verse) M. and E. King, in F
M. in - M.,and E. ,in C
M. and E. Calah, in C M. and E. ——, in Bb
M. Carter, in C - M. aad E. Kelway, in B miuor
M. and E. Child, in F E. Langdon, in A (Sequel to
M. and E. Clarke, in F Boyce
M. and E. Combes, in E M. and E. Langdon, in A (Chanting
M. Dean, in C Service)
M. and E. Dupuis, in Eb M. and E. Patrick, in G minor
M. asd E. Ebdos, in C M. sad E. Priest, in F

E. Fuesell, in A * E. Richardson, in C

E. Gibson, in A . E. Rogers, in A minor
M Goodson, in C M. Stevenson, in C
M Halj end Hise,in Eb - .. _F. ,g-

E. Hayes, in Eb E. Smith, in B
M. Hudson, in Eb M. Walk‘ey, in A~
M. aad E. Jackeon, in C Beyco’s Collection.
M, sod E. yin B ‘

CHESTER. '

M. and E. Black, in Bb . K. ‘Hayes,"ia Eb
M. Boyse, in A M., apd E. King, inC
M. and E. Child, in G M. and E. inF

E. —— in F " M. and E. Kent,in C
M. and E. Camidge, in C M. Nares, ja C

E. Clark {Jere.) in C M. Purcell, in C

Clarke’s (Dr.) Score M. ,in C
Madg: Ebdon,lng : Ec.d‘l‘ way, in A
. —— i Boyce’s Collection
M. Goodson, in C
. CHICHMESTER.

M. and E. i E M. Hayes, in D

E. Arnold, in B M. King, in D
M. Boyce,in A (Verse) M.and E. Kent,in C

E. Bishop, in D E. ———, in B misor
M. and E. Batten, in D minor M. Marsh, in D
M. Child, in A E. Nares,in C
MadE — inG . E. Rogers, in A
M. Croft, juo A M. Shenton, in G
M. and E. g:gtm,hﬂ B. ~~eree—yin C
M. and E. Corfe, in B E. ~v——,in A
M. and E. Ebdon,in C Boyce’s Collection

E. Fussell,in A Armold's Collection

E. Hayes, in Eb

[To bo completed in our saxt.]



COUNTERPOINT OF THE ANCIENTS.

-

TO THE EDITOR.

Sir,

T question— Whether the Ancients, and especially the
Greeks, had any knowledge of Counterpoint,” has for many years
remained unanswered, notwithstanding the researghés of learned
men, and the endeavours of scientific musicians to ascertain the
fact. On a subject so obscure it may by some be presuméd that no
new light can now be thrown ;.yet, by your permission, I shall
bring forward one proof that has been overlooked or rejected,
(although within the power of every classical reader to have disco-
vered,) by every writer on this particularly interesting point, not
excepting the learned and elegant Dr. Burney, whose admirable
¢ Dissertation,” prefixed to his * History of Music,” proves how
well qualified he was to discuss the subject. o
Before I enter upoen the mention of this discovery, which is by
no means an unimportant one, it may be interesting tothose of your .
readers who are not acquainted with the merits of this question, to
give the names of some of the most eminent writers who have
explored this ocean of doubt and obscurity, which, as Dr. Burney
justly remarks, “is so dark, and writers concerning it are so dis-
cordant in their opinions, that every intelligent reader who finds
how little there is to be known, has reason to lament that there still
remains so much to be said.” Since Dr. Burney wrote, many -
researches have been made, and discoveries brought to light,
regarding the general literature of the ancient. Greeks and Ro-
mans; I allude more particularly to ancient papyri, found in the
ruins of Pompeii and Herculaneum, among which is a Treatise on
Music, by Philodemus,* and which it is hoped, when unrolled,
. under the direction of Sir H. Davy, will contain some information
relative to the subject. . There is also, in one of the great libraries

. * See Lady Morgan’s  Italy,” vol, 3, pages 106-7.
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on the continent, a-Greek MS. of high antiquity, which willshortly
. be translated and published, by the indefatigable librarian, who.
discovered it, (amid u heap of sappgsed rubbish and papers) from
which much is expected. Therefore, as it appears the question: .
may be usefally revived, I shall proceed briefly to.notice the num-.
ber of learned men who havé not thought it beneath their wisdom
to discuss, and evento.enter upon long .and bitter controversies

The writers on the side of aneient counterpoint are, (as men-,
tioned by Dr. Burney) Gaffurio, * Zarlino,t Giovan Baptista
Doni, § Isaac Vosgius,§ Zaccharia Tevo,| the Abbe Fraguier, 1
Mr. Stillingfleet, author of ‘“The Principles and Power of
Harmeny,”” and some others, who bhave subsequently written,
amongst whom Mr. Gardiner, a distinguished amateur, in his,
Notes to the « Life of Haydn,” gives most excellent reasons for
adopting this side of the question. (See pages 200-1-2.)

The authors who deny the ancients a knowledge of counterpoint
(and they are a host, both in number and talent,)are, Glareanus,**
Salinas, +1+ Bottrigani, {1 Artusi,§¢ Cerone, |} Kepler,11 Mer-
sennus,**® Kircher, Claude Perrault, Dr. Wallis, Bontempi, Bu-
rette, Bougeant, Circeau, Padre Martini, Marpurg and Rousseau ;
subsequently Drs. Brown and Jortin. . -

* Gaffurius Franchinus flourished in the fifteenth century ; his writings
were the first that came from the press, efter the invention of printing.
+ Zarlino, an eminent musician, flourished about 1570. .
} Doni, a Florentine nobleman, flourished in the sixteenth century..
§ L. Vossius, the learned grammarian. .
| Z. Tevo, an ingenious writer on music, author of Il Musico
Testore,” 1706.
1 Member of the Academie Francais; he drew up his opinion, and
presented it to the Academy of Inscriptions and Belles Lettres, in 1716.
## A musical writer, author of the celebrated Dodechachordon.
++ A Spaniard, born blind, author of a Treatise, 1577.
1t Cavalier Hercules Bottrigari, of Bologna, author of ¢ Il Trimerone
Fundamentale.” .
§§ A musical author, flourished in the 16th century. ¢ Arte del Con-
punto,” 1598. -
| A Spaniard ; wrote a treatise, ¢ El Melopeo y Maestro Tractado de
Musica Theoricay Practica,” 1613.
€9 The famous John Kepler, flourished 1600.
s#% A learned French writer, flourished 1610,
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Thus it will be seem tlnt much time and ability bea been ex.
hauvsted om the subject, without any cloar or satisfactory result.
Weuld any of these scieatific perssns have credited the statement
Iam sbout to make—namely, that counterpoint wes known to the
Remans in the time of that musical monster, Nero?- Yet that
such is the fact 1 have discovered, (and 20 might any sehoal-boy,)
from one of their most celebrated historians, Suetonius, who im his
“Lives of the Twelve Cesars,” has the following pasage, which
of course I presume to be correctly translated, in the Life of
Nero, page400.

¢ ‘T'owards the later end of his reign he had publicly vowed, if
he held the empire safe and secure, in commemoration of his
victory to grece his plays with Aydraulics, or water musie, and
choraulice, or chorusses ! of several parts! | with symphonics ami
thorough bases! 1! (Bee the Translation, printed by Thomas
Nodgkin, for Awasham and Churehill, London, 1698.) If this
be rightly tranelated, the controversy isat anend ; for thisextract
must be eonsidered to prove, evea to demomstration, that at least
the ancient Romans mederstood and performed counterpoint ;
and T helieve I may take to myself the merit of first drawing the
attention of the musical antiquerian to the statement of Suetonius,
of whom Erasmus says, < I suppoae it is on all bands agreed ameng
the learned, that for'what relates to the ¢ruth of history, the. first
place is due to Suetonius,”

In the hope that some of your classical correspondents will
notice this paper, and decide for me upon the validity of the above
translation,

I remain, dear Sir, your’s truly,
F. wW. H.
Lendon, February 266k, 1824,
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TO THE EDITOR.

Sin,

T Have been anxious some time that my friend Mr. Clementi
should be invited to fix figures of the metronome to our glossary
or index of Italian terms used in music, that pupils and composers
may understand each other.
Adagio ....coeeinennn. 14,567
Andante ............ .. 12,398
Allegro coeeeeenareanns 198
Your insertion of this will oblige your’s truly,
' . W. H. CUTLER
London, February 26, 1824.

————————

We are obliged to Mr. Cutler for calling our attention to this
subject. At page 302 of out third volume will be found an article
on Maelzel's Metronome ; but it was principally descriptive.
Since that article was written we have considered the matter a
little more attentively, and we are led to doubt the utility (strange
as it may seem) of all terms which are employed to convey the
notion of time. And the reasons are obvious, Here is an instru-
ment by which can be affixed an absolutely eertain rate. The com-
poser who assigns one of the numbers to his composition, is sure to -
Mave it performed in the precise time he proposes. All other
symbols must be uncertain, for Adagio means one thing at Paris,
another at Vienna, and another at London. 'There is also an
evil of the greatest magnitude which has arisen out of the practice
of employing words instead of numbers—the indefinite multiplica-
tion of terms to which no exact meaning can be assigned. We
daily obeerve composers racking their imaginations for new
phrases, not a whit more intelligible than the old, though intended
to make the time more certain.

There is not a man in Europe probablyto whom musicians would
more readily assign the task of fixing the scale of the several de-
grees of movement, or more willingly defer, than to Mr. Clementi.
But what possible benefit can it effect? A metronome must be
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referred to in order to ascertain the movement of the adagio or the
allegro, even when fixed. The easiest method then is to make a
numerical adjustment at-once. And if. it be objected that the ex-
pence of such an instrument as a metronome forbids its universal
adoption, a pendulum might be made the standard, and it is within
every body’s power to provide a graduated ribband with a weight
at the end. One of the commonest yard-wins, indeed, that is
'sold in the shops, in the shape of a small barrel having a move-
able pivot, upon which the ribband is rolled, would answer every
purpose. But why should not the makers of piano fortes contrive
to attach to thieir instruments a small box with a graduated pendu-
lum? This it'should seem would at once place a standard within
every body’s reach at the very moment and in the precise situation
where it is wanted, and thus do away the necessity of loading thelan-
guage of music with a multiplicity of terms as useless as endless.
1'To prove the insufficiency of the phraseology now in use, we
shall subjoin a list of terms, with the numbers of Maelzel’s metro-
nomes, whichsome of the most celebrated composers of Eurape
have adopted. When such men. dlﬂ'er to such an extent, it is
plainly impossible to adopt any certain method except numbers
are resorted to, and when it is considered how much a composition
suffers by the slightest acceleration or retardation of the movement,
’nothmg can seem more desirable than that a means should exist
by which the ideas of the composer himself should be. generally
commumcable This precision the adoption -of numbers alone
can ensure. We therefore earnestly recommend to-composers to
assign a numerical and: determmate term to thelr composmons,
and we see no difficulty or obJectlon to the addition, of a. pendulum
to instruments gs we have suggested, which .at once not only
obviates all the dlﬂiculty, but erects a standard i in, the most easy
and the ﬁttest possible manner.
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ON THE JUST OBJECTS OF MUSIC.

THE musical like the moral world has been often, we may indeed
say perpetually, exhorted to listen to the suggestions of reason
instead of following its impulses, in the enjoyment of those plea-
sures which are presented to our senses. 'We ought, say our in-
structors, in both species of ethics, to be gratified only when the
object is consistent with virtue, with the highest and best purposes
to which art can address itself. A French author, M. Villoteau,
in his Recherches sur Uanalogie de la Musique avec les arts qui ont
pour objet Pimitation de langage, has so strongly insisted upon
this point, that we have been tempted to translate a portion of his
argument. Not that we entertain any very sanguine hopes of
staying the popular judgment in its descent, if its course be down-
wards. The objection has subsisted almost ever since music sub-
-sisted. In truth, like other ladies, Polyhymnia has been much
addicted to follow new fashions. Palestrina saved her from ex-
pulsion from the church on account of this very failing. Metas-
tasio and Arteaga, and indeed all moral musicians, have repeated
' the complaint. We therefore only fulfil our calling by endea-
vouring to prevent the backsliders of the present age from for-
getting that music has higher purposes than merely tickling the
ear. The question is, are our hearts as much touched as those of
former generations? We 'shiall not pretend to determine so
doubtful a matter. .

If in the diversity of judgments which we form upon music our
opinions waver, it is because trusting too implicity to the mere
guidance of our senses (which are constantly modifted by -certain
habits or affections, varying according to climate, place, age, dis-
position, health, and a thousand other circumstances) we are
necessarily subjected to contradictions, which keep us in a perpe-
tual state of doubt and uncertainty as to what is really good and
beautiful. Hence that versatility in our tastes and opinions,
which chuses us to reject as bad what we had before found
agreeable, as well as what attaches us to particular things, whilst
others reject them, preferring thowe which displease us, I shall -
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here hazard some reflections, which on beipg applied to music
will perbaps render my remarks more clear.

I attribute a great part of our errora in music tn two prmcnpal
causes—first,.to that love of novelty which is in seime measure bora,
with us ; secondly, to the empire of habit to which we almost
always yield without having even a syspicion, of so deing. In
effect, that love of novelty which generally produces inconsistency
of taste, is perhaps more the effect of the natural weakness of our
organization than of § capricious dispoeitian. Our senses cannot
for any length of time remain suaceptible of the same sensation, or
receive with the same pleasure a frequent repetition of the same
impression. The excess of pralonged semsations wastes the
strength of the semse which receives them : renewed too seon or
too often they engender satiety, which, in its turn, produces dis-
gust. Nevertheless, this inconsistency in eur tastes, or rather
this weakness of eur organization is such, that although every one,
of usis eaaily persuaded that health and happiness depend neces«
sarily on the harmony of all the parts of our be'ing, and that all
which disturbs this harmony must of consequence injure the health,
yet it is very difficult to be content with that tranquil and uniform
state which constitutes happiness and health, because in this state
our sensations are always regularly and uniformly the same, and
we are only alive to a certain well being which prohibits the enjoy-
ment of any very lively pleasure, and we have seldom sufficient
command over our inclinations to limit ourselves to the peaceable
enjoyment of mere health and happiness ; we more commonly seek
a better, which wd never find; we imagine necessities which we
change at the mstlgatmn of caprnoe, and then omly multlply our
privations and increase oyr miseries. Habit, which is a dlspo-
sition entirely 9pposed to love of nevelty, is consequently created
in a totally different manmer. It is produced by the effect of
agreeable but maderate sensations, which repeated at intervals of
time not near enough to weaken the impressions, hut sufficieatly
so taenshle usta preserve a pleasureable recollection of them, keep
alive in us a desire to renew such impressions. Now asall our
wants, whether real or imaginary, proceed from our inclinations
and pleasures, it follows that whenever the economy of ayr frame
is modified-either by age er illwess, or any ether natural or fortui-
tous ciroumstapce, which change our inclimations, tastes, and

F2

.
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pleasures, we yield without knowing, and even without perceiving
it, to the empire which habit possesses over our senses ; we thus
confound that which belongs to our tastes with that which partakes
of the essence and nature of things themselves ; and in short, to
make use of an expression of Horace, ¢ Decipimur specie recti,”
“ We are deceived by the semblance of truth.”” The involuntary
propensity which naturally disposes us to think that which pleases
us good and beautiful, and that which displeases us the contrary,
prompts us to form such different opinions upon the same thing ;'
and although we may be assured that these opinions would be all
true with respect to the mode of seeing and feeling each, they are’
nevertheless generally false, above all in the imitative arts ; for
the true end of this species of science is, less to flatter the senses of
those who enjoy them, than to give them an exact idea of the object
of imitation. But it belongs no more to our senses to judge ex-
clusively of what is beautiful in the arts, than of what is good or
bad, decent or honest, just or unjust, in morals : for frequently
that which flatters them most may become offensive, or is so
already in many respects ; and -hence all opinions formed on the
perfection of music by the testimony of the senses alone, ought at -
least to be regarded as doubtful, lf not as absolutely false and
entirely contrary to reason.

¢ As to pleasure,” says Socrates, “ Y am aware that it assumes
more than one form; and we must begin by examining it, and
considering what is its nature. On hearing it merely mentioned
we should take it for a simple thing ; nevertheless it appears un-
der forms of every species, and in some respects different among
themselves. Wesay that a debauchee enjoys pleasure in libertin-
ism ¢ that the moderate man tastes it in the exercise of temper-
ance ; that the fool, filled with absurd opinions and hopes, has his
share.of pleasure; and that the sage finds it in wisdom. Now if
we were to say that these two kinds of pleasure were alike, should
we not incur the just title of fools?

“ Protarcus—It §s true Socrates, that they spring from contrary
sources; but they are not for that reason opposed to one another;
for how should pleasure not be that which is most like pleasure;
that is to say, itself to itself. ‘

¢ Socrates—By that means, my friend, colour, as colour, differs
in nothing from colour; nevertheless we all know that black, be-
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sides being different to white, is totally opposed to it. In like
manner; by considering genus alone, one figure is the same as ano-
ther; but if we compare the different species together, there are
some perfectly opposite, and others infinitely diversified. "We
shall find many other things to which this applies. Do not attach
belief to the reason you have just alleged, which confounds the
most opposlte objects. I think we may discover pleasurestovary .
in their species.

¢ Protarcus—Perhaps there are some, but they do not dis-
prove the opinion which I defend 2" '

¢ Socrates—That is, we say that these pleasures being unlike,
you will not call them by another name, for you say all things
which are agreeable are good. No one indeed will dispute with'
you, that what is agreeable is not agreeable. But most pleasures
being bad, and some only good, as we maintain, you will neverthe-
less call them all good; although, if obliged to confess, tlley are
different. What common quality do you then perceive in good
and bad pleasures, which induces you to give them both a good
name.”

It would be easy, as may be seen, to refute’ by a similar argument
the opinion of those who make the beauty and excellence of music
and other imitative arts, to consist merely in the sensual pleasure
which they cause ; for if we are to judge of real beauty in the
arts, solely by the pleasure which we receive from them, without
any restrictions as to the injurious consequences which may be the
result of this pleasure, it is clear that from the great variety of
tastes, this beauty would be purely arbitrary, depending for its
existence on opinion, and having nothing real about it; which ar-
gument is not warrantable either in an absolute or relative sense.
First in an absolute sense—because beauty, consisting in the unal-
terable order and harmony of all the parts, in the exact proportion
which these parts bear to each other as well as well as to the whole,
and in the exact degrees in which these different parts concur in
the general effect, it cannot be denied that all these conditions
are fulfilled in the admirable and vast whole which the universe
offers to our view: thus there exists a visible type of true and ab-
solate beauty. Secondly, in a relative—because neither can it be
denied that the same conditions are also often fulfilled in many
or even in all the separate parts of the universe, whether they are

.
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examined as to genus or species, or whether they are considered
relatively to one general end, or to a particular and individual
state, analagous to the end prescribed to them by nature. Thus
true beauty consists also in a relative sense.

" By comparing therefore, hy this principle, all that fa]ls under
the cegnizance of hearing and sight (for these are the only senses
which are privileged to judge of beauty, those of smelling and
. feeling being limited to grosser sensations)it is evident that we may
he able to discover models of real heauty, and that it is easy for us
to determine its rules with respect to the arts.

If it beimpossible to deny that beauty really does exist, it is cer-
tainly not less impossible to prove that what is really beautiful can
never become really ugly, nor that what is really ugly can ever
became really beautiful : for as a thing is not beautiful because it
pleases, but because it ought to please, being really and essentially
begutiful, and a thing is not ugly because it displeases, but be-
cause it ought to displease, being really and essentially ugly,
fundamental principles of beauty must exist, and it is only the
absence of these principles which produce deformity.

'We can never judge infallibly of what is beautiful ar ugly, gaod
or bad, just or unjust, &c. by the medium of the senses, or the soul.
If so, we should be obliged to admit that the same thing could be
both beautiful and ugly—beautiful ta those persons whom it might
please, and ugly to others whom it might displease ; from whence
would result the obscure consequence, that beauty did not really °
exist in the object itself, but in the pleasurable sentiments which
it excites. Now if beauty resided in the pleasurable sensation
enly, it would follow that all pleasure must be essentjally beautiful,
and consequently that a shameful and criminal pleasure would be
essentially beautiful, which theory would destroy every maral
principle.

I would now combat.a prejudice injurious to the progress of
music, and, if it weye passible, destray it. I shonld have more
confidence, if, like M. Arteaga, I had the talent to- follow up and
attack this prejudice at its root, by strong and umapswerable
reasons—such for example as the follawing, which supports what
I haye just advanced :—““Ta one of these propesitions therefore
you must agree, either that the public are not judges of music,
which would be a paradox, or that your imagingry relation he-
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tween the vepresentation und the thing represented is not hecessary
toeffect. This is the universal and puerile sophism, which, reduced
to a muxim by ignorance, and supported by prejudice, would
occasion the extermination of all the fine arts. I would reply to
these bkilful defenders of folly, when were the public constituted
coniipetent judges of taste i arts or letters? By what sovereign
decision, by what tribunal has & decree been issued, so destructive
of our most exquisite pleasures? 'The publie ure able to judge of
their own pleasures, but thex are not, nor ever can be, eompetent
judges of the Beautiful ; which tert is not applied to that which
engenders any kind of delight, but only to that which gives that
species of delight which is the child of observation and reflection.
The pleasure which those persons enjoy who do not understand
music, is merely & series of material and mechanical sensations,
simply preduced by the natural melody inherent in all harmonic
sounds, and which they would enjoy as much in the warbling of a
nightingale as in the performance of a singer ;. and if they tatk of
this pleasure, if they are contented with it, and go only for this to
the theatre, and yet incline to the decision of the vulgar, Fcdntiot
oppose it. But, Oh sovereign beauty of Musi¢! Oh Imitation,
daughter of Heaven! 1 do not present myself before your altars
with such humble sentiments. When I go to the theatre to pay
thee my tribute of adoration, I bear within me the pride of being
a reasenable ereature, and of wishing, while I indulge my sehsibi-
lity, to preserve the ptivileges of my nature.”

Too much intportance cannot be attached to the propagation of
the principles of M. Arteagh, and to render society sensible of the
pernicious consequences which proceed from the opinions of those
who assert that by beauty ought to be appreciated the pleasure
which the arts, and particularly music, produce. The danger of
these consequences is the more imminent in music, by reason of the
power which the expression of the voice, its natural instrument,
possesses over the heart; for, as the end of music is to éxpress
sentiments, and as the seatiments which give us the most plesdsure
are not always the best or thé most usefal, but often quite the
contrary, it follows that if this species of pleasure constituted the
beautiful in music, the most beautiful would be sometimes the
most prejudicial to morals; but if, on the contrary, by the plea-
sure which music ought to cause, is understood a pleasure capable’
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of exciting the love of moral.conduct:and virtue, it is necessarily
distinguished from other kinds of pleasure. This pleasure then
wust be pure and perfect, that is to say, free from every thing that.
may cause the least disorder.in the heart or the mind; that it
ought to derive. its source from what is really beautifyl, and good.
in every sense ; that it cannot even exist independently of these
two qualities, the good and the beautiful, uniting and coneurring
in the same effect ; that it ought, in short, to shed delight through
the senses, and to elevate and ennoble the soul by purifying and
strengthening the mind. But as all men are not equally disposed
to judge rightly of music, there are yet precautions to prevent
their being deceived as to the pleasure they ought to seek, and the
following rules are prescribed by Plato:—*I agree with the vul-
gar, that music sliould be judged by the pleasure it causes, not to
the million, but that the finer music is that which most delights
persons of taste who are otherwise sufficiently instructed, and still
better is that which creates enjoyment in one person only, who-is
eminently distinguished for virtue and education; and the reason
why I insist on the virtue of those who are to judge of thesesub-
jects is, that besides the prudence which is necessary to them, they
must poesess courage ; in short, it is not right:for him who assuines
the office of judge, to horrow from the lights of others wherewith
to illuminate his own decisions, nor to suffer himself te .be discon-
carted by the acclamations of the many or by his own ignorance.”
Thus is it that we generally judge of the merit of theatrical per-.

formances and modern music. . Instead of exciting authors.to -
conform in their productions to the rules of the truly beautiful, by
rendering them attentive to the advice of the learned, who would
be able to enlighten them, we deliver them up to the tribunal of
public opinion, and give them for their judges a multitude, mostly
composed of persons either ignoraat, or blinded by prejudice and
animated by various passions; and we thus in some manner oblige
them to abandon those prmclples which ought to direct them.—
All our opinions in music are in general established on what we
call good taste, and this good taste, being founded only on.opinion,
constantly varies; it has nothing certain or fixed; it is every
where the effect of certain habits and associations appertaining to
the manners; or to circumstances relative to climate or country,
rather than to natural and demonstrahle priuciples.
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Tt would not be at all reasonable to believe, that this aceidental
disposition of the mind, which makes us consider the same things
sometimes good, and sometimes bad, sometimes beautiful, some-
times ugly, according to time, place, and the circumstances in
which we are placed, should be the infallible method of discover-
ing what invariably constitutes the really beautiful. Because
certain viands please the taste of some persons, and displease the
taste of others, it does not necessarily follow that those viands
should be better or worse ; for there is no doubt that the same
persons would have attributed different qualities to them, if cer-
tain habits had not previously disposed their tastes to judge dif-
ferently. It is with arts as withaliment ; those things which man
has received immediately from nature to satisfy his wants or to
procure him useful enjoyment, generally please all people, of
every country, and in all seasons. Tastes do not begin to vary
until the qualities of those things have been arbitrarily modified
and vitiated by the encroachments of art, at least not till the
organs are altered by illness, age, bad organization, or certain
habits, which remove us from our natural state. Activity and
noise please youth, while on the contrary they weary age. The
sedentary life of a studious man, and the quietude requisite to his
meditations, could not be agreeable to a man of the world, accus-
tomed to the tumultuous storm of society. We may say the same
of our tastes in music. Lively and brilliant music does not dis-
please infancy and youth, because it is conformable to the habits of
these ages; but it is generally troublesome to a man of middle’
age, whose senses are calmer. It would incommode and even
fatigue an old man, whose senses, worn out by age, have no longer
strength to support violent sensations. Music which is agreeable
to a man habituated to seclusion and meditation, would be too
quiet and dull for a soldier, accustomed to warlike exercises and
the din of arms. Lastly music which inspires the calm of repose
and pleasure, would be insupportable to a heart torn with re-
morse or burning with the desire of revenge.

The real cause of our errors, whenever we judge by our sensa-
tions, proceeds from our being pre-occupied with the impressions
made on oursenses ; we therefore do not sufficiently examine the
causes which produce these impressions, nor the particular or ac-
cidental dispositions of our senses at the moment they are received.

YOL. VI. NO. XXI. G *
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We thence always attrilute qualities to the external object occa-
sioning these sensations, analogous to the effect produced. It be-
comes then necessary, and even indispensable, in order to be able
to form a judgment on the nature and character of things which
act on our senses, mot to stop at the first impression, but atten-
tively to examine the occasional circumstances which may have de-
ranged the natural relations that really exist between ourselves
and the acting cause, Itis consequently very important for us to
distinguish well between the opinions which we form from our
own feelings, and the exact knowledge which we acquire by reflec-
tion and reason ; for it is this which constitutes true science. To
Jeel is. not to judge, and to believe is not to know. Feeling is
limited exclusively to all that springs from the senses, it belongs-
te all animals ; but judgment results from reason, from comparing
the different relations which moral and physical objects have be-
tween themselves and us; and it is only by this intelligence which
rectifies the errors of our senses, illumines our reason,and elevates
us above the other animals, that we are really instiucted. It is
by a course of reasoning that we are enabled to extend our know-
ledge, and it is by this means that we succeed in perfecting it.
There are numerous opportunities of perceiving that our
feelings can give us but one idea of what is actually passing
within us, and they are not suflicient to enlighten us on the nature
and character of the cause of the impression on our senses. The
idea thus received from them ought then only to be considered as
a simple opinion or doubtful knowledge, and not as an exact cog-
nizance of what is in itself the cause which affects our senses. If
then the organ of hearing is not more exempt from error than
those of feeling, taste, and sight, we cammot trust blindly to ita
testimony without incurring the risk of being deceived. This is
the fact with regard to music, whenever we yield without reflection
to the irregular and capricious impulses of our taste ; and it would
happen to us in many other circumstances, if reflection and reason
" did not sometimes rectifythe testimony of hearing, when that organ
- receives the sensation of certain tomes or sounds which de not
really exist.
It is necessary then, in order to determine and fix our judg-
monts, that there should exist in us a less material faculty than
aur senses, loss affocted by the alterations of the body ; and this



ON THE JUST OBJECTS OF MUSIC. 43

faculty can only be the understanding, which causes reflection and
reason, and without which we should possess nothing certain. In
arder also to fix our judgments in dn invariable and certain man-
ner, there must exist in our nature a means of comparison neither
doubtful nor versatile, like the testimony of our senses. Now this
means of comparison can only be that universal harmony which is
perceptible throughout nature, and which in nothing disobeys the
eternal laws of order. This barmony is the only type of the
really beautiful, good, and just. It is to this master-piece of in.
finite wisdom that all the arts ought to be referred, when we wish
to appreciate in them true merit and beauty. '

This being determined, it is evident that to judge well of the
beautiful and the good in music, we ought not to stop either at our
own feelings or at those of the million, until we are well convinced
that the sentiment excited is really the effect of the beautiful and
the good, which result both morally and physically from the great-
est possible conformity of this art to the eternal laws of order and
harmony. Mere practlce in the arts does not suffice to enlighten
us as to what constitutes their beauty and perfection ; this ptac-
tice, on the contrary, when not accompanied by reflection and
sound judgment, only deceives us by habituating us to things which
reason disapproves, as opposed to the laws of order.

The greatest danger is, however, that the praetical errors
which have first seduced us should be confirmed by babit, and that
deeeived by eur feelings we should confound the real with the fac-
titious beauties of art; for it is then difficult to discover their
errors, and equally dangerous openly to attack them, defended
a8 they are by a multitude of blind partisans, always ready to

unite in their defence, and who are not susceptible of the powers

of reason.
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PUBLIC ESTABLISHMENTS. for MUSIC in MﬁDON.

