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ROSSINI.

TO THE EDITOR. '

Sig,

Roslnu has enthusiastic admirers and bitter adversaries. The
former eulogise the latter scorn him. Both may, perhaps, have
ome ground for their opinions. To me it seems clear that the man
who is able to supersede, as it were, all former composers, however
high their estimation, and to set aside all present competitors, what-
ever their pretensions—the man who can fill all Europe with his music,
must possess talents of a superior order. In the streets and in draw-
ing-rooms, in the orchestras, and in the theatres, you hear Rossini,
and scarcely any thing but Rossint. This universal reception
proves, that the great majority of mankind are pleased with his com-
positions, whilst his fertility enables him to keep up a succession of

novelties that prolong his reputation, and leave no room for the ad- -

mission of any other name. Here therefore we have proofs of the
force and productiveness of his genius. Fashion and prejudice, and
ignorance and bad taste and volaptuous feelings, and heaven knows
what other causes beside, are conjured up to account for this extraor-
dinary fascination. All these may have their weight. But it must
also be admitted, that to create all this confusion, there must have
been originally a power in'the man to turn people’s heads, not pos-
sessed by any body else, for Rossin1 had only pen, ink, and paper
and his ideas, as the levers to move public sentiment and bring
himself into fashion when he began to write. Now, Sir, I am one of «
those who think he has great ability, and with it, much of the extra-
vagance that attends genius, and particularly genius so rapidly de-
veloped and employed. The question for the philosophical- musi-
cian to consider, seems then to be, how he has improved, how in-
Jjured his science—where he has transgressed, and where extended its
bounds. If we can settle any of these points satisfactorily we may
hope to have done some good, for I think it will hardly be denied by
VOL. V. NO. XVII, A



R . ROSSINI. *

any party that there is, as in all thirgs, a mixture of good and bad,
in the compositions of this master. To this endeavour, I shall then
_address myself. Bat first I must say a few words in the general.

Rossini is now known both as a serious and a comic author—in
truth there is scarcely a passion which he has not treated, and treated
with some portion of success, if applause be a measure of desert.—
The leading characteristics of his style and manner have been perhaps
sufficiently descanted upon in your various articles upon several of
his most popular productions. Ihave indeed notso much to do with
the generic properties discoverable in his writings, as with his spe-
cific beauties and defects. I may however be pardoned for recapi-
talating rather than describing anew his qualifications in the gross.

. I think, Sir, the reviewers have been right in ascribing great ani-
mal spirits and invention as the foundation of the vivacity and force
to which his music is principally indebted for its effects. Melody is
his art, and is the capital art of captivating the million of hearers. In
combining execution with melody he draws into his music surprize
and the other principles that lead men to applaud and approve the
Iabour that is manifested by difficulties overcome. He also certainly
obtains a more extended means of novel expression. But is that
expression legitimate ? says the follower of the Qldér schools of vocal
composition.—Is it effective? I should be tempted to ask in reply.
What is expression 2—A mode of practically explaining and demon-
straling certain sentiments and passages, which raises in the hearer
the emotions he conceives or knows to belong to and attend the pas-
sion, the poetry and the music are written to convey. Now does the
music of Ross1n1 produce this result 2. The world says—it does.

It appears to me, Sir, that the difference between the admirers of
the ancient and of the modern schools of composition lies very much
in a single word—stmplicily—and particulatly in so far as melody is
conceried. - Complex accompaniment is, we well know, the growth
of the last sixty years. But to this there islittle opposition set up.—
Havdy and MozaRT took their places at once,and no one was ever
heard to object to the complicated but beautiful effects of their in-
. strumental combinations. There is therefore no peremptory rule
against complexity, provided the auditor is'affected more strongly
than by greater simplicity. In judging then of the present state of
melody, it becomes a question whether, consistently with the pro-
Eression that all things maintain, it was possible to conlinue to give
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to simplicity the charm of attraction? whether (so far as melody was
concerned) simplicity was not exhausted? }f many (indeed most)

of MozaRrT’s airs were simple, he had still the attractive novelty of
his accompaniments, and. to these he owes his pre-eminent praise, if
we may beallowed for a moment to separate the two branches, with-

out impairing his title in the one by acknowledging his greater merit"
in the other. Moralists would certainly hold it to be most desirable

rather to maintain simplicity in every thing that bas relation to man-

ness, and it might be more praiseworthy still to bring men back to

their pristine purity of taste. But does not experience shew this hope

to be contrary to universal experience? Is not every thing in art

eonstantly in pragression ? and therefore is it practicableto accomplish

this desirable restoration? [ am afraid that both the principle and

the history of our nature will assure us but too powerfully it is not ;

and those convulsions by which society has in various ages been

brought back, have ever been regarded as the term itself discovers, as

barbarous retrogradations. Again, I may be allowed to ask, whether,

happiness being the end, the means must be confined to the exercise

of the severe and lofty affections? Admitting cntirely and never in

the slightest degree intending to prejudice the important truth that

virtue is the basis of all truc enjoyment, it may yet be permitted to

extend those limitations, and to take into our pleasures light and

vivacious and tender joys. Thesc several allowances will, I imagine,

have some weight when pleaded in justification of the expedicnts to

which a composer whe has come as late into the world as he whose

works we are considering, has a right to have recourse to, in order

t> inform his labours with some portion of originality, and in the en-

deavour gratify his hearers, to raise himself a name, by soaring

beyond the beaten track. Thus much for the geneml justification of
the course RossiN1 has pursued.

From these premises too I shall infer, that in the choice of difficultics
which competition with former genius presented, Rossin1 has taken
almost the only road which seems open to him. It appeass to me
singular that no one (at least to my knowledge) has ever observed the

impossiblity of evading the charge of servile imitation, unless when

* genins strikes out something exceedingly rare, and almost unthought

of. Who could new compose a chorus of any grandeur without béing

accused, ar indeed without actually borrowing the general notion: of

majesty from HaNperL? Who could write an opera with clear and
A2



e

4 . _ ROSSINI.

lucid melody, plain in its structure, without touching upon the ground
which Piceini, CiMAROsA, and the writers of that ‘age, have al-
rcady filled ? If he should aim “ to fix his pedestal in the orchestra,”
he would be sure to encounter the giant Mozart. Now though I
will not venture to affirm that these pre-eminent composers and their

. contemporaries had exhausted every possible combination of beauty in

" their art, yet 1 will take upon me to assert, that no man coming after

them could tread in the same path and hope to rival their names, and
enjoy any vast proportion of popularity. The proof lies in the fact
that noman has done it. W hat composer lias made Europe resound
with his name like Rossini? Biancai, and WinTer, Pucirra,
and Paer, and HiMmeL, and such names, have, it is true, had
their attractions, and deservedly ; but most of their works are already
descended or fast descending to  the monument of all the Capulets.”
Rossin1 may also cedse to live when he shall cease to write. But
none of these have done what he has effected. None of them have
excluded all other competitors ; none of them have seized the lists,
and held them against all comers as he has done and is still doing.
This success I attribute in a great measure to the novel combinations
he has ventured to attempt, as well as the never ceasing vivacity
and “the catching melodies” which every body sings, whistles, and
plays. Had he not struck out this new style, or if it be not abso-
lutely new, had he not carried this manner further than it has been
carried before, he might have enjoyed a certain share of reputation,
as those composers who have filled the trench between MozARrT and
himself; but he would never have arrived at the vast popularity he
has gained. This premised, I may proceed to shew where I think
he has enlarged the practical effects of art, and where he may justly
be charged with extravagance.

It is singnlar that Rossin1 should have derived almost his entire
stock of reputation from concerted pieces, and should bave written
scarcely half a dozen airs that are known. Di tanti palpiti in Tancredi,
and Di piacer in La gasza ladra, are almost the only songs that are
popular, while his duets, trios, and quartetts are as numerous as.well
known. In searching for the reason of this deficiency of particular
power, we shall find it opens a curious illustration of the properties
of his mind and genius. The solution, as it appears to me, lies in the
fact of his wanting that concentration of feeling, that faculty of
entirely directing his thoughbts to one passion or one object, which is
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" often if not always the essential quality employed in the composition
.ofan.air. The finest airs are those which are limited wholly or neagly
to the expression of a particalar sentiment, or of connected sentiments,
which may be compared to the relation between the major and minor
keys, in which they are so constantly conveyed. RossiNi’s inivention
is too volatile to bear this concentration. His ideas rise so rapidly -
and shoot so far, that they bear him fairly away from his first
-object. He is pleased, as all inveniors are, by the agreeable
agitation which attends the velocity of the succession, and in the
enlivening whirl of fresh objects, loscs all care concerning the unity
of his design. This inconsiderate pursuit of novelty must also be
very much encouraged by the speed at which he is called upon to
write.  The production of such vast quantities of music in so short
a period must leave little or notime for consideration—the composer
is and must be carried away by his ideas. To digest, arrange, and
correct, is as impossible as it would probably be irksome to him.
He has neither opportunity for the work nor relish for the labour, -
He attains his end in acquiring unbounded reputation, and he is
satisficd. How often has it happened that the * nonum prematur in
annum” was obeyed by the composer of operas? Following this
clue, we perceive at once that the cause why he fails in air operates
to promote his success in concerled pieces. In these latter the suc-
cession of persons, the diversity of dialogue, and the variety of sen-
timents, give full play to his fancy—he flies from one to the other,
and finds new food for his invention—his animation is excited afresh
by every individual in the circle and by every trait, and he enters
with ever new delight into the opposite trains of thought and
expression. ' X
And we shall be able by the same means to account for the occa-
sional contradictions found in his works by the patches here and
there introduced, such as a paltry piece of symphony succeeding a
beautifully expressive theme in the melody. His mind flies off,
and as very slight relations of thought serve to call up images to his
fancy, he outstrips his hearers, who losing the slender thread that
connects his ideas, cannot fail to disapprove. Ina word, his ima-
gination is stronger than his judgment; and, perhaps after all, this is
the very quality that renders him the composer for the multitude of
mankind. I recollect no single piece that contains more of Ros-
siN1’s manner, more of blended beauty and deformity, rapidly
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succeedi;g each other, than the celebrated duct, ¢ Ebben por mia
memoria,” sung by Ninedta and Pippo in La Gaxse Ladra. No
situation of more deep interest can be well imagined. Here are two
persons, one of each sex, both of great sensibility, attached by those
ties of regard which uneducated people feel most strongly. The
one young, innocent, and beautiful, is about to suffer an ignomini-
ous death for a crime of which she knows herself innocent—the
'other comes to take almost a last farewell of his fellow servant under
these afflicting circumstances. The subject of the duet is the desire
which the poor girl expresses that Pippo will accept a cross and
keep it for her sake, and that he will present a ring to her lover.
Natural exclamations of sorrow on her part, and of pity for her grief
and admiration of her constancy, afford the passion of the duet,
which is altogether of pathos, rendered more and more affecting by
the tenderness with which it is mingled. Now let us se¢ how
Rossint has expressed these actions and sentiments. The words of
the first part are—
¢ Ebben per mia memoria

La serberai tu steeso;

Non hai piu scuse adesso

Di rifiutarla ancor.” ¢

Nothing can be more simple than these few words—accordingly

the composer begins (after the recitative) at once, without symphony,
a simple melody. The notes are conjunct, the pathetic accent
marked, and the syllables are slightly broken by short rests—the
accompaniment, an arpeggio to picture the agitation attendant on
the request. The second line he repeats, and with propriety as ren-
dering the offer more persuasive—so far all is right—but in this re-
petition is introduced a rapid arpeggio, descending from the fifth
through the third to the key note, and rising again through third,.
fifth, and eighth, to the tenth—this is doubtless intended to convey
agitation and a rapid eagerness in pressing the point—but the mind
hesitates as to admilting the propriety, and this hesitation is con-
firmed into stronger objection by the pause aud the direct descend-
ing leap of an octave, which is filled up by a passage of quadruplets,

¢ Well then do you keep it
In remembrance of me ;
You can have no excuse
Now for refusing it.
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of purely instramental construction. This, if it cannotbe taken as a
passage of avere ornament in the sense the compover intends to apply
it, must still be subjected to the censure of misappropriate position,
as well as being of doubtful expression, for it is as descriptive of
gaiety as of agitation. The next three bars, ¢ Nom kai piu stuse
adesso,” are beautifully pathetic, when the two descending groups
of six dotted notes each, again interrupt the ewrvent of the passion,
theugh the olosing phrases of the strain rise once more to fine
expression. o

Pippo having repeated the entire strain, three bars of duet upon
the words “ mi cadono le lagrime” are not inferiorto any in just design.
To these succeeds oneof the boldest applications of passages hitherto
considered purely instrumental, of any that is to be found in
RossiN1’s works, and what marks the peculiar manner is, that it is
combined with a phrase of beautiful expression. The second part
contains the divisions to which we allade, and which are the chords
of § and &, upon the tonic repcated in arpeggio, ascending and de-
scending twice in alternate succession, through several succeceding
bars, while the upper part chaunts a lugubrious and mest effective
repetition of itwo notes. The object is sufficiently plain. The ar-
peggio is given to picture the extreme flactuation of the grief—
the sobbings as it were that accompany the tears: but if it can be
allowed to be legitimate, so far as construction is concerned, it then
falls under the objection that the passage is not, nor cannot be
made vocal even by strong pathetic accentuation, which must be
employed to make auny thing of it, for as mere equal notes
they would certainly mean nothing. But I altogether doubt the
value of arpeggios in expression, and I venture to protest against the
use RossinN1 makes of them, as an extravagance. Imay also remark,
that he has indulged his passion for many notes at the expence of
his jadgment, upon the phrase next in succession,  un animu si
tenera.”” W here these words first occur, the music is well adapted,
but on the repetition he has spoiled it by augmentation, fritteting
awny all the purity, all the sadness. Retarning to his original
vein, this introduction councludes with a most feeling repetition of
the words “ presente ogmor.”

In this short movement then we bave proofs of the doctrine I have
advanced; and as I persuade myself this will be found to exhibit a
fair specimen of the great bulk of his compositions, and to be borne
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out by the general qualit;y, I consider I have in so far established the
maxims 1 have previously laid down. Here we have the feeling, the
power, the transition 1 have described as some of the characteristics
of his genius. * '

- If we pursue the analysis of this duet, we shall find further demon-
strations of the same principle. The simple passage of hurried im-
precation which commences the next movement is deformed in the
beginning and by places, by the frivolity of the accompaniment,
while as the work proceeds it is highly wrought, and closes with a
transition almost agonizing, from the very tcmpest of sorrow to
melting horror, upon the words  mi scoppia in senil cor.”” Nothing
can be more true than the passion of this latter part. .

L’ultimo istante” preserves the same spirit, till in the eleventh bar,
comes in the unfortunate taste for triplets, which I presume to be
here adopted for the whirling effect a violin can produce in executing
them rapidly. Those introduced upon the words “in quegli occhi,”
arc, as I esteem the matter, very unfortunate, norindeed can I admire
any part of the succeeding music, until we arrive at the working up,
" which is certainly carried to a bold and even terrific height.

Now, Sir, I take this duct to contain as much of intense passion as
well handled as any thing Rossint has written. The design is
finely laid—the several movements are boldly and justly conceived
~the subjects are touching—and the interest never flags. Yet there
is much to displease, and the continuity of satisfaction is perpetually
broken. Nor are we quite able to say this arises from haste; for
where these interruptions occur they happen from the peculiar taste of
the man, from his own applications of forms, as in the arpeggios and
symphonies, and little doubt can remain upon the mind, that the
causes of these errors lie in the different interpretations which the
corposer and the auditor give to the same phrase. These errors,
therefore, if errors they be, are honest—they make a part of hissystem
of inventions or novel applications.

I have purposely, Sir, begun with onc of the most simply con-

structed pieces of this author, and though perhaps we shall beat no

loss to discover that his best, and even some of his most popular
works are his simplest, of the serious kind at least, yet had such
alone been known, whatever their beauties, Rossin1 probably would
have been no more heard of than Biancui, or PAer, or WINTER.
Yet still I say his simplest works (of the serious cast) are his best;
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for instance, ¢ Mi manca la voce,” and ¢ Del tuo stellato soglio,”
and others 1 could enumerate. I shall now. turn to one of his most
complicated— Otello. In this opera he has had recourse to the accu-
mulation of passages hitherto considered as mere ornaments and at
the disposal of the singer, as the means of expressing the most violent
passions. -

Omament has never, that I am aware of, been treated philosophi-
cally or scientifically till ¢ The Grace Book” appeared, and much as
the author has done to analyze the parts and settle the laws which
ought to govern the application of graces, he is compelled to admit
he found it impossible to reduce the passages to any definite interpre-
tation, either of joy or grief, the same being frequently employed
for both. That RossiNt so employs the same roulade or volata
will be seen after five minutes’ inspection of his scores. Look for

instance at the duet ¢ Dunque io sono,” in Il Barbiere di Siviglia, a

lively comic dialogue, and compare it with ¢ L’orror d’un infelice,”
in Otello, a song of the deepest pathos, and you will perceive divisions
almost note for note alike. Again,’in the duet of Otello ¢ Vorrei che
il tuo pensiero,” he has employed the very same passage upon the
words expressing the evanescence of joy and the durability of grief.
This it may be said is equally true of all voluminous composers. It
is so. What then are the specific differences between Rossint and
his predecessors 2 In the fivst place I should say greateraccentuation,
greater velocity, greater complication. Rossint will employ, for
instance, the same phrase four, five, and six times in succession. In
the song I have just quoted there is a descending passage from B to D
four times repeated, and a fifth with the elevation of one degree.
This may be, for aught I know, ¢ the very tempestand whirlwind of
passion;” but I so much doubt its accordance with the general
sympathies of mankind, that I fearlessly pronounce, Otello will
never live; and I am guided to this judgment by the almost universal
substitution of such phrases as I have quoted, for the grander and
more just elements of expression. Rossin1 has sought novelty, or
rather perhaps he has suffered himself to be hurried along by the
impetuosity of his nature and the strength of associations, very much
Ais own only. I shalladduce the duet Ak vieni,” in Otello, ending
in the terzetto ¢ Che fiero punto,” as a last example of this particular
resource. In this will be found almost all the combinations of orna-

mental notes he has employed. The division upon the words « Pinta’

VOL. Vo NO. XVII) B



10 . _ ROSSINI.

ha sul reo sembiante” contains an epitome of his science of inventions in

_this species; you have there in the short space of a bar and a half,
single notes, repeated groups, and volate; every thing, in short, but
arpeggios. This I think is a sufficient example of his extravagance
upon principle, as in him I must consider it to be. If Otello be
‘eceived as a master-piece, the principle is acknowledged, and nothing
that the human voice can execute may hereafter be considered as
inapplicable to the expression of the passions—the stormy passions
I mustallow. Butl neverthelcss must enter my protest against both
the theory and the example.

* Yet, after all, it is not from his serious music that Rossint’s fame
hasarisen. It is by his accentuated rythmical melodies that he has
raised himself. Take the best of his pieces, whether serious or.
comic, and this is the property that fascinates. What else do we find
in ¢ Di tanti palpiti ' What in “ Ak se di mali miei 2° What in
“ dmor possente nome 2” What in “ 4k se puoi cosi lasciurmi?”
In these last, indeed, there is a captivation derived from the unex-
pected changes of time and subject, which add the force of transi-
tion and contrast to the other sources of pleasure. Trace him
throughout, and itis the same. Melody, and an accentuation so
marked, that once heard the air never fades from rccollection—these
give him the dominion he holds over the many. From the opening
of 1l Barbiere di Siviglia, ¢ Piano Pianissimo,” to its closing, * Zitti,
Zitti,” and Disi felice innesto,” the same principle will be found. -
So in Xl Turco—so in L’ Italiana in Algieri.

Two or three duets will serve very much to illustrate the noveltics,

or rather the cxtensions of former inventions he hasemployed. If we
look at ¢ Dunque io sono,” from 1! Barbiere, we shall find an example

* of construction which the rest of the opera confirms. The divisions
upon the wards  ero imaginata, lo sapeto pria di te,” exhibit those
repetitions ofascending and descending quadruplets which so employ-
ed are almost his own, while those upon ¢ 4k tu solo amor tu set, che
mi devi consolar > contain arpeggios and the accentuated divisions of
melody, for which he may be said to be the principal authority. In
% Per piacer alla Signora,” from Il Turco in Italia, we have the
lively repetitions of the same notes in accampaniment, which are
almost his invention, and the same kind of division, while in “A!’ idea
di quelmetallo” there is upon the closing movement ¢ Ak ched’amore”
the contrasted mclody of the upper part converted subsequently to

~
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accompaniment and running against the garrulity of thesingle notes
of the base. These are his peculiarities, and where he has shot be-
yond his predecessors and his followers, I think I shall be allowed to
say he has done so by the help of these contrivances, and these only.

“RossINI is a manneris(,” say his contemners. Undoubtedly. And
who is not? But the fact is that Rossin1’s mannerism is rendered
more prominent by the very peculiarity which is the principle of his
system—Dby the accentuation and by the divisions he employs. Flow-
ing melody, simply constructed, is not suceptible of the same strong
characteristics. e. g. SHIELD's simplictty was mannerism, but
though the writer of ¢ The Fealthy Fool,”  The Streamlet that
Jlow'd yound her Cot,” and  The Thorn,” is recognizable to the stu-
dious eye and even to the common hearer, yet they are so from the
absence rather than the presence of strong and decided peculiarities.
One unaccustomed to examine the construction of harmonies might,
it is true, be struck with.the near resemblance the thrce songs of
SureLp we have mentioned bear to each other, but the impression
would not be forceful. When we hear Rossin1’s finales or his duets
abounding in such catching melodies” as are to be found in the
close of ¢ Al idea,” ** Amor possente nome,” or * Dunque io sono,” no
human being can mistake the hand of the anthor. In the works of
the composcrs up to the middle of the last century, although traits
proper to themselves are perceptible, yet, I repcat, Rossin1’s man-
nerism is far more palpable, though not more intrinsic, on account of
the strength of his peculiarity, and which necessarily waits upon the
means he uses.

Perhaps I ought not to omit, nmongst Rossin1’s characteristics,
his disdain of rules, when he imagines effects are to be produced by
a disregard of them, or by a wilful breach of musical canons. Thus
we find consecutions by four and five together, and sometimes false
relations in the succeeding notes. From these things it is plain he
worships effect, and he looks upon every means that can be success-
fully employed, to be justly employed. Andit is by such means
only the bounds of art have been enlarged. In art as in govern-
ment, success makes the monarch and failure the usurper.

I have said that fertility is one of the great causes which enables
Rossint to possess himself so entirely of the theatre and the public
of Europe. This quality must however be seconded by circum-
stances, and the greatest of these I take to be, the very prescription

‘B 2
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which after a time a composer obtains. The Entrepreneur of Music
finds the public pleased, and he finds also his treasury is filled,.—
What needs he to seek any further 2 This fact gives the man who
once possesses himself of the general ear facile and continued access
to it, and tends to exclude all competition. Yet it does seem
strange, and perhaps derogates no liitle from the genius of our

_ time, that one only man should be much known as a composer of

operas throughout Europe.®* Bisuop, in the same manner, occu-
pies the English. Now is this owing to a want or to a discourage-
ment of talent upon the ground I have suggested ?

And here, Sir, I will conclude.—The only apology I can make for
the length of my paper is the popularity ¢ my subject, and I consi-
der that to aim at tracing the real causes of his universal reception,
together with those that tend to produce such very different opinions
as those we hear concerning him, may be an attempt not unworthy
the attention of the readers of the Quarterly Musical Magazine and

Review.
I am, Sir, your’s faithfully,

MUSICUS.

% WeBeR, I am told, has lately produced an opera at Vienna, which
establishes his character as a dramatic composer ; but upon this matter -
Doctors disagree.
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TO THE EDITOR.

Sin,

Youn correspondent, A. B. has kindly excepted me from the
class of « flippant retailers,” for which I feel myself highly obliged.
Had A. B. been kind enough to have attended to the prayer of my
petition, and favoured me with the information desired, or any
opinion on the subject, it would have been an additional obligation.
I will, notwithstanding his example, follow him through his obser-
vations, and leave my prior request to his or any body else’s regard,
who may deem it worthy of note. A.B. quotes Dr. BurNEY, whose
¢ words,” says A. B. ¢ are not more eloquent than true,” and upon
his own knowledge cites HAYDN’s corroboration of {he assertion of
the Doctor’s, namely, that ¢ HANDEL’s chorusses, anthems, &c. are
pronounced by all judicious and unprejudiced musicians of every
country, to exceed all the works of the greatest masters since the in-

vention of couuterpoint.” ‘
I have often looked at De. BuaNEY’s account of the Westminster

Abbey performances, &c. and admired the copious supply of syno-
nims collected by the learned detailer ; and while I pitied the en-
gagement entered into to praisc, above all commendation,” every
thing appertaining to thesaid performances, performers, and composer,
I never contemplated the probability of the opinions there laid down -
being seriously quoted. The good Doctor, in his pious determination .
to fulfil his task *out and out,” opens his laudatory battery upon
the very tuning of the instruments of the immense orchestra, collected
for the commemoration of the immortal Mr. HANDEL, deceased, as
MarraEWs would have it, and dwells with awe and rapture upon
the noble effect of the simultaneous open strings, in dire accord (pre-
vious to tuning, of course) of sundry score fiddles, tenors, violoncellos,
double basses, the A’s, great and small, of as many flutes, oboes, bas-
soons, horns, trumpets, trombones, the double dowble dryms of the -
energetic JENKINsON, soflened down and amalgamated by the
« gentle roaring” of the Abbey organ. ¢ This argues a foregone con=
clusion,” and (with deference to A. B.) is proof more unequivocal of
Da. Burxxy’s eloquence,” than ¢ truth,” and of deterniination
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to praise rather than of desert in the party. Iavpn’s evidence 1
lcave as decisive, not of his judgment or opinion, but certaioly of his
good nature and modesty. A. B. must cxcuse my doubts of the con-
sonancy with BurNey,of WesLey, CLEMENTI,CRAMER,ATTWOOD,
Crorch, HonrsLey, or NoveLLo,” and appeals to CaLLcorr,
WessBE, sen. HArRRIsoN, or BARTLEMAN, are vain now, and to
the last would have been cver so, in proof of which I offer the follow-
ing fact. Mnr. BARTLEMAN refused to assist at a performance where
MozaArT’s accompaniments to the Messiah were annonnced ; in con-
sequence of which, to the great regret of many, and of the orchestra
in particular, they were laid aside. A noble director, appealing to
thessinger’s own judgment for the very increased effect by the added
wind instruments, inthe song of ¢ The peoplethat walked in darkness,”
was struck dumb by the sudden start of the performer, and bis ex-
clamation of ¢ What! do you think I ever heard them? No, Sir,
I never did nor nzver will!”  So much for unprejudiced feeling in
one of A. B.’s referees. The attraction of the Messiah, so fondly
dwelt upon by A. B. is any thing but a proof of its influence musi-
cally. The recurrence to Mother Goose, at Drury Lane, to make
good the hiatus in the treasury created by the performance of Miss
Barrrie’s De Montford, with Mr. KensLe and MRrs. Sippons,
was not quoted by Mr. Suerinan in the House of Commons,* as
indicative of the prevalent good dramatic taste of the public, and
while certain associations (mental) exist, and opinion (not judgment)
is hereditary, The Messiah may be a rallying point for the vulgar in
London, and for all the country psalmodists within ten miles of
Gloucester, Worcester, Hercford, Bristol, &c. but if judgment may
weigh against declining numbers, the Creation shall fearlessly enter the
lists for attraction and applause. I cannot congratulate A. B. upon his
proofs of HANDEL’s knowledge of the power and capabilities of wind
instruments. ¢ Arm,arm, yebrave,” foroboe effect is meanand meagre,
naked and bare, and the overture to Esther might pass for an imitative
attempt at an angry duck in soliloquy. I must protest against the
slow movement in the Occasional Overture as fully as I should against
a quotation of GriesBacH’s performance -of it. The touch of
Midas, and the transformation of a copper coal scuttle into gold, is
pitifal necromancy compared to the soul-bearing stream of inspired

* Debate on a proposed third Winter Theatre'in London.
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eloquence poured through his instrument by the inimitable per-
former named. ¢ The flute,” says A. B. does not appear to have
been a favorite instrument with HanpEeL, but that he knew: how to
apply itjudiciously (*‘a vile phrase”) is sufficiently manifested in the
accompaniment to ¢ Sweet Bird.” ‘Can A. B. account for the trans.
fer of this ¢ judicious™ application of the flute to the violin by every
performer of eminence lcading the song in question? or did A.B.
ever ask a horn-player’sopinionof HANDEL'S parts? If not, let him
on the first occasion, and particularize ¢ Jehovah crowned.”—That
Hanspevr’s trumpet music is more varied and more striking than
tbat of any other author I readily admit; but till deviation from
preferable modes be esteemed advantageous, or dwelling upon natue
ral deformities emblazoning beauty, the ¢ variety of HanpEL's
trumpet parts’” must consist of passages fitter for the violin, and his
«striking effects” of studied exhibitions of the natural defects of the
instrament. A. B.’s doubt of the advantageous combination of seve-
ral wind instruments in one song or chorus is, in my opinion, the
veriest shrinking from the question that can be conceived. HaN-
pEL’s poverty of invention, and not his will, induced him to ¢ pre.
fer” introducing them in ¢ succession.” An artist aboat to furnish
a series of landscapes might as well contend for the propriety of
each picture being in one colour,” and make his cows, sheep, and
shepherds, all blue, that his reds, greens, and yellows, may be seen
with undiminished effect in following and separate subjects. Has
A. B. never experienced the thrilling eflect of a (perhaps) single note
of a wind instrument in the scores of Hayp~ or MozarT? On the
other hand, when a wind instrument is conspicuous in HANDEL, itis
not from its “ judicious” adaptation, but from the absence of every
other feature. In his scores of many apparent parts how frequently
do we find ¢ oboe con violino,” ¢ viola ¢ fagotti col basso,” and a
cross and jostle of parts between the first violin and the principal
trampet would often make very little difference in the effect de-
signed. It has always apj.cared to me that HaxpEL’s “thick and
thin” partizaos are ignorant of his rcal merits, and though the declara-
tion will doubtless surprise A. B. Iavow my own conviction vi iis ge-
nius and occasional sublimity. Hanpev’s indiscriminate admirers,
like travellers in the descrt, insist upon enumerating every craggy point
that peers through the sand as the apex ofa pyramid. Itis not in the
disposition of the powers of an orchestra that HanNbDEL can ever main-
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"tain more than mediocrity, and every day now only serves to further
expose the folly of this assumption for him, by injudicious zeal and
blind devotion. If A. B. will look through HanpEL's Italian Operas,
I shall be happy in coinciding with him in repeated opportunities of
delight and praise of ¢ beauties of HawDEL,” not to be found in Dr.
CLARKE, or within the ken of many staunch Handelites, whose .
knowledge extends to the Messiah, a few scraps from Saul, Sampson,
Esther, Judas Maccabeus, the occasional overture, the minuet in
Ariadne, and the gavot from Otho.

Your’s respectfully,
A QUERIST.

P. 8. « Zitti Zitti” of Rossini has been noted for its perfect resem-
blance to the subject of one of HAYDN’s songs in the Seasons. More
than the first half of the subject is borrowed by HA Yy~ from himself,
and begins a sonata—No. 2 in G, op. 73.

-

TO THE EDITOR.

Sir,

Tnnnn are few pieces of information in your work which bave
given me more pleasure than that which announced the approach-
ing British Concerts. It is really high time that the works of our
best native composers should have fair play—that men possessing
the sum of musical talent which they enjoy, should at least make an
effort to assert their rank, and to claim the station which they un-
questionably hold in the musical world. Let them come forward,
not as mean and ab:iect supplicants for that scanty dole of public
favour which is asked as a boon, but let them put forth their strength
fairly and unitedly, unfettered (if possible) by internal jealousies and
divisions, and I feel confident that they will not fail of the success
which they deserve. No men have had more difficulties to contend
with, more obstacles to surmount, and none have shewn a more dis-
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interested and ardent love of their art. The caprice of singers, and
the petty interests of contending musical factions have been arrayed
against them ; their most beautiful compositions have been, from
these and other causes, kept from the public ear, but they have never-
" theless gone on adding to the stock of English vocal music specimens
of part-writing, which need not fear comparison with their great
predecessors WEBRE, Cooke, and CarrcoTT. I think there never
was a time in which we could produce a greater number of good
glee writers, and it would be a stain upon our musical taste, if their
compositions were suffered to sleep in the portfolios of their authors,.
or be confined to the gratification of here and there a select knot of
glee singers.

T have said that our glee writers have to contend with the caprice
of singers. I remcmber to have heard ¢ Hence all ye vain delights,”
sung by Mrs. BivrinaToN, MRrs. VAUuGHAN, Goss, HarR1sON,
and BartrEmMAN—(I forget the other voice), and ¢ Blest pair of
syrens,” and other glees of a similar stamp, (there are but few such)
performed by the same voices. But now-a-days, your principal
female singer seems to regard such music as beneath her notice. ‘A
glee, properly so called, places her too much upon a level with the
other singers of it, and if she vouchsafe to lend her assistance in any
composition of this kind, it must be in that mongrel thing—yclept a
harmonized air. I shall never forget hearing, for the first time,
Mgr. LiNLEY’s madrigal, ¢ Let me careless,” in which- Mrs. BiL-
LINGTON sang the treble. The sweet flow of harmony, the warbling
of the birds, the murmur ofthe winds which it describes, the melodi-
ous response of voice to voice, and of part to part, awakened every
musical feeling I possessed. I went home but to dream of it—I arose
with it still in my head—it haunted me, for days, for wecks—nay,
even now at the distance of years, I hear the melodious chime of the
voices which then breathed it. Such compositions as this are of too
awakening and too high a tone, to gather up merely the crumbs of
applause which fall from the pampered tables of musical epicures—
they are music in its finest and noblest sense—music not only for the
car, but for the heart. ¢ Blest pair of syrens” I regard as one of the
noblesf combthations ¢ of voice and verse,” and yet one may atiend
concert after concert, even those which are professedly zocal, without
hearing it, orif heard, only performed by second-rate singers. I
have assigned the petty intercsts of contending musical factions as

VOL. V. NO. XVII, ¢
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another reason why good glees, and especially those of living com-
posers, are unhcard by the public.
Year after year it was announced in the scheme of Harrisow,
BarTLEMAN, and GREATOREXS concerts, that the glees of some
of our best living composers should be brought out, and year after
year was this promise broken.. ¢ A4 gen’rous friendship,” with a tri-
ple choir, and ¢ Discord, dire Sister,” continued to hold their place
among the standing dishes. Let me not be supposed to undervalue
these glees, the last especially, they are worthy their great author;
and in saying that, I say every thing. But théy are not among the
~ hest even of his productions. And why were HorsLEY, Spor-
ForTH, EvaNs, CALLCOTT, and STEVENS, kept out of sight, or
rather out of hearing? One glee of SrorrorTn’s, ¢ Marked you
her eye,” was certainly heard, I will not say usque ad nauseam, but
heard to the exclusion of his other, and I think he will allow me to
add, better glees? I presume Mr. Wa. KNYVETT must answer
this question. There can be little doubt that here the petty jealous-
ies of -certain individuals operated to the exclusion of the composi-
tions of their cotemporaries.” And what were substituted in their
place ? .A flimsy and vapid series of harmonized airs. The same re-
mark may be made with regard to our provincial music meetings.
Take, for instance, the grandest of them all—the last Birmingham
festival. What English vocal music was sclected, as worthy to rank
in the same bill with that of Mozarr and Rossini2 One glee of
Cavrrcort’s and one of WEBBE’s were certainly to be found, but
Mr. GREATOREX’s arrangements appear to have been selected as
best equal to sustain the character of English music. They are the
principal features in the bills. Three of them occur in oneact. Now
is it any wonder, I would ask, that English vocal music should grow
into disrepute, that it should be the derision of foreign singers and
composers, when we see ¢ The Sequel to O Lady Fuir, arranged by
Me. GREATOREX,” placed between the compositions of GvGLIEL-
1 and MozarT? You have heard probably of breaking a butter-
fly upon a wheel, but thiok, only think of the band at the Birming-
ham festival being employed in the performance of ¢ The Sequel to
O Lady Fair!!” There is another circumstance which has power-
fully tended to lower the character of glee singing in the public esti-
mation, namely, the very slovenly and ineflicient way in which glees
are often sung. I was present last ycarat Mr. VAuGgHAN’s concert,
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and also at Mr. BELLaMy's. Now these are two glee singeis, both
nursed and cradled in the school of English music, and one would
have imagined that at their concerts, if any where, thc.pul}lic might
hear a good glee well sung. At MRr. Vaucuan’s concert the first ‘
glee was ¢ Soft Cupid,” certainly one of TravERrs’s happiest efforts.
Mr. Hawes, Mr. VaugnanN, and Mr. BeLuamy, were the per-
formers. It was VAaucHAN ¢“et preterea nihil.” The next glee was
% Great Apollo, strike the lyre,” the treble parts of which were sung
by Miss Travis and a boy, the quality of whose voices did not at
all blend, added to which the boy’s tunc was very uncertain. At
MRr. BerLraMy’s concert I anticipated a great treat in the perform- -
ance of CaLLcoTT’s magnificent glee ¢ Queen of the vallcy” but to
my dismay, the same gentleman who took the alto line the preceding
week in ¢ Soft Cupid,” -undertook here to sustain the second basc !
You may imagine what sort of a performance it was.

Now, taking this as a specimen of the style in which glees are sung
at the London concerts, is it surprising that the puf)lic are grown in-
different to such music? Nay, I would ask, is it possible for any
music so performed, to stand its ground ? Assuredly not. If this is
the best stylein which glees can be sung, the public will soon be tired
of hearing them. But every one knows that this is not the fact. It
will not, it cannot be believed that such is {he deplorable dearth of
voices, that in the first concert room in the ‘metropolis, one man
should be obliged to sing both counter-tenor and bass. The thing is
so absurd, that no one will credit it for a moment. W hence this dis-
reputable state of things has arisen, I have neither the means nor the
inclination to enquire. Wholly unconnected with any musical ca-
bals or factions, knowing scarcely an individual of those whose names
I have mentioned, except by sight, fat removed from the possibility
of intercourse with any of them, and not having the slightest personal
knowledge of a single glee writer of the present day, I cannot be

“biassed in these opinions by partiality or prejudice, by a desire to
decry one perfbrmer ‘or composer, in order to serve the interest of
another. I see only what lies on the surface, and have no desire to
become acquainted with the wheels and springs which prepel the
musical machinery of London. But I feel for the reputation of En-
glish music, and most joyfully do I hail theattempt to assert its clain
to rank and honour. I am bound also in gratitude to wish the pro-
moters of this experiment success. The works of Horsroy, Wac-

' T c2
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misLey, Evans, SporrorTH, ATTWOOD, BIsHOP, BEALE, and
STEVENS, have added considerably to the sum of enjoyment which
my life has contained. I will not attempt to name individual com-
positions, but to all of them I am grateful. I know they must have
laboured in that department of their art to which I have chiefly re-
ferred, not for profit but for fame. Upon the fate of this experiment
hangs, probably, the existence of glee writing. Men will not per-
severe in employing their talents upon that for which the public cares
nothing. It will sink, and sink, and expire. How important then
is it for the effort to be well made, for the choicest materials to be cul-
led, and for the best voices to be allotted to their performance. If
this is done, I think little doubt can be entertained of its success, but
if the principle of exclusion be suffered to creep in, if these concerts
be made a vehicle for the display of intrigue, cabal, and jealousy,
they will assuredly fail,

ANGLICUS,

January 29th, 1828.

.TO THE EDITOR. N

ELEMENTS OF VOCAL SCIENCE.
Chap. 6, Seo. 2.—On the Formation of the Voice.

X my first section of this chapter I have proceeded only {o the
opening of this very important department of art. I have endea-
voured to shew the pupil how to set about acquiring arid adjusting
tone and intonation upon certain grounds, and I have laid down rules
for giving the power of sustaining, swelling, and diminishing. I
have begun the connection of ton¢ with words, and I have just
cleared the way to the beginning of execution.

I must now observe that there are two distinct classes of students
to whom my observations are addressed, the height of whose aims is
~ so wide apart as to render their mode of pursuing the art esscntially
different, although the principles upon which they are to procced
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must be the same.—It is in the degree or extent, not in the manner
that they.difler. I allude to the amateur and the professional stu-
dent. The one seeks to solace his leisure or to please a small circle
of friends—the other to raise himself to fame and to delight and
enchant multitudes. The attributes of the former are sweetness,
polish, and expression, carried exactly so far as consists with the
understood reservations of private society, and particularly as re-
spects females—those of the other are power and execution, pushed
to their utmost possible legitimate extremities; the voice then being
the agent, must of course be differently trained, but I must repeat
the difference is in degree not principles.

The voice will naturally acquire volume from exercise, and the
capital circumstance is to obtain power without diminishing the
excellence of the tone, either as respects its brilliancy, richness,
sweetness, or any of the attributes which render it affecting to the
hearer. Singers themselves are rarely capable of ascertaining the
exact point whken polish is lost in the attempt {o attain power.

