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« perpetually recurs, and fixes the ratio which

i thev bear to cich other, or to one iding

svy a1y
e termt : but, constdered as an arty o combibies

o the spunds which philosophy distingiiisiags, il
o aner s, to eratify eurcars, or affee
el oo manner as o STALLEY OHE L=,
3 i (e 1 Iy ¥
AETTRE -l||_}:_|_:‘;!':;|‘|_;[}|l_-.; or, (3% Lipnbf gty |I'I1.| (I rILA
- R P T (e T F
s £ 6] -;'.'l]r':l'-.','_lli_' the Honey, whie i JHiasd= T
ogenae s oand, speaking, as itwere, tiv i eragsy
ol nature, Lo R L'l]l'j'l.«:l-W..l|-I-4 Blatds Gk
i I Fsi -.,.l.: ] Vi iror [
G egnnections 1 e miind ol the FRerer.
| 1 . i . N
i ||1|.'EI) aid then only, hecomes what we eall o
e fine art, ablied very 1 .il'|_‘1 10 Jron ||_'., [,
voand rhetorie. IHHI"; it 1= 1 oy ol the
4 ]I-I_]i_l_[:l_‘-l,':'l'llll;'l' {o dhiscover tae trug L].!'ukl_"i|ll'll el
\: . _ : i . wrated i the sue-
o divergence ol sonnd propagated by .
BLoessiIvVe I."I_ZIII:'IEII'I.?'-\-"-i.ll"'I“.'Z" i]lil.l 1.'_"-.|J:,'.|I."-L"'il'“ Y N i
i ahratine body advance TS RN Lo s 1
Bt WiDratinney DOy S0 VLTI aklRes o PO y o
e oghiow  why somds  thomsclves may eacite
i

o tremulons motion 1 [Hlili:'li':ll' Dodies

H 11'! I|l.'-

« monstrate the law by which all the particles of

e gir, when it undulates with great gquickness, are
e continually aceelernted and retarded 5 to com-
gl P the numbor of EI']!"L'." I ..__'J'LL!L'.l Al with

e that of the vibrations wiich canse them ;o

3 - . il - | - " p— H |
" l:a:n]n:-w LI el ot s .-..1|| I Laer, ~|= ol s

i } g . 'y Y S ; § s 55
sopnlses moatmaospheres of different density and
I *

voplastieity s o account, as well az he can, lor

sethe atlections which music 'E:I"I-.IH-"“: arnd,

!

L] f

l:_','l.l'll'i'i:n,:'-', Ly 11V HFE_[.I:-' e canses ol the
Oomany wondertul dAppeariances wlhich 1t exli-
e hits : but the artist, without considering, amud

. x ; o1
FE v 'I.'-.'.||-|:1'L AR any o the sublime

“otheorems i the phitlosophy of sound, may at-
veotaan his oend ||_'~' il l"”."]'." sedection and |..||.4 1Ot
“apphication ol melody, harmony, shivehm, and
cmodulation,’

The science of music will not constitute the
subjeet of the presemt work, A few leetiires
were  oney, indeed, weitten and  delivered on
the theory of sond, and on musical compo.
sition, by the author, at the request of” some of
his auditors; but as s classes never consisted,
at the University or the Metropohs, whaolly, or
even ]_'lfi“'.,'il];'[il"’.', of’ philosaphers or composers,
hut rather of lovers of musie, perlormoers, and

I‘ac_':-"ll:urq i lew voung composers, the leeturer has
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LECTURES ON MUSIC.

ECHAP. I
INTRODUCTORY,

Misic is both anoart and a4 seience. As a
science, it includes the theories of sound and of
musical composition 3 but, in the tollowing de-
Jirllria'lll, the word science ‘-.E__i_"rE”j{_'h the theory of
sound only,

“ Music” (says Sir William Jones) « belongs,
¢t as aoscience, to an interesting part of natural
L p]:i]nquphj.', which, by mathematical dedue-
“tions from constant phenomena, explaing the
“ cunses and properties of sound, limits the

