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’

ON THE PRESENT STATE OF VOCAL ART IN
ENGLAND.

TO THE EDITOR.

Sir,

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

~-Now, Sir, what constitutes good singing? Aye, there’s the
rub. What constitutes perfyction in poetry, painting, or soulp- -
ture? Truth and nature,say those philosophers who endeavour
to reduce every thing-to the nfost concentrated forms.  Painting
and sculpture are certainly to be referred to nature, with a certain
allowance for imaginary beauty, and for choice of subject and ar-
rangement of the details, of which the artist is to avail himself.
Good poetry submits less easily to the trammels of a definition, and
it is almost as difficult to describe what good singing really is. .
For if the art has for its object only the simple notion—to move the .
affections—nevertheless the means are so various that our terms.
must shift with the manner. A sacred air, a bravura, and a ballad
for instance, comprehend an infinite variety of powers and of their
application. Again, as the art is now extended, it embraces the -
language of passion belonging to more than one country: and
hence, Sir, it appears to me has arisen much- of the confusion whieh.
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has been (as I esteem it) so fatal to perfection. But of that by
- and bye. If “the best adaptation of sound to sense’’ describes the
properties of good composition to words, the same definition will
go a long way towards conveying an idea of whatis demanded of
the singer; he is called upon and expeeted to give the best pos-
sible expression to words by means of fixed sounds, and by the
manner in which he executes them. This includes all styles.
There are, | am fully aware, vast difficulties thrown in the way by
the greater or less maturity of judgment, or pregnancy of imagina-
tion in the hearer. Every man will interpret according to his
feelings, and his feelings will depend not only upon his natural
temperament, but still more perhaps upon his education and ac-
quirements, upon the quantity of music he has heard, the variety
of singers, and the attention he has given to the subject. All
these modify the judgment incalculably, But still there are
broad and general laws which all men will admit, and which they
will interpret alike, and to these I must make appeal.

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

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

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

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

B2



4 PRESENT STATE OF VOCAL ART IN ENGLAND..

stitutes in a great degree what the old masters understood by’
portamento di voce, by the deportment of the voice ;- by that iden-
tical bearing that was heard and felt throughout.. I therefore
maintain, Sir, that this equable beauty, this uniformity of design

and execution, technically speaking, is.the very first principle of .

good singing.

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

The next point I should submit is, the regulmon or rather the
modification of those transitions which are necessary to the ex-
pression of the livelier and stronger passions. If asin that short
code of instruction to the actors, which has been universally re-
ceived as perfect in its kind, ¢ in the very torrent, tempest, ard
whirlwind of your passion you must beget a temperance that may
give it smoothness”’—if this law applies to speech, how much
more strongly does it apply to singing, which is modulated decla-
mation. I know of scarcely a single passage which is not, as I

may say, sufficiently prepared to preclude all necessity of violent ~

and disgusting bursts, which certainly have no place in vocal art.

Here too the grand postulate, that vocal tones should never be

harsh, rough, or extravagant—that the pussion be the passion of
music—should be borne in mind. '

And now, Sir, what am I to say concerning florid or figurate pas-
sages, as constituting a part of the musical language of expression ?
‘What after theliving, practical comments a Catalani,aBraham,and
aRossini have exhibited toan admiring world2 Why, Sir, simply
the truth, the whole truth, and nothing but the truth—which is,
that the notion has been carried infinitely too far by the composer
and the singer—that they have led each other on from extravagance
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toextravagance, likeboysand tumblers, daring each new competitor-
to new feats, the last more extraordinary than the former. I am
not, Sir, a thorough-bred downright bigotted old-school man—I-
can admit that ornamental passages may be beautiful—I ean admire
facility of execation—nay, I can even go o far as to allow that
certain figurate parts do actually exalt the expression of pecnliar
sentiments ; but I dissent .altogether from the notion .and the
practice of substituting a2 musical phraseology which: is entirely
and wholly florid, for the flow of simple melody. Such a2 manner of
composing is just as bad as a style crammed with images; .and if it '
stands in need of further demonstration, I have only to point out
that, to break a mass into & number of little frivolous and trifling
perts, is to destroy its grendeur. Now this is exactly what such
a compoeer a8 Roesini does in the majority of instances.®* * And to

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

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

It was by a lucky chance, we may suppose him to have said to himself, that
Velluti discovered he had a taste of his own ; but who will say that in the
pext theatre for which I compose, I may not find some other singer who, with
as great a flexibility of voice, and an equal rage for ornaments, may so spoil my
music, as not only to render it contemptible to myself, but tiresome to the
public? The danger to which my poor music is exposed, is still more immi.
nent, when I reflect upon the great number of different schools for song that
exist in Italy. The theatres are filled with performers who have learned music
from some poor provincial professor. This mode of singing violin concertos
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bring these illustrations howe to mry originmal purpose, it induces
the singer to comsider thut be must rack his imagination, and strain
bis veiee to make ulterations and additions, without whi¢h he must
pass for a oreature devoid of fancy. Therefore he sets himself to-
work, and out-Roseini’s Rossini at the expence of time, true tone,
tuste, and execution. Att is ruined by the very force of art. :

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

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

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

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

for them but what they can execute. My mind is made up: I will
not leave them rooth for a single appogiatura. These ornaments, method
of charming every ear, shall form an intesral part of my song, and shall be all
written down 1n my score.” Stendthulls Life of Rossint.
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songy apiece (except in orchestras for saered music) during the
whole period they have been before the town. And they would,
I suspect, gven hesitate to enlarge their range, lest they should in-

jure that pure style of performance which recommends them so

strongly to their patrons of the Ancient Concert, and ta all really
fine judges. But thia voluntary limitation necessarily excludes
them not only from keeping pace with the progress of art, but de-
prives them of their due share of public estimation. How little
are Mr. Knyvett or Mr. Vaughan considered beyond the pale of a
certain society? Yet they are unquestionably the purest and
moet finished singers in this country. It has been ofien stated in
your Review, Sir,.that the manner of singing the music now called
ancient, Handel especially, is traditional. This observation is
quite true, and these are the preservers of the trsdition in this
our age. Beyond this, it is not at all unfair te pronounce, that
the practice does not extend if the knowledge exists, for even Miss
Stephens’s chaste manner always wants dignity and often the true-
judgment which is shewn in the minuter details of performance. .

Herethen, 8ir, it must be allowed we have models of a pure
unmixed style, limited indeed in its extent, but perfect in its kind,
so far as it does extend.

The Italian Opera is the next source. of our pleasures, and.
perhape I may add of our corruptions. Not that I mean to say
the opera ought to be a means of lowering or injuring-the taste of
singers. The veryreverse. The opera exhibits to thase who are
acquainted with the vernacular expression of Italians, and with
their style of singing, (which has a much ¢Joser connection with
manners than is generally imagined,) a beautiful and complete
whole. They are certainly highly exalted in vocal art. But.
they keep their state; they neither mix German, nor French, nor
English manner with their own style, but they fix it upon settled
principles, and they keep those principles incontaminated. When
we hear such a singer as Garcia we acknowledge the force of
this truth. He is as florid as any zinger that can be produced.
Perbaps he can outgo every other in thia respect. 8till we
always perceive the equable voicing; we rarely, if ever, hear
any disagveeable sound ; even in the height of passion his transi-
tions and his bursts are tenipered with the recollection of thia
requisite, this sine gué nos of fine performance; and his figurative
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passages certainly are impassionate, because he never sings a bar
without strong accentuation, and without that earnestness, (all
external circumstances conforming) that suits alike the mere lis-
teper whoee ignorance leaves him unconscious of the import of
the words, and the instructed musician or critical amateur. I
have heard Garcia many times and often, but I never remember
to have been disgusted with a single passage or a single note,
loud and overwhelming as he sometimes is, and much as he occa-
sionally forces his tone. One sees in the very method of opening
his mouth the principle preserved—one hears it in the tempered

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

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

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

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

* style, if we cansuppose that supremesuccess is more sought in one
department than in another. Butby effect, as I here apply it, and
as I believe it is generally employed in relation to the ‘ajms of
dramatic music, is to be understood, that active excitement of the
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mihd which Wa: étpéctto enjoy floni dramatic representation—ar
exéiténieht tifore active thdi fioin ahy othier species of amusement.
Thiere will theti sebm hothin}y uhhattiral in the fact, that this is to
be wronght Hibré by the mere agenty of foice and of surprize, than
We ate atéudldinéd to in Othiet exhibitivits of musical abifity.
Phése, in trath; are the qualities most denranded. 1 athi quite
#588y to admit this fuct; 1A extenwation of what ¥ shall hereafter
ddvinte, g ' :