The voice as it passes through the mouth, unquestionably does
not make the same impression upon the auditory nerves as when
heard from without. How this happens I do not pretend to ex-
plain, but of the fact I have not the slighgest doubt. Our ideas of the
exact pitch are not the same when we hear our own voices, and when
we listen to sounds from other sonorous bodies—that it is to say, a man
shall ‘seem to himself to be singing in accord with an instrument,
when in point of fact he is a little too sharp or a little too flat; and
until we are instructed by practice in the necessary adjustment, we
are always liable to deceive ourselves in this essential particular.
Here, therefore, the correcting judgment of a master is particularly
required in the outset, for once impressed with erroneous nouom in
this respect, the pupil is undone for ever.

Some exertion is always necessary in practice to extend the com-
pass and enlarge the volume of the voice, but especial care should
be taken to apportion this force, if so strong a word may be applied
to so slight an action, with: the utmost caution. The effort should
be so gradually made as not to seem an effort. No one but the stu-
dent should perceive the additional stress laid upon the organ, and
even the student should be scarcely sensible of the increase. I speak -
now of the amateur.

One of the capital tests of the ability requisite to make a profes-
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-sional singer, I apprchend to be such a natural structure of the

organs of sound as will sustain the wear and tear of the continual
stress from the necessary practice. There must be superior strength
of constitution as regards the general health, as well as a stronger
construction of the lungs and the throat, to fit an individual for the
immense labour that in various ways falls upon a public singer, and
particularly upon a theatrical singer. Professional students must
therefore always have in mind the end for which they practice, and
to this intent must address themselves to the pursuit with the utmost
energy both of mind and of organ. They must set about the thing
in earnest, and, in whatever stage, must endeavour to produce the
utmost effects of which they are capable. The judgment of the in-
structor is here principally directed to stimulate and keep alive the
flame, for if the pupil break down in his exercise, as they say of the
racers at Newmarket, he will surely never be equal to the fatigue of
public singing. We see that theatrical singers will not only go
through all the regular business of such a character as Mandane,
but will introduce even additional songs, beside the anticipated and
pleasing labour of encores. Nay, after this they will frequently
sing at private parties on the same night, undergoing all the fatigue
of changing their dress, and moving from place to place, under
extreme variations of temperature, and all the ravages of late hours
and continued intellectual excitement. I consider therefore ardent,
severe, laborious exercise, as the indispensable trial that fits a pupil
for professional life, and though I should recommend a gradation
of practice similar to that to be observed by amateurs, yet he
should set off with a proportionate vehemence, and the professor
should not be liable nor be allowed to be daunted by long and
energetic effort, but rather be trained to endure it. '

I believe the organs of the throat are so constructed that the voice
rarely acquires compass at one extremity, without losing or impair-
ing.the lone at the other. I do not however mean to say, that high
notes are never acquired without a sacrifice of low, or that immense
increase of power is not to be obtained by well-conducted practice.
Bat I think it seldom happens that when at the outset the voice is
incapable of reaching or touching a note, when the pupil has been
so far instructed as to employ his throat judgmatically, I think it
rarely happens that such a note is afterwards actually gained, without
in a measure detracting from the power or quality of other parts of
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the tone. It is therefore mainly consequential to ascertain the actual
compass as early as possible ; and to adopt such a mode of exercise
as the faculties of the pupil shall seem to require. If the voice is
powerful, round, and sweet in its lower tones, (those of & soprano for
instauce below the middle C of the piano forte,) it will then probably
be right to consider the cultivation of the tones lying from C to G
below, as the natural course. ' If on the contrary the notes about F
and G above are good, then I should conceive the voice may be
carried upwards with the best effect. The same rules apply to the
different species of male voices. Bases usually find the high notes
of the scale D, E and F, those which necd the greatest share of atten-
tion. Tenors generally experience the necessity of strengthening
and adjusting the natural and the falsettc at their point of junction.
Females not unfrequently have a break in the voice about D, E, or F
above, for here they take their falsette; and when the fausse note is
perceptible the greatest care should be taken to assimilate the tone,
or otherwise correct the imperfection, which is most commonty
manifested by a coarse tone, or a slight deviation from the pitch.
In this case, continued sustaining and increasing and diminishing of
three or four successive notes up and down, taking the faulty one in
the middle, is the best mode of abating or obliterating the defect.
All voices, male and female, should pursue the same regimen.

It mnst be remembered that intoning a note is not the sole object
of a singer, and that the mere power of sending forth a sound is not
to be taken as a note in the voice. The singer mrust be able to com-
mand the quality and quantity of its tdne, and to spcl‘xlc articulately
upon it—these are the circumstances that constitute a note in, the
voice. Excessively high notes, such as E, F, and G in altissimo,
(to which BiLrirgToN could reach), are indecd exceptions to the
rule, because such very acute sounds are only introduced into a
passage to excite surprise, and to shew a peculiar power. They do
not belong to the general qualifications of common nature even in
gifted artists. Buat to be able to begin upon a note, to swell or dimi-
nish it, to speak upon it, to use it with others in a paésage either
legato or staccato—these constitute the objects of attainment in ex-
tending, strengthening, and cultivating the several notes of which the
compass is composed. Should the singer be unable to accomplish
any of these facultics, by so much the note is imperfect.

As we penectrate into the mazes of exccution it becomes more dif-

-
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ficult to give any rules in words for the direction of practice. It is
a very extraordinary fact, that an individual will catch in a moment,
from hearing a thing done, that which he never, by the force of his
own genius, could have been able to attain.* The power of execu-
tion, which in the sense I here use it, means the performance of any
rapid series of motes or passages, depends very much upon how it is
set about. One singer will be able to accomplish the object much
more easily by forming the tone in one way, another in another;
and I have been convinced by actual experiment, that those who
have in vain endeavoured to attain facility after one method, have
caught it-in another, by the instruction or the toition of a different
master. Singing with such vocalists as Mrs. SaALMoN and S1GNORA
Corrr, who are both remarkable for the facility and precision of
their style in this particular, will, I am persuaded, convey at once
lights after which a student may search in vain without such aid.
It is therefore a matter of momentous concern {o ascertain in what
exact position of the organs the tone is produced with the least effort,
always having regard to its purity and beauty. I confess I doubt
the possibility of determining this by any known formula. It must
be matter of experiment and experience. The best method once
attained, exercise will then be all in all; and perhaps the most ex-
tensive practice is to be drawn from a collection of ornaments. But
here I must particularly impress upon the mind of the student, that
the value of an ornament in expression depends upon the velocity,
the tone, and the accentuation—without which graces are mere vocal
instrumentation. I should thereforc recommend that particular at-
tention be given to the manner in which great singers execute pas-
sages—that the accent be marked—that those notes in the series
which are retarded or accelerated be especially observed, that above
all the quality and changes of the tone be remarked—which are
softened, which enforced. Pray recollect I do not counsel direct
imitation—nothing is more remote from my intention—but such a
general notice of the way in which effects are produced as may
enable the student to appreciate and apply the powers he himself

possesses in the best manner. For this reason I would recommend,

# This truth very curiously applies to mimicry. I have known several per-
sons who would never have conceived themselves capable of imitating Kr;:eu-
sLe, KEAN, and other actors, arrive at a very fair copy, by hearing such a
man a3 TAYLoR or MaTTHEWS.
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where it is practicable, a change of instractors, as well as the study
of composers in different styles. Having made the great style the
foundation of taste, the ornamental may be best cultivated by variety.
Nor is any thing so likely as to preserve the student from the dan-
gers of direct imitation. .

In executing, the art consists not so much in getting through rapid
combinations of notes as lin exquisite precision. The intonation is
the capital circumstance, and I earnestly point regard to this as the
primary, essential, indispensable property. To this end, I advise
that every passage be first tried slowly and the intonation fired.
Then let the progress of attaining velocity be gradually accom-
plished. Much of the ease will depend upon how far the octave up
and down has been successfully practised. I observe that all young
singers are apt to make their semitones too wide—for instance, the
second degree of the descending diatonic scale is a dangerous inter-
val—a pons asinorum, at which many stumble. If one interval is
wrong the rest generally follow, and the subsequent series becomes
erroneously formed. Such mistakes must be most carefully watched in
the outset,and indeed by the exercise of exireme vigilance upon little
points, the ear contracts an habitual accuracy, which cannot be too
highly cherished. Nothing is so -bad as slovenly execution, and to
be punctiliously nice is absolutely necessary to accuracy. A singer
ought never to be satisfied, for I have never heard accomplishment so
pesfect that it might not have been carried further. CaTaLan:
could have taught MARA much—Mana could perhaps have taught
CaTALANT more—and if we could haverestrained B ABAM’s imagi-
nation or given Vavcuan Bramaw’s fertility, or to both Harri-
soN’s tone and finish, what a singer might have been compounded !

A power of sudden transition—of throwing the whole force of the
voice upon a single note, or on the contrary, of attenuating the tone
to a pianissimo, is one of the faculties which it is abandantly useful
to acquire. Theapplication of this mean of expression must be regu-
lated, like all the rest, by the judgment, and it is indeed one part of
the elocution of singing—but I am now speaking of the utility of ob-
taining the technical facility of performance. The transitions and
contrasts which are produced often upon a single note or a series by
its employment, frequently constitute the entire expression of a
Ppassage. .

It isnow become necessary for me to recapitulate the points of the
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design I have laid down, and the more so because it has been my
aim to make the art and the philosoph)" of the art more amusing
than it could be rendered by a dry treatise composed merely of
rules. I have endeavoured to lead the student gently along, and
while 1 have inculcated principles merely technical, to teach him
the reason, the advantage, and the pleasure of his pursuit. .

My retrospect embraces the two sections into which this chapter*
isdivided. The objects discussed are as follow :

1. The means of obtaining the tone pure.

2. The art of increasing, sustaining, and diminishing the tone.

3. The power of connecting these principles with the vowels.

4. The power of connecting these principles with increased motion
of the voice, through the first radiments of melody.

5. The means of obtaining a shake. .

6. The mode of combining these principles with words.

7. The means of increasing the volume and extending the com-
pass of the voice.

8. The training the organs of the throat to endure the labour of
performance. |

9. The art of correcting imperfect notes of the scale—of strength-
ening those which are weak, and of uniting the natural and the fal-
sette without a break.

10. The means of obtaining facility in the execution of divisions
and passages and ornaments, and of adapting them to their several
uses in expression. .

Such are the acquirements I have proposed should be attained by

gradual progression, and fixed into correct habits by constant
exercise.

It will perhaps be objected that I have said little or notbmg con-
cerning the art of reading music or singing at sight, as it is called.
—This branch I consider to be purely technical, and to be supplied .
by common books of instruction. I do not mean by this apparent
omission to undervalue its necessity. On the contrary it must be
considered as vitally essential. But I conceive that in such a trea-
tise as this, it is unnecessary for me to recapitulate details which are
to be had in a cheap form in any book of elementary instruction.
I will however say a few words upon the leading principles.

* For the first section see Vol. 4, page 265.
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No part of a student’s practice should be entered upon without a
due reference to time. The pupil should be instructed in the dif-
ferent measures, in the names and value or duration of the several
notes, and in the method of beating the various divisions. While
singing even the simple holding notes of the scale, he should be
made to beat the time. He should never be allowed to omit this
indispensable exercise, and it should, like ‘all the rest, be rendered
habitual.

With respect to “hitting distances,” as it is termed, I think the
old method ot solfeggizing, promises the most important and speedy
results. This method is founded upon the power of association ; the
syllables Do, re, mi, fa, sol, la, si, do, are allotted to the degrees of
the octave; and the student will observe that the syllables Mi and si
are always sung upon the semitones, that is, between the third and
fourth and seventh and eighth degrees in the succession of the
diatonic scale. The practice of constantly calling the notes by these
syllables and changing their position as the key changes, fixes the
sounds and the syllables together in the memory. This is the prin-
ciple, and I think it is the most certain and therefore the best. As
anauxiliary to reading music, to copy it has been recommended as

_accustoming the eye to embrace many notes at once, and the mind to
apprehend their construction. The Italians, however, forbid its
being pursued for any length of time together, as sitting to wrile,
they say, isaptto contract the chest, particularly in youth, while
the growth is not yet completed.

My observations arc now I find drawing rapldly to a close. There
remain one or two important divisions to treat of, and another essay
or two will probably conclude all that can be said upon the
“ ELeMeNTs oF VocaL Science” by

TIMOTHEUS.
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70 THE EDITOR.

Sin,

I Ax in the babit of perusing every book that comes in my way,
which I think likely to contain any instruction or amusement upon
- the subject of music, and in the prosecution of this habit I happened
this day to take up a late number of the new Edinburgh Quarterly
Review (that for April, 1822), in wbich I found an article which upen
an attentive perusal excited no small portion of my respect, mingled
with indignation. My object, Sir, in thus addressing you is to make
a few brief observations, (in a more equitable spirit I trust than that
article discovers) upon the manner and matter of ¢ Memoirs of
Music,” page 306 of the Revicw in question. In doing this I shall
not pretend either to the profundity of knowledge, the superior taste,
the consummate skill, or the peculiar liberality which the writer of
that article endeavours to make his readers believe he possesses. But
as a member of a profession allowed by much abler men than himself
to be bath innocent and useful, I cannot comsent to remain silent
while be traduces, not only the profession at large, but the most
distinguisbed ornament of it in particular. He seems indeed to
be one of those pedantic amateurs that are somctimes met with in
the world, who imagine that because they bave received a classical
education, and in consequence are deeply versed both in Greek and
Latin, they must from that circumstance alone be superior in every
other department whether of literature or science to which they may
condescend to turn their attention, and they look down with a most.
contemptuous indifference upon the less educated but not less indus-
trious artist, because he being so wrapt up in the study of his parti-
cular art, or whatever may conduce to perfection in it, his time
does not permit him to acquire those higher and more distinguished
branches of literary knowledge which the amateur, having nothing
else to attend to, is enabled to follow up. The article which this
writer pretends to review is one on Music, in Dr. BREwsTER'S
Encyclopadia, and he sets out by telling us, that ¢ nearly all of the
most elaborate and important writings on the history, the theory, and
the practice of music, have been produced by foreigners.” This,
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although it be true in the main, is rather an unfortunate admission
on his part, as it involves his own essay, and destroys, according to
his own statement, any importance which unthinking persons might
but for that have been induced to lay uponit. After this display of
his importance we come to this wriler’s humility, for a little further on
be says, ¢ there are not more than three or four persons in Great
Britain, who have sufficient theoretical and practieal knowledge of
music, sufficient general information and sufficient delicacy of musi-
cal taste, to enable them to compose any thing like an original trea-
tise on musical art and science.” It is gratifying to the world to
know that Ae is one out of that ¢ three or four,” for in a note on the
next page we have the following caution—‘ we beg our readers to
keep in mind, that not a word of our pages, either in large or small
type, has been furnished to us by any of the three French writers
" above mentioned, nor by BurNEY, nor by the author of the his-
torical sketch now before us.” Having thus endeavoured to
establish the conviction in our rinds that he is one of these extra-
ordinarily gifted persons, be goes on to state that it is his intention
(amazing condescension!) * to fill up some of the blanks left
in the history of music and correct some mistakes intb which musical
writers seem to have fallen.”” It is a pity that he did not apply a
portion of his correctives to the egregious blunders and mistakes that
I shall make it my business to point out presently in his “original
treatise.” Candour obliges me to acknowledge that the dissertation
which follows shortly after the above observations is both learned
and amusing—and I agree with the opinion he has promulgated re-
specting our notions of the music ofancient Greece, to which indeed
every person of common sense must submit, that it is absurd to judge
of the state of music in Greece by the incorrect, mutilated fragments
of hymns, odes, &c. ¢ which have been variously interpreted, by
different authors, from the Greek characters of musical notation ap-
pearing in the MSS.” And to bring the case home to ourselves,
¢ would it not be bard if the present state of music in Great Britain
were to be judged of some thousand years hence, from two or three
mutilated fragments of church chants, perhaps of the rudest kind,
supposing all other music destroyed ? 'The description of the Hindu
Septaca is new to me, and I was much pleased with his account of
the different instruments of antiquity. Having said thus much, it
will be evident that I do mot object ta this writer’s ¢ txeatise op
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account either of his want of learning or research.—My pnnclpal
causes of complaint against him are two— Ist, for speaking disrespect-
fully, and with unnecessary harshness, of my professional brethren,
thereby tending to bring them and their art into contempt and
disrepute—2dly, for depreciating the -labours of that excellent his-
torian of music, Dr. BurNEY, wherever an opportunity occurs,
and endeavouring to erect himself as his superior both in taste and
knowledge. Whenever, Sir, a man takes up his pen for the avowed
purpose of aiding, by his lucubrations, the cause of any art or
science, he should be particularly cautious that in displaying bis
own skill he does not vilify the members of the profession, who be it
remembered have been the means of raising it to that point of perfec-
tion, which it has attained by their practical labours, more than even
the theorist or historian could hope to accomplish by their hypo-
theses or merc matter of fact narrations.
The obnoxious passage upon which I found my first charge is
short but pithy, and as biting (to usec a common phrase) as the writer
,could possibly wish, if he but proved what he asserts at page 529—
see the following (after mentioning his ¢ regret,” to find that the
author of the article in Brewster’s Encyclopaadia had contented
himself with following BurNEY.)—“ We respect and esteem Dr.
BurNEY for many reasons, and among others, because he was a
clever and well-informed and very industrious man, far different from
the common class of professional musicians.” If this is not a libel on
the profession I never saw one, and moreover will agree to waive the
privilege and protection of the law, and allow it not to be libellous,
if this writer can satlsfactouly prove the truth of it. I believe the
profession in general, Mr. Editor, consider themselves under many
obligations to you for the liberal and generous spirit you have shewn
in numerous instances to them and their productions, and for your
anxious endeavours to raise their characters in the estimation of
society. You have given instances of musicians not only accom-
plished but well-informed, amiable and virtuous in the relations of
private life; the truth of these I could, amongst a number of other
persons, corroborate were it necessary—and it is too much to submit
to the haughty contemptuous denunciation of any anonymous writer,
which would go nigh to make the rest of the world believe we are
all a sct of idle fools, fidlers, and strummers. You will excuse my
speaking rather warmly on this subject, but each individual must
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consider he is to have his portion of the general odium, and be:
swept away in the flood of this imperious person’s displeasure. In

the name then of musicians at large, I call upon this writer to bring
torward his proofs of the idleness, ignorance, and stupidity of any re-
spectable professor, either metropolitan or provincial”’®*—and in their
name I throw down the gauntlet, and dare him to the task. More-
over, the next time he steps out of his proper beaten path to insult,

in the smallest degree, all or any of the artists'to whose class I have
the pleasure to belong, he shall find that there are still left among us
some that are sufficiently clever, well-informed, and industrious enough

to chastise him for his conduct. Let him confine himself to the

exposition of the yet unexplored remains of ancient music, and en-

deavour, with propriety and candour, to advance the cause of our

“heaven born” science, and every sensible musician will’ improve
by and applaud bis labours; but he must not imagine we shall view

him with other than the eye of caution and distrust, when he offers

us instraction with one hand, while with the other he endeavours to
wound us with the sharply-pointed dart of contempt.

The other charge I have against this writer is the indifferent and
contemptuous manner he indulges in when speaking of Dr. BurNEyY,
aman who all his life through, spent his valuable time in the promo-
tion of the best interests of music. I question whether this person
wheo affects to look down upon our historian will ever arrive at one-
tenth part of his erudition, taste, or judgment. It may be perfectly
true that Dr. Burney and himself differ upon many points, but
this by no means proves that the Doctor is wrong—on the contrary,
I should infer that when a man so anxious and so unremitting in the

- cause of music, who had spent health, wealth, and. time for forty
years, with every advantage of connexion and opportunity—when

# As to the industry of the common class of musicians I can tell him that
many among us are patterns for imitation.—I know one professor who
walks twenty miles to attend a school in Kent, and a late worthy friend of
mine, through his laborious exertions to s:i:;.ort a large family, absolutely
expired, from excesive fatigue, at the door of the Hanover-square Concert
Room, as the verdict of the Coroner’s Jury corroborated. There are not
many who can ever know the slavish lives that some musicians lead, for if
they possess any talent, the mind is on the constant work when teaching,
andy frequently the only relaxation to a day of labour in this way, is a night
of hard playing at some of the theatres or concert rooms. I have proved
anegative to his first assertion ; let this writer therefore bring evidence in
support of the other two—1I defy him.
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such a man gives an opinion upon any subject relating to our
science, I should feel more inclined to regulate mine by his, than by
that of the anonymouns writer in the new Edinburgh Quarterly
Review.

It is quite amusing to see the careless indifference, the perfect non-
" chalance with which this person speaks of the historian of music,
page 529, (immediately following the obnoxious passage I have
before quoted)—¢ We do not think that the worthy Doctor’s au-
thority is, on every point, beyond all question;” then comes the
salvo, ¢ although his history of music is the best we have in the
English language, and is very much indebted for its excellence to
the labours of continental writers.” How obliged we ought to be
for this piece of information. This kind of recommendation and
condescending patronage is really quite insufferable; it reminds
one of a similar line of conduct which is adopted by illiterate
conceited people, who, baving sprung from nothing, and rising a
little in the world, -tarn with an ineffable smile of conceited con-
descension, to some modest but superior person, and say, ¢ never
fear, I'll patronize you—don’t be cast down, a word from me will
do your business young man.” Every opportunity that he can
procure is adroitly laid hold of to lower the Doctor in our es-
timation, but traly without any effect. In a note, page 522,
speaking of the Chinese manner of notation, he says, “ we mast
say * we think the Greek method of notation has been misunder-
stood and misrepresented in many respects, and also that Dr.
Burney’s jokes and sneers (in imitation of BURETTE and others)
in his vague guessings respecting the rhythmical resources of Greek
melody, were not only unworthy of him, but founded upon narrow
views, and prejudices adopted by him from other writers,” &c. &c.
Upon my word this is a most lofty and dogmatical personage—it
must be a high misdemeanour in any one, no matter what his talents
and acquirements, to attempt a joke upon any subject that he is
writing about. The poor Doctor would have been completely lock-
jawed if he had been prevented from having his harmless jest, by
word of mouth, as he is here by act of pen. I bave heard that the
Cham of Tartary does not permit any one to smile or laugh in his
presence, but this gentleman, this Great Mogul among musicians,

* How a sense of duty urges this man on!
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- would tie up even the thoughts of our hearts, and the innocent mer-
riment that is so natural at times to all of ns. I devoutly trust he is
not in the confidence of S1r JAMEs MACKINTOSH, for if he should be,
who can tell, that in the contemplated revision of the criminal code,
it may not be made penal to joke upon the ancient Greek rhythmus!
without a certificate of qualifications and leave from this modest,
humblc, protecting writer of the New Edinburgh Quarterly Review!!
Before I conclude, it will be necessary to take notice of those few
extraprdinary mistakes before mentioned, and such mistakes as I
should have imagined no one but a complete novice in harmony
could possibly have made. 1 would ask your readers, Sir, whether
from the following sentence they should consider the person who
gravely puts it forth to us, entitled to any respect as a tcacher of
harmony, leaving out of the question the monstrous absurdity it en-
genders agaiast common sense, without which no onc can become a
competent instructor in any art. Page 514 he says, * We shall
merely obscrve ¢ en passant’ that if people whom we reckon absolute
barbarians (how rightly we shall not say,) such as the Russian pea-
eants, and especially the Cossacks, are accustomed to sing together
in different parts as if instinctively ! and to produce very pleasing ‘ef-
Jects by this kind of natural harmony, we do not think it quite fair to
consider the ancient Grecks as a people too brutish and ignorant to
be able to conceive and perform a very agreeable harmony of their
own.” We here have an opportunity of secing how far a man can
go in supporting his favorite hypothesis. I was not aware before I
read this passage what transcendant abilities those enlightened gen-
tiemen the Cossacks possessed in that most difficult department in
the whole range of vocal science, “ sipging effectively in different
paris”—nor could I have believed so wonderful a thing existed but
for the testimony of ¢ some British officers,”* which in the mind of
this writer puts the matter beyond all doubt. Every one must regret
that they did not proceed further in the business, and obtain from
these sciectific barbarians (I beg their pardon for the term) copies of

* The confirmation of this statement is ingeniously brought about in the
note—*¢ some British officers have assured us of the fact!!

Dr. Crarke, the most learned and enlightened traveller who has
visited Russia, gives a pleasing account of the general superiority which the
Cossacks exhibit over the Russians, but he does not notice the existence of
this pretended faculty in that people, which if it did really exist could hard-
ly have escaped his scrutiny and research.

VOL. V. NO. XVII, E



34 LETTER FROM F. W. H.

these same pieces of the ¢ Polyodic Order,” which when seen ia -
London would have put to the blush all those ignorant musicians,
who after years of labor and practice endeaveur to become respect-
able ¢ part singers.” What would become of such people as the
Vavanaxs, the SaLgs, the KNYvETTS, the SPRAYS, and the STE-
VENsONS, if the Cossacks should come over and settle in London orx
Dublin? I tremble to think of the consequences. I have always
thought that it was absolutely necessary to be thoroughly grounded
in the theory and practice of harmony before a person could by any
means be enabled to take his part ¢ effectively’’ in glees and other
pieces of a similar species, and that uatil this knowledge was obtained
¢ ginging in parts” must become, from the ignorance of the persouns
engaged in it, “ mere sound and fury signifying nothing.” 1 now
deplore my former error, since I find the same effects are to be pro-
duced by instinct alone, that we English ignoramuses endeavour to
produce by the union of talent and industry. In another place oux
" writer in dilating upon the merits of the Egyptian music* says, * the
Egyptian performers are much superior to our own in the peculiar
volubility with which they execute certain chromatic and enharmo-
passages.” From the authors whom he quotes, I should be inclined
to guess at the similar degree of scientific knowledge they and him~
self possess, as not being very great, when such assertions are made
and the world is expected to bow down to them. This fancied su-
periority of the Egyptians over us, I affirm to be a mistake. Again
at page 524 he says, “ one of the greatest and most accomplished
men that England ever produced expresses himself as follows with
respect. to oriental music: ¢ the Hindu system of music has, I be~
lieve, been formed on truer principles than our own, and all the skill
.of the native composers is directed to the great object of their art, the
natural expression of strong passions;’ and he adds ¢ nearly the same
may be said of the Arabian and Persian systems.” Now that either
the Hindu or Persian systems are even equal to ours I deny, and un-
til “ some British officer”” shall shew me specimens of their treatises
and compositions superior {0 our best writers and composers, must

* The same traveller also visited Egypt, and mentions having heard
those females who are appointed to sing (or shout) at festivals and burials,
Ulalalala and Ululululu, &c. ¢ the former by ascending the latter by de-
scending notes in continued cadence”—perhaps it is these ladies whom our
Reviewer would have us believe are so expertly enharmonic.
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ever firmly adbere to this opinion.—¢ Be less arrogant in your pre-
tensions, and more cautious in your conduct,” was the advice given
by a nobleman to one of his proud but profligate sons; and this
advice I would seriously reéommend to ounr writer’s consideration.
Not content with depreciating the merit of Dr. Bur~xeY’s History,
it is thought spirited by this person to find fault with poor Rous-
sEAU’'s Dictionary, which he says, ¢ is very incorrect.” What a
pity it is that correctness is not always to be found in this ¢ memoir
of music,” that is intended to throw such a refalgent light upon the
barmonic horizon. How much better it would have been if he had
taken the same pains to correct and make perfect his own ¢ treatise,”
that he took with these two works, which will remain as classical
books of reference to all real musicians when the stream of oblivion
shall bave washed away his production and my animadversion upon
it. Without any other motive, Sir, than a wish to see my profess
sional brethren respectfully treated, have I intraded these observa-
tions upon your notice. In respect to Dr. BurNEY 1 trust this
writer will endeavour better to appreciate him. Let him remember
that to ¢ respect our superiors” is one of the first maxims of a sen-.
sible well-educated mind. I shall have my eye upon him—he had
better be cautious how he ¢ beards the lion in his den;” he may
teach, but he shall not insuit us with impunity so long as my hand
can wield even the stump of a pen.

1 am, dear Sir, your’s troly, .
F. W. H.

Ircland, August 104k, 1828,

x <
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TO THE EDITOR.
Sm,

Tmms is no circumstance attending music that at this time of day
inspires so much astonishment, as the very little attention that has
~ been given in this country, to the supremacy which the faculties of
the understanding take in our prosecution of art. To look back is
really wonderful. Till Sin J. Hawkins® and Dr. BunNEY wrote,
the bistory of music was never collected. Scarcely a single tract
illustrating the intellectual principles and agency had appeared except
Dr. BrownN’s Essay—Avison’s on Expression—and BRown’s on
the Italian Opera; and up to the commencement of your Review, the
English treatiscs were purely scientific or purely technical ; the phi-
" losophy of the art was untouched, except perhaps in a few desultory
essays, which were scattered here and there, and which therefore
gained little notice, permanency, or cffect.

. Now, 8ir, if I was asked what makes the great musiciaa orithe
distinguished amateur, I should say, mind—which perhaps you and
your readers will be likely to tell me is only another term for genius
or aptitude. No matter—be it so. I leave the disquisition concern-
ing the nature of this subtle principle to metaphysicians; my pre--
sent purpose is to speak of one of its properties only and its applica-
tion to our art—namely, of enthusiasm.

I shall just venture so far beyond the limit I bave laid down to
myself as to suggest—that genius implies intellectual—aptitude,
physical power—the quality I speak of accompanies, but is not

® T have been often struck with the slight and unfrequent mention that is
made of this historian of music comparatively with Dr. BurNeY, when in
point of fact Hawkins is as much superior to BurNEY in research, learning,
and accuracy, as one man can be to another. Hawxins did not bring down his
history to so late a period as BurNEY, nor did he write in so easy (that is so
loose) a style, and consequently there was not so much to furnish out the conversa-
tion of the day. But Sir Jonn’s erudition has not had fair justice, neither has
he had the credit which helongs to him for being, as he undoubtedly was, the
original planner of the design of giving a history of music, and the inventor of
the method both historiuns have pursucd.
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genius. Tt must however always be the atfendant virtue that inspires
such a prosecution of study as leads to eminence—it may be the .
attendant vice that leads the stadent into all manner of extrava-
gances, and makes a fool of him. Whether enthusiasm be a good
or a bad quality, must in short depend on the checks and balances
it meets with from other facultics, on the developement of other
organs, as the phrenologists would determine, but without it, there
can be no efficient love or cultivation of art.

‘We are certainly arrived at a pitch of civilization, when any at-
tainment short of real and great excellence is scarcely pleasing, and-
seldom praised—when mediocrity is bhardly endured, when every
thing below mediocrity is scouted. One does it is true, often hear
in the drawing-rooms both of London and elsewhere, amateurs who
have not reached this degree of acquirement—but what follows-—few
listen, and most of those who do, the moment they can whisper their
contempl, seldom suffer the opportunity to pass. The musical per-
former wants in this respect the advantage which belongs to the art
of design—the sister accomplishment. An amateur artist can lay
his drawing by the side of the copy, and the eye instantly perceives
any deficiency. Notso the singer or the player. I will venture
boldly to assert that not one in a thousand can form even a tolerable
judgment of what they themselves do. As a proof of the truth of.
this remark, nothing is more common than for singers to pride them-
selves the most upon what they execute the worst—and all are toa
certain degree enamoured of their own performancea. This is really
very unfortunate in every sense, and when an age is arrived at the
height ours is, it is the source either of disappointment and disgust,
or of drawing upon the object -continued ridicule and contempt, or
what is worse, maudlin, maukish pity.

There are few people, Mr. Editor, who wish to sit down quite
undistinguished. Some there are who are content with the delights
derived from knowledge, but even this is a little selfish, and there is
a wide distance betwixt ostentatious display and the pleasure of
pleasing, though little between not having and not using that all-
coveted art. Now then, Sir, to come to my point. It secems to me
desirable that any one who aspires to the distinction of having re-
ceived a polite education, must cultivate some one pursuit with par-
ticular energy ; language, design, or music for instance ; for from one
of these, distinction is generally drawn, and especially by females;
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this energy implics enthusiasm, without which I repeat there is no
efficient love of cultivation of art.

The general motion I set ont with whea I began to fmne this paper,
was, that it might be useful to discuss the necessity for this intensich,
this concentration of the mind, to the objects of our art, and the means
by which it might be éngendered, nourished, matured, and directed.
1 believe that the excitability which is its foundation, resides very
much in natural temperament ; at least it graduates accordiag to.
physical structare. This aptitude must be the guide and must in-
struct the observer, when it is ncodful o encourage, when repress.
The means of perfection in music, when patiently pursued upen
judicious prisciples, is of all othex accomplishments the most dry
and tiresome. Strum, stram; sirum, or fo0t, toot, toot, er do re mi,
hour afier bour, day afier day, afford so liitle recreation, that a0
wonder the poor child flags. Nething bt enthusinsm kept up genes
rally by circumstances not inhereat in the art iteelf, ever can condact
to excellence. The firet thing then is ¢to raise the idea in the mind of
the student, that labour is to confer future delight—te shew this by
instances of those who have attained the object—by rewarding in-
dustry with oceasional praise—and by allowing oocasional exhibitions
to judicious persons, who have temper and motive enough to listen
and to take an interest. Practice must be of mecessity the road to
acquisition ; but this road should be enlivewned and strewed with such
flowers as conversation and the literature of the art and the society
of accomplished musicians present. Where these stimulants cannot
be applied in conjunction with the ordinary methed of tuition, let no .
one hope to raise and keep alive that generous flame that leads the
student forth and leads him on through the barren and the desert
places. We must endeavour to raise and charm by a mirage until
the prospect really smiles.

These few and short hints will I trust be ueefal to instructors and
to parents who have not devoted much attention to the philosophy
of tuition. More than half thc force of their lessons will be gained
by inculeating and demonstrating as they go along the ends as well
as the means. What an individual carnot effect, many may carry
into execution. Hence, Sir, the necessity wheve music is an object, for
musical literature, musical associates, musical conversation, musical
exercises. Thc French bave their musical soirees, the Italians their
academie, and why should not the English have musical assemblies,
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which might partake of the nature though they do not rise to the
title and form of a concert, and at the same time diffuse the advan.
tages both of practice in the art and discussions of its principles.
1 earnestly recommend to amateurs to assemble in this way at each
other’s houses, and to musical people it would afford, I venture to
say, at the smallest possible expence, delight and improvement. I
should like to hear that in every town of fair magnifude, a night was
appointed for musical people thus to drop in and take their chance
for an evening of practice or conversation, or both. ¢ Come at seven,
go at eleven,” as a musical Doctor of Medicine is said to inscribe
over his chimney-piece, might be the rule, or any other, to put
people at their ease and to produce participation of pleasure and
instruction. )

Professors in particular should endeavour to establish such evenings
amongst their friends and pupils. .

I am, Sir, your friend, and
A PROPAGANDIST.
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Mncu as the English historians of music have done, they have
yet left much incomplete. Embracing, like the earliest possessors
of all subjects, the strongest points, they have rapidly passed over all
that did not appear to them of sufficient interest to occupy a promi-
nent place in their great works. It is therefore necessary to any thing
approachinga perfect knowledge of the history of our art, and especi-
. ally of the later ages, that the omitted particulars should be indus-
‘triously gathered and the chasms filled up. With this view it is
our intention to collate foreign works with our English writers, and
to collect the information we find scattered abroad, into one compact
form; and we have taken the School of Naples, so celebrated for the
genius it has produced, for our first essay. We do not promise the -
erudite reader either much novelty or all that can be brought for-
ward ; but we flatter ourselves with the hope that we shall present
such a relation as may satisfy the general enquirer, and leave little
to be sought except by the curiously minute. We shall from time to
time follow up our design, till we have completed, so far as we may,
that which the English historians have left unfinished.

Narvres has in all times particularly cultivated the musical art. In
the,middle ages, although it experienced the fate of the rest of Italy,
the yoke of the barbarians, it remained longer in the power of the
Emperors of the East, who encouraged the arts. Composers of un-
equal merit wrote for the church, and these compositions, adapted
to Greek or Latin, were used by either church. 1Inthe 11th century
CARDINAL ALBERIC, one of the most celebrated monks of the
convent of Montcassin, had, as well as FrRepeER1C 1I. MANFRED his
son, and RoBERT of Anjou, increased by his writings and example
ataste for music. King RoBerrt, the friend of PETrRARCH and of
letters, was not less addicted to music, which he studied under the
celebrated MARCHETTI, his chapel master. PrivLip pE CasErTA
was distinguished at the same period and in the same Court.

Under FerpinAND the First, of Arragon, music, although culti-
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vated with all the ardour inspired by a delightful art, was obliged to
have recourse to foreign masters. At this period the chapel of the
Popes and the conrts of the Italian Princes were filled with Flemish
singers. The compositions of the wusicians of Flanders were per-
formed throughout Italy, and such was their reputation, that Tyyc-
ror arrived at Naples from Belgium, to lay the foundation of that
school which has since produced the best masters of Italy. In this
work lie was assisted by GArNERIUS and FrancHINUS GAFFU-
r1us, Milanese. The latter was a profound theorist, and thought
superior to Tincror. He published several still celebrated theo-
retical works, and died in 1520. Many Greek works on music were
at this period translated into Latin, aund the first dictionary of the
art was edited by Tiscror. Many original works were also written
- ou this snbject.

Towards the middle of the 16th century, music in Naples received -
the assistance of several foreign professors. The celebrated OnraNnO
Lassus, born in Belgium, was appointed master of the King’s Pala-
tine chapel, and produced effects which redoubled the musical
enthusiasm of the Neapolitans. At this period were successively
founded, without the assistance of Government, four colleges or con-
servalories of music. The first was established in 1587, and entitled
Santa Maria de Loretta: females were admitted, who lived in a
separate eslablishment. In 1565 the two schools were scparated.—
Thesecond conservatory wasthat of I poveri di Christo, founded 1589,
and suppressed 1715. The third was entitled La pieta de’ Turchini,
founded in 1583, suppressed for a time, and re-established in 1592,
The fourth of these establishments bears the name of San Onofrio,
founded in 1583.

1t must however he allowed that music, still in its cradle, had all
the weakness and imperfections of childhood. The Enigmi del
canto were much cclebrated, but they served only to render the study
more ditlicult. Many of the most eminent theorists and practical
musicians employed themselves in subtle divisions of the scale, and_
visionary pursuits after the Greek genera. Pierro Ceroxi, born
at. Bergamo, but a pupil of one of the new conservatories, produced
much improvement in musical instruction, by his book, entitled Re-
gole del canto—Naples, 1609. 1n short, every thing announced the
morning of that day which was to illuminate the triumphs of melody.

The first of the Neapolitan composers whose talents are remark-

VOL. V. NO, XVII. F
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able, is the PrincE of VENosA, who was born in the 16th century,
and died in 1614. His father, perceiving him to display even in bis
early years a most lively disposifion for music, placed him under
the care of Pompronius NENNA, the author of several didactic
works on the art. The studies of the PriNcE of VENOsA were as
learned as the times would permit, and on their completion he
founded an academy in his palace, with the view to spread and per-
fect the taste for music. His own compositions were madrigals, the
style then most cultivated, and in which he surpassed his rivals.—
These madrigals produced the greatest effect, not only in Naples, but
in all Italy ; the enthusiasm they excited was so powerful, that the
performers declared they would neither sing nor play any other
music than that of the Prince of Vevosa. His modulations have
been said to be learned, pure, natural, and expressive, but Dr.
Burney disputes their title to this praise.

A composer, known under the name of CurTi, appeared after the
Prince of VENosa. He was blind, and not only seconded by his
talents the advancement of melody in Naples, but contributed to the
perfecting this school by his works and scholars.

Two dialogues on music by Luict DenTice, a Neapolitan gentle-
mar in 1554, give some idea of a concert in Naples at that period.
One of the interlocutors describes a performance at which he had
been present at the palace of DoNNA G1oVANNA D’ ARRAGONA.
He says the performers were most perfect musicians, and sung in
a wonderful manner. It appears that the vocal performers were
- accompanied by a band, and each sung to his own instrument.
¢ There are few musicians,” says the author, ‘¢ who sing to their
instruments that have entirely satisfied me, as they have almost all
some defect of intonation, utterance, accompaniment, execution of
divisions, or manner of diminishing and swelling the voice occa-
sionally ; in which particulars both art and nature must conspire to
render a performer perfect.”

The name of SALvATOR Rosa has been hitherto little known, as
connected with music : he set his own cantatas, the melody of which
as well as the poetry, issuperior to that of the age which gave them
birth, and they are heard with as much pleasure as surprize. They
have been fortunately found in a collection of ancient Italian compo-
sitions, several of them written by his own hand.