“number ol sounds to a certain scries, whicl
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||. PEOTIILLILY thie INost 1 |:_I.k_u!. ;l':a'!lr.h'-—l-i':;li '-.'-.| Ll
lad only five notes, (the sume larmonics as e
].w:'.-_'.l::;g-d with any simple tube, as the |u.-r!uz'.11c:xl

horn of an aninml,) is now one of the most

_ D o i
pleasing of nzlitary nstriments,  Amongst the

|.|'|!'|.|=".J‘|.'1_'\E'I:;_'|'J|_H il i'.'."-.'-.'-.l strpnents,  wWoe l:l.il‘.

dotice the addition of notes Father Smith's

oroan at the Temple church, w the |i::‘.'l'l'-li']3{.5l'L|-

ol Dr, Smith of Cambridge, in the organs ol
Clagiret and Hawkes, aned 1 the plano-tortes of
Lieschman, The approach to perfection in ail
these wis in proportion to the number of notes
adided to each octave 3 and, of course, the bulk,
iwconvenienee, and expense ol the mstrinment,
and the difficulty of tuning it, were increased 1
the same proportion, It scems highly probable,
thevetore, that we must remamn contented with
bwelve sounds i oan octave on our heved mstrie-
ments But which should we usg, the equal or
unegal temperament ?

The veply to Lthis question may b obtatned, hy
considering the use that i3 likely to be made of
the instrument 3 if the Reys winich have more

than two or three --!l-l-"P“ o1 Hats were now, as

-

i
| i v EL L q | | LRk SEE Y | | -| i RS BTETe L BB
R O L il A Al L'l '||..|"._-;| ; Y Ls RLafLpiian
i ' ¥ ' 1,0k
".'il-}]'.-'..lr‘.‘.-.'l;i wotthed i Jri ferable. 1| & il-

|-.""| ||||

VUNE e TR Ui pal use, the |.:;I-..|1. ITGHE
weralnend alonge can GrrsswWel l:u' |,I'J!'EI'.'“-I.'. 1o
ITES seiiments I 1L wiLin Gl Lo -L'!L| :L|‘=1;-:--t
vitiversal opposition Trom croan-huilders, sonme

ab whom asserted that the cqual temperament

P el dlissominees wilin [y swere Jess toleralie to

:;II' Y RS ull:-. of the '|||':I.I]I.J.I.| 1|'!|'.|1|L-*.';'=.1'.|||1|1j
which knew to be greater. This nnintellizible
ohjection hasgven way lo e only trie criternon,
experiment. I have now heard the vqual tem-
I R R GO e atiil ||l.'n:.n'h'l.l].:- REL ler i
v the tormer method of tunmz. I have also
Lad the satisfaction of finding that my OpLian
b5 supported Uy the known practice ol Sehastian
]5:1¢ ;'|! who tnned Tos awn instroniciits e i'*.JiI'-i:ILI;;-_‘,.'
1o tlus ~_H~|_L||=,'

The doctrite of harmooies will alse be inters
estilte to the yvoung composcr. These are the
notes !,n'uulln'nl by the aliquot parts  of thic

H.[',nﬁ:l':j_-' |.u'a|:.=_.'; whether o |'..|1]| string, that of’