Tm; obvious impulse which music has recently received in this
country, and the efforts towards its diffusion, which are so visibly
making in various directions at the commentement of this season,
have determined us to anticipate, in point of time and arrange-
ment, the Sketeh of the State of Music in London, with which
we have annually presented our readers. k
The City Amateur Concerts, the Vocal and the British, have
all ceased; why the former were abandoned is not easily to be
comprehended, except indeed the cause is to be traced to the’
satiety and weariness which are generally found, after a veryshort
time, to invade and to conclude the energetic management of an
_ amateur-direction, if successful. - The Vocal Concerts appear
to have been fairly worn out ; not that they lacked either ability
in the conduct, or variety in the selection, or talent in the execu-
tive department, for the proprietors were professors of the most
established judgment ;. the bills exhibited a very just proportion
of classical music, interspersed with the richest novelties of the:
time, and the performers had a solid foundation in the intrinsic
excellence of the finest English talent, and that too exalted and
refined in execution by long continued and associated practice—
to these were added the most distinguished foreign artists, ac-
cording to the succession in which they vigited this country ; but
all would not suffice: it should stem as if nothing could resist.
the love of mere change which forms so impulsive a characteristic
of human nature in general. These concerts, which were for
some years as fashionably and as fully attended as any in the
metropolis, with the exception only of the Concert of Ancient
Music, gradually lost their supporters and expired, Something
perhaps is attributable to the iliness and death of Mr. Bartle-
man—something to the establishment and reputation of the Phil-
harmonic, but more we sincerely believe to the mere mutability
of the public mind,
Concerning the failure or abandonment of the British Con»
certs, for their dissolution is attributable to both these causes,

\
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it is mot easy to speak in measured tertns. This attempt was said
to be a stand made for the honor of national art.and native artists.
'The professors with whom it originated, though few, were men of
charaecter and ability, and some of them at least, we know, had the
objects for whick they consented to assaciats themselves in this,
design, both warmly and sincerely at heart. The effort, how-
ever, although something is to be allawed for prudence ia prose-
cuting an infant project, was by no means as strong as niight have
been anticipated, but ‘exhibited a want .of vigeur and of unity
which can be reconciled only by the supposition, which we believe
to be the truth, that British musicians in the general are too
much absorbed by their private interests to be able or willing to
unite in the successful prosecution of any scheme, which has for its.
immediate object, the general advamncement of art and of our
national fame in art : for the reasons we may refer to the cssay on
the present state of the English musician, at page 429, of our
preceding volume~—~The case as therein stated, however much to
be lamented, is but too true. -

The only permanent establishments then now in London are
the Ancient and Philharmonic Cancerts, classical schools for the
preservation of ancient and the production of modern composi-
tions, seeking to keep in recollection the memory of the old, or to
introduce the excellepces of modern style, in vocal and instru-
mental music. The selections at the Ancient Concert,as well as the
performers, have necessarily an uniformity that will not require of
us a regular detail of the transactions of the coneert. The only
alterations thia season exhibits, are, that no Italian singer has
been hitherto engaged, and that a few glees, which come the near-
est to the date of the compositions admissible by the rules of the
concerts (20 years) are to be found in the bills. In almost every
other respect the arrangements are the same as last year,

Of the Philharmonic we shall think it right to make a more de-
tailed report, 4

It was however deemed by some of the profesgion, that a con-
cert of general resort seemed wanting to the gratification of the
public at large, for under the restrictions which are laid upon the
admission to the subscription list of both the Ancient and the
Philharmonic, neither of them can be said to be open to the pub-
lic; indeed the one has a large number of supernumerary candi-
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dates, and the other has this year, for the accommodation of the
sabacribers, contraeted their plan. It might therefore naturally
enough be thouglt, that performances more readily accemsible,
would be desiruble to the inbubitants of a metropolis hourly in.
creusing its affluent and luxurious population. Aocordingly
proposals for nine Subecription Concerts at the Argyll Rooms,
under the joint auspices of Messrs. Bellamy, Braham, Hawes,
Mori, and Welsh, were issued, but so ill were they received that
the plan was abandoned. The Oratories, therefore, (now called
¢ grand performances’’) were the only places, until the Benefit
Concerts should commence, that could be said to be open to the
body of the public. The grouand being thus narrowed, a new
competitdy has appeared in the establishment of a Coxncert Spi-
ritwel, to bl held at the Opera-house on the Fridays during Lent.
Of both these institutions we shall also speak at large.. Having
thus disposed of the leading facts, we shall proceed to the detail,
and shall commence at that which must now be esteemed the
grandest source of music in this country,

THE KING’S THEATRE.

" In our last Number we inserted the Opera circylar as it is
termed, or the bulletin which’ is issued by the proprietors, to
announce to the subscribers and the public the names of the prin-
cipal performers engaged, and the general outline of the arrange-
ments. : ‘ ‘

The history of this establishment is certainly most curious.®
Its management has oscillated from private persons to professors,
and has been alike ruinous to every succeeding director, with the
exception of Mr. Ebers, who hired the theatre after the seces-
sion of Mr. Waters, and he has thought it provident to retire,
and yield his place and emoluments.+ And in truth it had be-
come necessary to reinforce the concern with capital and spirit,
for though neither probably were wanting to Mr. Ebers, yet re-
garding, as he naturally did, the undertaking as an experiment,

® Seo Musical Magasine and Review, wol. 1, page 239.
.t The present lessees ure Messrs, Chippendall nod Yallop, solicitors
of great respectability ; but it is scarcely probable they are acting entirely
on their own behalf. ~ The rent is sald to be £10,000 per ammum.
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and as it bas turned out as « brisf experiment, he was necessarily
deterred from expending any such sums as the dilapidated state
and resources of the concern seemed absolutely to require to be
laid out upen the house, the decorations, and the scenery. His
exertions were, we repeat, necessarily limited almost eutirely to
the engagement of euch performers, and the introdustion of such
pieces as might be likely to prove attractive, and to the embellish-
ments that were indispensable. The present lessees proceed ap-

parently upon a different principle, for they haye repainted the

house, mefitted the boxes, superadded some new scenery and
improved the old.” But still it should seem they measure their
expenditure upon the house rather by what cannot be any longer
deferred, than by such a liberal allowance as ought to be indulged
in preparing one of the finest theatres in the world for one of
the most affluent, gemerous, and polished audiences., Circum«
stanced however as the King’s Theatre has ever been, involved
with debts, executions, suits in law and equity, and embarrass-
ments of every sort, it is no wonder that new managers should be
more than ordinarily cautious. The public would indeed be
most essentially served by such a disposition of the property as
should at once reduce the house to its intrinsic value. As the
matter now stands, there is but too much reasen to believe that
the frequenters of the opera purchase their pleasure at a rate far
beyond its just price, because they are paying a per centage for
the accumulated misdeeds and errors committed by managers,
lessees, and lawyers, ever since the building of the new hoyse.—
If there be an individual who could render a statement of the
fair rent of the theatre and the cost of the entertainments, he
would deserve the thanks hoth of managers and the public. For
if, asit may justly be presumed from published and uncontradicted
documents, the sums paid are not only far greater than those en-
joyed by any similar establishment in Europe, but far beyond,
not the outlay as it now stands, but as it ought to stand,®

® The biographer of Rossini has a chapter which he entitles % Utopie
dw theatre lialen.® He calculates the receipts and expenditure, and he
says he regulateshis account by that of the King'stheatre, thetotal annual ex-
of which he states (onthe autherity of SignorPetracchi) to be 1,200,000
m or about £50,000. The estimate this year, we have heard, is aboat
£03,000. He makes the computations and list which folow, for his Eutopia :

¢ The ordinary receipt at the doors of the theatre vary from 1800 to 900,
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liberally estimated, managers would ‘e freed from the dificulties
and the reproach attending exorbitamt charges for boxes and
admissions,® and the public would have their entertainment at its
just price. A receipt nominally less might alse kave the effect of
curbing the immoderate expectations of principal singers and
dancers, who, when an English engagement is offered them, seem
to set no bounds to.their cupidity.t The house, as it is now

francs. I average them at 1200 francs every day of the performance, and
three times a week making annually ..... seeerenans cee. 122,800 fr.
The rent of the boxes produces 2400 francs for each per-
fol'llime, m‘king .nlula"y $6es0c000r000000cs00ee 346,0(”

Average Receipts ........ 468,400

Calculation of the expences of the Comic Opera:

FRANCS. FRANCS.

Mme. Pasta ......... ve. 35,000 MM. Proffetti.......... 6,000
Miles. Buounsignora ...... 20,000 Auletta .......... 4,000
. Cinti..oveeveess.o 15000 Barilla, regisseur .. 8,000
Mori...oessesese. 10,000 —_—

De Meri ......... 7,000 | Vocal Appointments, total 253,000

Ro“i [IEX XN N XY NN NN ) o,m .
Goria «vvcssess.0a 4,000 | Chorus and Orchestra .... 80,000
MM. Garcia ..eeeeess.. 30,000 | Dancers, &c. &c. ........ 55,000
Zuehelli .......... 24,000 | Fire, Lighting, &c. &e. ... 60,000
Pelleg'rini esevcess 21,«»
Bol'd | X) 20,“)0 Fr. £-
Bonol leeceooosncee 18"m Reeeipts IR 468,(”0 or 19’666
Levasseur ........ 12,000 | Expences ..., 448,000 or.18,666
Lodovico Bonoldi .. 6,000
Graziani .eecce... 8,000| Balance..... 20,000 or 856

* Diring the management of Mr. Taylor, who built the present house,
the boxes (below the range of the gallery) used to let on an average for
£200 each. They had gradually, but not wholly without fluctaatien, risen to
£250. Thisseason they are raised to £300. It is stated that last year’s
receipts did not meet d"l'e expenditure by £9000, which was made up to
the then lessee by the committee, although the engagements were £13,000
less than the previous season. The enrugement of Sig. and Mad. Rossini
isstated at £2500. Of Madame Catalani hereafier.

+ Ez.gr.WhenRossini came tothis country we are credibly informed that noless
a sum than 1200L was asked for the copy-right of the opera he was engaged to
write. One publisher was ready, we have reason to believe, to pay 1000/,
andanother we understand made an offer of 10 per cent. beyond what any other
should offer. The proposal was rejected. The frigid tion of Zelmira
cooled the music-sellers, and all the offers were withdrawn. In a little month
the tide was so'turned that the only price actually before the parties interested
in the sale, was 1000 francs, and that from Schieissinger, of Paris! Rossini
also demanded 100 guineas for any composition. Nobody bites, and nothing
of his composed here has yet been printed. He asked six guineas a lessan, it
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adorned, is rather neat than splendid. The general colour is a
light green, and the draperies of .the curtains are rose, but of a
coarse material. The boxes bave raised gilt ornaments, and
are divided by pilasters. The ceiling is in nine divisions, and a
figure of one of the Muses occupies each. The lustre has been
altered in such a manner as to render it even more magnificent
than in its original brightness.

In our last number we published the list of the talent engaged.
Zelmira was the opera chosen by Rossini for opening on the night
of Saturday, January 24. So earnest was the public curiosity that
the pit was filled in less than a quarter of an hour, and the boxes,
although the town was necessarily thin at so early a period of the
year, exhibited a respectable appearance, but they obviously
wanted that blaze of attractive splendour which shines round
the aristocracy of the country, when assembled in the King’s.
Theatre.

It had been announced that 8ignor Rossini would himself pre-
side at the piano-forte, and direct the music on the three first
nights of performance. When he entered the orchestra he was
received with loud plaudits, and so eager was the audicnce to catch
a sight of his person, that every individual in the pit stood on the
seats to obtain a view. He continued for a minute or two to bow
respectfully to the house, and at length the piece began. The
Maestro’s person, whatever it might have been, is not now of such
superiority as to convey any adequate extenuation for ladies leav-
ing their palaces and their lords, to mount up the awkward stair-
cases of the chambers of little inns, there to contend with each
other for. the poseession of the said Signor, as his biographer would
have the world to know has been thecase. He is scarcely of the
middle height, lusty, and upon the whole with rather a heavy air.
He certainly looks more like a sturdy beef-eating Englishman
than a semsitive fiery-spirited native of the soft climate of Italy.
His countenance when at rest .is intelligent yet seriows, but

is averred, for teaching. One public singer, a Miss Melville, has annopnced
berself as the pupil of Rossini since his residence in England, and is reported
to have paid three guineas for the leseon and the use of his name in this way.
Compare these things, reader, with the amount of the prafits of this composer
in Italy, as given by s biographer. What a monstrous degree of folly and'
infatustion must the English have credit for amongst foreigu artists! - :

VOL. V1. NO, XXI. . H
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bears no marks of the animation which pervades and indeed forms
~_ the principal feature of his compositions
And while we are upon the subject of the worthy Maestro’s per-
sonal charms, it may not be amiss to say a few words concerning
his manners, which have been at least as much misrepresented by
the public prints in England as the talents of the Signora, his
wife, have been decried by foreign works. A narration of his
behaviour at the King’s musical party at Brighton, to which he
had the honour to receive an invitation, so entirely false in all its
particulars, has made its way into the public prints, that it be-
comes a duty to contradict it by a relation of the real facts. Itis
therein said that Rossini conducted himself with great arrogance,
and upon being asked to sing at the close of the evening, told his
- Majesty they had ¢ had enough of music for one evening.”” Not
one tittle of this is true. Rossini had no sooner been introduced
. to the royal presence than his Majesty told him he should hear.
some music by a foreign composer, which the English very highly
esteemed. The King then gave a preconcerted signal, and the
band played the overture to La Gassa Ladra. Tosucha compli-
ment Rossini could not be insensible. He was particularly atten-
tive to the performance, and after it was over, he thanked Mr.
Kramer (the master of the King’s household band, and probably
the first arranger for wind-instruments in Europe) for some
very judicious alterations. Indeed he might well be satisfied at
the execution of his music, for no one who has not heard the pre-
cision, the delicacy, and above all, the truth of expression with
which his Majesty’s household band performs, can conceive that
such effects are to be produced by wind-instruments alone.

Soon after, Roesini sung one of his own compositions so highly
to the gratification of his Majesty and the party assembled, that it
was the general opinion he was one of the finest tenor singers in
Europe. Roesini possesses an extraordinary faculty of singing ina
falsette of very extended compass. Being again requested to sing,
he gave an imitation of one of the old Italian school of singers, .
which English humanity and English decorum have had the
honour to banish from the stage. If this was a violation of pro-
priety in so far he is amenable to the charge, but his Majesty was
first consulted. The King desired to hear him in a third song,
but Roesini excused himself by saying he feared his voice was so
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exhausted by this effort, that he should be found ineapable of
giving further gratification to judges so capable as those before -
whom he had then the honour of performing—and this is the ele-
gant turn which has been so mistranslated by the inadvertency, or:
more probably by the malice of some interested by-stander. In:
point of fact, it is only common justice to state, that the deport-
ment of the foreign composer was as easy yet as deferential as was
becoming, and bespoke that self-possession which good sense and
good breeding and a thorough acquaintance with good society.
alone confer, We have wandered from our original theme into
anecdote, but it really appeared due, not only to the character of
thestranger, but to the honour of the English press, that a contra-
diction should go forth to calumnies so injurious to both.* We:-
may now return to the King’s theatre. ,
To Zelmira there is no overture, and the curtam rose at once.
It is not easily possible to imagine a story made up of more striking -
abeurdities, than the fabric of this opera exhibits. Itisa trans.,
mutation by A. L. Tottola, from the French of M. de Belloy..
The scene lies in Lesbos, and the dateisa penod before the Trojan;
war. Polidoro (Placci), the King of this country, is conquered,
and his throne usurped by Azor, the Sovereign of Mitylene, and
in order to preserve his life, his daughter Zelmira (Signora:
Colbran Rossini) conceals him in the ancient tomb of the sove-.
reigns of Lesbos. Antenor and Leucippo, two of the friends of:\
Azor, conspire to murder him and usurp the throne of Lesbos..
"The piece opens with the discovery of the assassination of the
latter, when the two conspirators fix their guilt upon Zelmira.—.
At this moment her husband arrives from foreign wars, and is

* We have merely related the fact as it stands upon authority. It is thus:
that the biographer of Rossini speaks of his conversational talents and opportu-
nities in society. Is it likely thatsach a man should forget himself in the
presence of the King of England? ¢ Nothing can be more agreealile than the
conversation of Rossini, at least to an Italian taste. He has a mind all fire
aud vivacity, starting from subject to aubject, and viewing every thing in a
strong though frequently grotesque point of view. A maaner so rapid and dis.
cursive would be more astonishing than agreeable, weré it not enlivened with-
a fund of anecdote. The everlasting restiessness of his career during.twelve.
zears, oomposed, as he himself has expressed it, of eternal goings and comings ;

is constant intercourse with singers—the most gay and thoughtless of béings,
as well as his continual introductions into high and elegant society, has afforded:
him abundant opportunities of seeing life in all its sh aud varieties.”
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informed, by the true murderers, of the pretended guilt of his
wife, and that she even attempted his own life, whilst it was in
fact Leucippo who aimed the blow, when his arm was stayed by
the faithful Zelmira. Antenor is raised to the throne, and the
unfortunate heroine is consigned to chains. Her absence obliges
Polidoro to leave his retreat, when he encounters Ilo and informs
- him of his wife’s innocence. The latter instantly goes to assemble
his troops, and in the mean time Zelmira having been liberated
by the connivance of Leucippo, who witnessed the meeting of
Polidoro and Ilo, is induced by means of a stratagem to disclose
the place of her father’s.concealment. Antenor instantly causes
the unfortunate Polidoro and his daughter to be secured, and the
opera concludes by the arrival of Ilo and his soldiers, the rescue
of his father, wife, and child, and the death of the conspirators.

Such a fable, however improbable and absurd, may yet be the
vehicle of situations and of passions, and these are the circumstan-
ces the dramatic composers of the Italian lyric theatre chiefly covet.
Rossini has obviously written this opera with more care than usual,
and he hus studied striking combinations of harmony and accom-
paniment more perhaps than melody. Zelmira ought to add to -
his fame, and amongst those who will patiently examine the
score it may do 8o; but it is8 much to be questioned whether his
celebrity will be augmented by its public performance. For there
i3 a heaviness that prevails almost throughout, and which is not
redeemed by the pathos that may sometimes serve to account for

- and to compensate the weight. There is probably generally
too much of foree and complication, too much of chorus, while
the occasional appearance of a military band upon the stage in-
creases the clamour without adding much to the effect. There are
indeed few traits of melody,and even the principal female character
makes no very prominent or impressive figure.

This brings us to Madame Rossini, whose name has been long
the theme both of high praise and scarcely of less dispraise upon
the Continent, and who appeated for the first time before an
English audjence in Zelmira, Isabella Angela Colbran is a
Spaniard, having been born gt Madrid, on the second of February,
1785. Her propensity to music was shewn at the earliest possible
age. At six years old she began to receive instructions. She

was subsequently taught by Marine}li, and at fourteen Crescentini

\
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took a singular pleasure in the task of forming her voice. So
strongly indeed was he impressed with the promise of her genius,
that he one day said to his fair pupil, Je ne pensc pas gw’il y ait
en Enrope un talent plus bean que le tien,” and he accompanied
this compliment with a present of all his compositions. Accord-
ing to the Dictionnaire Historique des Musiciens, whence these
particulars are extracted, she excited the greatest admiration in
Spain, in France, and in Italy, and in 1809 she shone with the
greatest lustre as the prima donna, at the Theatre della.Scala, at
Milan, and in the next year at Venice. Madame Colbran, itap-
pears, is also a composer, and has published Canzoni, different
sets of which are dedicated to the Queen of Spain, to the Empress
of Russia, to Crescentini, and to Prince Eugene Beauharnois,
whilst Vice-Roy of Italy.

The biographer of Rossini takes up the history of this singer at
Naples, and it is thus he speaks of her musical qualities amongst a
quantity of scandalous anecdote which we omit. .

¢ Signora Colbran, now Madame Roseini, was, from 1806 to
1815, one of the first: singers of Kurope. But voices, like other
things, are not made to lust for ever ; and accordingly, in 1815, it
hegan to lose its power; or if we may venture to apply to her a
term that is applied to vulsr singers, she began to sing false,
From 1816 to 1828, Signora Colbran usually sung a note too high,
or a note too low;* such singing weuld any where else have been

called execrable; but it was not gn-oper to say so at Naples. 1In .

spite of this little inconvenience, Signora Colbran did not the less
coutinue to be the first singer of the theatre S8an Carlo, and was
constantly applauded. Surely this may be reckoned us one of the
most flattering triumphs of despotism. If there is one feelin
more predominant than another umong the Neapolitan people, 5
doubtless is that of music. Well, during five little years, from
1816 to 1828, this people, all five, have been mortified, in & man-
ner the most galling, and that in the dearest of their pleasures.

¢ Twenty times have I been at San Carlo; Bignora Colbran
began an air ; she sung so miserably out of tune that it was im
sible to endure it. 1 saw my neighbours desert the pit; their
nerves were horrified, but they did not utter a word. I followed
the example of my neighbours; we went and took a turn round
Lago di Castello, and returned at the end of about twenty
minutes. Durinﬁ the short-lived comstitutional government of
1821, Signora Colbran never ventared to make her appearance,
uniess preceded by a thousand humble apologies. 'lPl:e public,

* This Is a mis-translation. The aunthor only meant that she sung toe
sharp or too flat. He writes ¢ M,C, a ordinairement chasté au-dessus ou
audessous du ton.”
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by way of a bit of spite, and in order to annoy their former
annoyer, cried up the reputation of a certain Mademoiselle Chau-
mel, whose name was Italianized into Comelli, and who was
known to be the rival of Colbran. :

 But at the time Rossini first arrived at Naples, and gave his
¢ Elisabetta,” (in 1815), things had not come to this pass. The
public were then very far from disliking Signora Colbran; at no
g:riod, perhaps, was this celebrated singer so handsome. Her

auty was of the most imposing kind; strong features, which, in
the scene, produce a most powerful effect, a magnificent figure, an
elyl'e of fire a la circassienne, a profusion of raven locks; in fine,
she is formed by nature for tragedy. This woman, who, off the
stage, has all the dignity of a marchande des modes, the moment
she enters the scene, with her brow encircled with the diadem, in-
spires an involuntary respect, even in those who have just quitted
her in the tiring-room.

- ¢ The first duet, between Leicester and: his young spouse, is’
very striking and original. The great reputation acquired by
Rossini in the north of Italy, had predisposed the Neapolitan

ublic to judge him with severity: itmay be said that this first duet
¢ Incauta ! cie Jesti 27 decided the success both of the opera and
the maestro. . i

¢ Nothing but an actual view of Siﬁ:lora Colbran could give
an adequate idea of the enthusiasm with which she was received.
An Englishman, one of the rivals of Barbaja, had sent to England
for accurate d of the costume of Elizabeth, which were scru-
pulously adhered to. This gorgeous apparel of the sixteenth
century was admirably adapted to Colbran’s fine figure and fea-
tures. The spectators were acquainted with this anecdote, and
the truth of the costume, as well as the beaut{ of the scenery,
tended strongly to recal the image of a memorable epoch. -

¢ There was nothing affected or theatrical in the acting of
Signora Calbran. Her %ower and superiarity were marked in-
the strong expression of her dark Spanish eye, and the dignified
energy of her action. She had the look of a queen, whose fury
was only restrained by a sense of pride: she had the air of a
sovereign, who had long been accustomed to have her slightest
wish obeyed, nay, almost anticipated. '

It must be allowed that the music of < Elisabetta” possesses
much more of the nificent than of the pathetic. It abounds
with examples of Rossini’s besetting sin; the song is overwhelmed
by a deluge of ornaments, and many of the melodies seem rather
to have been composed for a wind-instrument than for the hunran
voice. )

 But let us be just to Rossini. This was his firet attempt at
Naples; he was anxious to succeed, and there was no other way
of doing this than by pleasing the prima donna. But Signora
Colbran has no talent for the pathetic; like her person, it is mag-
nificent ; she is a queen, she-is Elizabeth, but it is Elizabeth issu-
ing her commam?s from the throne, and not Elizabeth touched
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with compassion and pardoning with generosity. Even if Rossini
bad possessed a talent for the pathetic, which 1 am far from being
disposed to grant, he could not have employed it, for the reasons
we have just stated. In the air,  Bell’ alme generose,” Rossini
has artfully concentrated all the beauties, of whatever kind, that
Signora Colbran could execute. We are presented as it were
with an inventory of all the capabilities of her fine voice, and o
whatever the powers of execution can effect. .

¢ It is dangerous to talk of politics at Naples. The very theatre,
Rossini, and Signora Colbran, had become party affairs, upon
which either a total silence must be maintainec}: or furious discus-
sions were sure to follow; and these are carried to 4n excess in
this land of sensibility, of which we in more northern latitudes can
form but a very faint idea—¢ What a charming opera is that
Mos2!” said the second son of the Marquis N. who was a parti-
san of the king. ¢ Yes,”” replied the elder, ¢ and charmingly sun
too! yesterday evening the Colbran sung only half a note false !
A dead silence followed. To speak ill of the Colbran is to speak
ill of the king, and the two brothers had made up their minds not
to ‘get into a quarrel. -

The only means the public have of taking their revenge is
this : if, after listening to &e first bars of her air, they found she
was determined to sing false, they were also determined not to
listen. There was no law against this. They drew back into
their boxes, and fell into conversation, or filled up the time with
coffee and ices. '

¢ In 1820, the way to make the Neapolitans happz was, not to
éivleb them a Spanish constitution, but to rid them of the Signora

olbran.

¢¢ Rossini had no wish to enter into all the intrigues of Barbaja.
It was soon perceived, that nothing was more foreign to his cha-
racter than intrigue, and, above all, the spirit and consequences
which it demands; but, when he was called by M. Barbaja to
Naples, and became the fond admirer of Signora Colbran, it was
difficult for the Neapolitans not to make him feel the effects of
their ennui. But the hiss that was ever upon their lips, was con-
stantly repressed by the seductive force of his talent. Kossini, on
his side, not being able to place any reliance upon_ the voice of
Signora Colbran, took refuge in the harmony of the German’
school, and departed more and more from true dramatic expres-
sion. He was continually persecuted by Signora Colbran for
airs_containing such ornaments as were suited to the state and
qualities of her voice. ,

¢¢ Colbran sung, in 1816, in the  Elisabetta and ¢ Otello,” of
Rossini; the ¢ Gabriclla de Vergy,’ of Caraffa; and in the
 Cora” and  Medea,” of Mayer ; and all this with great sub-
limity of manner, and incredible powers of voice. But this splen-
did period was destined to be of short duration. After this yea!
the voice of Signora Colbran began to lose its power, and it was
considered a singular piece of good fortune to hear her sing an
air 1n tune.
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“ QOm the 15th of the March, 1823, Rossini was married toSigwora
Colbran, The ceremony took place at Castenaso, near Bolo,
where the lady bas a little country seat. Meanwhile Davide,
Nozzari, and Ambrogi, arrived from Naples, and a few days
after they all started together to Vienna, where Rossini had ac-
ce teld an engagement, and where he was to make his debdt with .

¢ Qelmira,”’ " :

It is thus that the biographer of the hushand depictures the vocal
attributes of the wife. In the description of her person, features,
and deportment on the stage, he is quite correct. But we cannot
authenticate his strictures upon her singing by the experiments we
have witnessed in England. She exceeds in the delivery of -her
tone (portamento di voce) any and every female we recollect. It
is a fine lesson to singers to observe how she opens her mouth. .
Her intonation appears to be not more faulty than Italian dramatic
singers in general, whoge voices are but too often forced by a mis-
taken notion that they may thus be better able to fill so vasta
space as the King's Theatre. She certainly made some of her notes
occasionally too flat, but she preserved the polish in her general
execution so correctly as to enable us to contradict the strong as-
sertions of her calumniator. Her style is magnificent. We should
doubt if she ever possessed any volume of voice so far beyond that
she now enjoys. We found our suppositions on this fact. It is
commonly to be observed in singers of great power, even after their
decline has long commenced, that however the decay is audible in
the greater portion of their performance, they will still be able
occasionally, in some burst of feeling or expression, to display the
force of tone which was once the universal characteristic of their
singing. Garcia is an example, and Braham a still more appro-
priate illustration. The singing of Madame Colbran Rossini, on
the contrary, is exceedingly uniform and equable. When she
rises to her fullest swell it is done in a thoroughly prepared and

‘geientific manner. Thereare as few inequalities in her singing as in
that of any prima donna we ever heard. Her voice has certainly
not the brilliancy, the richness, and the freshness which we should
suppose must have originally appertained to a female of such repu-
tation as Colbran enjoyed ; but as set against others of acknow-
ledged superior power—with Banti or with Catalani, Colbran,
we conceive, could never have borne the slightest comparison in
point of volume. The truth appears to us to be, that Madame
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Rossini feels the approach of that time when retirement becomes ;
a duty to those who have reached so high an eminence, when it may
soon indeed become a matter of self respect—but we perceive no
cause whatever for such unrestrained censure—on the contrary, it
can but afford good judges much pleasure to listen to Madame R.’s
dignified style of singing and fine delivery of voice. And if in-
this country she makes but little noise, it is, as it strikes us, to
be attributed to causes quite foreign to the real merits—to the
effects of the severity of the critics on the Continent, and to the
opera selected for her appearance—to the unrivalled powers of
her immediate successor, Madame Catalani—and not a little to
the attraction of .a taste for the lighter music of her husband'
comic operas.

&Kelmira can be said to have had no very brilliant success in
England,and that even of the few nights it has run must be mainly
attributed to the merits and exertions of Signor Garcia. This
eminent artist has been repeatedly engaged at the King’s Theatre,
but he has not excited that degree of attention here which the rest
of Europe has accorded to his talents and acquirements. It is
not easy to divine the reason, for a more commanding actor or a
more gifted singer has rarely appeared.

Signor Garcia’s voice is a tenor of great volume and compass.
It is so powerful indeed as to leave most others at distance. It is
formed according to the manner of the best schools, but perhaps
is not so rich in quality nor so beautifully perfect as that of
Crivelli, and it appears to lack the freshness of youth. Itis how-
ever very brilliant and flexible, and so highly cultivated, that not .
only does no passage seem difficult to his facility, but he executes
every conceivable combination of notes in a finished manner,
tempering and preparing as it were his utinost vehemence accord-
ing to the laws of science. He is an admirable musician, and his
invention is more fertile than that of any other singer we ever
heard. But what chiefly exalts his style is the sensibility with
which he penetrates into the full meaning of his songs. He enters
heart and soul into the music, and from the moment he sets
his foot upon the stage, he devotes himself wholly to its expres-
sion, gives all his faculties and powers to the character he is to
sustain, and to the composition he is to sing. He is alike forcible
and tender, and he hurries his audience with him wheresoever he
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designs to carry them. No part of his performance languishes
for an instant, and even if he has a weak passage, he strengthens
ar covers it by his embellishments. It is here indeed that he en-
counters the objections of critical judges, who comsider his man-
ner as too florid. So far has this opinion been carried, that
Signor Garcia has by some been accused of designedly introducing
an unmeaning profusion of passages to conceal the failure and
decline of his voice. When we first heard him we were inclined
to believe there was some truth in the charge, but our matured
observation assures us that his playfulness is the effect of exuber-
ant power and facility, and the result of his long continwed em-
ployment upon the characters of Roesini’s operas, which not only
task the execution of the singer, but which, by identifying orna-
ment with expression, stimulate him to new experiments, by re-
leasing his judgement from those limitations which a purer style
" of writing was wont to lay upon him. Thesinger who would now
enjoy any credit for invention, must of necessity be doubly extra-
vagant, for Roesini has filled his score with notes, upon the very
principle of putting a stop to the alterations of those wha perform
his music.

To the exercise of Signor Garcia’s talents. however Jelmira
was, it is evident, deeply indebted, but with all the aid it enjoyed
in Roesini’s presidency at the piano forte, in Garcia’s and in Ma-
dame Colbran’s appearance, it languished, and was relieved by
the occasional substitution of I/ Barbiere di Seviglia.

.Of the other dramatis persona there is little to besaid. Curioni
became a lesser light, and paled his ineffectual fires before Garcia.
Madame Vestris, Placci, and Porto are no novelties, and the less
that is said of Francheschi, & third tenor, the better.

‘We must not however omit to notice that at the conclusion of
the piece on the first night, Rossini was called for, and introduced
between Signors Garcia and Benelli, to receive this token of the
homage of the house. But as impartial spectators we are com-
pelled to say, that this mode of demonstrating approbation did not
shew like the blage of enthusiastic, rapturous feeling which inflames
the continental audiences. The name was. first heard from few
tongues, and with a foreign accent, and after the plaudits had
gradually become more general, it seemed rather an acquiescence
than a wish on the part of the many. The truth is, the English
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do not feel music with the glow of the Italians, and when we imi-
tate such a custom it is unngtural tous, The English from con.
stitation, from education, and from habit, are averse to the sudden
expression of their feelings. They seldom approve till reflection
has sanctioned their first impressions.