Mi. Bidlum loig Has Beén and stifl i¥ thquéstionably thié .
brightedt examplé of the dtdrhatié idi¥ier England postessés. #
tedtenibiet him, well femiember Kitr, whén hé first appedred in
Stordce’s opéra of Makmoud; at Drury-1aR€. His voics was then'
beiiatifirl, he simg without effdre, dnd sacH wad B fadility that Ke
éould éxetute any thirig and evefy thing. Let those' who doubt,
Yook to the arié @abilita, « Let Gloty’s clarion k8 ptodlaim,”
éonfpobed foF Nk ih fhat piece: Nér was hity expyédsion less
delighvflil. He had indeed defects; slight defedfs, whicll weré theé
Fidinhewes 6f thodé rhonstrous faults which now déForh B siviging,
did WHRI Havé grown withh Kiv age, But we muéh quéstiol whe-
filet ariy et ever Bluzed frth upon the musical' World' with
M déhomstrations of thatired poweérs af such an age. What
Na¥ béen the' combequence? After B réturn’ from Ttaly he Be-
dime universully popular. He surg Both at the Ffaliad' and'
English theatres, it si¢red perférirancés; and public and private
éoncerts; and 4f clubs and public dfnners!: And' Kére, Sir, wé may
trace (bl eivitbes of that gradiid¥ déterioration; which has riot only
dovrupted Bi¥ oWy dtyld, but thit of &Y age’ dnd’ a ratioh ;- for i¥
éannot be denied thiit- Braliti liss Bdeft the sifiger’ g drcelesice
of sur getderation’ Acoromists Kavé irisisted upor the rhirutest’
division of lubdir a¥ ¢urryimg perfectiofl' itl- 11' the arty to’ ita’
Highest pitch. M. Brallam’s course Bas been directly the re.
versé—he Ha usiirped «lF the b¥anches'df the proféision. What
litis Been the result? Wit mihst be the inevitable' resiilt? Why'
wihiit but a confusion of phificiples; that' Hab léf¥ nthing pure and’
ipdfutediorbthing ob it should® bel 8ir, thére is' nothing so’
diflcultdy'to keep odi owii stiite in' tHe-miidst Jf perpétual’ change’
a¥itl’ exiitetfietitt A miiri who'thes rifis from plaes’td’ plate, and
utidertakes for'a’ rewiird'to silfisfy s11'sbrts of appetites and tastes,’
iiust nevtisarily’ combire ull sorts of styles; for he us frequently,:
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perhaps more frequently, lends himself to the ignorant as to the
instructed. He must become profuse of his powers, and he will as
inevitably do that which will attract tBe greatestshare of applause,
without at all considering the means. Thus he is led, insensibly
to himself indeed, from one abuse to another, till his original
.brightness is lost. His case is like that of certain casuists, who,
regardless of truth and falsehood, take that side of the argumnent
indifferently on which they can display most ingenuity, until they
actually lose all clear notions of truth and falsehood—of right
and wrong. I have known more than one such man, and Mr.
Braham has tried the same experiments in vocal art with nearly
the same results. Hence we have those overbroke tones—those
absolutely dissonant noises—those bursts—those breaks and sud-
den terminations of notes—those endless roulades and volatas in
all places and upon all occasions. Hence those efforts, which in
the distortions by which they are attended, afford the visible
marks of force. Hence all those anomalies, which the decay of
powers once so splendid now presents. Still it will be said there
is no man who can even in his decay equal Braham in occasional
dramatic effects. I grant it—I grant it willingly. But this affords
no reason for the monstrous abuses of style t¢ which he has heen
gradually seduced by the powers I have described. Ifhe has still
the remnant of a giant’s strength, let him use it for the benefit not
for the destruction of his countrymen and his art.

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

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

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

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

c?2 ’

-
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under the strongest pogsible lights. Execution vertainly does

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

singer is ill contept with, any thing ghiost of such sn pffect, apd
hepce we hagve  Rode’s Air,’  Ceass, Hour Mg’,” « My
logging is am the cold ground;” and ¢ Lq Biongina fn gandoletia,”

- frittesgd into pagsages of all sorts. The unjon of sepsp and spupd, .

the end of vacal art, is quite fargotien—senpe ig atrocipyaly mys-
dered and pyt out of the way, to afford yoom for pexe gurgling.

Sir, I like executiop—I am delighted with Mrs. Salmon’s heaytifyl .
facility, but let me hear it in its plage, 95 a subordippte: pyrt of
the art, not as a principal, mych less as t/g principal end of pet-

formance. Besides which it insinugtes itself every where. J pot
long since heard this yery lady sing * Rgigics greatly,” in the
Messiah, like ¢ Cease your, fugning,” scarcely a bag of the time

kept—the rhythm all destroyed—gll mannex of chauges made—one..

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

music, and where was the dignity of the:inspired words2. . These.

‘were what § expected to hear and {9, be made to feel. . Alas LI dig
neither the one nor the other. The canductor.and lm, obsequious

band administered to these vagaries, gnd scrambled in and qut, ag

well as they could, to dp them justice, with a tact thateurprized me.

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

be very fing ip ita way, (which, by the bye, I am yot quite s

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

Catalani s practiclly acknowledged, thig tryth ; for when she

sings the apeping of The Messiak, she adgpts, as nearly. as possible,
(to the evgrlasting honour of her judgment), the quhsh tradi-
tional style 9f9erfomance. What says Mr. Greatorex, perhaps
the man who is the vgry best acq,qpmtg& with l@l_a,udpl of agy
existing Eoghishman 2. ill he allaw; Miss Travig {0 break her
time, alter, bex. pasvages, and changs, ane. vawel foy angther, at,
random ? ] suspect not. :

What, then fallows 2. Why, $ix, t.hat ve lwa afdmitted a
mopgrsl hyhred manner, half Italian, half ngthingarian, to, pass
upon the, public. for English singipg and . English, taste, or if, you
plewse. for Italign manper mﬂ. for,good tagte. W haye virtually
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(o yirigualy { pught ragher to say) admitted that bawling, snd,
DoiBiRE: 494 awsgling, ava 1l pasts, and the most important party
of vocal arty to, the bapishment of semse, truth, and legitimate - ~
mawmm pit and, the galleries. will awnore the .
vilest speciwans (wica o thrics, this we are taknew is the wvea
m&sv@ﬂm&ww%ﬁh%mﬂm OMNN Mulm .
haw meycilpmly woek then pupished.. . :
MWMMWMWthMmuN
PHify.in her pannar of sny vosalist hefore the. tawa, 1tis Bpr.
glish sipging: _ She wap indeed ariginally, teyght solmisation by
Lanzs in mslts.lm method, and it ig hut justice to hep early
mpster taadmity that there iane ong whe.gives swch conslamt proofa
of exeellant. rudismental igstrpction i the formation of* the voice...
In common faitness ahe must he exempted, from the slmont uain -
versal charge of a mixture of styles. Prayobserve, Sir, thig ig
the poipt Lom labonsing: ¥ am not dissyuming the attributes
and quplities, of singem—=if 1 warg, .1 shoyld admit that o}t enx.
digtingwished perfoxmars, are extragrdinerily gifted. ¥ wpeal.of
the sate.of Yool qri—af the-application, of pomers and; acqiise-.
memiy, o7 demopstinting the prigsiphes. of sciemne, Mies Traxie
afforda a.similps example: of yppollpted mageay, Mis Pater is
a parepn of singulas talent, Bhe appesrs to have an intellectusd, -
vigour ¥yt may, lend to great resmits, if she ba not worm owt imy:
the prages. . The. formation. of bes: veice: has not, beea condurted
in the best manner, but she exhibits. more. of mind thep,any other..
fopalg singer.  Her presest manmar-in dramapic. Miss Tnee hos:
alsg the §ng expromivense that proreeds from sirong pensepiionn .
and § fagile adapiation. of techuicak mepns, -
The. style: of; hasg singing is nat leas; injred than the. -nprnm
and tenor, though by difiesent. meens.  Mr. Bartleman, the sole
object of imitatian, was 8. singer of wacommanly fine: polish and-
of ypparaligled, effct., Rpt the princigle upon, which he simed
akap qqualization of tAnA uReY, $11.comhinatinnn of vamals.and.
conspnayis alikg,  canpot,, it;is gleas beaustained, In bimeolfit,
wag 9, dpfect—in his.imitasors, iy ia intelarable. The attemph. te:
lighten, the, heayiness. aitending the, velupe.and. depdly of areal:
base vaice, alsa mjlitates againakits.dignity.. Haydn and Calleots
spiignpd. (9, thip.part graseful apd, elpgant, but still, only, fowing:
paeagps. of, melody, - They improved the tap. mechapical manner
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of Handel in writing for this vofce. The modern Ytalian com-
posers, Rossini especially, has made the base part even more
florid than their predecessors did the tenor. These facts will
~account for the loss of the true buse style—for the absence of