e T L | I.':l-.l. 1= I.ill. i . 1% H-I' 11
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. | 5 i K R N EY 45 1||.. i I I-'I‘ Il 1% {8
WoT— O W ctrdeivon bigelut Hsprection ol i Lonochord, ot T
;:._I‘Llr“:'}al. 1_'- BliedlbLlis abix LI: 1 TEL |]J| ”J hoas LY R N ) . 3 ) : | I
. | eal Canon ol Pyvtbsicoras “, will show the rela-
Lo Hmprove the tiste. '
i Ll]l-1ir]'. i | L e | | e — . i el :l-
. : ;s ; . . AR vl ol si0hE Necessiry Lo prodace: e
15“- -.::_[.,[.'1':‘ E RS OF DG A01enee OF sl = ens . T T : _ _ .
. v SOWHES Pequlred, atd make the necessity ol
s strongly reconmmended o oevery lower of i . -
- : iesa : temperanient apparent.  Lgoad temperamoent s
. art,  The theory of musical sound may be turned ! & ]
; - : 50 catled, because the impertection 15 equally
T;-!rl‘.llll:f'l:::'I'.lli'.il.'l.lnlL'l'l'li“r- J_l:'.'h ||'.r'.'."||'.||!-._" ||.|' i 3 "
' ! H ) I 5
z _ ) distributed  amon L T R L RN i:|-||-? Ehee athel
exact mode of tunmee, atd teaches the nature ol -
: " sain B | & f 9 T : ]
! - _ , | vitervitls becomine caually mapericet by conse-
tempernanent, ar inc distribution ol nnavordable - | - S
l|::l Iy LI Ll L PR L |||III'II‘-.I. = =g
tperfection 3 1t demonstrates the pertection ol _ .
_ i . i kivs at th CxpeIse ol otherse  Viarious havi
the Lman voice, aml shows the relative excel- ' T iy
"y : ; [ " Licen the dttempls 1o Jdirmish Ii:lih:_'l_".l.'liilii iy
lenee ol the varous  Jstruments, 1=, T . ; . -
vereasiize the mamber of sowds moan octave.
- b volce is called i Heet, hecausy, exeept- %
" | b Teivaivscno: Bingt o 4l Many wind  Instruments, as the tlute;  oboe,
11T s Loy DS COT]rtsm, i Ikt = ek 1kl LLak
| i ! 5
' oo - - - clariones, and bassoon, have had the namber of
, pnher of 1is 501 II.|*--,I U5 A0 COFiREHIEE Ta |:“-.-.['-|.|. x ) 1 P i
. . _ thieir apertures greatly inercased, which, with
SOME strpnents dppraaci towards a proried "
; . - . Lhe mmansteciment of the bhreath of the ] PO sy,
intonation 3 the violing tenor, and vieloneello, s
. ' remder these matrnments UG, s 1o il ac-
|||]|;_'|' as Lhey are =~1:l]l]:u_-.l v the THIECTS,. W ithont

; . : e curacy of thewr mtonation, to the G Or ano-
tsing the open strings, may be perfectly m tune : _ _ SR
; . . . -t forte.  Sliding mouth-picees have, for the same
batt, as this cannot contiue lone, impertection |

3 I
: " ; i FLIEhEsL, been affixed 1o the trumpet and horn.
Creeps 1. Both keyed and wimd iostruments e ]
o ; hovs added to the rocle-horn have rendered
have a limited number of sounds m cach vetave : :

the most .-:in‘.;ﬁi- of all instruaments l:':'lil',":!][ﬂ i+

L]

usually twelve : a number too small to wdimit ot

lh-r[:_'rr :i|.~|i||;'_; i more than one or two out of

v Laletsiomit= o7 dMusweal ©omeyosetaon by thie Al
the unlimted namber of modes m seneral use. A i vy
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the violoneello, & voice, o bell, or an organ-pipe,

: : e : i
Ihwere b=y 101 LGLCT, 10 SUCH Linge ns il v iduad

mutsical sound inonature, Wit we call o sigle

sotnd soalwavs attended  with  less powertul

sounds; as the octave, produced by the hall

of the tube or strine; the wweltth, produced
by eme third ; the double octave, prodoced by
one quiarter; the seventeenth, or magor third,
produced by one hithy &eo &eo An mncons
cenvable number of these combing Lo producy
one note, that o the whole tube or strine,
When the lower notes of an Crerilli, |:.|1'||, jreaie-
[;:Il.u', o vicloneello, are suinded ~u||__'|_h, dll UXa-
pertenced ear will readily distinguish five or six

of these harmonics.  As the vibrations of'a BLPIIED

on the 1|.i.|'EJ or putio-lorte subside, the harmonies

1J|_'4':=-I1H" P arrclilale, I].}IL: sound af a "..'I.ljl,_'l_' A
o dlistance has often boen nustaken tor a chionrd
}.I'{n'l'.ln.".t':il by rlee-sineers s but, as the voie
approached, the harmonies were less audible,
and one note only was heard,  In bells, the hag.
-.-“--'.”":".'l 1 ] Y | AT N, .|_.'I'| 4 I‘l : !
]J.-I’Ill'. il [ l.l.dln':-""': H s 1.' HEREE RS ils L ﬂl_l.l.'.-
Lo, These harmonics may i separated  and