In 1l Barbicre di Scviglia, as in Zelmira, Gareia was the prin.
cipal personage, Madame Vestris taking the part of Rosina
during the indisposition of Madame Rongi di Begnis. Signor
Benetti, a barytone and a buffo, appeared as Figaro: he is a
lively actor and a moderately good singer. Both -these operas
however had scarcely reigned a little month, when the appear-
ance of Madame Catelani in 1! Nuovo Fanatico per la musica
was announced, and she did appear on Saturday, the 28th of
February. That Madame C. should be engaged at all to
supersede as it were the Rossinis, is a singular trait of manage-
ment—+that so very short a trial should be allowed them makes it
still more so—and the terms of her engagement, if they be such
as they are reported, renders the matter still more curious, aad,
as we esteem it, interesting to the public. These terms are said
to be no less than one half of the entire receipts at the door on
the nights of her performance, and a moiety of the sums paid for
boxes which were not let at the time of her signing the articles.
Such a contraet may be considered purely as an affair between
Madame Catalani and the Managers, but it ought not to be re-
garded in such a light, for ultimately both the art and the profes-
sion and the public are likely to be.deeply injured, and we shall
shew how the injury is brought about. We do not question in
the slightest degree Madame Catalani’s righf to obtain, for the
exercise of her extraordinary talent, the utmost possible remune-
ration. Perhaps as a matter of character and prudence]it might
be judiciously recommended to her to obeerve a certain modera.
tion in her demands. This however is very much a consideration
of delicacy and feeling, which donot often, it must be confessed,
enter into the spirit of bargaining. Our concern is with the in.
terests of the art, the profession, and the public—againet which
we must contend such demands directly militate, The interests of
the art we consider to consist best with the utmost possible diffu-
sion of its practice and understanding of its principles. If then
one single performer absorbs so vast a portion as a moiety of the

12
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receipts, how is it possible to presume that managers can bestow
upon the other parts that cost and that care which is quite as indis-
pensable to the excellence of the whole? Itisimpossible. Thus
then the art suffers in all its demonstrations. In atheatre, where
so vast a sum is lavished upon an individual, the other singers
and the band must be curtailed, for itis not within the bounds of
a rational calculation to suppose that any sufficient profits can be
left to the proprietors after such an abstraction from their receipts,
if all the other parts are maintained in their due excellence. To
concerts the same rule applies, and probably with even greater
force, the numbers of the audience and the sums paid for admission
being smaller, unless, as is often the case, the admission be raised
to feed the cupidity of the one gifted creature. Nor is this the
only way in which the art suffers. We shall be ready to main- .
tain, and we trust successfully, that variety ig as necessary to art
as any of its other attributes. To hear different singers and dif-
ferent styles is indispensable to the formation of a fine and a just
taste. Every singer is and must be a mannerist, so long as nature

* sets a limitation upon the human faculties. If therefore so large
a sum is given to an individual as precludes the employment of
other eminent talent, the manner of that performer, not only on
the score of his or her pre-eminent reputation, but also merely for
the want of other objects of comparison and judgment, will neces-
sarily become the model for universal imitation. Splendid genius
is always more or less accompanied by splendid faults. These,
even more than the beauties of a singer’s execution, are promi-
nent and are more easily caught—and the less the knowledge and
experience of the hearcr, the greater the probability becomes.
Itis from such inevitable results—effects rationally and clearly
deducible from their causes—that we say the art is liable to suffer,
and indeed actually does suffer, by demands which can but be con-
sidered as exorbitantly disproportioned, not only to the individual
ease, but to the nature of the object—the amusement of the public
through the exercise of such an art as music. With all our re-
spect for seience, we cannot place the proper recompense of a
singer, even in a commercial and free country, where every thing
is worth as much as it will bring in the market, upon a level with or

_indeed above thet of the judges of the realm. It alike revolts
our feclings and our reason.
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- 'We come next to the effects upon the professor, which are still
more injurious. KFor in the first place, this absorption of profit
by an individual, not only forbids the employment of all who are
not absolutely necessary, and thereby deprives many persons of
their bread and of their share of the public approbation, while, as
we have before shewn, jt lowers the character of the performance,
but it gives a leasson of instruction in exorbitancy to those who are
necessary. Signor Rossini, Madame Ronzi de Begnis and her
husband, Mrs. Salmon, Miss Stephens, or any other performer—
and we contend there is a necessity, not perhaps quite but very
nearly as absolute, for their engagemeént in the Italian and En-
glish theatres and.at the concerts and meetings of this country as
for that of Madame Catalani—they mightsay, give me only halfwhat
Madame C. receives? They might, nay they have so computed
their value. What must be the consequence ? Why, the aban-
donment of the performance, for no such receipts can be obtained
as would pay the conductors of such entertainments (in the pro-
vinces especially) for such an undertaking. Or suppose them to
bhave the hardihood to face the danger. What becomes of the -
receipta? They are absorbed by a few principal performers,
and where charity is concerned, (as has lately been the fact-
at the great meetings) the contributors will soon learn that
they can better assist the funds they hope to bemefit than by
allowing'so enormous a share. to be carried off by a few, and a
very few individuals, and this will be a fatal instruction, in as far as
music and musicians are concerned. Or again—the terms of
admission must be raised, which not only draws a much larger.
sum from the pockets of the musical world than they have any
right to pay—but it lessens the power of the attraction by op-
posing stronger motives, and must eventually diminish the num-
ber of concerts by placing them beyond the reach of the many.
Such indeed is already the result.

And here it is we arrive at the interest the public has in the
salaries paid to performers. When the cost of music in this
country is compared with the charges for admission, and indeed
for all that is-connected with the knowledge and practice of the
art abroad, it must be a matter of the greatest surprize that such
rates as are paid in England can be submitted to. And truly
speaking, the extravagance rests with a few, and a very few of the
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principal singers. This is ot the time, but upon some other oc-
cesion we may probably shew the slight grounds upon which this
exelusion rests, and its consequences. But in the mean while we
must content ourselves with saying, that public music is infinitely
more- costly than it ought to be or than it needs to be, consistently
.with its own prosperity or with justice to the public, and we do
not hesitate to promounce that it is the duty of those who watch
over the interests of both, to encourage a discussion which in the
end must (if any thing can) bring about the reformation of an
abuse so'prejudicial to art and to artists, and to the musical world
at large.

‘We should apologise for our seeming digression, but in truth
sych observations are not uncalled for, and the occasion demands
them egpecially of us, for the press has generally been strangely
negligent and silent upon this topic. 'We now return to Madame
Catalani’s appearance at the King's theatre.

The opera selected, we have said, was 1! Nuovo Fanatico per
la Musica—the epithet nuovo being introduced, we apprehend,
to account for the introduction of those pieces with which the
singer diversified and moderniged the original music by Mayer,
and at the same time displayed her more recent acquisitions or
her more matured talents. The attraction seemed to be evem
. greater than on the night when Signor and Madame Rossini ap-
peared at the opening of the house. Every part of the pit was
" crowded long before seven o’clock—yet the free list was announced

to be, and we believe it was, suspended with more than ordinary
adherencs to the resolution. The fable of this opera is well known
~it is the personification of @ man so devoted to the composition
and the practice of music that he makes it the business of his life,
the test of his friendships, and the occupation of his daughter and
his domestics. Aristea, the daughter, equally endowed by
nature, and perfected by study and instruction, was represented
. by Madame Catalani, and we believe the character originally
served as the foundation of her reputation in England as a singer
of various attainment, when the opera was first brought out, and
the principal characters sustained by her and poor Naldi. Sucha
part is or may be made subservient to the purposes of dis-
playing every qualification a singer possesses—and Madame
Catalani made the most of the occasion it presents. She in-

~
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troduced Pucitta’s air, Mio ben—La di Marte; Cianchettini’s
song, composed for her, Se mai turbo; and lastly, Rode’s aiw with
variations, which it should seem she deems to be the lrighest
possible demonstration of her powers.

The terms which we have always used as deseribing the perform«
ancs of Madame Catalani, have ranked us amongst the most ardent.
of ber admirers. Nor have they, exaggerated as they have we
know appeared to persons of cooler temperament, in the least
transcended our sense of her ability. We have merely tramscribed
what we felt. We have judged her powers by their effects, and:
most assuredly no singer has ever affected us, and the multitudes.
who have followed her, either in the same msnner or the same
degree as Madame Catalani. This recurrence to-opinions formerly
and repeatedly delivered, is necessary to prove with what devo--
tion we have always listened to her, with what intease ebservation
we have watched her progrees, and at the same time with whet
sincerity we have spoken. Entertaining the same predilections,
- but exercising the same judgment in the same spirit of truth, we
shall now proeceed to deseribe the alterations we perceive im her
voice and in her manner, and the apparent impression she has now
made upen the public.

Always amongst the loveliest women in Europe, Madame Cm;-
lani, by having become a little more es dom point, has arrived at
the maturity of beauty and majesty of person. Such charms,
aided by the uncommon mobility of her features, have always
contributed to the inspiring effects of her singing in a degree
which it is difficult to measure. Her reception was flattering,
and she was apparently strongly affected by the long and loud
plaudits that welcomed her once again to ‘the stage, the only
situation where all her .talents can be called forth in their
supremest brilliancy. When this had passed awwy, there wasa.--
little incertitude and embarrassmeat discoverable in her manuer,
which was attributable to her having diseontinued for some time
to tread the boards. This was overcome on the second night of
her appearance, and indeed it is but fair te take the two into- ocne
record, for it was net till then that Madame Catulani could be said.
fairly to have recovered her entire self possession.

When we last heard her, it was under the impression that we
heard her for the last time in public—that she had taken the reso-
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lition to retire from the profession. Ease however is apt to re-
cant not only vows made in pain, but those which are made under
the saturations of pleasure and profit. They who have breathed
an atmosphere so loaded with the incense of admiration as that
which this syren has always inspired—they who have felt the
agitations of a life so full of delight as that such idols revel in, can
rarely sit down in the shade, and relish the sweet, pure taste even
of such privacy as it is permitted such eminence to enjoy. Then
there are the solicitations of princes and of nations, and last, the
high rewards that wait upon the exercise of such talent. Isit any
matter of wonder that Madame Catalani should again be drawn
into public? The question rather ought to be—is that period
arrived when, with a just regard to her posthumous fame, which
will be much affected by the latest impressions she leaves upon the
public, she ought to retire, lest she tarnish the splendour of the
- great honors she has won? It is this question we are about to
afford grounds for answering.

We say then that Madame Catalani’s voice retains all the
magnificence of its volume—all that  resistless power” of which -
we spoke in these very terms when last we heard her in Lon-
don. It seems (so far as we can judge from the pitch of the
sengs selected, and from the desire which Madame C. manifests
upon some occasions to transpose her songs into a lower key) to
have sunk a little, or rather she deems it prudent to avoid those
. notes which used to form the highest of her compass. This will
detract little or nothing from her excellence. There is always in
all subjects a change in the tone with the progress of years, and
according to the scale of the exertions of thesinger. 'This change
is a gradual hardness, proceeding probably from the physical
alterations in the organs of the throat. This change Madame
Catalani’s tone begins to indicate. The difference at present is
extremely slight, but there is a difference. The richness, the
fragrance (so to speak) of the tone, is in some degree evaporated,
But the first symptoms of decline are rather perceptible in the
increased force of the manner and of the effort which is visibly
made for the purpose of producing more striking and extra-
ordinary effects. There is—there must ever be a progesssion—
nothing stands still—and in vocal art, the moment the natural
powes ceases, force appears. The mind of the artist habituated
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to incrensing effects, aims at augmentation beyond the limits which
nature and art have conjointly placed upon the organs. The
auditor not being trained by the same coutinual process as the
singer, the chain that binds attention to performanee wants cer-
tain necessary links, and the sympathy is no longer associated
with the execution. These are the principles which account for
the sudden bursts of voicing, those fours de force, which are pro-
duced mot without the most agitated movements of the chest,
throat, and chin, we ever saw, which come upon the ear llke
rushing blasts of wind, and which shock the sense of those unac-
customed to the degrees by which they have been attaiped ; in a
word, all the violence which grows out of what we must call a
morbid emergy (the strength of convulsions) is to be thus ac-
counted for, without violating the supposition, which the singer
unquestlonably entertains, that these very extravagances are
surpassing traits .of power and of sensibility. Thus it is that the
most practised artists the most mistake—as power is likely both
from years and exertion to bé upon the ébb, their efforts should be
decreased and modified—but it almost universally happens that
they take a contrary course, and even the illustrious example,
whose performance we are now considering, is not exempt from
this the common failing. Still however Madame Catalani is to
be judged by effects, and could her execution and her aims be
tempered, shall we say sobered by the counsel of some judicioys
friend, there could be no question that she is still at the head of
the dramatic singers of Europe, even though more wonderful than
pleasing. She still can be both—but we are not surprized that,
she offends the nicer and more delicate understanding of the art
which professors, particularly English professors, cultivate. Du
sublime au ridicule, il n'y a qu un pas, was the dictum of Napo.
leon, which every day’s expenence confirms, And it is not only
to parts that this reasoning applies. Facts shew that the entire
execution is apt to grow coarser, by constant éxertions of such
extraordinary vehemence. No frame can bear such efforts for
ever. : He who would preserve his powers the longest, must con-
tent himself with effects less overwhelming than Madame Catalam
has been accustomed to produce. '

That the public i impression agrees very nearly with our own, ls,
it should seem, undoubtedly proyed by the abatement of the fervor
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which attended the re-appearance of this great phenomenon. After
the first few nights she was taken ill, upon which certain malicious
constructions have been fastened. We are not amongst the de«
tractors of this highly gifted singer ; and the character of the
medical gentleman who certified her indisposition (Mr. Charles
Clarke) is so high and so honorable that he can never be suspected
of lending his name to a pretext. Nor shall we be content to be
set down amongst her flatterers. Mad.Catalani is what we have re-
presented hertobe—still possessed of all the wonders of her volume
of voice—still instinct with feeling—still supreme—but certainly
. sensible to the touch of time both in her facultles and in her al-
tered acquirements..

Il Nuovo Fanatico displayed the abilities of Signor de Begnis,
both as an actor and a singer, to the greatest possible advantage.
Even those who remember Naldi in his best days, are delighted
with the present Don Febeo. There has seldom been seen a more
pérfect representation of any character. The concentration of
his mind in the part (which by the way is the very foundation of
dramatic imitation) was so intense, as not only never to be re<
laxed for a moment, but fairly and fully to persuade the audience
that he really lived only in the art. On the first night he gave a
scena (afterwards omitted) in which he sung the two parts, the
soprano and the base, in a manner equalled only by his directions
to the orchestra and by his duets with his daughter and her lover.
This character places Signor de B. at the very summit of the opera
Buffa, for nothing could be more rich yet more true to nature
than his acting—nothing more perfect than his singing.

As in Relmira we had a Signor Francheschi, so in ! Fanatico
there was a Signar Rosichi, the pis-aller of singers, or those who.
attempt ‘to sing. Such a wretched animal ought not to be al-
lowed to stand before an audience for three seconds or to murder
three bars.

Signora Caradori (who a few months ago married Mr. Allen)
sung the first song and a song in ‘the' Academia in the second
act, very sweetly ; but the last coming between Catalani’s gtand
displays, she was annihilated by the superior power and the im-
~ mediate contrast. Yet we repeat she sung very sweetly. Her
execution is peculmrly delicate ; but her voice wants the volume
so large a theatre demands. On the second night, to make the'
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‘comparison less forcible, we presume, Signor Vimercati,a performer
on the mandolin, was introduced. 'The tone of the instrument is
wiry and tinkling, but his facility of getting through the most
difficult passages is wonderful. He almost equals the most rapid
and neat violinist.

Thus it appears the present proprietors leave nothing un-

tried to gratify the public. In addition, Madame Pasta, the
-most expressive contralto in existence, is engaged after Easter.
They almost may be said to exhaust the great resources of
Europe in a single season, leaving the next to its fate. But the

public can hage nothing better than what is best, and with Rossml,
Madame Colbran, Catalani, Ronzi, and Pasta—with Garcia and

De Begnis, to take Curioni and Porto as seconds, there can
hardly be selected more celebrated names or talents of so really
high a description.

THE PHILHARMONIC SOCIETY

Commenced their concerts on the 23d of January. . We have al-
ready noticed that the directors thought it due to the accommoda-
tion of the sub-subscribers to contract the list of subscribers ; but
it should seem as if the remainder had gained in bulk what they

had lost in numbers, for the room was so thronged on the first
night that many were unable to procure seats. The following is

the program of the concert.
ACT I.

Sinfonia Eroica cveeeeeveesccrevensss Ceersenne eeessss Beethoven.

« Misericordias Domini”—Madame Cmdon, Miss Carew,
Mesers. Terrail, Evans, Vaughan, Elliott, Nelson, and

Welsh c0.0veeeneeniniereieecetessoreransansean Mozart.
Concertante for two onloncellos obhgatx—Mr. Lmdley and
Mrw I‘ndlq ......... L X R ...'.... s0000 0 Lmy.

Duetto—¢ Ti veggo, t’abbraccio”—Madame Caradori and
Miss Carew, (1l Ratto di Proserpina) ....covcu.s...  Winter.

Ovel’tlll'e,(DerFl'eylchm) Onl..:.l.'....,...'.....' Webe". "

ACT 1L

SIﬂfollilinC R R Ry cesosccs Hwo
Recit. ed Aria—‘ Mi tradi”—Madame Caradori, (Il DonA o

Giovamii) ....cceeasveosnscccorscssasssascasccons Mozart.
Concerto Violino—Mr. Kiesewetter .. .evevesssensestt * Mayseder.
Trio— The flocks shali leave the mountuna”—-Mabme-

Caradori, Mr. Vaughan, and Mr. Welsh, (Acis and

Galuea) 0000 0000 00PNOGTSTILL ..ll......... ... "8 ¢ o Ha"lkl
Overture, (Zauberfldte) ......covieeeennn veveneeaees Mozarl

Leader, Mr. F. Crumer——gonductor, Mr. Cramer. :
K

~
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Mr. J. Cramer was the conductor of the night,and his brother, Mr.
F.Cramer, the leader; andall who wished to see the wholestrength
of the profession combined in the worthy endeavour to associate
the greatest possible quantity of talent in the demonstration of
the success with which the artists of this country cultivate music,
will heartily rejoice at his return to this orchestra. He led the
band with that enthusiasm which has led him to the summit of the
art of which he isso great an ornament. At hjs side Kiesewetter,
Mori, and Spagnoletti played ; perhaps no orchestra in Europe
ever boasted such an assemblage of talent in this particular de-
partment. The rest of the band, it is well known, Bncludes the -
most celebrated instrumentalists that ean "be ‘assembled. The
only novelty, however, was the introduction of Centrorii, who oc-
cupied the place of Griesbach. This artist has recentl) come to
- England, and is certainly a performer of considérable merit, and
possessing a great command over his instrument; the hautheis,
His tone is not so rich and mellow as that of his predecessor,
but it is probable that he will improve in this particular, for
even the most strenuous supporters of foreign talent are seldom _
found to deny that instrumentalists arrive at a higher perfection
of tone after hearing the London orchestras, where this peculiar’
excellence is most highly cultivated. At present, Signor Cen-
troni’s best quality may also be said to be in a degree his worst,
for the facility of execution which he possesses is apt to seduce
him into the practice of more ornament than sound taste would
dictate in performing the compositions of the great masters.
These exuberances, however, time aidd good example will hardly
fail to correct. In Beethoven’s splendid Symphonia Eroica there
are parts of such exquisite beauty and effect as to make ample
compensation for the many strange and unconnected thoughts in
which he has but too frequently indulged. The length of the
piece is greater than would be patiently tolerated in any composer
who has not so completely.pre-occupied the public judgment as
Beethoven, full three quarters of an hour being employed in its
performance. In truth, the audience seenied to wish it shorter.

The next thing in the selection, ¢ Misericordias Domini,” by
Mozart, was also long, and scarcely well chosén. It appeared
totally anfit for such a place, and went off very heavily.

The concertante by My, Lindley and his son was played with
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all thut perfecuon to which a father so capable and so persevering
might be expected to educate a son, whase fine senslbxllty seems

to be the only bar to his_reaching even a greater eminence than'

his father, upon the principle indeed * that a giant sees far, but a
dwarf upon that giant’s back sees farther.” Thus were both
heard with delight, but the audience, great as was their pleasure,
could hardly enjoy half the satisfaction' that such a father must’
derive from such a son.

Winter’s expressive duet was well sung by Miss Carew and'

8ignora Caradori. There is an equality in the two voices, which
greatly contributes to the effect. .

The first act closed with the overture to Der Frcyschuts, which
is a fine and spirited - composition, somewhat resembling in its
general character the Anacreon of Cherubini ; but there is a
wildness about it which requires the auditor to upderstand the
piece te which it is attached in order to be able to enter fully
intoits merits. From no orchestra in Europe could it be heard in
<o finished a manner as from this. . '

Haydn’s symphony in C, one of-his least comp!lcated never’
€ails to please in the hlghest degree, notwithstanding the modern
rage for extravagance. Signora Caradori’s “ Mi tradi” was a
finished performance, and this lady gained great credit even with
some professors of austere judgment, for her manner of singing
 The flocks shall leave the mountains,’” with Messrs. Vaughan

and Welsh. Ifindeed her singing the part had not been emmently '

good, the directors would scarcely have been justified in giving
it to her, while an English singer of such merit as Miss Carew made
a part of the vocal band. Singing is truly a secondary object at
this concert, else it would seem strange that so little should be
done by such performers as this young lady and Mr. Vaughan.
If Mr. Welsh's judgment was seconded by power he would be a
distinguished man, but limited as he is by nature, his singing,
however polished, can never be effective, for his voice is merely’
ana voce di camera. - In a base nothing can compensate for the want’
of volume, and particularly in such business as that of Polypheme.
The wiost extraordinary performance of thé“night was Mr.
Kiesewetter’s concerto. He was greeted on his appearance with
long and universal applawse. He played a composition of May-
seder, if possible, with more then his- usual execution. He
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mastered difficulties which seemed scareely within the range of
the instrument with such ease, such inimitable skill and effect, as
quite enchanted the audience.

The second concert was on Monday, March 8th, and the follow-
ing was the selection :— :

Sinfoniain G MINOF weeveeecses soeensecsonserarases Mozart.
Aria—Signor De Begnis—¢ Madamina” (Il Don Glovanm) Mozart.
Concerto in C minor, Piano-forte (never performed in this
muntl’y)-—Ml‘ Powel' C00c00 000000V 0c0 0000000000 B’M-
Duetto—Mrs. Salmon and Signor Garcia—¢ Amor! pos-
sente nome ! (Armida) .eeceeccecesccescensons Rossini.

Overture, (Les Deux Journées) .....vcvceceseeccnoes Chorubini.
‘ AcT 11 o :
%ngomllldnsﬂu .ﬁ IR EEN N K NN ....'...‘.....h. .k.'.. Mm. °
it. and Song—Mrs. Salmon”—¢ From mighty Kings”
(Judas Mac%abaeus) ................. lg y . .8.‘. Handel.
Quartetto, two Wolins, Viola, and Violoncello—Mesers, Mon, s
) wm, UJ’ ..M Lllldley eevasssssessacscscesssce M""h’o

Terzetto Quartetto—Mrs. Salmon, Miss Goodall Slgnor
Garcia,and Slfnor De Begnu—“ Quanto a quest "Almat»

(La Donna de cosesessascrsasscsssecsass JRoOSERL
Overture, (Egmont) cecasessasessssscassssaanssascs Decthoven.
Leader, M. Spagnol étti—Conductor, Sir G. Smart.

The prominent parts of this selection which invite observation,
are the concerto of Beethoven, played by Mr. Potter, and the
quartetto of Mayseder. The first, it is said, had never before
been heard in this country. The accompaniments, notwithstand-
ing the real ability of Mr. P. as a piano forte player, certainly
produced a stronger effect than the part which should have been
principal ; a peculiarity which arises from the superior care which
has been bestowed upon them ; .and they are exceedingly beauti-
ful. - The quartetto ought rather to be termed a solo accom-
panied, for it is written almost wholly to set off the first violin,
which Mr. Mori played with that distinguishing vigour which
marks his execution. He bhas attained a height which renders

- comparison, if not invidious, impossible, to any except those most
accomplished in the practice of the instrument., The slow move-
ments in Beethoven’s symphony, at the commencement of the act,,
wag encored—another proof that the perversion of the general
taste is not so complete as is often asserted and always believed.

- 'The vocal selection presented most perfect specimens of entirely
opposite styles. The first comic air ig not to be exceeded, and
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Rossini’s doet from Armida is not only one of the finest of the
compositions of that author, but really animated by true feeling.
“ From mighty Kings” is Mrs. Salmon’s chef &’ceuvre. Neither
Signor Garcia, nor the lady, were however in good voice, owing
to indisposition. : : IR
The third Philtharmonic Concert was on the 22d of March.
ACT 1. . !
Sinfonia,No.4 R Y RN Y R N Y R TN WY Y Hq“.
Duet—Madame Caradori and Miss Carew—¢ Ah guarda
Sore"a" (C“i fan tutte) R R Mm.
Quintetto Flute, Oboe, Clarinet, Horn and Bassoon—Mesers.
Nicholson, Centroni, Willman, Puzzi, and Mackintosh Reicha.
Preghiera—¢¢ Dal’ tyo stellato soglio,” from Mosé in Egitto— .
adame Caradori, Miss Stephens, Miss Carew, Mr.
Begres, Mr. Horncastle, Mr. Phillips, and Sgnor De :
Begnis—(accompanied on the Harp by Mr. G. Holst ... Rossing.
Overture, MS. (never performed) «..ccccccvecvacceesss Clementi.
AcT 11 o
Sinfonia Pmr‘le R I AInrInmnmmnmnmmIIIImmmmmooy Bl‘elbm
Song—Miss Stc:shem—“ Heart, the seat of soft delight”
(AcisandG atea) sescsecacese oc.o...l.';Otiolooo Hmdel. !
Quintetto, two_Violins, two Violas, and Violoncello—Signor * .
Escudero, Messrs, Watts, R. Ashley, Daniels, & Lindley Beethaves.
Sestetto— Sola Sola”—Mise Stephens, Madame Caradori,
Miss Carew, Mr. Begrez, Mr. Phillips, and Signor De ,
Begni’ (Il Don Giovmni) eevsccccvvocerssvesssene Moz“. .
Overture, Le Nozze di Figaro ........cccc0000ceesce.. Mozart,
Leader, Mr. Mori— Conductor, Mr. Clementi.

The slow movement of Haydn’s symphony, No. 4, was encored.
% Ok guarda sorella,” Mozart—was sung by Miss Carow and
Caradori in a very agreeable manner. The quintet was finely
performed by Nicholson, Centroni, Willman, Puzzi, and Mack-
intosh, though the composition itself was dry and uninteresting.
Centroni has already profited by his residence in England, and is
a most important acquisition to this incomparable orchestra. The
new composition by Clementi, is a fine and spirited overture, full
of delightful as well as bold effects, and wrought with a master’s
hand. This is the third production of his indefatigable genius
during tlie present season: it was received with universal
applause.

Act 2 opened with Beethoven’s sinfonia pastorale. Miss Ste-
phens sung most sweetly Handel’s  Heart, the seat,” in Acis
and Galatea, The quintet of Beethoven, which appeared of
enormous length, was performed for the introduction of a young
gentleman, named Escudero, who played the first violin. We
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fear this performance will do very little towards the establishment
of his fame.

We have thus recorded the first openmgs of these splendld con-
centrations of high ability this year. All general conmendation
must besuperfluous, for if the professors engaged in these concerts
. do net support its dlgmty in the best possible manner, the most
eminent musicians in the world fail in the purpose for which they
have united.

'i‘he LENT ORATORIOS and the CONCERTS SPIRITUELS.

From what has been stated in the opening of our article relative
to the dissolution -of comcerts of general resort, these “ Grand
performances of Ancient and Modern Music,” as they are now
called, have assumed an importance to the public which perhaps
aever belonged to them before.. But we must endeavour fo fix the
attention of the reader who really wishes well to the diffusion of
art, and comprghend the causes that inypel or retard its progress;

. apon certain facts connected not only with these, but with con-
certs in general which as we ‘estimate them, are of the deepest
import to music and musicians.

In our preceding volume, * we casually mentioned the gbandor-
ment of the oratorjos by Sir G. Smart and Mr., Bishop, and the
adoption of the management by Mr. Bochsa. It seems necessary
to recapitulate more of the particulars which led to ‘this change,
Competition had for many seasons been urging ‘the proprietors
further and further into excessive efforts to attract the pubhc,

. when in the year 1821 it was carried to its ne plus ullra on the last
night given by Mr. Bishop. The proprietors had already been
reduced to the cession of an alternate mght to. each other—the
one taking the Wednesday and the other the Fnda). On the
night alluded to, na less than nineteen principal singers, six in-
strumentalists who played solos, and a band of two hundred per-
formers, occupied the orchestra at Covent Garden.f The per-
formance lasted five hours and three quarters. It is probableé
that Mr. Bishop, at the time meditated retiring from the con-
duct of these performances, and determined to strike a powerful

# Vol. 5, page 259. '+ See vol. 3, page 304,

\
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blow at the close of his career. This however was no more than
the climax of a series of similar efforts to augment attraction. As
a wholé they have had a fatal influence, because such is now the
rage for excess that (if report be true) it has been found next to
impossible to make the income square with the heavy expenditure
thus entailed upon the proprietor. Mr. Bochsa indeed thought it
advisable to hire both Covent Garden and Drury-lane theatres
to preclude competition. 8till the disbureéements are said to have
left no adequate remuneration. In the season of 1822 two com-
plete choirs of Foreign and English voealists were engaged.
Last year, yielding to the suggestions of a better taste and of
sounder reason, the weight was thrown into the scale of English
talent : and this year the same principle has been carried still
further, and a very creditable degree of attention shewn-to the
division of the subjects—of the sacred and secular parts of the per-
formance from each other. Mr. Bochsa has also sought for novelty
on every side, and has produced already two oratorios, the works
of German composers. Nothing therefore that could judiciously
be done has been omitted for the public éntertainment by him.

To Mr. Bochsa’s enterprising spirit then it should seem the
preservation of these concerts of cheap resort to the public, is
mainly owing. 8ir G. Smart, who is as able in general business
as in his particular profession, and Mr. Bishop, had both thought
right to abandon the scheme as hopeless. Mr. Bochsa took it up,
and though he had every inducement to lessen the expence by
diminishing the number of the band or to increase the income by
an addition to the prices of admission—though tempted to one or,
both of these means of reimbursing himself by inadequate remu-
neration, and by the monopoly of the theatres, he refrained from
both ; and if he has not augmented the number, he has certainly
increased the respectability and excellence of the orchestra, by the
selection and application of its powers.

At this moment a new competitor appears in the commencement
of a series of concerts at the King’s theatre, by the performers
there, with Madgme Catalani at their head, on the Friday even-
ings. Almost the entire corps vocale consists of foreigners. Mr.
Clementi has produced twe symphonies ® of his own composition,

L4 natienal symphony ed on the third ni adds fresh
hnreem brow of d:l’l extnor:ii‘:l:rr‘;r:m. The introductigo::‘i,l a beautiful
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and presided at their performance. Signor Rossini directs the
whole.

Having thus generally stated the claims of these establishments,
the consideration whether the permission granted to the lessees of
the Opera-house to commence such an opponency is likely to be
favourable to the art, and if not, whether it was fair to the indivi-
dual who had already hazarded so much upon the oratorios, be-
comes a question of some public importance. Competition (up to
" a certain point) is always most favourable to the community—but
when competition is carried to such an extent that concerns
become profitless, the ruin ofsthe individuals engaged is com-
monly the prelude, if not to a total cessation of the business, to a
sufficient augmentation of the price of the commodity to recom-
pence those who again embark in such undertakings. Now it
appears too that competition had brought the utmost possible
advantage to the public, and that to allow a new competitor to
enter the lists, could only be injurious to the individual, and ulti-
mately to the public. Such an addition as the Concerts Spirituels
have made to the amusements of the metropolis is not called for,
in proof of which we may adduce the advertisements from the
dealers of property-boxes of the opera at half the price paid at
the theatre, and a similar, though not so great a reduction of pit
tickets. 'Till the third night the houses had been so thin that if
the proprietors incurred any expence for performers beyond the
salaries they cannot be gainers. That such an opposition may

cantabile, and the first movement unites a masterly elaboration of art
with effects brilliant as they are noble. There is an imposing grandeur in
the commencement of the andante, which possesses u singular combination -
of originality, with a sentiment to which the hearer seems already in some
way familiarized. This sentiment is artfully developed by degrees, until
at length the national melody of God Save the l&ng rolls on the ear
arrayed in all the magnificence of the richest and noblest harmony. The
subject is treated with so much genius, both in the inverted and retrogade
(cancrizans) manner, that it steals most delightfully on the perception, and
exhibits one of the finest examples of science and effect ever witnessed.
The minuet is original and full of spirit and fancy, and the trio is in the
best taste. The brilliancy of the last movement is most ingeniously
interwoven with touches of the andante, notwithstanding the difference of
mearure, and, like a great painter, the autbor hay contrived so to diffuse.
his tints over the whole work, as to render it a picture of the most harmo-
;iou.- and imposing character. Such compositions do honour to the age we
ve in, :
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abstract from the profits of the proprietors of the oratorios, is but
~ too probable; and thus all motive to continue these performances

is likely to be taken away. If this be found to be the fact, either
the scale must be'reduced, or a larger admission levied upon the
public, or the performances at the Enghsh theatres abandoned
altogether, and as they are the best and the cheapest concerts
_given in Londom, or indeed the only concerts of general resort,
except the benefits, which do not take place till late in the season,
we think such a consequence is to be deprecated on public grounds.
It is therefore, as it seems to us, to be regretted, that a new licence
was granted for the Concerts Spirituels, and to shew that we
do not misrepresent the merits of the case, we subjoin the bills of
both theatres on the same night—at the opening too of the Opera-
house, when of course it is to be expected that the push would
be made.