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

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

When 1 understood that.a national academy was. formmg, I
confess I was delighted at the prospect;. but, Sir, what hasbeen my
disappoiniment to perceive the same manifest fundamental errors,
which I bave pointed out as destroying all our public sources ofin-
struction, pervade the plans of this ipstitution. . Foreigners are the
teachers (professars, I beg pardon) of vocal art in this academy,
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with the exewption indeed of one great faine, Mr. Hawes, fof I wilt
take upon tue to sey that Sir G Bmart’s s & aéte Nominis Wibrs ;
the worthy hwiglit never having given ohe sitfgle desson withia the
wills of theacademy simce its doors weére dpeiidll fur thid receptioh
of pupild; and for sught I know to the contrary Mt. Hives hifi
eelf (who, as Dr. Kitehiner suys of Mr. Bellamy, sitigy couriter-
tenor, tenor, and base, dhd dll equnlly well) tiay staltd in THE séme
predicament. 1 tavm, Sir, to the book of the perforinéd 6f e
first concert of the pupile; 1 find the greate? part 6f e selection
Ttalivn, dnd the ouly desigiied pupil to be one of Mudutne Neég:
meudin. Is this the way %o found o school of nutiotint art 7 Sit
I dmt 1t ewvicws of forelgv aptivts woy thelf repetafiod, but
I mak edrulous of distiaction and of the lowews of niy cowvry.
1€ we have hoseme of our-owh digmitya—of the chyifis that st litd
iipon ofigimlity; we iwy be imiators, dnd. pomibly folepsily stes
sestful imitators, bwt ‘we mevey shal bt artie in thd trifest and
best sense of thé word. Ry secking fo bé distinetwe can sloné
find dissinetion. This iv 2ot @ pisfy but-a truth, & phikosophicel
trath, drd oite 6f which our UpEPRi;OWF 6oneerts, Sid dut Eebt otas
torios (grand perforamuntes as they dre ow catledy ge the ams
plest’ pmofd, thougle the role i drawn frew the mmy-—-the
conidtl is by invérsionlucws o sovi lueonds.

. How then, 8ir, sre Wd 16 s6¢ abeut’ ammaa I¢ i8 pers
Bape toe ol to etpdct dlat the eriom of our present huce of
singors, wow nisde Mvetarate by habit, should be: safidely edrt
reeted, though 1 doubt net but d litt]b wholesore chastisement
from the public weuld: do semething towsvds' briging Back thet
trandering senses: Bad; Biv, there is o new generation contis
fuelly rising'wp  Itie «ponﬁeoe I hiope to werk as welll i upon
teneiers, snd ntost of all upon the public mind: We must fivse
Begin by eomeivicing the gemeral undérstwading—riext, Sir, we
must opeviitd thirough eur institutions. Fidesd the moment we
shake the former we influence the Mtter, foy ehey aét reflectively
wpel cueh: other, Unifortusutely the higher' classsy irf thie gioss
never rewdy or tedd su- little ds selldomy to vemture Beybnd the
newspupet of the dey-~urit he veancri ir sbvicui-with angierited
affivience, contection, badinedus, Pleasutes, angmetit' in propbition.
But, thank Meaven,: litertituré dand reflection find’ conduits avid
ohiswxiels: to vuling powers through cerversatior; snd" uporn suel’
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minds impressions (short and vivid though they be) are soon and
easily made. Bysome such means I trust these opinions will make
their way upwards, while to the mass of reflecting musicians, pro-
fessors as well as amateurs, they are sure to find access through
your pages. Here then, Sir, I quit the subject, for I have said
enough to set all those who are really interested in our national
music¢ and national character, a thinking.
I am, Sir, your’s,
AN ENGLISHMAN.

CATHEDRAL SERVICE.

> . TO THE EDITOR.

Sir,

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

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

.gladly see entirely removed by an abler hand. -

There occur in your work, now and then, passages which shew:
your admiration for Cathedral Service. I most cordially agree
with you ; for it seems to methat without it (and yet ¢ Godtempers
the wind to the shorn lambd,”’) the world would be hardly worth
living in. He who possesses a love for this sublime branch of
music should be thankful if his lot be cast in England, for although
the art may be more sedulously cultivated in Italy and Germany,
yet it is in England only that a feast at all comparable with that

VOL. VI. NO. XXI. D
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afforded by our cathedrals can be freely enjoyed every day in the
year. On the Continent the organ is little used, except on Sundays
and festivals, but in many of our cities noble voices,accompanied by
the best organs in Europe,* sing daily some of the grandest of com-
positions. It is the remark of theVenerable Bede, that ““no science
but music may cnter the doors of the church,” and happily a great
proportion of our church composers appear to have been not
unmindful of the loftiness of their privilege.

Perhape the noblest portion of Cathedral music is that which is
technically called ¢“the Service,” consisting, in the morning, of the
Te Deum and Jubilate,t and in the evening, either of the Magnifi-
cat and Nunc dimittis, or the Cantate Domino and Deus misereatur.
It has occurred to me that it would be desirable to ascertain, if
possible, what number of compositions of this class may be in
existence, and owing to the urbanity which would seem to mark
the members of our cathedrals and collegiate churches, I have
obtained from the greater part of these establishments an account
of their treasures in this way. You will probably agreé¢ with nfe
in thinking that the publication of my lists will be neither unin-
teresting nor useless. Utility has indeed already resuited from
the collection ; it has, even while in MS. enabled several choire
to ascertain where some imperfect services in their possession
might be completed, and where other services which they were
desirous to obtain might be found ; butthe oppertunity of effecting
mutual interchanges will become much more extensively known
through the medium of the Quarterly Musical Review.

I will net detain the readers of your Jouraal with a regular
proof of the antiquity of Cathedral Music; I refer them to the
learwed Mr. Bedford,* who has shewn the great conformity

¢ Dr. Burney avers that the organs on the Contittent ate inferior to ours in
every thihg dut size,

+ The old masters frequently set the Benodichus (instead of the Jubilate)
with the 7¢ Deum, but the Wwords are somewhat prosaic, and have been
rarely adapted by the moderns. : :

® In his ¢ Temple Music.” As this book §s net very commen, I wil quote &

rtion of one paragraph, which points out some very striking resemblances.
¢They had their instrumental, as well as vocal music—so have we; their
singers stoed in the desks, with the boys directly under them, all clothed in
white linen—go it is with us; they had their preceator, to begin their tunes
and psalms—so have we; they had singers who were Levites, or might be of
anothet tribexswe have also some which are ordained, and others of a lay