exatined on a violoncello, by pressing the finecr

J-:'!l:i-. ot the strin while 1t s 1.1“'-&-.-] :ZFHI:'H

l|'~ e aidsu the nuotes produneed by hlowing

l!u'.'li..._:l. A1 =.::||||-- AT ETENE RS e Lo and 1J||'.'.||n t.
Flie leiriio cont to be inntated HFcy: ST
e TP OG- =001t 1o o it ad on an ) B
by the stops called cornet, sexquinttera, amd
WL NPT 0] (.. SO P hords tur ey =il
..|I:"'.I.||'|.| LA I. LN TRLEE o RhCRET O Sy I"II':_HI.
trote that 1= 5:-|.:~.L|| »also b the VT 'i"’l- Hute,
! e LIS || ; 1 PR
lrteento, and pwelithy, whieh Faenishe one hag-

{

Mo W ocach noly, U'.I'.:.l ]l the <Lorpis g

ott, and ouly onge pote sounded, they canse no

ol Lhese '.1|".:I|r:_':.1| Flabl=

conthston, thoush vach
monics st be aecompanted by s own matoral
N § but the sounds eard when o il
I"I..:!':i"':i = |||.|_".|.';i_I '.I-. 1'“ ';Ei.'“l:.rll'_"".lIh!'l'.'il..lll.'. ::.:li] l;":lll:_lll:-.'
powertul, would lorm o most chaotic and un-
mn=ical roar. The principal use of the study
of larmonics to the young composer is, that
they constitute the scales ol the trumpet and
horn, Jnd thowenh other notes have bheen added
to the horn, by stopping its bole, vet they arg
inferior as Lo tlig li-i.llil_'n ol thetr tone to [|||_~
naturad notes. The wild sounds wlieh the wind
capriciously clicits from the Lolian harp are the

harmonies of s several strings.  Some authaors

. T T

o
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ol clementary treatises have derived therr muosical
sentles from that ol
|c.-:*.lL:||iL-.'i| that the diatonie seald Wt =L i

pnnatural and impreper.. Aceording tex them, the

trumpet,  horn,  and Disirle, s lormerly  con-

=it .I., are the onl |.I~_|'.‘i CLoopstruaeids p howe-

. ' i 1 ih L 11 T
o, 0 :!I-.‘.' |f._=.".l._! I'.|.'||.| W Lu_LI]I | Loy ELIesr® TRANINIEM Y F

I’vthagorean harpsichord and an Egyptian 111-
tar,  The seale we now admire 1s dissonant 3 that
which we alter s perfect,. We have, i1 short,
cverv thing to learn over aga, Surely, at this

ES

1 1
e wisdlon, we may exclaing, —
ety & prorne e ox biligs, s oy to B wise.

Many unprovements in the tone ol mstroments,

arel in the mechanism of their several parts, may

vt be exped ted Hrom the study of vibrations amd

-_‘.'|1|'J|:11'.|Llln' resotiiney,  Lhe thcory of sound,
then, though not pecessary to 1 poerfurner, 15
highly curious, nteresting, aud m some measure
useful to him,

The study of harmony and the roles of com-
position 18 of vet greater practical utuity, It

NeCessarily ndiices o |~.IEiJ1-‘-[u".|c;k' ol |,J.".,' ".']l_:ll“"_,,

e

ay

11

antd MW i vestdnee Lromy seore, and ol [Pty -

Je bima. WX hnowledee offthe deriv-

.| i i
B i i
|||"‘|.|-'| ik

ab1on At teseersionn ol condonrds, L '.'L.“-L.'!'.Ilf"rll

discords, and the construction

il [ ||.::';'|’..|::': [+l

of comterpomt B geOaerid, Wil Bactlitate the

readiie of musie W first .*-il_'lil..-—- i1l I?]llil 0ol L

liehiest LN 1oy SV 1o rlormer ambitionus

weine culled & musician: A aenntance

I LT i i . q :
with the various K = ol “-“-Lf-'lall o= 1l

niclody will Boprove thie exlemporaneots per-

5 g L =E F g Y i 0 : Sl
Pormatiee of then, Ity tln, aceent, en i'l'-l'“ Sy

I b 1
aned the divistons of e, shondd be well under-
stood, 10 e ]:'l"-ll:“\,:!'l. UAPHCsCA 1N L1ig i oran-
ance.  Modulation requires. muely study; or the