ALEgsANDRO SCARLATTI was bornat Naples in 1650. The name
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of bis master is unknown, but the reputation of Carissimi, who
then flourished at the head of the Roman school, having reached
Naples, ScarraTTI thought it right to repair to the metropolis of
the arts, and to hear the compositions of this master, in order to form
his style on so great a model, and to profit by Carissim1’s in-
structions. SCARLATTI was the greatest harp player. of his day.
By the aid of this instrument he sought to introduce himselfto Caris.
simi. The stratagem succeeded, and the most sincere attachment
was the effect. - Real talent knows not envy. Carissimi, in ex-
change for the delightful airs composed and performed by Scar-
LATTI, revealed to him. the sccrets of ‘his art. ScarRLATTI aug-
mented these acquircments by the learning and experience afforded
by travel. Instead of returning to Naples he visited the theatres
and masters of Bologna, Florence, and Venice, at which lafter city
he analysed the principles of the art as he had done at Rome.
From thence he proceeded to Vienna, whose rising school promised
future greatness to Germany, when it should have been wisited and
enlightened by the masters of Italy. In this city he made the first
essay of his talents for composition, and his theatrical and sacred
works were alike successful. On his return to Naples, he halted at
Rome, where he composed several operas as a testimony of gratitude
for his favorable reception on his first visit to this city; they were
received with transport.

He arrived at Naples, and possessed of talents ripened by science
and expericnce. ScARLATTI devoted himself entirely to his coun-
try, and applied himself not only to the production of numerous
sacred and profane compositions, but also to the regeneration of the
Neapolitan school, by the best principles, the best regulations, and
the most perfect methods of instruction.

Until the time of ScARLATTI, the overturc to an opera consisted
of meagre obligato symphony, produced by a certain regular routine,
and frequently in bad taste. ScARLATTI reformed this department
of the opera, and established it less upon the form than upon the
foundation of the work itsclf, making it a species of musical prologue
or programme of the action ; he informed it with truth, images, and
melody.—He perfected the obligato or accompanied recitative, and
invented the introduction of the da capo or ritornel of the symphonies
into recitatives of strong passion, which before his time was neither
practised nor known by the Italian composers,

F2
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Dr. BurNEY says, ¢ the most voluminous and most original eont-
poser of cantatas that has ever existed in any country, to which my
enquiries have reached, seems to have been ArLgssaNDRO Scaxn.
raTTi. Indeed this master’s genius was traly creative, and I find
part of his property among the stolen goods of all the best composers
of the first forty or fifty years of the present century”—(1790.)—
¢ The violoncello parts of many of these cantatas were so excellent,
that whoever was able to do them justice was thought a supernatural
being.” .

Although the modulation in the cantatas is sometimes crude and
unnatural, yet they are never without some beauty. DuRANTE,a
pupil of ScaARLATTI, afterwards arranged several of them as duets of
great learning. Saccuini, when teaching at the conservatory of
L’Ospedaletto at Venice, at the end of each lesson respectfully
kissed the book which contained them. ScarwraTri is said to have
composed near a hundred opcras, besides oratorios and two hundred
masses. His invention was so fertile, and his application so intense,
that he composed with greater rapidity than his copyist could write,
La Principessa fedele is generally cited as his best dramatic produc-
tion. The Italians speak of him as the glory of the art and the chief
of composers. HAssr said of him, that in point of harmony he was
the greatest master of Italy. In 1725 Quaxtz saw him at Naples,
where he was still composing for the church, and played extremely
well on the haYp, notwithstanding his advanced age.

CristoraNo Caresant was bornat Naplesin 1655, and appointed
organist to the Chapel Royal there in 1680. His duets and trios
are his only works now known. * The latter are solfeggi or exercises
for the voice on the intervals of the scale, and are inserted by M.
CaonroN in his “Principes de Composition des Ecoles d’ Italie,” who
there declares that the solfeggi of CAREsaNy ought to be used in
every school for singing.

Domenico Gizz1 was born at Arpino, in the kingdom of Naples,
in 1680, and died at that capital in 1745. He was a celebrated
singer, and in 1720 founded a school of singing, in which he formed
the famous Coxri, surnamed GizzigLLo in honour of his master.
The reputation of G122z 1 as a composer is purely traditional, as none of
his works are now existing.

Great talents are not often transmitted from father to son, and
except virtue nothing is less hereditary than genius. It is however
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among musicians that a father most frequently transmits his abilities
to his children, as we have seen in the family of Coursz1x in France,
and that of Mqgant and Bacn in Germany. The posterity of
BcarvLaTTI also present this phenomenon.

DouMenico ScCARLATTI was borm in 1683, and mherited the

tzlents of his father. He was less his pupil than his successor, and
imitated him in his conduct as well as in his productions. Whilea
youth he studied under Fraxcesco Gasparini, then a composer
and excellent harpsichord player at Rome. As soon as his musical
studies were completed, he visited the schools of Italy and particularly
that of Venice in 1709, which had become the rival of Naples. After
baving observed the progress of this school, ScarrLarTI did not
fear to try his strength, and he was supported by the applause of the
public and the approbation and esteem of the cognoscenti ; never was
success less contested. ScarvLATTI sought the friendship of the
masters of the Venetian school, and became acquainted with Hanper,
who although a German, was considered as an Italian in Venice,
where he studied his art. SoarrATTI became so attached to this
composer who then held the rank in Germany that his father had
occupied in Italy, that he followed him to Rome, profiting by his
counsel, advice, and even by his conversation. He only quitted him
to repair to Portugal, where he was engaged at court as chapel
master. He composed operas and sacred music at Lisbon, which
were as successful as those produced at Venice.
" DoMeNico BcaruarTi quitted Portugual in 1726, and made
some stay at Rome, where he became ucquainted with QuanTtz. At
Naples his compositions for the theatre and the church obtained the
ananimous approbation of his countrymen—Iless for the double con-
sideration of the memory of his father and the affection which
attracts us towards an artist born in the same spot as ourselves, than
for the real merit of works which united science with taste, and culti-
vation with genias.

H assE, known by the title of 11 Sassone, the Saxon, was then study-
ing at Naples, and witnessing the success of DoMEN100 SCARLATTI,
solicited and obtained his friendship; he was heard to say, fifty
years after, that no composer had ever greater enthusiasm and taste
for his art. His reception was the same wherever he appeared. He was -
engaged by the Court of Madrid, and first appeared in the opera of
Merope. Besides being appointed master of the royal chapel, he
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became teacher of the harpsichord to the Queen, on which he parti-
cularly excelled, as well as on the harp.

The style of this composer, which was formed on that of his father,
was grand and majestic. His modulations in his compositions for
the church had nothing of the monotonous austerity of the ancient
chants, and his theatrical productions possessed the art of expressing
with truth and grace the emotions and sentiments of the soul. He
alsé composed for the harpsichord, and his lessons, dedicated to the
Queen of Spain, were, according to BurNEY, ‘thc wonder and de-
light of every hearer who lrad a spark of enthusiasm about him, and
could feel new and bold effects, intrepidly produced by the breach of
almost all the old and established rules of composition.”

The first of the pupils of ALEssaNDRO ScARLATTI, who presents
bimself, after his son, with all the advantages of talent and genius
united, is N1corLo Porrora, bornat Naples in 1689, He was placed
at an early age under his great master, and by his rapid progress
proved himself worthy of the care and lessons of such an instructor.
He left the conservatory rich in all the principles and gifts of the
school. After the example of his master, he commenced by travel-

- ling, and gave Ariane ¢ Tesco, his first opera, at Vienna in 1717, with
spch success, that it was performed in the theatres of Venice in 1727,
and London in 1784. The suffrages of one of the first Courts of
Germany, and those of a public enthusiastically devoted to music,
encouraged Porrora to fresh and greater efforts. His first work
was acknowledged to possess force, originality, depth, and that inspi-
ration which incessantly invents and creates, but which is not always
accompanied by perfection. [n1726 he gave his opera of Siface, at
Venice; but, less fortunate than at Vienna, his success was contested
by those rivalries which, when not continual and inflexible, are
useful rather than prejudicial to genius—but if they assume the hate-
ful garb of envy, they retard if not destroy its progress. LEoNARDO
Vinc, a classical composer of whom we shall shortly have occasion
to speak, was at Venice at the same time with Porpora, and repre-
sented his opera of Ciro at another theatre, which, either from its
greater merit, or from the superiority afforded by a more dramatic
subject, met with better success than that of Porpora ; but the lat-
ter did not consider himself defeated. His ardour increased, and by
a succession of operas given in the same city, the Venetians were
enabled to appreciate his talents as they deserved. He, in his turn,
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obtained that applause which had been before grantedto LEoNarDo
Vinci. . . :

Satisfied with this triamph Porpora left Venice for Dresden,
where his growing reputation had preceded him, and where he was
engaged by the Elector as master of his chapel, and singing master to
the Electoral Princess, MARIE ANTOINETTE. Dresden is the Naples
of Germany as far asregards music. PorporA was therefore incited
to make a brilliant display of his abilities, which was particularly-
necessary, as Hasse, the Saxon, menaced him with even a more
formidable rivalry than that he had experienced from Vinci at
Venice. He exerted all his courage and wrote several operas, which
were represented, and saw his efforts and his works crowned by
the applause of the court and the public, notwithstanding the repu-
tation and the presence of his rival. He even obtained a secend
victory, not less flattering than the first. He presented te the public
his pupil, the young and beautiful MincorTI, who became one of -
the greatest singers in Europe. He opposed her with success to
FausTtina, the celebrated wife of Hassg, who had long been unri-
valled in Germany, Italy, and England.

In 1733 Porrora was engaged by the English nobility to coma
poee for and direct an Itdlian opera they had established in opposition
_ to Hanper. But the genius of Porrora failed in its competition
with that of Hanpevr. His efforts were neither unworthy of his
courage or abilities, but he could not resist the force of public opinion,
and although assisted by the great FARINELLI, his operas were heard
with an indifference which almost amounted toconterapt. Pozrora
thereforc quitted England and returned to Italy; but such was his
disappointment at the reception he had experienced, that he ceased
to compose.. He was for some time principal master at the Incurabili
Conservatory at Venice. He retired late in life to Naples, where he
died in great poverty in 1767, .at the age of eighty-two. This mis-
fortune arose more from the generosity of his disposition than from
any imprudence.

PorrorA was particularly distinguished as a singing master.
Faringrri, MiNGgoTTi, CAFFARELLI, and many other theatrical
singers, were his pupils. Their celebrity sufficiently attests the ex-
cellence of his instructions. He was also an admirable performer on
the harpsichord. As a composer he was considered as a model of
style in recitative—he excelled also in the cantabile, and his can-
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tatas have been always highly esteemed. Dxz. Burxev remarks that
¢¢ Perhaps the art is more indebted to Porrora for having pelished
and refined recitative and measured air than for enriching it by the
fertility -of his invention.” He is said to have composed fifly epesas
besides sacred music. The theory of seunds was siso knewn to him ;
and proceeding from effects to their causes he analyzed his art as s
musician and asa philosopher. He was called by his fellow citisens
The Patriarch of Harmony.

Porrora has been represented as a man of wit and repartec.
Passing one day through an Abbey in Germany, the monks requested
him to assist at the office in order to hear their onganist, whose talents
they greatly extolled. The office finished, ¢ Well, what think you
of our organist? Why, replied Porpora—Why—He is a clever
man, interrupted the prior, and likewise a good anrd charitable man,
and his simplicity is really evangelical.” Oh! as for his simplicity
replied Porrora, I pesceived that, for his left hand knoweth not
what his right hand doth.”*

A master who has only laftto posterity his name, and the memory
of works which negligence or indolence have lost or omitted to collect,
was the fellow pupil, the friend and companion of Porrora. He
shared bis pains, pleasures, and sometimes his glory, for having fols
lowed him to Venice, it is probable that he assisied in some of his
operas. ‘The umion of two composers in the production of a work
either for the theatre or the charch, has occarred more than once in
the age of which we speak. This composer was MatrE0 VIvaA LD,
of about the same age as PorPor A, and born at Naples ; if his repu-
tation has descended to us it must be with justice. The old masters
yet cite the ability of VivaLpi in both serious and comic operas,
and in the more profound style of the church; he particularly excelled
in the cantabile.

But the composer who partook with Porrora the glory of purify-
ing melody and enriching harmony was Doxexico Sarro, born at
Naples in 1688. In 1725, the period at which he completely finished
his studies and eutered the lists as a composer, he produced a chef
d’ceuvre. He set the Didone of METAsTASIO for the theatre of
Tarin, and in this corner of Italy attracted the attention of the whole

* Towards the end of life, Ponrora’s temper, if we may believe the author
of the lives of Hayon and Mozart, was very sour. See Musical Review,
vol. 4, page 333.
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Peninsula. Naples, as well as some other cities, had admired more
than one of his first essays. But Didone, by fixing at once the
opinions of critics, announced a composer of a superior order. It is
said that he was the first to adapt to music the touching and pathetic
dramas of the first of Italian poets in the lyric style. Didone pre-
senfed a most pompous and dramatic spectacle, and possessed the
double advantage of interest and scenic truth. Tito Sempronio fol-
lowed, and the music was full of strength and vigour. The sub-
ject was rather tragic than lyric, and altfnough this style is less
adapted to opera than the mythological or heroic, properly so called,
yet it is certain that it enables the musician to display the energy
and develope all the resources of hisart.” At this time the grand
opera, which had hardly existed half a century, had seized on
nearly every subject fitted for theatrical representation, and the com-
poser boldly followed the brilliant track pointed out by ArosroLo
Zeno and Metastasio. Tito Sempronio was not less successful
than Didone ; and although these two operas are the best of this old
master, the other works of SARRO arc not less remarkable than
numerous. '

Sarro repaired to Germany, after having established his reputa-
tion in Italy. He there devoted himself principally to compositions
for the church. Although his abilities were brilliant and even solid,
it is said that he formed his style on that of Leonarpo Vinci.
This observation, which tends to lessen his fame and to deny him
originality, is the more formidable to his memory, as it proceeded
frem QuaANTZ, the musical preceptor of Frederic I1. but we must
observe that 8ArRro, long before this observation was made, com-
posed works generally admired for their originality as well as for
their science. !

The composer who comes after Sarro, is Ianazro Gavrvro, born
at Naples in 1689, and a pupil of ALEssANDRO ScARLATTI. On
tbe completion of his studics, he displayed great talents for tuition,
and became master of the Conservatory of La Pieta, and on its sup-
pression, of that of Loretto.

Tuition, ene of the most serious occupations of the human mind,
has this unfortanate circumstance attending it—that notwithstanding
its utility to the aris and to society, it absorbs and smotherp\the talent
for composition and inveation, and themce the arts and sciences
suffer, when men of talent devote themselves exclusively to instruction.
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This was apparently the case with the person now under considera-
tion. Gauro devoted himself wholly to instruction, and super-
intended several conservatories. His pupils received all bis atten-
tions, and his labours in this branch were too incessant to allow him
time for composition. If he bas left a great name, without leaving
any great work, it must be attributed to his principles of instruction,
which were so excellent as powerfully to contribute to the rapid
progress of the art. Infact, the school of Naples was daily strength-
ened by the zeal of such men as GArLLo, and by the researches of

-those who devoted themselves exclusively to the production of theore-

tical works. When an art expands and is purified by the acquisi-
tion of great compositions, the homage of public gratitude is not
only due to those who have produced them, but in a great degree to
those who inculcate precepts and principles upon which they are
founded, or which they establish.—Such was GALLo, and his labours
have not been less valuable to his school than the works of the best
composers.

We now proceed to one of the greatest masters of the school of
Naples, Leonarpo VINcI, born in that city in 1690. This com-
poser announced at an early age the rarest ability, and although he:
devoted but few years to his studies, they were not less complete.
He was still at the conservatory, when on the report of his fame as
one of the pupils who gave the brightest hopes of future excellence,
he was engaged at Rome to compose the opera of Semiramis.* The
applause of the Romans, who are more difficult to satisfy than any
of the Italians, flattered the self love of the young artist; he was
animated with fresh ardour, and continued to receive the reward of
his zeal. The Romans were struck with the melody of his airs, the
science of his accompaniments, and the brilliancy of his style, which
was the purest and finest of his time, then so fertile in great masters.
Vinc1 returned to Naples, in order to add to his triumph the ap-
plause of his fellow citizens; he composed the opera of Astyanax,
the success of which surpassed his greatest hopes, and spread his

- # Dgr. BurNEy, however, gives a different account. ¢ LeEoNArDO ViNci,
(he says) who is related to have run away from the conservatorio of Gli
Poveri in Giesu Cristo, at Naples, where he was the scholar of GArravo
GRrEeco, on account of a quarrel with Porrora, a student of the same school,
began to distinguish himself in the year 1724, when he set the opera of
Farnace for the Aliberti Theatre at Rome.” Both the DocTor and Count
ORrLoFF agreein their relation of his successful debut.
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reputation beyond the shores of his native country. From this mo-
ment the theatres of the greatest cities in Italy solicited his services.

- Venice carried off the prize, and in 1725 he gave his first opera in
that city. We have already related his rivalry with Porrora, and
that he was not only able to dispute the reputation and abilities of
that composer, but had the glory of seeing 'his opera of Siface pre-
ferred to the Siroe of his rival. Vinct then gave his Ifigenia,
which was equally fortunate with Siface. His talents increased with
his success, genius being submitted to the laws of progression as well
as all the other faculties of the human mind. He returned to his
country to offer there anew the tribute of his acquirements, the
graces of youth united to the masculine beauties of a riper age.
He composed immediately on his arrival the opera of Rosmira,
which, delighted by the novelty aud beauty of its combinations, the
freshness, purity, and truth of its melody, and particularly by the
profound and scientific knowledge of all the secrets of harmony, as
displayed in its modulations. He was again called to Rome,
where the public, notwithstanding its known character for incon-
stancy, appeared to relish no music but that of Vincy, and com-
posed Artaserse and Didone—the former is considered as his chef
d’ccuvre, and also amougst the first productions of the Italian
Theatre.

The reputation of Vinct had now reached its height; but this
glorious epoch was also that of his death. During the brilliant
success of Didone at Rome, he became attached to a lady of rank,
talents, and beauty, who it is said recompensed his affection. On
his return to Naples his fellow citizens wished to hear this opera, and
‘while he was preparing it for representation one of the rclations of
this lady hearing that Vinct had boasted of the favours he had re-
ceived from her, mixed some poison in a cup of chocolate, which he
presented to him, and thus putan end to his life in 1782. Vincr
possessed together with the talent of invention, that of the most perfect
execution. He completed the improvements in recitative, rigorously
adapted the music to the expression of the words, and was the first
composer who effected any great change in the musical drama after
the invention of recitative by Jacoro Per1, in 1600. The accom-
panied recitatives in Didore are particularly celebrated. He com-
posed many operas besides those already mentioned, amongst wluch
are several of the comic kind.
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Such examples as those produced by Vixnci, could not fail to mal-
tiply chef d’ceuvres in art. His fime.compositions became models to
the Neapolitan students. The number of his disciples in melody
daily augmented. Francesco Mancini, born at Naples in 1691,
if not the heir of his talents, inherited his manner and his excellent
principles. He first studied hisart in the conservatory of Loretto,
of which he became one of the directors o the completion of his
studies. He excelled as much in composition as in ‘tuition. The
numerous and excellent scholars, and the works he has produced,
are so many proofs of his merite Amongst his operas both in the
serious and comic style, I/ Cuvaliere Bretone and Maurizio are the
most distinguished, The genius of MANCINI was equally adapted
to both styles. Brilliant, gay, light and agreeable, full of truth and -
expression, he delighted in the comic opera ; noble, elevated, grave,
and even sublime, he charmed in the serious. The character of his
melody in both species was always appropriate; and this propriety
reigned alike in hisairs and his accompaniments. He composed but
little ; but the works which remain to us are marked by taste and
delicacy, grace and truth. Ilc continued the labours of his prede-
cessors with the view of making the school of Naples the greatest in
Italy. Hasseregarded MaNciniamongst the best masters of the art.

Nicoro Fago, surnamed 11 TARENTINO was born at Tarentum
in 1692. He was a pupil of ALESSANDRO SCARLATTI, and studied
in the conservatory Dei Poveri di Gesa Cristo, which he afterwards
directed, as well as that of La Pietd. His principal care was directed
- towards his pupils, and he had the satisfaction of producing some

celebrated scholars. His composit\ions were both for the church and
theatre; his manner was comprehensive and easy, and his style both
learned and brilliant ; his cantabile subjects were novel, striking,
and ingenious. In his accompaniments he was various, bold, and
spirited. Eustachio is most celebrated amongst his operas.
Francesco DuraNTE, born at Na;‘les in 1693, was educated in
the conservatory of San Onofrio, and received lessons of the cele-
brated ALEssaNDRO ScarrarTi. He quitted the conservatory at
an early age, and went to Rome, where he was attracted by the repu-
- tation of B. Pasquini and PirroNi. He studied five years under
these masters, learning from one the art of singing and of melody,
and from the other all the resources of counterpoint. He then xe-
turned to Naples, and devoted himself to composition, but he wrote
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prineipally for the charch, to which his genius seems peculiarly to -
bave directed him. -This style became exclusively his own, and be
did not hesitate to improve on the manner of PALEsTRINA himself,
which, notwithstanding the genius of that composer, partook of the
infancy of the art; he embellished .it without loading it with orna-
meat; he added to its noble and antique simplicity that elevation
which belongs to a species of melody consecrated to the celebration
of the Creator. -

But Duraxre priacipally excelled in tuition. To his instruce
tion and principles the Neapolitan school owes its greatest masters
of the 18th centary. He became a professor of the conservatory of
San Onofrio about the year 1715, and was at the head of that of
Gli Poveri di G, C. when CArDINAL SPiNELLI, Archbishop of
Naples, abolished it. DuranTe died at Naples in 1755, aged 62,
and was not only a great composer but a good citizen. He had
several wives, who all died before him, one of whom pat his patience
more to the proof than XanTippk did that of SocraTEs. She
sald for the purpose of gaming, all her husband’s scores, which
would have been for ever lost both fo the ast and himself, 1f, aided
by his wonderful memory, he had net recomposed and written
them anew. ' )

With respect to DurANTE’s style of compesition, bris subjects are
simple, and at the first glance appear common place—but they are
s0 well conceived and conducted with so much art and genius, as to
produce prodigious effects. He had the means of employing all
imaginable forms, and thus keeping alive the interest of the aunditor ;
he increased the desire of hearing him, which is the more remark-
able, as his manner was severe and serious, and he generally sacri-
ficed but ljttle to grace.

Leoxarpo Lgo, born at Naples in 1694, was after DuranTe
one of the most laborious, brilliant, and sublime composers of Italy.
Like DurANTE, a pupil of ALEssANDRO SCARLATTI, he did not
adopt all the severity of the style of the latter in the opera, nor of the
former in church music; he preserved all their dignity, which he
blended with pathos, his peculiar excellence. Flexibility was the
source of the talent of this composer; he adopted his style with equal
success to the serious and to the comic opera.—He was alike brilliant
in each, apd his first opera. Gio ¢, in the latter species, was received
by the Neapelitans with such applause that it was represented in se-
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veral of the other Italian theatres. The subject of this piece is a
man who bas the habit of adding  that is to say” to every thing he
says, and who, in endeavouring to be explicit, is only the more
obscure. His serious operas were approved as much as the Cwi
for their expression, grace, truth, and melody.

Emulous of Vinci and Porpora in dramatic composition, Lro
was equally desirous of rivalling DorRaNTE in sacred music, and as
in the one he had been by turns pathetic and gay, scientific and
natural, so in the other he was imposing and elevated, grand, and at
times sublime. Amongst his compositions for the church his Miserere
is particularly celebrated for its profound knowledge of counter-
point, its grandeur and purity of style, and its natural and ingenious
employment of modulation and imitation ; it has even been judged
equal to that of JoMeLLI. LEo invented that species of air called
by the Italians Aria d’ostinasione, or obligato airs; his compositions
in this style are highly classical, particularly that beginning Ombra
diletla e cara, which is yet sung throughout Italy.

Lo was the founder of a school of singing in Naples, which
tended to increase the fame of his country as a nursery for those
celebrated singers which have filled the Italian theatres of the dif-
ferent European Courts. The solfeggi he composed for his scholars
arc still eagerly sought and studied. LEko was in every respect emi-
nently serviceable to the progress of his art. That which ALgssan-
DRO SCARLATTI begun, he continued—that which Porrora and
Sarro had only indicated, he completed. By his assistance me-
lody was greatly released from those elements which destroyed its
power ; it was purified on leaving his hand; without any injury to
expression, he gave it its delightful alliance with grace and truth:
his style was always elevated, without affectation ; expressive, with-
out extravagance, and grand, without inflation. LEo died at
Naples in 1745, aged 51.

Whilst Leo astonished Naples and all Italy by the sweetness and
beauty of his melodies, the richness of his accompaniments, and the
fertility and diversity of his works, GuisepPE pE MAaJo, born at
Naples about the year 1698, after having studied in one of the con-
servatories of Naples, and given many successful proofs of his abi-
lities, was appointed master of the royal chapel as successor of
Durante. Mayo filled this situation to the satisfaction both of
the court and city, who, on occasions of solemnity, repaired to the
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chapel royal. His reputation did not suffer from the contrast with
that of his great predecessor, and he enjoyed the applause and esteem
of his fellow citizens. It appears, however, that MaJo chiefly ex-
celled as an instructor, as he has left few compositions, and many
excellent pupils.

After MaJo, flourished the expressive and brilliant FrRaANcEsco
Feo, born about the year 1699, and a pupil of Gizz1. This com-
poser, equally celebrated for his labours for the church and theatre,
and for his ability in the instruction of his art, founded a school for
singing, in Naples, to which this city and the whole of Italy owed a
great number of singers, as famous for the beauty of their voices, as
for their talent and skill in the use of them ; and this school spread
the reputation of its founder throughout Europe. FEeo commenced
his labours by composing for the church: he displayed talents
worthy of the style, and his works were distinguished for their gran-
deur and strength, science and energy. Satisfied by the approba-
tion bestowed by his fellow citizens on his superb masses, and
amongst others on a justly celebrated Kyrie, he devoted himself to
the theatre, and composed several operas, amongst which his Ariana
and Arsace are pre-eminent : from the latter GLuck has borrowed
his overture to Iphigenia. His works met with the success they de-
served, as compositions in which the melodies and accompaniments
have an equal degree of superiority. The first were grave and ex-
pressive ; the second, strong and natural ; they were both full of
originality and genius. The idle hand of neglect, which has so
ofien omitted to gather the most precious remains of melody, has
ravished from us tbe details of the life and works of Fro. After
having shone equally in compositions for the church and theatre, he
devoted himself entirely to instruction, and it was he who completed
the musical education of JoMerrLi. The style of FEo bears the
stamp of a greet master and the impress of talent; simplicity inspired
his melodies, and truth was his guide. His accompaniments were
not less novel, various, and brilliant than his airs; and elegance was
always the basis of his design and colouring. In short, the talents
and labours of Feo have procurcd him an advantageous station
amongst the classical composers of the most brilliant school of Italy.
Besides his operas, there remain some of his masses, psalms, and
other pieces for the charch, which complete the nomenclature and
the merit of his works.
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IeNazio Prota, born at Naples in 1699, was, like Fro, distine -
guished both as a teacher and composer.—It appears that celebrated
masters must have been as numerous at this period as they are rare
at others. Italy was never more avaricious of the pleasures of har-
mony than when having for some time enjoyed those of the other
arts; and after she was as it were glutted by the contemplation of the
chef d’ceuvres in painting, sculpture, and architecture, of which
genius had been so prodigal to her during three centuries, the great
masters of harmony appeared at Naples, Rome, Milan, and' Venice.
Prora first studied in the conservatory Dei Poveri di Gesu Cristo,
and afterwards in that of La Pieta, under ALES3ANDRO SCARLATTI;
but from the rank of a pupil he soon rose to that of a master, and
was named director of the latter of these establishments. Prora is
amongst the number of thdse whose time was chicfly absorbed by
instruction. We know of none of his compositions, but as his repu-
tation is somewhat extended, it is probable that it is due both to his
labours as a composer and a professor. His style is asserted to have
been full of truth and expression. ‘

'y
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M. MOMIGNY'S THEORY.

Auonas‘r the livingFrench writers on music who bave distinguished
themselves is M.JeromE JoserH DE MomiGNY,* who has pro-
duced a work, in three volumes, entitled “Cours complet D’Har-
monie et de Composition.” This is a new Theory of Music, founded
partly on the system of BALL1ERE, which wasexpanded by JAmaRD,
and on some of the views of the ABBe FEYToU, which appear in the
article ¢ Chromatique,” in the Encyclopedic Methodique. M. Mo-
MiGNY has introduced many of his own discoveries, which are
entirely opposed to received opinions, but which are very curious.—
We propose.to give some copious’ extracts from this book, since the
author has not only earned a title to respect by this work and by
many musical compositions, but by his labours in completing the
Encyclopedie Methodique.

* The history of M. Dz MomioNy is thus given in the Dictionnaire
Historique.—He is of Belgian origin—was born at Phillippeville in 1776.
His father, who had uated at the University of Louvain, and had
studied music at the Court of Brussels, taught him the alphabet and the
gamut at the eame time.  His father’s fortune being impaired, he was sent
to St. Omer, where he had an uncle by the mother’s side, who took the
charge of his education. His progress in music was so rapid, that when
only nine years old he extemporized.—At twelve he was the organist of
two parishes of St. Omer. Summoned to the royal abbey of St. Colombe,
he there acquired a taste for retirement, study, and philosophy. It was
in the groves which surrounded this religious asylum that he first composed,
. and gave himself up to reading. Unhappily he wanted models. He sought

them at Paris. M. pe MoNTEYNARD, one of the Ministers of Louis XV].
being asked by hissister, the Abbess of St. Pierre de Lyons, to send her an
organist, sent Mouieny. In 1793 he became secretary of his section,
and was appointed municipal officer at the time' when the citizens of Lyons
were striving to shake off the yoke of the reign of terror. Outlawed for
having been unwilling to betray the confidence of his fellow citizens, he
took refuge in Switzerland, after having wandered without a home through
the middle of France. He returned to Lyons, and afterwards established
himself at Paris in 1800. He had com at Lyons 12 sonatas for the
piano forte, at Paris two quartetts for two violins, tenor, and base,
sonatas for the piano, a trio formihg his 22d work, 40 romances, and two
operas— Le Baron de Felsheim” (the words by the PrincE of Scuarow-
sxoY), and % La Nowvelle Laitiere,” of which he wrote the words and the
music. He also published, for the use of the family of NaroLEoN, solfeggi
with an accompaniment for the piano forte, and in 1802 his first lessons
for that instrument appeared.
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TRANSLATION.

Music is the art of affecting the mind and the heart by means of
sounds. It attains thisend by expressing ideas, passions, and senti-
ments. These .means and this end are precisely those of all lan-
guages. Music is therefore a language. Unlikc Hebrew, Latin,
French, and others of the same species, which are all local and
conventional, but like painting, it is a language natural to every
country. . '

The distinction between natural languages and those invented by
man is, that in the first the materials and ihe systems which unite
them are furnished by nature; in the second, man himself creates
the words, and decides their value and signification. In the physi-
cal properties of the latter, the voices and the vowels only are
directly formed by nature; (I mean the vowels as pronounced, not
* written) and these also are the musical properties they necessarily
Ppossess.

Consonants are therefore invented by man, and gonsist of an arti-
culation adapted or adaptable to each vowel. Children who have
not learned to speak, naturally form the vowels, The deaf and dumb
‘also form them without having ever heard them, either from their
own mouths or those of others. These persons, who are many of
. them dumb only because they are deaf, learn to articulate, that is o
say, to join the consonant to the vowel, witlr great difficulty ; and ‘it
is only by dint of art and patience that they are made to comprehend
and pronounce these sounds.* Children who are not deaf, acquire
it more quickly and with less effort, because they are powerfully
aided by their ear, which enables. them to. hear by the mouth of
others, and warns them when their own pronunciation is faulty.

'That which is purely artificial and.conventional in music are the

# This is only now accomplished with some few subjects. It is by making.
them see that which is passing in the mouth, and by pressing their arms with
more or less strength, according to the intensity necessary to the articulation,
that they are taught to prenounce. To make the dum? speak, then, is no
longer a miracle; itis only an art. The good folks of this world believe that
this is the astonishing part of this institution, while those who are capable of
appreciating it know that the prodigy consists in the learned and metaphysical
method by which they are enabled to learn. The degree of perfection to
which it has been carried by M. L’Abbé Sicard, ought to bear down his
name to remote ages, and perpetuate this valuable benefit, which was originally
due to the charitable zeal and information of M. L’Abbé de L’Epes.
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names and figures of the notes, and the other signs which address
themselves to the sight. These being at first arbitrary, have changed
since the birth of music, and may vary still more; but all the rest is
immutable, and can only absolutely differ in its extent and degree of
perfection, because nature never changes, and the ear of man is con-
stantly and every where organized in the same manner.

Languages which, only judging by words, are so dissimilar, never-
theless possess certain fundamental rules, which are essentially
common to them all. The analysis of their periods presents an °
aggregation more or less ccmented of grammatical proportions, and
these grammatical proportions themselves present in thefr decompo-
sitions only simple ideas, that is to say, words which take the place
of the ebjects they exhibit to the mind. Each have nouns, adjec-
tives, verbs, &c. The idiot and the man of semse both therefore com-
bine their ideas and images in the same manner; the second has the
advantage over the first, simply because he has the faculty of uniting
them with greater facility and in greater number. Without this
general mode of comprehension, no language could have been
established, for there would have been no communication, not only
between nations, but also between man and man.

Languages do not differ in ‘their functions, but in the means of -
filliag them. They address themselves generally to the eye and the
ear; the sight and the hearing are therefore the two principal .
media between languages and the mind. In'languages of conven-
tion and those of different people, the semses which transmit them to
the mind experience less enjoyment than in transmitting music or
painting. Why is this? Because every thing that is conventional
is of no value to the eye, ear, or any of the senses. 'There can be no
agreement with the senses, because an agreement implies both intel-
ligence and will. Now the senses possess neither intelligence nor
will ; they have a greater or less degree of physical eensibility, pro-
portioned to their delicacy and exercise: there can be, therefore, no
agreement or convention with the senses. ‘We proceed to clear this
argament by example.

When the eye transmits the word tree to the mind, it sees no tree in
this word, it is the mind which sees a tree, because it has been agreed-
that this word shall signify this plant. The eye only pérceives in it
some insignificant characters, ‘and if it experiences pleasure, it can
enly be derived from the beauty of the paper andfrom the régularity

H?



62 - MOMIGNY’S THEORY.

The sheemaker onght not -to go beyond the shee when hc desires
to decide as a supreme judge.

The following are the results of the preceding uguments- lot.That
mausic is a language, and.anatural language ; that the latier interests
the eye or the ear to which it addresses itself, in those things which
it desires to transmit to the understanding ; whilst language properly
0 called, makes use of the senses of sight and hearing, as a master
who orders his servant to repeat to another person words in a lan-
guage he does not understand. The latter acquits himself of his
commission without comprehending any thing of it, and this is
the case with the eye and the ear in languages of convention.—
2d. In order to be a good judge 'in art, the possession of an
enlightened understanding amounts 1o little; # is necessary that the
senses to whose jurisdiction the ert belongs, and the mind, should be
equally cultivated in the art itself. 1 do not'mean to infer that to
judge of music, painting, or poetry, it is absolatély necessary to'be
a musician, painter, or poet, bat it establighes that one must have
heard and seen much with atteation and interest, and with what is
called a feeling of the art, either in postry, painting, er music. And
it also may be observed, that he who is-well versed in all these three
particulars will be a more competent jadge of each.—The arts go
hand in hand.

Yes, there is connection between every thing in the arts, as well as

in the sciences. They always address themselves to the understand-
- ing or to the heart of man by means of these senses, and the various
ways of exciting this sensitive being are united the one with the other.

It cannot be said that music offers so exact a representation of
objects as painting, which is a species-of mirror; nevertheless, it is
toibe hearing very nearly what painting is to the sight. It isin
thrat which escapes the eye, and which canhot be felt by the ear,
that painting and music become less intelligible. In these cases the
two- languages have recourse to allegoty, an idiom partly natural
and partly conventional? and thus they are in some sort confounded
with arbitrary langunages in the same manner as the latter are con-
founded with music in the onomatopceia, that is to say, in words
imitating objects, such as cuckoo.

. It is not the musical $ystem that s subject to the will of man, but
man himself is submitted to it from the organization of his ear, which
is found to be in relation with the type of music. 1 denominate the
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musical type that which RAuzAvU terms the somorous body, or the
geacration of different sounds, produced by a single string of an
instrument, put in vibration and resonance. The phenomenon of the
decomposition of light,. discovered by Newton, has nothing more
remarkable or more astonishing than the harmonic generation.
Every body knows that a ray of light decomposed by means of a
prism, gives the seven primitive colours in the following order—red,
orange, yellow; green, blue, indigo or purple, violet. In the same
manner the string of a piano or violoncello, or any sonorous body,
produces seven different sounds, and what is more, the octaves of
these sounds.* '
Whether RAMEAU really believed that the dissonance could not

* The relations between colours and sounds, as shewn in the following:
extract from an Italian work, are extremely curious. 1st. There are
seven colours contained in a ray of light, when decomposed by a prism ;
the primordial sounds of the musical scale are also seven. 2d. There is a
tonic and primitive colour, which serves as a foundation to other colours;
there is also an original sound, which is the basis of other sounds. 3d. The
space which the divided colours of the prism thrown on a sheet of paper
oceupies, are found in the same ratio with each other as the numbers ex-
pressing the intervals of musical sounds.  4th. The medium by which light
1s propagated is a fluid ; so is the medium by which sound is propagated.
It is an excessively subtle ether, properly called air. 5th. There is in the
air, aerial particles or strings for each colour. 6th. The strings or aerial

particles, being of various sizes and- of various elasticity, vibrate differently :

and in unequaltime; for the same reason the globules or etherial particles
reflect the colours in divers degre:ea. 7th. The diversity of colours arises
from the different vibrations which the light receives from the various
nature of the etherial particles; so the diversity of sounds proceeds from
the different impulses which the aerial strings receive from sonorous bodies.
8th. The light being struck at the same time by many particles, transmits
several diﬂ‘é‘rent colours at the same time, and without confusion ; so the
air transmits many different sounds to the ear, without confusing them.
9th. The progression of musical sounds proceeds in a species of circle—for.
example, gegmning at ¢ or do, and passing through all of them: we return
again to the same u¢ or do—for exam{le,do re mi fa sol la si do. - This
revolution is termed an octave, in which the second do has twice the acute~
ness of the first. In like manner the pro, ion of colours is conducted
in a species of circle, proceeding from blue, thence to crimson, then to
violet, and so on, iru?unlly passing thl::ﬁh e intermediate colours to the
second blue, which (according to the ysis of Father CasTEL) is twice
as olear ancf as vivid as the first, from whence the octave of colours be

The Jesuit, Father CasTzr, cites other relations upon which he embliﬁn::l.
his ocular harpsichord, in which colours were to have the same effect as
sounds, and music was to have proceeded from light—but the project

vanished, because moré genius was displayed in its execution than judg- -

ment.—ED1TOR’S TRANSLATION,
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exist in nature, or whether he in vain endeavoured to found his
system otherwise than on the perfect concord, he has not or would
not acknowledge in the harmonic generation, any other sounds
" than the generator, its major third, and perfect fifth, not in the direct
order of his intervals, byt as follows :—Do, sol, octave above the
fifth—mi, octave above the third. Of all thesounds thus produced,
the principal sound, improperly called the generator, is the only one
that an unpractised ear can perceive.. Hence the proverb : he who
hears but ane bell hears but one sound.* It is, however, certain,
that a bell, as well as every other sonorous body, gives several sounds
at once, or as at once. How is this? and what are these different
sounds? It is this that I am going to explain. '

. Qui n’qnténd qu’une cloche n’entend qu’un son.

[To BE CONTINUED.]
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' MR. H. SMART’S

IMPROVEMENTS OF THE SQUARE PIANO FORTE.

Aﬂ':lﬂou, it is well known, has been turned, almost ever since
its first invention, towards such a structare of the piano forte as may
best conduce to its remaining in tune. One of the most powerful
causes of the continual failure is considered to reside in the difficulty
of making the case sufficiently streng to resist the great stress laid
upon it by the tension of the strings, which, moderately estimated,
must be equal to not less than 25001bs. Mg. HeENrY SuarT,the
well-known violinist and leader, who is a piano forte manufacturer
in Berners'-sireet, and who is also the inventor of the most ingenious
and complefe Metronome ever contrived,® having given much con-
sideration to this imperfection, has introduced a simple but very
promising expedient to counteract the bad effects of insufficient cases.