CATHEDRAL SERVIQE. 19

between the ancient Jewish mode of performing divine service,
and that followed in our cathedrals, which have thus happily
gathered up the fragmenis of antiquity, thet nothing might be lost.
There is not a single passage in the Noew Testament from which
we can infer any alteration of the mode describedin the Old ; it was
not typical of any thing aow fulfilled, but rather of the employment
of the saints in heaven, who are said by 8t. John®* to “sing the
song of Moses,” whichsong, we may here infer, sha]l be continued
until the consummation of al] things. It has oftep gtruck me that
St. Jerome furnishes a strong testimony of the great antiquity of
chanting the respenses, whan he likens the Amen of the Christians
of his time to a thunder clap ; had it bean spoken, the sibilance
which always attends the ¢ollogyial utterance of 3 mixed assem-
bly would have rendered thjs the last image thet could have
occurred to him. Compare, 8ir, the spimating and sublime
effect of the responses when chapted with the Japguid and per-
fupctory magaer in which they are commenly read, and then spy
which reminds you most of the fervency of the primjtive Christians
- Dr. Burney states, in hjs Toyr in Italy, that oyr old chants and
versicles were yot new cempositions at the time of the Reforma-
tion, but only adjusted to English words, their melody being very
nearly the same as that which is heard ip all the continental
churches. It bas been often notedthat the concurrent obseryance
of Sunday by Chyristians scattered in countries remote from each
other, furnishes matter for pleasing reflection ; will our pleasyre
be dimipished by remembering sn approximation (syrely o harm-
less ope) in manner also? Chanting, moreoyer, allows such of
the congregation as cannot sing, time to make theiy reaponses
devoutly, and with revergnce; but the yastness and peculiar con-
struction of our cathedrals woyld he sufficient aglone to justify this
mode, for a voice of moderate strength, when elevated ps chanting
requires, will rench a peipt quite inaccessible t0 & mpgh more
powerfu] one, if reading be adapted. One may gemark, without
renouncing a particle of respect for our clergy, that good reading
is very rare among them. It was one of Bishop Berkeloy’s que-
ries,t a century ago, ¢ Whether half the learning gnd study of

apam't{‘;du they snswered each other i singing, or sang bé turps, so do we;
if they bad various ways of sjnging, so have we.” &c. &c, C. W.p 90.
* Rev.c.xv, v. 3. + No. 208.
D 2
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these kingdoms is not useless, for want of a proper delivery and
pronunciation being taught in our schools and colleges# This
question might be repeated now ; little has been done since the
Bishop proposed it to remedy the evil,* and thus the present
state of things furnishes another reason for adhering to the ancient
mode of chanting, susceptible as it is of the graces of accent, em-
phasis, and pause, and yet happily under restrictions that prevent -
all attempts at fine reading and rhetorical show. But it seems to
me, that were our clergy admirable readers without exception,
yet there would be singular propriety in reserving for the public
service a peculiar, and, as it were, sacred style of addressing the
Almighty, Whenever I have heard the prayers read, after the -
performance of a sublime Te Deum and Jubilate, the familiarity
of the mode has had a disastrous effect on my devotion ; but when
they are chanted there is a glorious consonance throughout ; it is
clear that we are addressing a being not like ourselves; we seem
to be partakers in that * universal shout,” which our great poet
poiuts out as characteristic of the worship of the heavenly host.t+ -

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

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

# I know of nothing, except the judiclous establishment of prizes at some
in the University of Cambridge, for the best reader in chapel.
+ Par. Lost,bookx. © -
4 A cathedral is the parish church of a diocese ; its first and second bell do
" mot summon indiscriminately all the inhabitants of this great parish, but such of
them only as possess a relish for its peculiar service.
§ Haoker, Milton, George Herbert, and Johnson, may be mentioned.



CATHBDRAL SERVICE. £l

cathedrels that have served (and in the statutes* of most of them
this' is pointed out as one important, and of their institution,) to
preserve among the clergyt some attention to the cultivation of
music, “one of the fairest and most glorious gifts of God, and-
nearly allied to divinity.”’$ It may be asked, then, whether, upon
the principle of general utility, it be advisable to withdraw one of
the strongest of those incitements to the pursait of this scieace that
yet exist among the clerical body? The parish churchto which
a minor canon eventually succeeds, must derive advantage from-
having an incumbent capable of regulating and improving its
psalmody, which he will commonly find to stand in sufficient
need of his assistance. .
Think me not querulous, Sir, if I adopt for a moment = vitupe-
rative strain—I do it “ more in sorrow than in anger”’—but let.
me hope, that poiiiting out in your Journal a few not commendahle
innovations that have been mdde in the service, which is the sub-
ject of this letter, may be usefal. In one or two cathedrals the
practice of reading has been sufféered to creep in; nothing can be
more chilling; there is & beautiful onencss in the ancient mode;
preserving a conformity ef character from the first sentence to the
last; the transitions are delicate,.and nsade sccumdem artem—but
the innovation to which 1 am adverting puts an end to all this, and
gives a motley aspect to that which would else delight us, by the
perfect coherence of all its parts.4 This practiceis attended with

# In perfect agreement with these statutes is a passage in the Declaration of
Qaeen Eubeth—“ In collegiate churches there hath been provision appointed
for the maintenance of men and children to use singing in the church, by means
whereof the laudable sorvice of music may be had in estimation and preserved
in knowledge.

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

{ Martin Luther. . . ’

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

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

Doctor Clarke, whom I have already quoted, recommends a

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

+ A guestion having been raised abeut the validity of some of these statutes
since the Refarmation, their autharity was fully confirmed by a special Act of
Pasliament in the sixth year of the reign of Queen Ange.
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custom which exists 8t Armagh, of pernitting the boys, upon their
voices breaking, to attend the choir on Sundays, &c. by which
means they retain the knowledge formerly acquired, and if their
voices turh out well they are elected stipendiaries; thus there i
a supply within the choir itself of individuals amply qualified for
its duties. A similar practice obtains at Exeter, where these
young men are called secondaries, and it will go far to account
for the constant excellence of that choir.

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

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

Cathedral service, for the reformed Church of Englaad, was
first set to music, in one single part, by John Marbeck, and pub-
lished in 15503 it may be seen in the third volume of Sir John
Hawkins’s History of Music, and is the foundation of that which
was set in four parts by several composers, and printed by John
Day in the year 1560, and again in 1565. The glorious arrange-
meat by Tallis followed, which still delights us; this also is
founded on Marbeck, and preﬁxed to Dr. Boyce’s collection. In
1641, Barnard, one of the minor canons of 8t. Paul’s, published a
collection of services and authems. Such was the suocess with
which, during the great rebellion, cathedral music had been de-
stroyed, that Dr. Boyce could find but one copy of it in the
kingdom, namely at Hereford. Another collection appeared s
few years after Barnard’s, by Thomas Tomkins, and this may still

* Particalarly from Dr. Burney, Mr. Charles Avison, and the Rev. R.
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‘be occasionally met with. In 166} Edward Low published « Di-
rections for the performance of Cathedral Music,” founded on
‘Marbeck and Tallis; this work includes a burial service by
Robert Parsons, a Feni Creator by an unknown author, and a
Te Deum, &e. by Dr. Child.* In 1664, Clifford printed the
words of services and anthems sung in cathedral and collegiate
choirs ; the music to these words was aftérwards published by
Dr. Wilson, professor of music to the university of Oxford.
The next collection of words was published in 1712, with the
approbation of the Sub-Dean of the Chapel Royal: others, under
a similar sanction, in 1736, by Carleton; in 1749, by Pordage; in
1769, by Bayly; and in 1795, by Pearce. Proposals for a new
one were issued about three years ago by Mr. Spofforth, the
organist of Lichfield Cathedral, but this has not yet appeared.
The words of the anthems sung at York, Durham, and Lincoln,
were published at York, by Ellway, in 1736, with a view of the
three churches prefixed ; and many other cathedrals have furnished
similar accounts of what is usually done by their respective choirs.

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

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

# T have been assured, by a very learned and well-known mﬁ% , that
we are indebted to the zeal and research of Dr. Child, a native of Bristol, for
. the preservation of much of the ancient cathedral .music which lias come down

to us. : .
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tleman’s, which was lately purchased by the present Dean of
Christ Church. Perhaps some of your correspondents may be
able to state where that of the late Mr. Gostling, of Canterbury,
is deposited; he is said in the preface to the second edition of
Boyce,* to have left behind him the most curious and valuable
collection in the kingdom. That of Dr. Pepusch, which had
cost several thousand pounds, was I believe dispersed after his
death.