5 E e B < |r il ¥ ' L
chanees of ey will resemble the capricions and
unacconntable shittinge of scenes i a pantominme,
The treatment of sobjects mcanon, Tueoe, amd
: AT R § 5l |.,_ c | AN I ETATL | ; | T T
IV ECYy  BRRTESY wWomuch stuied, 1o b per-
frmed with zood celect, or even neard with
due relish, Such are some of the adviantases
of the study of composition to the mmasician in
-_{L':H-LL|', L TO VO CORPOseTs G R IULLEL

it 5
0 s ru

thise, 1 the works: of o great noaster, may Te

es is indispensable,  The violation of

—
e
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the result sometimes of design, and oftener of

unavoidable haste; in those of the juvenile
composer, it is always ascribed to jgnorance,
some great men, as Dominico Scarlatti, have
ccecasionally endeavoured to dispense with the
rules ; but it may be questioned whether any
thing great, or worthy of imitation, was ever the
result. An appeal to the car is frequently
made in defence of the unlawiful combination.
But to whose ear is it to be made? Surely not
to that of the composer, nor to that of the lellow
student, even it advanced a little further than
himself.  The ear of’ the experienced composer
15 greatly pained by sounds which affeet others
only with satistuction. The rules were either
written by, or founded upon the practice of,
the greatest masters, When other COMPOSErs
exceed these, in contempt of the rules by which
they submitted to be governed, then, and not
till then, we may throw them aside as uscless
immcumbrances, *

® See many excellent passages on this subject in Forkel's

Life of J. 8. Bach.

o

Enouch, it is trusted, has now been saud, to
induce the lover of music to nl*.ull".' the science,
which, it will be rémembered, is not the proper
subject of this work , — that being the improve-
ment of the taste.  Lut permit me to anticipate
A few questions which may naturally suggest
themscelves to the reader ; and, after replying to
them, to give a few hints as to the frame of
mind which the student should endeavour to
agsime,

What, it may be asked, i1s the present state
ot the public taste in this pation, that it should
be thought nccessary to interfere with it by a
work of this kind 7 Is there not already a sufh-
cient number of books on the subject? Have
we not an abundance ol critics, connoisseurs,
and amateurs?  Is not any one possessed of a
musical ear capable of judging what 15 good or
bad for himself'?  Is it not for the public that the
composer writes?  Whom else should he endea-
vour to please? — In answer to these questions |
assert, then, that the public taste still requires
much cultivation, though greatly improved since

the commencement of the present century.
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Sound principles are more generally adopted az

the basis of critical observations ; good music of

all kinds is more frequently heard and duly appre-
ciated. Yet, taste in perfection is neither universal
nor prevalent. It it 1s found amone the ared and
experienced, it cannot he expected in the younyg
and untutored, to whom these Lectures are prin-
cipally addressed : they must not be left to
form their own taste. Small, indeed, are the
advances which an unassisted imdividual ean
make in endeavouring to attain perfection in
any of his powers. What is called human rea-
son is said to be the result, not of the effort and
ability of its possessor, but, of lights mutuaily
communicated and reflected by the discourse
or writings of many. * The principles of just
criticism must thus be acquired by the musical
student. By criticism, is not here meant (what
it is too often made to signify) the art of censur-
ing in technical terms, and in a learned manner :
but that of separating excellence from defeet ;