In square piano fortes the case is weakest where the strings are
almost if not quite at the heaviesttension : this weakness, unavoidable
according to the original structure, happens because the long block
must be tapered off, in order to meet the progressive scale and the
necessary shortness of the strings. The long block, if continued of
equal width throughout, would give great solidity to the back of the
case ; but as this is incompatible with the present construction of
square pianos, the. backs are.universally found to be curving out-
wards where the long block is tapered off ; therefore, as the block may
be said to be in some degree elastic, rather than firm and solid, there
is an uncertain resistance to the pull of the strings, which must ren-
der instruments of this description very liable to go out of tune, and
particularly on removal. This is a fact well known to tuners, who
are mostly obliged to move the instrument a little distance from the
wall for the convenience of tuning, and on returning it to its place,
it very frequently happens that much of their labour is lost, and the
instrument is found to be out of tune again, which, however assisted

-~

# See Mausical Review, vol 3, p. 303.
VOL. V. NO, XVII. 1
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by concurrent causes, is- mainly attributable to the want of absolute
solidity in the cases.

To obviate this defect, it has been Mn. SmaRrT’s aim to relieve the
weak part of the case from as much of the strain as possible, by the
introduction of a very strong cast-iron brace of the following shape,
closely fitted to the angle block.

Aamm e L N ---1

The black line represents the iron brace, the principle of which is
too well known to need any comment here; it may only be neces-
sary {o say that the brace itself is easily and well secured, without
the aid of glue, by the linings of the case, which abut up to it at
A & B; and as the brace clips the ends of the angle block at C& D,
the iron tie E will resist the natural tendency of the angle block to
force out the back of the case at A & C, and at the same it effec-
tually secures the angle block from being forced away from the case
bythe tension of the strings,

There appears to be much promise of success in this part of M=.
Smant’s plan.—A further benefit is conferred by the adoption of an
independent sounding board, by whick a longer continuity of vibra-
tion is obtained, a greater freedom of tone obtained ; since, whatever
the tension of the strings may be, the soundmg‘board bemg detached,
i8 not liable to be at all affected.
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Fowrth Number. A Selection of Popular National Airs, with Sympho-
nies and Accompaniments by Henry R. Bishop ; the Words by
Thomas Moere, Esqg. Leadon. Power.

We well remember the intense pleasure that stele into our minds
vpor our perusal of the firt number of this the most exquisitely
tenching sevics of songs that has ever appeared. As we go over them
aguin and again, we feel all the extacy of the entrancing melan-
choly, such airs and such words as the ofien-mentioned AU that's
bright must fade,” * The Bells of St. Petersburgh,” and “ Hark the
Vesper' Hymsn,” so sweetly breathe into the very soul. All the re-
collegtions of all the jays and sorrews that have warmed or have
saddened our existence ceme in throngs—tiH at length the memory-
of years is crowded into the associations of the moment when the
first fow sounde of any of these melodies strike our ear. Fancy is
filled full in an iostant, and; nething that has been, is not, while we
hear thess melodies. :

©Oup veadess will, afder this relation, readily apprehend that we
take up every new volmme in- oendinuation with fear and trembling.
The wenld has already drawn se largely from Mr. Moonrg, that
we droad his mind, if mot exhausted, must yield less and less of
. sterling ore. For what nature has been ever known to preserve its
pristine delicacy, its fine tact, its brilliancy, its blush, its bloom, after
enjoying the rays of so0 long se bright a sunshine? We dallied with
these thoughts and feelings while the book, this fourth number, lay
unopened before us. At length we ventured, ¢ trembling to un-
close” the page, and to place it upon the piano forte—we exbausted,
shall we confess it, its contents at one dranght, not however hurry-
ing the rich fluid over the palate, but flavouring drop by drop till
our banquet was ended, and we fervently exclaimed, ¢“ By all our
hopes ’tis all but equal to the firsl.” And so reader you have our
first impulses from this charming production.

We descend not very willingly to “ second thoughts"—for these
things (like CaTa LAN1's singing, about which cvery sober creature
_says we are stark mad) are to be judged by their effects. Mr.
Moone writes from the beart to the heart, and the only thing to
be lamented is, that his, like all other such hearts, (some bodics are

12
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constructed without them) sometimes is found when too late to ne¢ed
direction in its wanderings from the head. No one, if we may take
him as he writes, ever so frequently or so boldly

¢ Curs’d the cold maxims dame Prudence has taught”
as himself, nor was there ever minstrel so likely to draw folks along
with bim into simflar indiscretions. ,

The present Number consists of fifteen different melodies—eleven
are set as single songs and four as duets, with an additional duet to
one of the airs. The subjects are those Mer. Moore has so often
and so successfully treated before, and the images not very differ-
ent—at least the manner is so intrinsically the same, the ¢ hints cast
into the soul” are so precisely like the emotions the preceding volumes
raise, that the hearer almost loses the apprehension of variety and
certainly all concern about it. He cannot by any process be made
to feel more, and this we conceive to be the true aim of the poet and

‘the musician. ‘ '

The captivation begins at once, and the first thing that will catch
and detain admiration is the airy and appropriate symphony which
precedes ¢ Nets and Cages.” The melody is light, lively, and sim.
ple. It is Swedish. But Mgr. Moonre is hardly so successful in
taking his Cupids as he has been in reversing the picture, and in
making Cupid the sportsman—* Love is a hunter boy,” in a former
number, is addressed to the same class of perceptions, with more fire
and in as gay a spirit; but this is the feminine of which the other is
the masculine, and makes up in delicacy what it wants in force. It
might perbaps better parallel in some of its imagery with “ The sale
of loves,” but is in every respect far above that reprehensible song.

‘The second, a Venetian air, is amongst the most beautiful in the
collection. Wehave said the subjects and the images bear a near re-
-semblance to those previously published. Take this as one example—

VeENETIAN AIR, FROM No. 1.

Oh! come to me when day light sets,
Sweet, then come to me :

‘When smoothly go our gondolets,
O’er the moonlight sea.

When mirth’s awake and love begins,
Beneath that glancing ray,

With sound of lutes and mandolins,
To steal young hearts away.
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Oh | then’s the hour for those who love,
Sweet ! like thee and me,

‘When all’s so calm below, abave,
In Heav’n and o’er the sea.

When maidens sing sweet Barcarolies,
And echo sings again

So sweet, that all with ears and souls
Should love and listen then.

VENETIAN AIR, PROM No. 4.

‘When through the Piazetta
Night breathes ber cool air,
Then dearest Ninetta
I'll come to thee there.
Beneath thy mask shrouded,
P’ll know thee afar,
As love knows, though clouded,
His own ev’ning star. \

In garb then resembling
Some gay Gondolier,
I'll whisper thee, trembling,
° ¢¢ Our bark, love, is near.”
Now, now, while there hover
Those clouds o’er the moon,
I’ll waft thee safe over C.
Yon silent Lagoon.

Venice is the parent idea, and love and gondolets, and moons and
silent seas, its natural offspring. We might take occasion as we go on
to observe more similitudes of the same sort. But we are as little dis-
‘posed to quarrel with these resemblances as with the identities that cha-
racterize the novels of THE GREAT UNKNowN. Pure originality has
been so long exhausted, that we only ask of a writer to make us feel
as he intends tomake us feel ; and Mr. MoorE does this. We must
not however pass over this air without giving it the praise of much
deeper sentiment than its prototype exhibits. In the words there is
nothing, but in the words and music combined every thing. How
much of it belongs to the power of fancy and association ? .

-~
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The next in the series is a duet, (Sicilian air) “ Gonow and dream,”
very tender and very beautifal.
 Take hence the bowl” is Anacreomtic, but with a tinge of melan-
choly. It resembles Capt. MorR1s in his finest vein, but is more
like Mr. MooRE kimself. Monnis was the father of this applica-
tion of the reflective philosophy of magnifying our past joys through
the medium of our teess, to song-writing of this cast. The germ of
almost every thought that hes since emered into such songs is to be
found in his most affecting Anacreontic, *“ My spirits are mounting,”
and in its companion, ¥ Tke tear tAat bedews sensibility’s shrine.”
These are the essences which by sqlutian, have preduced all the at-
tenuated sweets that have follewed. Kver since Miz. MoorE com-
menced this publication he has givem somg imdieations that the
restless pursuit of pleasure, without which yeath is never satisfied,
is giving way to the more stationary enjoyments deawn from the
memory of joys that are past, whick miagle regret with delight.
& There comes a time” will suffice to prove that this seng is only a
continuation of the desire of ease that had even, when he wrote the
former, taught him his time of retrospection was already arrived.
Mg. MooRrE obeys only the common law of nature. % Imstead of laugh-
ing, I sit silently reflecting,” says Honact WaLroLe, «how every
thing loses its charms, when one’s own yoath dees not lend it gilding ;
when wearedivested of that eagerness and illusion with which our youth
presents objects to us, we are but the caput mortuum of pleasure.”
The duet ¢ Farewell Theresa® is one of the most exquisite things
of the kind we are acquainted. with. It is a mixture of imagery,
feeling, and truth, rarely equalled, and its beauty is simplicity
itself.
¢ How oft when waiching stars™ is to a Savoyard air, which though
familiar to our ears, has bred no contempt. In trath the song excites
gentle pleasure without rising to any higher emotions. TFhe last
stanza, in comparing the effects of the arts, is a quaint and false con-
ceid, to give music pre-emincnce.
Oh ! weak the power of words,
The hues of painting dim,
Compar’d to what those simple chords,
. Then say and paint to him.
Words er paisting or any other conventual symbol expressing the
same thing, would have conveyed exactly the same gratification.
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““F¥hen the first summer bee,” a German air, is amongst the most ex-
citing of the collection. Spirit,sweetness, and passion, are all steeped:
in melody.

“Tho’ ’tis all but a drean” (a French quadrille, either originally or
by appropriation) is the one least attractive. The melody scrambles
through distant intervals, and is scarcely above common place. The
thoughts and images are also threadbare.

“Tis when the cup is smiling,” an Anacreontic duet to an Italian air,
is full of the God. Itis perhaps scarcely possible to combine the ex-
pression which is derived from declamation as well as from singing,
more completely than is done in this composition. Its syllabic con-
struction makes every note and every word carry peculiar force, while
the ear feels the effect of rhythm and melody, and the intellect as-
sists in warming the heart. 'We must give the poetry, which has the
strength and the archness that are only Moone’s :—

*Tis when the cup is smiling before us,
And we pledge round to hearts that are true, boy, true,
That the sky of this life opens o'er us, '
And heaven gives us a glimpse of its blue.
Talk of Adam in Eden reclining,
‘We are better, far better off thus, boy, thus;
For him but two bright eyes wete shining,
See what numbers are sparkling for ue.

‘When on one side the grape juice is dancing,
And on t'other a blue eye beams, boy, beams ;
*Tis enough ’twixt the wine and the glancing,
To disturb e’en a saint from his dreams,
Tho’ this life like ariver is flowing,
I care not how far it goes on, boys, on ;
While the grape on the bank is still growing,
And such eyes light the waves as they run.

% Where shall we buvy our shame,” isone of those powerful appeals to
patriotic sentiment which are as peculiarly the property of this
writer’s genius ; and he has found a melody (as finely expressive as
conld possibly be made) from the very country whose disgrace he com-
memorates. This is a moment when all the world, excepting only
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the Monarchs of the Holy Alliance and their minions, is agreed that
the spirit of freedom should be cherished and strengthened by every
sort of support. We, therefore, willingly lend our little aid, by in-
serting lines that so long as a keen sense of dishonour be amongst the
incentives to noble actions, can hardly fail to stimulate the generous
and the brave. Naples and all Italy may soon have an opportunity
to redeem their estimation.
Where shall we bury our shame ?
Where, in what desolate place,
Hide the last wreck of a name
Broken and stained by disgrace !
Death may dissever the chain,
.Oppression will cease when we’re gone,
But the dishonour, the stain,
Die as we may, will live on!

. Was it for this we sent out
Liberty’s cry from our shore 2
Was it for this that her shout
Thrilled to the world’s very core?
Thus to live cowards and slaves—
" Oh! ye free hearts that lie dead,
Do you not e’en in your graves
Shudder as o’er you we tread?

“Neé'ertalk of wisdom’s gloomy schools,” is another light Anacreontic
to a Mahratta air, very animated and excellent. The same melody
isadapted to a duet, but as the second part is merely in thirds, it adds
little, if at all, to its force.

v'The closing piece, ¢« Here sleeps the Bard,” a highland melody, is
set for three voices. It is simple, solemn, affecting, and may, we
think, be sung with great effect. Buat we know not why it should,
and yet, ¢ Hark, the vesper hymn,” the pure, the beautiful, the
unequalled vesper hymn, will rise unbidden to degrade its suc-
cessor by an unnecessary comparison. This comes of doing one’s best -
at first, but it would have been the same in the end bad ¢ Here
"sleeps the Bard” preceded its superior, except that the former
would have had a life of celebrity till its eclipse, which it can-
not now enjoy. The musical idea is the same and a very old one
it is, The most elaborate and most sublime example is to be found
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in Dr. Cnorcn’s ““ Methinks I hear the full celestial Choir,” which
poor BarrLEMAN used to sing with such exalted expressiveness.—
¢ Hark the vesper hymn, * contrasted admirably with De. Crotcu’s
composition by its simplieity. The ground is therefore occupied.
The opening of DaNBY’s “ Awake Eolian Lyre” may, perbaps,
bear even a nearer resemblance to the musical thought.

On reviewing the whol¢, we can but be struck with the grand
characteristics and expedients by which so much is wronght. The
first is, the appeal to sentiments that are universal, and to feelings
that all mankind acknowledge with delight; the second is the
accordance of these sentiments with the sounds—probably arising
out of the reason we have formerly* given in speaking of one of
these Numbers, that the poetry is the offspring of the music, which,
however singular it may seem, since it is only the converse of the
proposition, appears to be more successful in producing fine adapta-
tion than composing music to words. Last, and not least, is simpli-
oity of construction. Almost every note has its syllable, and con-
sequently its expression. This satisfies every understanding and
every heart. Complicated effects are for the scientific alone, who
generally employ themselves in observing the mechanism or the
genius—in short, in philosophizing too much to feel intensely. In
these words and these melodies there is nothing to think about : they
reach the ear, the understanding, and the heart, at the same instant
and with equal force. Hence their general captivation ; and never,
we will venture to say, was any collection so universally attractive,
so universally enjoyed. . ‘

We have reserved the last place to speak of Mr. BisHoP's share
in this elegant work of originality and compilation. In these very
trifles he has shewn excessively fine taste; for his symphonies and
accompaniments are exactly what they should be—neither a note too
much or a note little. The symphonies are by turns expanded or
contracted according to the claims of the subject, and in all cases in
perfect keeping with the poetry and the melody; in a word, they
add to the meaning of the principals to which they are adjuncts.—
The same propriety reigns throughout the accompaniments. Taken
together, they give much more consequence to Mr. Bisnor's genius,
in the eye of taste, than from their nature would be previously con-

# See Musical Review, vol. 1, p. 225.
VOL., V. NO. XVII, K
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ceived. Tue FourtH NuMBer oF Tne NaTioNAL Ares then
sustains, fully sustains, the reputation of the series, in spite of the
admitted sameness which reigns throughout. Indeed we do not know
how we can pay a higher compliment to this Part than when we say

that, relatively to the best of its predecessors, it may be described as
aaﬂ‘r et idem. . A

Grand Concerto for the Piano Forte, composed by Frederick: Kalk-
brenner. London. Clementi & Co. and Chappell & Co.

It is not less necessary than it is curious to compare the same
species of composition at various periods, since it is only by such
comparison that we can come to apprehend the changes which art
undergoes in its progress, and consequently to judge whether it is
benefited or deteriorated by time. In almost all cases, we belicve
the complaint is, that simplicity is obliterated by complication—that
is to say, that new parts are added—the inevitable consequence of
the exhaustion of those forms, which being the most prominent are
earliest seized upon, and the application of fresh minds to the con-
templation of the same studies and the same designs. Influenced by
these reflections, and unwilling to go back to any very remote period,
we turned to one or two of Dussex’s grand concertos.  Dpssex’s
name is of no mean repute—but the difference perceptible between
the prodigious executiou required by Mr. KALKBRENNER's concerto
and Dussek’s is all but incredible, yet Dussex’s grand concertos,
when they were composed, were thought to task ability for their
performance. At this time of day many a girl of fourteen, nay three
fourths of the children examined as candidates the other day for the
Royal Academy, would play them creditably. But there are, we
suspect very few persons indeed, either in or out of the profession,
who could execute Mr.KALKBRENNER’s to his satisfaction—pro-
bably not half a dozen in the country. To look at it might appal
the beoldest, but to hear the rapidity with which such a player as
himself presses on a piu allegro is the only way to comprehend what
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the author intends, and indeed what is possible. Without such a
practical demonstration, we will venture to say no one would arrive
at any just knowledge of what is required to play that stupendous
example of persevering industry—a moderin grand concerto. Indeed
the campositions of twenty years ago appear only like the incipient
efforts (they were almost such) of execution, when placed by the side
of those of HuMuELL, KALKBRENNER, MoscHELES, and FiELD ;
and yet our histories abound with the wonders effected by Scar-
aTT1,* who lived at five times that distance of years. He was then
no doubt a wonder, and admired accordingly ; but what would
ScarLATTI have said could he have been desired to play one of the
concertos of our age ? :

By what bounds cxecution may be limited, it is difficult if not im-
possibleto say, but to judge from immediate impressionsit should seem
it had reached its ne plus witra. It may be matter of doubt whether
this terrent has produced more the grandeur of inundation than the
generative effects of irrigation ; but it must at least be admitted that
great skill and science bave accompanied this revolution in style. It
is now necessary to treat the orchestral parts of a concerto, with all
the grandeur and richness of a symphony, and consummate art is

® The following illustrative anecdote is from Dr. BuRNEY’s history. ¢ Twos.
RosEiNGRAVE, being regarded as a ioung man of urcommon dispositions for
the study of his art, was honoured by the Chapter of St. Patrick’s with a
pension, to enable him to iravel for improvement, and about the year 1710 he
set off for Italy. Being arrived at Venice i his way to Rome, as he himself
told me, he was invited, as .a st:anger and virtuoso, to an academia at the
house of a nobleman, where, among others, he was requested to sit down to

‘the harpsichord, and favour the company with a toccata, as a specimen della

sua virti.  And, says he, finding myself rather better in courage and finger
than wual, I exate({ myself, my dear friend, and fancied, by the applause I
received, that my performance had made some impression on the company.’
After a cuntata had been sung by a scholar of Ign.. GaspPARINT, who was
there to accompany her, a grave young man, dressed in black and in a black
wig, who had stood in one corner of the room, very quiet and attentive while
Roseinarave played, being asked to sit down to the barpsichord, when he
began to play, Rosy said he thought ten hundred d—Is had been at the instru-
meat ; he never heard such passages of execution and effcct before. The per-
formance so far surpassed his own, and every degree of perfection to which he
thought it possible he should cver arrive, that if he bad been in sight of any
instrement with which to have done the deed, he should have cut off his own
fingers. Upon enquiring the name of this extraordinary performer, he was
told that it was DoMENICO SCARLATTI, s0n of the celebrated Cavalier Avgs-
SANDRO ScARLATTI. RosEiNarAvE declared he did not touch an ipstrament
himeelf for a month,” /

K 2
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required so to combine the solos with the mass of harmony as not to
injure the brilliant effects expected from the principal instrament.
In short a concerto may now with propriety be termed a symphony,
with the piano forte obligato.

The concerto before us begins as usual with the full orchestra. The
introduction is grand and imposing, and the real subject, which is
very striking, is anticipated in bar 22, and treated in double counter-
point with great skill and effect. The wind instruments introduced
on the last bar of page 1 produce a fine rich combination. In page
3 the subject is most ably and ingeniously treated, per diminutionem
et per augmentationem in the treble and base. The effect of the
tutti is superp, and manifestly shews that the author’s knowledge
and power is merely repressed by the principal dedication to composi-
tion for his own instrument. The opening of the first solo in page 3, in
octaves with both hands, is full of energy, and the passage marked
¢ melanconico” is replete with sentiment and feeling. At p. 4, staff 2
begins a passage of shakes; every note of which changes the harmo-
nies, and is a succession of most ingenious inganni—a brilliant pas-
sage follows, and in page 5 the middle part has a charming effect, in
. imitation of horns; which passage is afterwards taken up by those
instruments, whilst the piano forte by a striking accompaniment is
preparing itself for the grand finishing passage of the first solo. To
form an idea of the effectiveness of this point, it must absolutely be
heard from the fingers of a first-rate player. Towards the conclusion
it darts like a divided thunderbolt throngh a double chromatic pas-
sage in ‘contrary motion, and finishes with a most brilliant shake.
The next solo, page 10, begins with an inversion of the subject by an
enharmonic transition from Bb with the fundamental 7th to B major,
which leads into a passage of great expression, capable of displaying
the most refined delicacy of finger as well as of mind. Page 11, in
the 2d and 3d staves, is a passage of singular elegance and fancy,
supported by the wind instruments. This leads to a pause, where
there is an example of double, treble, and quadruple shakes.—
Without the aid of some additional fingers this effect cannot be car-
ried further. Page 12. The piano forte takes up the principal subject
in the base, whilst the right hand has a running passage, in E}, minor.
After a short modulation the passage is inverted, and the principal
subject is taken up by the treble: thisis wrought with great ability,
through various and rich modulations, and with increasing fire, until



v

KALKBRENMER'S GRAND CONCERTO. K|

the author reposes on the dominant of the key. Page 13. This solo
concludes with a splendid passage of octaves with both hands. The
whole orchestra now takes the subject for 10 bars, the hases of which
are bold, rich, and full of grandeur. The third solo (page 14) is of
course a repetition of the first, except the concluding passage. Here
wemyst remark that modern composers have deemed the old mode
of repeating in the tonic what had before been heard, as too monoto-
nous,and have therefore introduced new but analogous matter, which
from its very situation is required to transcend in effect that which
has preceded. Indeed what is particularly observable in the present
style is the manner in which the principal passage of the solo is
wound up. When every thing appears to have been dune which was
within the power of execution, and the audience are in expectation
of the close, by an artful and appropriate transition the performer
commences a new series of brilliant difficulties, so far transcending
the former, that imagination could scarcely have fancied their possibi-
lity. Here Mr.K. has displayed his powers with the most complete
success ; for it is impossible to conceive a more brilliant conclusion
than he has effected. All that force of imagination, fire of exe-
cution, and knowledge of the power of the instrument, could com-
bine for the purpose, have been called into use, and the effect is not
less admirable than extraordinary.

In the adagio the author has excluded all the stringed instruments
but the bases, and considering the want of sustained vibration natu-
ral to his instrument, has beautifully contrived to supply that defi-
ciency by the employment of the wind instruments, whilst he wanders
about and expatiates on his own, in a most delightful manner, through
passages of great elegance and feeling—like a bee over the sweets of
a delicious garden. Although this movement occupies but 60 bars,
it gives ample scope for the performer to display all the finer deli-
cacies of execution, the powers of expression, and the fanciful deco-
rations of which his art is capable. For want of space we cannot
_ enter into a minute analysis of its scientific contrivances, which in
every part display the master.

After all that we have said, or have been desirous of saying of the
astonishing brilliancy of the solos in the allegro, it would seem as if
this quality was scarcely capable of being carried further; and cer-
tainly the author had a most formidable difficulty to surmount in
" communicating a correspondent fire and vigour to the rondo. But
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this difficulty he has surmountel with unexhausted powers, bearing
the hearer an to the last notes with unabated atteation and admira-
tion. The subject is remiarkably animated, and formed on repeated
notes, with a succession accented and slurred by twos. We shall
not dwell on the manifest excellence of this movement, the effect of
which can hardly be conceived without that ardour of execution for
which the author is so highly celebrated. But we cannot pass over
a passage of triplets of so striking an effect, nor the fine modulation
at page 34, which from C# major to D passes into a soft and elegant
passage, to prepare, by a moment of repose, for the fiery and tre-
mendous tirade with which he brings this splendid movement to a
conclusion. Nothing ean be more striking and effective, and we
again repeat that nothing short of the mest consummate art and
masterly conception could have rendered the author capable, after
such reiterated brilliancy, of going on in an increasing ratio to the
very last.

Much of this power in composition unguestionably arises from the
extraordinary perfection to which modern masters have carried their
knowledge of the instrument, and their prodigious execution. Al-
most every where in that before us are to be perceived traits deduced
from such an intimate acquaintance with the resources to which such
attainment leads. The three lower staffs of page 7 contain passages
requiring the greatest delicacy and rapidity, while the first upon
page 8 calls for such distinct repetition of a single note as renders
the precise execution patticularly difficult. Upon page 10 we find
delicacy combined with the power of giving sudden and effectual
force to one note, essentials. Page 27 contains a passage of triplets,
double notes, and one of great force, which require an uncommon
hand, and combinations of all these qualities are indeed demanded
throughout. Velocity is the master faculty, for without this the rest
are as nothing. To describé how such a performer would play such
notes as are to be found in pages 36 and 37 is impracticable. To
obtain the ¢ honour due” to this composition, Me. KALKkBRENNER
must play it himself. One Hand alone could bend the bow of
ULyssgs.
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Introduction and New Rondo for the Piano Forte; by J. B. Cramer.
London. Birchall and Co.

Military Rondo for the Piano Forte ; by F. Kalkbrenner. Op. 62.
London. Chappell and Co. Clementi and Co.

Rondo for the Piano Forte, in which is introduced Henry R. Bishop's
admired Duet in the Opers of Maid Marian; by F. Kalkbremner.
Op. 65. London. Goulding, D’Almaine, Potter and Co.

Bishop’s popular Duet, “ As it fell upon a day,” arranged as a
Rondo for the Piano Forte; by Ferd. Ries. Op. 104. No. 2.
London. Goulding, D’Almaine, Potier and Co.

The Rondo is perhaps one of the most attractive and popular
species of composition for the piano forte. This may be attributed .
to its possessing more melody and less science and elaboration in its
construction than the concerto.or sonata. The latter undoubtedly
claim the highest rank; but there are few amateurs whose mere
powers of execution are equal to the performance of a concerto, and
still fewer who can enter into its merits as a scientific composition.
The rondo, on the contrary, is seldom as elaborate or as difficult ; it
is full of little snatches of melody, either original or from some
popular air, and these in the hands of a composer of imagination,
are so ornamented and enlivened that they cannot fail to be felt and
understood by the dullest ear and head, while they excite those to
exertion whose powers are not of the first order, and who need en-
couragement. The pieces now before us are composed by three of
our best masters, and afford very excellent specimens of their various
styles, but they differ so widely in manner rather than in merit that
we intend no comparison -between them, although we have classed
them together.

Mgz. CraMER’s rondo has all the grace and elegance which so
especially characterize his compositions. The introduction opens
boldly, and in the fourth bar has a cadence of great taste. On the
eighth bar the time changes, and some arpeggio passages, such as
those written for horns, and which appear mingled with others of a
more cantabile nature, produce a very good effect. The air, in §
time, is of a national character, having something of the French
style about it, and is very graceful aod full of melody, as is also the
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passage beginning at bar 2, stave 5 of page 3 : that at stave 1, page

4, sounds like an old acquaintance, but we cannot remember where .

. it comes from ; it is impossible however to quarrel with its intraduc-
‘tion here. The cadenzas and remplissage which conaect the airs are
in excellent tagte—they aim at no peculiar originality, either in
construction or modulation, but are simple, elegant, and in character

. with the rest of the piece. The whole composition will, we think,
afford great pleasure and advantage both to the student and the more
advanced performer.

Mz. KaLgBRENNER’S rondo is in Eb major, and as the title im-
plies, has all the strongly marked accent and.rhythm of a march. It
opens with a movement of great strength, softened by occasional
touches of a gentler character. At bar 1, stave 3 of page 2, are in-
troduced three quavers in diatonic progression, for both hands in
unison, upon which three notes are formed many ingenious passages
during the rest of this piece. Thus we find it the basis of the phrase
occupying the same and the succeeding stave, where it first appears;
again at stave 1, page 4, staves 4 and 5, page 8, staves 3 and 4, page
10. Allthese passages exhibit great contrivance and science on the
part of the composer, and demonstrate on how simple a foundation
the most elaboratc combinations may be formed. Another striking
feature in this piece is the cadenza beginning at bar 3, stave 8 of
page 5, and continuing to the repetition of the subject at page 7. It
is original, powerful, and consequently difficult, particularly where
the shakes are introduced. Its various forms are certainly. not alto-
gether novel, but Mr. K. has combined and adapted them with
great skill; and in this branch of the art his genius is generally par-
ticularly apparent. From the above short analysis it will be scen
that the rondo is in a spirited, strong, and bold style; there are
however passages of a softer kind scattered through it, but its de-
cided character is that of force and brilliancy.

The duet “ Come hither my little foot page,” from Maid Marian,
is adapted by the same composer as a rondo. It is of a very differ-

. ent natare from the military rondo, but yet it contains strong evi-
dences of the same hand. The subject which is deservedly a favour-
ite, receives additional interest from Mr. K.’s adaptation. The ori-
ginal phrases he has appended are many of them graceful and deli-
cate, occasionally contrasted with passages of greater force and ani-
mation, Mg, KALKBRENNER has here introduced a new mark of
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expression which we think ought to be generally adopted. It con-
sists of the following sign A and signifies that the note over which
it is placed is to be held rather longer than its real duration; and is
to be played with more expression than it would otherwise receive.
The intentions of tlie composer cannot be too strongly indicated to
the performer, and the service of this addition to the signs of expres-
sion. is strongly exemplified in its application to the piece under
examination. .

Mg. Ries’s rondo is also founded on a duet of Bisnor’s, ¢ As
it fell upon a day.” Mr. R. has done his subject justice, which is no
small praise; he has kept up the spirit of the piece, and exhibited
great taste in the division and adaptation of iis phrases, intermingling
them with bold and animated original compoamon. This leuon
must, we think, become a favourite.

We earnestly recommend these four rondos to the piano forte
player, they will extend his knowledge of the resources of his art,
and of the various talents of existing composers. :

VOL. V. KO. XVIIs .



Taelve select Melodios, with Variations for the Flute and Plano Forte ;
composed by €. Nicholson and J. Burrowes. London Chappell
and Co. dnd Goulding and Co.

A volume of Studies, consisting of Passages selected from the works of
the eminent flate composers, and thrown inio the form of Preludes,
with occasional Fingerings, given with aview to facilitale their execue
lion. A set of original Exercises are added, London. Power.

O Dolce Concento, witk Variations; by Nicholson and Burrowes.
London. Power.

Four volumes of Finte Beautics, consisting of 48 numbers. Loadon.
Fentum.

Twelve Select Airs, with Variations as Flute Solos, with Piano Forte
Accompaniments. London. Clementi and Co.

Lz Bouguet, or Fiowers of Melody. London. Clementi and Co.

A Pot Pourri, for Flute and Piano Forte, introducing * Life let us
cherish,” “ Auld Robin Gray,” and favourite Quadrille, *“ La
Matilda,” as a Rondo. Clementi and Co. :

Preceptive Lessons for the Flute. London. (For the author); by
Clementi and Co.

Siz Fanlasias. London. Clementi apd Co.

Mayseder’s Polonoise, for the Flute and Piano Forte. London.
Clementi and Co. AU the Flute Parts by C. Nichkolson.

Amongst the antient Greeks—that people so celebrated for the
powerful effects of their music—the flute was the first of instruments.
It was held in particular esteem in polished Athens, where its invene
tion was even attributed to Minerva. PericLes and SocrRATEs we
are told were the scholars of Damon. The Thebans were renowned
above all others for their performance upon it. The Lacedzmonians
had a song which said, ¢ that a good player on the flute would make

" & man brave every danger and faceeven iron itself.” ANTEGENIDEs

improved both the flute and the dress of the performer. He was the
first who appeared in public with delicate Milesian slippers and a
saffron-coloured robe. -Many and various indeed are the anecdotes
of the instrument of the performers. Doriox, the flute player, was
a voluptaary and a man of witas well as a musician. Supping one
night with Nicocrzon, in the island of Cyprus, and admiring a
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rich cup of gold on the sideboard, “the goldsmith will maks you
just such another whenever you please,” said the Prince~—*‘ He will
obey your orders much more readily than mine, Sir, replied Dozzox,
so let me have that, and do you bespeak another.” ATusNEys
observes, upon this passage, that DoR1iox belied the provesb which
declares, that ‘
¢« Nature gave braips to flute players, no dogbt ;
But ah, in vain, for soon they blow them out.”

In what estimation the flute was held should however most nppelr
from the fact, that IsueN1As, a musician of Thebes, gave thres
talents, or something more than -580/. for an instrument. Megsrw,
Clementi and Co. would be most happy, we suspect, to furnish &
ship-load-at a fiftieth part of the price, and yet we question whether
Isuzn1as’s purchase had half the excellences of those made by these
worthy manufacturers, after the model of Mr. Nicholson’s celebrated
instrument, If indeed any thing would raise a doubt in the minds
of the moderns concerning the wondrous effects of the musie of the
antients, it would be the nalure of the imstruments by which il

. these marvels were wrought. There is shrewd reason to imagine

that it was the simplicity as to the knowledge of musical effects and
the natural excitability of temperament reigning amongst these
great folks that must account for the miracles—not the excellence of
their music or their superior skill in its execution.

Those however who are emulous to support the honor of the flute
will find abundant evidence in the classics, and in our own histo-
rians, who have distilled all the essence from them. The history of
this instrament has, in all ages, presented a great variety of matter.
for speculation—and if it does not enjoy the power of raising all the
passions in this our time to the height related in former days, it
is come tp bear a much more important and general part of late,
both as a single and accompanying instrument, in our public cen-
certs, and more especially in our private musical exercises and de-
lights, than heretofore. It is for this last reason we propose, in the
preseat article, to convey some’ general notion of the later progress
of the instrument, by giving a sketch of the recent performers, their
style of execution and composition, taking for our text, worke of
Ma. Nicuovrson, who now stands pre-eminent both as a compegsr
for the instrument and as a player.

Weshall commence with Mr. Drousr, whose talonts as & per~

L2
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former,deservedly received the most brilliant applause on his arrival
in this country. It could not escape the attention of an intclligent
observer, that his embouchure, as well as the bore of his flute, was
exceedingly small, for the purpose of giving great brilliancy to
the upper notes, on the display of which he manifestly rested the
principal attraction of his performance. This construction of the
instrument however, totally destroyed all its lower, rich, mellow
tones, and deprived the performer of those contrasts which are so
important in bringing back the attention 1o the very excellences
which he was ambitious to display. This gave a monotonous effect to
all that he did. The delight, and we may add the astonishment
with which his first performance was heard, was diminished at the
second or third, and at length a talent so calculated to excite admi-
ratlon, was listencd to with indifference. Hismethod of articulation,
though resemblmg double-tongueing, was not really so, but was
some modification of the organs peculiar to himself, which gave him
the power of the most brilliant, distinct, and rapid execution that
‘can be conceived, and to which he seemed to think every other
excellence worthily sacrificed. His intonation was perfect, but there
was no volume of tone, and the absence of the richer notes of the
flute rendered him unable to play an adagio with any thing like the

_ effect which such a movement requires. It appeared as if to pro-
duce the tone at which this performer aimed, nothing more was
requisite than to take an octave flute and play an octave bclow. By
the manner in which he executed his passages, one should be in-

_clined to decide, that he had originally practised on a one-key flute ;
for in slow execution the defect of his fingering was very perceptible.
His amazing facility in rapid notes concealed this defect; but we
are fully persuaded, that had he performed an adagio in a flat key, -
the imperfection would bave been manifest to the most cursory
observer.

The eharacter of DrouET’s compositions clearly prove, that the
observations we have made on his playing are correct. They
are mostly in D, G, and C, and the passages are such as to shew off
to advantage his peculiar style of execution. When performed by
himself, they have a very brilliant effect, but an amateur can never

* hope to produce it. There may be more, but we do not recollect to
have seen more than one adagio of his composition in G, the whole
effective passages of which lic in the upper notes.

<
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The reputation which Tuvrou had obtaiued in his own country
was rather injurious to his success in this. The expectation which
it raised in a public already accustomed to the brilliancy and clear
articulation of DrovET, and the masculine power and expression of
NicHoLson, was not casily satisfied ; and Turou, althongh a very
clegant aud finished performer, was treated with an indifference
which his talents by no means deserved. His compositions are
greatly superios to those of Drover, evincing much more science,
taste, and feeling.

GABRrIELSEY’'S wotks have very deservedly a high reputation ;
they are replete with knowledge of effect, taste, and science ; but his
passages do not always lie well for the instrument. .

BerBicuier’s productions are excellent—full of beautiful pas~
sages—conducted with fine taste, knowledge, and correct judgement,
and always written both for the performer and the effect, aceording
to the genius of the instrument.

Kuuwrav is also agood musician, understands the instrument well,
and evinces considerable taste in his compositions.

ScENEIDER appears (o possess a more profound knowledge of the
instrument than any of the rest. His passages, though byilliant, are
not difficult, because they are all constructed on undeviating and cor-
rect principles. His beautiful duets, written expressly for the sharp:
and flat keys, are models for this species of composition.

Weiss, although extravagant, has a copious flow of ideas, which
only want study to reduce them into more regular form. That he:
has great talent, taste, and fancy, bis Fantasias, Variations, and Two
Hundred Studies, are a sufficient evidence. .As a performer, he has
mauch elegance, taste, aud facility. His principal deficiency, like

- that of TuLou, is want of power.

‘We now come to MR, Nicuorson, whose father was an ad-
mirable performer on the flute, and who dedicated much time to the
improvement of the instrument. In thishe was eminently successful,
and at his death, left his son in possession of a knowledge of the
principles on which he proceeded, and a genius highly capable of car-
rying those principles into execution. The rich, mellow, and finely
graduated quality of tone which he now produces throughout the
whole compass of the instrument, sufficiently evinces the success
which has attended his exertions. It would be superfluous to enter
into'an elaborate examination of M. NicHoLsoN’s unrivalled ex-

»
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cellence as a performer, since all our readers must have, in common
with ourselves, frequently felt and witnessed the delight and admira-
tion which always accompany his performances. His purity of
imonation, his perfection of double-tongueing, and the rich contrast
and variety of which he is enabled to avail himself, from the great
power as well ‘as delicacy and sweetness of his tone, are sufficiently
known; his whirlwind rush from the bottom to the top of the
instrument, in the chromatic scale, is also too striking a characteristic
of hisstyle to need comment; but we must not pass over two new
effects on the instrument, which he was the first to introduce—we
mean that species of vibration which is particularly observable in the
musical glasses, and which, judiciously used, has a very beautiful ef-
fect ; and the still more important accomplishment of Gliding, which,
on the violin and other stringed instruments, is productive of so much
expression,and which had hitherto been deemed unattainable on the
flute. The opinion long entertained that this is an imperfect instru-
ment, must now be considered as no longer just, since by the rules
reduced to practice in Mr. Nicuorson’s * Preceplive Lessons,”
every note may be produced by more than one mode of fingering,
and even should that be found insufficient, the end may be obtained
by the madification of the embouchure ; so that the flute may now
be said to approximate as nearly as possible to the human voice. Ia
this work the whole process of execution is laid down in the most
clear and intelligible manner, from the most simple to the most
difficult passages, and throughout the whole range of keys. The
rules laid down are intended for those who have made some progress
on the instrument. His chief object is to elucidate its peculiarities
in regard to tone, fingering, articulation, gliding, vibration, and
harmonics. He gives the best and easiest mode of fingering the scale
of which he treats—-the most perfect and approved shakes—a variety
of useful exercises, calculated to facilitate thc improvement of the
pupil—a pleasing slowair, and a familiar rondo in each number ;
the last six contain the remaining major and minor keys; and in
the arrasgement of the exercisus, airs, and rondos, he has rendered
them as pleasing and attractive as possible.

Thisis Ma. N.’s chef d'euvre, and has explained away most of
the difficulties hitherto existing, while by the new methods of finger-
ing he bas adopted, the student will find he gniss great power of
improving his tone.
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Nothing can more clearly shew the mastery this author has
obtained over the grand impediments of the instrument than his
performance last year at Covent Garden Theatre, where he executed
an adagio (that test of tone, taste, and expression,) without the
accompaniment of a single instrument, and such was his complete
success, that an encore was demanded by the whole house with
acclamation. In pathetic inovements he has no rival.

His Fantasias are full of taste and imagination, particularly the
one in four flats, which perhaps exhibits a greater command of the
instrument than any thing he has written. His Airs with Vuriations
pos'sess fancy and brilliant passages, all admirably constructed for
the instrument, not only with regard to effect, but to the advantageous
practice of the student. The twelve select melodies, written in con-
junction with MR. BurROWES, are amongst the best, but they for
the most part call for practised execution. It is in point of fact a
concertante arrangement, which increases the interest, but adds to
the difficulty.

Oh dolce Concenlo is very pretty, and more accessible to pla
in general; and the twelve select airs published by Cremenafand
Co. are less hard than the melodies, are almost equally brilliant, and
lie patticulariy well for the instrument. One of his best efforts is,
the Pot Pourri, which he has played so often in public. The in-
troduction is written to display the power of the instrument, and it
leads to MozanTt’s air, to which a doublé-tongue variation is ap-
pended. The adagio is beautiful, and the quadrille worked up to &
lively finale.

Le Bouguet, or Flowers of Melody, is a selection of favonte airs,
with variations, and embellished as duets—but so arranged, that with
very few exceptions, the subjects are almost equally interesting as
solos. Besides many airsof HANDEL,ARNE, HAYDN,MozART, &¢.
this work contains a variety of national airs and favorite pieces of
Rossini, and other eminent authors. Eighteen numbers have ap-
peared, and the work will be completed in twenty-four parts.

MavseDER’s Polonoise, which has been much played by the vio-
linists in public, is a goed adaplation, the accompaniment being
arranged from the score, and several of the passages altered to suit the
instrument, altogether affording a brilliant lesson.

By this enumeration it will be seen Mr. N1icHOLSON hay been an
industrious and a successful writer, when the practice necessary to
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_ the attainment.of such public reputation as he has gained is taken
into account. In bringing. this Catalogue Raisonnée of his princi-
pal works before the reader, we have as it were laid down a chart .
for the direction of flute-players in general. By it they may
find both instruction and amusement—at the same time they will
gather from our sketches of the styles of different performers, whose
compositions are most likely to suit their own manner, and be
enabled to select different specimens of the best, which we hope will
be uscful to a large circle, since the flute has been of late so conti-
nually associated with the piano forte, in a combination so highly
calculated for domestic amusement.

A'second Toccata ; composed by Charles Neate. Op. 5. London.
™\ Chappell and Co.

A toccata, we believe, signifies nothing more than a composition,
the practice of which is intended to improve the hand, and conse-
quently, the touck. In plain English, it is an exercise, and in this
sense it is always received by amateurs ; most of whom, when the
masier hints at the introduction of a toccata, put on sad and rueful

_faces, like persons condemned to hopeless toil.

Now, as we always have the interests of this class of persons very
. much at heart, especially that part of it which consists of our own
fair pupils, we would speak a word or two of consolatian to them;
and would assure them that some authors, a few of whom we are
about to name, bave done much to render their toil pleasant as well
as profitable.

CLEMENTI, whow the voice of musical Europe places at the head
of his department of art, has published many compositions -which
delight by their fancy and invention, while at the same time they are
most admirably calculated to further the improvement of the dili-.
gent practitioner. And _who is there unacquainted with CRAMER'S
Studio? which, to borrow a phrase from the title of one of his-other
works, cothbines more of the ¢ utile” with the ¢ dulce,” than any
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other production we can call to mind. Ries, KALKBRENNER, C.

"PortER, &c. have given to the world many exercises of the most

pleasing and usefyl description; and Mz. NEATE some years ago -
published a highly interesting Toccata, which may be fonnd at the

end of his sonata, dedicated to WoeLFL. He has now favoured us

with a second, which we shall proceed to examine.

The introduction contains some very good passages, but on the
whole, it strikes us as being too long. This, perhaps, may be owing
to a certain monotonous effect in the base, which divides the bar
too much, we think, by semi-quavers.

If, however, we feel any thing like languor towards the conclusion
of the introduction, we are amply relieved by the subject of the
Toccata itself, which is so natural and pleasing, that we shall extract
it for the amusement of our readers. See Plute.

Excellent employ is given to both hands, in the first part of the
movement, which terminates with a passage in which the parts are
ably wrought together. See No. 2.

The second part commences with a farther elaboration of the same
idea, and by reference to our extract No. 3, it will be seen that Mr.
NeaTe improves as he goes on. The whole passage is constructed
in a masterly manner. In page 7, at the end of the fourth line, our
author introduces a very agreeable episode, somewhat in BEeTHO-
VEN’s manner, which gives a pleasing relief to the whole. But in
concluding this part, and in the last bar of the page, he has com-
mitted a rhythmical error, by extending the phrase to the middle of
the bar—whereas it should have terminated at the beginning. We
are aware that this licence is frequently taken in the present day;
but we consider itas one of those departures from the just principles
of art, which are among-the unpleasant signs of the times, and
against which we shall never fail to raise our feeble voice.

After this episode, the movement proceeds with some very clever
adaptations for both hands, of portions of subjects which have
been heard before. The coda is preceded by the passage which

we have exhibited in our extract No. 2, but Mr. NEATE has
contrived to give fresh interest to xt, by several new dispositions of
the parts.

We have been induced to pay particular attention to this produc.
tion, not -only from our great respect for the author as a musician,
but also from this consideration—that, althqugh it.is long since he .

VOL. V. NO., XVII, M
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obtained high eminence as a piano forte player, it is but lately that
be has devoted himself seriously to composition.

In reviewing some of Me. Neate’s former works, we did not,
perbaps, keep this circumstance sufficiently in view, and spoke of
them in a tone of too much asperity. We shall never be backward
to acknowledge such things, when we think them true, and we feel
no hesitation whatever at present, because we may fairly say, that in
his second Toccata, our author bas shown considerable improvement.

There is more effective simplicity in it, and there is a total absence
of all those attempts at astounding modulation, which so pitiably
disfigure most of the writings of our day. A mania for extraneous
modulation, which shall make people gape and bless themselves, is
the disease which mostly affects modern composers, especially those
of the rising generation. We have frequently been solicited to
undertake their cure, by many persons of sense and taste, who prcfer
pleasure to astonishment. This, however, is not the place for such
an attempt, were we inclined to make it—and we shall therefore
eonclude by saying, that Me, NeaTE’s Toccata is a valuable addi-
tien to the many pleasing and useful exercises which we before

possessed.

\J

The Music of the legendary Opera, callld Maid Marian, or the
Hauntress of A/Iingford, as performed at the Theatre Royal, Covent
Garden ; composed by Henry R. Bishop, composer and director of
the Muysic to the Theatre Royal, Covent Garden. Loudon. Gould-
ing, D’Almaine, and Co.

If this piece has secured to itself popularity by deriving its story
from that tale so attractive to every Englishman, that tale, which
first learned in his childhood, grows with his growth and strengthens
with his strength, it has been rendered even more attractive by the
acting of Me. C. KensLe, as the burly friar Tuck, and by Muiss
M. Trze’s singing, and by M=. Bisuoe’s music. But few musical
dramas (we cannet bring ourselves ¢o call them opesas) have indesd
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been of late so successful. Let not the reader suppose, bowever, that
Maid Marian bears any affinity with that well-known May-day pes-
sonage, the companion of Jack of the Green. 1t is merely the incog-
pita which the daughter of Baron Filxwater assumes on becoming the
spouse of the Earl of Locksley and Huntingdon, when be takes to
the merry greenwood under his nom de guerre—that name which
shall live so long as England lasts—the bold Rosix Hoop. But to
the music.

The revival of several of SHAKsPEARE’s plays, and the introduc-
tion of music, we have already remarked appears to have turned
Maz. Bissopr’s attention strongly to the compositions of an early aga,
and if not the absolute and sole directing cause of his forming a cot-
respondent style, has yet given a more visible and durable form to
hisadoption of an English manuer of writing, if there be such a thing
as originality in English composition. Were we called upoa to
demonstrate the characteristics, we should say it is a style formed on
the madrigalists and the early dramatic writers; that it is more
syllabic in melody than melismatic; raore compact, more vigorous,
than the compositions of our own time, and indeed of any time since
ArNE, For he himself copied, and all the writers for the stage
have since made the Italian operas their models. If we can trust our
own discrimination, Mr. Bisaor in bis adaptations to Suaxs-
PEARE, and in this piece at least, has left the Italians pretty much
out of his view, and with a classical propriety has turned fo
MataEw Lock and PurceLL, and the madrigalists, as presenting
the national objects—not of direct imitation—but of yemembrance
and regard, and this, as we esteem it, is the exercise of a sound jadgy
ment and of good taste.

The piece opens with one of those very common circumstances in
operas—a train anxious for the arrival ofanindividual, and « Hark,”
and “ Look out,” and ¢ the courser’s tramp,” are the nataral-ingre-
dients of a dialogue-chorus of such a nature. Mg. Bisyor has
succeeded amazingly well in ¢ The Slave,” upon a similar occasion~—
the difference is, that there a ship and here a knight are the objects
of expectation. This chorus is very airy, the subject is flowing, and
“ the tramp of the courser” is thrown into the accompaniment, while
the occasional breaks add to the intcrest, by an emotion allied to the
- feeling of anticipation which they are designed to image. There is
no other word that will desgribe this but effective, whiehit fs in a

2 <
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high degree. The next piece we should be disposed to call a dra-
matic ballad, for it ris¢s out of the simplicity of the common ballad,
and yet is of no other class. Its effect, therefere, depends upon a
degree of expression which can rarely be given without scenic effects.

One of the attractions of the play we bave said is to see M. C.
KEeMBLE in the Friar; and here follows a song, wrilten we presumre
for a man who cannot sing. It was to be a melody with as little
melody as possible, which, whether said or sung, would be agree-
ably jovial.

¢ The love that follows fain” is more truly modern, and more resem-
bles the Italian, than any thing else in the piece. It is however a
mixed composition, having a beginning like a cavatina, and a second
part between the aria parlante and the aria di bravura, the voice
part resembling the first and the accompaniment the second order of
airs. It is a spirited and agreeable melody.

But we shall better fulfil our task by classing than by particulariz-
ing the several compositions, which are far more equal in merit, con-
sidering their real eminence, than the pieces in any opera that we
recollect. There is a quintett, “ Though ke be now a grey grey friar
a glee for four voices with a chorus—another chorus of villagers, a
second glee,  With hawk and hound,” a military chorus, the minstrel
glee (by three sopranos), ¢ O bold Robin Hood,” a glee for six voices,
and the finale. Most of these thus far resemble each other in con-
struction. Each part has distinct solos, which add brilliancy and
variety, and takenas dramatic concerted pieces, they areall very de-
lightful. They all possess air as well force, and some are light and
cheerful as the life they celebrate.

The songs are as follow :—¢¢ The slender beech,” for a tenor, begins
with a cantabile and ends with a declamatory second part. It reminds
us of some of SToORACE’s—not as to melody, but structure. In this
respect it is of sueh a kind as ¢ When the robber,” in the Iron Chest.
¢ Let us seek the yellow shore” is a soprano song, second only to its
preeuarsors, ¢ Bidme discourse” and ¢ Should he upbraid.”—This air,
we sheuld say, is perfectly English, & not less original ; for it is vigor-
ous and terse in its phrases, simple in its barmonies and modulation,
with such passages as our soundest composers used—yet fresh withal,
and bracing and playful as the breeze from the element concerning
which it descants. It were hard to say, whena composer has written
so well and so much as Mz. Bisnovr, that any one spcclcs is his pecue
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liar style ; but we think most assuredly that nothing he has done is
more excellent than the songs we have just cited.

 To arms, tis Freedom calls” is an aria d’ abilita as effective as most
ofits kind ; but such things are only for the stage. May we own,
we never absolutely admired, ¢ The soldier tir’d” gutof its place in the
opera. Hacknied however as isthis species of writing, M=. Bisrop
has shewn his power in the composition before us. The next air,
¢ O well do I remember,” is a truly simple and beautiful ballad,
breathing melody and expression, and in a very pure taste indeed.—
Can we say more to recommend it? If wecould, we certainly would,
for it deserves all that can be said.

We have thus catalogued all the pieces except a duet, ¢ Come hither
my little foot page,” a pretty trifle, written to fit M1iss Tree and
Master LoNGHURST, who having delighted the town in a similar
way before, must continueto do the same so long as MasTer LonNG-
HURsT’s voice shall last.

We repeat that we doubt whether Mr. Bismop has written any
entire musical drama so good as this. It is more uniform, more
level, more pleasing, and more elevated, than any of his we can call
to mind. And this for one who has written nearly fifty successful
operas is no light praise. In plain truth Mr. Bisaop is a man of great
fertility, great versatility, and great power. And we doubt also whe-
ther any composer now living has either written so much, so good, or
so little faulty music as he has. Had he adapted to Italian words
and for a genuine opera, his name would bave extended itself much
farther, known however as it must be. When we look over the trash
in the way of poetry he has set, (e do not allude to MR. PLANCHE’S,
who has written some most elegant things) the misery such a mind
must have endured in labouring to give expression to nonsense and
inanity, and in staking reputation upon such materials, awakens our
deepest sympathy. Why does not Me. Bisnop gnd’eavour to pre-
vail on his principal in the National Airs to join him in a regular
opera? It would be an experiment upon national taste, well worth
their combined powers, and might afford them the glory of completing
what ArnE began, but what his age was not sufficiently ripe to res
ceive and establish.



9%

Partant pour la Syrie, a favourite French Air, arranged for the Harp
by S. Dussek. London. Chappell and Co.

4 favorite Hanoverian Air, with Introduction and Variations for the
Harp, composed by T. Chipp. London. Chappell and Co.

When the Wind blows ( Bishop’s favourite Round in the Miller and his
Men), arranged for the Harp, with an Introduction composed by
N. Ch. Bochsa. l.ondon. Goulding, D’Almaine, Potter & Co.

Fifteen brilliant and short Preludes for the Harp,in the principal Major
and Minor Keys, intended to be played before any Piece of Music;
composed expressly for his Pupils, and the leading Passages fingered,
by N. Ch. Bochsa. London. Goulding, D’Almaine, Poiter & Co.

We have arranged the above lessons according to their different
degrees of difficulty and merit. The first combines the passages
which so frequently occur in harp music, and which belong to the
character of the instrument, in a way most likely to interest and im-
prove the student—grounding them upon a favourite Air, and giving
them as much variety as possible.

Mg, Cuipr has taken the same forms—namely, arpeggios, octaves,
triplets, the sons harmoniques, &c. combining them with yather
mote complication. These two lessons will give the young performer
a general knowledge of the style of his instrument, and will smooth
the way to higher exertions.

Mea. Bocusa’s composition is less difficult than those he has
lately published. The subject alone is a great recommendation to
the piece, and Mr. B. has worked it up with much elegance and effect.

The Preludes by the same composer he recommends the student
to acquire by memory : they are so writlen as to have the appear.
ance of extempore performance—thus leaving the time and senti-
ment to the taste of the performer. It appears to us that they would
equally well serve. as exercises, both for execution and expression.
They are in various forms and different styles, and moreover exhibit
a very fair specifaen of the foundation of Mr. B.’s particular man-
ner. If practised according to the directions pointed out by the
numerous marks of expression, they will confer the advantages of
rapid execution, and the power of instantaneousand bold transition.
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Bonbonniere Musicale ; a Set of easy and agreeable Pieces, composed
and fingered for the Piano Forte,by 1. Moscheles, Op.55. Londen
Clementi and Co.

Introduction and Rondo for the Piano Forte, composed by I. Mpse
cheles. Op. 54. London. Chappell and Co.

The Bonboaniere Musicale consists of nine different movements,
written entirely for beginners. We have seldom seen compositions
expressly adapted to the early stages of the art, so full of interest and
advantage to the pupil. They are written and fingered with great
judgment, and while they will confirm the hand and bestow ease and
execution on tbe learner, they will give a decision and something
like a style, so rarely attained by amateurs, even at a much later
period of study. Mr. MoscneLes will have done much good by this
little work ; but the benefit will be increased, if he comtinues this
series of early lessons, gradually increasing their difficulties, as his
excellent taste and judgment shall direct.

The Introduction and Rondo is one of the least difficult composi-
tions from Mr. MoscueLes’ hand. The Introduction is extremely
beautiful : we are not able to point out any one passage more striking
than the rest—they are all equally expressive and elegant. The
Rondo is animated and graceful, full of vivacity and spirit, and of
rapid and vigorous execution, well contrasted with passages of more
sentiment. In the composition of this piece, the composer has exie
deatly levelled the extreme difficulties of his style to the comprehens
sion and powers of the middle order of amateurs; aad by thus
relinquishing somewhat on his own part, and by adorning his work
with the graces of melody, united to the severer ones of modalation
and execution, he will improve and direct the taste of those whe but
too often only desire to be pleased.

Cosi all’ egro fanciul porgiamo sspersi
Di soave licor gli orli del vaso:

Succhi amari ingannato intanto ei beve,
E dall’ inganno suo vita riceve.

CE——
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¢ Flow on, thou shining River,” from Moore’s National Airs, with
Variations ; composed for two Performers on the Piano Forte, by
Ferd. Ries. Op.108. No.1. London. Power.

God save the King, with Variations and an Introduction for twe Per-
formers on the Piano Forte, by W. Holder, Mus. Bac. Ozon.
London. Goulding, D’Almaine, Potter and Co.

March, for two Performers on one Piano Forte, composed by John
Henry Griesbach. Op.5. London. Chappell and Co.

Airs with variations, arranged as duets for the piano forte, are now
very general, and we believe they have only become so within the

‘last few years. They hiuve the same character as the Solo, except

that they admit greater compliéation and variety from the employ-

. ment of feur hands, and consequently of a greater number of parts.

"Mr. Ries’s Duet displays taste and imagination.—Its subject, a
Portuguese Air, from the First Number of the National Airs, is an
exquisite melody, and certainly requires no little delicacy and grace
in its adapfation to variations; Mr. Ries has apparently felt
this, and while he has on the one hand avoided worn-out phrases, he
has on the other escaped all extravagance. Amongst the best varia-
tions, we may point out the second for its excellent combination of
the dotted and staccato passages for the right hand, with the legato
triplets for the left. The third is also remarkable forits somewhat
novel construction, the interest excited by the replications between
the hands, and its delicacy and expression. The change of key and
time in the fifth is well managed. Variation seven is new and cu-
rious—but we cannot quite determine whether we are exactly pleased.
The March and Coda are full of animation, and form the conclusion
of this piece, which we recommend to all duet players.

Mr. Hownper’s Variations upon “ God save the King™ have
considerable merit. The Introduction is spirited and somewhat
imposing. The variations exhibit no peculiarities of construction,
but are nevertheless agreeable, and generally speaking preserve the
character of the Air. The first, fourth, and seventh, are the best ;
the latter is particularly good; and they are all bnlhant, without
being difficult.

Mr. GriesBacn’s March is altogether an original compontlon,
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and, as the work of a young composer, very praisewogthy. The
subject is bold, and the contrast afforded by the introduction of the
triplets is judicious and effective. There is a decision of style about
the whole piece which augurs well for future excellence.

Moral Songs, written by W. F. Collard; the Music composed and
adapted by J. C. Clifton. Eight Numbers. London. Clementi
and Co.

The application of philosophy to education is gradually extending
itself to all the branches. But let us be understood, for the word
philosophy is sometimes used in a bad or a contemptuoussense. By
philosophy, as we here employ it, we mean a knowledge of causes
and effects, an acquaintance with the laws which govern the mind
and our affections, and the reasoning which deduces from them the
art of making instruction conduce to the virtue and the happiness of
after-life. The great principlé, that

¢¢ The child imposes on the man”
has been for ages acknowledged, but the doctrine of association has
never been closely studied and scrupulously acted upon in the pro-
cess of education till M1ss EpceworTa elucidated its practical
operation. At length it has reached our music, and we doubt not but
Mz. CorrLaRrD will receive his reward in the approbation of his own
heart, and in the thanks of parents, and indeed of all who are inte-
rested in training the minds of youth, and especially of females. For
who is there that has attended to the subject and has not discovered
the danger and the folly of introducing amongst the earliest ideas
(which are often those that remain the latest) and the most powerful
associations a girl imbibes—those false notions of the great passion
that charms and disturbs existence, which our songs inculcate ?
Love is their grand, nay indeed we may say their universal theme,
The history of three-fourths of our females, if truly told, would exhibit
a most afilicting and most degrading result. Their minds, prepared
by natural sensibility, and careless and improper nurture, are softened
VOL. V. NO. XVII, -
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snto such a state that the heart willingly surrenders itaelf to the first
impressions of the kind, impression® oflen generated by attentions
that have no object beyond the mere politesse of the moment.” Bat
the effect upen the sufferer is the same—life becomes a listless blank,
a'nd vague notions of imaginary delights are drawn only to overshadow
the after hours of existence. This has been long perceived by many
of those who have engaged in the very useful task of writing books
~ for infant and opening minds. But music, that vehicle of strong
associations, the more seductive .from its combined influence with
poetry, has hitherto (to the best of our belief,) been unthought of or
neglected. Mg. CorLrarD, however, has taken up the idea of pre-
paring a series of songs adapted to the feelings of an early stage of
life, and inculcating such sentiments as may improve the natural
affections and rear the love of virtue without wandering into passion.
How he Ias exccated his task we shall proceed to demonstrate.

Modesty, reciprocal affection between parents and children and
friends, compassion, duty, &c. are the leading virtues he choses for
his themes, and to be as simple as is consistently possible with good
sense and elegant imagery, is his obvious principle. 'We shall give
the words of two or three, to assist our exemplification.

No. 1.
THE BENSITIVE PLANT,

Beneath a touch ss light as air,
This modest plant receding,
‘Conveys & moral to the fair,
Well worth their careful heeding.
For O! what charm can equal thee,
Belov’d of all, sweet modesty !

The rudest hand this plant will spare,
And deem it mere deserving,
Than aH the gaudy flowess that flare,
. And seem to court observing.
" For O what charm can equal thee,
Belov’d of adl, sweet modesty !

-
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" No. 4.

What make’s' the morn’s fair beam
More fair and lovely seem 2

A beart that’s free from guile.
What makes the shades of night
As sweet as beams of light ?

The pure heart’s cheerful smile.

Who hears the thunder roll
With calm and tranquil soul 2
The heart that knows ng guile.
What turns pale envy’s dart
Upon its own false heart 2

A pure and cheerful smile.

Then who in scenes of joy

Would life’s quick hours employ ?
Must have no heart of guile ;

So come what fortune may,

Her looks ghall still be gay,

And wear a cheerful smile.

No. 8. .

What can wealth or whal can beauty,
Ever balf such sweets impart,

As the dear delights of duty,
Yield the good and grateful heast.

Like the balmy dew of morning,
Beaming en the blushing rose,

Duty’s charm the heart adorning,
Feeds the fragrant health it owss.

Sever’'d from that source of pleasure,
Other joys are gunickly spent ;
Duty’s pure unsullied treasure,
Yields for ever true content.
N 2
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Of the musical construction we have to say, that the melodies are
almost throughout sweet and attractive—the first we think a little too
chromatic—the second (by the author of the words) is as pretty as it
is simple—the third is pleasing—the fourth rises still higher, and is
one of the best—the fifth resembles the Irish melodies, and is very
good ; in aword, they are all such as will please the ear and catch
the attention. We cannot too earnestly recommend both the design
and the execution to mothers and instructresses, and to masters who
estimate the first impressions youth receives, as influencing in the de-
gree they really do, thesubsequent intellectual habits,. Webeg tosay,
bowever, that though eminently adapted for young pupils, they are
no objects of disdain for those who are more advanced, and we may
perhaps suggest the propriety of carrying forward the same notion
into a series that may rise both in sentiment and execution. Indeed
in some of these songs the second verses are so varied as to convey

‘the elementary principle of improving melodies by expansion and
ornament. The. little terzettos added at the close of some of them
are also well fancied, as enabling more than one member of a family
to take part. 'We can indeed speak by experiment of the pleasure a
father derives from giving and assisting in the musical education of
a family. There is in it a charm none can know but those who have
experienced a delight which increases at every step of the progression.
‘We conclude, therefore, by recommending these publications on this
ground as well as on the score of their general merits, and we hope to
see the samre hands carrying the principle still forther; for though .
we do not say that all songs are the vehicles of dangerous associations,
we must be free to declare, that there are by far too many which
ought never to meet the eyes of young females.

The songs are printed singly, and of course with titles and blank
pages. Might not the whole collection be rendered to those who wish
forthem, at a third of the price, by being printed with. one f{itle,
without waste of paper? This appears to us an object worth atten-
tion, as the work is addressed to those wholly who require a succession
of songs. Does not the title % Moral Songs” also carry too austere
a notion? .
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A Second Series of Twelve Fantasias, or Ezercises for the Harp; .
composed by F. Disi. London. For the Propnetbr, by the Royal
Harmonic Institution.

The Harp has been in all ages the instrument of aristocracy, for
thongh played by wanderers in early days, it was for the amusement
of Monarchs, Princes, Knights, and Dames of high degree, and the
minstrel had place and privilege, praise and rich largesse. At the
present time scarcely any thing in art declares more speakingly the
diffusion of opulence, than the frequency of this costly production of
music and mechanism. Yet there are few of our readers perbaps
who are acquainted with the degrees by which its present perfection
has been attained, and as Mr. D1z1, the composer of the work at the
head of the article, is the inventor of a recent improvement, we shall
take this opportunity of giffing a concise narrative of the later pro-
gress of the construction of the harp, and of combining with our -
relation some account of the nature of his contrivance.

The first capital modern addition to these instruments, which we
must now venture to call antient harps, was the inventor of the
pedal, which the world owes to a Mr. SiMon, a native of Braussels.
Its date is about 80 years back, and it superseded the triple harp, or
that with three rows of strings, which had been in use from the
fourteenth century. The pedal harp was therefore also known under
the denomination of the French harp, and was commonly imported
from France about 40 years ago, when M=. SeBastiaN ErARrb first
undertook to remedy its very obvious defects. The principal of
these, as Mz. Pierre Esanrp remarks in his beautiful publication,
% The Hoarp inils present improved state compared with the original
pedul harp,” is, that ¢ that the pedal to give the string a second sound
draws it out of the vertical perpendicular, which lateral motion greatly
increases the difficuliy of the execution, and tends to put the string
out of tune.” There were also-other evils arising out of imperfect
mechanism and the materials of the frame, which would have ren-
dered it impossible to use strings of the size now employed.

Mz. Erarp’s first patent was granted in 1794. He changed the
entire construction of the mechanism, first, by placing it exterior. to
and independefit of the wood, and secondly, hy making it to act

[}
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betwcen brass plates, which thus served as true and immoveable
bearings for the different centres, and, by being affixed to the neck
of the harp, gave it additional stsength.

But the maaster contrivance appears to have been that for shorten-
ing the string, and thereby producing a change of a semitone in its
pitch. This contrivance is called the fork, and consists of two short
pronge or pins projecting from a flat circular disk of metal, which
s made moveable upoa anaxis. Between these pins the string passes
in a straight line, but by the motion of the pedal snd its me-
eanism, (a system of levers amd connecting rods) the string is
elevated by theone and depressed by the other, and is thus contracted
im its length, so as to give the desised semitone. By these arrange-

' meats M. ErARD was enabled to employ stouter strings, which has
greally improvedthe general tone. This was called the single-action
harp, but still the iastrument though perfect in its mechanism so far
as. it went, was defective in its musical requisites. It was restricted
8a {0 medulation. Mz. Erarp applied himself to remedy the evil,
and in 1821 he completed a harp which produced upon every string
three distinct sounds, the flat, the sharp, and the natural of each de-
momination of note, and this without altering the position of the
strings, or their place under the hand. The purpose was however
effected by winding up the string on a pin, in which Mz. Eaarp
saw disadvantages that made him subscquently seek other means,
which be found in the application.of a second fork, and a reciproca=
ting movement. Thus the string undergoes ome or two shortenings,
st the pleasure of the player, by means of the forks, which are

. brought into action by the pedal and its commecting mechanism.
‘To ebtain one shortening it i fixed into a first notch in the frame,
to obtain anothes into a second, and then it is suffered to remain so
long as. the semitone is required. This movement has certainly the
merit of great simplicity, considering its mechanical operation and
effects. Five pieces only are employed, of which the flat plate or
disk, and prongs are two, and the motson distributed from one axis
only.

M=z. Eranp made some other arrangements respecting the base
strings, which by abaling the tensien upon parts rendered the whole
more pexfect, more free from the danger of distorting the frame, and
consequentily meose likeddy to preserve its intonatien. He also im-
poved the mechanism of the pedal-by o contrivance which directed
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it to the notches when required, facilitating the action to the per-
former. Thus perfected, the double-action harp not ondy possespes
twenty-seven scales complete, fiftcen major and twelve miaar, with,
the advantage of an unform fingering for them all, bat also that
_ therc are twenty-one sounds in each octave ; the intonation therefore’
of the sounds is much the most perfect of all instruments with fixed
sounds.

Ma. Diz1 calls his invention ¢ the Perpendiculyr Harp.” The
principle is that the tension of the sirings acts upon a centre,
paraliel to the ceatre of the column, as well as to that of the sonorous
body. He has arranged his mechanism betweea plaies of iron and
brass, which are at such a distance as to allow the strings io vibrate -
freely. These plates are held together by the pias which serve to
turn the string. The strength of these metal plates is much moro
than equal te the pressure upon them, and they are therefore not
liable to the common disturbances and evils arising from losa of -
shape. . : .

. The column which assiats in sapporting the mechanism, takes the
pressure exactly in the centre, and therefore has no tendency éo-in-
clineto either side. The strings avestated to possess a freer power of .
vibration, and consequently the tone is prolonged. They are more»
over so placed, that when at their utmost tension they still prmervea
straight line and make no angle. \

Mgz. Dxz1 has substituted a damper pedal for the swell, by which
means the sons etouffeés may be produced without the common action
of the hand. There are severals implifications in the mechanism, and
the instrument being alike on both sides, is more uniform in its ap=
pearance. But the principal excellence we conceive to be that which
Ma. EraRp speaks of as a desideratum, namely, that the string is not
drawn out of ils wertical perpendicular. In a duet between MR.
BocHsa and Mr. D1z, at one of the concerts last year, we certainly
were struck with the superior tone of MRr. Diz1’s instrument ; but
“whether it was owing to the construction of the harp or the abilitirs
of the performer, we could not possibly determine. Both these art-
ists enjoy the highest degree of reputation.

We come now to Me. Diz1’s Fantasias. The praclice of these
exercises will give a freedom of hand, a command of the instrument,
and a general facility: Each exercise is of one construction, that isto
say, one consists of octaves variously employed, another of triplets,
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a third of the different modes of using double notes, &c. &c. By
this means the same passages, when occurring in other pieces, will be
found comparatively easy, by one who has acquired them in these
studies. He will have gained a general insight into different styles,
a knowledge of the powers of his instrument, and of the means of em-
ploying those powers. Mgz. D1z has alse attended to the effects
produced by the different touches if we may so term them. For in-
stance, the legato is variously employed at Nos. 13, 15, 17. Fourteen
is an exercise upon the crescendo & diminuendo. The allegro agitato
is well exemplified in two ways, at 10 and 24. The cantabile at 21.
.Exercises do more to smooth the way of the scholar than any other
mode of practice. Nor are the loftier graces of expression sacrificed
to execution. Indeed the former are so dependent on the laiter that
we know not why they should ever be divided. It is impossible to
give fine expression in any branch of the art without a perfect com-
mand of the technical means the instrumeni, whatever it may be,
affords. MR. Diz1 has blended them together with skill and judg-
ment, nor has he neglected the blandishments of grace and melody.
We may point out Nos. 15, 19, 20, and 21, as particularly elegant.
The study of such exercises will therefore lay foundations on which
may be formed a first-raie performer, for all the requisites of a good
style are attended to, and M=. D. has marked out the path which
will ultimately lead to perfection.
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Scena e preghiera, Gran Dio che regoli, con Violoncello Obligato, as
sung with the greatest applause by Madame Catalani ; expressly com-
posed for ker by Pio Cianchettini. London. Mitchell.

Scena e Duetto, Che Pira mia disarmi, as sung with unbounded applause
by Madame Cutalani and Mr. Sapio, at the New Argyle Rooms,
May 22, 1822 ; expressly composed for them by Pio C'canchemm
London. Mitchell.

Cavatina and Polacca, Sei tu solo il mio tesoro, with Violin Obl{gato,
as sung with unbounded applause by Madame Catalari, at the Bath
Choral Concerts, 1822 ; expressly composed for ker by Pio Cianchet-
tini. London. Mitchell.

Evening's Daughters,a Canxonet ; the Poetry by the Rev. G. Croly ;
set to Music, with an Aecompaniment for the Piano Forte or Harp,
by Pio Cianchettini. London. By the Royal Harmonic Insti-
tution.

‘We have recited these titles at length, malgre the nauseous ¢ un-
bounded applause,” in order to mark the occasions that gave birth
to the compositions. But we do not visit upon Mr. C1AxcHETTINI
the bad taste and worse policy of the commendatory part—such was
the art of publishing, but it is now quite exploded, for no one pays
the slightest regard to such pretensions. Not but thatin this instance
the fact is probably guite true.—Unbounded applause, it is most
likely, was given to these compositions, for the best of all reasons—
they deserved it, and were sung by CATALANI.

In our last notice of Mr. CiaNcHETTINY’S productions* we related
that he had accompanied that celebrated singer, during her musical
tour through England, in the quality of Conductor of her Concerts,
and we made some obervations upon her style, which naturally arose
out of works written to display her peculiar manner. We recur to
these remarks again in this place, because they exactly apply to the
compositions before us; and we could not without tautology repeat,
neither could we in justice pass over them. But these songs are of
# higher cast than the former, and do far greater credit to Mr.Crane
CHETTINT'S genius, of which we shall note some decided character-
istics. The first of them we consider to be a rich and elegant fancy,

* Vol. 4, p. 224.
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filled with images ; he has too a fine scnsibility. Unless we deceive
ourselves, he has studied Hoypx and MozaARrT, and the eminent
Italian masters of the middle age, much—his elective attraction, his
affinity, to use terms borrowed from chemical science, is towards
melody, and melody stamped with the impress of passion. Tenderness
prevails, but it is not without fire. There is a spirit in bis writing,
which demonstrates that his studies have been chiefly addressed to
dramatic composition, and that his notions of expression lead him to
that branch of art.. His style too is Italian.- From the proofs before
us, we must say he is improving rapidly, and has indeed attained a
considerable elevation.

The Scepa e Preghiera opens with a recitative of good expres-
sion, and the cantabile which succeeds is truly beautiful. The
allegro ‘is also remarkable for melody, passion, for transition of
effect and for the power of ornament which it admits, as well as the
fancy it displays. It is really amongst the best modern songs we
have seen. The Scena e Duetto is more impassioned, but of scarcely
less merit. The Cavatina and Polacca have some sweet passages,
particularly in the slow part. The polacca too has the merit of
departing completely from the common-place forms writers have
hitherto thought essential to its character, but which is nevertheless
sufficiently prcserved. Perhaps in such passages (di bravara) there

s not much more expressiveness than in solfeggi, except that they
carry an airy spirit, and it belongs peculiarly to MapaMEe CATA-
LANI to invest them, however difficult it may appear, with exquisite
tenderness. Of this the composer was well aware, and to his
acquaintance with her powers we refer the composition. Though we
bad not the delight of hearing MapAME CATALANI in this song, sa
perfect is our apprehension of her manner, that we have no doubt of
the effect she gave. .

Last comes Mr. CiaNcuerTiNt’s English Canzonet, and it is the
work of a polished taste and an elegant imagination. Mr. C. chooses
his words with a truly classical discrimination—no mean trait of
Jjudgment—and this is delicate poetry, (in the sense that Prospcro
applies the same epithet to Ariel his ¢ fine spirit,”’) very gmeefu“,
set. The arpeggios of the accompaniment drop in at intervals, and
adorn the sweet vocal air so daintily, that we scarcely know which

pleases us the most. Together they make a canzonet, which is cer-
tainly of a very superior order.



NEW COMPOSITIONS. ' 107

From these praises the reader will discover that we think highly
ot only of these particular productions, but of Mr. CtANCHETTINI'S
powers generally. His slow movements possess grehter sweetness
and greater expression than the more rapid, which probably will be
thought to enhance the composer’s merit. Some counsideration
should also' be given to the circumstance, that the airs were made for
so eminent a singer, which places limits at the same time that it con-
fers advantages upon the composer’s powers. We certainly do
estimate them highly. He has strong sensibility—a fine fancy, and
a fervour of expression from which good things have praceeded,
and from which great things we hope will proceed.

ii———

Let the shrill Trumpet’s warlike voice ; by W. H. Cutler. London.
For the Author, by Clementi & Co. Preston & Co. and Chap-
pell & Co.

Thoughts of Home; by W. H.Cutler. London. Paine& Hopkins.

O Love is like the Beam ; by C. M. Sola. London. Chappell & Co.

Constancy ; by George Vincent Duval, Esq. London. Power.

Mark the sad Rose ; by Philip Knapton. London. Chappell & Co.
and Goulding & Co. ‘ .

Thow artthe giddiest Youth alive ; by G'. Kiallmark. London. Goul~
ding, D’Almaine, Potter and Co. '

Ode to Solitude; by Semuel Webbe. London. Chappell and Co.

- The first of our articles is a part of the exercise performed for the
author’s Bachelor’s degree at Oxford. It is a base recitative and air
in score, written upon the model of HANDEL’s songs of a similar
description, and’is in a sound oratorio style. The second is also'a
recitative and air by the same hand, with a flute accompaniment,
and is an agreeable ballad—but without any remarkable character-
istics, except that it rises much above the general level. Mr. SorLa’s
transcends its predecessors in point of grace and a livelier accompa-
niment. Mr. Douvaw has also produced an elegant melody, and has
set the last verse in two parts. This canzonet confirms the opinion
we have before given, that in this species of composition the amateur
now-a-days frequently equals, if he does not exceed, the professor.

o2
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Mr. KxaAPYoN's is also a recitative and air, a good way indeed
below his < There be none of beanty’s daughers”—but still an agree-
able composition.

Mr. KiarLMaARk has been successful in giving the natural ex-
pression Mrs. Op1e’s words require, and has decorated the simple
sweetness of his melody by a figurate nceompaninient which
heightens the general effect.

Mr. WEBBE's composition we esteem the soundest and in the
highest vein. It will feed the disposition that Joves the subject—
solitude.

Farewell to Scenes to me still dear ; by George A. Mazszoni, Esq.
Amateur. London. Walker.

Tis said Young Love seeks Myrtle Bowers; by G. A. Maxsoni, Esq.
London. Falkner.

When Liberty first; by R. Topliff. London. Clementi and Co.

- Mary, or Farewell to Northmaven; by W. H. Rachawk London.
Blackman.

When first I beheld thee; by G. Dance. London. Chappell & Co.

Sweet Philomel; by John Parry. London. Paine and Hopkins.

Oh pity a poor Sailor Boy ; by E. Solis. London. For the Author,
"by Clementi and Co.

¢ Like leaves on trees the race of man is found,” says ALEXANDER
Pore translating Houen, and the modern Reviewer may say the
same of ballads. It is quite in vain to scek specific distinctions.—
‘We enumerate such as seem to have any claims to notice—first, in
order to allow the authors a place in the public view, and secondly
to give the public a faint and but a faint notion of the numberless
claims to their patronage. What puazles us is, why the composers
take the risk of printing such songs; for cheap as is the engraving
of plates, and paper, still we cannot concsive that profit can attach
to the millions that swarm forth. We cannot deny to any of them
the character of pleasipg songs ; but when we recollect the thousands
and tens of thousands and hundreds of thousands that bave preceded
them, precisely of the same estimation, and indeed containing the
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very same phrases differently combined, we can only be strack with
the love of action and the afiection for what is our own, and the
craving after novelty, be it only in the name, that must operate upon
the writers and the publie, for such alone can be the motives to pro-
duction and to purchase. We are however quite willing to give
every man his fair chance—but really our stock of epithets has long
been exhausted, and therefore we can only bestow a general descrip-
tion upon such things, andsay these are as good as the usual ran of
ballads. ’

Chant Militgire, performed at the Church of La Mudalene, at Rouen,
with additional Parts ; compased and arranged for the Piano Forte,
with a Flute Accompaniment ; by G. Kiallmark. London. Chap-
pell and Co. ‘

Second Divertimento for' the Piano Forte, composed and partly ar-
ranged from Naderman ; by G. Kiallmark. London. Goulding,
D’Almaine, Potterand Co. Chappell and Co.

The favourite Scotck Air, Kenmure’s Awa’ ; arranged as a Rondo for
the Piano Forte, with an Introduction ; composed by G. Kiallmark.
London. Chappell and Co.

“Cede @ PAmour,” favourite French Air ; arranged with Variations
for the Piano Forte ; by J. W. Holdery Mus. Bac. Ozon. Op. 66.
London. Goulding, D’Almaine, Potter and Co.

4 Second French Airy (by J. J. Rousseau), with Variations for the
Piano Forte; composedby J. Jay, Mus. Doc. London Gould-
ing, D’Almaine, Potter and Co.

My Lodging is on the cold ground, with Vanatwm Jor the Piano Forte
and Flute Accompaniment ; composed by Jokn Purkis. London.
Hodsoll.

No. 3. Partant pour la Syrie, a popular French Air, arranged with
Variations for the Piano Forte; by S. F. Rimbault. London.
Hodsoll.

Rousseau’s Consolation, a favourite Air, arranged with Variations for
the Piano Forte ; by Augustus Meves. London. Chappell and Co.

The set of lessons we have here selected are of a light and easy
description, and of that kind most generally sought and approved -
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by the million of players and hearers. MR. KiArLLuaRk bas
produced many compositions of merit, and the three pieces named
above are equal to his other works. The Chant Militaire is a simple
subject, and gains considerable interest from the parts added by hiar.
The flute part is sufficiently difficult without being placed beyond
ordinary attaimments. Indeed we believe the general characteristic
of this composer’s writings is-utility. The first movement of the-
divertimento is extremely elcgant, and the variations animated and
agreeable, while those who have a taste for Scotch Airs will be -
gratified by the rondo.

We have frequently expressed our respect for Ma. Msves’s
talents, and his variations on an elegant air by Rousseau, entitled,
Les consolations des miseres de ma vie, if not equal to the best of his
earlier productions, is rievertheless very meritorious.

Mgr. HaLDER’s variations on Céde & 'amour, a French Air in the
valse style, are perhaps rather common place; but we are aware
that it is difficult to confer originality on passages necessarily con-
fined by their adaptation to limited powers. These remarks apply
with equal justice to Dr.JAY’s piece, but both lessons will advance
while they amuse the student.

Me. Purkis’s composition is spirited and brilliant, and as a duet
for flute and piano forte has mych effect. Mre. RiMBAULT’s varia-
tions on Partant pour la Syrie is a short easy lesson, with qualities
that will recommend it to young players.

. )

Per piacere alla Signora.

Occhi miei. -

Di piacer mi balsa il cor; arranged for the Flute and Piano Forte,
by C. M. Sola. All published by Clementi and Co.

The favourite March and Chorus in Pietro L’ Eremita, arranged for
the Piano Forte, with an accompaniment for the Flute; by T. Latour.
The same arranged as a Duet for the Piano Forte. All by Chappell
and Co. .

The favourile Airs in the Opera of La Gassa Ladra, arvanged for
the Harp, with an accompaniment for the Flute, ad. kib. by N. C.

- Bochsa. London. Chappell and Co.
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A first and second Dramatic Divertimento, from favourile Airs by
Rossini, arranged for the Piano Forte, by D. Bruguier. London.
Chappell and Co.

Four favourite Airs, selected from Rossini’s Opera of -Torvaldo e
Doraliska, arranged for two performerson the Piano Forte ; by W.
‘Watts. London. Birchall and Co.

Overture to the Opera of La Donna del Lago, composed by Rossini,
and arranged for the Piano Forte ; by T. Latour. London. Chap-
pell and Co.

Rossini’s celebrated Overture to 1i Turco in ltalia, arranged for
the Piano Forte, with accompaniments for a Flute, Violin, and Vio-
loncello, ad. lib. by S. F. Rimbault. London. Hodsoll,

The celebrated Overture to Claudio and Elisa, arranged for the Piano
Forte and Flute Concertante ; by C. M. Sola. London. Goulding,
D’Almaine, Potter, and Co.

Twelve select Overtures of Beethoven, Cherubini, Gluclc, ‘Mozart,
&c. arranged for the Piano Forte, with accompaniments of Violin,
Flute, and Violoncello; by J. N. Hummell. London. Boosey
and Co. .

Arrangements of operas, overtures, &c. for the piano forte and
other instruments, form no inconsiderable part of the new publica-
tions. They have become much sought after, and fashionable from
many causes. In the first place we are glad to renew the pleasure
experienced at operas and concerts by playing over the pieces that
have caused us so much delight. This is most easily done by means
of such pieces as those named above, for whole operas are sel-
dom published in England, and indeed if they were would be of
little use to the mere instrumental performer. Arrangements are of
more service to those who seldom or never visit the metropolis, as
they give a very competent knowledge of the most celebrated per-
formances of the day, and without such a means of information
many counfry amateurs and even professors would remain in total "
ignorance of the operas of RossiN1, and we may say even of those
of MozarT himself. Another recommendation to these arrange-
ments is, that they are usually adapted with easy accompaniments,
and thus afford the materials for a very interesting concert de
famille. None of the parts are ever very difficult, and they there-
fore fall within the command of most performers. It is rather sin-
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- gular that out of thirteen picces, eleven are the compositions of
RossiNi. - ,

The three airs arranged by Mr. Sora, and which stand at the
head of our article, are rather difficult, so far as regards the flute.
They afford very good practice for that instrument, but the student
will find them well worth the trouble they will cost in the at-
tainment. .

The march and chorus from Pictro L’ Eremita is an extremely in-
teresting subject. Mr. LaTour has arranged it in two ways, as a
duet for piano and flute, and for two performers on the piano forte.
Both adaptations equally deserve attention.

Mr. Bocusa has chosen some of the most favourite airs in La

Gasza Ladra, which he has arranged with great taste for the harp
and flate. It contains amongst others, ¢¢ Di Piacer,” % Ebben per
mia memoria,” and some of the most favourite chorusses.
, Mr. Baucuier’s divertimentos consist of Ecco ridente il cielo, and
Qe itti from I1 Barbiere di Siviglia, the second number, of Tu che
i miseri and Ptk dolce e placide from Tancredi. They are arranged
as easy lessons.

The next upon our list is a selection from an opera of Rossuu 8,
pever performed in England. The airs are extremely elegant and
beautiful, they are arranged with great taste and ability, and form a
very graceful and spirited duet.

The overture to La donna de! Lago is simple and melodious, but
has too much sameness and repetition. The constant recurrence of
the echoes is, we imagine, torepresent their effect in a mountainous
country. '

The overture to Il Turco in Italia is full of RossiN1’s usual spirit
and animation. It may be purchased with or wuthout the accompa.
niments, and these are easy of execution,

The overture to Claudio ¢ Elisa will be found an agreeable and
profitable study to flute players; and the piano forte part is suffi-
ciently difficult to give it interest.

The overtures by foreign composers is a very valuable publication.
The first number is Prometheus, which has been very frequently
performed in public, and is afavourite. It is so arranged as to be
played with or without the accompaniments.
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MEMOIR OF
THE LIFE AND WORKS OF JOHN WORGAN, MUS.D.

’

Fall many a gem, of !mmt TRy serene,
The dark unfathom’d caves of ocean bear;
Foll many a flow’r is borgt (o hiush unseen,
And waste its sweetness on the desert air. Grav,

I-r is not often that the lines prefixed to this essay, become appli-
cable to any one that bas flourished in the glare of publicity, like
the subjeet of these memoirs; who presents us with a curious and
instructive solecism in the fate of eminence. Talents admired and

, popular and unknown, veperated and unpatronized, elicit
a remarkable paradox, which however may be traced to a seurce
neither unaccountable nor uncommon : for while genius and science,
industry and integrity, effectcd every thing that such irresistible
powers can effect ; a sublime enthusiasm, a vecondite and indefati-
gable course of practice, and a total unacquaintedness with worldly
tactics, damped the success of invincible perseverance ; and ultimately
consigned transeendant merit to oblivion, amid the successive cor-
ruscations of meteors, that purblind partiality hailed as fixed and
inimitable stars. But these fixed luminaries—we allude to compo-
sitions, nol composers—have disappeared; and these inimitable
netes have been confounded with successful imitations : whereas the
bulk of Dr. WonaAN’s compositions are neglected manuscripts ;
enriched with science, and illumined with genius.

The father of Dn. WoraaAN was a surveyor, and we believe a
Welchman ; or at least of Cambrian extraction. There is a tenement
in Monmouthshire called Treworgan Farm ; and imagination may,
with little effort, trace the line that ascended from the subject of these
memoirs, to those bards who re-animated the gasping liberties of
their countrymen ; and roused the sanguinary vengeance of the
¢ ruthless” Epwarp. But we must quit these poetic visions for
bumble prose, and unpretending matter of fact. -

The parentage of Joun WoreAw, in common with that of most
bailders of a name, is involved in impenetrable and inconsequential
obscurity. His father, the unheeded slave of his offspring, sunk
unohserved to the grave. The family records, even of deathless
names, may generally be limited to a few lines. The father to the
subject of these memoirs left six children, James, Mary, Chayles,
Hannah, John, and Elizabeth,® slenderly provided for, and chiefly
dependent on the musical abilities of James, who could do little more
for his brothers and sisters than instruct them in hisownart. James

# The erder of their births is not exactly known.
VYOL: V. NO. XVII, P
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was the organist ‘at Aldgate, and St. Dunstan’s in the East: when
he died, John succeeded him at Aldgate, and Mary at St. Dunstan’s.
At this church Mary’s playing soon won her the heart and hand of a
thriving tradesman. Charles went to Jamaica, and settled there in
trade; he was also organist at Port Royal. Hannah married a Mr.
Clarkson, in the silk business. Of Elizabeth there is no certain
account; but it is thought that she marricd and went to.Jamaica;
and John, the subject of these memoirs, lived with his brother
James, under whom le was initiated in the study of music.

The dawn of genius is commonly either remarkably brilliant, or
obscured by mists that deceive the vigilance of tuition. The mental
character of JouN WorGAN was of the latter cast ; working its own
way, and apparently impervious to the access of regular instruction.
The friendly brother was disheartened, and almost hopeless, parti-
cularly when he found the ear of his pupil seemingly so defective as
to be incapable of comprebending that impertant branch of musical
practice called Time. One day, when the brothers were sitting at
dinner, after a morning to all appearance lost in fruitless toil, John
suddenly paraphrased unwittingly the exclamationof ArcuINEDES,
¢ ] haveit, cries the pupil.” Have what ? said James. The Time,
replied the other. I am glad of it, rejoined the master; but come,
let us see what you have. They went immediately to the harpsi-
chord, and John surprised and gratified his brother with a practical
proof of his acquisition. From that moment the mental clouds of
the eléve began to disperse, and it is reported that eventually James
did not behold the rapid advances of his brother without envy. Be
that as it may, John always acknowledged gratefully the debt of a
substantial ground-work to his brother ; who was indeed, both prac-
tically and theoretically, what is termed significantly a sound rmusi-
cian: but the transcendancy of the younger brother was irresistible ;
and James, who then played the organ at Vauxhall Gardens, resigned
it to his brether about the year [751.* James died in the year 1753,
and in the same year John supplied his place as organist at Ald-
gate.t About this time his talents, in composition, and exgcution on
the organ, began to attract that popularity so cssential to the profit-
able success of every kind of talent. Bat the subject of this essay
was not a man to be contented with the ¢ popularis aura,” which he
courted merely as a means of advancing his fortune, and afterwards
readily resigned it to the little eagerness of less ambitious com petitors,
He was indeed ‘¢ a mighty genius, born to grapple with whole libra-
ries” of musical classics—to sport with practical difficulties, and to
explore the intellcctual depths of an art yet unfathomed, and per-
haps unfathomable.

t is not to be supposed that such a mind could be satisfied with
ordinary attainments. He got from old RoseiNGRAVE all that such

* Dz. BurNEY seems to intimate that M. Joun WonrcAN was the imme-
diate successor of GLADWIN : but this was not the case.

t+ MR. Joun Worean took his musical degrees at St. John’s College, Cam-
bridge ; his Bachelor’s in the year 1784 ; and his Doctor’s in 1775.
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an eccentric enthusiast could give, and from him imbibed a reverence
for the genius of DoMENICO ScARLATTI, who transmitted him the
compositions, of which, accordingly, he was aflerwards the editor.—
But PanesTrINA was the god of ﬁis youthful idolatry, to the memory
of whom, heonce, at a convivial meeting, poured a libation on his
bare knee—a youthful freak that in England is a subject for ridicule;
not so in Italy. ¢ When,” says Dr. Burney, ‘“he became ac-
quainted with GEMIN1ANI, he swore by no other divinity ;" and the
profession credited him for an exclusive attachment to HANDEL.—
But these were both partial and erroneous representations of a mind,
that to have hcen understood, must have been carefully and con- -
stantly studied. Another light would have shewn him the votary of
Brow; another of PURCELL ; another of ArNE; of the Italian
school, or of the German. All however who knew him, allow that
he had an original vein,  quite his own,”as Dr.BurNey phrases it,
whose account of him liowever is 0o brief and meagre to leave an ade-
quate impression on those who knew him not : but history cpitomises
what biography details, and in gencralization individual character
isdost. The musical world will not be much edified by being told
that Dr. WorGaAN was a learned fuguist, and in a stylc quite his
own. We hope to illustrate his musical character in a way some.
what more interesting to "aspiring talent. It is not however meant
to be insinuated that Dr. BuaNEY was not sufficiently attentive to
the memory of Dr. WorGaN, whom he always mentions respect.
fully, liberally, and justly ; but the historian often builds on ¢ the
baseless fabric’ of aerial rumour; and in so doing, not unfrequently
adopts the common-place expressions of popular opinion. Never-
theless the histories of HaAwkins and BurRNEY are singularly curi-
ous, intcresting, and valuable; and the favourable testimony of Dr.B.
is aiot to be slighted. We therefore produce it here collectively, as
it applies to the subject of these memoirs.

Extracts from Dr. Burney’s History .of Music.
EXTRACT L ’

Speaking of MARPURG’s treatise called the Musical Critie on the
Spree, the Doctor says— The historical part however is scanty
and inaccurate, &c. nor does he ever seem to have heard of our
great organists, RosEINGRAVE, MAaGNUs, KELwAY, or WoRGAN,
who in 1756 was an excellent extempore fuguist.”—Vol. 4, p.587.

EXTRACT I1.

“ About this time Mr. JouNn WoRrG AN, since DR. WoRrG AN, sucs
cceded MR. GLADWIN in playing the organ at Vauxhall Gardens.
He then studied the harmonies and modulation of PALESTRINA and
otgan fugues of HANDEL ; and with 4n extempore prelude alla Pa-
lestrina, and one of -these fugues, he used every night'to preface a
concerto of HANDEL. By constant practice he became a yery mas-
terly and lcarned fuguist on the organ, and as a concerlo player,.
arival of StanLey. He was first taught by his brother, ang after-
wards by Roseinarave; till getting acquainted with GEMiNiANI,

r2
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he swore by no other divinity. His organ playing, though more in
the style of HAnpEL than of any other school, is indeed learncd and
_ masterly, in a way guite his'own. In his youth he was impressed
with a reverence for DoMENICO ScARLATTI, byoldRoseINGRAVE’S
account of his wonderful performance on the harpsichord, as well as
by his lessons, and afterwards he became a great collector of his
pieces, some of which he had been honoured with from Madrid by
the author himself. He was the editor of twelve at one time and six
at another, that are admirable, though few have now perseverance
sufficient to vanquish their peculiar difficulties of execution. D=.
WoraaN has composed innumerable songs and concertos for Vauxe
hall, and several oratorios in which the ehorusses are learmed and
masterly.”—Vol. 4, p. 665.

EXTRACT III,

¢ Hecre (at Vauxhall Gardens) Mr. WoRG AN not only played the
organ in an improving manner for many years, but exercised his
genius in composition.”—Vol. 4,- p. 6G8. ‘

As Dr. WoraaN certainly was a learned and original fuguist,
we will proceed in the endeavour to give the reader some distinct
conception of his proficiency on the organ. This he resolved to
attain at an early age ; and effectuated his resolution by long, con-
stant, and diurna)] practice ; of which the effects are not yet quite
forgotten ; but occur to the remembrance of a few veterans, as the
beams of evening glow on mountain summits, partially illumining
the snows of longevity.

The subject of these memoirs had not long played the organ at
Vauxhall, before Tyers, the proprietor of the gardens, became
sensible of his value. His ballads charmed the many, and his per-
formance the few; but the satisfaction he gave he did not receive.
He had heard HANDEL, and emulous of that great performer’s extra-
ordinary powers, longed to approach him and eye bis fingering.—
Accordingly, through the medium of Lowe the singer, he obtairied
permission to sit by the matchless organist when he played his con-
certos at the oratorios. ¢ Mnr. WoRragaN shall come,” said Han-
PEL;  he plays my music very well at Vauxball.,” The youn
aspirant having lighted his torch at the Handelian flame, it g;’ang
throughout his life. HaANDEL soon perceived his merit, and encon-

raging th;{oung enthusiast by generous commendation, in kindling
* a congenial flame, pethag‘s received the highest gratification a sub-
lime genius can enjoy. The youth fixed his inquisitive eye on ¢ the
mighty master’s” fingers, and immediately established himself in his
immortal school; but when asked what he thought of HaxNnEL’s .
Eetformance, acknowledged that he had no words to express what

e thought of it. When this was related to BATT1sHILL,  that
may be,” replied the latter, ¢ but in my opinion WorGaN was the
greater performer of the two.” Of his ballads too BarTisniLn
remarked, that the meanest of them shewed the master—him that
could do great things whenever he chose it. And here it will not be
improper to enter on the subject of compositions, which may be truly
said to be almost wholly unknown; for his published works are tohis
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unpublished, in merit and number, as the plays of Measure for Mea-
sure and Richard the Sevond are to the rest of SmAxgsPEAR’S Works :
a most extraordinary fate, but authenticated by the resistless evi-
dence of dormant manuscripts, of which we shall speak more fully
in the sequel of these memoirs; but at present we limit our remarks
to the Doctor’s published compositions. These indeed ure easily
told. They comsist of Vauxhall Songs; This is Pleasure’s golden
reign, a trio with nccompaniments, performed at the Gardens; a
Thanksgiving Anthem ; Sonatas; and Pieces for the Harpsichord ; a
Concerto for the Harpsichord; and the songs in the Oratorip of
Hannah.—Of these we shall now treat in the order here given to
their titles.

In corvoberation of BaTTissiLL’s encomium, it may be remarked
of the Vauxhall Songs, that they are totally dissimilar to the froth
which the fermentation of the competition for Yauxhall notoriety has
since produced ; and were our national taste for music generally ine
tellectwal, the neglect of these ballads would be unaccountable ; for
the worst of theuiu that mental character which merits the student’s
earnest attention, and justifies BATTIsHILL’8s apothegm. Strip them
of melocly, and the bases alone will indicate the masterly hand, free
from the ‘ dawmnable iteration” of modern drumming, puerite a
gios, threadbare repetition, and beaten roads to the 5th of the key,
and back again. Every song bas a distinct charecter, and it would
be difficult to trace in any one of them a frientity help from an elder
brother. We do net mean to deny the existence of a family likeness,
of mannerism, of nationality, and of the age’s cast. Every caterer
for the public teo, from HaNDEL to a hack, must wecessarily spin
an abundance of gossamer. Flies are not caught with silk, bat cob-
webs ; ata langriod of Dn. Wonraan’s life, a friend told him
that be had just u%:; complete collection of his Vaaxhall Songs.
¢ Then” replied the or, ¢ you have bought a great deal of trash,
for many of them were penwed either when I was fatigued with
business or straitened for time, or from some cause or other not at all
in the humour for compesition :” and perhaps no musical aunthor
ever th t less of what he Aad done, and more of what be had to
do, than Dn. Wonaan. Itiste bere{teteed however, that ia the
present humour of the public for national melodies, a judicious com-
pilation of those decidedly British were not adapted to worthy E‘oetry
and published.®* Insuch a selection however, the nation would per«
haps be more honowted by the restorstion of baried treasures, than
by the segregation of pepelar produce; and were each volume of
such a work dedicated te the labours of a single composer, and intro-
duced by luminous criticism, the musical world—or as the subject of
these memoirs would have it—¢ the musical republic” would expe-
rience the gratification of an extraordinary, instructive and indelible

. impression. For the volmme that would exhibit, as we conceive, an

* This was written when Di. KircHINER'’S collection was annonnced, but
the plaa of his publioation is tollly different from that here proposed. Read
on.
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approgriate imprimatur of our author’s creative charaétef, we pro-
the following selection from the ‘gubliuhed ballads.

e woods and yc mountains. here's my swain.
* Pensive and sad Cleora sought. | Nanny of the hill.
Milton’s May morning. Phillis’s complaint.
The dream. Hark, bhark ’tis a voice.
Child of the summer. Good Damon if you will.
Scots ballad. Sick of the town.
Young Colin sought to win my |- The myrtle and rose. .
heart. I do as I will with my swain,
Fav'rite youth from Heav’'n I | Celia hoard thy charms no more.
came. Now the sun is gone to bed.
Long long I despaired. Love never more shall give me
As on Tay’s bank I wander'd. pain. <
Young Thyrsis yc shepherds. The fields are now looking so gay.
Kitty. Adttend all ye nymphs.
The maid that I love. The meads and the groves.t
- But the selection would be perfected by the addition of several airs
yet unpublished.

The score of “This is pleasure’s golden reign” is a treat to the eye,
an animated picture reflecting the interesting features of science, but
. evidently exhibiting a stride beyond the practical proficiency of the

. day, so that the author used to say he never had it performed to his
satisfaction. However it was a public favourite.
A collector of classical music wrote on a copy of the Thanksgiving
Anthem, ¢ Good throughout”—a merited encomium. - '

. Thesonatasand pieces for the harpsichord are happy blendings of the
¢ utile dulci,” excellently qualified to steady the fingér, and promi-
nently characteristical of an original style. The sonatas he afterwards
converted into organ concertos, and played them at the gardens.
Thereare six in the set, bf which the last is a Saraband with variations,
which he made the second movement of an admirable concerto.

The concerto for the harpsichord is a curiosity in many respects.
It was the only composition of the kind he ever published, and the
child of hisage. It was also the last of his publications, and although
composed at the age of sixty-three, and when he was a martyr to the
stone, is yet replete with spirit, unblemished by senility or infirmity,
and untainted by the lamp. The name of Ha¥p~ would have given
this composition that celebrity which the worshippers of a name con-
spire to establish. It is owing to this iniquitous idolatry that the
oratorio of Hannah struggled into light, ang soon disappeared. The
adorers of HANDEL would not hear of oratorios composed by ArNE,
Worgan, and ArNoLp, and such is haman nature, that in certain

# To this exquisite specimen of elegant counterpoint and pathetic expression,
are unaccountably prefixed the words Allegro Moderato, instead of the word
Affettuoso. )

+ The words of this air are adapted to a movement in one of the composers
‘Vauxhall Concertos for the organ. The air is also introduced in Midas, adapted

to the words beginning * In his greasy old tatters.”
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points those who ought to know better, are as weak and infatuated as
the million. Hannah teems with resplendent beauties, but is en-
fecbled by the doggrel of poor Kir SuarT, and rendered generally
impracticable by a superabundance of merciless divisions, which how-
ever it seerns was a sacrifice to the taste of the times, that even then
was infested by the mania of extravagant execution. ¢ The chorus-
ses of this oratorio,” says Da. BurNeY, ¢ were masterly,” and we
dare say the newspapers of the time used the same * good set terms.”
Such “ mouth honour” however, was to repay the composer for a
chorus the fruit of a fortnight’s toil, and for some of the noblest efforts
of the ¢ studium cum divite veni.” The sweetest melody breathes
in every air of this meritorious work, from which a few specimens
may be selected as a test of this critique. Take the following :

Say ye turtless .

The cherubs of the highest sphere.

Sweeter sleeps the village hind.

Glory is thy due.

The Lord’s audacious foe. .

The first book of Dr. WoraAN’s Vauxhall Songs was published
in the year 1753, and he continued to supply the gardens iith vocal
music till the year 1761, when the proprietor thought proper to try,
the effect of new names. After an interregnum of nine years, when
the changes were rung on ARNE, PoTTER, ARNOLD, and others,
Mgz, Worsan resumed his vocal tasks in the year 1770; but it is
reasonable to suppose that the composing for Vauxhall audiences
grew more and more irksome to him; for like his illustrious proto-
type HanDEL, he now beinn to ascend the heights of science and
sacred song, as he approached the termination of his terrestrial toil,
and consequently to turn with distaste from the vulgar flowersof the
lains. The organ at the gardens was now surrounded by pro-
essors, and the cognoscenti, who followed bhim in throngs to his

churches at St. Mary Axe and Aldgate. Here indeed he was in bis
element, and the gardens evidently were no longer his proper
sphere. Of this indeed his admirers and the town began to talk so
loudly, that the tattle, according to custom, evaporated in caricature,
and Apollo was represented kicking him out of heaven, for wasting
celestial energies on the profanum vulgus. This disorderly state of:
things could not last long, and in the year 1774 his engagement with
Tyers closed—but alas! he was yet harrassed with didactic
drudgery, the most profitable and disgusting branch of professional
duty, unless a professor could select his pupils. To the mere master
indeed it may be, with some exceptions, a

————— ¢ Delightful task

To teach the young idea how to shoot ;”

and in certain instances it may be so to the finished performer, but
‘to the creative mind the toil of tuition must be a crown of thorns;
and should the subject of these memoirs ever be fairly known as a
composer, the infliction of this heavy penalty on the neglected
sufferer, will be followed by an ample tribute of generous but ‘;%nitleu
regret. e

'he rest of Dr. WoRraGan’s life was to the public a blank; his

]
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attendance at 8t. Mary Axe and Aldgate excepted. His composi-
tions indeed attracted a little circle of intelligent admirers, but the
beams of patrician patronage passed over the unfashionable English-
man to foster exotic plants, and he descended to the grave to await
the tardy and barren retributien of posthumous justice.

He did not however expire without an effort. His manuscripts
had accumujated, and he could not but know their valae; nor was
he without the generous ambition that is ever a prominent charac-
teristic of genius. Accordingly, a few years before his death, he
invited the reputed patrons of music to a series of private con-
certs at his house, consisting of sacred music, and called by the
Italians Concerti épirituali; but he sung to adders: Haypw~ and
PrLeveL had intoxicated the town, and the revival of Handelian
sublimity and science was confounded with servile imitation.
Not indeed but that the selections the Doctor made, might
have been rendered more effective by the substitution of that affect-
ing and intelligible simplicity, in which he abundantly excelled,
for the learned labour to which he was perhaps too partial—bat
from the rock on which Mirrox split, what mental supremacy is
an infallible secerity? What Alcf:]eu ever rescued genins frem
himself? A

The merits of Dr. WoRraAN as a performer, & composer, and a
master, are yet to be more analytically scratinized. Let us first

rd him in the character of a performer. His instruments were
the organ and harpsichord; his hands were delicately formed, and
his fingers remarkably short; so that his grasp, for he mastered
tenths, must have been the conquest of application, from which even
professional perseverance would generally shrink. He deserved
some credit for reaching octaves; yet such was the magnitude of his
grasp, that once, when his energy stormed, an electrified madeap
exclaimed, ¢ Zounds! the man has three hands.” Yet this gi n-
tic force was mot the effect of trick and pedals, but that of legi~
timate practice. ¢ The truth of his touch,” said Joan Bares, % is
wonderful.” Every finger seemed to possess equal power, and
“in the very torrent, tempest, and whirlwind of his passion, he
acquired and begot a temperance that gave it smoothness.” He
kept his fingers so closely down to the keys, and arched so steadily,
that in his utmost extensions, and amidst his loudest thunders, you
seldom saw a nail—for having made the most scrupulous neatness
the basis of his execution, al% that he did was a finished picture ;
and in his extemporaneous play, his imagination was of that original
and captivating kind, that his andience often looked on each other
with significant astonishment, and remained open-mouthed and
breathless for several seconds after the organ had ceased. Of this
extraordinary spell we have the following testimony from Ckciy,
the head-minister of St. John’s Chapel, Bedford-row—of which

chapel the Doctor was then the organist.

< Admiration and feeling are very distinet from each other.
Some music and oratory enchant and astonish, but they speak not to
the heart. I have been overwhelmed by HaNpEL’s music; the
Dettingen Te Deum is perhaps the greatest composition in the
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world, yet I never in my life heard Hanper but I could think of
something else at the same time. There is a kind of music that will
not allow of this. Dr. WonrGAN has so touched the organ at St.
John’s, that I have been turning backward and forward over the
prayer-book for the first lesson in Isaiah, and wondered that I could
not find Isaiah there! The musician and the orator fall short of the
full power of their science, if the hearer is left in possession of
himself.”—Cecil’s Remains. :

Of the Doctor’s performance on the harpsichord, the following
anecdote is told by an eye-witness of the scene—an anecdote of the
same cast as that related at page 115, and consequently flat or ludi-
crous in a northern latitude. W e venture it however.

Soon after* ManzoLi, the singer, had arrived in England, he. was
invited to a musical meeting, where several eminent performers dis-
played their powers at the harpsichord. MaNzowv1 listened to them
with polite attention, and complimented them on their exertions.
It so happened that Dr. Woraan, who was T’:sent, was the last
person requested to go to the harpsichord. He had scarcely touched
the instrument when MANzoL1, who sat by the fire at some dis-
tance, turned towards him with a look expressive of surprise and
delight. As the Doctor proceeded in his performance, the Italian
drew nearer and nearer the ha‘rFsichord ; andat length, unable to re-
press his feelings, threw himself into the enchanter’s arms. Such was
the fascination of those powers, which, like the dramatic painting of
KEeAN or GARRICE, or the eloquence of a Burke, Cicero, or
DemosTHENES, fade into feeble tradition and vanish. .

Bat bis higher, his creative powers, that merely flashed and dis-
appeared, it is difficult to describe, either effectively or intelligibly—
for who can be interested in the characters of forgotten or unpub-
lished compositions? The envious will report, and’be readily cre-
dited, that he who had retired from the public, and composed for
himself and his halo, isan extinguished meteor, that merely merits a
casual paragraph in the page of history. The school-boy will
tell us that

Paulum sepulte distat inertize

Celata virtus.
But a slight acquaintance with secular politics will trace the failure
of transcendant abilities to more venial errors than those of a Burns
or a DerMopY: even supposing the absence of professional compe-
tition and alienated patronage in the’ intricate game of terrestrial
tactics, an enthusiastic abstraction from the aphorisms of pecula-
tion, is an ordinary oversight in the moves of genius and science ;
but justice is not to be withheld from neglected merit because jud
may be incredulous or inattentive. F%cts are invincible, and de-
monstration irrefutable; and the merits of Dr. WorGan as a com-
Pposer rest on the resistless evidence of documents now indeed latent,

-* A proper estimate of MANzovL1’s admiration may be formed by referring
to Dr. BurNeY’s memoir of that captivating singer.—History of Music, vol. 4,
page 484. :

VOL. V. NO. XVII, Q
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but fully prepared to prove how little is known of that which ac.
tually is a national loss. Human praise or blame indeed is bt air,
and a name for posterity, the lightest of all vanities. Nero has it
aswell as Veseas1an,and Moore’s Almanack sails down the stream
oftime with Newron’s Principia. The * mens conscia recti” is often
honoured by the curses, and injured by the approbation of mankind.
Dr. Worag AN deserved well of the public by parting with itsapplaase,
and better and better as he retired from the temple of fame ; for the
noblest effusions of his genius, like the domestic virtues, were pri-
vately admired and publicly overlooked. The singularity of this
injustice is not that neglected merit is uncommon, for the case
is a truism, "but that his best works are not only baried alive,
but never yet experienced the pablicity of “a little day.”

The versatility of his genius enableg him to work successfully on
any model he chose to select; and if he must be called an imitator,
hie imitations were as those of Pore; the amalgamation of classic
genius wih native ore equally precious.

Pavestrina,CoreLLi,HaANDEL, GEMINIANT, PURCELL,SCAR.
LATT1, SCHOBERT, ARNE, HAYDXN, and many other musical classics,
are vividly reflected in his own capacious mirror, while a rich vein
of originality distinguishes him from his models, and from every
other composer, antient or modern. Yet this universalist has been
stigmatized as a bigot, and ignorantly confounded with the servum

cus, for no other reason than because, like VirgiL, DrYDEN,

oPE, and other immortals, he ‘drank deep at the Pierian spring,”
and impreﬁnated a fine specimen of indigenous fruit with classic
flavour. But let us approach the tree, and examine the qualities of
British produce, yet untasted by the public.

¢¢ Nihil est quod non tetigit, et nihil tetigit quod non ornavit.” He
gathered honey from every flower on classic ground, and excelled in
vocal and instrumental composition.

He loved to thread the labyrinth of artificial composition, yet
nature acknowledged him for her own, and gifted him with the gene-
rative power of that simplicity which books and tutors cannot give.
That his mind’s eye turned frequently to the antients cannot be
denied, and it is not improbable that his youthful intimacy with poor
Covvring inspired the couplet—

¢ Arise as in that elder time!

Warm, energetic, chaste, sublime.”
Ode on the Passions.

- A complete catalogue of Dr. WorGaN's unpublished works,
especially if it were descriptive or analytical, would be a pamphlet
unmteresting to  the general,” and to the few, exhibiling a sombre
picture of unrewarded industry. We will “order these things
better;” and having classified his compositions, we will select the
titles of those collective works, and then of the ¢ disjecta membra,”
that may be produced as proper tests of his creative powers.

His unpyblished works consist of oratorios, anthems, odes, a sere-
nita, instrumental accompaniments to the 100th psalm, concertos,
ieces and volantaries, harpsichord sonatas and sonatinas, part of an

talian oratorio, symphonies, a trio, and a quartett forinstruments, a
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collection of vocal harmony, songs Italian and English, cantatas,
and 9 Treatise on Musical Composition, not quite finished. The
appropriate specimens of his collective works are these.—We name
but one of each. )
The Chief of Maon—an oratorio.
Gioas—part of an Italian oratorio.
The Lord is my light—an anthem.
An Ode on the Rebellion in 1745.
A dialogue between the soul, riches, fame, and pleasure—
a serenata. '
The proposed selections from his single compositions are these :—
An organ concerto in D minor.
A harpsichord concerto, his last composition (published.)
A quartett for two violins, a tenor, and violoncello. oo
A symphouy in D. )
Introduction and fugue—a voluntary, in D.
The 100th psalm, with instrumental accompaniments.
The last chorus in the Chief of Maon.
The Lord is my light—an air for a base voice,
Earth shall dissolve—air for a soprano.
O let the nations—ditto for a bravura.
Ab che ho da vivere—air for a soprano.
Insolito valore—air for a tenor.
Lieta regna—a chorus.
Give the Lord the honour due—a duet for two counter-
tenors.
‘Who shall ascend—a. vocal trio.
How calm the evening—a madrigal for four voices.
Fill this house with glory—a vocal ?uintetto, followed by
a descriptive symplony, and performed at the opening
of Ely Cathedral.

The treatise is modeled on those of MarTiNI and Feux, but
beaming with the lustre of an original mind. This work alone, pro-
perly modified, would be a ray of national glory, and an essential
classic in the library of a British academy. :

Such are the specimens of classic ore from an untried mine of com-
positions which are for the learned, for the unlearned, and for all
ages—compositions tbat, published, would establish the fame of a -
rising genius, and do honour to a veteran. An adequate description
of this list would fill many pages, to gratify that cm'iosité which
unhappily is yet to be excited; but to publish the suffrage of
acknowledged merit is a mereact of justice. W e have twice recorded
the tributary offerings of BaTTisu1LL, and have now to add a third.
When this eminent musician was shewn the Doctor’s accompaniments
to.the 100th psalm, he regarded them forsome time with silent admira-
tion, and then said—¢ Well I alwaysthought highly of Worc AN, but
I did not think him capable of this : why this 1s equal to his master,
GEMINIANL”

. Enough bhas now besa told of latent worth to enable any powerful,
_ intelligent, and patriotic patron to weigh these documents in the
scales of equily ; and consequently to render the subject of these

e?2
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memoirs an act of posthumous justice, which, however useless to the
man, would be honourable ; and, as we suppose, this M EcEN Asto be
an Englishman equally honourable to himself, his countryman, and
his country.

All this culogy, however, it will be said, is palpably the tribute
of friendship, or of a still purer sentiment (if sucﬁ there be,) and
must be admitted ¢ cum grano salis” at least. Granted; baut
let not a faithful portrait of neglected merit be mistaken for
the delineation of a hero, or ¢ faultless monster;” nor eulogy, suf-
ficiently authenticated, be misre’zFresented as the nocuous officious.
ness of injudicious friendship. The sun without spots is ¢ nimium
lubricus aspici.” Let us then relieve and assist the mental vision
with an auxiliary veil. The shades that diversified what Dr.
CaLLcoTT terms the ¢ rhetorical” proficiency of Dr. Woraan,
were the common imperfections of humanity, and sometimes the
effects of design; ¢for,” said the DocTor, “ we should not always
be riding the great horse ;" nor, as it may be supposed was he always
in the humour for his Pegasus. Hence curiosity was frequently dis-
appointed ; and those who heard him but once or twice, were often
surprised at his celebrity. At other times his imagination did not
always wait upon his judgment,” but rambled on the wilds of whim
and bizarrerie ; and there were not wanting those, who viewed his
insect-blemishes with a microscope ; but his excellences with an in-
verted telescope. But the descendants of Midas are yet numerous.
Zoilus and Dennis are wandering jews ; and ¢ the blatant beast™ is
yet abroad. Many who could notdeny the excellence of Dr. Won-
GAN as a performer, yet would have it that he was no composer ;
and in truth, if genius and science cannot contrive to surmount the
opposition of empirical competition, their claims will never be pub-
licly acknowledged ; but in the words of Foote, ‘¢ where are the
Oxrorps, the HaLiraXes, the great protectors and patrons of the
liberal arts?” Packs of blockheads will follow a fox, but who will
save a8 CHATTERTON from laudanum? Dar. WoRrGAN was no com«

r, and PoPe was no poet. ¢ Garru did not write his own
ispensary,” and JoHNsON was not a learned man.
¢ On eagle’s wings immortal scandals fly,
While humble virtues are but born and die.”

To be sure ¢ de non apparentibus et non existentibus eadem est
ratio.”” It must be acknowledged that so little is known of Dr.
WoRGAN’s compositions, that to the public he is indeed no compo-
ser now, whatever he might have been ; though enough of his com-
positions are published to annihilate the literality of the assertion :

et while every eminent composer, even though an Englishman, has
iad fair play; while PorceLL, Bovce, and ArNE, cum multis
aliis, have put in for immortality and gained the prize, the subject of
these memoirs has been dismissed with blanks and petty prizes.
But his faults—his faults—exclaims impatient envy. Whatarethey ?
Had he none ? To this it might be replied—his merits—his merits—
first let them be fairly scanned. Great men, says RooHEFAUCAULT,
have great faults, and the composer in question verifies the apho-
rism—for great indeed arc those faults that obstruct the justice every
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man owes himselt. We may however pass over the lapses common.
to every aathor who writes ¢ currente caldmo;” but an adoration of
the antients, too great a ﬁmrtiality to the recherchés, a tendency to
affectation, the occasional substitution, in common with PurceLL
and HanpEL, of imitation for expression as Avison remarks, and a
total inattention to public opinion, precluded the possibility of his
attaining popularity, but through the medium of well judged and
well executeg selections from his works. To these drawbacks may °
be added the unfortunate want of a regular education, which, in his
vocal compositions, appeared in erroneous accentuation, and incon-
gruous connection of exquisite notes with doggrel, or a solfeggio-
subserviency of words to notes; and an indifierent or malign eye
would reckon among his errors, throngs of notes, evidently mere
exercises in composition. His unhappy want of education too, im-
peded his access to ears polite, and often exposed him to the ridicule
of those brainless and heartless coxcombs, who had nothing but the
meanest effects of birch to recommend them.

As Dr. Woraan was decidedly a composer of the old school, it
may not be amiss here to animadvert on an expression commonly
applied to the antients, by those oracles whose mouths are filled
with ¢ wise saws and modern instances.” It is-usual with these
hypercritics to ¢ damn with faint praise” an antient composer, by
saying, ¢ Aye, it was very well for the time when it was composed,
bat it would not do now.” ¢ Excellent critic,” to whom the adage
relative to music and ladies’ is an orthodox aphorism, and who
considers old music and old almanacks as equivalent. *¢ O shame!
where is thy blush?”” Will the philharmonist, will the professor,

raze with the vulgar herd, and speak profanely of CoreLLI, the

ther of harmonists, and of PurceLL and HANDEL, the Shakspeare
and Milton of music? Did your idols, HAyp~ and MozaRrr, stoop
" to such blasphemy? Did they dishonour their art? A-homoge-

neous qnestion.—l-{AnnnL they revered. Had they not, never would
they have risen above the level of their foolish admirers.

l’;' music indeed want the stamina of literature, in the name of
common sense keep her in the nursery, and let us hear no more of
her ; but let us not affront the art by calling him a lover of music,
who degrades her to a prostitute—making her the mere plaything of
a wanton hour, or the bubble of aristocracy ; the froth of fatuity, or
the fuel of avarice. But the diamond is incorruptible, and the
Messiah as perennial as Paradise Lost. Language and style indeed
are chamelions. Improvement is essentially progressive, and words
and notes exemplify the vanity of human labour and the futility of
fame. This no one acknowledged more readily than the subject of
these memoirs. His partiality to the antients was not the narrowness
of pedantry, but the venial result of early impressions. The variety
of his models has already been partly shewn, and he spoke with
animated approbation ofy the progressive potency of ALESsANDRO
ScarrLaTTI, who lived to change his style sixteen times. Of his
own proficiency in composition. he said, I have the talent, and
should pot let it rest. 'The antients bave done much, and perhaps I
have added a little to the stock.” In illustrating this, he often
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quoted the Spanish proverb, “A giant sees far, but a dwarf on &
Fi;gnt’s back sees farther still.’; ugﬂr wuhhe ‘l;lalcokwatd tel;l w.‘k)‘nohwh-

edging 'cotemporary merit, tho in the wi

there if perhaps as much acid as oil. Being uesntgd by':v friend
to part with a copy of his organ concertos, performed at Vauxhall
Gardens, he declined it ; but when promised that they should go no
farther, he replied, “I have no fear of that, so far as depends on
yourself, but you know not into what hands they may fall at a future
time : they would now be thought too simple and easy.” ¢ They
would not be found so,” replied his friend. ¢ That may be,” said
-the Doctor, but people have now got into what is called execution,
and they would be thought too familiar.” .

A comparison between the anticnts and moderns would not per-
haps elicit any light very novel or very interesting ; nor is the line
between these classes very distinct. The works of Boyce and
ARNE, ABEL and StaMiTZ, and even those of HAY N and PLeyEL,
are now fading int6 antiquity, and, to satisfy the modern ear, must
be reduced to scanty selections. The cause is on the surface. The
march of modulation alone, to which Ha¥px gave the word of
command, has advanced beyond the practicability of retreat, and a
revival of obsoletc favouritism is impossible. The termination of
poor PurceLL’s brief existence doubtless ended a progress of im-
ﬁrovcment, that would bave led tb a total alteration of his style.

ANDEL would in any age lrave reached the height he gained, but
he would not have been now what he was when he flourished. D=z.
WoRraan’s concertas, of which bappily there are extant 19 com-
plete scores, collectively indicate's mimf‘intent uwpon the gradual or
sudden changes of style, from antique BLow, to the quickly fa-
shionable Arxz, and although, when he retired from the public,
his muse was independent, and habitually retrospective; yet occa-
sionally he looked out upan the ¢ musical republic,” and acknows
ledged the cotem y meri(s of Haynx and PLEYEL, but foretold
their transient reign, for they were then the William and Mary of
the musical state—and once, when he was visited by the universally
inquisitive and indefatigable CALLcOTT, he said, when the latter
left him, ¢¢ That is a young man of uncommon merit.”

Notwithstanding his established predilection, or prejudice, as
many would have it, in favour of the antienats, an aitentive student
of his works may trace modern colouring in several of his latter

roductions. Of this the above-mentioned harpsichord-concerto,

is last publication, is a sufficient proof; and the ear must be ex-
tremely modernized and fastidious gﬂt would dislike that composi-
tion even now.

But every one who has rivals and admirers has two characters.
The modest CARTER, in a pamphlet that was at once a puffon him-
self and a squib thrown at the profession, ridiculed the Doctot, and
caricatured him as a crazed enthusiast; and PAxToN said of bim,
¢ that his early compositions were pleasing, but that having unfor-
tunately got hold of a SPanish Treatise on Music, he became ab-
struse unintelligible.”” Before we make any observation on this
forgolten pasquinade and sage critique, it will be gathering an his-
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torical flower, to be a little more explicit on'the Spanish Treatise
alluded to by Paxrton., Itisin reality a valuable work, entitled
El Porque de la Musica, written by AnprEAS LoRENTE, and par-
chased by Da. WorgaN of his master Geminiani. Fortunately
it is yet in the family, and it may be, was the primum mobile of the
Doctor’s own treatise. Its value is thus attested by Siz Jomwn
HawkiNns :—¢ AnprBAS LorgNTE, of Alcala, organist of the
principal church there, published in the year 1768, a work in folio
ia the Spanish language, entitled El Porque de la Musica, in four
books ; the first containing the elements of plain song—the second
treating of consonance and ‘the cantus mensurabilis—the third of
counterpoint—and the fourth of the composition of music. This
book, af which the late Mr. GEXINIANT said it had not its fellow in an
of the modern languages, is questionless a very learned work: i is m
truth a musical institwte, and may be said to conlain oll that is necessa
Jor a practical composer to know.”  Vol. 4, page 265. g

We return to the formidable strictures of Messes. CarTER and
PaxToN, lest they should be utterly forgotten. A shadow of truth
is often the foundatien of satire amiy criticism, or rather of libel and
hyperoriticism ; vented in the spirit of ‘“honest Iago,” who says
¢ Lady, I.am nothing if not critical.” Butthesearrows are general-
1y shot by malignant Lilliputians, to whom enthusiasm is of course
madness, and learning pedantry. This inevitable tax on eminence
remiods us of a latent epigram.

¢ Rail fools at worth ! for heav’ns sake be not dumb !
¢¢ For thus to light will rising merit come ;
¢ Thus insect bloom detects the ripening plam.”

The lampoon of CArTER may return to oblivion ; but-luckily for
envy, the stricture of PAxToN has a tinge of truth, which has done
its worst in the noble conspiracy to obliterate intolerable merit. The
grounds of this readily credited critique may be perceived in these
pages ; but the best reply to this imputation of progressive pedantry,
would be a publication of the Doctor’s latest works. :

The organ is a compact band of wind instruments, with ad-
ditional powers; and' when admirably constructed, makes a sub-
lime approach to vocal superiority, and an immediate appeal to
the highest character of musical sensibility. He that excels, there-
fore, on this instrument, is placed unanimously by the suffrages .
of every candid professor, at the summit of all the rhetorical excel-
lence of the art. At this clevated post Du. Worcan presided,
an eagle over falcons; but as the genus of his transcendancy in this
region of the art is now honoured but by a small minority, and as

.organs are now given to children, beggars, and the friends of church-
wardens, we may close this account of Dr. WorcaN’s performances
when be was ¢ in the vein,” by adding that it was an admirable dis-

- posal of light and shade; not a puerile show of single stops, nor a
continuous ramble of Garagantuan chords; but a perpetual excite-
ment of intense interest in the bosom of the taste, that is an honour .
to human sature; so that, as it was related of HANDEL, he was
:hi'mm organist in the world for playing a congregation owt of
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But even in his time the manly taste that HANpEL planted was
decaying. Modulation indeed was gaining ground, but the sane and
delicate perception of chaste and intellectual counterpoint was inter-
cepted by swarms of ephemerides, of which a continual succession
has ever since amused the fashionable majority—the maudlin multi-
tude of great and little children. The declining state of the organ
at Dr. Woraan’s decease, appears in the following statistic :—Of
four candidates for one of his organs, the best player had not a vote—
the second best had two—the third had a flattering number; and the
worst won the victory. Ifit be said that such a state of things was
ever common in all ages, it yet must be allowed that no reformation
in this respect was visible at this period.

It remains to put a finishing stroke to the delineation of Dr.
‘WoRGAN, in the character of a composer, and truly ¢ finis coronat
opus;” for in this 5rent point even HANDEL was his inferior : we
allude to the Doctor's freedom from plagiarism. He borrowed from
nobody, not even from himself, intentionally; though doubtless, in
several of his compositions, the same humour or cast of thought may
be discovered. Conscious of his resources and versatile momentum,
he disdained the sterile shifts of ordinary caterers for the public, and
carried to the grave a conception unimpaired by sensibility or the
stone. For the distinction between plagiarism and classical model-
ling, embellishment, or quotation, the reader is referred to the letter
of §usms,' in the fifteenth number of the Quarterly Musical Maga-
zine and Review. Of such appropriations in the compositions of
Dr. WoraAn there are numerous examples, and in this respect he
may be paralleled with Porg, for the poet and the musician recipro-
cate unfading lustre with antient luminaries. Of this there isa
striking example in The Chief of Maon. 'The subject is this.
David and his army are wandering in the wilderness of Paran, and
oppressed with fatigue and hunger, are refused relief by Nabal, the
Chief of Maon. Upon this David addresses his army, who reply in
a chorus, harpily founded on ¢ The oracle for war declares,” but the
basis is merely a brief quotation ; the superstructure is maguificent.
Yet throughout his works no similar freedom with any composer is to
. be found. In a word, he is a sound and original classic, a pillar
ot his art, an honour to his country, and the victim of unjust neglect.

As Dr. WorcaN was the founder of a sect or school, of which
some worthy and eminent pupils yet remain, it would be a marrifest
act of injustice to pass over his didactic labours, and be silent on this
* third branch of his art, in which, as in the other two, he was eminent
and original. His son-in-law, Sir  WiLrL1aAM Parsons, often ac-
knowlegged that he had, in certain points of the science, learned
more from the Doctor than any other master.

The Worganian school, however, was probably never numerous
for its discipline demanded an intellectual vigour not commonly
found ; and a finished kind of performance, the delicacy of which
few perceived. Arched fingers, closely and constantly down to the
keys, will give power and truth of touch ; but the million love noise,
and call it energy. Jumping fingers, with all the nails in sight, .
plenty of pedal, and invisible velocity, are too much for nature,
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science, pathoes, and chastity of taste; and the counterpoint of
PaLESTRINA, MARCELLO, HANDEL, CoRrELLI, and GEMINIAN],
yield to the incessant scrawble up and down additional, and extra-
additional keys, and egnimatical modulation,
¢ Weaving cobwebs fit for skull
That’s empty when the moon is full.”

In brief, the piano forte has not only obliterated the harpsichord,
but the organ too. All insects are attracted by the brilliancy of
modern composition ; but the rainbow of to-day is but a transient
offspring of the ancient sun; and sbould a taste for ancient music
become totally extinct, the rest would be ¢ but leather and pru-
nella.”—Yet as a worthy pupil of the Worganian school remarked,
a modern executioner would find “ something knotty” in the con-
certos and sonatas of Dr. Woncan ; and indeed successive cha
of style are generally but the changes of one set of difficulties for
another. A finished performer may indeed deeeive the majority of
his hearers by an imposing appearance of executing most composi-
tions, antient or modern, at sight ; bat much of what is called play-
ing at sight, is in fact, composing; and no modest proficient, were
he to play only to professors, would chuse to play at sight any
meritoriour composition, expressly intended for the instrument on
which he was playing. :

The following well attested anecdote is egually creditable to the
founder of the school we are describing, and Mr. Jarvis, an emi-
nent pupil in that school; and master of MR. GRooMBRIDGE, the
organist of St. Stephen’s, Coleman-street, and St. John’s, Hackney,
and master of the late Mr. RusseLy, organist of the Foundling
Hospital.*

. MR, Jarvis was blind, but his ¢ mind’s eye” led him to an in-
tellectnal fount, and the extraordinary playing of Dr. WorGaN
determined him inter syltas Academi queerere verum. The Doctor
had never beforc instructed the blind, and was naturally rather averse
from the undertaking; ‘but when he heard Mr. Jarvis play, he re-
solved to try the experiment ; and said Mr. J. I thought my per-
formance was not despicable,” yct how great was my astonishment
and mortification when the Doctor said to me, ¢ Sir, you do very
well, but you have been wrongly taught, and if you come to me you
must begin your practice all over again.” ¢ Accordingly,” added
Mg. J. “ he began with me as if I had been a child, making me
play my five notes up and down, and saying—there, Sir, you must
work much in that way before we proceed any farther.” The master-

* It is pleasant to rectify an error that misplaces the ¢ honour due” to
mental lngqur. Among the MSS. of Mr. Russerr are several scores of
HaxpEeL adapted for the organ, as it should seem by Ma. R. but really by
Mg. GroouBrIDGE; and there are also two fugues of Russerr’s, the subjects
of which are by Dr. WoreaNn.—Yet a subject from Haypx Mg. R. has
thought proper to acknowledge. Such are the privileges of plagiarism!
Hayp~ was a foreigner, his name up, and the composition made free with,
published. Dzr. W. was an ishman, his name down, and the composi-

tions engroached upon, unpublished.
YOL., V. NO. XVII, R
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pupil went away in dudgeon, but wisely determining not to lose the ‘

_benefit of instruction by neglect, adhered strictly to the Doctor’s in-

junctions. Hehad not done so long before he exclaimed, ¢ The Doc-
tor’s right, and I have been practising in a wrong way all my life.”
This conviction was followed by immediate reformation—the master
and pupil were soon satisfied with each other, and JArv1s became a
distinguished ornament to a school which no such pupil ever
deserted.

But other masters, as well as pupils, were less assiduous and less
reasonable. Provincial organists, during the vacations, flocked to
bear the Doctor, and astonished at his powers, frequently applied to
him for instruction. ¢ They come to me,” said he, * for a few les-
sons, in which they require me to do for them what has cost me the
labour of forty years.,” Can we be surprised at the frequent unrea-
sonableness of amateurs and their friends, when we find the same
weakness in these ¢ masters of scholars.” But Dr. WorGAN was
a master of masters, and knew the profession well. He knew that it
abounded with those, who having been drilled to the service, and
Eos.ess\'ng no other natural endowments than a good ear, and perhaps

ardly that, became unavoidably involved in crotchets and quavers;
and thought of them but as a2 means of subsistence or peculation.—
Yet many of these become fashionable masters. ¢ These gentle~
men, *“said the Doctor, ¢ dress well, bow politely, pocket the money,
and music is their very humble servant; but I am music’s very
humble servant.”—Of this remark the most liberal professors will
acknowledge the justness. ‘ :

He that kindles enthusiasm must have something extraordinary in
his composition; and although the sallies of Dr. &.'s followers may
be 1udicrous to the rest of the world, as mental pictures, they are not
uninteresting to the philosopher, In relation to the subject of these
memoirs, many of these ebullitions might be recorded, and some of
them not a little extravagant. Many will smile when they read of
a Worganian exclaiming, ¢ There was but one Dr. WorGav, and
one Sir Isaac NewTon.” Yet he whose playing BaTT1sA1LL pre-
terred to HanpeL’s, and of which we believe a living professor of
eminence thinks as highly, such a favourite of the art could not exist
in a lukewarm atmosphere; and the musical world must know more
of him as a composer, before it can justly appreciate the enthusiasm
he excited : yet let not expectation rise to be disappointed. He that
would listen to the redeemed effusions of a forgotten ancient, must
prepare for simplicily, pathos, and sublimity; for modulation,
sometimes parsimonious, and never extravagant; for counterpoint,
fugue, and intellectual combinations of responsive melody, and in
short, for the reverse of the medal he is accustomed to admire : and
in charity to the composer and themselves, let those who are perfectly
satisfied with the style of composition now in vogue, make no enqui-
ries about the MSS. of Dz. WoraaN.

Notwithstanding the diversities of style thatdistinguish one musical
era from another, the principles of composition -are sufficiently per-
manent to establish an adamantine body of musical classics. There

-is a vital principle in melody and harmony, that pervades every
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classiy styleyand is immortal. Of these the best specimens might be
embodied in a musical library, and performed in regular succession,
without the childish and exclusive preference of popular favourites.
It is rational to au;:poee that concerts thus conducted, would be even.
tually attractive; for by supplying that variety so generally sought,
and_by not being made difficult of access, thcy would operate very
favourably on public taste, by tending to prevent its contraction and
degenerac{. he principal obstacles to so desirable an establish-
‘ment are the ignorance and indifference of patrons; the illiberality
of conducters, and the idleness of performers, that build their ephe-
meral popularity on the iteration and reiteration of some half
dozen songs. The musical world would be much indebted to a
periodical work, of which each Number should be a single mas-
terpiece of every classical composer. The difficulty would be in the
selection, a difliculty whiclwmrhaps a consultation of Musical Doc.
tors would not diminish. hen a republication of a/ HanDEL’s
works was announced, Dr. WorGAN observed, that neither Hax-
DEL, nor any. other great composer, would wish to see'all his works
republished. But in regard to such a publication, the subscribers
are generally more desirous of having a complete, than a good col-
lection ; as if the value of a composer’s works lay in their bulk : and
even in selections the composers’ credit is generally a secondary con-
sideration ; and popular favourites are multiplied from age to age.
Hence the deplorable sepulture of the finest compositions, in sarco-
hagi never entered, but by the superior curiosity of good taste.—
he compuositions of few, it any of the musical classics, refloct the
lights of other classics in greater lustre and variety, than those of
D=. Woragan ; for in the works of most composers, there is princi-
pally the reflection of one mind, one age, or one schoel; but in the
works of Dr. W. there is a happy epitome of the models he studied 3
and these were excellent and numerous; and although a posthumous
publication of his manuscripts works might consist of selections, made
with a due consideration of the age in which they rose from the
grave ; yet, as there is at present we believe, no indication of the
world’s approaching end, a work intended for all ages, ought cer-
tainly to accommodate the students, and fagilitate the flight of rising
nius. )
geTbg stature of Dan. WoRrGAN was rather below the common stan-
dard, and somewhat squarely, but not awkwardly framed ; his con-
* stitution was naturally sound, but gradually undermined by that
dreadful malady the stone. His person was dark, bandsome, and
expressive; with a forehead shaped like MozARBT’s, and a profile
much resembling that of GrAY. : ‘

The early part of the Doctor’s life was embittered with unmerited
misfortune, and the latter with corporeal torment. His morals were
blameless, and his holy strains, like those of his immortal prototype,
were the pure emanations of sincere devotion. Although his mind,
like that of MozART, was music’s own; yet, astrong feature in his
intellectnal character, was indefatigable application. With an edu-
cation merely musical, he struggled nobly with mountainous ebsta-
cles; and with the drudgery of HooLE, transiated the Latin of

R 2
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Fux, and the Spanish of LorenNTE; and his reading was almost
wholly confined to the works of Ar10s10, TAss0,and METASTASIO,
in their original langua He entered on the musical mathematics,
and studied Smita’s Treatise; but did not proceed far; ¢ for,”
said he, *“Isoon found it was not wbat I wanted.” He was how-
evera practical tuner, and in the outset of life made this acquisition
partly a means of subsistence. But the want of education, a want
now scarcely found in beggars, and an unskilfulness in the ways of
men, a disadvantage now obviated in childhood, arc deprivations
which blind the accomplished water-flies that fit over the surface of
things, and wholly occupied with effects, are totally ignorant of
" causes. The philosopher only knows how to estimate the mind, that
toils to supply bg unaided application, the distressing wants of early
instruction. ¢ But these inconveniences,” it will be said, ¢ might
have been remedied by grammars, and masters; and, as when the
.Doctor could afford it he sent two of his children to Eton, it is evi-
dent that he knew the value of a regular education.” But in his
time grammars, and masters, and bye roads to science, were scarce
and expensive commodities: and thronghout life he never had a
superfleity of leisure, ease, or money. But as the line between a want
of education, and a contempt of letters, is perfectly distinct; so is-
that between a deviation from established forms, and an ignorance
of the world or of human nature. The studious habits of Dr. W.
were doubtless the chief obstacles to what is called success in life,
yet it is not meant to be inferred that his habits were those_of a Cor-
NEILLE, or & FoNTAINE. No; he knew the world, and the value
of money. He kuew that the credit due to his intrinsic merits would
be only known to the discerning minority; and that eyen among
these, indolence, coldness, avarice, and selfishness, were too predo-
minant to rescue mere merit from obscurity and indigence : but he
knew that a proper respect for himself, and a due attention to eco-
nomy constituted the solid foundation of that general esteem, which
the many bestow on houses, horses, carriages, furniture, and “all’
the pomps and vanitics” which p,eo;:lle worship six days in the week,
and meet to renounce on the seventh. Yet he certainly wanted that
cunninﬁlwhich contrives to humour the world, and make the most of
it; so that in the decline of life, when his dreadful malady antici-
pated old age ; and consequently lessened his means of winning the
good opinion of pigmies, he necessarily curtailed his establishment ;
and to secure his independence and integrity, sunk into oblivion.

He exhibited something of the ¢ Bracebridge” formality and pro-
pensities, even in London ; where he constantly dedicated Christmas
and the twelfth days to family festivity. He associated little with
his profession, but was easily accessible, and liberally communica-
tive to any one who applied to him for information on musical topics.
His patience indeed was not always proof against dullness, inatten-
tion, idleness, and ill-temper ; but he wasthe warm friend of aspiring
and industrious talent, and totally destitute of professional jealousy.
Even in the latest part of his life, when his temper was frequently
rufiled by the attacks of his excruciating comglaint, a young lady
was happy to receive his instructions, admired his patience, and wept
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bitterly when he died.. ¢ People,” said a grateful professor, ¢ called
him proud, but I ever found him uniformly kind and communi-
cative.”

The increasing paroxysms of his disorder determined him at length
to undergo a surgical operation in his sixty-sixth year, which he
endured with heroic fortitude; bat it failed in the object, though
eventually it terminated all his worldly sufferings. He was buried at
the church of St. Mary Axe, opposite the left side of the communion
table, as approached it from the aisle. At his funeral the church
was crowded with ml(:ectfnl parishioners, and mournful spectators.
As the body entered the church, Mr. CaArLEs WESLEY, one of his
favourite pupils, played the Dead March in Saul on the organ ; and
the instrument, which in the Doctor’s had fascinated thousands, thun-
dered forth a volley, as its unconscious master descended into the
grave. Such was the flitting scene that honoured his remains, and
vanished : and now,

¢ Not a stone
Tells where he lies.” ‘

D=. WorcAN married three times. By his first wife be had nine
children, of whom three sons and two daughters are now living. By
his second wife be had two sons, of whom one is living. By his
third wife, who was a widow when he marricd her, he had no off-
spring. This lady survived him, but is now dead, and has left two
dauggters by her former husbami.

As the residences of MiLToN and Jounson bave been recorded,

rhaps the mention of Dr. W.’s will be forgiven. Till a few years
g:fore his death, he had enjoyed the alternation of town and country.
His first residence in town on record was at No. 7 in Milman Street,
Bedford Row: his next, at No. 40, Rathbone Place; and his last,
where he died, at No. 22, Gower Street, now No. 65, and the resi-
dence of MRr. BANN1sTER the comedian. His first and favourite
country house was on Richmond Hill; his second was at No. 2, on
Richmond Green. Of his favourite residence, it may not be amiss
to relate a few particulars, illustrative of the owner’s taste. .

The house on Richmond Hill was mcrely an enlargement of two
cottages. It was therefore rather irregularly built, and stood centri.
cally, on the southern side of the hill; but when you arrived at the
foot of the hill, from the town, its picturesque appearance rivetted the
attention. It was faced with white stucco, and surrounded by a

- profusion of red roses, that dropped into the parlour windows; ex-
cept on the left side of the front door, which was completely covered .
with jessamine. Fronting the door was a gravelled path between two
small grass-plots; and leading to a little wooden bridge, ornainented
with green and white rails; while a chevaux de frise of the same
colours, fenced the grass plots, and reached high hedges of quickset,
wild rose, and woodbine, that enclosed two small gardens; one on
each side of the house. The bridge was fastened to a fine walnut-
tree, under the shade of which the family often took their tea, and

d on the streamers that waved on the Thames beneath, while
music swelled, and died away on the breathless air of a glowing even-
ing, illumined by golden gieams, darting through the dark foliage
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of the towering elms, and glimmering through'the graceful pown'l
that still decorate the foot of Richmord Hill, which rises from West
to East. The upper, or eastward garden, was terminated by a frait-
wall, that also bounded the neighbouring en, which rose to the
house it belonged to, on the top of the hill. At the corner of this
wall, and nearly parallel with the house, was an arbour, clothed with
honeysuckle; from which the eye, wandering over the two gardes,
rested on the Thames, and Twickenham meadows. The lower gar-
den was bounded by a thick h ; and a walk, enclosed with
lattice work, interwoven with espaliers, and terminated on the sou-
thern side by a %reen mount, pmped with a fine elm, and crowned
with a seat, overlooking the slated tops of stables beneath ; a kitchen
garden, the meadows, and the Thames. Before the house was a wild
common, since inclosed; up which ascended a road, that approached
and turned off to the house. This road led up to the well-known
terrace on the hill. Behind the house was a continuation of the
common, still uncultivated, and bounded by a pendent wood, risi
. from Petersham to the Park gate. The songsters in this wood ca
the Doctor to give his residence the fanciful name of Nightingale
Lodge. Inbis withdrawing-room a glass reflected the meadows,and
the Thames, winding and expanding towards PorEe’s villa, that closed
" the beautiful scene, which was variegated with glades, fine seats,
vistas, and groves. In this room the Doctor penned many of his
finest compositiom, and there conceived them, or on the terrace; .
his favourite, and almost only promenade. Of the rich scene com-
manded by the terrace a description is needless; and from this
enchanting spot, Nightingale Lodge was an object never over-
looked; but it has been tmproved. The public eye has been ex-
cluded by aristocratic walls, over which the scarcely visible chim-
nies, remind us of Hamlet’s exclamation : '
“ To a nunnery, to a nunnery go.”

The genius that earned immortality could not ensure the mulberry
of SHAKESPEAR, nor the mansion of PorE, from profanation.

There are those to whom the foregoing description will appear
very trivial; and there are those to whom description would be
intolerable, even from the pen of a Rousseau: but if we apologize
to all who may find exceptionable passages in this essay, we zﬁm
fall upon Scylla. But we now place our painting in the foram, ear-
nestly. enjoining every spectator, to fix his mark of approbation,
without scruple, wherever he—or she—thinks our atlempts have
been happy. Valete.
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A SERIES OF MORAL SONGS.

Words by W. F. COLL AR D—Music by J. C. CLIFTON.

No. 1. The Sensitive Plant.
2. M Anne, good night !
3. Ay 'e:t% Sleeper sween:,g awake.
4. The pure heart’s cheerful Smile. -
5. O the Eye thats bright.
6. The Wandering’ Minstrel (Song and Chorus).
7. Of goodness O never delay the hour (ditto).
8. The dear delights of duty.

ADDREII

It has long been a matter of serious regret to those who arefond of the beauties
of melody, that so few songs can be found proper to be placed in the hands of
youth. They for the most part treat of a passion, which is of itself sufficiently
apt to prevail over the youthful mind without the aid of music ; and therefore
only tend to stimulate those feelings which it is one of the special duties of in-
struction to restrain within wholesome bounds. Habit has so long prevailed
over good sense in this respect, that it would seem like a received maxim, that
nothing but the subject of LovE were worthy of the lyric poet, or of the musician.
But sound judgment must disclaim this assumption, since the great variety of
naturally pleasing objects, and the whole range of our affections and moral feel-
ings, cannot possess matter less ample nor less applicable to poetry and music
than the hackneyed sentiments pertinent to a single passion. With this view
of the sabject &.EMEN’H and Co. are persuaded, that in bringing forward a
series of Songs of the above description, they shall be forwarding the intentions
of those ladies who are immediately engaged in the education of youth, as well
as gratifying the wishes of parents in whose families the innocent and agreeable
accomplishment of music is cultivated. The patronage which may be bestowed
on the early numbers of this work, can alone determine the extent to which it
may be carried ; but the object being a laudable one, and the talent employed
in its execution being such as they trust will entitle it to public approbation, they
have little doubt of having their intention seconded by so large a body of re-
fiecting people, who must naturally be interested in the design.

The following may serve as a specimen of the nature and style of the Moral Songs.
THE SENSITIVE PLANT.

Beneath a touch as light as air The rudest hand this plant will spare,
This modest plant, this plant receding, And deem it more deserving,

Tonveys a moral to the fair Than all the gaudy flowers that flare,
Well worth their careful heeding ; And seem to court observing s

For O what charm can equal thee, For O what charm can equal thee,

Belov'd of all, sweet Moﬂeaty ! Belov’d of all, sweet Modesty !
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% OF GOODNESS O NEVER DELAY THE HOUR.”

The prayers that are sent by the poor and lowly
Up to the skies for the good and kind,

Are borne upon wings of a plume so holy,
Heav'ns bright gates they are sure to find.

Then of goodness O never delay the hour,

‘When a blessing so great is within your pow’r.

The ray from the eye of distress uplifted,
Bright from the altar of gratitude,

Is sent back from Heav'n so divinely gif
Tenfold their bount({ it yields the good.

Then of charity never delay the hour,

When a blessing so great is within your pow’r.

The voice of the orphan in joy ascending,
Blends with the song of the choirs above,

And sheds on the bountiful soul befriending,
Music whose notes are of heavenly love.

Then of goodness O never delay the hour,

When a blessing so great is within your pow’r.

et

SACRED MUSIC,

PUBLISHED AS ABOVE.

A Select Collection of the most esteemed Sownes, DuErs, and
Trios, in score ; also arranged with a separate Accomnpt. for
the Piano-Forte ; compiled from the works of HANDEL, in 2
) Y Y1

HAYDN?’s Sacred Oratorio of “ THE CREATION,” arranged
from the Score by M. CLEMenTI, for Voices and Piano-F orte}

HAYDN’s COMMANDMENTS, in Ten Canons, for 3, 4,
and 5 Voices, (llegant Edition) ......... .}

BEETHOVEN’s SIX SACRED SONGS, for Voice and Piano-
Forte. The subjects are ¢ Supplication—DBrotherly Love—
Death—God’s- Honor in his Works—The Power of God—
Repentance,” (Elegant Edition) .........cc00vviiennnn.

MAGDALEN HYMNS, bound ....cco0nererenecccaranas .

ASYLUM HYMNS and PSALMS, for 1 and 2 Voices, with
P. F. Accompt. by W. HOoRSLEY .......... }

WATTS's DIVINE SONGS, set to Music in an easy and fa- g_
miliar Style, by Dr. Jackson, for 1, 2, 3, and 4 Voices...

CRAMER’s Two Sacred Songs for Voice and Piano-Forte—,,..
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TO THE EDITOR.

ELEMENTS OF VOCAL SCIENCE.
CHAPTER 1.
ON THE INTELLECTUAL CULTIVATION NECESSARY TO A SINGER,

Mwn is the directing principle in art. To sing with effect, is,
to employ the combined arts of poetry and music in moving the
passiois® and affections of the hearer, through the agency of the
voice. o

As for the actor, all the ground work is laid for the singer by the
poet and the composer; and as in the case of the actor, it is chiefly
necessary that the singer should be able to seize the conceptions of
his author, and demonstrate them by the subtlest and most refined
employment of the technical means his art affords. This implies a
fine sensibility, a knowledge of the theory of the passions, and their
workings—a power of self-excitation, and taste and judgment in the
application of the advantages he enjoys from nature and cultivation.
To raise these faculties to their highest perfection is the capital
object in training the mind of a singer, and to this end I conceive
three grand principles are chiefly to be regarded.

1st. To excite, to warm, to feed, and to cherish the fine apprehen-
sion that enters into the most delicate conceptions, with a sensibility
equally delicate. '

2d. To nurture the bold enthusiasm that dares to give way to
imagination in expression ; and lastly, to cultivate and mature that

* Lorp Karmes, in his Elements of Criticism, says,  an internal motion
or agitation of the mind, when it passes away without desire, is denominated
an emotion ; when desire follows the motion or agitation, it is denominated
a passion.” It is common to use the word passion, as applied to the effects of
the arts. In their direct operation, however, they excite emotion only in the
mind, for it rarely happens that any consequent desire or action occurs. The
drumor trumpet in battle are accessories, not principals; they accord only with
the present temper of soldiers. Music therefore can never be said to be a sole
cause. It serves to awaken dormant feelings, and to re-excite associations of
scenes that are Imed—to call up ideas which have been acquired, and which
bestow the kind and degree of pleasure peculiar to each of these objects. ’

VOL. V. NO. XVIII. L}
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judgment which men call taste, and by which we are taught o un-
derstand the various elements of expression, and to apply them in
the best manner.

There are two ways of arriving at the knowledge of the workings
of the passions, as moved by the arts—the one is by the study of the
principles which govern the mind, and by a critical comparison of
those principles with their illustrations. The other is by making
ourselves acquainted with the fine arts through their effects, without
deeply considering causes. The tendency of the first course is per-
haps to cool the sensibility, while the judgment is chastened and -
made austere ; that of the second, to render the feelings more sensi-
ble, and to gain the knowledge sought, by the aid of experience in-
stead of reason. He who pursues the former plan will understand
by induction and inference, that certain causes will infallibly lead to
certain effects; he who pursues the latter will, by his own mere sen-
sations, ascertain the same fact. The one process forms the critic,

the other the artist.

" The mind is engaged during the same period in the formation and
acquirement of the technical means, and in the application of those
means. These operations have a reciprocating power of improve-
ment, for in the search after the attainment of technical accomplish-
ments, the student frequently gains lights as to the various occasions
when they may be used, which would never have occurred to him
but through such an agency; while on the other hand the endea-
vour te find out how he may best express certain sentiments, not less
frequently directs him to sources of power, purely intellectual, to
which be would never otherwise have been led.

In training the mind of a singer it is never to be forgotten that the
imagination is the reigning faculty. The theory of the passions, as
illustrated in the fine arts, isa beauntiful study, and is in so far neces-
sary as it may give the enquirer a general notion of the laws which
govern the mind, bat it ought by no means to be pursued into its -
minuter details. I should recommend the perusal of such works as
Burke on the Sublime and Beautiful, Lord Kaimes’ Elements of
Criticism, and Alison on Taste, as laying open the springs by which
the intellect works.* But the principal study of a singer should

# < In poetry, in painting, in eloquence, and in all the other fine arts, our
success depends on the skill with which we are able to adapt the efforts of our
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be the productions of the imagination, poetry, plays, and novels,
paintings and scalpture, such works indeed as may render him the
creature of feeling. Cicero’s often-quoted remark si zis me flere,
primam est flendum tibi,* applies strictly toa singer. He must himself
feel in order to make others feel. Much of the whole effect proceeds
from sympathy,t and as thoseauthors produce the most vivid descrip-
tions, who give the most unlimited way to their sensations while
they recall or imagine the scenes they picture, so that actor or singer
awakens the liveliest apprehension in the hearer of the passions he
‘imitates, by indulging his own feelings to their utmost range, In-
deed a rapid power of self-excitation (which is yielding to the mast
sudden impulses of an acute sensibility) is one of the powers most
necessary to both. ‘

A sioger must possess a power of calling up instantaveously the
passion which he purpases to express. He must therefore accustom
himself to give immediate way to his feelings, to restrain them by ne
false delicacies, and to associate as far as possible the sentiments and
the action, tbat the one may excite the other. It is in truth only
from a defect in this power of self-irritation, when a performer rises
in excellence, after having sung one or two songs, although not un-
frequently we derive much pleasure from hearing one thus warmed,
as it were, who would afford us small satisfaction in a first effort. It
has long been a subject of dispute, whether actors do or do not feel
the passion they represent, and various anecdotes have been intro-
duced to prove that an actor has *in the very cunning of the scene”
given some proofs of mental abstraction,} sufficient to fasten upon
bim the charge of substituting art for passion. The fact is that age

genius to the human frame, ‘and it is only on a philosophical analyss of the
mind that a solid foundation can be laid for their farther improvement.”—
oStewart's Philosophy of the Human Mind. Introduction, part 22, sect. 2.

* If you wish me to weep, you yourself must first weep.

+ This is the reasoning of Dr. Adam Smith. See his Theory of Moral
Sentiments. ‘

1 Itis related of Garrick that he once engaged for a bet to make a gen-
tleman shed tears in spite of any effort to avoid it, and allowing him to stand
behind the scenes, a situation which seemed to go far towards diminishing the
effect of the delusion of the place ; GaRrrick only required that his friend
should be attentive. The play was King Lear, and in the scenc where Lear
brought on the dead body ef Cordelia, Garrick saw the tears flowing down
his friend’s cheeks apace, when contriving an occasion to go to the side scene
he said, loud enough for the weeper to hear, I told you how it would be,”
and then returned to his phrenzied performance.

s 2
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tors, from habit, can instantly call up or lay aside the passion as
readily as the means by which it is expressed. To prove this let any
one assume the gestures of any violesit affection, and he will as im-
mediately perceive that his mind is in a degree possessed with the
sentiment his body represents.

The direct operations of our faculty of hearing and of our sympathy
are the primary effects we experience from music, but these effects are
enlarged to an indefinite extent by the power of association, & although
men differ widely in their natural perception of the pleasure of sounds,
perhaps it may be fairly said, that the moment cultivation begins the
original disposition of nature ceases. An untaught hearer receives
satisfaction from the rudest efforts of the art, and so long as the mind
remains in the same state, the ear continues to be gratified with the
same exertions of the same power. Thus we perceive in the lower
classes and in those fixed to one sphere of life, an uniform fondness
for the same tfines, sung or played exactly in the same manner. Their
associations are confined to two : the one arising from the sentiment
of the song itself, and the other from the place and circamstances
under which it is and has been heard.

Upon well educated persons the effects of association are vari-
ous and extensive, so various indeed, that they lay open sources of
pleasure which it is impossible to trace. It should seem that in those
who enjoy opportunities of examining the principles of the art, and
of hearing its perfection from different masters, the original faculty
of nature though not wholly suspended, is at least rendered, compa-
ratively speaking, so diminutive and so weak, that the delight they
take in music appears to be derived entirely from association. It
must then be admitted, that in proportion to the number of acquired
ideas, the means of power and pleasure will be multiplied. AxEnsiDR
has some fine passages illustrative of these effects.

For when the different images of things,

By chance combin’d, have struck the attentive soul
- With deeper impulse, or, connected long,

Have drawn her frequent eye; howe’er distinct

The external scenes, yet oft the ideas gain

From that conjunction an eternal tie,

And sympathy unbroken. Let the mind

Recall one partner of the various league,
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"Immediate, lo! the firm confederates rise,

And each his former station straight resumes :

One movement governs the consenting throng,
And all at once with rosy pleasures shine,

Or all are sadden’d with the glooms of care.

Such is the secret union, when we feel

A song, a flower, a name, at once restore

Those long-connected scenes where first they mov’d
The attention: backward through her mazy walks
Guiding the wanton Fancy to her scope,

To temples, courts, or fields; withall the band
Of painted forms, of passions and designs
Attendant : whence, if pleasing in itself,

The prospect from that sweet accession gains
Redoubled influence o’er the listening mind.

Pleasures of Imagination.

The fine arts are analogous to each other in their means and in
their ends.—They raise emotions by the operation of the senses ;
they must therefore reciprocally assist each other—that is to say,
ideas raised by a poem® or a picture, representing the same scene,

* I would recommend to a singer the following experiment, and I
rely confidently upon the satisfaction of any doubts entertained with respect
to the power of association. Let him sing the air ¢ Softly purling” at the
end of  Rolling in foaming billows,” or ¢ With verdure clad,” two purely
but exquisitely descriptive songs, from Ha¥pN’s Creation. Let him then
read the following passages attentively, and afterwards repeat the song.
I think he will not ge insensible to the increased delight. If he can sub-
mit his performance before and afier the reading to a sensible hearer, he
may be able to examine and compare their mutual feelings and opinions.

Gradual sinks the breeze
Into a perfect calm; that nota breath
Isheard to quiver through the closing woods,
Or rustling turn the many twinkling leaves
Of aspin tall. Th’ uncurling floods, diffus’d
In glassy breadth, seem through delusive lapse
Forgettul of their course. ’Tis silence all,
And pleasing expectation. Herds and flocks
Drop the dry sprig, and mute-imploring, eye
The falling verdure. Hush’d in short suspense,
The plumy people streak their wings with oil,
To throw the lucid moisture trickling off ;
And wait th’ approaching sign to strike, at once,
Into the general choir. gEv’n mountains, vales,
And forests seem impatient to demand
The promis’d sweetness. Man superior walks
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_ will probably be recalled in the mind on hearing a song which turns
upon the same subject and which represents the same images. If

Amid the glad creation, musing praise,

~  And looking lively gratitude: At last,
The clouds consign their treasures to the fields ;
And, softly shaking on the dimpled pool
Prelusive drops, let all their moisture flow,
In large effusion, o’er the freshen’d world.
The stealing shower is scarce to patter heard,
By such as wander through the forest walks,
Beneath th’ umbrageous multitude of leaves.
But who can hold the shade, while Heaven descends
In universal bounty, shedding herbs,
And fruits, and flowers, on Nature’s ample lap ?
Swift fancy fir'd anticipates their growth ;
And, while the milky nutriment tﬁs‘zla,
Beholds the kindling country colour round.

Thus all day long the full-distended clouds
Indulge their e:ﬁ stores, and well-shower’d earth
Is deep-enricg’d with vegetable life ;

Till, in the western sky, the downward Sun

Looks out, eﬂ'ugenf, m amid the flush

Of broken clouds, gay-shifting to his beam.

The rapid radiance instantaneous strikes

Th’ illumin’d mountain, through the forest streams,
Shakes on the floods, and in a yellow mist,

Far smoking o’er th’ interminable plain, '

. In twinkling myriads lights the dewy gems.

Moist, bri;-iv, and green, the landscape laughs around.
Full swell the w. ; their very music wakes,
Mix’din wild concert with the warbling brooks
Increas’d, the distant bleadnfu of the hills,

AW%? holk;)\lv lows ux:sive rom :lbe val.lles,
. Whence blending e sweeten’d zephyr springe.
Meantime, refracted from yon easternpclom?:

* Bestriding Earth, the grand ethereal bow

Shoots up immense ; and every hue unfolds,

In fair proportion running from the red,

To where the violet fades into the sky.

Here, awful Newton, the dissolving clouds

Form, fronting on the Sun, thy showery prism,
And to the sage-instructed eye unfold

The various twine of light, by thee disclos’d

From the white mingling maze. Not so the boy ;
He wondering views the bright enchantment bend,
Delightful, o’er the radiant geldl, and runs

To catch the falling glory ; but amaz’d

Beholds th’ amusive arch before him fly,

Then vanish quite away, Still night succeeds,

A soften’d shade, and saturated earth

Awaits the morning-beam, to give io light,
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the one bestowed pleasure, that pleasure will be renewed by the
other, and although this effect ‘be not perceived direotly, it must be
admitted to act indirectly by remdering our apprehension and our
sensibility more acate. Works of imagination should then be
almost the sole study of a singer. The cool calcalations of reason
should be left to others. Every thing which warms and refiwes

should be sought out. Plays, poetry, and novels, paimting and
sculpture, I repeat, are the fountains to which he must apply;
they exhibit the operations of nature in the state we most wish o
view her; they teach us how to feel rather than to think; they
increase, if they do not generate that acute and enthusiastic sensi-
_ bility which enables us accurately to estimate and to understand by
our own feelings the intentions of the composer and ‘the true scope of
the anthor: we learn the marks and the language of passion 'in aH
their gradations, and by experience and comparison we become able
to embody, in the finest manner, what the musician and the poet
bave cenceived. I venture to recommend novels and: plays, (and
the latter particularly in the representation) because I comsider that
delicacy of tact which is intimately connected with & knowledige
and a just appreciation of fine manners, is to be acquired frem na
other sources so perfectly as from these, For even in elevated iife,
to which thedifficulty of access is often an insuperable barrier, there
are bt too commonly drawbacks which lower the general netien.
Reallysgood novels and plays finely acted present a ‘pesfect beau
ideal,* and I imagine that nothing more conduces to heighten our

Rais’d through ten thousand different plastic tubes,
The balmy treasures of the former day.
Then spring the 1Ning herbs, profusely wild,

O’er all the deep~green earth, beyond the power

Of botanists to number up their tribes :

Whether he steals along the lonely dale,

In silent search ; or through the forest, rank

With what the dull incurious weeds account,

Bursts hisblind way ; or climbs the mountain-rock,

Fir'd by the nodding verdure of its brow :

With such a liberal hand has Nature flung

Their seeds abroad, blown them about in winds,

Innumerous mix’d them with the nursing mouid, .

The moistening current, and prolific rain.  Thompsen's Spréng.

® Ma. Marurin’s novel of  Women” preseats at once a striking uad

exact example. His Madame Dalmatiani is such a pertrait of a musical nrtist
- us few would image to themselves, but having once stuiied the character ws
be has drawn it, every one would admit the possibility, and aduit-also that
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conception of the workings of passion, than an acquaintance with
the effects embodied and demonstrated. What singer, after having
read Romeo and Juliet, and seen Mr. C. KemsrLe and Miss
O’NE1L in these characters, would ever afterwards sing a love-song
without finding the imagination glow with the recollection of the
exquisite passages of SHAKSPEARE, and the exquisite perdonifica-
tion of those gifted actors? For the same reason paintings, prints,
and statues, are to be sought and studied—they strengthen our
natural sensibility by a knowledge of the forms, and of the most
beautiful and perfect forms that passion takes. Is there a singer
who would not more clearly ‘apprehend the sentiment and the ex-
pression of the impassionate songs in HANpEL’s Jeptha, after seeing
the historical pictures of the old masters upon these subjects ? .Nay,
is there a creature so destitute of sensibility as not to be more forcibly
impressed with the expression of such an air as  Farewell ye limpid
springs and floods,” after having pondered the youth, delicacy,
beauty, and resignation displayed in the common print of JEPTHA’S
vow after Oprig’s picture? It is not enough that nature teaches us
to feel—art must also teach us, if we would attain its supremest
' polish, to understand and appreciate and select the sublimest and
the most beautiful forms of thought, when we would work upon the
affections of others in the most powerful manner.

I address myself, be it remembered, to two distinct classes—to the
amateur and the professor. Any confusion with respect to those
parts of my design that appertain to each distinctly might, nay must,
be attended with very serious mischief. It is necessary for the
amateur to take an elevated view of art—indeed to seck distinction ;
but it is indispensable to the professap to render up to it all the
faculties and powers of his life. The one must be regulated by
duties of condition, and by those considerations which every dif-
ference of circumstance that varics the situation of the individual
brings into action—the other needs look only towards that supre-

such is mhermm of the mind and manners of a woman gifted by nature

by art to the highest possible extent. MapaMe CATALANI was
the very creature on which such an experiment might have been made, and
from all that I have seen of her in public and private, judging of what might
have been done by what has been done, I think it would have been made
successfully. By such an education she would have been a Dalmatiani. She
has now almost every thing that character exh:bm, but the intellectual power
which is the growth of learning.
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wiacy of professional superiority which is to be the foundation of
fame and fortune. The one is justly restrained by delicacies, which,
though they form the peculiar attributes and excellence of private,
are by no means essential in public life. Pray let me be understood.
I allude to the conventual laws which private society imposes, not
alone to the virtues and qualities which religion and the moral sense
«demand, and which can never be slighted. Never should I recom- -
mend, either to the amateur or the professor, any, even the least
disregard-of that nice propriety which is the characteristic of a fine
mind and of fine manners. W hat has lately so raised and dignified
‘the character of professional life >—The domestic virtues and per-
sonal qualities of such artists as Mr. KemsrLe and Mg. Youna
and Mrs. SippoNs, MESDAMES CATALANI, CAMPORRSE, and Miss
SteprENns. Yet none ever carried the representation of passion
further upon the stage and in the orchestra. Thus then it is proved
'by examples, that although nourishing and warming and exciting
the imagination with the most brilliant and the most voluptuous and
‘the most forceful stimulants be the surest road to public professional
honour, the excitation is perfectly consistent with that refinement
which is the charm of private character—in point of fact, the one
is probably the highest ornament as well as the highest incentive to
the other. : .
¢ He isnot yet arrived at the age of sentiment” said a lady, speak-
ing of a singer. This remark covers a grent deal of meaning. It is
the cultivation of sentiment that is our object. Nature must have done
‘ber part, but the aptitude so bestowed must be trained by art. It
may seem a (angerous proposition to broach, but I doubt very much,
whether, till the passion of love be felt or at least understood, any
artist will ever have ¢ arrived at the age of sentiment.” The grand
‘question is, can the sentiment be conveyed without the sensation 2
Probably not, and the mental culture I have proposed is pre-
paring the soil with the richest materials for fertilization. But at the
same time be it recollected, thatI aim at endeavouring to inspire the
loftiest and most noble sentiments, as well as the most enthusiastic
images of passion. Experience will I believe bear me out in asserting,
that the one is the best and most faithful guardian (next to religion)
against the other. A high, informed, and polished intellect, will
never become the prey of unworthy passions or persons. A high, -
informed and polished intellect, however ardent the temperament,
VOL. V. NO. XVIII. T
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will never forget that SELF-RESPECT is amongst the best and wisest
foundations on which the superstructure of character is to be erected.
Such a mind will always feel, that without self-respect the respect of
others is not to be obtained, and if it could be obtained, would be
nothing. This reflection will always save from ¢ vanity and vice.”
If then I have spoken of the imagination as the faculty most essen-
tial to high excellence in art, it has always been upon the condition
of its complete subservience to virtue, to morality, and to that pro-
priety, which, under no circumstances, ought to be encroached upon.
I would not have the imagination, particularly the imagination of
professors, chilled by an education erroneously directed. Once con-
firmed in the use of its own powers, every sort of information will be
beneficial —the imagination will assimilate its own food from the
variety with which it is presented, and will draw support from the
increasing strength of kindred faculties, and here as in every thing
else it will be found, that “ KNowLEDBGE 13 PowER.”
TIMOTHEUS.
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TO THE EDITOR.

ON THE PHILQSOPHY OF MUSICAL COMPOSITION.
- No. 6.

Wiaaris Melody 2* is a question I have often hcard asked, but
never resolved with more thanan approach toaccuracy. Nordol now
mean to promise that I shall throw any very strong light upon the
matter, since my intention is only to examine into the facts in scarch
of inferences.

Awmongst others, De. ByrNEY has asked what is melody i+ but it
does not appear to me that he has altogether satisfied the enquiry,
. or indeed advanced our knowledge in any considerable dcgree. Itis,
he says, ¢¢a series of sounds more fixed and generally more length-
ened than those of common speech; arranged with grace and of
proportional lengths, such as the mind can easily measure and the
voiceexpress. These sounds are regulated by a scale consisting of
tones and semitones, but admit a variety of arrangement as un-
bounded as imagination.”f It is very singular that a definiticn

* La Melodia e P Armonia, vocabili, fra lc varie vicende a cui soggiacque
la Musica sempre {famosi, hanno presso i moderni dovuto cangiare significato.
Gli Antichi usavano ’Armonia a denotare la proporzione de’ Suoni, or de’
Canti dispositi in una sola Serie, e la Melodia a significare V’unione dell’
Orazione del Canto e del Ritmo, vale a dire a significare una determinata
Cantilena di Poesia. I Moderni chiamano Melodia cid che gli Aatichi
dicevano Armonia usando poi questa voce a significare I’ ultimo corrente
Contrappunto, ciod a significare ¥ accordo contemporaneo di Cantilene diverse,

TRANSLATION. .

Harmony and melody, words always of distinguished import amidst the
varjous turns music has undergone, have with the Moderns changed significa-
tions. The Antients used harmony to denote the proportions of sounds or of
song disposed in a simple series, and melody to signify the union of elocation,
song, and rhythm, that is to say, a determinate poetical song. The moderns
term melody that which the antients called harmony, using the latter to sig-
nify counterpoint, or the contemporaneous accord of different melodies.—
Storia della Musica.

t+ History of Music, preface, Vol. 1, page 13.

1 When Dr. Bur~NeY made this definition, he had probablyin his recollec-
tion the following passage, from the PAprE MARrTINGS Storia della Musica:

¢ Ma poiché Pudito perfettamente distingue queste varieti della voce, las-
ciando ad esso un tale discernimento, a noi qui bastar deve, che queste voci,
or gravi, or acule possano congiungersi in un ordine ¢ serie, che piaccia all’
orrecchio, per piacere al quale, bisogna che sufficientemente queste voci si

T?
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like this, which seems to contain so much thought, should really
contain so very little—~scarcely one single member of it being true-
Melody is ¢ a series of sounds more fixed and generally more length-
ened than common speech.” That I'deny. I contend that speech
itself is melody in its most original state. Every country has ks
peculiar melody of speech, and when we refer to the Irish or Scotch
accent, we mean the melody which is proper to each nation. Na-
tional accent is not only the method of pronouncing the syllables, but
the inflexions with which these syllables are invested and uttered.
These constitute the melody or tune. To be convinced of this fact,
it is only necessary to sing the inflexions in which a sentence is
spoken, without the syllables, as we sing a tune—la, la, la, la, &c.
The intervals will not be diatonic, chromatic, or enharmonic, but
they will give a melody, and a melody characteristic of the nation
or individual from whom it is derived. Perhaps it may be said, this_

fermino nel loro grado, altrimenti accade una confusione, che toglie ogni
piacere del' Canto. Fa in oltre mesticre a generare tal compiacenza, che le
voci si dispongano in una tal serie, che nei gradi per cui esse passano, sieno le
medesime tra loro, come suol dirsi, concordi. Vale a dire sieno como-
damente ricevuti dall’ orecchio, mentre per prova costante sappiamo, che
molte serie di voci nel loro variare d’acutezza e gravitd gli sono talvolta di
sommo incomodo, e cosi tra loro discordi in luogo di piacere gli recano dispia-
cimento. Queste tali serie grate all’ orecchio possono comporsi per suc-
cessione di gradi prossimi, e di gradi distanti. Nel primo modo disposte si
chiamano scale, mentre ne immitano la successione dei gradi; nell altro modo
si chiamano Melodié, non che ancor la scala mentovata non sia compresa tra
le Melodié ma perché questa ne forma da se una spezie determinata’e ris-
tretta laddove, fuori d’ essa, le altre sono arbitrarie ed innumerabili.”

. ~ TRANSLATION.

¢ But although the hearing perfectly distinguishes these varieties of sounds,
leaving to it this discernment, it is sufficient for us that these sounds, whether
grave or acute, may be joined in an order or series that pleases the ear, to
satisfy whigh it is necessary that they do not surpass their degrees, otherwise
confusion results, which destrog: all the pleasure of song. In order to pro-
,duce such pleasure, the sounds must be disposed in such a series that the
degrees by which they proceed agree with each other, or in other words, are
concordant.—That is to say, they must be easily received by the ear, since we
know by constant proofs that many series of sounds, in their varieties of acute-
ness and gravity, are often very unpleasant to the ear, and thus by their dis-
cordance produce uneasiness instead of plegsure. Such series as are grateful
to the ear may be composed of successive close degrees, or of distant degrees.
When disposed in the first manuer they are called scales, because they imitate
a succession of steps; when iu the second mode they are termed melodies,
not that the scale may not be comprised with ather melodies, but the former
are formed of a determinate and limited species, while the latter are arbitrary
and innumerable.” ‘ )
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is not melody in a musical sense. If we admit the contradiction,
we must consent to the introduction then of a new genus, neither
diatonic, chromatic, nor enharmonic, which I have no authority to
do. Is it not the truth, that the ear, though artificially trained to
musical intervals, does really by nature admit the division of a tone
into intervals infinitessimally small and almost inappreciable? I am
inclined to think it is. How then it may be asked does it happen,
that the ear is dissatisfied with certain inflexions which we hear either
in common discourse or in any of the branches of elocution 7 I reply
that these very differences establish my position. They show that
the ear naturally admits an indefinite variety, and that the objection
merely arises from the dissimilar associations and habits of the
speakers. Mn=s. Sippons, for instance, never made a false cadence
according to my apprehension—Mge. Kean seldom makes a true
one. It was some time before I was reconciled to Jorn KensLEe's
modulations, if such minute changes as speech employs are to be
allowed such a term, The inference I should draw then is, that as
almost every ear has undergone a partial cultivation at least, that is,
a partial introduction to the knowledge ofthe diatonic and chromatic
scales, for that reason inflexions that conform most nearly to those
intervals are the most generally pleasing, and the most commonly
adopted and acknowledged, but that such acknowledgment implies
no more than a departure from the state in whlch our perceptions
are left by nature herself.

The Doctor further says of the sounds composing melody, that
they are ¢ arranged with grace and of proportional lengths, such as
the mind can easily measure and thevoice express.” Almost all
these positions are false. It is necessary to a beautiful or agrecable
melody, that the sounds should be arranged with grace, but not to
melody simply in itself, because a succession of sounds, whether
arranged with grace or not, is equally melody. If by proportional
lengths,” the Doctor means rhythmical periods, phrases constructed
according to any regular or ideal proportions, he is again in error.
Recitative presents an instance of melody which, in its performance,
admits of no set proportions—no regular returns of accent—but
merely of emphasis placed according to the caprice or the judgment
of the singer.—Nor is it necessary that the voice should be able to
¢ express the sounds,” in order to constitute melody. No voice can
sing (or express) a piano forte concerto, yet not one single passage
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can be prodnced whieh is not melody. ¢ Such as the mind can
easily measnre” appears to me fo be, “true no meaping.” “These
sounds are regnlated by a scale, consisting of tones and semitones.”
If what I have advanced concerning the melody of speech be true,
this.position is false, and I do not see how we can escape from the
justice of my remarks except by denying the inflexions of speech all
connexion with melody, according to the musical acceptation of the
tam. Such a disallowaace wonld be to cut speech off from the use
of thegeners. So much for Da. BurNey’s definition.

RousseAv defines melody— Succession de sons tellement or-

" donués selon les loix de rhythme et de la modulation gu’elle forme
un sens agreable A Poreille.”*

Aguimt this definition I digsent, because it makes ¢ the laws of
thythm” inherent propesties in melody. Rhbythm, says Dr. CaLL-
coTT, 4 ia the disposition of melody pr harmony in respect of time or
measnre,” and the anthorities all agnee to such an interpretation of
the word rhythm. Beocitative then, as it is performed at least, over-
turps the definition, for in singing recitative, emphasis alone is em-
ployed, and the very breach of the measure frequently contributes
to make the melady more ¢ agrecable to the epr.”

Dr. Crorcu cangiders melody .to be ““a succession of single
notes,”t and D& Mowuieny “a mnsical discourse.” Neither of
these definitions seem to me sufficiently exaci to be satisfactory.—
My own (should I be tempted by the progress of our enquiry to
venture one) I shall reserve for the last place in this essay. In the
mean time let us.examine a little further into facts and authorities.

¢« A succession of single sounds,” because such a succession may
he the same sound repeated, will not probably he allowed to consti-
tutemelody.} ‘That even asingle sound, or the samesound repeated

® A snccession of sounds sodisposed, acoerding tothe laws of rhythm and
of modulation, that they excite the ear agreeably.”

+ Perhaps after PApre MArTiNi, who in his Storia della Musica, says—
“Ya loro combinazione in una serie di Suoni successivi constituisce la
Melodia.” The ocombinatien, (of intersals) in a series of successive sovnds,
constitutesmelody. Dz La Bonpz calls melody ¢ un agreable succession de
sons simples,” an agreeable succession of common sounds.

M d:’blainville in his Histoire Generale Critique et Philologique de la
Musique, Paris, 1767, agrees in this principle. ¢ La Meledie,” he says “ est
la partie simple de laMusique, est formee des intervalles de plusieurs sons qui
se succedent ;” and Grassineau also bears out the opinion, who defines melody
¢o be # the agreeable effect of differemt sounds ranged and disposed in suc-
cession.”
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and arranged either rythmically or not, tray be veﬁy expressive, I
shall procéed to show ; but I doubt exceedingly ‘whether they ean
be called melody.

If we hear, dtring the silence and obscurity of night, either when
travelling on a heath, or when awake in bed, or sitting in solitude,
the deep but musical sound of a bell ¢ither at slow or freqzent inter-
vals—if duaring a walk amiidst raral scenes, in meadows or woods,
upon hills or in valés embellished with pleasing objects, we hear
the bell of a village church, or even the tinkling of a sheep bell-s
how dre we to denominate this repetition of a single sound? If we -
refer to the affection of the mind which it produces, in the one in-
stance it produces awe, in the other it raises soft and tender plea-
sure. In the last éase it is a sound, an expressive sound indeed,
but nothing more—nothing entitled to the name of melody. If I be
right Dr. Citotcn’s definition is inexact.

The Desd March in Saul begins with the same soand five times
repeated—nothing can be more solemn. The song “In sweetest har-
mony,” ode of the finest and putest examples of expression to be
found, begins with the same sound six times repested. Can any
thing be mote affecting? Theése are both instances of deep
pathos produced by single sound. Bat in both, the harmony soon
comes in to aid the effect, and to niake it to a certain degree
“polyodic.”* In the nodle recitative, Thus saiththe Lordto Cyrus,the
words ¢ I am the Lord, thereis none else” are setto a single sound, the
first member of the proposition being delivered upon four successive
Gs, the second four As. These passages are finely declaratory. I could
maultiply similar instances through various shades of sentiment and
passion, up to the most remote from those with which I set out—viz.
to stach & pawsage of single notes as there are upon “ Numero quin-

* ¢In a more extensive sense, melody implies not only the progression of
one single but also that general result of the various parts in harmony
which pmtr:t:; the effect of melody by the proper distribation of their sounds.
Prinz seems to have been the first who distinguished between the monodic
style, in which the melody is confined to one single part, and the polyodic
style, in which the theme and its dependent subjects are dixtribmagonmong
the & parts of the cemposition. These two epithets, Pring appears to
bave taken from Kircaer ; and this profound and original view of melody has
been very ably developed by NicaeLmaN, of Berlin, who clearly proves that
those pleces which are produced by the monodic desigh of the coemposer are far
inferior to the polyodic arrangement of the same ideas. In this last class we
may place the motetts of PALESTRINA, the chorusses of HANDEL, and the sym-
phonies of HaxpN.”—Callcott’s Grammar, page 85.
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dici,” at the end of RossiNt’s « Allidea di quel metallo,” or as those
in the accompaniment to his ¢ Per piacer alla Signora.” Indeed the
music of the [talian comic opera exhibits myriads of examples.
GucLieLmt and CiMAROsA, as well as Rossini, abound with
them.

Still, however, I question whether any of these passages are entitled
to the name of melody. And I should ground my theory pnnctpally -
on the fact that the same sound in succession is too monotonous to be
long agreeable. That the ear requires variety is deducible from
speech itself. Monotonous is almost always used in the sense of dis-
approbation. Singers are accustomed . practically to relieve the
tedium of a repeated note by an appoggiatura or a turn, as is uni-
versally done in recitative. For these reasons, not even a short
strain, consisting of the same sound, can be melodious. I consider,
then, more than a single sound in succession to be essential to melody.
I bave, it is true, in all the instances I have yet brought, adduced °
examples connected with words, and consequently with definite
ideas. If we take passages of repeated single sounds—such as are to
be found in HAyp~’s symphonies for instance—weshall perceive they

"are agreeable principally as they tend to rouse expectation. They

arc made interesting, as it were, by the anticipation of what they
announce. In themselves, as melody, they are nothing. The
simple question then to be solved is, whether melody can be
made of one single sound, and it appears to me that it cannot.—
Etymology sometimes helps us out of a difficulty of this kind. The
Greek word usaog is translated carmen modulatum—modulated song ;
which word modulated, 1 apprehend, implies variety of inflexion, and
if so, setsall doubt at rest.

Let us now proceed to consider the effect of more than one interval.

As the least removed from a single sound, I shall instance the chro-
matic opening of the symphony to the recitative, < For behold dark-
ness shall cover the earth,” in HANDEL'S Messiah. This passage is
constructed chiefly upon two sounds. If it cannot be said to be
absolutely pleasing, it rouses and prepares and interests the mind,
which anticipates in these sounds a something of moment to come.
Here, however, the effect of rhythm is palpable.

The symphony to Moore’s glee, ©“ O Ledy fair,” always strikes
upon the general ear as very pleasing and expressive—yet it consists
principally of two sounds, for a considerable duration. It imitates
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the plashing fall of rain-dreps. Itiis pleasing before we know what
it is designed to représent—it is more pleasing after the exact idea is
affixed ahd communicated by the sounds. In this music it is to be
ebeerved shere is little, if any, of the effect of nccent and rhythun.

There are many ether examples of two close intervals, intended
#ot only o prodace melody, butte express sentiments, and even
physical objects. I shall cite twd mére, from anthors as opposite as
expressivo—viz. HANDEY and Rossins. In the song ¢ Resign thy
chub,” ia the Hereules of the former, there is a passage of two intervals
in equal notes upon each syllable of the words, ¢ The spindle and the
distaff wield,” to represent the twirling motion of the spindle; while
in the duet ¢ Ebben per mia memoria,”® in ¢ La Gazxa ladra,” of the
latter composer, upon the words *“ mi cadano le lagrime,” &c. two
sounds are employed to give the idea of tcars falling, of sobbing, and
of grief generally, which it does, I think, with adequate expression.
I beg it may be observed that in all these instances I strip the air or
upper part of its accompaniments, which increase the effects. We
are now considering melody, but as a single part is rare ta be met
with, I venture to take examples as I find them, and separate them
from the accompanying harmonies.

If two conjunct tones or semi-tones then are found to constitute
melody, it will probably be thoaght that two moré distant inter-
vals are still more melodious, as appéars to me to be the case.
I may cite the opening. symphony of 8Tonace’s glee « Five times by
the taper's kight,” as egntaining several specimens of different notes,
and this I shell think sufficient for the establishment of the doctrine,
that a pamage {0 constitute metedy must consist of more than a suc-
cémion.of tlie same sound, al{bough such a repetition may be well
adapted to the purpese of expression. .

By the aid of rhythm two sounds may be so much varied that by
their use alene very agreeabls meledies hay without deubt be con-
strected. Taken by themselves the single notes will hardly be ad-
mitted to constitute melody. .

I have thus donsidered melody in jis rudiments, but the subject in
its advancement presents se much for investigation, that here I must
stop for the present, contenting myself with the deduction of a defini-

* From this same duet an instance that a single nete is not melody might be
tdken, See the passge “ a mio nome deh consegno,” which is a chamit, not
8 l!“’o

YOL. V. NO. XVIII. U
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tion, which I think myself entitled to make from what has pre.
ceded. 'We have seen that the inflexions of the voice in speaking,
thoughr susceptible of both emphasis and accent, are yet reducible to
no fixed measure or proportions. When language is metrically
arranged it becomes poetry, and so when melody is submitted to
measure, as in airs, it becomes, as it were, the poetry of music. I
am therefore disposed to adopt the following definition of melody as
including speech and recitative as well as air.

“ Melody is a succession of sounds, consisting of more than one
note or interval, admitling occasional accent.” . M.

Rostfcwr, Ireland, JM- 6"3, 18230

" TO THE EDITOR.

Dear Sir,

AL‘mouau I must confess myself to be but an indifferent artist in
drawing from the life, Ishall attempt to delineate, for the amusement
of your scientific readers, a few outlines of two opposite characters
which have long been under my view, and whose dispositions being
now completely developed, may afford some hints to those who wish
to be informed of the distinction between a pedant and a true lover of
music,—a distinction the more essential to be observed in mixed
parties of amateurs and other musical persons, as upon the knowledge
of a man’s disposition and pursuits in music, depends the degree of
credit and satisfaction which his opinions upon certain' compositions,
performances, or performers, are likely to obtain amongst those who
hear them pronounced.

ALLoN1US is a complete, perfect, and most bigotted pedant, in the
truest sense of the word, accustomed from his youth to hear the
- compositions of JoumeLLl, Leo, PergcoLrsr, NEGR1, CALDARA,
TaLris, GiBBoNs, ALDRICH, and numerous other writers of the
old church school, which operated to fix in his mind the firm con-
viction of their superiority over all other subsequent composers,
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whether for the church, the chamber, or the theatre ; and being morc-
over encouraged by his father (who to say the truth was more liberal)
to talk of and to listen if possible to no other style. ArLoNius
having finished his studies at college, commenced amatear, with the
firm determination of lording it over all petty modernized critics, and
talks of nothing but ALDRIDGE in gamut, RoGERs in ditto, Leo,’
Feo, canons, fugues, scores, &c. &c. while his wondering auditors,
little versed in such mystic names, throw around-the significant
glance of approbation, and really believe him the most profound
judge of music they ever heard of. It is curious to observe how .
well nature has in some instances fitted the divers parts of a person’s
disposition and character to each other, so as to form one harmonious
whole. AvLrox1vus is not only a pedant in music, but in every thing
else. Proud, dogmatical, self opinionated, tyrannical, full of du-
plicity, meanness, and injustice ; could it be expected that such a
man, if he turned his attention to music, should be otherwise than a .
most bigotted and determined pedant. He considers CoreLLI’s
music to be superior to that of any other writer for instruments, an-
cient or modern. HAyYDN’s symphonies he says ¢ are very brilliant
showy things in théir way,” but as to the flat 9th; and such abominable
discords, (which frequently occur in Haypw) they are shocking,
dreadful to his ears. The overture to ZAuBERFLOTE, he tells all
those who are ignorant or foolish enough to believe bim, is not a
“ legitimate fugue,” although be willingly condescends to admit it
is one of the best of the noisy overtures he has heard. Unfortunately
for those who are placed within the sphere of his influence, ALLONIUS
learnt to scrape the violin some 14 years since, and really considers
himself little, if at all inferior, to FRANCO1s CrAMER, Whom he af-
fects to take as a model. This by the way is the only sensible thing
Iever knew him capable of. He endeavours to practise hard, but I
never saw any good result from it. However, when he does visit the
auricular senses of a few select auditors by one-of his musical parties,
there is one regular standing dish, like turtle -before an alderman,
Corerri, Corerri, CorerLy, till the very name  palls on the
sense.””  Occasionally the remove is one of HANDEL's , in which
as leader he shines with most ¢ humid lustre,” or perchance there is
a side dish of BoccHERINT.
66— Il fated Wight”

¢ He dics a cruel death.”
v 2
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As Auronius will bear no contradiction in the usual rontine of
miscellaneous conversation, so also he permits not any one to. differ
from him in musical taste. If an amateur, or évem 3 prafessnr in
company happens to have and to maintain an opinioa of'; ;b onrn,
contrary to the Correlli-tonian Qoctrine, which this Prince. bt podnu
endeavours tp establish, he shows the portion of good sense ud geod
breeding which he possesses, by twixling on bis heel, and with elevated
eye-brow and up-turned nose, tells plainly his thorough contempt of
such palisy judgment. He classes nearly all the modern composers
since Havpx and Moz ART together, and can distinguish no differeace
between Vox Enweu and Beetaovex, CLemenri and KraLLuaRK,
Bisuor and StvENson. He says he would undertake to write
such music as.theirs by the ton weight for the publishers, and like the
gentlemen of the fancy, will back himself to perform the undertaking

against time, a given quantlty in 8 certnin number of daya! That
peor unfortunale musician, Mr. Branan’s ability, ofien encounters
the lash. of this potent finggellater’s most merciless severity. KHis.
apostacy from the style and taste of the revered druidical forefathers
in musiq, bis daring and conseguent success in forming a style of his
own to please the pablic, and his absurd attempts in singing oratorios,
are crimes of the blackest dye ; but lest this dreadful news should
meet Mr. B.’s ear, and the horror of it canse (as well it might) his
speedy disselntion, I would whisper that gentleman in the feelings of
humanity, that possibly this dread sileace might be averted, by his se-
lemnly promising from henceforward never to sing any thing move
modernthan the madrigals of Wy LBYEorMoRrLEY,and when he com-
poses, to be careful that the adagio of CoreLL1’s5th concerte is takea
as a patéern for all his draniatic pieces, no matter whether overtures,

songs, duets, sestelts, &c. Theattainments of ALLox1Us in the sci-
ence abont which he talks so much are exactly these ; he absolutely
doas know.: consecutive 5ths when he sees them, and can say whether
a compesition is good or not, provided you furnish him beforehand
with the anthox’s name, and the century in which he lived. His mode
of paddling with his fingers upoa the piano-forte, which he calls
¢ playing from.score,” is more entertaining than instructive. Calliag
to mind HANDEL’s quiet mode-of performance oa the organ, (you
recollect what Quin, the actor, said about the foes) ALLow1Us of
course imitates him as far as he can, but I cannot give a better de-
scription of his manner when singing and accompanying himseif,
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than by saping that bis < teut emeembic” would furnish Fares, of
Pincadilly, with materials for 3 mest excellent caricasare.

My oaaly friend, Hozo=rus, is a totally epposite character to the
one I bave beem dosoribieg. Witheut having the geod fortmng te
recoive a libersl edugation, sach as was bestawed wpoa Asvovius,
and heing led to the study of mnaic both by circumetances and im-
clination, HoNoR1Us has hecome a true laver of the science; and
haathe candeur to sllow merit, no matter of what age or country, ita
due distinction and reward. Me constantly eadeavours to improse-
by the conversation of athers and the results of experience. Hoxo~
RIOUS peroeives no renson why music is the only one of the liboral
soiences that i to be kept stationavy, while all the rest, wad even the
usefu] arls, are making such giant strides towards a perfection un-
equalied in the annals of human history. He admires CorErLr’s
compositions as the very fisst in their peculiar line, and cheerfully
grants that musician the title of « Father of all Instrumental Com-
positions ;” but he sees with equal impartislity the faulls of this
celobimated writer—bis comstant mannerism, wheveby may be de-
teoted, by an acute ebecxver, any of his works from those of other
writers, prior or anterior to his day, the frequent, almost tiresome
passege ia ¢ rosalia,” that are to be found in every one of his cen-
certost the dullness of his adagio movements, unless touched by some
saperior hand ; the formality of his ¢loses, and numereus other de-
feots, which the purblind ArLronzus refuses to acknowledge; alt
these come under the observation of a liberal and enlightened mind,
and render the remarks of so just a critic as Horonius valasble and

. ugeful, becaunse they are the result of knowledge and liberality, My
friend bas studied gomposition long, and with increasing srdour, and
is mat. ashamed to be exalted by the sublime chorusses of HanbpEL,
melted by the tenderness of Masart, or stimulated to a refreshing
cheerfulpess by the allegros of Havpy. He delights in the old
masters, because he knows them to be excellent in fine harmony,
good modulation, and other qualities rare in these days; but he re-
members likewise, that they have their faults; that the same argu-
ment that is bronght against modern vecal composers, namely,
% that to please the taste of the people they write light and agvesable
pieces,” applies with mote than equal force to the older writers, for
what did they but please the taste of their people by writing madri-
gals, fal Ia’s, and canzenets, which were then considered airy, bril-
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liant, and chantant, in comparison to the more solemn church ser-
vices and motetts. The lightness of those days has, by the nataral
progress of cultivated society, become the heaviness of our own
times, for who shall set bounds to the improvement of mankind, or
arrest the career of genius, fancy, and knowledge? It is admitted,
I believe, even by the exclusive admirers of the « old school,” that
Ahe composers, who are the ¢ gods of their idolatry,” exhibited a
manifest deficiency in that quality, which common sense points out
to be the proper aim and intention of vocal music ¢ expression.”
Occasional glimpses are perceived even inPALESTRINA,STRADELLA,
Brow, GiBBonNs, and others, which Da. Bur~EeY has noticed, but
Howor1us maintains that the geatle, the ¢ impassioned oratory,” is
not found to pervade their writings in any thing like the due pro-
portion offered by the words they set to music. - He illustrates this
by one or two striking examples: Dr: ALperich's Te Deum in -G,
a service oflen performed in all our cathedrals, is filled with very
pure and sound harmony, and is thus far an honour to theé talented
dignitary of the church who wrote -it; but HoNnorius asks, is there
one single bar of it that in any degree can be said to heighten the
effect of the words? Do not the choir sing in precisely the same
strain of quiet rythms and timid modelation—¢ To thee all angels .
cry aloud”— We believe that thou shalt come to be our judge’—
and ¢ Thou sittest at the right hand of God in the glory of the
Father?” Almost all the musicians connected with cathedrals are
in the habit of considering this as one of the most classical services,
but those who possess any competent juadgment must be aware, that
it is lamentably deficient in the four great requisites for devotional -
music—energy, pathos, accent, and expression. Place against this
service Dr. Bovoe’s Verse Service in A; Nares in C; HaLrs
and Hines, or indeed any other that is written by a modern com-
poser of acknowledged merit, and then observes Honor1us, mark
the difference.* In these may be discerned varied modulation ;

* What can be more truly beautiful than the forceful expression in many
parts of the following anthems : ¢ O Lord thou hast searched me out,” Cnorr. .
% God is our hope and strength,” Grernx.. ¢ By the waters of Babylon,”
and ¢ O where shall wisdom be found,” Boyce. = Where among the writers
in ancient times, shall we find any. thing equal to the delicious movement ¢ If
Eforget thee” in By the waters,” or the animated yet learned chorus ¢ The
fear of the Lord” in ¢ O where shall wisdom be found



LETTER FROM F. W. H. 157

fugue and contrivance for the scientific ; melody, animation, and ele-
gance for the lovers of a more simple style, and yet sufficient gravity
to assist in the sublime and devotional purposes for which they are
composed. Honor1us takesdelight in the symphonies of MozarrT,
Havypn,and BEeTHOVEN ; he can also feel gratified with the excel~
lent dramatic music of CiManrosA, PAER, WiNTER, Rossini, and
others, ¢ for why,” says he,  should our taste be directed merely
to one style of writing, or why shall we refuse to be pleased because
those who aim to give pleasure do not exactly follow our doctrines,
or practice in our peculiar department?* Because we admire a con-
certo of CoRRELLI or GEMINIANI, is it any reason why we with-
hold our admiration to the ¢ Zauberflote” or ¢ Anacreon,” which
particular specimens probably contain the greatest contrasts of style.
The two first are mere trios, with accompaniments ; the two latter
pieces on the contrary, combining all that is characteristic, all that is
effective, in
" ¢ Breathing flutes and viols strung.” o

HonNoRri1us frequently visits the ¢ British Gallery” with me for the
sole purpose of looking again and again at the ¢ Cartoons,” a beau-
tiful bead of ¢ The Man of Sorrows,” by Guipo, and the delicious
landscapes of Cuvyep, these are his “ studios.” But I have known
him when I have pointed out to his notice any meritorious piece in
another style than that to which he is se much attached—turn aside,
and . with genuine warmth bestow his hearly praises on the artist,
either for the happy choice of his subject, the beauty of colouring,
the exquisite finish, or the striking effects of his picture.

Thus it is with these two opposite dispositions. ArLLoN1Us all pe-
dantry, dogmatism, and insufferable pride—Ho~or10us all candour,
liberality, snd diffidence; this generally enlightened mind truly enti-

* Hume, in one of his Essays, has some judicious and excellent observations,
which although they relate to literary subjects yet may by analogy be brought
to bear upon the present one. He says, * One person is more pleased with
the sublime, another with the tender, a third with raillery. One has a strong
sensibility to blemishes, and is extremely studious of correctness. Another has
a more lively feeling of beauties, and pardons twenty absurdities and defects
for one elevated or pathetic stroke. The ear of this man is entirely turned to-
wards conciseness and energy. That man is delighted with a copious, rich,
and harmonious expression. Simplicity is affected by one, ornament by ano-
ther. Comedy, Tragedy, Satire, Ode have each its partisans, who prefer that
species of writing to all others. It is plainly an error in the critic to confine
his approbation to one species or style of writing and to condemn all others.”
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tlos ‘him ¢o the appellation of “a real Lover of Music.” If any
therofore wish to be earollod amongst the number of these ¢ eloct
few” he must sce the necessity of being unprejadiced, modest, intel-
Jigent, liberal both in peouniary and other matters, ardént in the
" pursuit of knowletige, anxious to gain experience from others who
bave made scientific pursnits Sheir study, and above all that he be
unmremitting ia his attention to the feelings of artists, and caroful to
CVOld the title of an anstere, disagroeble, conceited man.
. Dear Sir, your's-truly,
F. W. H,

TO THE EDITOR. '
Sm,

Tlll world still expresses its surprize and doubts at the relttnons of
the antients concerning the power of music over thehuman passions.
But what shall we say to a grave historian who lived and published
not more than eighty years ago, pledging his veracity to such state
ments s those I now send you, and calling upon other credible
authorities to avouch their truth? I need not, I hope, assure you,
that Iam not among the number of the believers ; but I transmit them
merely for their monstrous and improbable, but amusing absurdity,
and on account of the still more extraordinary credulity of the nar-
rator of thesefictions. They are faitbfully translated from ¢ Historie
de Musique,” par M. Bourdelot, in four volumes, published at tha
Hagué and at Frankfort, in 1748. '

I am, Sir, yours, &c. L

Lxperience persuades us that music extends its power over every
thing that breltlln I have already shewn the foice of itsascendancy -
ovet the passions, and I shall now proceed to the relation of facts
which prove that all animals are sensible to the charms of harmony,
since they often expose their liberty, and even life, to the charms of
a fine voice and the sweelness of instruments, and not only surrende
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themselves to the pleasure of hearing, but are even disciplined by
the power of music.

In the provinces of Berry and Charolois a labourer cannot plough
with his oxen unless some one sings at their head to animats them to
their toil, a custom in use in all ages. In battle, horses are easily
roused by the sound of trumpets and drums, and in the chase when
they hear the horn.  Being in Holland in 1688, I went to view the
house and grounds of Lord Portlund. I was surprized tosee a beau-
tiful gallery in his great stable. I at first thought it was for the
grooms to sleep in; but the ostler told me it was to give concerts to
the horses once a weck to divert them, and that they appeared very

sensible to the music. There were in these stables sets of horses worth .

fram seven to eight thousand crowns each.

Natuaralists say that the hind is so ravished by the sound of a fine

voice, that she will lie down in order to hear with more attention ;
and that these animals are so enchanted by music as frequently to

be taken without resistance. I know that this circumstance occurs’

with birds, since two of my particular friends told me that the first
gentleman of the late Duke of Guise took them one day to walk at
Mesnil-Montant, and that when seated on a bench in the park, this
geatleman took from his pocket a species of pipe, on which he
played rustic airs, like those of shepherds; in less than a quarter of
an hour my friends assured me that there came a quantity of birds,
who placed themselves on their arms, which they stretched forth on
purpose to receive them. The birds suffered themmelves to be
caught by the hand without alarm; and these two persons declared
to me that in two hours time they could have taken all the birds in
the park.

Nothing is more common than to see nightingales in the breeding
time assemble in a wood, where they listen to the sound of instru-
ments or of a voice, to which they reply with their warblings se
violeatly, that I have often seen them fall down in a swoon at the feet
of a female who had what is termed the voice of a nightingale, to
express the flexibility of & beautiful voice. I bave often diverted

_ myself with her in this way, ina wood at her country seat.

Daring the mornings of the month of May, persons ofteh frequent
the Tuilleries with lutes, guitars, and other instruments, to take this
diversion ; the nightingales and limets perch upon the handles of the
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lostromens to hear bctter, which proves that birds are more lllmbld
to the charms of music than to their liberty.

Monsteun Dg ——, a captain in the regiment of Navarre, was
imprisoned six months in the Bastile for having spoken too freely

‘of M. De Louvor1s, he begged the governor to be allowed to have

his lute, to soften the rigours of his prison. He was much serprised
at the end of fourdays to see the mioe leave their holes, and the
spiders descend from their webs whilst he played, and form a circle
aronnd him, aad listen with great attention, which surprized him so
much that he semained unmoveable, and ceasing to play, the insects
and animals retired to their habitations. He did not play again for
twodays, having some difficulty in recovering from his astonishment,
besides hav<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>