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

but a lucrative one also. ,
It will be unnecessary to enumerate the contents of Boyce and

Arnold.
1 am, Sir, your’s, with respect,
X. A P

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

-~

VOL. V1. NO. XXI. B



8

CANTERBURY. :
M. and E. Amudr,in G E. Priesty in F
M. and E. Brailsford M. and E. Porter, in D
M. and E. Bishop, in D M. and E. ,in B
M. Boyce,in A (Verse)  M.and E. Rogeu, in B minor
M. n, in M. aond E. ae——,in F
M. and E. Child, in A minor E. » in A minor
M. -~ inC M. and E. Raylton, inG
M.asd B, —— in F M.aad B, +—eu in A
M. and E. inG E. ———,inE
M. and E. Croyghton, in E M. and E. Richardson, in C
M. Cook, in A M. and E. Surgerson, in Bb
M. Croft, in A E. Smith, in C
M. Corfe, in Bb E. Stephens, in Eb
M. and E. Ebdon, in C M. Skeats, in D (Full)
M, and E. Hum;;h;;yes, nG M. ,in D (Verse)
M. and E. Hens dge, in D M.and E. —~,inC .
E. Hayes, in Eb - E. ———, in A (Sequel to
E. Kelway,in B minor Boyce)
M. and E. King, in D E. T‘demy, inA
M. and E. Kentin C M. and E. Tucker, in
M. and E. Kempton, Bb M. and E. Wise, in D minor
M. and E. Nares, inC Boyce’s Collection
E. Portman Amold’a Collection.
YORK.
M. and E. Attwood, in F M. and E. Elway, in D
g: Boyce, ;n AV) E. E)lway, in C (Magnifi-
n
Jubilate, Croft, inD M. Goodson, in C
M. and E. Child,in F Te Deum, Hayes, in C
E. , in F (Magnifi- M. Latrobe, in D
cat, &c.) M. King, in B minor
M. and E. Camidge, (M.)in F M. and E. Kent,in C
M. and E. Camidge, (Dr.) in A M. Marsh, in D
M. and E. Corfe, in B M. ' Nues, inC
M. and E. Clarke, in F M.and E. —,in C
M. and E. yin F M.and E, Nalson, inG
FEJ. ,in AA M E. Purcell, in GDmiaor
2 o in A minor, . — in rand
) o ,in E M. and'E. Porter, in D ¢ )
E. —— in Eb M. and E. ,inBb
E. yin D M. and E. Rogers inG
M. and E. Dupuis, in Eb E. Tudway, in A
M. and E. yinD E. Wise, in Eb
M, and E. yin F Boyce’s Collection
M. —,inC A.rnold’s Collection.
BANGOR.
M. Boyce, in A (Verse) E. Pratt,in E
‘ E. Cooke (Mr.R.)inC M. and E. Pring, in F (Full)
E. Hayes, in Eb M. ,in F (Verse)
E. King, in A E. Rogers,in G
M. and E. , in C E. Travers,in F

M-ME.'_'—" iﬂF

CATHEDRAL SBRVICE.

Boyee’s Collection
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BRISTOL.

M. and E. Aldrich, in A

M. and E. Jackson, , in Eb

M. and E. Batten, in D minor M. and E. yin F
M E. Bishop, in D Lﬂ::E. Kent, in C ,
. . e, Jn A . E.—— inD
M. Doy o in A (Verse) M. aod E. King, in F
M. , in . M,and E. ,in C
M. and E. Calah, in C M. and E. ——, in Bb
M. Carter, in C M. and E. Kelway, in B minor
M. and E. Child, in F E. Langdon, in A (Sequel to
M. and E. Clarke, in F Boyce
M. and E. Combes, in E M. and E. Langdon, in A (Chanting
M. Deaa, in C Service)
M. and E. Dupuis, in Eb M. and E. Patrick, in G minor
M. and E. Ebdos, in C M. sod E. Priest, in F
E. Fossell, in A * E. Richardson, in C
E. Gibson, in A . E. Rogers, in A minor
M. Goodson, in C M. Stevenson, in C
M. Halj end Hine,in Eb - ..  F. ,i;xzb
yes, in Eb E. Smith, in B
M. Hudson, in Eb M Walk‘ey, inA-
M. aad E. Jackeon, in C Beyce’s Collection.
CHESTER. '
M. and E. Black, in Bb . K. ‘Hayes,"ia Bb
M. Boyce, in A M., apd E. King, inC
M. and E. Child, in G M. and E. ,in F
E.—— inF " M. and E. Kent,inC
M. and E. Camidge, in C M. Nares, i C
E. Clark {Jere.) in C M. Purcell, in C
Clarke’s (Dr.) Score M. , in C
Madg: Ebdon,lng : Ec.d‘l‘ way, in A
. — in Boyce's lection
M. Goodson, in C
. CHICHESTER.
M. and E. in E M. Hayes, in D
E. Arnold, in B M. King, in D
M. Boyce, in A (Verse) M.and E. Kent,in C
. v—ver, I8 C E. Kelway, in A
E. Bishop, in D ————j in B migor
M. and E. Batten, in D minor M. Marsh, in D
M. Child, in A E. Nares,in C
MadE — inG ‘ E. Rogers, in A
‘M. Crofty jn A M. Shenton, in G
“. “.‘ Eo ly h E Eo —e—ty ‘n c
M. and E. Corfe, in B E. ~ve——yin A
M. aod E. Ebdon,in C Boyce’s Collection
Fussell, in A Arold's Collection
E. Hayes, in Eb
[To bo completed in our saxt.]
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COUNTERPOINT OF THE ANCIENTS.

TO THE EDITOR.

Sir,

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

. * See Lady Morgan’s « Italy,” vol, 3, pages 106-7.
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on the continent, a-Greek M8, of high antiquity, which willshortly
. be translated and published, by the indefatigable librarian, who.
discovered it, (amid u heap of sappgsed rubbish and papers) from
which much is expected. Therefore, as it appears the question: .
may be usefally revived, I shall proceed briefly to.notice the num-.
ber of learned men who havé not thought it beneath their wisdom
to discuss, and even -to.enter upon long .and bitter controversies

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

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

* Gaffurius Franchinus flourished in the fifteenth century ; his writings
were the first that came from the press, efter the invention of printing.
+ Zarlino, an eminent musician, flourished about 1570. .
1 Doni, a Florentine nobleman, flourished in the sixteenth century. .
§ L. Vossius, the learned grammarian. .
I Z. Tevo, an ingenious writer on music, author of Il Musico
Testore,” 1706.
1 Member of the Academie Francais; he drew up his opinion, and
presented it to the Academy of Inscriptions and Belles Lettres, in 1716.
## A musical writer, author of the celebrated Dodechachordon.
++ A Spaniard, born blind, author of a Treatise, 1577.
1t Cavalier Hercules Bottrigari, of Bologna, author of ¢ Il Trimerone
Fundamentale.” .
§§ A musical author, flourished in the 16th century. ¢ Arte del Con-
punto,” 1598. -
| A Spaniard ; wrote a treatise, ¢ El Melopeo y Maestro Tractado de
Musica Theoricay Practica,” 1613.
€9 The famous John Kepler, flourished 1600.
s#% A learned French writer, flourished 1610,
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Thus it will be seen tllu mach time and ability hea been ex.
hausted om the subject, without any cloar or satisfactory result.
Would any of these scientific persous have credited the statoment
Iam about to make-—namely, that counterpoint wes kuown to the
Remans in the time of that musical monster, Neroe?. Yet that
such iés the fact 1 have discovered, (and s0 might any schanl-boy,)
from one of their most celebrated historians, Suetoniue, who in his
“Lives of the Twelve Cesars,” has the following passage, which
of course I presume to be correctly translated, in the Life of
Nero, page400.

¢ ‘Towards the later end of his miga he had publicly vowed, if
he held the empire safe and secure, in commemoration of his
victory to greee his plays with Aydraulics, or water musie, and
choraulics, or chorusses ! of several parts! | with symphonics and
thorough bases!!! (Bee the Translatien, printed by Thomas
Nodgkin, for Awashem and Churehill, London, 1698.) If this
be rightly translated, the controversy isat anend ; for thisextract
ihust be considered to prove, evea to demomstration, that at least
the ancient Romans mademstood and performed ceunterpoint;
and I believe I may take to myself the merit of fimst drawing the
attention of the musical antiquerian to the statement of Suetonius,
of whom Erasmus says, I auppoae it is on all hands agreed ameng
the learned, that for'what relates to the ¢ruth of history, the first
place is due to Suetonius.”

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

I remain, dear Sir, your’s truly,
F. W. H.

Lendon, February 20th, 1824.
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TO THE EDITOR.