ot admiring, as well as finding fault ; of discri-

Loy

¥ D, Beatte's eenfuments are here HLI“.'PEHL

minating and comparing the several styles, and

ur';;Erl*.:'..'-L'LLtilig their relative value on principles
which are generally true as applied to all the
fine arts, A reference to these principles will
cnable us to overturn the abswrd amd mis-
chievous opinion held by many  writers and
the generality of protessors ol the arl, that
music is continually improving from cvery in-
vention, mnovation, and addition, that her sue-
cossive cultivators choose (I had almost saad,
happen) to make. Is it possible that novelty
can be the chiet’ requisite, and ornginality the
only merit, of muasic alone 2 The rise and de-
cline of painting, architecture, and sculpture,
have been pointed out, and remedies for their
improvement suggested, without fear of censure.
But our art, it seems, neither has arrived, nor,
as long as another composer shall spring up, can
arrive, at pertection! There have, indeed, never
been wanting those who bitterly and unjustly
inveigh against all innovation.  The addition of
a seventh string to the Grecian lyre had nearly
made a martyr of the daring inventor, And

pedants may be found m all ages and climes.
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But are we, therefore, not ta analvse the merits
ol 4 new I]l'[}cimrtifm 2 Or must we say that the
sublimity and learning of the old Church com-
posers is tar exceeded by all their successors? —
that it is easy now to write as well as Palestrina
cidd ? — that the march in Mosé in Egitto,
merely because it is in an oratorio, is composed
in the true sacred style, and therefore fit for

the grgan voluntary? DBut let me not be

misunderstood. I am a professed admirer of

modern music, and shall endeavour hereafter to
do ample justice to its merits.  But in writing a
course of Lectures for the improvement of mu-
sical taste, it is my pride, in imitation of the
ereat lecturer in a sister art®, to call on the
student to acknowledge that from them ¢ he has
“ contracted no narrow habits, no false ideas,
“ nothing that will lead him to the imitation”
or adulation * of any |i1.ir*._!!_!; master who may be
““ the fashionable darling of the day.” It we
consult books, we shall find much confident as.

sertion unsupported by sound principles, Every

* Sir Joshua Tty vioids, — Sixth Discourse,

—
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style of music has its votaries and champions,
both writers and critics, who, like true knights
of old, contend that the idol of their admiration
shall not only receive the honour due, but be
allowed to be unrivalled, pre-eminent, and per-
fect. A few can be touched only by the grave

.‘-‘ﬁfl_"ll'lt'lit:i.' ot the church stvle. The oratorios

&

of Handel are with more the chief sourece of

Lh:lil.f_':'ht. The modern Italian opera is [..l'r"g.' many
accounted the only school for vocal melody.
Some prefer a glee to all other music ; the con-
cert sinfonia 15 sufticient for others; while the
compositions of the day for the piano-forte is all
the music that is known to many,  As all styles
are thus praised, so all are condemmned.  Ae-
cordingly, we read and hear continually of' the
dry and pedantic strains of the church, the tedi-
ous heaviness of the oratorio, the trifling puerility
of the opera, the excruciating dissonance of the
Crerman sinfonia, and the affectation and ex-
travagance of instrumental music for the cham-
ber.  How, indeed, can musicians in general
acqinre the essential requusites of an author or a
critic 7 They generally find that the enltivation

[
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of any oné branch ot the art precindes all atten-
tion to the others. Mere performers are seldom
better judges of the music they execute, than
actors ave of dramatic writings; and, like them,
gencrally form their judgment from the recep-

tion which their own part meets with trom the

puhliu 1 have more than once heard some of

the worst singers of the lowest styles ol music
seriously call the song which had just obtained
for them the applause of a tasteless audience,
the finest that was ever written!  Performers,
however, both instrumental and vocul, are some-
times possessed of’ good taste; but it is neces-

sarily confined to the style of music to which

they have been most accustomed. The choir

singer may be consulted about the merits of an
anthem ; but he 1s seldom fond of any maodern,
and especially instrumental, muosic.  An Itabian
opera-singer will speak correctly of' the pro-
ductions of his own country, but he does not
relish the music ot the German school; nor are
foreigners in general judges of ancient music.
And it 1t is thus with musicians, what can we