Concert ot the King’s Theatre, March 5, 1824.
PART I. '

Overture, from  Calypso” .............. cetrrecenraanns Winter.
The Seven Last Words of the Redeemer on the Cross—the

Vocal Parts by Mesdames Vestris, Caradori, Biagioli, Cas-

telliy Messrs. Garcia, Curioni, Potto, Placci, Benetti, and 50

Chorus Singers® ,.......... cesercrecas Gesseeaoranes Haydn.

* Repeated for the third night.
(By particular desire) ¢ Rule Britannia”—by Madame Catalaui.

- PART IL
Grand 8ymphony, by Muzio Clementi, who will himself preside

atthe PlanoU OI"CG 000 0000000000000 000 0000000000000 Ckme"‘i
Gratias Agimus, by Madame Catalani, with Clarinetto Obhgato,

by Mr. Willman.
Duetto, Adelasia e Aleramo, by Messrs. Garcia and Curioni .. Mayer,

A Solo on the Hautboy, composed and executed by Signor Centroni.
Angels ever bright and fair, by Madame Catalani ...,.,... Handel.
Terzetto, from ¢ Eilzabetta,” by Mesdames Vestris, Csstelll,

and Signor Garcia ......eeeeaesecncccsasecscscsces.  Rossini.
Great , by Madame Catalani . g i e vees Handel.

Quintetto, from ¢ Mose in Egitto,” by Signora Caradori, and

: Mesars. Garcia, Curioni, orto, mf Benetti «..ccecoec.. Rossini.
A Prayer, from ¢ Mose in Egitto,” by Madame Biagioli, and A

Mesars. Curioni and Benetti, with the Chorusand a Military

Ba"d 00 Q00 00000000 0000008080 00000000 00PPREIBRIIPIIOINOSOLISTGSE Ro”"""'

Sympbony 0000s00000000c00c0on000scs0cace Soa0so0en e I]aydn.'
PRINCIPAL VOCAL PERFORMERS: : .
Madame Catalani ‘| Miss Love Signor Placci
raRonzideBegnis | Signora Biagioli .| Signor Curioni
\ﬂm Vestris Sﬁr Ga:ga Signor Porto -
Signora Caradori Signor De Begnis Signor Bevetti.

L2
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~ Conceyt at the Theatre Royal, Covent Garden, March 5, 1834.

PART T.
A Selection from Handels Admired Serenala,
ACIS AND GALATEA.,
, Overture.
Chorus—¢¢ O the pleasures of the plains,”
Recit. and Air—Miss Stephens—¢ Hush, ye pretty warbling choir.”
- .. Flageolet Obligato—Mr. Harvey.
Recit. and Air—Mr. S8apio— Love in her eyes sits playing.”
- Recit. and Air—~Miss G —*¢Shepherd, what art thou pursuing "
Chorus—¢ Wretched lovers.”
Recit. and Air—Mr. Bellamy—¢ O ruddier than the cherry.”
Recit and Air—Mr. Braham—¢ Love sounds the alarm.”
Recit. and Trio—Mrs. Salmon, Mr. Braham, and Mr. Bellamy—¢ The
flocks shall leave the mountains,”
Recit.—Mr. Braham—¢ Help, Galatea.”
Reoit. and Air—Mrs. Salion—¢ Heart, the seat of soft delight.”
Chorus—¢ Galatea, dry thy tears.”
Between the First and Second Parfs,
. Cancerto, Flute—Mr. Nicholson.— Nicholson. .
Duet—Mr. Braham and Mr. Sinclair—¢ Ah, Vieni,”— Rossini.

PART II.

A SELECTION
From the Sacred Oratorios, &c. of Handel, Haydn, Mozart, & Beethoven.

Beethoven’s First Hymn, from his celebrated Grand Mass ; the Words
translated and adapted from the Latin:

Chorus, Solos, and Quartettos—¢ Lord, have mercy upon us.”
Air—Miss Paton—¢¢ Let the bright Seraphim” (Samson) .... Handel.
Trumpet Ogligato—-Mr. Norton.

Air—Mr. Sapio—* Lord, remember David” (Redemption) .. Handel.
Air—Miss M. Tree— He wan despired” (Messiah) ....... Handel.
Luther’s Hymn—Mr. Braham—¢ Great God! what do I see and hear ?”
accompanied on the Organ by Sir George Smart.

Quartetto—Mrs. Salmon, Miss M. Tree, Mr. Sapio, and Signor

Placci—% Benedictus” (Requiem) ........ eeeetenseas Mozart.
Air—Miss Stephems—« Angels ever bright and fair” (Theodara) Handel.
Grand Chorus—¢¢ The heavens are teﬁing the glory of God”

(Creation) .....ccoovveevencincecesnsrososscnne veeo Haydn.
Recit. and Air—Mrs. Salmon—“Sweet bird” (Il Penseroso) Handel.
Violis Obligato— Mr. Mori. '

Solo—Miss Siephens—¢¢ Sing ye to the Lord” (Israel in
Grand Double Chorus—¢ The horse and his rider"} Egypt) } Handel.
stwsen the Sscond and Third Parts.

B s
Recit. and Aria—Miss Stephens—¢% Quel dirmi, oh Dio!” Hora obli-
gato—Mr. Puzzi.— Rossiné.
Concerto, Lomberdo Mandolin—Signor Vimereati.

PART 1L
A GRAND MISCELLANEOUS ACT.
The Admired Overtureé to Der Freychutz.
In this part, Mr. Braham, Mr. Sinclair, Mr. Sapio, and $i y
Mrs. Salmon, Miss Stephens, Miss Paton, Mis:gl. Tree, &c. &e. will
sing a variety of favourite pieces.
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FRINCIPAL VOCAL PERFORNMERS :

Mre. Salmon Mism M, Tree Mr. Sapio

Miss Goodall | Me. Brabam : Mr. Sinclair
Miss Veses . Mr. T. Coeke Mr. Bellamy
Mies Paton Mr. Eno Mir. Phillips
Mise Stephens Mr. Hawes ~ SignorPlarct
Miss Cubitt Mr. Nelgon r. T. Welsh
Miss Melville Master Longhurat '

The excellence of the two concerts, when quality, selection, and
performers are taken in the aggregate, will bear little comparison
—and when the prices of admission to the two theatres are con-
sidered, there can be no question as to which the great mass of the
public will prefer. To this superiority then, it may be said, the
issue may be safely trusted : and, under common circumstances,
so should we say too, who have only in mind the interests of the
public and of the art. But the facts we have detailed alter the
relations of the case, and change the natural positions ; and we
presume it will be granted, that the injury done to an individual,
and ultimately through him to the public, may be great, while the
permission of such a competition is likely to benefit neither those
who undertake it nor the community.

THE ROYAL ACADEMY OF MUSIC.

On the morning of Wednesday, February 25, 1824, a public
concert was performed by the pupils of this national seminary, for
the first time. It was held “ at the King’s Ancient Concert
Rooms, in Hanover Square,” ¢ by permissien of the Right Hon.
the Directors of the Ancient Music.” On this occassion the
Committee of Management prefaced the scheme of the concert"
with the following addrese.

“ The Royal Academy of Music, under the gracious patronage
of his Ma‘iat , has now been open for the instruction of the pupi
since the 8tl! of March, 1823. During this time there have been
two vacations, of one month each. A very considerable propor-
tion of the children, indeed, from a later reception imto the
academy, have not had the benefit of nine months’ tuition, which
the earlier students have enjoyed.

% The Committee of Management are aware that these circum-
stances are known to the subscribers, and they feel confident that
it-is-necessary onl{to state them to t who are not so, and who
this day homour the institution with their presence at the concert,
to ensure that indulgence which the short period.of instruction
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of the juvenile performers may render necessary. But in a more
urgent manner the committee plead for indulgence towards the
female vocal performers. In addition to the disadvantage of the-
timidit{ natural to their age and sex on a first public appearance,
they labour under that of having had no instruction in singing for .
two months, owing to the vacation, and the indisposition of their
able instructress.

“'This is, indeed, a serious interruption, at so early a period of
their studies ; but, as they have been obfiged to learn much of
what they will this day sing, entirely by themselves, a better op-

rtunity will be afforded of judging and duly appreciating the

oundation.which Madame Regnaudin has laid.

¢ Accustomed as the inhabitants of this capital are to the perfor-
mance of all the great masters which Europe produces, the com-
mittee may be accused of rashness in the attenfpt they this day make
to draw tze public attention to the institution, which the confi-
dence of the subscribers has entrusted to their management.* But
they feel it a duty to show, that the funds committed to their care
had not been uselessly administered, and, at the same time, in as
far as lies in their power, to prove, that, with proper cultivation,
and a fair opportunity of instruction, our native talent may be
brought to rival that of the countries most celebrated for the
science and the practice of music. '

¢ The Committee anxiously hope they will me¢et with this favour-
ablereception on the part of theaudience they have now the honour
of addressing ; and, if so fortunate, they venture to promise them
a great gratification.* .
¢ Considerable as the pro, of the pupils has been, the com-
mittee have every reason to hope it will be more rapid in future.
In all sciences, and mere echlally in music, the first steps are the
most difficult. These have been made ; and what is of mare con-
sequence, the bad habits contracted before their admission into the
academy have nearly disappeared, by the exertions of the able
professors of the academy ; and, to their credit be it said, by the
agsiduity of the pupils themselves. Cleared of these obstacles,
the road of improvement is now open to them, which the appro-
bation of those before whom they will have the honour this day to
rform, will induce them cheerfully to pursue. :

¢ The committee feel it a duty to state, for the satisfaction of the
parents, that there are many of the children whose progress gave
them a fair claim to take a conspicuous part in this day’s concert ;

- but the fear of intruding too long on'the patience of the audience,

compelled them to compress the performance as much as was con-
sistent with their object, of giving a fair specimen of the progress
of the pupils, and the system of efucation pursued in the academy.
To aﬂ'gnr the subscribers further opportunities to watch the im-

® Jtisto be regretted that the manifestoes of the Academy should be so
ill-drawn. The structure of these sentences, as well as many others, is per-

fectly disgraceful.
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provement of the children, the committee have decided on giving
a concert, in the academy, on the first Saturday of every month,
(from April next) which will commence at three o’clock. ,

¢ To render these concerts still more interesting to the subscri-
bers, and at the same time useful to the pupils, it is proposed oc-
casionally to engage the most eminent of our native and foreign
artists, to_perform: and it is further intended to permit young

rsons, about to enter on the duties of the profession, to appear,
with the view of making themselves known, and accustoming
themselves to a public exhibition. To these concerts subscribers
only will be admitted ; they will be open equally to subscribers
of all classes. : .

¢ Before the committee conclude this address, they think it
necessary to say a few words on the subject of the funds of the in-
stitution. It must, in truth, be acknowledged, that they are
extremely low ; and the patronage and assistance of a generous
public is earnestly solicited. »

“In other countries the musical institutions are supported by
the governments ; but in this, nothing has yet been done in that
quarter : private liberality* has been the sole support of the
academy. And yet, England is, of all others, the country where
assistance is the most required. There is, perhaps, no coun
where natural genius has been more liberaily bestowed ; an
certainly, there is none where its cultivation is more expensive,
and consequently denied to the great mass of the inhabitants.
Upon no occasion can this subject be pressed with more propriet
ug‘on a British assembly, than the present. Amongst tge pupi
who form the orchestra this day, there are, no doubt, some, whose
parénts could afford the best education which private instruction
can procure ; but these parents feel, that the advantage of emula-
tion constantly entertained—ofliving, asit were, in the atmosphere
of classical music—and the opportunity of playing, on all occa-
sions, in concert, would be wanting. There are, however, others, -

ifted no less with talent to delight, but to whom the blessings of
gcl)rtnne are denied, who must have dragged on an unknown exis-
tence, if the beneficent hand of the subscribers had mot been
stretched forbthelilr su portl.edg;{ both tnt:ll:ss:s lltelxe committee are
authorised, by the ackmow ti of t nts, to offer
their warmestythanks, and to exgi‘er:s the ho thapt‘,n:t no distant
period, the pupils shall themselves be enabled to convey them,
In a strain no less conducive to the pleasure and gratification of
their benefactors, than expressive of the gratitude with which
they shall ever be impressed.”

‘We bave agreed in principles and motives with the movers of
this establishment, but it has been our misfortune to differ from
them almost as wholly and entirely in the mode of carrying these
principles into effect, from the very beginning of this institution.
We do not use this phrase in its common acceptation, for we
regret exceedingly the visible effects of the course which has been -
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taken, since every day makes it more apparent, either that the
academy will come to & premature termination, or that it will fail
in a great measure of accomplishing its professed ohjects. Some
of the errors and some of their consequences we have already
pointed out in former essays.®* What we have now to say upon
the subject we shall postpone till we have given the reader an
account of the concert. The schewae was as follows :

Acr 1.

‘phollho .O'.'..OU"OO...'O.uodiccl'. ecepo0doos Ha’dﬂ.
Py IMO o .vveeeosscassoscedoneercnnesnoscnsancons Marcello.

Duet, Two Piano Fortes, W. H. P]lippl and C.’S. Packer. . Dussek.
Sollg, MlllPOI"QI’.......-..-"-......-.........-..... zﬁ“"m
Faotasia, Harp, Miss Morgan, (with Orchestral Accompa-

mm) 00 000P00000 00000000000 00v000Bcsnbodoce B“b‘q‘
Solo, Violin, H. G. Blagrove ........cvc0ietvasccnneees Fiotli,
Ode on the ngsAccesuon(othe Throne.....cceveeee.. Dr. Crotch.
The Words by the Rev. J. Conybeare, late Professor of Poelry, Oxford.

ACT 11,
Trio. Piano Forte, Miss Chancellor ; Harp, Mim Jay ;

Vlolonce"o C Lum-o e6esscssss0teenrvescsssnsssrrn M‘o
Solo, Oboe, H. A. M. Cooks, (composed cxprowly for ihi

occwon,...........c 0eoebiLosssrcsevoessosvrrreess B“h’a.
St'mg, Mm Watwn. ----- 6ese06sesssecesnscossens sarll'.
Duet, Piano Forte, Misses Chancellor and Goodwin, (never

performed in this country) ....eeeeeierenaconns ceeees Hummell,
Air and Chorus, C. Lucas, and Misses Watson, Be“chambers,

Chancellor, and Porter ......c.eoveeiecnecn... vees  Mayer,
Polacca, Violoncello, C. Lucas,.....c.oovveeee conenans Duport.
Introduction to the Grand National Anthem, # God save lhe

x“lg Geesececsvssosscnna XEEXE) XXX EIEEEEE scen Bdch'a-

SYMPHONIA.

The symphony was performed with a spirit and correctness
highly creditable to the masters and pupils ; all the crescendos,
P.P.%s, &c. were managed with comsiderable skill. In the mid-
dle movement (ar andante) there was not that light and shade
observed which is necessary to Haydn’s andantes, but that could
not be imputed as a fault in such juvenile performers, it being
necessary (o have years of refinement before such effects can be
produced.

PSALNO.

This pealm of Mareello’s was sung by the female pupils very

respectably and correetly, but it was too confimed as a composi-

@ See Musieal Review, vol. 4, page 986, cl. seq. page 516, ef reg. and
vel. 5, page 273,



/
THE ROYAL ACADEMY OF MUSIC. 81

tion to givé any scope to talent beyond that of chorus singers.
Among the first trebles (they sung in three parts—treble primo,
_secondo, dnd alto,) were three very sweet voices.

Dr. Crotck accompanied this on the piano forte, as he likewiss
did moet of the vocal.pieces.

PIANO FORTE DUET, W. H. PRIPPS AND C. 8. PACKER;
Played in a clear and spirited manner by two promising boys ;
they produced the zery dest quality of tone that the mstruments
which were excellent, would afford.

BONG—MIS$ PORTER.

This yeung lady hids a sweet, clear voice, and pronounced the
language extremely well; éxpressioh of course was wanting
throughout, from the natural tithidity and lack of experience ;
she is evidently a preising girl.

FANTASIA—HARP.

Upen tlle air “ Sul Margine,” beautifully executed by Miss
Morgan upon a wretched twangdilio of 2 harp. 'The variations
were good, and caloulatéd to display the young performer’s
finish, energy, and expression; ¢ach of these qualities she pos-
sesses int @ high degree.

80LO—VIOLIN, H. P. BLAGROVE.

This bey has a true genius for his art, as well as for his instru-
ment. We were never thore pleased with any performanee than
with his ; his tone is delightfully firm ard rdund, yet brilliant;
e entered into all the spirit of the adthor, and executed the
double.stop pastages admirably : he promises to be a second Mori.

" THB ODE

Went very well in most parts. Thé ihstrumentalists were
throughout muck too powerful for the voices—a defect which,
from the proficiericy the young bs#nd has madeé, will take some
length of time to remedy. Miss Bellchambets hds a pleasing
voice and easy manner. C. Lutas’d voicé is good, but his style of
singing i» as yet bald, todtee, wird mootomous. In the chorus,
« Hark in Ber sovéreigh’s iame,” thére was & smart fugue,” which
required their greatest sttention to kedp together, but the leades
(Blagrove) was 56 co0l and firm; thdt tlley gecomplished it

sweszingly well.

TR10-~HARP, FIANO FORTR, AND VIOLONCELLO.
- This wae ome of the best eshilitions in the éonéert, and giave
YOL. V1. NO. XXI. oM
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evidence of good, careful, (and more probably than a year’s) in-
struction. Miss Chancellor touches the piano forte with great
.feeling and spirit, and is decidedly the best performer. they have
on that instrument. The harp was very well played, and young
Lucas’s violoncello did him infinitely more credit than his singing.

80LO—OBOE.

Little Cooke is a clever boy; he draws a good tone from his
instrument, and played throughout in « manner that demonstrated
he is llkely to become a very excellent performer.

8ONG—MIS8 WATSON,
Very well sung, but the voice was not equal to such, a song.
NOTTURNO. DUETT—MISSES CHANCELLOR AND GOOOWIN.

An excellent specimen of Hummel’s delightful style, and well
executed by these young ladies. Miss Chancellor’s playing Aecre
confirmed our first idea of her power on the instrument, With
the exception of Mademoiselle Schauroth we never heard a girl
play with such feeling and neatness.

ARIA E CORO—MISSES WATSON AND BELLCHAMBERS.

. There was nothing in this to call forth any remark ; it was
correct enough. We cannot conceive a more injurious plan than
that of forcing young girls to sing Italian, when their talent does
not lie that way; it is quite out of'the question to expect that they
should appreciate the feeling which such music requires.

_ POLACCA—VIOLONCELLO.

C. Lucas’s intonation was faulty in many passages, but he is a
tolerable player, and executed a Lindley cadence very well. He
shines most in accompaniment to a single instrument.

GOD SAVE THE KING,
Though deformed by crude modulations throughout, was well
sung. Little Miss Smith has a sweet voice, but she was so much
frightened as to be unable to let us hear it to advantage.

The only general remark we shall make as a drawback against.
our general praise, is upon the introduction of such a portion of
Italian. Sufficient reasons against the probability of English
singers becoming more than imitators of Italian manner bave been
given elsewhere—and if an original national style is to be culti-
vated or advanced, it surely will not be done by the practice of
Italian songs taught by a foreigner, although the first principles
may be best drawn from the Italian method of teaching the for-
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mation of the voice; but here however the principal display was
in Italian singing !

Thus then there is a full demonstration both of the talent of the
pupils and of the abilities of the masters—indeed there could -
never be a moment’s doubt that such instructors could produce
good scholars. The question turns, not upon this point, but upon
the superior efficacy and cheapness of the method. It is here we
are at issue with the Noble Committee, and we shall now come to
the proof.

It would be assumed, from the address of the Committee, that
the pupils had received instruction only during the period which
has elapsed since the institution of the aeademy—viz. not quite
twelve months, This however is notso. At the examination for
admission the pupils exhibited some proficiency in the art—there
was even a difference—a superiority of attainment as well as of
power, which secured admission for those who were elected.
There appears therefore some fallacy in the assumption which
the address encourages, that the progress of the puplls is the
work ofthe academy. ¢ The first steps which have been made,”
and which the address describes as most difficult, had been already
made by the majority of the pupils, if not absolutely by all of them
when they were admitted. This however is of small comparative
moment.

¢ Before the Committee conclude this address, they think it
necessary to say a few words on the subject of the funds of the
institution. It must in truth be acknowledged that they are
extremely low, and the patronage and assistance of a generous
public is earnestly solicited.” —Thus write the Committee.

We demonstrated some time ago that the first notion of the,
formation of the academy upon its extended plan was impractica-
ble.* Thescale was reduced. We then showed+t that even upon
this reduced scale the scheme was perhaps even more imprac-
ticable. Now reader mark what follows.

We have cited the admission of the Committee that thenr funds
“are extremely low.” Thesum subscribed has been siz thousand
and forty-nine pounds, besides contributions in music and instru-
ments (which saves outlay to nearly the same amount) of £1277. 2s.

"# Vol, 4, page 392, + Vol. 4, page 521, ef seq.
N2
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The annual subscriptions amount to about eight hundred and
twenty pounds. The Committee had the proceeds of a coneert,
held in the body of the King’s Theatre, which was very fully at-
tended. Yet these sums (we are warramted in assyming) have
all been sunk in the preparations for the academy, and in less
than one year, besides the annual paymeuts of the pupils! The
number of students on the foupdation amouats to twenty-one, and
of those not on the foundation to fourteen !1

‘We have said the probability is, that these funds haye beem
exbausted. Our ground for this supposition is, that at the. be-
ginning of the year, the professors were requested to attend gra-
tuitously for one guarter, and that the subscription of the. pupils is
immediately tg be raised. We find upon turning to Chapter V1.
of the original “Rules and Regulations of the Royal Academy of
Mousic,”" which treats of the admission of the students and pay-
ments in respect thereof, the following sections:—

, 9th, Each student shalt pay. ten guineas to the funds of the establishment at
his ot her entry, and afterwards five gujneas per annum dpring the time he or
she shall remain in the academy. ‘The pupil must always be properly attired.

L1th. The children of: professors in music, when properly certified to be so
by, the sebscriber propoting them, shall be adwitted;at half the first sahsorip-
ﬁm—nu;dy, five guineas, apd afterwards a yearly payment of two guineas.

12th. The extra students, not regularly belouging to the establishment,
shall be recommended by subscribers of. the three first classes, and shall pay
fifteen guineas per annum to the funds of the society, except where the
stydents recommended shall be certified to be children of professors in music,
when their annual payment shall be ten guineas.

Now we beg to compare these rales with, the following order,
which has beep inclosed ip the preceding ircular:

’ Rogyal Academy. of Music, 3d: March, 1824,

Sen—1I herewith transmit, by direction of the Committee of the Royal
Academy of Music, the substance of a report of the Committee to a General
Meeting of the Governors and Directors of the Academy, and which was
upanimopsly approyed of by them. _ -

I have tﬂrrez:re to request that you will inform the Committae, whether it.
is your intention to continue your daughter at the Academy at the increased
rate of contribution, after Midsummer holidays, when the proposed in-
crease will commence ; and if the Committea receive no. motice from you to
the contrayy, previous,to the 25th of March, they will,conclude that you agree
to pay the additional contribution. In the meantime the Committee have re-
solved to make a minute examination, in presence of the Professors. of Music,
of the progress of each pupil, and if it should appear that any of them, should
not have made such progress in their musical acquirements as to satify the
Committee of their aptitude, notioe will be given to their respective parents or
friends that they may.be withdrawn.from the Academy after Midsummer.
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- One quartor of the a-n’;‘mﬂmlm,d the alsk rate). will be requivedy
‘ ‘ MM’ ﬁll id!m.‘qn
Nt free I am, your hamble Servant,
) 'T. WEBSTER, Secretary.
Substance of the Minutes of a General Méeting-of the Governors and Directors
of-the Royal Avadsmy of Music, held on the YO Fobruary, 1924,

TIAR. MARQUM QF LANSDOWNR IN THE CNAIR.:

The Committee regret to be obliged to.state to the Directors and Gevernors
ofthe Royal Academy, that the lnadequate state of their funds render it indis- .

-for them to p thatia iarger ananak contribution should:
Wdemudedmthe mm.nmdew-ol the fonndstion, and that the
same amount should be paid by them as by the extra students, viz. £4Q, apd
that unless this addition to the funds of the institution was [be] obtained,

they wanld fmust]} be under the peinful. neosnily of preposing te close the

Academy altogether. This additional contribution to commence after the next.

Midsummer holidays.

The sbeve resolutiva, ul_\ers minute em;-ﬁ“:nmo;:exxet:’md funds
by s orgive. immediats notice of thisresolution o the parats of (he
students, and to explain to them the painful necessity they were [are] under
of making this additional demand upon them.

Above all things the Noble Committee would, we are sure, be
anxious to avoid the appearance of a breach of good faith, either
with the public of the pupils. But here there appears to be not
only practically a breach of good faith, but such an one as may be
attended with the greatest inconvenience to the parents of these
children. It should seem (the passage is loosely worded), that
forty pounds per annum are now required from pupils who were
originally rated at five or ten guineas—that a change so material
alters the conditions, and that by far the greater portion of the
benefit-falls away, insofar as the parents of the pupils are con-
cerned. And what will the subscribers be very apt to say, who

of course contemplated obtaining cheap instruction for indigent -

pupils? And what is to secure the parents aguinst a further de-
mand should the funds be found (as there is too much reason to
suspect they will be) inadequate 2

To avoid all imputation then as well as to set the expediency of
the academy (in point of expence) in its true light, it is due to
the subscribers and the public, that an accurate account of the
receipts and disbursements should be published. And we urge
this too more strenously upon the committee, because they must
now have received a total, doubling in its amount of capital, the
sum required by the Philharmonic Society, according to the plan
they were about to propose for adoption with some modifications,
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‘when the Noble Committes took the establishment of such anin-
stitution out of the hands of that body of musicians. However
the committee may be able to retain the good opinion of the sub-
scribers, the ¢ generous public,” whose * patronage and assist-
ance is earnestly solicited,” is not likely to be conciliated except
by the fairest and most candid exposure of all the documents that
can enable them to judge of the utility of the institution. At
present, performance keeps no pace with the promise held out at
the institution of the academy. The reduction of the professors,
and the great increase of the charge to the parents—the very
obvious disproportion of the establishment to the numbers of the
pupils, and the consequent expence—the dismission of the hoard
of professors and the assumption of its powers by the committee,
who are all amateurs—form subjects of enquiry and demonstra-
tion that can but awaken the utmost vigilance on the part of the
subscribers and the public.



A Selection of Glees, Canons, and Catckes, composed by the late
Jokn Wall Callcott, Mus. Doc. Ozon. including some Pieces
never ‘before published; the whole selected and arranged with an
Accompaniment for the Piano Forte ad libitum, together with a

* Memotr of the Author, by Wm. Horsley, Mus. Bac. Oxon. Or-
ganist of the Asylum and Belgrave Chapels. Two Volumes.
London. For the Author’s Widow, by Birchall, Lonsdale, and
Mills. -

The claims to originality set up by English composers who have
lived within the last half century have mamly rested upon that
species of writing we call glees; and there is only one name, if it
be even allowed to one, that stands before that of Dr.Callcott in
the list of those writers who have at once ennobled themselves and
their country by their compositions in this style. The selection
before us will bear out our assertion; but this is by no means the
only or even the strongest reason for perpetuating the name.and
the knowledge of this good man and great musician. The vigour,
the ardour, and the activity of his mind, his philosophical turn of
thinking, his vast acquirements considering the nature of his
opportunities, his love of his art and his care for its advancement,
and the example all these attributes of his character hold forth to
the musical profession, won for him while living the respect and
regard of his contemporaries, and ought to preserve his memory
after death. The task of collecting his principal concerted pieces,
and publishing them in a manner worthy their author, has been
spontaneously undertaken by Mr. Horsley, who is connected with
Dr. Callcott not only by friendship but by a marriage with one of
his daughters. Thus he is not only especially qualified by his
erudite acquaintance with this particular department of musical
writing, but by his intimate knowledge of the man. The way in
which he has performed the duty shews that it has been “a labour
of love.”

The extracts we should have thought fit to make from the life
of Dr. Callcott are much abridged by the sketch we have already
given of the Doctor’s biography, at page 404 of our third volume.
But there are some points, which, as they developemore completely
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bis sensibility and the power and energy of his mind, we gladly
add to a narrative, brief but faithful so far as it went.

It appears that “ his fathor bei in the repaire of
Keminﬁon church, he was fmq‘uentll‘gin the habit of accompanyin
him thither. During those visits the organ excited 'his attention, .
80 much se, that part of his amusement ut home consisted in ut-
tempts to comstract a similar instrument. It is probable that this
employment first gave him an inclination tewards music, for in
the summer of 1778 he obtained an introduction to Henry Whit-
ney, who wasthen organist of the church, and became & constant
attendant in the -loft, on Sundays, where he obtained the
first rudiments of the science. Music, however, was only con-
sidered by him as a recreation. He had determined to follow
surgery as a profession, and for a year he engaged in the study of
anstomy wi at ardour. The following anecdote will shew
the talent which he even then pessessed for the ncquisition of cor-
rect knowledge. Having a particular desire to examine the
human skeleton, his father took him to a medical friend, who pos-
sessed a very fine specimen. Young Caleott considered it for a
long time with great attemtion and delight. At last he said
pointilﬁ to a particular bone, ¢ This is defective.” His friend
admitted the justness of the remark ; observing, that ¢so trifling
a circumstance might easily have escaped the eye of a long-expe-
. rienced anatomist. :

¢ His next wish was, to attend an operation, and an opportus
nity of gratifying it was soon afforded him ; the shock he expe-
rienced on this occasion, however, gave him a complete distaste
for surgery. The operation was extremely severe ; he fainted in
the course of it; and from that moment resolved to abandon all
thoughts of a profession which would expose his feelings to such
agonizing trials.”

When scarcely more than fourteen years of age, Mr. H. only
says, ‘ the passion for various pursuits, for which he was after-
wards so remarkable, shewed itself strongly. His musical stus
dies appear to have been conducted with almost unremitting
diligence ; yet, at intervals, he continued to improve himself in
classical learning, and began to cultivate an acquaintance with
the French and Italian languages. Indeed, to attain a2 general
knowledge of language, was, with him, a great object at all times ;
and he was even induced to attempt the Hebrew and the Syriac.
Algebra and Mathematics also occupied his attention ; and it is,
perhaps, to the gratification which those studies afforded him,
that we may attribute the taste for abstract musical sciemee,
which he afterwards displayed.

¢ Till 1783 his writings appear to have been of a varied kind ;
still with & leaning towards ecclesiastical and vocal composition.
But the professional connexions he had then formed, and bis in-
troduction to the Academy of Ancieat Musie, conspired to give &
strong bias to his mind, and determined him to the particular study
of glee-writing.
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“ In 1787 he was admitted among the Honorary Members of the
Catch Club, and sent in nearly one hundred compositions, as can-
didates for the prizes. I was determined to prove,” he would
often say, ¢ that, if deficient in genius, I was not deficient in in-
dustry.”’ On that occasion, his canon, ‘‘ Thou shalt shew me the
path of life,” and his glee, ¢ Whanna Battayle smethynge,” were,
each of them, honoured with a medal. .

¢ The members of the club, however, were astonished at such an
influx of compositions ; the Honorary Members, whose business
it was to practise and sing them, stood aghast at the toil to which
they were. doomed ; and in consequence it was resolved by the
society, that the pieces presented for the prizes should in future
be limited to three of each description. This regulation gave
some offence to my excellent friend, and the next year he refused
to write for the club : but he continued to employ his leisure in
the study and practice of vocal harmony.

“1In 1789 he was again prevailed on to resume his pen, and, in
compliance with the new law, presented only twelve pieces ; but
he gained ALy the four medals—a circumstance unparalleled in
the history of the Catch Club. The compositions which Igrocured
for him such signal success, were, ¢ Have you Sir John Hawkins’
History 2’ (catch) ; ¢ O that thou would’st hide me,’ (canon);
¢ Go, idle Boy,’ (glee) ; €O thou, where’er thy bones,’ (glee).

“He might now be considered as the most popular glee-writer
of the day ; but his skill in the employment of an orchestra did not
equal the knowledge he had acquired in the management of voices.

is might be owing to a want of practice, or, rather, toa want
of proper opportunities of hearing his instrumental compositions
wetl performed. I have heard him relate that having, about this
time, written a song with full accompaniments, he presented it to
Stephen Storace, with a request that he would examine it, and
¢ draw his pencil’ throuih such parts as did not please him. Ste-
phen, who was one of the most unceremonious of beings, looked
over the score, then drawing his pencil through the wilole, he
thrust it ir:to our author’s hands, with the single exclamation—
¢There!’” .

‘We have briefly mentioned in our former notice of Dr. Callcott,
that he received some instruction from the great Haydn while he
was in England.

€It does not appear that he took many lessons from Haydn :
the numerous avocations which occupied him in turn, must have
made it impossible for him to devote much time to any one branch
of musical science. His efforts for general improvement were *
prodigious, at this period of his life; and they excited the sur-
prise and even the alarm of his friends ; an alarm which eventu-
ally proved to be too well founded. His constitution, though
not robust, was naturally good ; but it was not in human strength
to withstand the demands he made on it. He not only denied
himself those intervals of relaxation which every one finds neces.
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sary, but even during his meals he was occupied in reading ; and
what was still more detrimental to his health, he sought, by
various means, to abridge his hours of sleep. Indeed the time
which he allowed himself for repose was so exceedingly short,
that, according to the opinion of 4 well-informed medical friend,
it was of itsel§ sufficient to lay the foundation of that irritability
of the nervous system, which subsequently produced such dis-
tressing consequences.

« It was while he received lessons from Haydn that he com-

osed his well-known scene from Thomson’s Hymn, ¢ These, as
hey change.” The accompaniments to the recitative in that
scene are among his best instrumental productions, and prove the
advantages he derived from studying under so profound a judge
of orchestral effect. It was also, I think, from uent conver-
sations with that wonderful composer, and from a diligent consi-
deration of some of his works, that my friend first became inclined
to employ himself principally in compositions of a small number
of parts.

3Whoever looks attentively over the scores of those sympho-

nies which Haydn wrote before his visit to this country, must
observe, that the great effects produced by them are not at all
dependant on complicated harmony. On_ the contrary, they
must be pronounced thin, in comparison with the symphonies of
Mozart or Beethoven ; their charm therefore consists in the
beauty of the cantilena ; in the admirable conduct of the subject
and modulation ; and in the exquisite employment of every instru-
ment introduced. Struck with this, Calcott conceived that the
finest vocal compositions would be found in three, or at the most,
four parts. In this opinion be was much confirmed by the success

- of his glees, ¢ Peace to the Souls of the Heroes'!’ ¢ Who comes
80 darE from Ocean’s roar ?’ ¢ The Fryar of Orders Gray,’ &c.
&ec. and henceforward, with -a very few exceptions, he confined
himself to that number.”

The following is the account which Mr. Horsley gives of the
circumstances which led Dr. Callcott to consider the theory of
music more deeply, and to which the musical world is indebted for
the Musical Grammar, a work condensing more knowledge of the
science into a small compass than any book we are acquainted
with :—

- “ Bat the chief part of his time was now employed in teaching.
1 have before mentioned the great reputation wzich he had ac-
quired as a composer. This, and his exemplary conduct, had
rocured for him an introduction to some of the most distinguished
ilies ; and the almost incessant labour of attending to his
pupils, abated much of the ardour with which he had hitherto
ursued composition. - A mind, however, so astonishingly active
#s his, could not remain without objects of interest which might
fally employ its energies.
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¢ Aecordingly he be‘fan to read the works of the theoretical
writers who had preceded him; not confining himself to such as
have appeared since the revival of the musical art, but also maki
himael¥ acquainted with all that the most ancient authors h:ﬁ,
thought and said on the subject. These studies gave a different
turn to his ambition, and he became desirous of ranking among the
didactic writers of his country. This disposition was greatly in~
creased by an intimacy which he formed with Overend, the or-
ganist of 1sleworth—a man who carried his researches into abstract
musical science to an extraordinary depth. He had been a pupil
of Dr. Boyce, who, as Sir John Hawkins relates, retired from
active business towards the latter part of his life, and devoted him«
self to the inveitigation of the principles of flarmony with un-
wearied assiduity.

“ When Dr. Boyce died, Overend became possessed of his
manuscripts, of which he seems to have availed himself most,
diligently. Indeed he ali ears to have laboured till he occa-
sionally Kewildered himself, and many of his speculations may be,
regarded as little more than pedantic trifling. Among d{em
however, there are some which are curious and interesting ; an
the views which he took of musical science, though often removed
from common apprehension, were ofa nature to attract and absorh
the attention oF my friend. He now formed plans for various pub-
lications, but it was not till long afterwards that he finally de-
cided on the compilation of a Dictionary of Musie. .

* ¢ After the death of Overend, Callcott purchased from his
widow all his manuscripts, as well as those of Dr. Boyee, and
kegan to study them with his accustomed energy. It was While

e was thus engaged that I first became acquainted with himg;
therefore I will here take the liberty of relating the circumstance
which procured for me that happiness. .

¢“ The churchwardens and overseers of St..Paul’s, Covent.
garden, after the unfortunate destruction of their own church,
were in the habit of occasionally applying to the neighbouring
clergy, for the use of their churches or chapels, in which sermens
were preached for the benefit of the poor children of St. Paul’s
parish, who comstantly attended to sing. KEly chapel, in Elyr
place, Holborn, of which I had been for some time organist, was
then reated by the excellent Elijlah Faulkener, ‘who granted it
for the above-mentioned benevolent purpose. In consequence
of the close intimacy which I had formed with Jacob Pring and
his brothers, my mind was become deeply imbued with a lave for
voeal harmony ; and it was with infinite satisfaction I heard, that
there would be a sermon for the henefit of the schools of St, Paul's,
Covent-garden, and that, on a certain day, ¢ Mr. Caleatt the
organist,’ would attend with the children to practise, His eom-
positions had long been objects of my admiration, and there was
nothing which I mere ardently dcsired than to be acquainted
with him. Pring had promised to procure for me an introdug-
tion ; but my good fortune now presented me with an opportunity
of introducing myself, . y

N2
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‘“ When the day for practice had arrived, I went to the chapel
before the hour appointed ; the children were assembled, and m
friend made his appearance soon after. I shall never ({)rget the
smile with which gle received me ; a smile peculiarly benevolent
. and encouraging, which will always be remembered by those who
ever witnessed it. 'We had a long conversation together, during
which he inquired, in the kindest manner, into the nature of m
studies and professional views, He was much pleased to find that
I had devoted myself to vocal composition, and gave me permission
to send him some copies of a canzonet which I iad then just pub-
lished. We parted; and I, ql‘:ite elated with such an acquisition
to my acquaintance, hastened home to send him my song, which I
accompanied with a laboured address. A simple and encouraging
answer was soon returned, which concluded with an invitation to
his house. This, it will easily be imagined, I was not slow to
accept ; and from that time a friendship was formed between us,
which was afterwards drawn still closer by family ties, and re-
mained undisturbed, even b’y a single accident, tifl it was termi-
nated by the hand of death.’ .

It is particularly delightful to us to record such examples of
mature and acknowledged talent encouraging young ability; and
this is an instance where subsequent desert has rewarded, as it
were, the generous sympathy that led to the strict intimacy which
Mr. Horsley by his memoir shews to have been the association of
kindred and virtuous minds engaged by the same motives in the
same pursuits. Itmay be allowed to us to say, and the truth will
be confirmed by every respectable member of the profession, that
no man’scharacter stands higher, both as relates to his public and
his private claims, than that of the friend, the soninlaw, and the
posthumous biographer of Dr. Callcott.

¢ Having resolved that a Musical Dictionary should be the
result of his labours, he began in 1797 to form the plan of it, and
to-collect his materials. The energy with which he pursued this
task was truly astonishing. Besides teaching for more than the
usual average of hours each day, he would contrive to gain a con-
siderable portion of time for reading at the British Museum, and
his evenings were devoted to the making of extracts; many
volumes of which remain to attest his unceasing industry.

¢ His reputation was now exceedingly high, and the voice of
‘the profeesion, and of all his friends, called upon him to assume
the rank of Doctor in Music. Accordingly. in 1800 he was ad-
mitted to that honour by the University of Oxford, in company
with Clement Smith, of Richmond; at the same time I took the
degree of Bachelor. No one, 1 believe, ever rose to the first
-rank of his profession with lgreuter approbation than Dr. Callcott;
and every individual who knew him appeared to feel, that in the
distinction which had been conferred on him, the art had been
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exalted. His exercise on the occasion was a Latin antheni, the
words of which were selected from  Isaiah,’ andbegin, “ Propter
Sion non tacebo.” It was hastily written, but it contains some
fine parts; and the accompaniménts throughout have a better
effect than is produced in the gererality of his other compositions.
Indeed the idea of revisiting Oxford, as a candidate for the
highest musical honour bestowed by the University, seemed for a
short period to rouse 'much of my friend’s old ardour. This
anthem may be considered as the last of his more scientific compo-
sitions: he immediately returned to his favourite occupation of
compiling for the Dictionary, and in reading the works of the
most celebrated musical authors of Germany, havin employed
himself for some time previously in the study of their langunage.
¢ Soon after this, his ever-active mind took another turn. He
had long observed, and, in the cases of his own children, had
found a want of due order and method in most of our elementary
books on education, and he set himself earnestly to work, in order
to remedy some of their defects. In 1801, was published b
Messrs. Cadell and Davies, ‘The Way to Speak Well, made
easy for youth; being the chief words of the English tongue,
classed in sentences, according to the number of their syllables ;
with a short dictionary’at the end of each book, containing four
separate divisions of substantives, adjectives, verbs, and particles.’
TKis excellent little work was printed anoriymously, and I am
not aware that it had any extraordinary success, although its great
utility must be obvious on the slightest inspection. It consists
principally of words of one syllable. Dr. Callcott’s intention
was to extend it through all the syllabic compounds used in our
language; and it is greatly to be regretted, that he never falfilled
his original design. But even at this time the injuries produced
by excessive labour began to shew themselves, and the restless-
ness with regard to his pursuits, which had so much characterized
him through life, became still more apparent. Co
¢ When the general arming of this country took place, the
establishment of the Kensington Volunteer Corps furnished him
with a fresh occasion for extraordinary exertion. He then con-
ceived the design of forming a military band from ameng -the
inhabitants who had voluntered their services, and, being assisted
by a subscription for the purpose, he procured instruments, ¥nd
not only composed, compiled, and arranged all the music for the
performers, but even taught them himself. His services were
noticed in the handsomest manner by the leading members of the
corps, and the whole business was full of interest and delight for
-Dr. Calleott. It subjected him, however, to great additional
fatigue, and his friends began to entertain some apprehension of
‘danger. Still his uniform good health, his temperanee, and the
laborious habits of his life, served to lull them into security; or
if at any time they felt alarmed, and ventured to expostulate and
recommend relaxation to him, they were quickly silenced and
‘re-assured, by that cheerful confidence which he always displayed
-in his own powers. . ' T
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¢ About 1806 he succeeded Dr. Crotch as Lecturer on Music
at the Royal Institution. That appointment gave peculiar satis-
faction to Dr. Callcott, and he was delighted at the idea of follow-
ing up what his predecessor had so well begun—but it was too
late. The fatal injuries which his constitution had received from
excessive exertion now shewed themselves, and he was all at once
rendered incapable of fulfilling any of his engagements.

¢ During his long indisposition which followed, the public
esteem and admiration for Dr. Callcott displayed themselves in a
remarkable manner. On the occasion of the first concert per-
formed for his benefit, @ union took place of the most eminent
professors in the metropolis, both vocal and instrumental, and
their efforts were crowned with a success unparalleled in the
history of such undertakings.

¢ After an absence of more than five years, we again had the
- happiness to see him among us; altered indeed in some respects,
yet still ing those excellent and endearing qualities by
which he alwa{s been distinguished. As he seemed no longer
to entertain those laborioys designs, which had before exhausted
- his bodily and mental energies, we flattered ourselves that we
should long enjoy the delight of his society. This pleasing hope
was encoureged by the steady manner in which he resumed his
former occupation of teaching, and by the extraordinary care
with which K: avoided every thing that could tend to produce
irritability.

¢ These precautions had a beneficial result for more than
three years ; at the expiration of that time he was once more
com {led to leave his home, to which he never again returned.
In tﬁ:s ring of 1821 he was declared to be in imminent danger, and
some of his nearest relatives immediately hastened to attend him.
Soon after their arrival,-he expressed a wish to see me, and I
instantly obeyed it. My appearance seemed to afford him much
pleasure, and he even put forth his hand a second time to greet
me. From this moment he had the consolation of being attended
by some of those whom he most loved, and it was plain that their
attentions were & source of the greatest comfort to him. Hismind
was collected, though he laboured under a difficulty of speech,
which rendered conversation with him exceedingly painful.

¢ The piety which had always marked his character through life,
showed itself strongly as that life approached to a close ; and, like
all other good men, he sought for the support which religion alone
can give. One of his daufl:ten} frequently read prayers to him,
-and extrects from the holy scriptures, and he was occasionally
heard to repeat the poetry of his compositions, which had any re-
lation to his afllictions, or which served in any degree to express
the trust and confidence which he felt in the Almighty Disposer
of events.

¢ From the commencement of that serious attack which sum-
moned his family around him, no expectations were entertained
of his recovery, and he died on Tuesday, the 15th of May, 1821 ;
in -the fifty-fifth year of his age. His remains were brought to
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Kensington, and were privately interred in the church-yard of
that plagcot?, ‘on the 23d of the same month.”

Mr. Horsley has appended so many excellent remarks upon the
most known and distinguished of Dr. Callcott’s compositions, that
while it would be an injustice to garble his observatione by any
selection or abstract, he yet leaves little to be said by any other
commentator. We agree in the main points with all he has
advanced, and we shall deviate only so far from our intention not
to gratify the curiosity we conceive his remarks will excite, as to
quote one passage, which relates a curious fact. It is singular
how much of what is most valuable in human discoveries has been
. produced by accident. Webbe’s glee of * Wien winds breathe
soft,”’ owed its existence to his receiving the words as the cover
of some trifling article from a shop ; and it seems we are indebted
to a happy chance for that of all Dr. Calcott’s compositions,
which his tasteful biographer thinks the best. He thus narrates
the circumstance. :

¢ It now remains for me to speak of the glee, ‘O snatch me
swift from these tempestuous scenes,’ which I consider the master-
iece of my friend’s genius and science. For this admirable pro-
ction we appear.to be indebted to an accidental circumstance.’
The Doctor had agreed to accompany some friends to the theatre,
on an evening when a very popular actor was to make his appeare
ance—it therefore became necessary to obtain places on the open-
ing of the doors. 'To lose an hour, in waiting for the commence-
ment of the performance, was what my friend could not think of—
and, contrary to his usual custom, he was without a book in his
ocket. Seeing, therefore, a second-hand volume of poems on a
. stall, he purchased it, and found therein the following beautiful
lines, that give rise to a composition, which perhaps may be
called the first of its class :
¢ O snatch me swift from these tempestuous scenes,
¢ To where life knows not what distraction means ;
¢ To where rcligon, peace, and comfort dwell,
¢ And cheer, with heartfelt rays, my lonely cell.
¢ Yet, if it please Thee best, thou Power Supreme !
¢ My bark to drive thro’ life’s more rapid stream,
¢ If low’ring storms my destin’d course attend,
¢ And ocean rages till my days shall end ;—
- Let ocean rage, let storms indignant roar,
¢ I bow submissive, and resigned adore.’
¢ This composition is worthy of the greatest attention, whether
the design or the execution be considered. The first movement
is impressive, and prepares the mind for the address,
¢ Yet, if it please Thee best, Thou Power Supreme !’
where, at the latter words, the harmony spreads out from the
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unigons and octaves which precede it, in the dest manner.
There is a very bold modulation at the line, ¢ If low’ring storms
my destin’d course attend,” which leads to the concluding double
fugue ; one of the best that the English school has produced.

‘In a double fugue it is essentially necessary that the subjects
should differ materially in general character ; not only on account
of that variety which is so indispensable, but also that the hearers
may never be indanger of confounding the ubf'ects with each other.
A glance at the movement in question will serve to show, how
much this principle is maintained throughout; and it will be
observed, how ﬁnely each subject of the fugue expresses the sen-
timent of the poet, ¢ Let ocean rage, let storms indignant roar !’
Here the motivo is broken and agitated ; but at the words, ¢ I
bow submissive, and resign’d adore’—a theme is introduced, ex-
pressive in the highest degree of the calmness which the truly
religious feel in adversity. In the first instance the subjects are
treated separately ; afterwards they are brought together in a
- manner which shows the perfection of art, and is made productive
of the finest effect.”

There is however one remark concerning Dr. Callcott’s style,
in which perhaps we may not be borne out by general opinion;
but still we offer it to the consideration of the reader. Notwith-
standing the fertility of the Doctor’s mind, we consider strength '
and dignity to be his capital qualifications more than variety. His
compositions to the words of Ossian are those upon which Mr.
Horsley justly rests his strongest pretensions. They are, as he
says, beyond all question the finest that we have, and they shew of
how much beauty the same general notion is susceptible, in its
expansion under the hands of an ingenious man. ¢ Peace to the
souls of the heroes” and ¢ Who comes so dark” are avowedly
written upon the same plan, and if the former in some respects
excel the latter, we must yet think there is more grandeur and
solemn beauty in the last than in the first, which we think would
charm the million, while the last wonld afford higher delight to
minds of power. In many of his lesser compositions there is even
a greater similarity of structure. All however that appertains to
this remark is, that genius has its favorite forms, a law which we
think may clearly be traced in the construction of Dr. Callcott’s
finest as well as in his lightest glees. ‘

We can but express a wish that some of his most favorite songs
had been appended to this collection; and we think  Angelof
life” and ¢ These as they change’ have at least as strong a title
to be remembered permanently among the Doctor’s works as any

’
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thing he has svrittén. In truth they are become models for com-
positions in this speci¢s. We have scarcely any other such base
songs now, and when these were written there were cerfainly none
such. The author’s scores are also greatly desired by all orches-
tral base singers. If the introduction of songs should be thought
to destroy the nitiformity of the plan of the work, any blame on
this score would have been amply compensated by the sterling
value of the appended matter, the omission of which in so much
ewrtdils the repwtation of the author of its firir pretensions, for
these volinnes, wé may fairly predict, will live when the copies of
single sonjge will be extinct. If it should be said that such songs
can never be forgetten, we may deny the fdact, ¢ These as they
change’ is éven now compdratively very little known amd very
Tittle heard, and when heard, the accompaniments of this and
of his « Angel of lift” are conmionly so made out as to convey no
true notion of thé atithor’s intention.

There are forty-eight compositions in' the two volumes. With
what an aunstere judgment them we may conjecture Mr. Horsley
has fulfilled his task of deleetion, partiedlarly when we kriow that
in one yéwr Dr. Callcott sent to the Catcli Club one hundred for
the prizes | ' Buf that the friend has executed his task with rigid
fidelity there can be ne dewbt, simoe every word he has written
proves ow li¢ loved the mar. Indeed the whole style ofthe pub-
lieation evinces the nicést care as well ds the utmost liberality.
No musical work was evet bl‘ought out in a moré complete
meinner.

We havereserved for the last place thie generdl nioral desérip-
tion, which also closes Mr. Horsley’s account. Wete we to omit
to cite the passage, we shduld be alike unjust te the memory of-
Dr. Callcott and to the pure taste and fine feeling ofhis biographer.
Mr. Horsley is indeed, in more than the ordinary sense of the
term, allied to his venerable friend. He has trod successfully in .
the same paths, and he indeed inherits more nearly than any other
English musician the place Dr. Callcott occupied, while in the
leading characteristics of genius and disposition, as he has here set
them down, he bears also a strong resemblance to the Doctor in
moral and intellectual worth. And although all the predilections
of his life should sway him to exalt the subject of his memoir, the
reader will find from internal evidence, that he has not been led
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from the strictest line of justice, by his acknowledged partialities.
Tt is thus then that he concludes his narrative and his remarks.

¢“If Dr. Calcott was entitled to our admiration as a musician,
he had the strongest claim to our esteem and reverence as a man.
By nature he was kind, gentle, and beneficent. He had no
enemies—he could have none. Violent or malignant ione
never found any place in his heart—but whenever troubled by the
folly or indiscretion of mankind, his sentiments on the occasion
were always those of one whose philosophy is exalted by Chris-
tianity.

¢ glthough in possession himself of such extraordinary talents
and acquirements, he delighted in the slightest exhibition of talent
or acquirement in others, and was ready at all times to pour forth
the copious streams of his knowledge for their assistance. To-
wards the younger members of his profession he was always most
liberal; and there are several now living in great comfort and
respectability, who are indebted, for all they enjoy, to the gra-
tuitous assistance which they received from Dr. Callcott. But
the brightest part of my friend’s character, that which gave beaut
to all ltie rest, was his unfeigned piety; he was a Christian—an
asa Christian he thouglht, and spoke, and acted. Religion con-
stantlyffumished the rule of his c::(‘ilu:t-—it ;estmined him in the
days of his prosperity—it suppo im when ¢ calamity came,’
and it guided him to the ¢ haven of his reat.’ YOS

¢ Behold the upright ; for the end of that man is peace.’

“ Such was he whom I had the happiness to call my friend, and
whose friendship I shall ever consider as being among the greatest
blessings of my life. To me he was always ‘sweet counsel :* in
his superior knowledge I found an example and a guide, and there
is scarcely one advantage which I now enjoy, which does not
seem to have sprung from his affection.

¢ On all those great points which unite man to pan, our thoughts
and sentiments were so identified, that though he is removed, he
is not dead to me ; and if there are some moments when I am dis-
posed to mourn his abeence, there are others, during which I con-
template, with feelings not to be described, the time when I hope
to be aga}’n united with him in the ¢ house’” that hath ¢ many
mansions.

-



A Companion to the Musical Assistant ; containing all that is
truly useful to the Theory and Practice of the Piano Forte,
cxplaining by the most easy method the use of every musical
character necessary for the information of young performers on’
that fashionable instrument ; also a complete Dictionary of
Words, as adopted by the best modern masters ; designed parti-'
cularly for the use of Schools ; by Joseph Coggins. London.
Power. . .

A Musical Vade Mecum, being a compendious Introduction to the
whole Art of Music—Part 2 containing the Elements of Musical
Composition, including the Rules of Thorough Bass, for the
practice of which are given one hundred different examples—to
which are added some preliminary remarks on the Art of Per-

Jorming on the Organ or Piano Forte—the Music of various
accompanying Instruments from a Score; by R. W. Keith.

London. By the Author.

We have already spoken in favourable terms®* of Mr. Coggins’
Mousical Assistant ; he has considerably enlarged upon the ‘plan
in his present work by re-publishing much of the original matter,
with the addition of very useful rules and examples.. These ad-
ditions commence at the 11th section, and the appendix is altoge-
ther new.

At page 32, Mr. Coggins endeavours to give rules for the posi-
tion of the hands; we say endeavours, because description is but
an uncertain means, practical demonstration being almost abso-
lutely mecessary. Mr. C. recommends the now perhaps old-
fashioned mode of counters laid upon the back of the hands: but
we shall quote his own words:

¢ The teacher should be provided with several counters, half-
pence, or other pieces of money, as may be convenient. 1In the’
first place the pupil’s hands should be placed in a fixed position,
which done, the teacher must place a counter or piece of money on

. the back of each hand, immediately behind the middle knuckles,

great care being taken that the fingers do not incline to each other,

N

* Vol. 4, p. 2°0.
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“ahd that they cower their corresponding keys before and after
they are struck. If in performance the hands fall into a bad
position, the counters will glip off ; in that cuse the teachers should
have others in readiness. " When the pupil can perform the fired
positions with the counters, they should proceed with the scales
and lessons as the teachers may direct. N.B. The teacher need
not despair by the counters slipping off at first, as the anthor can
assert he has witnessed many of the Studios of Cramer performed
by the method recommended.”

The best masters are divided about this important part of the
art; some recommending a stiff wrist, others that the action
should be from the wrist, and consequently the joipt loose. We
have frequently directed our observation to the hands of great
players, during the execution of the most rapid modern passages,
and with a view to determine this disputable point, hut have never
been able to pergceive that the hand has continued in the same
position for a second ; still there myst originally have been a fixed
position, and which a slow movement might determine ; but when
we know that the two professors now in England, who are most
distinguished for their powers of execution, and the syperiority of
whose merits is not yet decided, employ two distinct methods, the
importance of the question would seem to diminish. The plan
recommended by Mr. Coggins gives smoothness, rapidity, and
delicacy, but e are inclined to think it prevents the acquirement
of force, and the, ability to employ sudden and powerful tone, .
both of which qualitieg are indispensable to a modern piano-forte
player: it would seem therefore a choice between power and
delicacy ; bnllmncy and rapldxty may be acquired by either
method.

The appendix consistg of exercises, intended ta impress the pre-

‘ceding rules on the memory of the pupil, who is obliged to write
down an example¢ or explanation of all he has learned, beginning
at the staff, and nsmg through all the various gradahons. This
plan appears very complete, for unless the legrner perfectly un-
derstands his subject he cannot write upon it, and his acquirements
are thus proved at once ; added to which, writing strengthens the
memory more than repetition. Mr. C. justly remarks, ¢ unless
pupils retain a correct knowledge of the intervals, the study of
thorough base and harmony will be premature.” He has there-
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fore given particular attention to this point, and has been very
successful both in his precepts and examples.

The dictionary and corresponding table of abbreviations at the
end of the hook, is very complete in its conception and arvange-
ment, and the whole work is extremely cheap. Mr. Coggine has
trested auch, nay of every branch of the'subject necessary to the
performer, with clearness and ability, and in a way which proves
him to have a perfect understanding of the matter of which he
speaks, as well as the power of communicating his knowledge to
others.

The second part of the Vade Mecum has sustained the character
of the first. With the exception of uhght occagiona] ambiguity
of expression, (which not unfrequently arises from errers in the
letter press) the rules for the acquirement of thorough base are
explained with clearness, and more copiously than is ussally to
he found in an ingtruction book, We may point out as examplea
the directions concerning consecutions, progressions, retardations,
sugpensions, &¢. We da not recollect to have before seen in &
worly of this kind any ruley for accompaniment, Mr. Keith hes
given very lycid and excellent remarks upon the best made of ac-
companying veicea and instruments, either in solee or in several
parts, 'This necessary branch of the art is very little understeod
by amatenrs, and we have fraquenily mat with excellest piano
forte players, qyits unequal to tha performance of a score (even
of a glee) although they have possessed a competent knowledge
of thorough base for the purpose, This part of Mr. C.’s book is
not the least valuable of jts werita. The exercises are aumerous,
their progression in difficulty gradyal, and the melody of many of
them is judiciomsly ipserted, in ovder te accustom the pupil to the
best means of arranging the parts of a omposition. They wonld,
however, have hean more complete, had the learner been referved
to them at the conclusion of each rule, as in Mr. Bumm
Thorough Bass Primer,*

* A third edition, with judicions addition, of this exgellent ligtle wark, is
just out : its re-publicption is a sufficient test of the favoar it enjoys. Tndeed .
we boliere ne work of the kind ever more completely justified, by a most ex-
tensive sele and Mby&nn“upmdm the favourable

congerning it

opinion Ye exgnuod
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I H. R. Mott’s Advice and Instructions for playmg the Piano
* Forte with- Expression and brilliant Ezecution, containing
numerous Examples and interesting Pieces, fingered for Practice
and accompanied by carcful Directions for performing them with
delicacy and feeling, together with much. useful Information on

" the Nature and Principles of Music. London. Mott.

Mr. Isaac Henry Robert Mott is the inventor of the Patent
Sostenente Piang Fortes, which seem, in his own unbiased judg-
ment, far to exceed any that have been produced by our Broad-
woods or our Stodarts. According to the same indubitable au-

"thority, he is a very great performer on those instruments ; indeed
we are given to understand that no one else can make much of
them. He is likewise a composer of a superlative class; and, in
the present instance, he comes before us as a didactic writer.
So vast an accumulation of talent must needs appear very extra-
ordinary, and it would hardly be credible, did not Mr. Isaac Henry
Robert Mott prove the fact, that one individual could manufacture
the piano forte, perform on the piano forte, compose for the piano
forte, and teach others how to become great on the piano forte.
Tothis we may add, that our author seems to be the child of delicate
sensibility and fine taste. His musical knowledge is also mixed
up with divinity, metaphysics, and poetry, and is conveyed to usin
astyle of English almost without a parallel.

" We have already said enough to prepare our readers for a pro-
duction of no ordinary kind, and we can assure them that they
will not be disappointed. At the same time they will be delighted
to observe that Mr. Mott, even in his loftiest flights, is @ man of
business ; has his eye constantly fixed on the main chance; and can
recommend his own admirable productions in a strain of mo-
desty which we should think peculiar to himself, did we not
remember the celebrated addresses of that highly respectable
lady who presides over the Moravian establishment in London.
Our only wonder is—how such excellence should have been so
long concealed from public notice, either at No.24, Dover-street,
Piccadilly, or at 92, Pall Mall. We, however, have made the



Praétice for the acquirement of & fine shake, -
N°1. as recommended by MF Mott .
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Clementi & Cramer give the same forms , for both shakes it is,

.therefore, unnecessary to exhibit them here: but the Reader may -
.consult the respective Euql of those great masters.

“ God save the King as harmoniz«l by Isaac Henry RobertM>ol-
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happy discovery, and we shall now proceed to lay our readers un-
everlasting obligations by giving to them all the benefit of it.

* The work, which we are about to consider, is divided into
twenty-four sections,accompanied by examples; and those are pre-
ceded by an advertisement and an introduction. The advertise-
ment commences with the following profound remark, whichseems
well calculated to excite general attention—

¢ Expression may be considered as essential to give life and
energy to a musicdl composition, as the soul is requisite to ani-
xﬁ:t:,,f.nd render interesting, the material breathing frame called

In the next sentence, by a felicitous adaptation of a passage
borrowed from St. Paul, we are made acquainted with a remark-
able fact in natural history. “We witness throughout the whole
animal race that they live and move and have their being.”” The
author then asks—¢ but by what ties of association, beyond the
servile one of usefulness, are we bound to them " We, who are
po metyphysicians, but merely musigal critics, presume not to an-
swer this question; besides, we are so captivated by the grandéur
of the mext sentence, that we can think of nothing else. That
part which we have ventured to print in italics, soars “ far beyond
the reach of thought,’’ and is, according to our humble coneeption,

- a perfect specimen of the sublime. ‘

. % They”’—that is the *whole animal race,” ¢ rise not into the
scale of jntellect beyond that spark of instinct which the -AL-
M1GHTY CREATOR of ALL struck,from the diadem of his own éternal
knowledge, into their benighted minds for self-preservation. Not
so man, highly favoured man !’ Here we must pause to observe,
that, till the present moment, we had always considered man to be
an animal ; but we must have been mistaken, since he is so de-
cidedly contradistinguishéd from the *whole animal race” by Mr.
Mott. What man really is, our author will perhaps have the
goodness to say, when he favours us with those ‘hints, which in-
volve a discussion of the deeper intricacies of the science.” We
are assured, however, that man “has a soul, and he is gifted with
the power to make others feel, by various modes of expression, all
the branches and ramifications of thought, all the lights and shades
with which his mind may be impressed, and, by the judicious use
of this talent, according to its degree of native soundness and

1
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polished cultivation, te affect his suditers almont at will. In ke
manwer the notes of a composition assailing the tympanwm of our
ears, in the dull monoteny of ¢ tweedle-dum and tweedle-dee,’
arouse no energy of our minds, except it be an impatience for a
cetsation of the fatiguning employmewt. But, lot expression ac-
company sound, let our feclingy be ealled fto exercise,and a new
imaginative region opens upon us iimediately, in which the soul,
as approaching nearer to her native element, seems to take wing
and flee away, and there, omn mther floating, revels in a world of
exquisite delight.” _

This passage is so inimitably fine, that no remark of ours could
add to the effect which it must produce on the reader; we will
therefore proceed to the introduction.