Sin,

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

—————————

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

There is not a man in Europe probably to whom musicians would
more readily assign the task of fixing the scale of the several de-
grees of movement, or more willingly defer, than to Mr. Clementi.
But what poesible benefit can it effect? A metronome must be
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referred to in order to ascertain the movement of the adagio or the
allegro, even when fixed. The easiest method then is to make a
numerical adjustment at-once. And if. it be objected that the ex-
pence of such an instrument as a metronome forbids its universal
adoption, a pendulum might be made the standard, and it is within
every body’s power to provide a graduated ribband with a weight
at the end. One of the commonest yard-wins, indeed, that is
'80ld in the shops, in the shape of a small barrel having a move-
able pivot, upon which the ribband is rolled, would answer every
purpose. But why should not the makers of piano fortes contrive
to attach to thieir instruments a small box with a graduated pendu-
lum? This it should seem would at once place a standard within
every body’s reach at the very moment and in the precise situation
where it is wanted, and thus do away the necessity of loading thelan-
guage of music with a multiplicity of terms as useless as endless.
i'To prove the insufficiency of the phraseology now in use, we
shall subjoin a list of terms, with the numbers of Maelzel’s metro-
nomes, whichsome of the most celebrated composers of Eurape
have adopted. When such men. dxﬂ'er to such an extent, it is
plainly impossible to adopt any certain method except numbers
are resorted to, and when it is considered how much a composition
suffers by the slightest acceleration or retardation of the movement,
’nothmg can seem more desirable than that a means should exist
by which the ideas of the composer himself should be- generally
communicable. This precision the adoption -of numbers alone
can ensure.” We therefore earnestly recommend to-composers to
assign a numerical and: determmate term to thenr composmons,
and we see no difficulty or obJectlon to the addition .of a. pendulum
to instruments as we have suggested, which .at once not anly
obviates all the dnﬂiculty, but erects a standard i in, the most easy
and the ﬁttest possible manner.
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ON THE JUST OBJECTS OF MUSIC.

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

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

I attribute a great part of our errors in music to two principal
causes—first,.to that love of novelty which is in seme measure bora,
with us; secondly, to the empire of habit to which we almost
always yield without having evem a suspicion of so doing. Ia
effect, that love of novelty which generally produees inconsistency
of taste, is perhaps more the effect of the natural weakness of our
organization than of g capricious disposition. Our senses cannot
for any length of time remain suaceptible of the same sensation, or
receive with the same pleasure a frequent repetition of the same
impression. ‘The excess of pralonged sensations wastes the
strength of the semse which receives them : renewed too seon or
too often they engender satiety, which, in its turn, produces dis-
gust. Nevertheless, this inconsistency in our tastes, or rather
this weakness of eur organization is such, that although every one,
of us is easily persuaded that health and happiness depend neces-
sarily on the harmony of all the parts of our heing, and that all
which disturbs this harmony must of consequence injure the health,
yetit is very difficult to be content with that tranquil and uniform
state which constitutes happiness and health, because in this state
our sensations are always regularly and uniformly the same, and
we are only alive to a certain well being which prohibits the enjoy-
ment of any very lively pleasure, and we have seldom sufficient
command over our inclinations to limit ourselves to the peaceable
enjoyment of mere health and happiness ; we mare commanly seek
a better, which wd never find ; we imagine necessities whieh we
change at the instigation of caprice, and then orly multiply our
privations and increase oyr miseries. Habit, which is a dispo-
sition entirely opposed to love of novelty, is consequently created
in a totally different manmper. It is produced hy the effect of
agreeable but maderate sensations, which repeated at intervals of
time not near enough to weaken the impressions, hut sufficiently
so taenahle usto preserve a pleasureable recollection of them, keep
alive in ys g desire to renew such impressions. Now as all our
wants, whether real ar imaginary, proceed from owr inclinations
and pleasures, it follows that whenever the economy of our frame
is modified either by age er illeess, or any ether patural or fortui-
tous ciroumstapce, which change our inclimations, tastes, and

F2
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pleasures, we yield without knowing, and even without perceiving
it, to the empire which habit possesses over our senses ; we thus
confound that which belongs to our tastes with that which partakes
of the essence and nature of things themselves ; and in short, to
make use of an expression of Horace, “ Decipimur specie recti,”
“ We are deceived by the semblance of truth.”” The involuntary
propensity which naturally disposes us to think that which pleases
us good and beautiful, and that which displeases us the contrary,
prompts us to form such different opinions upon the same thing ;'
and although we may be assured that these opinions would be all
true with respect to the mode of seeing and feeling each, they are’
nevertheless generally false, above all in the imitative arts ; for
the true end of this species of science is, less to flatter the senses of
those who enjoy them, than to give them an exact idea of the object
of imitation. But it belongs no more to our senses to judge ex-
clusively of what is beautiful in the arts, than of what is good or
bad, decent or honest, just or unjust, in morals : for frequently
that which flatters them most may become offensive, or is so
already in many respects ; and hence all opinions formed on the
perfection of music by the testimony of the senses alone, ought at -
least to be regarded as doubtful, 1f not as absolutely false and
entirely contrary to reason.

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

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

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

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

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

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

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

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

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

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

I would now combat.a prejudice injurious to the progress of
music, apd, if it were possible, destray it. I shanld have more
confidence, if, like M. Arteaga, I bad the talent to' follow up and
attack this prejudice at its ropt, by strong and umapswerable
reasong—such for example as the follawing, which supports what
I have just advanced :—““Ta one of these propesitions therefore
you must agree, either that the public are not judges of music,
which would be 2 paradaox, or that your imaginary relation he-
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tween the Yepreseitution und the thing represented is not hecessary
to effect. This is the universal and puerile sophism, which, reduced
to a maxim by ignorance, and supported by prejudice, would
occasion the extermination of all the fine arts. I would reply to
these okilful defenders of folly, when were the public constituted
conipetent judges of taste in arts or letters? By what sovereign
decision, by what tribunal has & decree been issued, so destructive
of our most exquisite pleasures? The public are able to judge of
their own pleasures, but theg are not, nor ever can he, competent
judges of the Beautiful; which tertn is not applied to that which
engenders any kind of delight, but only to that which gives that
species of delight which is the child of observation and reflection.
The pleasure whieh those persons enjoy who do not understand
mausic, is merely a series of material and mechanical sensations,
simply preduced by the natural melody intherent in all harmonic
sounds, and which they would enjoy as much in the warbling of a
nightingale as in the performance of a singer ;. and if they talk of
this pledsare, if they are contented with it, and go only for this to’
the theatre, and yet incline to the decision of the vulgar, [ cannot
oppose it. But, Oh sovereigh beauty of Music! Oh Imitation,
daughter of Heaven! I do not present myself before your altars
with such humble sentiments. When I go to the theatre to pay
thee my tribute of adoration, I bear within me the pride of being
a ressenable creature, und of wishing, while I indulge my sefisibi-
lity, to preserve the privileges of my nature.”

Too much infportance cannot be attached to the propagation of
the principles of M. Arteagn, and to render society sensible of the
pernieious consequences which proceed from the opinions of those
who assert that by beauty ought to be appreciated the pleasure
which the arts, and particularly music, produce. The danger of
these consequences is the more imminent in music, by reason of the
power which the expression of the voice, its natural instrument,
possesses over the heart; for, as the end of music is to éxpress
semtiments, and as the seatiments which give us the most pledsure
are not always the best or thé most usefal, but often quite the
contrary, it follows that if this species of pleasure constituted the
beautiful in music, the most beautiful would be sometfmes the
most prejudicial to merals; but if, on the contrary, by the ‘plea-
sure which music ought to cause, is understood a pleasure capable’
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of exciting the love of moral conduct and virtue, it is necessarily
distinguished from other kinds of pleasure. This pleasure then
wust be pure and perfect, that is to say, free from every thing that.
may cause the least disorder.in the heart or the mind; that it
ought to derive.its source from what is really beautifyl, and good.
in every sense ; that it cannot even exist independently of these
two qualities, the good and the beautiful, uniting and concurring
in the same effect ; that it ought, in short, to shed delight through
the senses, and to elevate and ennoble the soul by purifying and
strengthening the mind. But as all men are not equally disposed
to judge rightly of music, there are yet precautions to prevent
their being deceived as to the pleasure they ought to seek, and the
following rules are prescribed by Plato:—“1I agree with the vul-
gar, that music should be judged by the pleasure it causes, not to
the million, but that the finer music is that which most delights
persons of taste who are otherwise sufficiently instructed, and still
better is that which creates enjoyment in one person only, who is
eminently distinguished for virtue and education; and the reason
why I insist on the virtue of those who are to judge of thesesub-
jects is, that besides the prudence which is necessary to them, they
must poesess courage ; in short, it is not right:for him who assuines
the office of judge, to horrow from the lights of others wherewith
to illuminate his own decisions, nor to suffer himself te be discon-
carted by the acclamations of the many or by his own ignorance.”
Thus is it that we generally judge of the merit of theatrical per--

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

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

YOL. V1. NO. XXI, G '
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We thence always attriflute qualities to the external object occa-
sioning these sensations, analogous to the effect produced. It be-

comes then necessary, and even indispensable, in order to be able
to form a judgment on the nature and character of things which
act on our semnses, mot to stop at the first impression, but atten-
tively to examine the occasional circumstances which may have de-
ranged the natural relations that really exist between ourselves
and the acting cause, It is consequently very important for us to
distinguish well between the opinions which we form from our
own feelings, and the exact knowledge which we acquire by reflec-
tion and reason ; for it is this which constitutes true science. To
Jeel is. not to judge, and to belicve is not to know. Feeling is

limited exclusively to all that springs from the senses, it belongs-
te all animals ; but judgment results from reason, from comparing
the different relations which moral and physical objects have be-

tween themselves and us; and it is only by this intelligence which
rectifies the errors of our senses, illumines our reason,and elevates

us above the other animals, that we are really instructed. It is
by a course of reasoning that we are enabled to extend our know-

ledge, and it is by this means that we succeed in perfecting it.