expect from the man whose sole qualification for

=R

I}

being u eritic is having an car for music? He
may be pleased when hearing it ; he may be
fond of it; and refreshed by it after fatigue;
he may like to be lulled to sleep by it; and the
artless murmurs of the Eolian harp will answer
the purpose as well as the noblest of scientific
productions, which, indeed, would rather keep
the true lover of music awake, by arresting
and rivetting his attention,  This same self-
constituted critic, when awake, may find his
imagination fired by powerful effeets, strong
contrasts, and sudden transitions ; he may be
deeply affected by pathetic expression.  But
the delicate vefinements of taste escape him,
and all that is scientific and learned is un-
regarded or despised ; he frequently prefers
the worst music, * for™ (savs the lecturer
already quoted*) < it is the lowest stvle only of
“arts, whether of painting, poetry, or musie,
““ that may be said, in the vulgar sense, to he
“ naturally pleasing. The higher cfforts of

‘“ these arts, we know by experience, do not

* Sir Joshua Reynolds.
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¢ affect minds wholly uncultivated. This re-
« fined taste is the consequence of education
o oand habit,”  The good composcer must not,
theretore, write for the majority of hearers; he
must not be discourared by the mattention or
censures of the public.  Let him look to Se-
bastian Bach, ¢ who (savs Iis biographer)
« pnever worked for the crowd, but always had
«in his mind an ideal perfection without any
“ view to approbation.  He sung only for him-
¢ selt’ and the Muses.”  Were the majority al-
ways in the right, why are the Battle ot Praguc
and Pleyel’s Concertante, whiech r.l:r}- s0 much
admired, now passed mto oblivion to make way
for similar trash? Were the majority always
wrong, we should thus have another rule for
determining our own opinions, But they are
not to be trusted.  And when 1 attend public
concerts, and hear, as is too 1i'm[|u.-:1tI:.' the CHase,
the undeserved applause bestowed on some new

trifle, I am tempted to apply to them what Sir

Joshua l{u:,‘li{rhln SAYS of the ll]_ibljl' exhibitions of

puit‘:’ringa,-—“ I"':}|ml;1]']'|}-' alwavs :tm*.mnlmnim the

“ lower styles of painting. [ mention thas, be.

.

.'_|l '|

« cause our exhibitions, while they produce such

« aclmirable effects, by nourishing emulation and
o calling out genius, have also a mischievous
¢« tendeney, by seducing the painter to an am.
« Bition of pleasing the mixed multitude of” peo.
¢ ple who resort to them.” Certamnly, however,
it 15 the wish of the composer to please, 1t pos-
sible, all hearers — both the discerning few, and
the unpretending multitude,  He would, il he
could, uequire both immediate and lasting fame.
He would, i possible, have all men on his side.
He theretore argues with them, and endeavours
to persuade them to adopt his opinions, wlien he
cannot agree to thews,  These endeavours are
1o ll?_'llél].]}' crowned with soccess, A lasting
reputation is seldom aequired quickly, Tt is by
a slower process, by the prevailing commend-
ation of a few real jyudges, that true worth is
finally discovered and rewarded.  The opinions
of acknowledwed eritics accumulate in time, and
are compacted into a mass that irresistibly bears
down before it all the opposition of false taste
and ignorance.  Hence, the artist whoe lives un-
noticed and neglected, often, after death, acquires

[_ 1
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immortal fame., Marcello, who was at first too
highly extolled, and afterwards as much under-
valued, has found his true level among the great
clagsical composers,  The Prince ol Venosa was
hailed as the brightest of the rising luminaries,
then suddenly went down, and was no more re-

membered. ¢ Giant Handel

was driven by
“ the Goddess of Dulness’™ * to the Hibernian
v shore,” * —but 15 now placed highest in the
templu of Fame. The prevalence of true taste
would have altered all these cases, by immedi-
ately determining the merits of the candidate.
But it is said that the taste of the critic should
gven equal that of the composer — as in the sister
art, “ whatever speculative konowledge 15 ne-
“ cessary for the artist, is equally and indispens-
“* ably so to the connoisseur.”t Taste cannot
be too much or too carefully cultivated.

I nhow have to offer a few hints on the frame
of mind which the student should assume, it he
would derive due benefit from the remaining

part of the present work.

I‘”i'?"‘-'- ