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TO THE EDITOR.

Sir,

Ly - ‘
Wn have oftentimes occasion to admire the words and the expe-
dients composers use in setting them to music. Perhaps you and
many of your readers may be as ignorant or forgetful as I wat,
till a conversation recalled the fact to my recollection of the
tarn given by Sir John Stevenson in his duet, < Tell me where
is fancy bred.”” The words are taken ‘from Shakespeare’s
Merchant of Venice, act 3, scene 2, in which Bassanio chooses the
casket. It is thus given in the play—

Tell tne, where is fancy bred,
Or in the heart, orin the head ?
How begot, how nourished ?

Reply. 1t & engender'd in the eyes,
With gazing fed; and fancy dies
- In the cradle where it lies:
Let us all ring fancy’s kunell ;

Il begin it—Ding, dong, bell.
All.  Ding, dong, bell.

Ttis called “song,” but might be a duet,as Capell conjectures, but
by thesubsequent marginal direction ¢ 4" it is more likely to have
been a chorus. SirJohn has made it a duet: The manner in which
he uses these marginal directions, ¢ Reply” and  A4ll,” is the
curious part of the story. The first word he has introduced in the
shape of a demand, and makes one voice utter “Reply, reply,
reply,” in such a form, according to the supposition of Capell.
The second then resumes the answer, which I confess I could
never very clearly interpret, but I suppose it measns that if fancy
be fed with much gazing, it expires as suddenly as it is called into
birth, being surfeited in the very cradle (the eyes) where it was
born. Sir J. has also interpolated the words, “I will ring it,””
after the last line but one.

VOL. VIII, No. XXiXx.—1826. A



2 TELL ME WHERE 18 FA.NCY’ BRED.

I have only one more remark to make. The duet is written
for soprano and base, but it is much more effective when sung by
female voices, soprano and contralto—probatum est.

Why do not our composers employ their talents in writing -
duets? Nothing is more, ifso much wanted.

.Is it possible to produce to English words such passionate. dia-
logues as  Parto i lascio, *“ Amare e, amar tacendo,” “ Ak se
puoi cosi.lasciarmi,” or ¢ Amor possente nome 2’  Haste my Nan-
nelte” and * Thyrsis when he left me” are sweetly pastoral, and -
have some traits of deep feeling—* Together let us range the
fields™ is elegant to a high degree, and also in a measure pas-
sionate—Moore’s « Farewell Theresa” is exquisite in its kind,
and Bishop’s “ 4s it fell upon a day” and “ On a day’ are sweet
light compositions. But none of these, Mr. Moore’s excepted,
combine so perfectly as the Italian, power and depth of feeling
and expression.* The English certainly can and do feel and
admire these the attributes of Italian composition, though not
probably to the same extent as Italians. This being granted,
and also that many of our English composers have shewn that they
study and understand the beauties of the Italian models, how
happens it that the combinations of passionate languor and pas-
sionate exclamation, which constitute the volupté that captivates
us so much in Italian compositions, are so seldom found in En-
glish writing 2-

I am, Sir, your’s,
AN ENQUIRER.

* The same intensity of feeling reigns in Mr. Horsley's glee, ¢ By Celia’s
arbour.” .,



OF THE APPLICATION OF PASSAGES OR
DIVISIONS TO EXPRESSION.

TO THE EDITOR.

Sir, .

¢

~Tnx language of musical expression as spoken by melody con-

sists of many phrases, the most complicated of which are those
combinations of notes, which are called passages or divisions.
It is indeed very curious to trace the same disposition to under-
rate the most novel, attainments of all times, almost from the very
earliest age of music. These still continue to afford a con-
stant theme for disputation, for these constitute what is consi-
dered to be the subsidiary or ornamental part of vocal art.—

When men complain that this composer or that singer is too ﬂond
they say no more than that he uses more of these passages than
they consider to be either essential or useful to expression. Some
contend that passages of this nature convey no meaning at all,
others that they confound all sense by a multiplicity of notes—
.some call them embroidery, some tinsel, some graces, while some
~on the contrary consider that the perfection of .art lies in the dis-
play of this sort of invention and execution a singer is able te
make. It appears to me then that it may be useful to enquire
what such phrases do mean, if they have meaning at all, which I
should be dispesed to think they possess, from the use which all
composers have made of them. I purpose therefore to examine
how they have been employed, in what sense, so to speak, they
have been used, and as I am perhaps better acquainted with En-
glish than with foreign authorities, I shall examine chiefly the
usages of our English composers (including Handel under the
denomination) from Purcell .downwards, for till his time, it is
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4 APPLICATION OF PASSAGES TO EXPRESSION.

pretty.nearly agreed, that we had no music expressive of the pas-
sions. ] shall also take occasion to’illustrate the progress of
ornamental style by occasional digressions to the practice of great
singers of whatever country, and if I succeed in any degree in this
my first investigation, I may be induced to extend my enquiry
amongst the Italian composers, who certainly have carried the
florid song to the furthest, and seem now disposed, by their ap-
plause and approbation of Rossini and his followers, to try the
utmost limits to which it can go. I am the rather inclined to
follow this course, because we are really incompetent judges of
the language of passion adopted by the natives of other countries.
"We know and feel what awakens certain trains of sentiment,
emotions, and passions in our breasts, but we cannot with equal
accuracy determine the effects of all these combinations, which
proceed first from physical organization, next from education and
association, and lastly from manners, upon livelier or more slug-
gish temperaments than our own. The native of Russia and the
native of Italy have different feelings, and a language and manner
of expressing those feelings as totally different to ours as to each
other, and the same reasoning applies to every land and every
clime. This truth holds with greater force in regard to music,
which springs from and adapts itself to the constitution of the
hearer, and is thus formed by various and varying circumstances.
It is of our own music as applied to our own poetry then that we
can speak with the greatest chance of accuracy.

I have explajned that my purpose is to begin with Purcell—and
to this intent, I have gone carefully through the two volumes of
his Orpheus Britannicus, and extracted every word upon which he
has placed a division. I do not so term three or four notes,
though such groups strictly speaking do not beloig to syllabic
melody. Such phrases seem to me to form a genus intermediate
between syllabic and melismatic. They vary and enliven it is
true, but they are only the slightest words of the language of
divisibns, These therefore I have wholly passed over, in order
to come at once to the more general points.

It might I think wjth safety have been predicated, that so early
a writer as Purcell would be very careful in the selection of the
words upon which to place divisions, and accordingly so I have
found him. There are very few .instances which may not as it
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seems to me be reduced to a theory—a principle—borne out by his
usage as well as by the nature of eflect. This theory is indeed -
only that of all musical composition—the echo of sound to sense.
But although his use of divisions will frequently appear very
crude and even contradictory at first, there is little, it will be
found on reflection, that is not justified by the principle and
power of the art—viz. to raise definite emotions, either by its
physical and direct operation, or by Just analogies. What
constitutes these analogies is now so generally apprehended, that
I need not explain this part of the subject further than to say, that
time has enlarged the sphere of association in the same prnpor-
tions as it has extended the range of fancy and of knowledge and
the varied connection of images with sensations. 1 may however
premise that loud and soft, grave and acute, rapid or slow sounds,
which accord with and at last come to represent certain objects
either of sense or reflexion, are not now the only properties of
music employed to raise emotions; theré are also certain pro-
gressions which indicate natural objects and mark intellectual
trains. Examples of the former are to be found in Purcell, but
we must chiefly have recourse to Haydn for them, who has gone
furthest in descnptlve music. Handel’s command of the affec-
tions is unquestionably the greatest of all the composers that ever
lived, and particularly of those which are the most sublime,
though he has applied, and sometimes very beautifully, the pro-
perties of sound to descnptlon of material thmgs. The principles
.however are universally the same, and it is only the enlargement
of the sphere of our knowledge that has increased the range of
the imagination. The superior technical attainments of musi-
cians and the improvement of instruments must not be omitted
among the causes which have contributed to the extension of
these analogies. Neither are they the least powerful. This said,
X shall proceed to such a classification as the facts seem to me
t6 warrant. -’ ’ i -

The first and most obvious species is that where the sense of the
word stands in a direct relation with the sound of a division;
such for instance are the words—* sung, move, flies, circle, slide,
twisted, round, hastes, warbling, tuneful, tingling, sound, rattling,
roaring, swift, hasten, eager, inconstant, turn, rove, wander,
rolling, run, wild, thunder, lightning, shaking, rebound, down,



-

4

6 API’IAICA'I‘IION OF PABSAGES TO EXPRESSION.

chase, free, shining} mounting, trembling, dazzling.”” Other,
words may be classed under the same head, though their signifi-

- cation is not quite so absolutely imported; these are—‘ racks,

longer, noise, plough, pants, spread, conjure.”
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2. Purcell seems to consider that the multiplication of notes .
conveys comprehensiveness and extension, as on the words
¢ thousand, all, ethereal, groves.”

* Like Handel’s  murmuring,” in ¢ Heart the seat,” Acis aud Galatea.
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3. He expresses sorrow and tenderness, often very beautifully,
by the protraction a division slowly executed bestows. He places
passages therefore on ‘ah, oh, wound, drooping, toils, dies,
melting, sighed, grieve, sad, cold, gloomy, pangs.”’ On the con-
trary he considers that pleasure is imaged by the variety, and
employs such phrases as ¢ gay, pleasing, sweeter, pleasures, joy,
music, blooming, save, happiness, laugh, charming, sprightly,
deck, glad, blessing, chearful, captivates, sweet, gentle, brighter,
amorous.” The difference here is not so much in the notation as
in the time. Grief of course is expressed by slow sounds—joy
by quick. Passages indicating the former have however more dis~
tance between the intervals, and a.far greater sameness generally
than the latter. .
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® See also “ Let the dreadful engines,” 'whellein are two most expressive
divisions on the word A, ’
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We find divisions used for exultation—as on * conquests, cele-
brate, rejoice, renowned, noble, heroic, divine, bold.” This is
obviously drawn from the elevation which divisions are wont to
inspire by the power they seem to imply, and accordingly Purcel}
uses them to express .

5. “Power, glory, victorious, triumph, great, dare, mighty,
strike, war, gigantic, storm, fatal, arms, fierce, ambition, majesty,
strong, flames, fight.”” They also ascend oftener than they de-
scend, as more illustrative of the exaltation of mind these passions
.produce. '
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6. Distraction, dissention, and disorder, (but for these we shall
shew he uses wider intervals) as on « discord, alarms, anger, pas-
sipns, tempests, sinful, fury, rage; chaos, rancoury tormenting,
strife, tears (to tear.)” .

A

These, with a very few additions, and which are sc ahemalous
that we cannot cluss them, * Philosophers, contagien, bore, feod,
resolve, first, silence, gave and freeze’” dre.all the words
used with divisions in the Orpheus Britannicus. ¢ Talk, siag,

voL. viil. No. xx1x.—1826. B -
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-music, .sound, and harmony’ may be considered to.echo to the.
spund, ' ‘
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Even from this inspection of one of the early masters of soog,
it seems difficult to determine what class of ideas and emotions is
not to be expressed or heightened by the employment of melis-
matic melody ; and perhaps it may be best to avoid entering dceper
fnto this questfon till we have examined the practice of great
eompogers a little further. Buffice it for the present, that we con-
sider the nature of the divisions employed by Purcell.

Ju the first place we must haye regard to the time in which the
pieees were played, and from the passages themselves, as well as
the subsequent improyement of executiom, it will be obvious
enoygh that neither the instrumentaljsts or singers of that day had
arrived at gny thing like the facility they now possess. Taking
this allowanee with us we may then say, that the mest comphcated
of Pureell’s divisions js sgarcely equal to the easiest to be found in
modern songs of execution. If se, we need no longer be at a Joss
to account for the complaints against florid singing, which were
vented in those days as in ours, end. which indeed have aceom.
panfed the progression of song from the very beginnings ef vocal
art. - In every case the estimate has relation to the state of the
seience and the practice; and as the gradual developement of the
powers of singers and the additions-they made to the ornamental
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purts, outitripped the general judgment founded on the former
state of things, so they who had formed their taste in the elder
school, and who probably found themselves unequal to the novel
difficulties imposed by the example of their juniors, would neces-
sarily from education, habit, association, and deficient ability,
condemn what they did not feel in the same way, nor could achieve
in the same manner as their younger and better-trained compe-
titors. Such we conceive to be the true solution of that conti.
nuous disposition'to *‘ lament the weakness of these latter times,”
which has gone on from age to age, applying to all alike, because
arising out. of the laws which govern the faculties of the human
mind. But to return from this short digression to the main abject
of our enquiry. ‘The divisions of Purcell demonstrate little be-
yond the very infancy of this contrivance to vary the syllabic con-
struction of melody. We doubt whether the quickest of these
were performed with half the velocity of modern.execution.
Generally speaking, a division is composed of groups of the same
description, or if the series be interrupted at all, it is by the regu-
lar return of notes of the same value and kinl as in the examples
on the words gay, arm, &e. Another property of this composer’s
passages is, that the compass is short : We seldom find any above
or-below ‘the staff. We aught perhaps to except those he -wroté
for a base voice, for which he seems to have delighted to compose,
and which he tasked at the same time both with execution and ex-
pression—a proof of the advancement of the bases-in those days
beyonid the other species. Again, the intervals which succeed
each other chiefly lie close together, and are rarely broken into
‘nrpeggio. To speak generally, we shall perceive the-analogy be-
tween the word and the division to be.much more complete thah-
at ‘predent, as we have explained in the tlassification we have
. made of the words; but more particular detail may perhaps be
necessary to make the philesophy of his combinations clearly un-
derstood. Upon such words s imply number, he contents himself
with multiplying notes—npon sounds that imply elevation of
‘spirit, “ joy, gay, war,” &c. &c. his passages rise in the scale<—
upon such words as “ round, twisted,”” &c. it will be seen that the
notes perform parts of circles as it were—* fly,” and ideas of such
» ¢lass, are gemerally depictcd by a succession of directly ascend-
ing notes—*‘ compose,”’’ by -a descending passage, with interrup-
B2
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\

tions of ldnger sounds and regular return, Trinmph” is also = -

marked by strong and regular accentuation.

Such I consider.to be the properties of the melismatic paﬂ: of

Purcell’s compositions, and there are some of them not to be ex»
ceeded in beauty and fitness of expression by any modern improve-
ments. I shall at once instance the song of “ Let the dreadful
engines of etérnal will,’’ which has some fine specimens, and seve~
ral of the airs in his music to- the Tempest— Arise ye subterra-
nton winds’’— While these pass o’er the deep,” and “ Halcyon
hy "”

‘We may now.quit Purcell and come down to & period a little
later. But in order to keep up the chain of conmection, here it is
that I must deviate somewhat from the cotrse I first prescribed to
myself. Though the singers of the intermediate time between
Purcell and Handel, whom 1 shall consider for our present pur«
pose as an English composer, were chiefly English, yet almost the
only coinpositions werth notice (except for the church) were those
of forgign masters. -Mrs. Tofts and Mrs. Lindsey were amongst
the best; and Dr. Burney has given specimens of the divisions
written by A. Scarlatti, and Marc .Antonioc Bononcini (about

1710), which were sung by these the great sopranes of that time,
" Two of these will shew that the manner of Pureell had not been
much improved upon at that time.
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The Italiane, who seem always to have led the way, soon after
produced passages wherein the intervals lie at wider distanges,
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and the set successions of similar groups were more interrupted. 1
should account for this not only by the superior facility which the
constant encouragemcnt and practice of music in Italy, but by
the warmer imagination and more vehement declamation in use
amongst the sensitive natives of that puré and animating climate.
I shall cite two which Dr. Burney has given in proof of the fact
I state.
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It is to be remembered that these passages were sung by Sene-
sino,* an artificial soprano, and this will account for the limited
‘compass. 'The other divisions, printed by the learned Doctor,
appear to have nothing more in them than that they extended the
“principle of the earlier a little, and a very little further. .

We might however, but for the sake of tracing in a sort the
progress of invention, have spared these citations, for it should
-seem that in Pespasiano, an opera produced by Attilio Ariosti in
1721, all Senesino’s powers of execution were tried and exhausted
in a single air, “ Ahtraditore.”” We shall therefore quote two
of the most difficult passages, which will at least shew how far the
singer then most in repute could go, if they fail to demonstrate
what the meaning or motives of the author might have been., In
truth it may be most commonly taken for granted, particularly at
and from this period, that the powers of the singer were consulted
and displayed rather than the judgment of the composer. It there- .
fore may be assumed, asa natural and just inference, that this
judgment was exercised in the invention, position, and applica-

* He “ had avery fine even-toned voice, but of rather a narrow compass ;
.some called it a mezzo soprann, others a contralto ; it was nevertheless wonder-
.fully flexible ; besides this hc was a gracefol actor, and iu the pronpnciation of
.recitative had not his fellow in Earope. — Ha:ckins, vol. 5, p. 217. .

YOL. VIII. NO. XX1X.— 1826, c
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tion of the melismati¢ portions father than upon the propriety of
them. The tastevmost certainly ¢ grew with their growth,”
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Here let it be observed we have nearly for the first time ar-
peggio passages, in addition to groups of successive intervals.

But difficulties in divisions appear to have multiplied nearly if
not quite to as great an excess as at present, on the arrival of
Farinelli in England, a competent proof that it was the facility of
the singer dnd not the will of the composer that. led the way.
Very few modern songs can present such complicated execution,
requiring both delicacy and facility, as those which we shall now
cite. The greatest difference between these and modern passages
. lie in the extended compass of the latter, and which arises from
the nature of the voices for which they are written. It should
seem also that Farinelli was celebrated for the brilliancy of his
shake, an ornament ‘which has apparently fallen into disrepute
amongst Italians.* In a song which he sung in Artaxerxes by

* Velluti uses the shake oftener than any singer of the first class we have
heard for many years. Indeed in spite of all that has been said and written
about his florid manner, I cannot consider him asa florid singer. His style is
more perfectly that of the greatest schools tham any singer we have heard
since Crescentini and Pacchierotti. It is certainly more devoted to passionate

_expression. His ornaments are remarkable rather for their curious and origi-
nad structere, and for their adaptation to the passion, than for their abandance.
Velluti’s manner is plain and simple compared to that of others we could name.
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Riceardo Broschi, ¢ Son gual nave,” and which is printed by Dr.
Burney,* almost every species of difficu]ty is introduced—as the
following passages will demonstrate. '
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Such was the ability of this surprising singer,* who it may be
said brought all the facility and the powers of the voice to a per-

#* Jt may net be out of place here to give a short account of the vocal
power of this extraordinary man, which [ shall cite from the historian above
named. Indeed his moral conduct and the height to which he rose in the
Court of Spain well deserve that a more complete biography of him than any,

"that has yét appeared should be collected. “ No vocal performer of the present
century has been more unanimously allowed by professional critics, as well as
general -~ celebrity, to have been gifted with a voice of such uncommeon power,
sweetness, extent, and agility, as Carlo Broschi detto Farinelli. Nicolini,
Senesino, and Carestini gratified the eye as much by the dignity, grace, and
propriety of their action aud deportment, as the ear by the judicious use of a
few notes within the limits of a small compass of voice; but Farinelli withont
the assistance of significant gestures or graceful' attitudes, enchanted and
astonished his hearers by the force, extent, and mellifluous tones of the mere
organ, when he had vothing to execute, articulate, or express. But though
during the time of his singihg he was as motionless as a statue, his voice was so
active that no intervals were too close, too wide, or two rapid for his execution.
It seems as if the composers of these times were unable to invent passages suf-
ficiently difficult to display his powers; or the orchestras to accompany him
in mauy of those which had been composed for his peculiar talent. And yet,
so great were his forbearance and delicacy, that he was never kuown, while he
was in”England, to exclaim, or manifest discontent at the inability of the band,
or mistakes of iudividuals by whom he was accompanied. He was so judicious
in proportioning the force of his voice to the space through which it was to pass
to the ears of his audience, that in a small theatre at Venice, though it was
then most powerful, one of the managers of the opera complained that he did
not sufficiently exert himself—¢ let me then,’ says Farinelli, ¢ have a larger
theatre, or I shall lose my reputation, without your being a gainer by it.” ~

¢ On his arrival here, at the first private rehearsal at Cuzzoni’s apartments,
Lord Cooper, then the principal manager of the opera under Porpora, observ-
ing that the band did not follow him, but were all gaping with wonder, as if



APPLICATION OF PASSAGES TO EXPRESSION. 17

fection beyond which it is equally hard to imagine they havesince
passed, as it is to understand how vocal art should have arrived
at its limits at the age he lived in, or at any point of time. But
whether we consider the nature of the passages he executed, the
expression of his songs, or the admiration with which he was re-
received and the effects he is recorded to have produced, that Fari-

nelli did reach the very acme of attainment seems to be placed

_bevond the possibility of doubt.

Here then I shall break off, but with a promise of renewing the
philosopbical part and in truth the real object of my enquiry—the
structure and application of divisions to the language of musical
expression by English composers—in another letter. Handel
and Arne will present the next subjects for examination.