There are numerous opportunities of perceiving that our

feelings can give us but one idea of what is actually passing

within us, and they are not suflicient to enlighten us on the aature

and character of the cause of the impression on our senses. The

idea thus received from them ought then only to be considered as

a simple opinion or doubtful knowledge, and not as an exact cog-

nizance of what is in itself the cause which affects our senses. If
then the organ of hearing is not more exempt from error than

those of feeling, taste, and sight, we cammot trust blindly to ita
testimony without incurring the risk of being deceived. This is
the fact withregard to music, whenever we yield without reflection

to the irregular and capricious impulses of our taste ; and it would
happen to us in many other circumstances, if reflection and reason
" did not sometimes rectifythe testimony of hearing, when that organ
- receives the sensation of certain tomes or sounds whicth do not

really exist.

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

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

The greatest danger is, however, that the praetical errors
which bave first seduced us should be confirmed by habit, and that
deceived by our feelings we should confound the real with the fac-
titious beauties of art; for it is then difficult to discover their
errors, and equally dangerous openly to attack them, defended
as they are by a multitude of blind partisans, always ready to
unite in their defence, and who are not susceptible of the powers -
of reason.
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PUBLIC ESTABLISHMENTS for MUSIC in LONDON.

"T'ae obvious impulse which music has recently received in this
country, and the efforts towards its diffusion, which are so visibly
making in various directions at the commencement of this season,
have determined us to anticipate, in point of time and arrange-
ment, the Sketeh of the State of Music in London, with which
we have annually presented our readers. :

The City Amateur Concerts, the Vocal and the British, have
all ceased; why the former were abandoned is not easily to be
comprehended, except indeed the cause is to be traced to the’
satiety and weariness which are generally found, after a very short
time, to invade and to conclude the energetic management of an
amateur-direction, if successful. - The Vocal Concerts appear .
~ to have been fairly worn out ; not that they lacked either ability
in the conduct, or variety in the selection, or talent in the execu-
tive department, for the proprietors were professors of the most
established judgment ; the bills exhibited a very just proportion
of classical music, interspersed with the richest novelties of the-
time, and the performers had a solid foundation in the intrinsic
excellence of the finest English talent, and that too exalted and
refined in execution by long continued and associated practice—
to these were added the most distinguished foreign artists, ac-
cording to the succession in which they visited this country ; but
all would not suffice: it should seem as if nothing could resist:
the love of mere change which forms so impulsive a characteristic
of human nature in general. These concerts, which were for
some years 8s fashionably and as fully attended as any in the
metropolis, with the exception only of the Concert of Ancient
Music, gradually lost their supporters and expired, Something
perhaps is attributable to the illness and death of Mr. Bartle-
man—something to the establishment and reputation of the Phil-
harmonic, but more we sincerely believe to the mere mutability
of the public mind,

Concerning the failure or abandonment of the British Con»
certs, for their dissolution is attributable to both these causes,

N\
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it is not easy to speak in measured terts. 'This attempt was said
to be a stand made for the honor of national art.and native artists.
The professors with whom it originated, though few, were men of
charaeter and ability, and some of them at least, we know, had the
objects for which they consented to assaciate themselves in this,
design, both warmly and sincerely at heart. The effort, haw-
ever, although something is to be allawed for prudence ia prose-
cuting an infant project, was by no means as strong as might have
been anticipated, but exhibited a want .of vigour and of unity
which can be reconciled only by the supposition, which we believe
to be the truth, that British musicians in the general are too
much absorbed by their private interests to be able or willing to
unite in the successful proepcution of any scheme, which has for its.
immediate object, the general advancement of art and of owr
national fame in art : for the reasons we may. refer to the essay on
the present state of the English musician, at page 429, of our
preceding volume~The case as therein stated, however much to
be lamented, is but too true.

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

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

It was however deemed by some of the profession, that a con-
cert of general resort seemed wanting to the gratification of the
public at large, for under the restrictions which are laid upon the
admission to the subscription list of both the Ancient and the
Philharmonic, neither of them can be said to be open to the pub-
lic; indeed the one has a large number of supernumerary candi-
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dates, and the other has this year, for the asccommodation of the
subecribers, contrueted their plan. It might therefore naturally
enough be thouglit, thut. performances more readily accessible,
weuld be desirable to the inkabitants of a metropolis hourly in.
creusing its affluent and luxurious population. Accordingly
proposals for nine Subecription Concerts at the Argyll Rooms,
under the joint auspices of Messrs. Bellamy, Braham, Hawes,
Mori, and Welsh, were issued, but so0 ill were they received that
the plan was abandoned. The Oratorios, therefore, (now called
¢ grand performances’’) were the only places, until the Benefit
Concerts should commence, that could be suid to be open to the
body of the public. The grouad being thas narrowed, a new
competitdy has appeared in the establishment of a Coscert Spi-
titwel, to be held at the Opera-house on the Fridays during Lent.
Of both these institutions we shall also speak at large.. Having
thes disposed of the leading fiacts, we shall proceed to the detail,
and shall commence at that which must now be esteemed the
grandest source of music in this country,

THE KING’S THEATRE.

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

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

-® Beos Musical Magasine and Review, vol. 1, page 239,
.t The present lessees ure Messrs. Chippendall and Yallop, solicitors
of great respectability ; but it is scarcely probable they are acting entirely
on their own behalf. ~ The rent is said to be £10,000 per annum.
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and 3s it has turned out as & brief experiment, he was necessarily
deterred from expending amy such sums as the dilapidated stats
and resources of the coacern seemed absolutely to require to be
lnid out upen the house, the decorations, and the scenery. Hia.
exertions were, we repeat, necessarily limited almost entirely to
the engagement of such performers, and the introduction of sweh
pieces as might be likely to prove attractive; and to the embellish-~
ments that were indispensable. The present lessees proceed ap-
parently upon a different principle, for they have repainted the
house, efitted the hoxes, superadded some new scenery and
improved the old. But still it should seem they measure their
expenditure upon the house rather by what cannot be any longer
deferred, than by such a liberal allowance as ought to be indulged
in preparing one of the finest theatres in the world for one of
the most affiuent, gemerous, and polished audiences.. Circume«
stanced however as the King’s Theatre has ever been, involved
with debts, executions, suits in law and equity, and embarrass-
ments of every sort, it is no wonder that new managers should be
more than ordinarily cautious. The public would indeed be
most essentially served by such a disposition of the property as
should at once reduce the house to its intrinsic value. As the
matter now stands, there is but too much reasen to believe that
the frequenters of the opera purchase their pleasure at a rate far
beyond its just price, because they are paying a per centage for
the accumulated misdeeds and errors committed by managers,
lessees, and lawyers, ever since the building of the new hoyse.—
If there be an individual who could render a statement of the
fair rent of the theatre and the coet of the entertainments, he
would deserve the thanks hoth of managers and the public. For
if, as it may justly be presumed from published and uncontradicted
documents, the sums paid are not only far greater than those en-
joyed by any similar establishment in Europe, but far beyond,
not the outlay as it now stands, but as it ought to stand,*

* The biographer of Rossini has a chapter which he entitles % Utopie
dx theatre ltalien.” He calculates the retp;:ph and expenditure, and he
says he regulateshis account by that of the King’stheatre, the total annual ex-

nce of which hestatee (onthe autherity of SignorPetracchi) to be 1,200,000
l’:na, or about £50,000. The estimate this year, we have heard, is about
£62,000. He makes the computations and list which follow, for his Eatopia :

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

francs. I average them at 1200 francs every day of the performance, and
three times a week making annually ................... 122,800 fr.
The rent of the boxes produces 2400 francs for each per-
fol'llime, m‘king.nlula"y seceve ®sessss00cvsee 346,0(”

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

Calculation of the expences of the Comic Opera:

FRANCS. PRANCS,
Mme. Pasta ..... eessses 35,000 MM. Proffetti.......... 6,000
Miles. Buounsignora ...... 20,000 Auletta .......... 4,000
. Cinti..oveveeeee.. 15000 Barilla, regisseur .. 8,000

Mol’i..-.......uo lo,m ——————
DeMeri ......... 7,000 | Vocal Appointments,total 253,000
Ro“i [IEX NN XN YN ENN ) o,m . ;
Goria cevcesessesa 4,000 | Chorus and Orchestra .... 80,000
MM- Gal‘cia sessceeso e so,m Dance",&c.&c. secevsase 55,000
Zuehelli .......... 24,000 | Fire, Lighting, &c. &e. ... 60,000
Pellegrini ....e0.. 21,000
Bol'd ico.-c-oou 20,“)0 Fr- .
Bonoldi.....o0e0ss 18,000 | Reeeipts ..... 468,000 or 19,666
Levtllelll' eseccensse lg,m Expellcel XXX 443,0(” or ,18,666
Lodovico Bonoldi .. 6,000
Graziani +e.oce... 8,000 | Balance..... 20,000 or 856

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

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

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

It had been announced that S8ignor Rossini would himself pre-
side at the piano-forte, and direct the music on the three first
nights of performance. When he entered the orchestra he was
received with loud plaudits, and so eager was the audience to catch
a sight of his person, that every individual in the pit stood on the
seats to obtain a view. He continued for a minute or two to bow
respectfully to the house, and at length the piece began. The
Maestro’s person, whatever it might have been, is not now of such
superiority as to eonvey any adequate extenuation for ladies leav.
ing their palaces and their lords, to mount up the awkward stair-
cases of the chambers of little inns, there to comtend with each
other for. the possession of the said Bignor, as his biographer would
have the world to know has been thecase. He is scarcely of the
middle height, lusty, and upon the whole with rather a heavy air.
He certainly looks more like a sturdy beef-eating Englishman
than a sensitive fiery-spirited native of the soft climats of Italy.
His countenance when at rest .is intelligent yet serious, but

is averred, for teaching. One public singer, a Miss Melville, has announced
herself as the pupil of Rossini since his residence in England, and Is reported
to have paid three guineas for the lesson and the use of his name in this way.
Compare these things, reader, with the amount of the profits of this composer
in Italy, as given by his biographer. What a monstrous degree of folly and
infatuation must the English have credit for amongst foreigu artists ! - ‘
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bears no marks of the animation which pervades and indeed forms
' the principal feature of his compositions
And while we are upon the subject of the worthy Maestro’s per-
sonal charms, it may not be amiss to say a few words concerning
his manners, which have been at least as much misrepresented by
the public prints in England as the talents of the Signora, his
wife, have been decried by foreign works. A narration of his
behaviour at the King’s musical party at Brighton, to which he
had the honour to receive an invitation, so entirely false in all its
particulars, has made its way into the public prints, that it be-
comes a duty to contradict it by a relation of the real facts. Itis
therein said that Rossini conducted himself with great arrogance,
. and upon 'being asked to sing at the close of the evening, told his
. Majesty they had ¢ had enough of music for one evening.”” Not
one tittle of this is true. Rossini had no sooner been introduced
. to the royal presence than his Majesty told him he should hear
some music by a foreign composer, which the English very highly
esteemed. The King then gave a preconcerted signal, and the
band played the overture to La Gasza Ladra. 'Tosucha compli-
ment Rossini could not be insensible. He was particularly atten-
tive to the performance, and after it was over, he thanked Mr.
Kramer (the master of the King’s household band, and probably
the first arranger for wind-instruments in Europe) for some
very judicious alterations. Indeed he might well be satisfied at
the execution of his music, for no one who has not heard the pre-
cision, the delicacy, and above all, the truth of expression with
which his Majesty’s household band performs, can conceive that
such effects are to be produced by wind-instruments alone.

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

’

¢ We have merely related the fact as it stands upon authority. It is thus:
that the biographer of Rassini speaks of his conversational taleats and ppportu-
nities in society. Is it likely that such a man sheuld forget himself in the
presence of the King of England? ¢ Nothing can be more agreeable than the
conversation of Rossini, at least to an Italian taste. He has a wiind all fire
aud vivacity, starting from subject to subject, and viewing every thing in a
strong though frequently grotesque point of view. A maaner so rapid and dis-
cursive would be more astonishiug than agreeable, were it not enlivened with-
a fond of anecdote. The everlasting restlessness of his career during.twelve:
ears, composed, as he himself has expressed it, of eternal goings and comings ;
le constant intercourse with singers—the most gay and thoughtless of béings,
as well as his continual introductions inito high and elegant society, has afforded:
bim abundant opportunities of seeing life in all its sh an.d varieties.”

H 2
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informed, by the true murderers, of the pretended guilt of his
wife, and that she even attempted his own life, whilst it was in
fact Leucippo who aimed the blow, when his arm was stayed by
the faithful Zelmira. Antenor is raised to the throne, and the
unfortunate heroine is consigned to chains. Her absence obliges
Polidoro to leave his retreat, when he encounters Ilo and informs
- him of his wife’s innocence. The latter instantly goes to assemble
his troops, and in the mean time Zelmira having been liberated
by the connivance of Leucippo, who witnessed the meeting of
Polidoro and Ilo, is induced by means of a stratagem to disclose
the place of her father’s concealment. Antenor instantly causes
the unfortunate Polidoro and his daughter to be secured, and the
opera concludes by the arrival of Ilo and his soldiers, the rescue
of his father, wife, and child, and the death of the conspirators.

Such a fable, however improbable and absurd, may yet be the
vehicle of situations and of passions, and these are the circumstan-
ces the dramatic composers of the Italian lyric theatre chiefly covet.
Rossini has obviously written this opera with more care than usual,
and he hus studied striking combinations of harmony and accom-
paniment more perhaps than melody. Zelmira ought to add to -
his fame, and amongst those who will patiently examine the
score it may do 8o ; but it is8 much to be questioned whether his
celebrity will be augmented by its public performance. For there
is a heaviness that prevails almost throughout, and which is not
redeemed by the pathos that may sometimes serve to account for
and to ocompensate the weight. There is probably generally
too much of force and complication, too much of chorus, while
the occasional appearance of a military band upon the stage in-
creases the clamour without adding much to the effect. There are
indeed few traits of melody,and even the principal female character
makes ho very prominent or impressive figure.

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

\




THR KING’S THEATRE. 53

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

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

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

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

spite of this little inconvenience, Signora Colbran did not the less
continue to be the first singer of the theatre San Carlo, and was
constantly applauded. Surely this may be reckoned as one of the
most flattering triumphs of despotism. If there is one feelin
more predominant than another among the Neapolitan people,
doubtless in that of music. Wellﬁduﬁng five little years, from
1816 to 1822, this people, all fire, have been mortified, in a man-
ner the most g:]lin and that in the dearest of their pleasures.

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

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

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

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

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

ublic to judge him with severity: itmay be said that this first duet
¢ Incauta! che festi 2 decided the success both of the opera and
the maestro. . .

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

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

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

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

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

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

¢ In 1820, the way to make the Neapolitans happ; was, not to

ivlebthem a Spanish constitution, but to rid them of the Signora
olbran.

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

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

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

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

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

Signor Garcia’s voice is a tenor of great volume and compass.
It is so powerful indeed as to leave most others at distance. It is
formed according to the manner of the best schools, but perhaps
is not so rich in quality nor so beautifully perfect as that of
Crivelli, and it appears to lack the freshness of youth. Itis how-
ever very brilliant and flexible, and so highly cultivated, that not .
only does no passage seem difficult to his facility, but he executes
every conceivable combination of notes in a finished manner,
tempering and preparing as it were his utinost vehemence accord-
ing to the laws of science. He is an admirable musician, and his
invention is more fertile than that of any other singer we ever
heard. But what chiefly exalts his style is the sensibility with
which he penetrates into the full meaning of his songs. He enters
heart and soul into the music, and from the moment he sets
his foot upon the stage, he devotes himself wholly to its expres-
sion, gives all his faculties and powers to the character h