Semibility the most acute, and tendetmess the most touching,
seem to be the distinguisking qualities of Mr. Mott’s mind.
These, opevating first en the circle, of which he is ¢ the center
and the sun,” have now so expunded themselves, that the whole
musical world may expect te expérience a large portion of their
vivifying imfluence. 'With the greatest propriety, therefore,
does our author commence his imtroduction, with the following
sweet aud affecting sentence :

« Under a deep semse of sympathetic feelmg for those of my
friends who have expressed to me their enrnest desire to ‘
the power of delightmg the heart, through the nieditm of the ear,
I now present to the public a system which, through many years
of successful experience, 1 have found to be the best and readiest
asan introduction to a knowledge of the essentials and réquisites
for an expressive and elegant style of performing on keyed instru-
ments ; and I fondly cherish the hope that some, at least, of the
number of those in whose hands these pages may be placed, will
ingenuously bear testimony that they have not attentively perwsed
them in vam.” : . '

We are then informed, that his chief anxiety has ever been
¢ to.stimulate a geul for playing with more expression;” * to
smooth the way to, and remder easy the acquirement of a more
finished style of performarce ;'* ¢ to promote & cultivation of the

. deffcacies and refinemrents of music,” &c. &c.

‘This amxiety on the part of Mr. Mott, if there is mothing won-
derful imr it, is certainly very praisewortlty. After some strong
reécommendations of His book, which mast be considered necessary
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in times like the present, when “ modest merit” is so frequently
overlooked, the author says—

¢ I have often listened, with considerable pain, to the exclama-
tions of regret, in which many of my much-esteemed friends have
indulged, that they had not received the advantage of a musical
education in early life. Let not them, nor any in like circum-
stances, be discouraged. I have often known persons, at an
advanced period of life, acquire sufficient facility and musical
knowledge to delight both themselves and their friends. Among
these are many who could not endure the idea of taking lessons
as a juvenile pupil : this is certainly to be redgretted, when there
are so many careful instructors to be obtained. But let not these
despair; Iencourage them to make the effort ; in this book they
will find that friendly advice they so anxiously desire, and, for
their advantage, it begins at the very threshold of both study and
practice.” .

After two or three more sentences, he again becomes scriptural ;
and our readers will see with what fine taste and judgment Isaiah

is pressed into the service.

¢ I have not scrupulously avoided repetition. My design was
permanently to fix the ¢ Advice’ on the mind of the student; and
to do this, our own experience, strengthened by divine testimony,
teaches us that it must be ‘line upon line and precept upon pre-
cept ; here a little and there a little.” ”

What precept is alone, we are taught by the following simile,
the justness of which we do not doubt, though we do not profess
entirely to understand it.

“ Precept alone is like the index on the sun-dial—take the
hand away and the shadow is gone.”

At the conclusion of this portion of his work, Mr. Mott tries
his hand at metaphor; and every one will allow that he has suc-
ceeded most happily. '

¢ In presenting a safe, easy, and certain route, I have been
careful to provide it with ample directions, so that no traveller
may err therein, however skill-less he may be in the beginning of
his journey, provided he reads his way before him. Here he shall -
find no hedges, covered with the dust of ten generations, borderin
his i']ourney: the myrtle and the orange tree shall flourish in his
path, and the rose and the lily hang their garlands around him.”

He then adds the following earnest aspiration :—

‘“May he enjoy as much pleasure, in the study of these pag
as I have felt zeal in presenting them, for his improvement, an
then we shall derive mutual satisfaction from our labours.”

VOL. VI. NO. XXI. P
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In section the first, our author teaches the names of the white
keys, by the usual method of reference to the black. He then
shews in what manner the latter may be considered as sharps or
flats.

Section the second, in which we find nothing that requires par-
ticular observation, treats of ‘““elegance of position and mode of
applying the fingers, &c.”” ¢ Cliffs, notes, &c.” occupy the third
section, and we must here beg leave to say, that we are not quite
sure that the tables which it contains, or the observations which
follow them, will be found to ¢ promote an intimate acquaintance
with'the two most essential cliffs ;” notwithstanding Mr. Mott’s
earnest recommendation to “a frequent rehearsal.” We may
also observe, though a matter of very minor importance, that, as
the word cliff is clearly derived from the French, its orthography
should correspond with its derivation.

¢ The stave,”” we presume, is not English ; it should be “staff.”

“Many have, certainly been careless in these particulars, but we
are very anxious to set Mr. Mott right, especially as we know he
intends “ to search still deeper into music’s facinating mine.”
We likewise doubt whether the word “under line,” in section the
fourth, is a good substitute for ¢ledger line;’ nor can we com-
prehend why D (which is usually described as being below the tre-
ble staff) should be called a ¢ neutral note.”” In section the fifth,
speaking of example 9, the author observes, ¢ the minims, in the
second measure, take two counts each, to complete their duration ;
while the quavers which are found in the fourth, seventh, eighth,
twelth, fifteenth, and sixteenth measures are played successively,.
two to each count.”” There are much novelty and beauty in these
expressions. Mr. Mott, indeed, is the man par excellence, by
whom new words should be tried ; and so convinced are we of this,
that we will instantly quit the present section, only stopping to

- observe how cleverly the following useful piece of information is
introduced :—

¢ Presuming the student, by this time, begins to see a little of
the nature of fingering, and to be well acquainted with the ke
of the instrument, and the notes which represent them, should he
or she desire a few more popular airs, or what are sometimes called
¢pretty tunes,” the ¢ Pleasing Repository for Juvenile Performers,’
price 3¢. being divested of every difficulty, offers a source of

amusement in this stage of progress ; and may be had of the author
of this work.”’ ‘age of prog ‘ y
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“ The value of notes, specimens of time and measure, time
counting, &c.” occupy the sixth section. He here gives ¢ a table
of notes and their relative value,” and tells us that “common
or equal time may be drawn from this table, and is said to be sim-
ple, when it is divided by the bar stroke in conformity to it.” Mr.
Mott’s readers will of course edify much from this very clear expo-
sition, and also from his device of representing the several portions
of the semibreve, by an apple divided into halves, quarters, &c.

The sigas of alla breve time, we are told, occur but seldom.—
¢ An example of this kind may be met with in Dr. Boyce’s ‘O clap
Jour kands.’”” We would here take the liberty of informing our
excellent author that “ O clap your hands together” is not Dr.
Boyce's: it was inserted by him in his admirable collection of
catbedral music, bit it was compoesed by Orlando Gibbons.

Till we were favpured with a sight of Mr. Mott’s book, we
knew not that ; time, indicating two crotchets, or their value,  in
-each measure.is ¢ called by some authors French time.’ v

We shall pass over the seventh section—only observing, that, in
it, a natural is said to ‘“annihilate a flat or sharp, and to restore
the use of the white keys.”” It is this highly figurative manner
which, by relieving the tedium of dry discussion, gives such a
charm to the work now before us. This will become more appa-
rent as we advance; but our attention is now called to the title of
the eighth section, at the commencement of which the author
shews how wittily he can play upon words.—*The trillo or
shake ; if well playled, a grace; if not, a disgrace.” So good a _
joke will certainly bear repetition; we therefore find it again,
towards the conclusion of the section.

¢ The trillo or shake may be &mctised at leisure, according to
the model in Ex. 18, (See plate No. 1) where it may be observed
that the accented parts of this exercise are contrary to those in
similar exercises, which are found in the generality of lesson
books, and against which latter some caution is necessary, for a
fine, smooth, and elegant effect cannot be produced ‘:vrzen the
accents are laid on the wrong notes. The reason is obvious : the
note intended to be shook, and over which the ¢r is placed, is the
essential note, and ought to bear theaccent ; and that with which
the essential is intermixed or shook, being only an auxiliary note,
should not carry the accent during the reiteration : this will be
immediately perceived by an educated musical ear. In order that
the student may form his own judgment on this point, immediately
following the shake above recommended, will ge seen the mode

P2
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commonly adopted. This exposition will not be deemed super-
fluous, when it is recollected that a fine shake, well introduced,
prepared and resolved, is certainly an elegant grace ; but, on the
contrary, ong wrongly accented, hobbling, uneasy or unresolved,
must be a disgrace to apy performer.” :

Now, with all our respect for Mr. Mott, we cannot subscribe to
his doctrine concerning the ¢ trillo or shake,” and for the fol-
lowing reason :—A shake, when perfect, is formed by an equal
division between the ¢ essential note,” and the note immediately
above it; consequently the very slight accent, which is heard in
this grace, must be placed on the highest of the two sounds, or .
one of the following consequences will ensue—either the shake -
will be unequal, or it will terminate on a note which does not be-
" long to the harmony with which it is accompanied. In the first
of these predicaments our author has placed himself; and we are
much afraid that the ¢ lame and impotent conclusion” of his
shake will “ be immediately perceived by an educated musical
ear.” The example which he gives from Handel, maked nothing
for his argument. That example, we presume, he took from
Callcott’s Grammar ; but the Doctor instances it as an exception
to the general rule, which has been established by the practice of
the best masters who have written on the subject, from Gemi-
niani to those of our own times. (See plate No. 2.)

Indeed the passage taken from Handel is nothing more than a
diminution of semiquavers, which are heard for two bars preceding,
and the trillo seems merely to be used as a sign of abbreviation.

If some of our readers should think that we have dwelt longer
on this subject than even the authority of Mr. Mott renders neces-
sary, especially as we have discussed it in a former article—see
vol. iv. p. 323—we would obeerve that it involves a question which
should be set at rest. We have lately seen some startling ex-
amples of a shake, put forth by the members of the Conservatoire
of Paris; but we suspect that they have followed the Encyclo-
pedists, who followed Rousseau, who sometimes followed his own
fancies without considering how far they were suported by the
general opinion and practice of the first masters,

Further observations on time, dotted notes, flats, triplets,.cres-
cendo, decrescendo, expression, &c. form the ninth section; and
the author, suspecting that the studeat may be a little tired,
kindly says— ' '
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% 1 have selected the national anthem of ¢ God sate the King,®
in this place, to amuse the student,and give him time to digest
substance of the foregoing sections, with their dependent exam-
ples; and though I would rather have introduced original matter
to compel study, unassisted by the ear, yet I hope some radical
improvemen% conjoined with pleasure, will be the result of an
attentive an rersevering practice of this example. In order
that the juvenile performer may not find this little piece too diffi-
cult, I would advise him to leave out the small notes till he become
familiar with the large ones; under this impression I have not
added the fingering, as it is very easy to finger, with or without the
small notes, and the same fingers would not apply in_both cases :
the harmony, however, when it can be played, correctly, with the air,
will be found very pleasing ; and then, the after notes, at the end
of the measure; the turns, asin the second measure, with the ex-
planations underneath in small notes; the fore notes or superior
appoggiaturas, as in the third measures ; the final or closing shake,
as m%&; thirteenth measure, with its preparation and resolution; .
will all assist to enrick the effect.”

After so flattering an account from Mr. Mott himself of
the ¢ National Anthem,’” it would be cruelty in us to with-
hold a specimen from our readers; we shall therefore present
them with this celebrated air, enriched with all the graces of his
harmony. (See plate No.3.) Any “well educated musical ear”
will not fail to be impressed with the noble effect of the bass in the
fourth bar of the first part of the strain; and in several bars of the
second part, especially in the last bar but one.

All the variations are equally good; and afford rich specimens
of the treasures which we may look for when so wonderful a genius
shall further explore “Music’s fascinating mine.”” We must not
however indulge in any extracts from the variations, but hasten to
gratify the world by the following burst of eloquence on the sub-
Jject of expression. .

“Without it, let a piece be neverso well performed, the mind
receives no pleasing impressions; no soul-satisfying sensations ;
no delightfur expansions of heart; no thrillings of exquisite de-
light; no fascinating enchantments of fancy: we hear its com-
mencement, without hope; its continuation, without interest ;
and its close, without regret. To avoid this rock of rocks, on
which many an otherwise good performer has foundered, I advise
a due regard to these marks =——— ——— meaning crescendo and
decrescendo.”

How novel and affecting is the image of “an otherwise good
performer,” foundering upon'a rock ! ‘
We chearfully extract the following passages, and earmestly
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recommend them to the consideration of the great majority of our
amateur piano forte players and their teachers. '

¢ A hint against a noisy performance will not be thrown away
here : too forcible percussion, even in forte 3 is not ele-
gant; and it is better to reserve a power of giving accent, empha-
sis, and crescendo effect, by a delicate style, than it is to expend
all the rage and violence of the instrument upon every occasion ;
but extremes must be avoided. Light and ste, with all their
various and appropriate gradations, are as essential to a fine per-
formance as to a highly-finished picture, and continued noise
 would be as Pu.inful to an educated ear, as the vapid playing of an
automaton.’” . -

Again—¢ Many persons, by mistaking, do great injustice to the
legato style : they suffer their fingers to drag upon the keys, even
for some time after the succeeding notes are struck; this 1s insuf-
ferable ; and, where diatonic or chromatic passages are employed,
the effect is miserable. This observation may convey a gint to
those who make an unworthy use of the damper pedal, for it
requires considerable judgment, taste and knowledge of harmony,
8o to employ it as not to offend the educated musical ear. The

to style of fingering is by far the most essential, and is pre-
ferred, by all fine performers, for general playing; it is always
understood when no mark indicates the contrary; and it is m
obedience to this general law of smooth expression that se much
adjustment or contrivance of .the fingers is necessary. Were it
possible that the ear could be satisfied with nothing but staccatoed,
pointed or short sounds, the most careless fingering would answer
the purpose: but this cannot be tolerated ; much less the hack-
nied method of usinﬁlle pedal to smother the effect of bad finger-
ing—a wretched substitution, which cannot be too carefully
guarded against.” . .

‘With these doctrines of Mr. Mott we thoroughly agree, though
they come to us unaccompanied with any flowers of his matchless
rhetoric.

Having already mentioned the author’s great qualifications, as
a man of business, we think it necessary to give some proofs of
them. One may be found at the end of the tenth section, where,

speaking of the student, his advice is—

- S If the examples for practice appear to increase in difficulty.
too rapidly, thereby betraying my anxiety to press him forwa:
in the path of his musical researches, that he resort for recreation
to a small set of expressive ‘Turkish Waltges,” and an easy
¢ Sonata,” composed by me for p\:ﬁils at this period of improve-
ment ; which may be had with this- work, where any advice or
information relative to forming a proper selection of pieces for
study, ’i,n this or any other stage of performance, will be cheerfully
given. :
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This is exéellent, but the thought is not new, for we distinctly
remember to have seen something very much like it in certain ad-
vertisements, which at the end runs thus—* Advice gratis to any
persons taking the Doctor’s medicines.” .

Tenderly fearful lest this kind intimation should escape the
notice of the over-heated reader, Mr. Mott repeats it at the end
of the next section. His elegant sentences, however, are only an
-amplification of a well-known passage, which begins—*the Doc-

. tor may be consulted at home,” &c. - ' '

We imagined that ¢ Scylla and Charybdis had been fairly
worn out and laid aside, by mutual consent of all writers, in prose
" or verse. But Mr. Mott, at page 30, introduces this famous me-
taphor in his usual happy way; for, speaking of those persons, in
“foreign countries,” who take up their fingers too soon at the end
of a phrase, and contrasting them with those who are guilty of
drawling out the sound, he says that it is “to pursue the course
of the mariner who, to escape the rocks of Scylla, founders on
Charybdis.” ' :

We perceive that we have revelled too much among the beau-
ties of thought and expression which have hitherto been so pro-
fusely scattered through the work before us, and must content
ourselves with little more than a transient notice of some of the
remainder. The musical reader, without doubt, has heard of
various sorts of cadences—such as the perfect, imperfect, inter-
rupted, &c. but at page 38 another is mentioned by our author—
the “modest cadence.”” Ifany persons should wish to know what
a “fine ear” is, they will learn from Mr. Mott (Sec. 18) that it
is a jealous tyrant,” ¢a critical judge,” that ‘it listens for per-
fection with jealous devotion,” and “turns distressed from an
awkward shift or careless blunder ;" lastly, that it is a “great
end !" .

1 have endeavoured to convey some faint idea of the term
¢ Expression,’ at the commencement of the fifteenth section; but
feeble, indeed! is lan when intended to develope its mean-
ing. "This most comprehensive term embraces a just and proper
movement of the time; a delicacy of accent and emphasis; a nice
discrimination of the several degrees of the legato and staccato
styles; a just pemtion of the little terminations of melodies, pas-
sages, phrases strains; an intimate acquaintance wltl’: the

neipal text, subject or theme; a judicious management of the
nﬂm; inshort, it includes a manifestation of the soul, spiritand
feelings of the composer.” :

¢
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After reading this passage, and reflecting on our own powers of
expression, we became exceedingly dissatisfied with them ; nor do
we think that any thing but the following piece of information
from Mr. M. himself, could have restored us to good humour:

“The study of my ‘Lily of Grenoble,’ which is full of expres-
sion, would be found both useful and interesting.”

It is greatly to be lamented that the hands of such a writer -

should be tied up, as it were, by the severity which the didactic
method always assumes. Only observe, from the following short
.sentence, what we now lose by it: “ Were I to listen to the dic-
tates of my feelings, Ishould proceed to explain harmony, modu-
lation, thorough bass, variation, extemporising, counterpeint, and
composition ;’ page 56. Again, at page 58: .

¢ Had I leisure to digress, I should be tempted to call the love
of music a vital, an immortai,a heaven-born principle; and strive,
feebly perhaps, to trace it through its varied windings, in this lower
sphere, to that undying source, at whose command our wondrous
being rose, with all its vast capacious powers ; ¢ When the morn-
ing stars sang together, and all the sons of God shouted for joy.”

These important researches are reserved for a “future volume;”
meanwhile, to prepare for it, we would recommend a course of
light reading, through the works of the author’s ¢ esteemed friend
Mr. Kollman.”

‘We pass over much that is worthy of observatiom, in order to
arrive at page 63, which contains the most marvellous of all the
inventions of Mr. Isaac Henry Robert Mott; we mean the “Monr-
DENTE ARMONICO ANGLICANO.” Like those who keep their
good wine till the last, Mr. M. has most judiciously reserved the
disclosure of this charming grace for the conclusion of his volume,
to which it gives an indescrjbable value. Attend now, O reader,
to what the author himself says on this important subject, after he
has explained all that relates to the * Tasteful Style,” in Sec. 24 :

¢ The ‘Mordente Armonico Anglicano,’ Koglish Harmonieus
Grace,or EnglishMordent, may be seen in the eighty-third, eighty-
fourth, and two following measures; in_the ninety-fifth, ninety-
sixth, and three following measures: it is also introduced again
in the hundred and fourth, and five succeeding measures ; in the
two latter of which it is written in small notes.

¢ I have called this grace (which has universally afforded grati-
fication to and elicited praise and admiration from mﬁy No means
small or insignificant circle of friends) the English Mordent, be-
camse I believe myself to be the first person who has ever made use
of it, and, of course, the inventor. Feeling myself at some loss

A}
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for a suitable Mﬁfor it, I haye, yielding. to their persuasion, de-
sigaated it by the letter ‘m,;’ they were willing, in their kind
Fnrtiality, that from among the laurel crowns which music wreathes

or foreign shores, a few of her waste leaves might drop on Al-
bion’s isle. They wished, to speak in humble prose, tlmt%nglnnd
should have the credit of what belonged to her sons. -

¢ This lively, spirited embellishment produces an exquisite
effect, when delicately executed upon descending passages, formed
of the notes which constitute harmonies, such as the triad, or
common chord; but upon the harmony of the diminished seventh,
descending, its effect is brilliant and charming!”

Now turn, O reader, to Example 4, and on beholding this .
¢ English Harmonious Grace,” or ‘English Mordente,” your
surprise and admiration will equal our own.

No! nothing of the kind is to be met with in the compositions
of our Clementis, nor of our Cramers; we may search in vain for
a type of this ¢ brilliant and charming effect” in such writers as
Dussek, Moscheles, or Hummel. It belongs, by the right of in-
vention, to Mr. Mott; ‘“none are genuine,’’ unless they be marked
with the initial of the proprietor’s name, a little m; and, after
this notice, if any person or persons should be found pilfering, or
endeavouring to impose a “spurious article” on the public, he, -
or they, shall be immediately summoned to our High Court of
Criticism, there to be dealt with accerding to the statues in such
cases made and provided. _

Having explained the ¢ Bebung,’ “Tremulo,”” ¢ Tremolenta,”
“ Tremante,” or ¢ Tremando’’—which words, though they look
so fiercely, are perfectly harmless, and signify nothing more than
¢ the rapid reiteration of the notes of a chord”’~—our author gives
us a very pleasing piece of information—namely, that Steibelt hag
got into the “angel choir!” Notwithstanding all the advan-
tages of his present sitwation, it appears, poor man ! that be was
exposed to a dreadful privation, in not haviag heard the soste-
neate piano forte, previously to his Jast flight : it is clear, however,
that had he emjoyed that ecstatic pleasure, he might have suffered
something from @ violent fit of crying.

« Bteibelt (whose spirit has now flown to join the angel choir)
has made frequent use of this ornameant.” Brsuxg.) “8e
desirous was he to produce a continuity of tone on his instrument,
that had it been possible for him to have heard the beautifully ex-
pressive effect of my SogtenentePianoForte, it would hevegonenigh
to have overpowered his dolicate sensibility ; it would have been.
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too much for his cultivated feelings. He would have melted in a
dewy shower ! Peace to his manes! HE has risen to a brighter
sphere! Some authors take advantage of the Tremando to de-
scribe the rage of elements in roaring strife.”

Hard hearted critics as we are, we must confess, that we could
not read the above exquisite extract without feeling the most
ively emotions, at the end of which our eyes were wet with a
¢ dewy shower ;”’ and nothing could have relieved us so much as
the wholesome and practical piece of information which closes the
whole paragraph.
Here we ought to pause ; but though our quotations have been
copious beyond all former examples, we cannot prevail on our-
selves to omit Mr. M.’s valedictory lines.

“T have held such lengthened intercourse with my imaginary
student, that I feel, in closing these pages of my book, as I do in
bidding Farewell! to a friend; when an indefinable sensation, at
the heart, forbids the faultering tongue to utter the separating
sentence; till Hope, with her undying torch, casts a bright light
on that leaf, in Futurity’s dark page, which speaks of another
meeting : on it I read, that if health and life be spared me, we,
too! way meet again; for 1 bave, in contemplation, a following
treatise ; intended to search still deeper into Music’s fascinating
mine : therefore, in bidding him Addio! it is An plaisir! Au
revoir !’

On taking a general review of the work before us, now that’
our minds are a little relieved from the magical influence of its
style, we must confess we think it far from being satisfactory.

At times the author is too circumlocutory—too much inclined to
beat about the bush, as we say in homely English ; at other times
he gets on too fast, and is too much inclined to take matters for
granted. ‘ _ _

- Section the third, which treats of ¢ the cliffs, notes,” &c. will
furnish an example of the first defect. There, instead of simply
observing that the notes stand in alphabetical order in the staff,

.and are reckoned from the cliff note, Mr. M. ¢ earnestly recom-
mends a frequent rehearsal’’ of two long tables, which are set
out with such novelties as the following—¢ over line,” ¢ under
line,” ‘¢ neutral note,” ¢ over space,” &c. The student, to be
gure, is referred to the examples, in which the “ centre, perpen-
dicular, dotted, reference line,” points from the notes, on the
siaff, to their corresponding keys on the clavier. He may also
derive help, if he can, from such observations as these :
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¢ The bass notes are played two octaves lower on the instru-
ment than the treble.

¢ The lines or stﬁnces of the G or treble cliff proceed exactly,.
iR their order, as the bass; but their appellations are given one
line or one space lower ; thus the first line in the bass and the
second in the treble are both called G; and the first space in the
bass and the second in the treble are called A; and sp on with all
the lines and spaces.” .

Opposed to this we find Mr. M. observing, in Sec. XII.

" % The student has now practised the natural scale of C major,’

together wiih several pieces, exercises and examples, written
therein; and hasseen that, by the use of one flat at the cliff, the
scale was changed to I major; that is to the fourth note above
the original scale of C, and the fourth degree below this flat; if
more than one flat is employed, and the piece be in a major scale,
its name iy sure to be that of the fourth :f:ee below the last flat:
in like manner,. if one sharp be employed, at the cliff, the scale
would be changed to G major; that is to the fifth note above the
original scale of C, and the next degree above the sharp: if more
than one sharp be employed, and the piece be written in the mtijor
the acale will derive its name from the next degree above the last
sharp; thus,if two sharps should be established at the cliff, they
would be F and C, and the major scale would be called D.”

From explanations similar-to the foregoing, and from tables of -
major and mino6r scales extended to fourteen sharps and flats, we
are to obtain our knowledge of this important part of musical
science : and’ the author is pleased to declare, ¢ the pupil will,
hereafter, rejoice to find perplexity, on this point, removed by an
extra quarter of an ‘hour’s attention to this subject.”

‘But the circumstance which may chiefly retard the circulation
of this wonderous performance, is the total separation in it of the
examples from the text. We fear that not all the grace and sen-
sibility of our author will compensate for this defect ; and though
we may turn again with rapture to his harmonious periods, we
shall find it impossible to turn to and from the examples which
are intended to illustrate them.

The work is well engraved and printed ; and, considering that
money is now a mere drug, we are surprised that Mr. Mott should
think of offering it to us for so little—the price being only one

pound five shillings: .

Q2
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The Beaulies of IIum:nel Jor the Piano Forlc.-—Booh l, 9,
London. Cocks and Co.

Pot Pourri for the Piano Forte and Harp, composed by J.N..
Hummel ; the Harp Part arranged for the Guuar by J. Mos-

cheles. London. Boosey and Co.

Variations to a Theme in the Opera “Jean de Paris,” with a grand
Introduction by J. Mayseder, for the Piano Forte, Solo, by
Gelinek. London. Boosey and Co. -

Variations on a favourite German Air for the Piano Forte, by Jos.
Mayseder London. Cocks and Co. .

4musemens de I Opera, Scloction of the most admired Piem JSrom
the latest Operas and Ballets, arranged for the Piano Porte.—
Nos.3& 4. London Boosey and Co. . .

Euterpe, or a choice Collection of Polonoises and Walises for the
Piano Forte, by Forcign Composers.~~Books 1 & 2. London.
Cocks and Co.

Selection of Airs varied, Rondos, &c. for Piano Forte and Violon-
cello, by the most admired Foreign Composers. Book 1. London.

. Boosey and Co.

Collection of choice Pieces for the Violoncello and Piano Forte,
selected and arranged from the best Forcign Composers,by N.H.
Hagart. Book1l. London. Cocks and Co.

Foreign Melodies for the Flute, selected from Berbigwier, Drowet,
Farrene, Gabriclsky, Keller, Klengenbrunner, Kuhlau, Rossini,
Saust, Tulou, Wern, &c. by Charles Saust.—~Books 1 & 2.
London. Cocks and Co.

Fourteen casy Picces and Eight short Preludes for the Guitar,

composed for the use of Beginners, by Ferdinand Carulli. Lon-
don. Boosey and Co.

‘We have here selected and classed together some of the many
foreign compositions now covering our table. The increasing
abundance of such publications would argue a proportionate in-
crease in the cullivation of the art, for great as is the home supply,
it does not seem to meet the demand. The reputation of foreign
artists in this country may in some degree account for the intro-
duction of the compositions of many who have never visited us,
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and whese existence has till of lute boen almost unknown here.
'The love of variety and novelty is probably another great cause,
und we would also gladly attribute a better motive to the mmical
world, namely, & desire to extend and acquire wseful information..
An acquaintance with French, Italian, and even (German litere-
ture, is now considered almost as mecessary in education as a
knowledge of that of our own country. It is considered disgruce-
ful for an amateur of painting to be ignerant of the peculiar dis-
tinctions between the styles of Raphael, Titian, Guido, Claude, &c.
Why then is it not equally desirable for a musical virtuoso to be
acquainted with the manner of Hummel, Yon Weber, Mayseder,
Gallemberg, &c. &¢. Very little time and attention will procure
this information, presupposing an acquuintance with the styles of
the best English masters, and of those naturalized, as it were,
amongst us.

The beanties of Hummel consist of a selection of the best com-
positions of this celebrated composer, and will be completed in
twelve numbers. Three are already out; the first is his cele-
brated Fuantasia in G flat, noticed in vol. 4, p. 875; the second,
the slow movement from his Septett, op. 74, performed by Mr.
Neate at the Philharmonic ; and the third, the Rondo Brillante,
op.56. The remaining part of the Septett will appear in some of
the succeeding numbers. The second number is particularly dis-
tinguished for its difficulty, as well as for the learning and inge-
auity of its construction; it is however rather & dry study.
third is a beautiful specimen of the style of the master. The in-
troduction contains an elegant example of the mode of ornament-
ing and changing a passage; see the two last staves of page 1 and
the four first of page 2. 'The subject of the rondo is playful and
graceful ; the piece is perbaps rather too long, but this much de-
pends on the powers of the performer. This work, when com-
pleted, will form a useful selection for the piano forte player, as a
record of ‘the style of the masters, as well as a means of acquiring
facility.

The Pot Pourri is an elegant and brilliant duet ; the themes
are numerous, and are contrasted and arranged with taste and
spirit. Itis just sufficiently difficult to excite the mdustry of per-
formers of little acquirement, and to prevent indifference in those
more advanced. .
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Gelinek’s Variations have much of what the Freuch call bisir-
reric about them, they are certainly more quaint than agreeable.

Mayseder's German Air is in a natural and easy style, making -
ne pretensions, but raised above mediocrity by native eleganoe
.and good taste.

The third and fourth numbers of the Amusemens de I’Opera
contain four pieces from Roesini’s Zelmira ; they are JlldICIOIIBly
selected and amnged in a familiar style.* :

The Euterpe is a selection of great taste, novelty, and variety.
The first number opens with a Polonoise by Oginsky, very:
origioal, full of melody and pathetw expressxon ; indeed we have
seldom heard.a more begutiful air ; it is in itself worth the whole,
price of the number, which likewise contains an elegant waltz by
Paer, one from the Freyschutz, and two Polonoises by Hummel.
and Himmel. The second book is hardly equal to the first: the
best pieces are the waltges by Weber ; those from Roesini’s operas
tell too distinctly that they were not.intended to be so tortured.

. Boosay’s Selection of Duets for the Piano Forte and Violon-.
cello are of a kind to be extremely useful.  In the compositions
for these instruments the violoncello part is generally either too
difficult or too ipsignificant. The first number of this work, a
Rondoletto by Lauska, is exactly in the medium. In Cock’s col-
lection the subject of the first number is ¢ E tu quando tornerai,”.
from Tancredi; the violoncello concertante, (or. rather cantante),'
for it takes the voice part the whole way; and therefore requires
. the hand of a master.

..'The Foreign Melodies have been carefully selected by Mr.
Saust from the composmons of distinguished masters, and is a
wseful work for the exercise of amateurs: it will be complete in
twelve numbers.

Carulli’s Lessons for the guitar are eomposed with 2 know-
ledge of the powers of the instrument, and Judgment in their ap-

* The performance of the opera of Jelnira in this country has occasioned
it to be arranged in various sh Besides the above we have now before
us Melange sur les Airs tires ?e'Zelmire, par Camille Pleyel; the favourite
airs from Selmira, arranged for the piano forte and flute by D. Bruguier, for
the harp and flute by N. C. Bochsa; and three numbers of duets for the

o forte by Watts; the subjects of which are, the introduction and chorus,
“ Ok scagure, Ok u_fuw(o evento,” the Muarcia Festiva « Cura, deh atten.
dimi,? ¢ 4h! gia trascorse il di,” and Sodve cosforto.”
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phcat:on The guitar ceases to be agreeable when it is made
wonderful, it should only be employed in chords and arpeggios,
for it will hardly bear passages of any other construction. Mr.
Carulli seems to have felt this, and has given as much variety and
interest to his work as the narrow space to which he is confined
would permit. o

.
~
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Vie de Rossini par M. de Stendhall, Paris; ches Boulland et Co.
Memoirs of Rossizi; by the Author of the Lives of Haydn and
- Mosart. London. Hookham.

" The biography of great artists is generally in some degree a
history of the progress of art during the age in which they flourish,
while at the same time it illustrates, if written in any thing like a
philosophical spirit, the transactions of the past. Those who
have read “the Lives of Haydn and Mozart” will know how the
lively author mixes the past and present times of music with
anecdote and observation, and how he illustrates causes while he
. describes the effects of the art. No man apparently has more
entirely devoted himself to the enjoyment of a single department
as this author to dramatic music, its compasers, and singers. He
has a lively and excursive imagination, an enquiring mind, and
an‘intimate acquaintance with the works of the principal operatic
authors, and the manner of the performen in most of the cities of
Earope. From sucha hand must proceed a very amusing and
not an uninstructive book. Such a production accordingly is the
volume before us, -

- The translator has cnrtuled the original of its proportions,.
and to give him the credit which is his due, he has abstracted and
abridged and transposed judiciously in the main, though it
appears from some errors and mistranslations he is not very deep
in the science, or indeed in the technicalities. But he under-
stands book-making. The most acceptable comment we - can
give is to make abridgments of the least interesting parts, and to
abetract as many of the principal points as our limits will permit.
We must however premise that the book is well worth possessing
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to every amateur, and it is not dear, "We nevertheless can bat
remark how great an advaatage our neighbours, the Kreach,
seem to have over us in the cheapness of their publications.
Every page of the French work contains one-fourth more lettor-
prées then the English edition, The French has 635 pages, the
English 330. The French is a.ltpgether more handsomely printed
and on better paper. The French sells in Paris for seven francs
(six shillings and eight-pence)—the English in London for halfa
guinea!!! We must indeed consider in this comparison that
French is an universal language, and that the English translation
will circulate little beyond our own Empire. There is too the
more extensive demand, which the more eager cultivation of
music and curiosity about its professors creates abrosd—but still
the advantage lies mostly on the side of the French.
It is thus that M. Bombet or Stendhall, whateoever he be,
relates “ the birth, parentage, and education’’ of his hero.
¢ Gioacchino Rossini was born on the 29th day of February, 1792,
at Pesaro, 2 town in the Papal states. His father was an inferior
r on the French horn, of the third class, in one of those
strolling companies of musicians, who attend the fairs of Sini-
lia, Fermo, Forli, and other small towns of Romagna, or its
vieinity. ‘The little musical resources, in which the company is
deficient, are collected in the neighbourhood where they pitch
their tent; an orchestra is collected impromptut and the good

folks of the fair are treated with an opera. His mother, who
for one of the prettiest women of gne, was a seconda
of very e talents. They went from town te town,

and from company to company—the husband playing in the
orchestra, and the wife singing on the stage. Poverty was of
course the companion of their wanderings ; and their son Rossini
eovered with , and with a same that resounded from one
of Europe to the other, faithful to his paternal %overty, bad not,
before his arrival two years ago at Vienna, for his whole capital,
a sum equal to the annual pay of an actress on the stage of Paris
or Lisbon. Living is cheap at Pesaro; and, although this family
subsisted on the wmost precarious means in the world, they never
lost their natural gaiety, and strictly adhered to the maxim of
taking no heed for the future. ’

¢ Rossini’s portion from his father was the true native heirship
of an Italian—a little music, a little religion, and & volume of
Arioeto. The rest of his education was consigned to his mother,
the youngsinging girls of the company, those prima domnas in
embryo, and the gossips of every village through which t

. This was sided and refined by the musical barber

news-loviag coflee-house keeper of the I;apnl villege.”
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Romsini began the study of music at 12 years of age, under a
.person pamed Tesei. He first sung in the church, and by his
voiee and his vivacity gained some friends among the priests who
officiated. He learned of his master enough to be able to read
music, te sing tolerably, and to accompany, together with the
rudiments of counterpoint. After making a musical tour throagh
Romagna, in 1807, he eptered the Lyceum, at Bologna, and be-
came the scholar of Padre Mattei. In the succeeding year he
meade a symphony and a cantata, which was his first essay in vecal
music. He was chosen director of the Concordi, a musical society,
formed prebably amongst the pupils of the Lyceum. In 1811 he
was appointed to direct ¢ Haydn’s Scasons,” at Bologna, on the
same day that Marchesi, the celebrated soprano, conducted the -
Creation of the same author, at a public performance in that city.
His family returned to Pesare, but Gioacchine remeined at
Bologna, under the protection of some rich amateurs, by dne of
whom (a lady) ke was sent to Venice, to the theatre San Mos2,
where he composed an opera (in one act) called La Cambiale di
Mairimonio, and which was successful. Hs had however pre-
viously written Demetrio e Polibio, though it had not been per-
formed. He now (1811) began to write constantly for Bologna,
Ferrara, and Venice. At the latter place, being treated with
some contumely by the manager, he gave the folewing singular
trait of his originality of character: '

“ In the allegro of the overture, the violins were made to.break
oft at the end of every bar, in order to give a rap with the bow
upon the tin shades of the candlesticks. It w be difficult to
imagine the astonishment and indignation of an immense com-
course of people assembled from every quarter of Venmice, and
evea from the Terra Firma, to hear the new opera of the young
maestro.. This public, who, during the greater part of the aftes-

noan, had besieged the doors, who bad been forced to wait whole
hours in the and at last to endure the ¢ tng of was’ at _
the opening ox the goom, thought themeelves pessonally imsulted,
and hissed with all the vemgeance of an enraged ktalian public,
Rossini, not in theleast moved by all this uproar, eoally asked the
trembling impressario with a smile, what he had gained hy tneat-:
ing him so. cavalierly? He then quitted the thoatre, and started
at once for Milan, where his fri bad procured him an en
ment. Hawever, a month aften, he made his peace with the
humbled manager, and returning to Venice, produced his
Tancredi.

“ No adequate idea can be formed eof the success which
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this delightful opera obtained at Venice, the city, of all others,
considered as most critical in its judgments, and whose opinions,
as to the merits of a composition, are supposed to hold the greatest
weight. Suffice it to say, that the presence of Napoleon himself,
who honoured the Venetians with a visit, was unable to call off
their attention from Rossini. All was enthusiasm ; tutto furore,
to use the terms of that expressive language, which seems to have
been created for the use of the arts. KFrom the gondolier to the
patrician, every body was repeating Mi ¥ivedrai, ti revedro. In
the very courts of law, the judges were obliged to impose silence
on the auditory, who were ceaselessly humming T: revedrs.—
¢ Our Cimarosa 1s returned to life again,’* was the expression
when two dilettanti met in the streets.

“The national honour of the Venetians was still alive to the
insult of the obligato accompaniment of the tin candlesticks.
Roesini was congcious of this, and would not venture to take his
place at the piano. He anticipated the storm that awaited him, .
and had concealed himself under the stage, in the passage leading
to the orchestra. After waiting for him in vain, the first violin,
finding the moment of performance draw nigh, and that the public
beganto manifest signs of impatience, determined to commence
the opera.

“The first allegro pleased so much, that during the applauses
and repeated bravos, Rossini crept from his hiding place, and
slipped into his seat at the piano.”

The history of the composition of the scena, which forms the .
extract of Tancredi, is very curious.

“ Rossini had composed a grand air for the entrance of
Tancred, but it did not please the Signora Malanote, and she
refused to sing it. What was still more mortifying, she did not
make known this unwillingness till the very evening before the
first representation of the piece. Malanote wasa first rate singer ;
she was in the flower of youth and beauty, and the gallantry of
the young composer was obliged to give way to this no unusual
sally of caprice. At first his despair was extreme : ¢ If, after the
occurrence in my last opera,’ exclaimed Rossini, ¢ the first en-
trance of Tancred should be hissed, tutta I'opera va a terra.’

¢ The poor young man returned pensive to his lodgings. An
idea comes into_his head, he seizes his pen, and scribbles down
some few lines; it is the famous Tu che accendi,—that which, of
all airs in the world, has perhaps been sung the oftenest, and in
the greatest number of places. The story goes at Venice, that
the first idea of this delicious cantilena, so expressive of the joy of
revisiting one’s native shore after long years of absence, is taken
from a Greek litany, which Rossini had heard some days before
chanted at vespers, in a church on one of the islets of the Laguna,

* Cimarosa, adored at Venice, and the intimate friend of the greater part:
of the amateurs of music, died there a few years before, in 1801.
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near Venice. At Venice, it is called the aria dei risi (air of rice) ;
the reason is this :—In Lombardy, every dinner, from that of the
gran signore to that of the piccolo maestro, invariably begins with
a plate of rice; and as they do not like their rice overdone, it is
an invariable rule for the cook to come a few minutes before
dinner is served up, with the important question—bisogua mettere
¢ rizi 2—(shall the rice be put down:?) At the moment Rossini
came home, in a state of desperation, his servant put the usual
question to him ; the rice was put on the fire, and before it was
ready, Rossini had finished his celebrated ¢ Di tanti palpiti.’ >

We should scarcely do justice to the author were we to confine
our extracts to what merely relates to Rossini—we therefore pre-
sent the following as a specimen of the analogical method of illus-
tration so frequently employed :

¢ If we were to consider harmony under another point of view,
in as far as regards its relation to song, it might be remarked that
Rossini has employed the same art that distinguishes the writings
of Sir Walter Seott, and which, if we mistake not, has ensured
such extraordinary success to the author of ¢ Old Mortality.’ As
this author prepares and sustains his dialogues and recitals by
highly coloured deseriptions, so does Rossini his song by high-
wrought harmonies. In illustration of my idea, see the opening
scene in ¢ Marmion,’ and in particular the first pages of ¢ Ivanhoc,”
which present us with that admirable description of the settin
sun, darting his last horizontal rays through the low and tufte
branches of the trees that conceal the habitation of Cedric the
Saxon. The pale rays fall upon the singular attire of the fool °
Wamba, and Gurth the swine-herd. Little as these two per-
sonages seem suited to the heroic, yet, by being thus connected
with this opening description, we feel a certain degree of interest
in them, and are anxious toknow what they have to impart ; and
when at last they do speak, their least words possess a more than
common interest. Suppose the romance to have opened with this
dialogue, unprepared by any description, gnd it would be found to
have lost nearly the whole of its effect.

¢ It is thus tKat men of genius employ harmony in music, in the
very manner that Sir W. Scott has done description in these
instances ; others, not excepting the learned Cherubini, heap up
their harmonies one upon the other, in thc sayne manner as
Delille has done his descriptions in his poem, ¢Ld Piti¢’ How
different from this Sir W, Scott, who bya happy interchange of
dialogue and description, gives a keener relish for each. Such
descriptions, when judiciously employed, have a wonderful effi- .
cacy in soothing the soul, and in giving it that tone which allows
the simplest dialogue to produce its full effect, and the same
observations may equally apply to harmoni' when employed with
taste and judgment. In the days of Pergolese, such descriptions
were unknown; Mozart was the Sir Walter Scott. in music.
‘He employed description in the most effective and enchanting

R 2
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manner ; sometimes, though rarely, he carried it' to excess.—
Mayer, Winter, and Weigl, like the Abbe Dellile, are lavish of
their descriptions ; learned, it must be allowed, correctin gram-
mar, and in the .mechanical part of art, but cold and unteresting.
Rossini has employed them in a manner that has universally
pleased ; his colouring is lively, and his lights singularly pic-
turesque ; he always attracts the eye, but he someétimes fatigues it.
In his ¢ Gazza Ladra,’ for instance, we would fain a hundred
times silence the orchestra, in order to be gratified by more song.
Rossini had not given into these faults, when he wrote his ¢ Tan-
credi ;’ he then preserved the happy mean between abundance and
profusion ; he knew how to adorn beauty withent concealing it,
without taking from its effect, without overloading it with vain
ornaments. Its songs are, if I may be allowed the expression,
garnished with singular, new, and unexpected eecompaniments,
which always enliven the ear, and give a poignant effect to things
in appearance the most common ; and yet, while these accompa-
niments produce such powerful effects, they never interfere with
the ease and freedom of the voice; or, to use the more ha
expression of a celebrated critic,* ¢ Fanno coll canto conversasionc
rispetosa,” they never exceed the bounds of a respectful conversa-
tion in regard to song ; they take care to be silent when the song
appears to have something to say. In the German mwsic, on the
contrary, the accompaniments are frequently loud and insolent.

¢« ¢ There are faults in the first finale of Taneredi,’ seid a critic
one evening at Brescia ; ¢ there are leaps frem one note to another
that astonish the ear.” The reply was—¢And is it abealutel
necessary that the ear should never be astonished 2 Ifyou wis
to make discoveries at ses, Iou must encounter dangers, and dash
into unknown - latitudes. If it were never permitted te astonish

the ear, would the wild and singular Beethoven have succeeded
after the noble and judicious Haydn 2’

We have next a striking picture of indolence, and a not less
extraordinary proof of a curious fertility.

% During his residenée in Venice this year (1813), he lodged in
a little room at one of the small inns. When the weather was
cold he used to lie and write his music in bed, in order to save
the expence of ﬁrin% On one of these occasions a duet, which
he had just finished for a new opera, ¢ Il Figlio per Aszardo,”
slipped from the bed and fell on the floor. Rossini peeped for it
in vain from under the bed clothes—it had fallen under the bed.
After many a painful effort, he crept from his snug place, and
leaned over the side of the bed to look for it. He sees it, but it
lies beyond the reach of his arm; he makes or two ineffectual
efforts to reach it, he is half frozen with cold, and, wrapping him-
self up in the coverlid, exclaims, ¢ Curse the duet, 1 will write

* M. Buratti, the author of ¢ L’[lome” aud ¢ L’ Elcfanteide,” two delight-
ful satires.
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it over again ; there will be nothing difficult in this, since I know
it by heart.’ He began lglin, but not a single i1dea could he
retrace ; he fidgets aboat for some time—he scrawis—but not a
note can he recall. = Still his indolence will not let kim get-out of
bed to reach the unfortunate paper. ¢ Well?® he exclnims in a
fit of impatience, ‘1 will re-write the whole duet, Let such
composers as are rich enough keep fires in their chambers. 1
cannot afford it. - 'There let the confounded paper lie. It has
fallen, and it would not be lucky to pick it up again.’ _

“ l-fe had scarcely finished the second duet when one of his
friends entered. ¢ Ilave the goodness to reach e the duet that
lies under the bed.” The friend poked it out with his cane, and

ve it to Rossini. ¢Come,’ says the compeser, snuggling close
m his bed, - I will sing you these twe dwets, and do you tell me
which pleases you best.” The friend gave the preferénce to the
first ; the second was too rapid and tSo lively for the situation in
which it wasto stand. Another thonght came into Rossini’s head ;
ke seized his pen, and without less of time werked it up into a
terzetto for the same opera. The person from whom I had this
anecdote, assures me, that there was not the slightest resemblance
between the two duets. The terzetto finished, Rossini dressed
himself in haste, cursing the cold the whele time, and set off with
his friend to the casine, to warm himself and take a cwp of coffee.
After this, he sént the lad of the casino with the dwet and the

terzeito to the copyist of € San Mos?,’ to be inserted in the -

score.”’

. When Joeha Bull murmurs at the extortionate value which
foreign cemposers awmd singers set upon their services—when
Madame or Signor demands £2500—a suitable lodging—a car-
riage—a table of fourteen covers, and such other little items for a
season's performance—it would be well if the following descrip-
tion which our author gives of the Italian method of treating such
folks could be introduced into the reply of the English manager.

 In the autumn of the same year (1812), Rossinti was engaged
(scriturato) at Milan. The reader, curious in theatrical history,;
may perhaps wish to know the nature of this scritura. It consists.
of an agreement, usually priated o two pages, containing the
reciprocal obligations on part af the maestro, er singer, and
on tLt of the impressarie, or manager. In Italy it is set down as
mothing short of a miracle, if one of these impressayj happens to
escape bankruptcy, and regularly pays his singers and maesiro,
When it is known what poer devils some of these gentry are, one
has really cause ¢o pity the poer maesire, wha is obﬁged to depend
on such creatures for the meams of subsistence. The first impres-
sion produced at beholding an Italian impressario is, that the
moment he can scrape twenty sequins er, he will show the
money as a temptation to some tailor to make him a decent coat to
his back, and then that he will start with his sequins, coat and all. .



126 "MEMOIRS OF ROBBINI.

¢ Other composers hava had a year or more allowed them for
the composition of an onera ; Rossini, animated perhaps by the
recollection of the prolific days of painting, has, like another
Guido, been driven to the uecessity of composing an opera in the
course of a few weeks, in order to furnish the means of paying his-
landlord and his washer-woman. Perhaps one ought to apologize
to delicate readers for entering into t homely details ; but
truth is truth, and a biographer should not sacrifice it to mere
delicacy. The difficulty under these circumstances is to struggle
against the humiliating feelings that such a state of things is apt
to produce, and which too often prove hostile to the energies of
the imagination. Happily for Rossini, such an effect was not
produced upon his finer faculties; he preserved all the vigour
and freshness of his genius, under circumstances that.might have
depressed a less elastic spirit.
. %< La Pietra del Paragene,’ (the Touchstone) is considered
by some critics as the chef d’ceuvre of Rossini in the buffa style.

¢ Sigillara (a seal) is the barbarous, half-Italian word, with
which the Turk, who is the principal character in disguise,
answers all the objections made to him. He wishes to put seals to
every thing and every place. This kind of cant word, which is
repeated by the Turk on all occasions, and in every possible tone,
made such an impression upon the good people of Milan, that the
adopted it at once as the name of the piece. If you were to tal
of ¢ Pictra del Paragone’ in Lombardy, nobody would under-
stand you: you must say, ¢ I/ Sigillara.’

¢ The effect of the Sigillara finale was quite magical. People
ran in crowds to Milan, from Parma, Piacenza, Bergamo, Bres-
cia, and all the towns within twenty leagues distance. Rossini
was the first man of his age; nothing was in every mouth but
Rossini ; all the world ran to see him as a prodigy. Love was
not tardy in hastening to recompense the musician who was such
an enthusiast in its praise. Dazzled by the glories that sur-
rounded him, the prettiest, perhaps, of the pretty women of Lom-
bardy, fell desperately in jove with him. g‘aithful heretofore to
her duties, and cited as a pattern of young and prudent wives, she
at once forgot her reputation, abandoned her palace and her
husband, and publicly stole away her favourite from the arms of
Marcolini.

¢ Rossini made his new devotee the first musician probably in all
Italy ; seated by her side at her piano forte, and at her country-

houseatB . . ... he composed the greater part of those airs
and cantilenas which afterwards made the fortune of his thirty
operas.

“]It wasat Milan that Rossini stole the idea of his crescendo,
since so celebrated, from a composer of the name of Mosca, who
flew intoan outrageous passion when he heard of the circumstance,
and threatened vengeance against the thief':

Tantene animis celestibus ire ?¢

# In heavenly minds cam such resentment d-vell 2
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The next trait is no slight demonstration of vanity. It must be
granted, that if the biographer sometimes praises extruvagantly,
he seems not to conceal the faults of his hero. :

¢ After obtaining such distinguished success at Milan, Rossini
revisited Pesaro and his family, to whom he is warmly attached.
The only person with whom he has been known to correspond is
his mother, and his letters to her are thus singularly addressed :

Al ornatissima Signora Rossini, :
Hadre del celebre Maestro,
In Bologna.*

¢ Such is the character of a man who, half in jest, half in ear-
nest, scruples not to make an avowal of the glory that surrounds
him, and raughs at the modest prudery of the academy. Deriving
happiness from the effects produced by his genius upon a people
the most sensitive ul)on earth, and intoxicated with the voice of
praise from his cradle, he believes implicitly in his own celebrity,
and cannot see why a man, gifted like Rossini, should not rank in
thesame degree as a general of division or a minister of state.
They have gained a grand rize in the lottery of ambition—he
has gained a grand prize in the lottery of nature. This is one of
Rossini’s own phrases ; I heard it from his own lips, at a party
given by Prince Ghigi, at Rome, in 1819.”

Rossini was exempted, it appears, from the Conscription—a
rare tribute to genius; he returned to Bologna, where, when
accused of his errors and sins against the grammar of music, he
Jjustified himself by an avowal of his love of pleasure, and the
necessity for haste thus engendered.

_ ¢ While he resided here his Milanese admirer abandoned her
splendid palace, her husband, her children, and her fortune, and
early one morning dplunged as if from the clouds, into the little
chamber of his lodging, which was any thing but elegant. The
first moments were all tenderness, but scarce had the transports
of their meeting subsided, when the door opened, and in rushed
one of the most celebrated and most beautiful women of Bologna—
the Princess C.... A scene ensued, which the comic pencil of
Gay has already anticipated in the Beggar’s Opera. The reckless
Rossini laughed at the rival Queens, sung them, like another
Macheath, one of his own buffa songs, and then made his escape,
leaving them gazing on each other in dumb amazement.”

It may be a piece of useful and even of wholesome information to
let the good people of England a little further into the history of
Italian theatres. 'The author does this in the following manner—
and as a commentary, we beg to have it borne in récollection that

* * To the most honoured Signora Rossini, mother of the celebrated composer,
in Bologna. -



198 MEMOIRS OF ROSSINI.

report assigns £2500 as the salary te Raesini and his wife for the
present season of six months, by the manager of the King’s
Theatre. But then the climate of England isso injurious to the
chest of an Italian !-—doubtless—as injurious as a plethora ean be.
Twelve hundred peunds too are asked for his unwritten opera !
A vile climate!! and a hundred guineas for any composition
from his pen! Heugh! Heugh! Heugh! Heugh! Oh the per-

nicious fogs of Lendon!!
¢ After hissuccess at Bologna, which is considered as the head
quarters of Italian music, Rossini received offers from almost every
town in Italy. Every impressario (director) was required, as a
sine qua non, to furnish his theatre with an opera from the pen of
Rassmmi. The consideration he fenenlly received for an ra
was a thousand francs, (about 40/.) and he gemerally wrote.gm
four to five in a year.
¢ The mechanism of an Italian theatre is as follows :—The
impressario is frequently one of the most wealthy and comsiderablo
of the little town he inhabits. It most comnonly proves
a rainous undertaking. He forms a company, consisting of a
prima donna, tewore,* 0 cantanie, basso duffo, a second female
singer, and a third basse. He en a maesiro (compeser) to
write & new opera, who has to adapt his airs to the voices and
capacities of the comru&). The poem (libretto) is purchased at
the rate of from 60 to 80 francs, from some unlucky son of the
Muses, who is generally a poor bhu abbe, the hanger-on to
some rich fumg'e intha neighbourhood. The character of the
parasite, so admirably painted by Terence, is still found in all its
glory in Lombardy, where the smallest town can boast of five or
six families, with an income of five thousand livres. 'The impres-
sario, who, as we before abserved, is generally at the head of one
of these families, entrusts the care of the financial department of
the concern to a registrario, who is commonly some pettifogging
lawyer, who holds the situation of his steward. The next thing
that generally haspem is that the impressario falls in love with the-
prima donna; and one of the great objects of euriosity among the
gos};slips ofthe little town, is to know ifhe will give her his arm in
ublic.
P The troop, thus organized, at. length gives its first repre-
sentation, after a month of cabals and intrigues that form subjects
of conversation for the whole period. This prima recita forms an
era of of the utmost importance in the simple annals of this little
town, .and of which larger towns can ferm no idea. During

& By.the term fenere is understood the strong breast-voics in the wpper
tones, in opposition to the head-voice, which is called falsetta. ‘The opera
buffa and the opera di mex20 carattere are generally written for common
temors, and which from that circomstance are called tenari di mesza ografiese.
The opera seria is the proper field for the display of the true tenor voice.
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whole monti? eight or ten thousand persons do nothing but discuss
the meorits and defects both of the music and si with all the
stormy vivacity which is native to the Italias clime. This first
tatipn, if no unforsseen disaster occurs, is generally
fmowod by twenty or thirty others; after which the company.
breaks up. 'This is what is generally called a stagione (season.)
The last and best is that ofthe carmival. The singers who are
not scriturati (engaged) in any of these companies, are usually to
be found at Milan or Bologaa; there they have ageats, whose
business it is to ‘find them engagements, or to .manccuvre them.
, into better situations when an opportunity offers. .
“From this little sketch of trical arrangements in Italy,
some idea may be easily formed of the kind of life which Rossim

“ From 1810 to 1816 Ressini visited in succension all the priaci-
1 towns of Italy, remaining from three to four months in each.
herever he arrived he was received with acclamations, and féted
by the dilettanti of the place. The first fifteen or twenty days-
were with his friends, diming owt,and shrugging up his:
shoulders at the nonsense of the libretto, which was given him to
setto music. ¢ Tx mi hai dato versi, manon situazioni,’* have: I
heard him frequeantly repeat to an unkappy votary of the mine,
who stammered out a theusand excuses, and two houss afier came
to salute him in a sonmet, ¢ wmiliato alla gloria del pis gram
macstro &’ Italia ¢ del mondo.’ t N
“ After two or three wecks spent im this dissipated manner,
Rowsiai begins to refuse invitations to dinnvers and musical soirdes,
and falls te work in geod earnest. He occupies kimself in study-
ing the voices of the performerd, he mekes them sing at the piano,
and, on more than one oeccasion, be has been driven te the morti-'
fying necessity of mutilating and ¢ curtailing of their fair proper-
tions,” some of his most brilliant and happy ideas, becaunse the
tenor could not reach the note which was necessary to express the
composer’s feeling, or because the prime donna always sung false
in some particular tone. Sometimes, in a whole company, he
could find no one but a base who ocould sing at all ; and, about
three weeks before the first representation, having acquired a
nt knowledge of the voices, he begins to write. He rises
late, and passes the day in composing in the midst of the conver-
sation of his new frieads, who, with the most provokilﬁgolihneu,
will not quit him for a sisgle insteat. The day of first re-
presentation is now rapidly apg\r'ouch'ng,.and yet he canmot resist -
the pressing solicitations of these Friends to dine with them
a I'Osteria. ‘This of course leads to a supper; the sparkling
champagne circulates freely ; .the howrs of morning steal on apace.
At leagth a compunctious visiting shoots across the mind of the

®* You have given me verses, but not situations.
"+ Inscribed with all humility to the glory of the greatest composer of
Italy, and of the world. - ‘ )
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truant maestro ; he rises abruptly; his friends will see him to his
own door ; they parade the silent streets with heads unbonneted,
shouting some musical impromptu, perhaps a portion of a miserere,
to the great scandal and annoyance of the good Catholics in their
beds. At length he reaches his house, and shuts himself up in his
chamber, and it is at this, to every-day mortals, most ungenial
hour, that he is visited by some of the most brilliant of his mspi-
rations. These he hastily scratches down upon odds and ends of

aper, and next morning arranges them, or, to use his own phrase,
tastruments them, amidst the same interruptions of conversation

as before. '

¢ At length the most important of evenings arrives. The
maestro takes his place at the piano; the theatre overflows;

ople have flocked from ten leagues distance. The curious
orm an encampment around the theatre in their calashes : all the
inns are filled to excess, where insolence reigns at its height. All
occupations have ceased ; at the moment of the performance the
town has the aspect of a desert. All the passions, all the solici-
tudes, all the life of a whole population is concentrated in the
theatre. .

¢ The overture commences ; so intense is the attention, that
the buzzing of a fly could be heard. On its conclusion the most’
tremendous uproar ensues. It is either applauded to the clouds,
or hissed or rather howled at without mercy. It is not in Italy-
as in other countries, where the first representation is seldom-
decisive, and where either vanity or timidity prevents each man
from intruding his individual opinion, lest it should be found in
discordance with the opinions of the majority. In an Italian
theatre they shout, they scream, they stamp, they belabour the
backs of the seats with their canes, with all the violence of per-
sons possessed. It is thus that they force upon others the judg-
ment which they have formed, and strive to prove that it 1s the
only sound one ; for, strange to say, there is no intolerance equal
to that of the eminently sensitive.

¢ At the close of each air the same terrific uproar ensues ; the
bellowings of an angry sea could give but a faint idea of its fury. -

¢ Such, at the same time, is the taste of an Italian audience,
that they at once distinguish whether the merit of an air belongs
to the singer or the composer. The cry is bravo David! bravo
Pesaroni! or the whole theatre resounds with dravo maestro!
Rossini then rises from his place at the piano, his countenance
wearing an air of gravit{; a thing very unusual with him; he
makes three obeisances, which are followed by salvos of applause,-
mingled with a variety of short and panegyrical phrases. This
done, they proceed to the next piece. -

“ Rossini presides at the piano during the three first re ne
tations, after which he receives his 800 or 1000 francs, is invited
to a grand parting dinner given by his friends, that is to say, by
the whole town, and he then starts in his veturino, with his port-
manteau much fuller of music-paper than of other effects, to,
commence a similar course, in some other town forty miles dis-
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tuat. Itis wsmil with him to write to his mother after the first '
three representations, aud send her and his aged father two-
thirds ot the little sum he has received. He sets off with ten or
twelve sequins in his dpocket, the happiest of men, and doubly
happy it chance should throw some e?low-trayeller in his way,
whom he can quiz in good earnest. On one occasion, as he was
travelling in veturino, from Ancona to Reggio, he passed himself
off for a master of music, a mortal enemy ots aossini, and filled np
the time by singi.ng the most execrable music imaginable, to some
of the words of his own best airs, to show his superiority to that "
animal Rossini, whom ignorant pretenders to taste had the folly
to extol to the skies.” :

Rossini, it seems, gmdudly became more and more complicated,
more German in his harmonies. But in this he yielded to: a
fashion and to that law which requires a constant progression—a
constant addition te the details in works of art, when simplicity
has once been exhausted.

It was at Milan, in 1814, that he experienced his first mortifica-
tion in the failureof his Aureliano in Pulmyra. In the same year.
he produced X! Turco in Italia. :

¢ About the fourth or fifth represeutation ofthis piece all the
world was busied about thc unfortunate event that had happened
to the poor Duke of. . . . ., and which he. did not bear with
the most stoical fortitude. e particulars of this unfortunate
event, which he had discovered only that very day, furnished a
topic of conversation to the whole of the boxes. Paccini, piqued
at seeing no attention paid to him, and aware of the circumstances
that were whispered in every part of the house, began to imitate
the well-known gestures and despair of the unf:n'tunate husband.
This reprehensigle piece of impertinence produced a magical effect.’
Every eye was turned toward the performer, and when he pro-
duced a handkerchief similar to that which the poor Duke inces-
santly twirled about in his hand, when speaking of his lamentable
occurrence, the portrait was at once recognised, and followed by
a burst of malicious applause. At this very instant the unfor-
tunate individual himself entered a friend’s box, which was but a
little above the pit. The public rose en masse to enjoy the spec-
tacle. Not only was the unfortunate husband not aware o}):he
effect his presence produced, but scarcely had he taken his seat
when he drew out his handkerchief, and by his piteous gestures,
was evidently detailing the affair to his friend. One ought to be
well acquainted with ta‘lj, and with the keen curiosity that exists
with regard to the scandalous chronicle of the day, to form any
idea of the convulsive laughter that echoed from every part of the -
house, at sight of the uneonsciousshusband in his box, and Paccini
on the stage, with his eyes fixed upon him during the whole of the
cavatina, which had been encored, copying hie slightest gestures,
and caricaturing them in the most grotcs-jue manwer conceivable.

s 2
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The orchestru forgot to acoempany, the police fergot to put-an *
end to the scandal. Happily some good-natured friend entered -
the Duke’s box, and by some lucky pretence adroitly drew him .
from the public gaze. ‘

Strange to say, in Italy this impudent and unféeli.ng buffoon
eseaped assassination and even punishment ; bad he so outraged
an individual and the public decency in England we prorounce
he would have been hissed from the stage,~and had his bones
broken into the bargain, if he had dared to remain in the couatsy
only a few hours after such an exhibition of his.brutality.

In this part of his work it is that the author introduces bis his-
tory of Madame Colbran and Rossini’s subsequent cosnnection
with her, which we have already quoted to illustrate that lady’s
appearance at the King’s Theatre. Rossini was called to Rome
for the!Carnival of 1816, where he produced I? Barbiere di Seviglia.
It was a hold attempt to reset this popular opera of Paisiello, and
it was written in only thirfecn days. On the first night the audi-

"ence would not hear it to the end—on the second, ‘¢ it was extolled"
to the clouds.” _ '

‘“However, the Roman critics thought they discovered that
Rossini had not only been inferior to himself, but to the generality
of composers, in the expression of impassiomed tenderness. ¢The
music (said they) is gay, lively, and spirited, but it is not adapted -
to the subject. at! when Rosina finds in Count A/maviva.
a faithful lover, instead of a heartless seducer, as she had been-
led to suppose, shall she, in place of giving vent to a gush of
extatic feeling, bewilder her voice, her%over, and the audience,
with a series of roulades and cadences!” And yet these insignifi-,
cant and ill-placed embellishments, have been applauded to the
very echo in other capitals.” _

At the end of the spring he returned to Naples, where he gave
Otella. For the next Carnival at Rome he produced La Ceneren-
tola, and at Milan afterwards La Gazza Ladra. “Never did a
mere brilliant suceess attend the first representation of any opera.”
But'we must hasten to conclude our extracts. He fluctuated
between Naples and Rome and wrote four pieces in 1817. There
is an anecdote we cannot omit.

¢ The following season Mosé was resumed with the same enthu-
siastic admiration of the first act, and the same bursts of laughter
at the e of the Red Sear The following day one of my:
friends called about noom on Ressini, who, as usual, was lounging
in kis bed, and giving audience to a dozen of his friends, when, to
the great amusement of all, in rushed the poet Tottola, whe,
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withowt saluting: any one, exclaimed-—¢ Muesivy ! Maevive } v
salvatp atto tersg.” © Eh! che hai futta?’ &c. ° Maestro L have.
saved thethird act.” ¢ Ah! what can you have done, my good
friend ?* replied Rossini, mimicking the half burlesque, half pe-
dantic manner of this poor son of the Muses; ¢ Depend wpon it
they will laugh in our faces se winal.’~ Maestre, L have:made a
prayer for the Hebrews befove thepasaage.ofthe Red.Sea.” Upem.
this the poet .pulls from his pocket a Iarge bundle of papers, as
formideble as a lawyer’s brief, and gives them te Rossiti, whe
immediately set abeut deciphering the desperate serawl. While
he is reading, the poet salutes the compeny, smilingly all around,
every momenié whispering in the composer’s emr; ¢ Moaesire, ¢
luvare d’un ora)’ ¢ Hal lavoro d’un ora’—What! the wesk of.
an hour!” exclaimed. Rossini. Fhe poor Sa, shrinking into. .
nothing; and trembling lest: the composer showld play off upon

him ome of his usued 1 jolies, shrugs up his shoulders,
forceacut & hwhmdﬁﬁ:g‘“ Rosami, exclaims—¢ Sé Ségnor ;.
e

si Signor Maesira !’ it hestakea you.an hows to write
this prayer, 1 engage tovm‘wthe music in a quarter of the time ;'
heve, give me.a penandink’ At these wends Rassini jusvpe out
of bed, seats himself wi.w table, ez clcm&m,qnd"hi:’ «ight or tem.
minates at the farthest, had composed this sublime movement,:
without any piano, and in themidst ef the clatter of the somversa-
tion of his friends. ¢ There, swid Rossind, “there isyour music,.
away about your business.” The poet is. off Like lightaing, and.
Resgini jumped into bed, and jeins in the genernl laugh at peos:
Tottola’s parting look of amagement.. The-following evening I
did ‘ot fail te repeir in: good. time to Saw-Carlo, The same
transports a ed the first asty but, when they came te the
famous passage of the Red Sea, there were the samne pleasantries:
and the same disposition te laugli. But this was rvepressed thes
imh tl‘oseTht.bc tlwnc:‘ m::l ]?l;::lm all:—é‘ Dal nt,c“:' :ﬁlhﬂo
soglio. ia-ia the prayer that . people repeat, : Moses.
ia chorws. Sun;ised.cﬁ this noveity, the pit waa all attenties.
This beautiful ehogus is in the minar ey ; Aaron takes it wp, and-
the peoﬂgeouﬁnua..i&. Lust :of all, in addresses the. samet
vows ta heaven, tle.t:q:h-amw; at this moment they all throw:
themselves an their kaees, snd repeat thesame prayer with emthu-
siaam ;. the prodigy is wrought, thesea apens 40 present a passager
to the chosen peeple, The last part of the mevement. is in the
major key. It would be difficult te give an idea of the thundei-of
applause. that rdsounded from every part of: the thestre.  Fhe
spectators lenned over the boxea to- s excleiming,. ¢ bello £
bellol o ehebelle !’ . Never did 1 bekold such a fuvor,. whicli weis
rendpred still mewe strikimg by the sontrast it presensed to the
previous disposition of the houie te be:merry.” . . -

A correspondent, in & former srticle of -owy‘present number;
(page 5) has quoted the circumstance which.gave rise to Rossini’s
adoption of the florid siyle, which has ebtained the name of hie
second mhanner. His Donna del Lago failed st first from o pieee
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of hamour, which is very illustrative of'the contagious naturé of
ridicule, und as it is succeeded by a no less amusing anecdote of
Rossini’s temper, we shall cite the passages, One more anecdote
and we have dome. .

- % Among the other honours shown to Rossini, the following:
must not be omitted, which is strongly indicdtive of the excess to
which a spirit of nationality may %)e carried. It was Madame
Rossini's birth-day; and at the ¢onclusion of the opera the com--

oser invited the Erincipal singers to supper, to celebrate the’

estive occasion. Great hilarity prevuile«{e and the sparkling
champagne circulated briskly. At last, a very unusuval and en-
creasing noise was heard in the street. The servantsare ordered’
to see what is the matter, and they return with a report thit a
great concourse of people have assembled in front of the howse,
mostly consisting of the com ’s countrymen, who were assem--
bled to render him and his bride all ¢ honour due.” Rossini
proposed to his guests to throw open the windows, and treat this
music-loving mob with something to repay them for -their zeal
and devotion. Accordingly it was done.. The piano was thrown
open, and he accompanied his beloved Isabella in a ecene fromn-
¢ Elisabetta.’ Cries of joy succeeded from below: Viva, vivat
Sia bemedetto! ancora, ancora! Davide and Madame Kkerlin
. next sung a duet; and afterwards Nozzari gave his: sortita (song
on his first entrance) from ¢ Relmira.’ The delight of the ama-
teurs on the irottoir knew no bounds. At last, when Madame
Rossini gave the air ¢ Caro, . per e quest’ anima,’ enthusiasm was
at its height. Mingled shouts arese of fore! fora il maestro!
loud as the chorus of a thousand trombones. . Rossini appears in
the balcony, and makes his gracious obeisance te the assembled
multitude. The air resounds with Vioa, o¥va! Cantare, cantare !
The -natured maestro is obliged to comﬁly, and trills, with
all his might, his own ¢ Figaro qu&, Figaro Surely this was
enough to satisfy the most unreasonable. By no means—the
mixeﬁ parterre would willingly, alla maniera Italiana, have pro-
longed this occasional concert till the morning dawn. Not so
those dbove: after having toiled through a'long opera, and
thrown in a piceols Academia musicale gratis, as a kind of make-
weight, they thought very properly that, as it was already past
the hour when' ¢ spirits walk the earth,” every good Christian had .
a right to look for wholesome repose. St
“ﬁ\dennwhile, as the crowd below:felt no disposition te disperse,
it was judged proper to remove the supper things, and extinguish
the lights, which done, the company retreated Tito a back apart-
ment. The many-headed monster was. not, however, to be so
easily pacified. At first a sullen silenee brooded around, but too
ominous of the appraaching stoxm; but, at the, mﬁht of the E:fyg-
tian. darkness that reigned in the apartments, and announced the
precipitate retreat of their favourite and his party, a dull mur-
mur- was heard to arise, which swelled by degrees into a tremen-
. dows crescendo, not unlike some. of those of . which this master is so
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fond of gi imens in hi» works. At last-all was fury,
tumult, g:(u'":lg, m execration ; and, no doubt, the windows
would have felt the effects of the general disappointment, if some
of the guardians of the night, aided by a party of the police, who
this time had been appnse(i of the uproar, had not succeeded in
dlsPersing the musical rioters. ' :
_ “Thus terminated an adventure, new to Vienna, but which is
no unusual thing in Italy, where, ifa composer is unsuccessful in
a piece to-night, he is pursued to his home with hisses, hooting,
.and execration ; while a few nights after, if he happens to please
the mob by something to their taste, he is conducted home in
rocession, by the light of flambeaux, and amidst the crash of
anissary music. The writer of this fias often been witness of
such scenes, as well in Milan and Turin, as in Rome and

Nagples.” . 4

We had intended to close our article with the catalogue of
Rossini’s works, which amount to 33 operas and 9 cantatas, but
we must defer this to a fature opportunity. Our extracts have
been long, but it is seldom we meet with so amusingly instructive
a book as ¢ Vie De Rossini.” :

Effusio Musica, mp~Grandc Fantasie pour le Piano Forte, dedicé
a Mons. Catel, Professeur au Conservatoire de Paris, par Frederie
Kalkbrenner. London. Clementi and Co. Chappell and Co.

It has at all times been a custom, and a very dignified custom,
for personsofsuperior celebrityin the arts, todedicate their greater
workstocontemporaries whoarealsomagni nominis. Anditappears
peculiarly proper, because such men alone are perhaps really com-
petent to decide on the whole merits of a composition, and to give
the honour due to the productions of talent, and consequently to
set a just value on such a compliment. M. Catel is a person of
lead amongst the musicians of France. He was born at Paris
about 1770, and the pupil of M. Gossec. He is the professor of
harmony and accompaniment at the conservatory, and has com-
posed a great number of musical works of different kinds. None
of them are more honourable to his talent than his ZTraité d’ Har-
monie, published rn 1802, which the conservatory has adopted as
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a standard work of inatruetion for the pupils. M. Catel treats the
subject in & perfectly novel style. “The practical works of M. C.

gonsist of a great number of pieces for wipd instruments, sympho-
mea, ‘and three operas, .Séménemis, L’A.ubarge deBagnm::, and
Les Astiste par occasion.

' To strike out a novelty in any of the ordimary tracks of compo-
s;uon in the present age is exceedingly difficult and almast lwpe.
less. The ground has heen gome over by so many eminent men,
of such varipus ability and with so much success, that the bounds
of originality seem to be compassed. 'This appears to have been
the idea of Mr. Kalbrenner when he devised the plan of his
¢ Effusio.”” It was written too. just before his late excursion to
Germany, and we should imagine with the intention of shewing
his countrymen, that his powers were net limited to such produc-
tione as a writer is generully obliged te cend into the werld in
onder 'to secyre a firm footing in the good epinien of thove whose
approbation is most productive of these substantial benefits,
without which genius can no more keep the blood in circulation
than the most ordinary thoughts of the most ordinary men.

The Effusio is a composition {0 which no performer can sit down
with any hope of giving the effect intended by the author, without
first carefully examiningand in a great measure developing the
sentiments by which he has been governed, It seems to us that
be formed a sort of drama in his own mind, and mtended to earry
his hearer.through many a change of passion, danger, and de-
light; and taking nature for his medel, he found that some of the
boldest circumstances of our lives are superinduced by others of
such apparently trifling 1mportance, that they stand out as if they
were the mere effect of accident—although a more nice scrutiny
will clearly shew that those seemingly trlﬂmg circumstances are
rea.lly the axis upon which the great and more eventful chances
turn, This appears to us to be the stuff of which he has woven.
his web, for though she bolder passages seem at times to go.off at,
atangent, yet p more pice examiuation displays the art by whlch
they are connected with the more mmute and.a plan of thu
nature certainly reqmrm the band of a master to carry it into’
. exeoytlon. :

Having thys explamed the prlnclple on wblch we concelve the
author has worked we shall leave the ftmcy and magmatnon of
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the student to follow him, and ST up all the incidents for which
the undefined scope of musical sounds give such ample latitude.

The difficultics of style and execution in this production are
immense; but what is there that taleat and perseverance do not
offect amongst the modern practitioners of music?

With these preliminary remarks, we shall proceed to peint out .
such passages us appear to us the: most striking, either for their
novelty, ingenuity, or effectiveness. '

In the introduction the author seems like a man who has not
yet exactly determined the point from which to start; he wanders
through various modulations and unusual transitions. At page3,
end of staff 3, the éffect of the diminished third is new and extra-
ordinary, nor is the cadence into C§ minor less so, at the end of
page 5. After this, without any preparation, the author starts
into his principal movement, allegro agitato, in D major: here
the key is well decided. We scarcely recollect any thing for the
piamo-forte in so grand a style as this allegro; it seems well cal-
culated for the principal movement of a symphony. ‘The modu-
lation, page 7, staff 5, is very striking. From Eb major the
author goes in the ‘most smooth and agreeable manner by an
enharmonic change into his passetto, which is in A major. This
singing part ends with a most delightful strain of melody, full of
feeting and expression. The grand passage which begins at the
end of page 8 is extremely brilliant. At the end of page 10,
where the author commences his second part, and troats the primci-
pal subject of his allegro, are passages which were evidemtly con-
ceived for wind instruments, and are again in the sympheny style,
although the effect is uncommonly fine and novel for the instru-
ment for which they are written. At page 11, staff 5, begine a
canonic imitation in octaves, which is carried on nearly through
the whole of page 18, the subject getting gradually closer until
they reach the end of page 13. ‘The termination of this movement
is in the boldest character, and filed up with-the richest hav-
monies, The modulation from B minor to F major is new and of
fine effect. In the latter key commences a new mevement, whiok
is replete with as much sweetness and tenderness as the first -
movement is of bolduess and impeotuesity. At page 13, steff 2,
the effect of the F. G. repeated at all the different octaves, is mew
aud pleasing. The same page, staff 5, bar 3, has & most extraor-
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dipary modulation, going from Eb major to A major without any
preparation or passing note—but it is so admirably managed as to
be totally free from harshness. The shakes which terminate page
18, going by contrary motion, are very effective.

Page 19 begins with what may be called the last movement,
though it is often interrupted and the time changed until it comes
to the close. The beginning of this movement reminds us of .
Handel, from the large and grand: style in which it is written.
Page 20, staff 3, is a fine specimen in the fugue style. The coun-
ter subject, which commences staff 6, bar 2, is very brilliant. The
progression of modulations, which begins page 21, staff 2, bar 3,
is of the greatest interest. The passage, staff 5, of the same page,
gives a perfect picture of a vessel violently agitated by a storm ;
that which terminates the same page seems to be an imitation of
persons in distress giving signals with a horn, and the same signal
is repeated at different intervals. Page22 begins a Prestissimo in
octaves, for the execution of which the author is so celebrated.
From the peculiar accentuation of these octaves, an effect is pro-
duced not less novel than striking. The lst bar, staff 4, is an
effoct ealculated for the bow of Dragonetti. Page 24 offers.a
new passage for the left hand of a very striking character, whilst.
the right hand goes on in imitation in the 5th below, in a very ex-
pressive manner,; the base continues some of the agitation which
has preceded. To render this as it ought to be rendered is.ex- .
ceedingly difficult for the performer. Page 25, staff 4, begins the .
last grand passage, which is one of the most brilliant we have ever
heard. It terminates with a long scale from the bottom to the top
of the instrument, and seems to vanish like the brightness of a
sky rocket in the clouds.

In point of novelty, force, expression, passion, and imagination,
this work must be classed amongst the very first. It appears to
us, taking it all in all, as the finest of Mr. Kalkbrenner’s many
fine compositions. The introduction is certainly somewhat odd,
and requires to be heard more than once to comprehend and relish
the ability which it really displays ; nor is it an easy matter, after
all, to discover the exact relation which exists between the pre-
face and the work itself. It consequently does not seem to be
equal to what follows. The Fantasia itself is in the most elevated
style. of that species of composition, but requiring the most con-
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summate shill in the performer to effect the true intention of the
composer. Almost every difficulty is introduced which it is pos-
sible for hauds to execute, yet these are not inserted merely to
shew the power of the player, but always in conjunction with
effects as novel as they are striking. There is an uncommon
degree of fancy and rich imagination carried through the whole
work at the same time, which is conducted with an elaboration of
scientificknowledge, scarcely equalled and certainly not surpassed
by any author who has put forth his strength in this department
of the art. The contrasts are effected with 2 master hand, and
what appears in the charseter of the most fantastie oppusition, is
guided and connected with a judgment as sound and clear as if it
were operating upon a subject of the most. tranquil and sedate
nature. In a word, it is a composition combining the greatest
dificulties of axecution and style, full of vivid flashes of imagina-
tion, touches of fine and elevated expression, bounds of elastic
fancy and strokes of scientific knowledge. It has met with extra-
ordinary success in Germany, and has received the highest com-
mendation by the greatest judges in this coyntry. As performers
are in & great measure classed aceording to the order of the bril-
liancy and power of their execution, this work may now stand as.
the highest mark of the practitioner’s aim; and no one who
seeks the character of a first-rate player should be without a
copy of it.

r 2
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G'rand Variations on the National Air of “ Rule Britennia,” for

the Piano Forte, with or without Aecompaniments, by Ferd. Res.

Op. 117. Dublin. Willis.

A second Divertimento for the Piano Ferte, by Ferd. Ries. Op 117.
London. Birchall and Co.

Il faut partir,»Romance de Blangini, with Variations for the Piano
Forte, composed by Ferd. Ries. Op.118. No.1. London. Bir-
chall and Co.

Introduction and Polonaise for the Piane Forte, with a le Ace

companiment Obligato, by Ferd. Ries. Op. 119. Loudon.
Paine and Hopkins.

Twelfth Fantasia for the Piano Forte, with the favowrite Themes in '

Rossini’s Semiramide, by Ferd. Rics. Neo.1l. Op. 134. Loadon.
. Goulding, D’Almaine, and Co. ‘

The smisble composer of these wotks has announced thet he is
about to quit England, and retire from 8 profession to which he
has done so mach honour, both as a composer and a performer.
A brief sketch of the principal circamstances of his life, therefore,
can but be interesting ; and it is due to his talents that a record
should be made of the history and reputation of so distinguished
a musician.

Mr. Ries was born at Bonn, in Germany, in the year 1785 ; his
father was director of the orchestra of the Elector of Cologne ;
his grandfather was the first violin. He studied music under his
father, at the early age of five years, and subsequently Bernhard
Romberg, the violoncello player, became his master, and at the
age of nine he composed a minuet. The appearance of the French
revolutionary army annihilated the electoral musical establish-
ment, and with it the promised situation of Ries, together with
much of the prosperity of his father. From this period, until he
was thirteen, he received no regular instruction, but endeavoured
to obtain a knowledge of theory by the study of books. A friend
of his father then carried him to Arnsberg, in Westphalia, to learn
composition and thorough base ; but the master finding himself less
learned than the scholar, taught him the violin instead. Here he
vemained nine months, and then returned home, where for two

2



RIEs's XEW COMPORITIONS. ‘ 141

years he devoted himeedf to study. In 1801 he proceeded to Mu.
nich, where he endeavoured to support himself by tedching ; but.
being unable to obtain scholars, he submitted to copy music at
three-peace a shoot for a livelihood: yet such was kis ecanomy,
that from this small allowance he saved a sufficient sum to carry
him to Vienna, where Beethoven, au early friend of his father’s,-
received and acknowledged hiim as his pupil. At the recommen-
dation of this master, who would not himself instruct him in com.
pesition, he took twentyeeight lessoms from . Albrechtsberger,:
which exhausted his purse; and these are said to be the only the-
oretical instructions he has ever received, In 1805 he was drawn
for the French Conscriptiva, and was obliged to proceed to Cob-
leatx on foot to surrender himself to the commissioners, by whem
he was pronomiced incapable of serving, having when e child iost.
the wee of his right eye from small-pox. '

Mr. Ries next prooceded to Paris, where his ill sucbess was
so discouraging, that he went, by the advice of his friends, to
Russia. . He stopped a4 Vienna, where he again encountered the -
advance of the Freach armies (1809), was seined by the Austrian
Canseription, and put under drill, but the success of ths French
liborsted him. In crossing over to Sweden, on his passage to
Russis, the English captured the vessel, and detained him with the.
crew eight days upon arock. Upen his arrival at Petersburgh he
united himself with Romberg, his first master, and with him made
a musical tour through many of the principal cities of Russin,
acquiring beth profit and reputation. The eampaign of i8i¢
precluded his farther progress, and im 1818 he arrived in this eoun-
try, baving on his way stopped at Stockholm, where he was elected
a member of the Royal Academy. He is likewise 2 member of the:
Philkarmanic Society of Londoa.

Mr. Rieagives his Farewell Benefit Conurt on the 8d of April,
and will finally return to his native town. The circumstances of
his life afford a striking instance of the power of industry, perse~
verance, and talent, over very advewse ciscumstances. Mr. Ries
has obviously struggled through private dificulties, ia themaelven
sufficiently appalling, and these have heon sugmented by public
and pational distross, the hower of mar and the miseries of a con~
quered country: but evea these could not dawat or chill his inde-
fatigable spirit, and he now retires from public life, to enjoy the
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fruits of his toils in his native place. We trust he will long con-
tinue to enjoy the happiness he has so hardly yet so nobly eamned.

'The compositions umder our immediate notice have much of the:
wild imagination that distinguishes his former productions, .but’

tempered by a calmer and more austere judgment. The Varia-
tions on Rule Britannia are chiefly calculated to display great
powers of execution, and the lesson exhibits most of the difficulties
which modern art has invented and overcome. Ifthen this lesson
may be taken as a test of the practical ability of the composer, it
places him on a level with the finest masters.

- The Divertimento is in an humbler but more delightful style:
melody and expression are its characteristics, arid these are evi-
dently dictated by firie taste and sensibility. The larghetto move-

.- ment is pathetic and tender, yet exalted by a touch of grandeur.

The first allegro is brilliant, and the subject bold; the second
animated, and- with less of weight about it than the first. . The
whole piece is well imagined, peither reaching after original
effects nor descending to common place, while it has an .air ot‘
freshness and novelty that is now somewhat uncommon.

The Variations on the Romance are singular, and require to be
studied before they can be well understood. The subject can
bardly indeed be said to have a melody; it is something between

recitative and air. Mr. Ries bas judiciously given the words with-

it, and the performer is thus enabled to enter more completely into
~ the intentions of the composer. There is much imagination and
variety in the piece, and the contrasts and alternations in the
style of the variations contribute greatly to their effect.

" The Polonaise is inferior to the preceding pieces ; it is too com-
plicated, and wants the ease of the divertimento and the imagina-
tion of the variations. Still it bears the marks of a superior
mind—it has power and brilliancy ; the imitations between the
" imstruments create interest, and it has sufficient materials for effect
in the hands of good players.

The Fantasia is a superior method of arrangement, and not
strictly speaking, a fantasia. Semiramide has been spoken of as
the new opera to be conducted by Rossini in this country. Those

persons to whom the score is inaccessible, may acquire some infor- *

mation of its style from this Fantasia, which contains seven of the
pieces, united by short original phrases.
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10 wishing Mr. Ries all the enjoymerits of ease and retirement,
weyet hope we are not bidding him farewell, but that our country-
men will long continue to be gratified by future productions from -
a mind, which indeed may be said to have had a considerable lead
and influence for many years past amongst the musical pleasures
of English virtuosi, as we understand it his intention to con-
tinue to compose.

Pot Pourri for the Piano Forte ;- the Themes from Rossini’s
Operas, by Cipriani Potter. London.. Chappell and Co.

Aurora che sorgerai, a favourite Air, by Rossini ; with an Introduc-
tion and Variations for the Plano Forte, by T. A. Rawlings.
London. . Chappell and Co. .

As original Swiss Air, with Variations for the Piano Forte, by J.
W. Holder, Mus Bac. Ozon. Op. 78. London. Goulding, *
: D’Almaine, and Co.

Les Plaisirs de Noel, Air with Variations for the Piano Forte, by
James Cplkin. London. Birchall and Co.

Le. Troubadour du Tage, a favourite French Romance, with Varia-
. tions for the Piano Forte, by James Calkin. No.l. London.
. Clementi and Co.

Amn'lot que la lumiere, with Variations for the Piano Forte, by
W. H. Cutler, Mus. Bac. Ozon. London. Clementi and Co.

Cest Pamour, arranged as a Rondo for the Piano Forte, by W. H.
Cutler, Mus. Bac. Ozon. London. Clementiand Co.

A Military Divertimento for the Piano Forte, by M. C. Wilson.
London. Clementi and Co.

Qkh, nothing in life can sadden us, an Irish Air, with Variations

Jor the Piano Forte, by Alicia Bennet. London. Power. .

Gentle Annette, a favourite Fremch Air, arranged for the Piano

Forte, by S. Dussek.

We class these compositions together, because the same epithets
may be almost equally well applied to them all. With the ex-
" ception of tbe two first they are all alike easy, and differ chiefly
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in the subjects of the variations—for they have few or no distinc-
tions of style, and their merit {s very equal. '

Mr. Potter, in endeavouring to be original, sometimes coases to
be natural; there is too occasionally a harshness in his inedela-
tions and combmations, but there is evidently gelus and science
in all he writes.

The introduction to Mr. Rawlings’s piece is very sweet, but
many of the variations lose both the melody and character of the
subject; the frequent employment of arpeggio passages give them
an air of sameness ; on the whole Mr. R. has been less successful
than usual.

Mr. Holder’s lesson is very good of its kind, although perhaps
the subject would have admitted of more expression and sentiment.

Mr. Calkin's pieces are full of gaiety and variety. The Freach
romance Is the first numbor of a sories of six—the sahjocts “ Celui
gui sut,” < Ce que je desive,” * Maldrook,” < H est trop tard,”
and ¢ Le Serment Frangais.” 'There is much spiri¢ and brilliancy
in them all, without however any difficulties of execuntion.

Of Mr. Cutler’s compositions the secand is the hest ; some of
the variations are effective, particularly the third and foarth;
indeed there is more contrivance about this whole piece than we-.
usually find attached to compositions of this mature.

- The two last pieces en our list are in the easiest style; we
have seea some quadrilles, by Alicia Bennet, of a superior- kind,
but in the variations she has evidently confised herself to the

Native Lard, or Returs from Slavery—Opera in three acts, com.
posed by Henry R. Bishop, with selections from Ringurelli,
Boieldieu, and Rowsini. London Goulding, d’ Almaine, & Ce.

We hope Mr. Bishop esteems the large drafts which the theatre
makes upon his imagination, as Rossini is said to speak of the
art of composition—merely as an agreeable exercitation of his
mind. Itmust, however, remain a doubtful point, whether the’
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adaptstions which are now so frequently introduced by Mr Bishop
are .sacrifices to the prevailing taste—-are expressive of his
truesense. of the beauty of the airs selected, or are escapes from
the almost inevitable weariness and exhaustion attending so much
and such rapid production. Perhaps some of all these causes may
operate. Of the adaptations the most promment is the fine song,
¢ Questo Sol,”” (Zingarelli) which has been pleasingly set to the
English words— Sweetly o’er my senses stealing,” one of the most
difficult and hazardous passages expunged, and, upon the whole,
wéll fitted with an English dress, rendering ita veryattractivesong.
« Aurora che sorgerai,” ¢ Riede al soglio,” * O Guardate ck’ acci-
dente,” are also introduced from Rossini, with some other pieces
of even greater pretension, to display the ability of Mr. Sinclair
and Miss Paton. ¢ Sir, stranger turn,” is alsoa duet, (original) to
the same intent, with Miss T'ree; it hasa good deal of merit. 'The
commencement certainly callsup ¢ O Lady Fair,” though wecannot
find out where the resemblance lies, except it be in the rhythm.
In this are some stupendous cadences, which, but that the singer
must have such means of extraordinary display, and the ears of
the groundlings must be tickled, good taste would .gladly see
removed, where they are placed in the score, to a’ considerable
distance, for the plainer and more expressive passages written for
the use of less ambitious executioners. - ¢ Lo whek showers descend-
ing,” aduet for two sopranos, is easy and melodious at thé com-
mencement,and ending witha somewhat elaborate passage. “Julia
told me when we parted,” is a harp song, simple and e;pr&asive.
¢ Decp inadungeon,’’ aromance, in which agreeable musicisthrown
away uponwordswhich nobody willsing. “Ruffiandraw” introduces
thetrio* Too justly friends,”’ or “Oh Guardate,” with its conclusion.

The recitative and air ¢ Yesilent stars,” is a declamatory introduc-
tion, with a soothing melody, more within the compass of general
singers thap perhaps any other in the opera. ¢ Listen,.'lis the
nightingale,”’ is a dramatic trio, animated and effective, the latter
movement depending a good deal on execution. The cadence for
three voices would appear to our soher senses most lamentably ah-
surd, had we not discoveied that Mr. Bishop, tired of these excesses,
must have done thisto bring such things into ridicule. Itisindeedin
a fine vein of ironry. Perhapsif he had written, a-laDr.Bull, a ca-
denzain forty parts, it would have beenmore striking,and couldnot

VOI V1. NO.XXI v
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have been more nonsensical. However we are willing to give him'
credit for his humour as it stands. My own natéve isle™ seems to
us the most popular and most pleasing song in the opera, and will
probably reach as extensive a sale as such things attain. < Howurs
of sorrow,” is the “ Riede al soglio”™ of Rossini, rendered a little
more plain and easy, though now florid and dificult enough in all
conscience. “Away with grief’’isalso from Rossini, andis a bravara
for a tenor. ThefinaleisMr.Bishop’s “Go trifler, go,”” recomposed,
and very pretty it is. Such is the structure of this opera, which,
though it contains nothing so striking or popularas ¢ By the sim-
plicity,” or « Sweet Home,” is upon a level with his general style.

A et

In these shades, Canzonetta, by Lindpainter, adapted to original
words. London. Chappelland Co.

In vain hope’s brightest colours play, an Alsatian Melody, adapted
to original Poetry. London. Chappell and Co.

Oh twine thy Garland, a melody arranged by W. H. Haawrtu.
London. Clementi and Co.

Somnet to Benevolence, composed by Samuel Webbe. Londol
Clementi and Co.

Ah would I were in Araby, composed by C. Smith. London. Power.

The daughter of Love, by Charles E. Horn. Dublin. Willis,

These are all of the superior class of ballads, that is, they have
melody and good taste, with other qualities that may commend
them to amateurs who desire novelty. The first three are princi-
pally to be noticed for their very agreeable and expressive themes.
Mr. Webbe’s sonnet is very elegant, and it is moreover to be
praised for its words, which have none of the falsome amatory
nonsense that marks the majority of our songs. It is'truly 2
moral ballad,® as is Mr. Smith’s. Mr. Horn’s has more preten-
. sion than the rest, and may be well supported by a fine-toned
voice, which there is great room to display-—not however in sur-
prising divisions, but in pure sustained notes of expression. The
accompaniment at the sanre time issingalar and ingenious.

* We may mention that Mr. Collard’s series of moral songs has been com-

pleted (in 12 numbers) in a manner to render them well worthy the attention
of those entrested with the care of forming the minds of pur female youth.

’
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Romance, by Henry R. Bishop, arranged as a Rondo for the
. Piano Forte, with an Introduction, by J. B. Cramer. London.
Goulding, D’Almaine, Potter, and Co.

Theme, by Henry R. Biskop, arranged as a Rondo for the Piano
Forte, with an Introduction, by J. B. Cramer. London. Gould-
ing, D’Almaine, and Co.

Fantasia, for the Piano Forte, in which is introduced the admired
Round from the Historical Opera of Cortes, by J. B. Cramer.
London. Goulding and Co.

A favorite Swiss Air, as a Rondo for the Piano Forte, by J. B.
Cramer. London. Royal Harmonic Institution. .

Qu’en penves-vous 2 a Fifteenth Divertimento, for the Piano
Forte, by J. B. Cramer London. Paine and Hopkins.

Mr. Cramer has unquestionably attained great reputation as a
composer for the instrument upon which he so. eminently excels.
From such a mind as well as from those of & more ordinary mate-
rial, lighter productions will maturally proceed ; but the same
indulgencd is not allowed to both, for from the strong, deeds of
strength are always expected, and indeed when the competition
and collivion of talent are 5o comstant, it behoves sucha man to be
exceedingly guarded, lest he lose in. his w