~

I am, your’s, M.

thunder-struck, desired them to be attentive ; when they all confessed that
they were unable to keep pace with him: having not only been disabled by
astonishment, but overpowered by his talents. This band was small, consist-
ing only of Carbouelli, Mich. Christ. Festing, Valentine Snow, afterwards
serjeant-trumpet, and Mr. Vezan, a dancing-master, who was likewise a steady
and excellent concert-player on the violin, and constantly employed whenever
Carbonelli or Festing was the leader : it was from this worthy man that I had
this anecdote. ‘ . )

¢¢ There was none of all Farinelli’s excellencies by which he so far surpassed
all other singers, and astonished the public, as his mez2za di voce, or swell;
which, by the natural formation of his langs, and artificial cecconomy of breath,
he was able to protract to such a length as to excite incredulity even in those
who heard him ; who, though unable to detect the artifice, imagined him to
have had the latent help of some instrument by which the toue was continued,

. while he renewed his powers by respiration. i

¢ Of his execution the musical reader will be enabled to judge by a view of
the most difficult divisions of his bravora songs. Of his taste and embellish.
ments we shall now be able to form but an imperfect idea, even if they had
been preserved in writing, as mere notes would only shew his invention and

science, without enabling us to discover that expression and neatness which.

rendered his execution so perfect and surprising. Of his shake, great use

seems to have been made in the melodies and divisions assigned to him ; and

his taste and fancy in varying passages were thought by his cotemporaries
" inexhaustible.” 5
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ORIENTAL MUSIC.
Continuation of Essay the 1st (on the Music of the Hindus.)

TO THE EDITOR.

Sig,

‘ As I have now stated my belief that the opinion of Sir W. Jones
respecting the superiority of the principles of Hindu music was
founded rather upon a more favourable construction and regard
for theliterature and general history of art in India, than any real
conviction of his mind, and having confirmed this belief by ad-
ducing such arguments and facts &5 may tend to support it, I shall
proceed-to notice what has been said by various writers upon the
music of this people, to give an account of some curious remains
of sculpture, which seem to prove beyond a doubt, that the natives
of India were at some former period acquainted with a variety of
musical instruments which are in use amongst us at the present
day, and to enliven this part of my Essay with a few anecdotes of
the present musicians in India, drawn from the able and excellent

. works of one of the most superior writers on that country, who to
the endowments of education, mind, and fortune, has added a
spirit of research, of literary feeling, and unmitigated industry

upon every subject that has fallen under his notice, that would do '

honour to any age or country; I need scarcely say I allude to Sir
John Malcome. Conjectures bave been formed by meny literary
men who have turned their attention to the investigation of the
primitive state of the arts in India, that the music of the Hindus
was at some former period much superior to the present practise.
In a letter from Francis Fowke, Esq. to Sir W. Jones,* giving
an account of an Hindu instrument, called the Been,t he saysin

# Iu the Asiatic Researches.

+ Perhaps to those who are curious in such matters, it may not be unin-
teresting to notice what is said of this instrument, which, from the description
seems to have been similar in its construction to our Spanish guitar. ¢ The
style of music on this instrument is in general that of great execution ; I could
hardly ever discover any regular air or subject. The music seems to consist of
a number of detached passages, some very regulnr in their ascent and descent,
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concluding, ¢ were there any other circumstances respecting the
Indian music, which led to the supposition that it has at some
period been much superior to the present practice, the style,
scale, and antiquity of this instrument would, I think, greatly
confirm the supposition.’”® With this opinion I should be dis-
posed to agree, for so long back as the reign of Claudius, the
commercé of Rome with India, which was very extensive, must
have introduced many specimens of their music and musical instru-
ments, and might have improved their style. (¢ There was an
annual fleet established by Augustus for commercial purposes,
which sailed from Alexandria. The stock invested by the Romans
in this branch of trade, amounted to £403,000 of our moaney, and
they calculated their profit on the voyage at 100 per cent.” See
Indian Register, No. 7.) It may perhaps be said, thatin endea-
vouring to trace the state of the art of music up to a remote period,
in such a country as India, we are wandering uselessly in the field
of conjecture, without any clue to guide us to a competent know=
ledge where so small an assistance is derived from history, and
where in factoral tradition, mixed up with so great a portion of -
fabulou’ matter, seems the only existing and most fallacious mode

and those that are played softly, are both uncommon and pleasing. The open
wires are struck from time to time in a manner that I think prepare the ear
for a change in the modulation, to which the uncommonly fulr and fine tones
-of these nates greatly contribute ; but the ear is always disappointed.”

# This supposition is further strengthened by other writers, who seem to
entertain no.doubt of the existence of a highly polished state of society. ¢ The
most probable hypothesis, as it appears to.us, is, that so well sapported by
Heeren and other learned writers, that a highly cultivated race once inhabited
the regions to the North of India, who spread themselves in different direc-
tions, carrying with them religion and civilization. According to Klaproth, in
his ¢ Asia Polyglotta,” this people whom he denominates Indo-g)ermms,
formed a white race, and mingled themselves in different countries with the
aborigines, and acquired the supremacy over them. They descended from
two lofty miountain ranges, the Himlaya and Caucasus, at two distant points.
The first branch spread themselves over India, and mingled with the dark-
coloured original inhabitants, communicating to them their language, aad
gradually acquiring their hue; the other peopled Persia, and spread itself still
farther to the West; whilst a division of the first toek its direction to the
North and North-west, towards the Northern parts of Europe, and then
formed the great nation of the Goths. "This opinion receives a strong confir-
mation from the circumstance of the marked difference in colour and counte-
nance between the Parias of India and the three superior castes—a difference,
as Heeren observes, as great and striking as that between the Spanish Creoles
and the native Peruvians.” (See Monthly Review for March, 1826, p. 267.) °
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of tracing it; this is true to a certain extent, bat not so much so
as to prevent our perseverance in endeavouring to find the foot-
path of knowledge. In various early writers many scattered
notices are found which throw a faint light upon the ¢ dark
Qbscufe,” and enable us to collect a few particulars as to the '
former state of music, although not sufficient to determine to what
extent it was carried. In a collection of Voyages and Travels,
collected for the library of Lord Oxford, there is one, entitled
¢ A true and almost incredible report of an Englishman, that
¢ being cast away in the good ship called the Ascension, in Cam-
¢ baya, the farthest part of the Kast Indies, travelled by land
¢ through many unknown kingdoms,” &c. &c.—by Capt. Cor-
vette, 1607-8; which contains many curious particulars of the
people amongst whom he was thrown, and what is to our purpose
here, contains a passage clearly describing the existence of the
ancient violin. He arrives at Buckar, ¢ standing on an island in
a gallant fresh river,”” where dwelt a people called the Bullochies,
¢ men-caters,’”’ and worshippers of the sun. The adjoining coun-
try of the Puttans was little better; for they met the travellers
with fiddles in their hands, ‘as if to welcome them, yet robbed and
nearly murdered them.* 1In an account of Penang, given by
Wilkinson, in his ¢ Sketches of China,” it appears that the in-
habitants cultivate a species ‘of extempore song, rudely imitative
of the art of improvisaring so well known in Italy. ¢ Upomentec-
ing one of their boats you immediately become a subject for their
panegyric and eulogium, and every part of your dress is severally
described and sung in chorus by the sable songsters in their savage
polacca, which although possessing more discord than harmiony,
has a kind of melancholic dissonancy not altogether unpleasing to
. the ear.”

In the island of Ceylon, Music appears to have been greatly
cultivated, if we may judge by the number and form of their
instruments. “Musict appears to have been formerly cultivated
in Ceylon, and reduced in principles. There are pieces of
music to be seen in regular motes in some of the old hooks, in the

_Palitongue. The ancients had seven notes, called sa, ri, ga, me,
pa, de, ni. The gamut was termed Septa Souere; there was no

% See the Asiatic Journal for June, 1823, page 560 to 63.
t See Asiatic Researches, vol. 7, p. 436. .
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particular sign for theag notes, each of them being formed of as
many letters as were mecepsary for their prouunciation. It is
very -probable -that this gumut answara expetly to ongs, coase:
quently this would be the way that the beginaing of an eld
minuet, knpwn. to all the world, would be written in singalese
mysic~—pa, i, ri, pa, vi, 8a, i, de, pa, p3, pa, pa, ps, pa. But as
their music in notes has been almost entirely forgotian, I have net
been able to discover how they used to distinguish the helf tones,
the erofchets, messures, &c. &c. . I have heard that there ase twe
or three persops in Candy who still understand their music by
note. But I hope yet to be able to colleet something that may
give an insight intp_the ancient music of the Singefese. Itiv in
all probability the same as that of the Indians of the Contioent.
Nothing can be more unpleasgnt than the Singalese airs, whether
simg or played on either kinds of their gniters. ~Their trumpet
produces the most annoying sound 1 ever heprd, yet they are (ond
of it to distrpction ; they consecraie it to the temples and tp the .
King. Its name its hoveneve—their hora called kombone, is as
uopleasant as the former. They bave a kind of hautboy, that 4
not quite as insupportable as their other instruments, and which
might perhaps, in the hands.of a skilful player, be made tp give
some pleasing tones—it is termed valavé, They have four species
ofdrums ; the irst daoul is long and marsow g they baat it with &
curved stick, called daoul kadipone, and use only their left hond
tp.it. Thetammetam iz a kind of kettle, covered with a gkim ag
the top, and beat with an instrument called kaddipow. The
rabavi is nearly similar to oyr timbrel, but it has no bells. They
slide the fiogers of the right hand ou it, and hold it with the lef} ;
women play ou it also, They place it on the. groned, and thres:
or four together beat itin time for mapy howrs together withent-
being in time (?) The odikie js the best of all their drums, and is
certainly capable of praducing a goad effect in a piece of music :
it is very narrow co'nsidéring its length. . The two extremities of
it are tied by cat-gut strings te the belt on which .the instrument
hange—this belt goes over the shoulder. They squeeze the drum
occasionally with the left elbow, and strike it with their right
band. The pressuxe on the instrument, by striking it more or
less, makes it produce different tones. The tammetam is used in
the feasts of the great, and always precedes them in their jour-
VOL. VIII. No. XxIx.—[826. » .
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neys. ltisa necessary part of the music to be played hefore the
temple, morning and evening ; in fine, it is an essentially necessary

instrument upon all occasions, that attract the attention and-con-~

sideration of the public. The rabani is more adapted for the

feasts of friends. 'T'he daoul is used at all times ; but the odikie-
is the instrument of the men of taste. A player onm it is conse-

quently paid more liberally than those on the daoul or tammetam.

The Singalese arg very fond of hearing songs. A great man.
(when travelling) has often one singer before and another behind

his palanquin. They.each in their turn sing stanzas of an inter-

mediate length, as it happens at times that the singer, animated by

the subject, gives some verses extempote. The songs are either-
religious, in ‘which case they extol the virtues of Boudhou and-
other gods—or they are historical, and then they praise the vir-

tuous actions of some of their kings or relate a love adventure.

In all cases the air of the songs is mournful.- I-have never heard

what may be called gay music among the Singalese, and I think it

would. be very difficult to put any into note,* for the measure is

incessantly changing, and the movement remaing the same, always-
slow—it is what is generally called the andante.”

In some account of the sculptures at Mahabalipatam, by Mr.’
Goldingham,t he notices an excavation, ‘ now used and I sup-
pose originally intended as a shelter for travellers. A scene of
seulpture fronts the entrance, said to represent Crishna attending
the herds of Ananda. One of the group represents a man divert-
ing an infant by playing on a flute, and holding the instrument as
‘we do.” The great drum (nagra) also seems to bave been weH
known, for in an account of the pagoda at Perwuttum, amongst
the groupes-of figures sculptured are } “two camels represented,
" with a person on each, beating the nagra or great drum.”§ 'No

- o

. ®-Nothing can more clearly prove the deterioration of this people’s music -
than the circumstance mentioned in the first part of this letter, that “pieces of
music are to be seen in some old books, in regular netes,” coupled with the
avowal, that according to the present practice, it wonld be difficult to pat
any into note ;” certain it is, that the Hindoes, whatever advantages they may
otherwise have obtained, do not appear to have greatly improved in musical
art by an intercourse with Europeans.

. + Asiatic Researches, vol. 5. 1 Ditto, page 313.

§ Dr. Burney was of opinion that the ancients had not the loug cylindrical
drum, such as is now used in our armies.. He says “all the antique drums
were of the tambour de basque form.” This opinion will seem to be erroneous,
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- date is given, or even hinted at, as to the time when these sculp- -
tures were produced, but they are certainly considered by the
oriental antiguaries as ancient as any other remain throughout the
country. Sir W. Jones, in his Catalogue .of Manuscripts, de-
posited in the library of the Royal Society, gives us the names of
some treatises ip-the Hindustanee language, which of course have

- never beea trapslated. =~ . , ‘

- No.29. Sangita Narayana—a treatise on masic and damcing.
In Chinese.—112. Ragd Darpana—a treatise on Hindu music.
118. Périjatka—ditto.
114. Hazar Dharpad—a treatise on vocal music. -
115. Skams ul 4swit—the sum of sounds, a trea-
. o tise on Hindu music. :
Should any of these manustripts ever be printed to gratify th
eyes of the curious, in an English drese, considerable light might
be thrown upon the present clouded knowledge we can hope to -
obtain oft the music of Hindustan. .
Enough has been said to shew that music has formerly been cul-
tivated by these Asiatics. Ishall therefore praceed-now to notice
what is said by.Sir John Malcelm. (to whose excellent work I
have before alluded) upon their music and musicians of the present
time, which will be deemed interesting by those who like to trace

. asimilarity of manners in the Eastern nations, and to observe how
nearly. the native actors of India approach in imagination, inge-
nuity; and drollery, to some of our theatrical representations.-
if we are fo im.agine' this pagoda to be ancient. At least it proves, beyond a
doubt, that at some period the inhabitants of India were acquainted with and
used the great drum, probably in their sacrificial or warlike processions, the
former of which seems indicated bv the above notice. Since this note was
written, a strong confirmation has beeu given to iny opinion by a perusal of
the History of the East [ndies, from the French of L’Abbe Guyon. Speaking
of the religious ceremonies of the Indians, he says, ¢ in their grand solemnities
they made processions, wherein they. displayed, in honour of-the god whose
festival they celebrated, every thing their country. produced which was curious
aud valuable.—A great number of elephants marched in front, loaded with
ornaments of gofl and silver—a great many chariots adorned with- plates of
gold, and oxen coupled together by the yoke. The soldiers came afterwards,
cloathed in a magnificent and extraordinary manner, carrying large gilded
kettles, basous, cups, tables and couches, for their repasts: these implements
were adorned with beryls, diamonds, rubies, carbuncles, or pearls. Some Jed
along leopards or tame lions, and others carried birds of many different kinds,

whose song, together with the fife and drum, compese all the music used by
those nations at their festivals.” o
p 2
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* ¢ Dancing gitls are the lugury of large towns, but every cluster
of villages in Central India have attached to them (living in huts
ot tents) men and women of the Nutt or Bamallee tribes.* The

former are tamblers or rope dancers; the latter are jugglerss, '

Both of them have rude musicians and minstrels, and it is their
, music and songs which form. the common entertainment of the
peasantry. The villages are also frequently visited by drolls and
strolling players; many of the latter are very clever. The sub-
ject of the satire of the plays or rather farces which they represent,
is as often their mythological fables as the measures of their
edrthly rulers and governors. The figare of the demi-god Hu-
noothan, with his monkey fact;. Ganesa, with his elephant head
and portly belly, are brought on the stage, to the great entertain-
ment of the spectators. The incarmation of the Hinda Deities is
& tommon topie with these players, and the frisking of the figure
of a large fish, which represents one of the principal incarnations
of Vishnu, always excites bursta of applause. The Raja, his
Dewan (winister), and all the ministers of his court, are frequent
objects of ridicule with the actors of central India—but- what
gives most delight to the peasant, is a play in which the scenes
thut he fs- familiar prith afe represented. The new manager or
renter of a district for instance, is exhibited on the stage, with his
~ whole train of offivers and attendants-—every air of consequence s
avsumed by the new duperior, every form of office is ostensibly'
displayed, the potailst and villagers are alternately threatened and
cajoled, till they succeed in pacifying the great man, by agreeing
to his terms, or by gaining one of bis favorites, who appears in the
back ground whispering and taking bribes.”

~

* ¢« These appcar to be 2 kind of wandering gipsics ; they profess to be Mus-
suliraus, they acknowledge a God, and in all their hopes and fears address
him, except when  such address might be sup, to interfere in Tansyn’s
department, & famous musician, who fiburished I believe in the time of Ukbur
(the Emperor Acbar), and whom they consider as their tatelar deity—conse-
quently they look up to him for success and safety in all their professional
exploits, These consist of playing on various instruments, singing, dancing,
tumbling, &c. the two latter accomplishments are peculiar to the women of
this sect. 'The notions of religion and a fature state, among this vagrant race,
are priucipally derived from their songs, which are beautifully simple; they
are commonly the production of Kubeer, a poet of great fame, and who, con-
sidering the nature of his poems, deserves to be still bettet known.”—See
Asiatic Researches,vol. 7, page 452.

. + Head Man, or Chief of & Vitlage.

1
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To judge by the following passage, some of these musicians
postess sn infliience over the people little inferior to the ancient
bards of Greece and Rome. The musicians are divided into two
clasmes—the Chirims and Bhits. The former sppear to resemble
very closely the Jougleurs® of the 12th and 18th centuries, and
the Italian Improvisiatori. < Both Chérims and Bhits boast of
celestial origin; the former are divided into two tribes—the
Kachilee, who are merchants, and the Maroo, who are bards.
The Maroo Churims apply their skill to the genealogy of ‘tribes
und to the recitul of numerous legends (usually in verse), cele-
beating the praises of former heroes, which it is their duty to
chant to gratify the pride and rouse the emulation of their
descendants.” - '

The Bhts seem to be a very different and oertainly a most ine
solent class of musicians, by what follows.—¢ Among, the Bhees
lahs and lower tribes they enjoy great and exelusive influence—
thep give praise and fame in their songs to those who are liberal
to them, while they visit those who neglect or injure them with
satires, in which they usually reproach them with spurious birth
and inherent meanness. ' Sometimes the Bhét, if very seriously
bifended, fixes the figure of the person he desires to degrade on a
long pole, and appends to it a slipper as a mark ef disgrace ; in
such cases the song of the Bhit records the infamy of the object of
his revenge. This image usually travels the eountry, till the
party or his frieads purchase the cessation of the ridicule and
cutses thus entailed. It is not deemed in these countries within
the power of the Prince, much less any other person, to stop a
Bhit, or even punish him for such a proceeding ; he is protected
by the superstitious and religious awe, which, when general
among a people, controul even despotism.”

The liberty of the press in England has often been mentioned
ssan overgrowing power in the hands of a certain factious class of
writers, by the impanity jt affords to satire, calumny and misrepre-
sentation ; but it is very evident that the liberty of the Bhit in his
own country far exceeds this or any thing of a similar kind which
we are acquainted with, excepting perliaps the ancient custom of

¢ See Dr. Burney, pages 266-7, val. 2. The similarity is more decidedly
shown at page 241, where the minstrel, having displayed his talents as a
mwician and & man of wit, describes his dexterity ot tricks and Slight of hand,
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burning in effigy. These €hiruns and Bbéts are the only his-
torians of the people, it appears, and upon subjects conpected
with the invasion or.overthrow of their towns, or the oppression
of their rulers, the national legends sung, or.rather declaimed by.
these their native minstrels, assume all the ardour of those pas-
" sions most likely to exist in the bosoms of the people. Speaking
" of the first establishment of the- Mahratta power in Malwa, and
the attempts that bad been made to alter the religion of the
natives, Sir J. Malcolm observes, ¢ their bards and minstrels, who
are their only historians, still relate the oppression and injustice
which overthrow their temples; to establish-the edifices of another
faith, and raised a revenue on their belief, rendered as msultmg
as it was oppressive, by being levied on all their religious cere-
monies; even to those performed-on the dead. These national
legends usually pass from their wrongs to a more animated straing
and record the fame of those heroes who overthrew the Mosques
of the tyrants, which had been erected in spots sacred to sheir
ancient deities, and restored the-hallowed ground to that worship
to which it had been so long dedicated. This theme is familiar in
a degree hardly to be credited among the Hindus of Malwa, and
the strength in which the feeling exists reconsiles us to believe it
was sufficient to make the inhabitants of this country consent to
‘become the anthorwof their own ruin, in the introdiuction of the
power of the Mahratta’s, whose invasion of the country, no lesser
motive, could have induced them to encourage and support.®
Upon a review of the objects of this essay, it will be seen that
although 1 deny the assertion of Sir W. Jones that the principles
of Hindu music are superior to ours, yet I do not by any means
contend that their knowledge of our art some centuries ago has
not been extensive ; I will go further, and say that from all I
have read and can glean on the subject, there is no doubt in my
mind that a knowledge; even of counterpoint, has existed among
them. This I am aware is a hazardous conjecture, and will
.doubtless meet considerable opposition from learned musicians ;
but I rest my opinion upon the numerous instruments in use
among them (a complete ist of which 1 shall give at the conclu-
sion of these essays), which are of different compass and capabi- .

® These extracts are from Sir John Malcolm’s ¢ Memoir of Central ll;dil;”

- -
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lity, and likewise upon the intercourse which in former times
existed between them, the Romans and Egyptians ;* and if it is
conceded to me that either the Romans' or the Egyptians pos-
sessed any knowledge of counterpoint (of the former I conceive
this has been clearly proved by my letter on a passage in Sueto-
nius, inserted in your Review, Vol. 6, page 28,) a strong confir-
mation is given to the supposition ; but as in the space to which I
have necessarily confined myself in these observations (which
" 1 fear some of your readers, Sir, may think already too much
extended), I cannot expect to have the means of probing this part .
of the subject as deéply as-in my mind the nature of the case de-
serves, I must be content to reserve what further proof I can
obtain to some future opportdnity, merely premising that like a
true sportsman who has once started his gaine, I shall not quit the
field until I bave run it down.

" In conclusion I may he allowed to observe, that as architecture,
sculpture, painting, and even poetry, we are informed, were car-
ried to an astonishing perfection in India, why should not music
have had its share in the consideration of a people who have left "
behind them such surprising monuments of ingenuity and labour
as the pagodas at Perwuttumt and Wone}—the temple of Boro
Budor in Java—and the cave of Baug ?§ The arts and seiences
generally go band in hand amongst the nations who have cherished
them, and until the contrary is.proved_ to us, we may conclude .
that the art of music, so natural an amusement, obtaining in every
other quarter of the globe, has been equally cultivated by the
Hindus. o

I am, dear Sir, yours truly, F. W. H.
P.S.—My next essay will contain observations on the music of
the Persians.

* «The resemblance between the religious and political institutions of
Egypt and India is so great, that it leads to the necessary inference of some |
close connection between the two countries. 'The supposition of a colony from
India hzvlng"-mved in Ethiopia will presentitself to almost every mind as- the
most simple lethod of accounting forit, Egypt, it is well known, sent several -
colonies into Greece, and thus the religious dogmas of India may have made
their way into that country.”—See Monthly Review for Mareh, 1825, p. 267.

1 Sce the different papers relating to these renmains in the Asiatic Researches. -

1 See Captain Dangerfield’s accomnt of this pagoda, in ¢ The Trausactions
of the Bombay Literary Society,” vol. 2, page 203.

§ See the same Author, page 194, on the panch pandoo or caves near Baug,
which were never before visited by any European. '




ON THE STRUCTURE OF VOCAL PASSAGES.

¢

TO THE EDITOR.

Sir,

T very able correspondent, who bas addreased yon under the
title of . The Musical Student,” in. his third essay has said® ¢ I
the intonation of the natural or diatonic seale is dificult, mnch
-more 80 gre those modifications of it, which comstitute the other
genera; and it is on this account, perhaps, that whea they are at-
tempted at any length, even by eminent singers, they appearalien -
to the nature of the voice, and never fail to displease all persons of -
real taste. If these chromatic and enbharmonic thodifications of
the ‘most simple and natural scale are often unpleasant whea
heard in welody, they become still more. uapleassat. when they
" are heard in those comhinations of melodies which form. Agramony.
We, therefore, seldom meet with them io the gnentest avd paseet -
vocal writers; and whea they do opcur, they are danaged with a
degvee. of care and circumapection which proves the seme those
authors had of the difficoity they imposed on their performers.”
‘When I first read this remark I was forcibly struck with its truh,
and at the same time with the contrast it exhibits to the preatine
of the present schools, particularly the German sehool of compo-
sition. Not long since 1-happened to be present, when a professer
whose accuracy of ear is not less extraordinary than her know-
ledge of art, was trying the duet in Mayerbeer’s ¢ I{ Crociato,”
with a young stadent, which begins < Ravise qual alma,"” &e.
Uppn coming te a certain passage she exclaimed to her companion,
‘¢ You sing thet passage out of tune.”” This was denied. It was
tried again—again.it was pronouncéd to he out of tune, and T was
appealed to. It struck e that the whole was dreadfully discord-
ant, and that the passage was exceedingly awkward, but I could

* Musical Magazine sad Review, vol. &, pages 3 and 4,
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not positively decide that the intonation was faulty. 'The melody
was then sung by itself, and though it seemed just what I have de--
scribed, still it was mot out of tune. 1t was again. connected
with the harmony, when the same disagreeable effect was produced
upon the hearer. I shall now transcribe the passage.

(E=—crecia s

nmo - - - - vaca-tec - - ¢naptepa - - ra almio pie.

EaTiEe=—crliee e un |
- deed [ -

V ¥ ¥ ¥ el
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X believe, Sir, there is no ahsolute stardard or limit to which
‘we can appeal in respect to harmonic c‘mnbinations, but what the
ear will or can not bear. But it is particularly hard upon the
poor singer, who is to suffer the discredit of singing out of tune
for the sake of enabling the composer to try such experiments.
In this instance there is not only the harmony but the crude me-
lody, which I cannot think even the vehemence and bitterness of
the passion will justify.

The Musical Student has given examples from Haydn’s masses,
where’ voices are employed in this injudicious munner, according
with the theory laid down. My instance ditfers from his only in
the fact that even a single voice cannot be employed upon such
passages and accompanied by such harmonies, without entirely
destroying the end of vocal music, and risking at the same time the
reputation of the singer. How far the ear and the judgment may
hereafter be tutored or indurated I will not pretend to decide, but
I must venture to say that science goes- too far when the effects
are rendered so very doubtful, to speak in very measured terms of

them.

People are apt to quote “ the German school™ as authority in
these cases. Now, Sir, who and what constitute the German
school of vocal music 2~—Graun, Haydn, and Mozart, of the elder
time, and their masses and operas ; Weber,Spohr, and Mayerbeer,
and cum multis aliis of the present day. The former were all
studious of melody, and if melody be not the property that has

VOL. VIII. NO. XXIX.—1826. - E
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altogether preserved their compositions, melody it is that has
made them popular. And if we consider the texture of Weber’s
.work that is to give him eternal fame, the immortal part will be
‘found in the beautiful melody, and as much as in the imaginative
combinations of the overture to % Der Freischiits. Of the vocal
parts much is even now generally prenouncéd not te be vocal.
The taste for such passages as the ene I quote is like that
vitiation of the palate, which is wrought by chewing tobaeco or
“eating olives. Itisuse reconciling us to disagreeable viands, not
‘nature delighting in those which are pleasant in themselves. But
Sir, I am wandermg into extraneous matters, when I only meant
to claim for the singer that care which his art and his powers
alike require, and that he should net be subjected to the charge
of singing out of tune by the constyuction of passages which confuse
the ear and confound the judgment even of the most practised
auditors. And for what?

Your’s, &c. T.
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ANALYSIS OF THE ¢ STORIA DELLA MUSICA®” OF
+ THE PADRE GIAMBATTISTA MARTINI.

Tus History of Music by the Padre Martini, in its present
form is but little known, except to musical antiquarians, nor is it
likely to attract much notice beyond their circle; for although it is
not of a very distant date, yet its ufifinished state and the subjects
which it embraces render it now apparently so useless, as to in-
duce but little examination. It is impossible however that a man
of such profound erudition and research as the Padre Martini
eould have laboured during the entire period of his long life
without elucidating facts worthy ‘of attention, and making various
remarks worthy of preservation. But since these are enveloped
in much tedious though learned dlSqlllSlthll, and - his work is
written in a language that is not generally understood we have
undertaken an analysis with a view to present the best parts of
this history in as clear a light as possible. ¢ No History of
Music,” says Dr. Burney,  has been attempttd in Italy since
Bontempi’s in 1695, except that of Padre Martini, which has been -
left unfinished. This learned father began his work on so large a
scale, that even though the chief part of his life seems to have
been dedicated to.it, only three volumes were published before -
his decease.””* The learned Doctor likewise observes that the
Padre had intended to divide his work into five parts. '

This will serve to give some idea of the extensive field entered
upon by Martini,and thediffuseness of that part which is completed
The plan appears to have been, to give the history of the m
of each particular age or people, followed by dissertations on the
different points connected with the progress of the art during each .
age, or with the music of the country. The volumes published -
contain the History of the Music of the early Hebrews, Egyp.’
tians, and other Eastern nations, and the Greeks, each being fol-
lowed by three dissertations.

"From the first portion but little interest or advantage can be
expected, as the attempt must be all but hopeless to establish
facts relative to any thing which took place at so distant a time,

* Burney, vol. 4, page 375.
E2
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“and only by the assistance of the occasional references which are

made to the.topic iw writings consecrated to a much niore impor-
tant subject. ]t will however at least serve to shew the isunense
and patient research of the learned father, and to convey some
idea of the simple and apparently trifling sources from which ail
human knowledge springs. That which is chiefly to be admired

in the style is, that he studiously avoids putting auy forced con-

struction on the references which he draws from his vast stores of
erudition ; these enable him to go at opce to the fountain head,
and althotigh he. never fails to confirm his opinions by the most
weighty autherity, yet his conclusions are always obvious, and
without nttem'pting to establish too much, he is genérally emabled
to bring a train of corresponding circumstances to bear upon the
point which he wishes to determine. At present however we have
not emtered into the'heart of the work ; what we have as yet
analysed is ilmost\ entirely made up of the extensive researches of
the antiquarian, brought into such form as is best adapted to the
preservation of as much regularity as ispossible in the compilation
of a history from such scattered and slight materials; and‘the
matter, considering the importance of the work and the evident
inclinaiion of the fathcl to leave nothing unexamined, is terse and

conclu:sne
CHAPTER I. ) . .

Of Music in General.

It is 'uecessnry to give a more complete analysis of the first
chapter, perhaps, than of the subsequent ones, as it displays in
some degree the plan which the Padre Martini intended to pur-
sue. By music,” says the learned Historian, ¢ the Ancients
cauprehended not only that harmony which delights the ear, as it

A,

is now generally understood, but that which is produced by the -

just proportions of all created thmg‘s. Thus they divided uni--
versal harmony into three species, mundane, human, and instru-’

mental. The first comprehended the ‘motions of the heavenly
bodies, the union of the elefnents, and the changes of the seasons ;
the second alluded to the perfect agréement of the powers of the
mind, the senses, and the various parts of the body, to the order of
the arts and sciences, and to the aptness of the laws of every re-
public and kingdom ; and the third to the -rlatclul or d"lCthlc
combmatwn of voices and instraments.
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¢« This last kind of music, of which I here undertake to compile
the history, having been instituted by ndture, as we legrn by daily
experience, not only foy the parpose of delighting the senses, but.
also for that of interesting and employing the inteHect, it appears
to me to be most convenient to adopt the division of the celebrated.
Spagnuolo Francesco-Salinas, who divided music into three dis-
tinct species: music whick is adapted 1o the delight of the senses
alone ; music which rouses and satisfies the intellect; and music
which is caleulated to afféct both the understanding and thesenses,

Music whish pleases the senses alome, is that which employs
merely the organ of hearing, sot affecting the intellect sufficiently
to create perfect ideas, - Such for instance is the melody of birds,
the intervals of whose veoices, althoygh not.subject to any known
rules of harmony, are nevertheless apparent to the mind ; whence
their singing mey be termed irrational. 'The second species, on
the contrary, addresses itself solely to the intellect. Its harmony
can only be appreciated by the understarding, and not by the ear,
as it does not consist in the combination of sounds, but in the pro-
portion of numbers, which are only comprehensible by the mind.

The last species, called instrumental, is capable of affecting
both the ear and the uhderstanding ; the former by the natural
melody of voiees and sounds, and the latter by.the just and har-
monious propartions of the intervals between those voices and

"sounds. It is in this sense that music becomes most worthy of our

consideration and remark.”- ‘

The Padre then selects the division of instrumental music
adopted by Quintilian as most worthy of credit, and in most gene-
ral use amongst the Ancients. ‘

~

Into Physncat wluch Arithmetical & stricll y
The firstis the The- i8 divided into Physical. .

oretical Part, which is u ical
dividedintotwoparts: And into Artificial, R:";’;"!“"'
which is divided into (/1Y S T

Music
< Common, which is di- yflf;g)’ ’
The second is Prac- vided into yiom,

[ tical, of which there ’ Poetical.
are also two dlvwons. : 0
And Nnrmtwe, which :lgamc,

» Cy
i | _is divided into Gritical?
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¢ Theoretical or Speculauw Music embraces the pnnmpleu, causes,
properties, and effects of every kind of agreeable harmony.
Practical music, which imay likewise be termed active, delights
the mind by adhering strictly te the principles of theory.
" 'Theoretical music is likewise divided into physical and-arti-
Jicial. Physical treats of the natural causes of sound and song,
~- first employing numbers to discover the proportions, and finally
applying to the laws of nature to explain their .effects ; and this
gives rise to acomstics, which signifies, relating to the ear. The
artificial in harmony discovers the difference between consonances
and dissonances, as well as between grave and acute sounds.
Rhythm measures the different periods in vocalizing, preserving
_ regularity with respect to time. Lastly, metre establishes the dif-
ferent and just disposition of unequal syllables. Practical music
is sometimes common and sometimes declamatory. Common is
divided into melopeia, the faculty of composing melody. Ritmo-
peia, the faculty of forming rhythm, that is to say of composing in
the measures in general use; and lastly into poetical, the faculty
of writing poetry. Declamatory, and also organic, which is
executed by the natural organs, or by artificial instruments.
Odic, applying to dancing and to the various movements of
melody and souud ; and critical, which judges of every species of
practical mnmc.

CHAPTER II. -

Of Music from the Creation to the Flood.

The sacred writings are the principal sources from which the
Padre has in this, as in all the subsequent chapters relating to
Hebrew music, derived his information, and thus he quotes, as St.
'Thomas affirms, that the first man had the science of all things
imparted to him immediately from God; he consequently possessed
a perfect knowledge of music as well as of other things, and that
he employed it in his declarations of veneration and obedience to
the supreme Being. The Padre goes on to prove, by the same
means, that Jubal was the 'father not only of vocal or natural
music, but of instrumental likewise, and that instruments were
then divided, as.at present, into three kinds—wind, stringed, and
of percussion, as may be plainly perceived by the mention of an
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\ :
instrument of eaeh kind in the seriptures, the lute or harp, the
cymbals, and the pipe.® -

But we must not however consider, he says, that the music over
which Jubal appears to have presided had attained to the perfec-
tion to which it has since been -carried, nor may the invention of
the instroments here mentioned be attributed to him, but that he
merely discovered the primeiples of that art which has ever since
been practised by musicians in various ways. The Padre here
gives his opinion, that Moses having been instructed by the Egyp-
tians in aritbmetic, geometry, rhythm, and medicine, so he
also gdined from them his knowledge in musée, and that in his
sacred writings be clearly proves -the existence of the three dif-
ferent kinds of instruments before mentioned. Here follows a
short history of the origin and of the different Hebrew instru-
ments above named. The hydraulic or pneumatic organ, the
‘principal of all wind instruments, he shews to have originated in
the rustic pipes, or syrinz, allotted by the ancients to Pan agd
their other rural deities ; to them however the invention of the
pipe was -indirectly communicated- by the Hebrews, by means of
the saered writings of Moses, so that the origin of the pipe, and
thus the first principles of the organ, rests with them. Passing
from the wind to the stringed instruments in use amongst the He-
brews, the origin of the harp, lute, and tabret, is accounted for
in the following manner :—The earliest inhabitants of the earth
fod on the flesh of animals, and amongst others on that of goats
and lambes, the intestines of which becoming, in course of time,
- dried and hardened, produced, when struck, a cerfain sound;
_from this fact arose, in all probability, the invention of the harp,t
lute, and tabret, as there is no certain information relative to this
point in the sacred writings. The origin of instruments of per-

* The Padre Martini, in a quotation from the 150th psalm, translates
“Praise him upon the strings and pipe,” ‘Lodatelo nelle corde e nell’ organa.”
‘Storia di Musica, vol. 1, page 16.

+ The invention of the lyre is related in the following manmer by Vin-
cenzo Galilei, a5 quoted from Apollodorus~—The Nile having ance overflowed
its banks and inundated all Egdypt, it left, on its return to its right channel, a

of animals dead in the fields, amongst which wasa tortoise: this animal

was by Mercury, when, the flesh being consumed, there remsined

nothing but a few sinews and nerves, quite hardened by the sun, which, being

:tm:kbyhisfoot,produceduwund, and with these he constructed the first
yre. .
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cussion is more easily traced ; they were composed only of weod,
metal, and the skins of animals, principally of the two latter, and
- a8 Tubal-Cain worked -in brass and in iron, it is prabable that
Jubal may be supposed to have first observed the sound produced
by the percussion of these metals in the work-shop of his brother. -
"'The inventor of the proportions of musical intervals or scunds
next occupies the attention of the historian, and after quoting
many learned authorities, he gives it as his opinion, in con-
cordance with that of Mersennus and Galileo, that althpugh
the antients universally aseribed the -gole-discovery of this to
‘Pythagoras, from observing the difference of sounds produced by
the percussion of various metals in the work-room of a smith, yet
that the first principles were with mere probability discovered by
the same means by Jubal, who was the brother of Tubal-Cain,
and improved in the course of time by Pythagoras, who is known
to have taken many of the laws in his phllosophy from. the
Hebrew. writings, - .

From this time till the Flood, the Padre finds ne other mention
. in the sacred writings, of music, than that Koos was the first to
call upon the name of the Lard, and this he considers the first
introduction of music into religious rites, for by a reference to the
subject in the Alexandrian Chronicles, he finds “ That these sons
of Seth did according to the angels, invoking in the angels’ hymn,”
which, according to Calmet, signifies that they begun to. inyoke
the name of .the Lord, that is, to recite the hymn.of the Lord,
which is -Holy, Holy, Holy, and gs (sayé the Padre) a hymn
- signifies properly both poetry and music, it proves clearly that
muslc is bere, mhended

CHAPTER II1.

From the Flood to the Birth of Moses.

In this short chapter little is found in the Scriptures relating to
music, After Noah left the ark he built an altar and returned
‘thanks to, God, after the manner of the children of 8eth ; there- *
fore the Padre considers it reasonable to suppose that the usual
forms were obeerved in accompanying the sacrifice with hymns
and songs. Following the progeny of Shem, the father ofso many
nations, the Padre stops at the 31st chapter of Genesis; where he
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finds that Laban having overtaken the fugitive Jacob on the moun-
tains of Qilead, says to him ¢ Wherefore didst thou flee away
secretly, and steal away from me, and didsé not tell me, that 1
might hate sent thee away with mirth and with songs, with tadret
and with harp.” 'This proves that the discoveries of Jubal were
preserved by the descendants of Noah, and also that instruments
of wind, strings, and percussion were then in use. J¥n the §0th
chapter of Genesis, Jacob is buried by his son Joseph according
to the rites of the Egyptians and Hebrews, the last of whom fusted
unti] evening; mourned publicly, eelebrated and related the vire’
tues of the dead, and lastly lamented with the voice and in funeral:
songs. This proves that dongs were used in the funersl ceremo-
nies of the Hebrews, and as the exact kind is here mentioned,
the Song, Martini thinks it most nateral to suppose some kind pf
musical proportions or intervals to have been then in use; to
make this the mere likely, the rites of the Egyptians were also ob-
served, a people who were already far advanced both in useful
and voluptuous arts and sciences, and music is uscertlmed to have
been one of their pursuits, and it is nvost likely that the e of the’
voice and instruments had been much longer known to them than

to the Hebrews.
CHAPTER 1V.

From the Birth to the Death of Moses.

This chapter commences with the observation of Moses having
been instracted by the daughter of Pharaoh in all the knowledge
and: arts of the Egyptiane, and according to 8, Clemante Alessan-
drino more particularly in peetry and music. From this it passes
to the pagsage of the Red Sea, after which miraculous esespe the
Hebrews break out in a song of praise and thanksgiving to'the
Lord, * Then sang Moses and the Children of Israel this song
unto the Lovd and spake, saying, I will sing anto the Lord, for he
hath trimphed glono#sly The horse and kis rider hath Ao tprown
into the soa.” This song was aecompanied by Miriam, the sister o4
Asren; together with ull the wemen. ¢ And Mirion the pro-
Phetess, the sister of 'Aaron, took a timbrel in her hand, and all the -
wemeit went out whth hor with timbrels and mkdanca, ahd Mﬁm
answercd them, wymg,” &e.

- On. thewe 'pussuges the learned Pudve. descands hwgdy and en.
endéayorrs te' detérmiie whether. the song ofthe luuﬁtuwal a

voL. ViIl. No. Xx1X.—1826. ) J
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salmus canticus or canticus.salmus, that is whether the musjc of
instruments preceded -or_followed the voices, and decides that it
was the latter, as if the Scriptures are followed strictly. it will be
found that instruments are mentioned, but not till after the whole
song has beqn described, and then as only used by the women ;
hence -also the Padre deduces that the chorus of the men was
Jollowed by that of the women, and that they did not sing together
with them, assome have imagined. The instruments with which
these songs were accompanied are decided by Martini, in accord-
‘ance with other learned authorities, to have been the antient
cymbal, made exactly like the modern tambourine. Miriam is
described in the Scriptures as taking a timbrel in Aer hand, and as
all kinds of instruments of percussion were understood under the
general name of timbrel, this appears to have been of a small kind,
adapted to the use of females. ¢ And all the women went out
‘after her with timbrels and with dances.” This word is trans-
lated by the Padre cors, which gives rise to a great deal of dis-
cussion. The word cherus had amongst the antients various sig-
mifications. It was the name of 2 wind instrument resembling the
pipe, and likewise of one similar to .the sistrum. It was also
applied to a company of dancers, and, as at present, to a large
band of singers. The Padre leaves the question undecided, seem-
ing however te consider that the expression related chiefly to the
‘band of women who both sung and danced. The buccina or trum-
. petnext occupies his attention. Theinvention of this instrument
is .ascribed by old writers to the Egyptian Osiris, who made-use
of it in grand sacrifices. The Hebrews derived it from the Egyp-
tians, most probably during their long captivity, as the first men-
tion of it in the Holy Seriptures is, at the descent of the Lard
upon Mount Sinai, and the second where he says to Moses “ Make
thee- two trumpets of silver, of a whole piece shalt thou make them,
that thou mayst use them for the calling of the assembly, and for the
Jaurneying of the camp.” Previous to this period, the trumpets of
the Israclites appear to have been made of the Aorn of the ram,
and accordingly the Padre distinguishes them by the name of
bucoina. Their form resembled that of the modern hunting horn,
but after this time they were made of metal, and assumed s shape
somewhat similar to the modern instrument. This chapter closes
with remarks upon two songs or canticles of the Hebrews, the
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first at'the Well of Arnon,  Spring up O Well, sing ye unte
it ** the second commanded by God to Moses, beginning ¢ Give
ear O ye Heavehs, and I will speak,” which prove the growth of
the custom of introducing music into religious ceremonies.

~ CHAPTER V.

From the Death qf Moies to the Reign qf Daud.

The allusions to music in the holy scriptures during ‘this penod
are so scarce, that the Padre is obliged to pass over nedrly -four
hundred years without comment. The first purt of the chapter
is occupied by a short ‘dissertation on the difference which must
have existed between the psalm and the song, as they are used in
the Bible. The decision of this point is however reserved-till a
more convenient opportunity. A “description of the Hebrew
lyre and psalteryfollows; they were both very much alike, being.
constructed in the form of a delta or triangle, the base of which,
when the instrument was played upon, was placed parallel to the
horigon-—the sides, descending obliqwely, were united vertically
near the earth. On theside opposite to that next the penformer,
was the eavity or sonorous body, from whence proceeded the
strings, not exceeding ten or twelve in number ; they. were fas-
tened, some at the vertex and some at the opposite side . of the
instrument. ‘The difference between the lyre and psaltery cond
sisted only in the sonorous body. In the former it was placed
below, in the latter above—the strings being touched on the oppo+
site side, either with the fingers or with a bow or plectrum.—
David returning from the conquest of Goliah, :met the women of
the Hebrew city singing and dancing, with timbrels and sistrums:
This last instrument belonged to the Egyptians, and consisted of
a ber of metal, formed into an oval and terminating in a handle;
this handle was on a-line with some small pieces of iron, bent a
little at both ends, and extending from one side of the oval to the
other, and these being struck with a small metal stiok, produced
various sounds. . .

At the conclusion of this chapter the Padre refers to the vari-
ous’ imterpretations put.upon parts of the Bible by different
translators, which give him infinite trouble, and prevent his being
always sure of his object or trusting to one particular version.

r2
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" CMAPTER VI. -

. From the Reign qf David to that of Solomon.

This chapter consists almost entirely of a dissertation on the
Psalms composed by David, particularly on those sung before the
holy ark at its removal from the house of Abinadab, and from
thenee to that of Qbadiah. In the description of the ceremonies
pmctlsed, and the instruments used on this occasion, all the inter.
pretations of the Bible differ in some degree, yet not 8o materially
but they assist each other in proving that the humble David
stripped himself of his royal robes, and mingled with the singers,
daneing, singing, and playing; also that the instrumients used
must have been the trumpet, tabret, cymbals, and lyre,
~ Tt was at this time that David establisbed a band of musicians,
with a certain and regular employment. in the sanctuary of the
* Joord, which is proved by the following quotation s -

¢ And David spake to the chief of the Levites to appoint their
brethren to be the singers, with instruments of musick, psslteries,
and .harps and cymbnls, sounding by lifting up the voice with

oy '!‘
) The learned father is 80 patient in research, and %0 anxions to
arm his argument with all posaible’bearings on the case, that he
stil] continues to adduce proofs as to the certainty of the Psalms. of
Pavid luving been accompanied by instruments. His mext at+
tempt is jo prove that there was a certain spegies of rhythm and
metre both in the poetry and music of these compositions.

There is no reason to doubt, he says, that they eontained some
sort of metre, not only because during the most barbarous ages no
sountry whatever ever produced poetry which was aot ernamented
by some rhythm, but chiefly because, as it was composed for the
pleasure of the poet as well as that of the hearer, it was necessary
that it should be reduced by some measure and marked by just |
accentugtion, Besides this, the Psalms are interapersed throughe
put with such sublime jdeas, such vivid conception, that if they
were not poetry I cannot conceive what they were, These are
but poor arguments in favous of the position; one however of
some weight is, the great assistance afforded by poetic rhythm and

¢ See Chronicles, Book 1, chap. 15, verse 16,and following.
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wetre in _the composition of the music with which it is accom-
panied, particularly when it is considered that the Hebrews were.
totally unacquainted with counterpomt, or any.certain rules for
the regulutlon of melody, and that it is most probable they com-
posed the music at the moment without any previous'preparation.
For this supposition we have sufficient ground in the knowledge
that David, when exercising his spirit of prophecy, made use of -
the harp as an accompaniment to his voice. If the poetry of the
Psalms possessed rhythm, it stands to reason that the music was
governed by rules of the same kind, as in fact the one prompts the’
other, - .

Although the Hebrews were ignorant of counterpoint, the
Padre gives it as his opinion, confirmed by that of many other
learned writers, that they had certain known melodies, to. which
could be adapted at pleasure their extemporaneous poetry ; and
as a proof of there having existed some regularity in the arrange-
ment of their music, the word Sels occurs frequently in the He-
brew Psalms, which is equivalent to the Greek word Diapsalma.
What this alluded to, is impossible to determine ; the most general
opiniou, and that-apparently entertained by Martini, is, that it was
a sign for the cessation of the voices, and the introduction of the
instruments. However this may be, the Padre suggests that any
thing occurring so regularly must have been with the intention of
making some division in the performance, and consequently sup-
ports his opinion of there having been some determined melody in
the Psalms of the Hebrews. _

The' Padre enlarges still more on the subject, but adduces
nothing more conclusive. He then adverts to the instruments
used for the accompaniment of the Psalms, which however he
finds a difficult point to determine. 'The Psalms were sometimes
accempanied by many instruments, sometimes by one alone,and
the best_guide to the information he required was in the 150th
Psalm, which must enumerate nearly or quite all the instruments
in use at the time, though from the immense distance of the period
it is impossible to discover in what - way they were employed :

CHAPTER ¥IIL. ‘

Of the Bmldmg of the Temple and the Reign of So'lomon. '

At the time when David, fatigued with the dignity of his office,
reised his son Solomon to an equal shars of power with himself,
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he begun the arduous labour of collecting materials for the erec-

tion of the temple, determined the manner of its construction,

and appointed its several ministers. Amongst these not the last
or least important were the musicians, both in their number and

the dignity of their office. The princes of Israel, the priests and -
Levites, being assembled, four hundred and eighty professors were

chosen, and the rest disciples, making altogether four thousand,

a part being musicians, and the others (that is the Levites) singers,

who were employed in all the ceremonies observed in the temple.
They were divided into four-and-twenty classes, each class being

alternately employed for a week. The singers, and those who

played upon the cymbals, psaltery, harp, &c. were placed on the

east side of the altar, whilst the trumpets were blown by the

priests. This solemn pomp was strictly observed by Solomon,

particularly in the dedication of the temple, and it appears that:
he considered music not only as a proper aid in religious ceremo-

nies, but as an agreeable art, for he is particularly mentioned in
holy writ as being  wiser than Ethan the Ezrahite, and Heman,

and Chalcol, and-Darda, the sons of Mahol,” * who were all

singers; and it appears that wémen were admitted amongst the’
singers in the temple, as we find that Eman had three sons and-
three daughters who sung in the temple of the Lord, under the

direction of their father. Even chorusses of children _were em~

ployed in the more magnificent ceremonies. The Padre has
adduced many proofs of these two circumstances, which it is not

necessary for us to bring forward, as his object was to refute the

opinion that women were not allowed in the temple, prmclpally

adopted by the Padre Lamy.

CHAPTER VIII.

of thc Rctgn of Solomaon, to the Destruction and Rebuilding of the
 Temple.

This is a short chapter, yet it discloses one curious custom
amongst the Hebrews : this is, the.use of music for the inspiratipn
of prophets. “ And Elisha said, but now bring me a minstrel,
and it came to pass when the minstrel played that the hand of the

. * 1 Kings, iv. 31.
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Lord came upon him.”* This is the ﬁrst time that suth a cir-
cumstance is mentioned in the Bible, but it is upon so important
an occasion that it leaves no room to doubt the frequency of the
practice. The Padre also here proves the custom of the musi-
cians being placed in the front of the armies of Israel.—¢ And
when he had consulted with the people, he appointed singers unto
the Lord, and that should praise the beauty of holiness as they
went out before the army, and to say Praise the Lord, for his
mercy endureth for ever.””t The learned historian laments that
after music having been raised to so high a rank in the estimation
of the Israelites, that it should bave so decayed, when about 370
years after the victory of Jehosaphat over the Moabites, it fell at
the destruction of Jerusalem and the temple, into the bands of the
Babylonians. That the art did not entirely perish is obvious from
this passage—The singers, the children of Asaph, & hundred
and twenty-eight;”’} but that it languished cruelly is to be
learned from the beautiful commencement of psalm 136— By
the waters of Babylon,” &c. This also, with various- other
authorities, proves that many psalms were composed and sung by
the Hebrews on the banks of the Euphrates, to implore the mercy
of the Lord, although the verse quoted above from Ezra, shews
that on their liberation by Cyrus, and the rebuilding of the
temple, there were no longer a sufficient number of musicians to
perform its sacred offices with their original splendour, as then
4000 were employed, and now only 128 remained. Nevertheless
music was not discontinued in the temple; even at its foundation
it was employed, as will be seen by referring to the third chapter
of Ezra, verses 10 & 11, which add likewise an additional proof
of alternate chorusses. .
CHAPTER IX.

Of Hebrew M:mc, at Feasts, Funerals, and in the Vintage.

The power which music exercises over the human mind is easily
to.be recognized from the assistance which it lends towards the
expression of the strongest and most oppogite of the passions—
such as joy and grief. Of this assistante we have a certain testi-
mony in the proofs which exist of its having been the custom of
the most antient and barbarous nations to introduce music at their

* 2 Kings, ifi. 15.  +.2 Chron. xx. 21. I Eara, ii. 41.
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. feasts and their fanerals. This judicious and true remark opens
the 9th chapter of Martini, -and he goes on to state that the He-
brews also made use of music at feasts, by quotations from Serip-
ture, amongst which is ‘the’ following— And the harp aud the
viol, the tabret and pipe, and wine, are in their feasts.””® The
following passage likewise attests the use of music at funerals—
¢ And when Jesus came into the ruler's house, and saw the min-«

strels and people making a noise, He said unto them, Give place,

for the maid is not dead but sleepeth,””+ To the minstrels were
added mourners, as is proved by the works of the Rabbis and by
the Talmud. Psalms were likewise sung, and David is suppoeed
to have composed a funereal song at the death of Saul and Jona-
than. But the vintage was the principal season for rejoicing with
the Hebrews, and music was then most required. The Padre
supposes, with most other interpreters, that the 8th, 80th, and 83d
pealms, were c,omposed by David expressly for the purpose of
" being sung at the time of the vintage.

Various have been the mterpretatlons of the WOl.'d Gittith, which
is. prefixed to these psalms: that of the first interpreters of the
Bible was however a.wirie-press, to which translation the Padre
inclines, as the most rational ; besides which the chearfal and
lively character of the psalms seem to warrant this idea of their
particular purpose, and the Padre classes them accordingly.—
This chapter concludes the history of the early Hebrew music,
which, as it will be perceived, is founded chiefly an those parts of
the sacred writings—few indeed—which bear a reference to its

progress. From the immense erudition of the Padre Martini, he -

must bave possessed vast stores from whence to draw materials for
this history ; nevertheless so scanty must the records necessarily
be of the events of a newly-discovered art at such ‘a distance of
time, that even his invincible labour and research are inspfficient
to produce scarcely anything beyond mere assertion as to the
more intricate details of its cultivation and progress.

: ' CHAPTER X.
Of the Music of the Chaldeans and the other Eastcrn Nations.

After lamenting the insufficiency of his materials and the paucity -

of early records, the Padre turns to the music of the Babylonian,

* [saiah, v. 12. t+ Matthew, ix. 23, 24.

1
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and he fixes upon the following passage in Daniel,* as calling for
an explanation of two instruments never before mentioned :—
“That at what time ye hear-the sound of the cornet, flute, harp,
sackbut, psaltery, dulcimer, and -2l kinds of music, ye fall down
and worship,” &c. These two are the duleimer and sackbut.
The latin name (obviously however derived from the Greek)
for the former is symphonia, which word has been interpreted
in various ways. It would be superfluous to enumerate the
different descriptions given of it as an instruhent. The
Padre discards this opinion entirely, and is inclined to understand
symphonia as signifying the united music of the instruments pre-
viously enumerated. Insupport of this opinion he quotes a verse
from the parable of the Prodigal Son, where the same word is
used to denote music—* Et cum veniret et appropinquaret domi
audivit symphoniam et chorum.”t This in the Syriac version
is translated, ¢ Audivit vocem concentus multerum’—and in the
Arabic, “Et aundisses voces consonas’—and this concordance,
together with the many different conjectures as to the form of the
symphonia as an instrument, the Padre thinks a sufficient reason
for eoncluding that it signified a concert of instruments or voices.

With regard to the sackbut (sambuca) the same variety of
opinion prevails—but the Padre adhering to that of St. Jerome,
and some others of authority, describes it as a wind instrument,
formed of the root of a tree, and played upon by stops like a flute.
The possession of these two instruments, together with the refer-
ence of several passages in the sacred writings to the subject, are
sufficient proofi of the cultivation of music amongst the Baby.
lonians, and the Padre naturally supposés that ws this people
were every where celebrated for luxury and splendour, their
music partook of the same character : amongst other nations also
it was not neglected, and new instruments were invented. The
Pheenicians used one which was called after their country
( Pheenices), as also one called Naublium, which was played on at
the feasts of Bacchus, and a kind of flute used at funerals, which
was about a palm’s length, producing 2 wailing mournfull sound,
and was called in their own language Gingre. The Asayrians
were the inventors of the Triangulum or Trigonum, an instru-
ment of a triangular shape. According also to Juvenal,

* Daniel, ifi. 5. + St. Luke, 2v. 25.
YOL. VIII. NO. Xx1Xx.—1826. (]
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players on stringed and wind iastruments and drums were to be
met with in’ Syria. The :Assyrians are likewise said by some
putient writers to have invented the Pandure or Syrinz. By.
Virgil, however, and other Grecian authors, it is attributed
to Pan, the god of shepherds. . This, with many other iaven-
tiows, the Padre leaves for discussion in his History of Grecian
musicy as he says the Greeks appropriated the diecovery of all the
arts, which they only learsed from the oriental uluons, and osper-
einlly music.
CHAPTER XI.
On the Music of the Egypliens.

"Che Padre still finds the notices even respecting the mmaf
this illustrious people few and slender, but he says, in a country
like thia, abounding in pleasure and luxury, so great 2D agnt
as music could not be neglected.

Kircher and Boccaccio assert, that after the deluge the Egyp--
tians were the restorers of music, and that Shem and his son Me-

~pliraim were instructed in the art. Zarlino starts a curious sup-
position; that the word music is derived from the Egyptian word
" s, and the Greek nyes, signifying water and sound, from‘whicll
‘he implies. that it was first discovered by the ns in
the sound of waters. Kircher also adds, that -they firt made
. flutes and  pipes of the rushes which grew on the shores ‘of the
Nile. The Padre here introduces a long dissertation to prove,
-that as the Egyptians were learned in the other uarts, they must
likewise have ‘been so in music : this is now universally believed
-to have been the case—but here a curious doubt arises, from a
contradiction in the writings of Diedorus Siculus, and Plate.
The former says, that in Egypt no ome cared for music, as it
" softened the soul and rendered it effeminate, whilst on the con-
‘trary the latter who lived three centuries luter, mentionsit as one
‘of the most important points in the instruction of the Egyptian
‘youth. The Padre ingeniously solves this dificulty by supposing
thatin the time of Plato the Egyptians had banished all effeminate
music as likely to corrupt the mind, but had retained the stronger
and more solid kind, which would correct and strengthen it. As
the Egyptians wero the first worshippers of idols, se are there
certain proofs of their baving used music in their religious eere-
monies; in the fourth book of Exodus, there is asufficient one,
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where the Teraelites are deecribed as dancing and singing round
the molten calf, in the manner of their late task-masters, the Egyp-
tians. These last adoned-Mercury, us the first observer of the
stars, the harmony of song and the proportion of numbers; he
also was the inventor of the lyre, strang with the intestines of
animals. ‘The lyre containéd only three strings, bearing a refer-
ence to the seasons—the highest bemg for the spring, the lowest
for the winter, and thé mlddle for the summer. This passage is
taken from Dlo&orus, as also one which follows relating to Apolle
and the Muses, the former being described]as the brother of the
Egyptian god Osiris. It appears that Apis and Serapis were
especfally worshipped with music. The tibia was employed at
their feasts, with the trigonum and the psaltery A song invented
for the obsequies of Linus, sung by various nations under different .
appellations, took its origin likewise with the Egyptians. At
the death of Manerus, who was said to have been the son of the
first King of Egypt, this was sung-as a lament. Several instru-
ments were invented by the Egyptmns the sistrum-was attributed
to Isis, and was used by the priests in the temples. The trumpet
'was found in use amongst them by Orisis; he also invented the
monat[on, used in nuptial songs. The lyre with seven strings was
invented by Mercury, and carried by Terpander into Egypt, as
'was also a certain song, sung at feasts, triumphs, and sacrifices;
they likewise used the ¢ympanum or drum in war. These notices,
however scanty, are sufficient to prove the cultivation of music in
Egyptin as high a degree as was possible in those early ages.

[To be continued.]
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Auom}sr the changes of the time, we have had frequent occasion
toremark, that there isnone moresingular orcomplete than'thetaste
_ for rapid Italian comic compositions. In our characters of Sigrior
and Madame Ronzi de Begnis* we entered semewhat at large
into the causes which appear to have produced this predilection,
and which reside in the music itself. But much is attributable to
the merit of those admirable performers who have succeeded each
other with such continuous brilliancy of talent, that we should
almost be tempted to believe success in this particular depart-
ment to be moye easy of attainment than in any other. It will

be understood that while we write, Morelli, Naldi, Ambrogetti,
- and De Begnis, are within our recollection, as well as those last
most excellent performers. That such a conjecture may be
founded in truth is not only supported by the fact of the rich suc:
cession of singers we have alluded to, but by the consideration,
that we often perceive not much more than a moderately good
voice, a power of rapid utterance, and a quick ear, to be the
qualities and attainments of singers of this class. They speak
indeed quite as much as they sing, and are indebted for the appro-
bation that follows them, as much to humour as to science.—
Ambrogettit could not sing at all, and even De Begnis, when he
attempts any thing serious, is not eminently successfull. We shall
have occasion further to illustrate this truth in the progress of our
present memoir. But be this as it may, we are warranted in
stating that no other music has made such way in the public esti-
mation of late as this of which we are speaking. Even the first of
our native singers have found it indispensable to cultivate the
style.{ Some years ago Mr, and Mrs. Lacy reached the highest

* Vol. 4, page 308.

+ This creature of spirit, whim, and frolic—the perfect personification of
Il Don Giovanni—has taken the vows and become a monk ; but not, as has
been reported, of the severe order of La Trappe.

1 Itis even more cultivated amougst amateurs ; nor can it be any matter of
wonder, when we hear the very captivating things composed by Cimarosd,
Guglielmi, Mozagt, Fioravanti, Rossini, Mosca, Mercadante, &c. in this mane
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degree of accomplishment in this peculiar vein. No Eaglishinan
has ever equall<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>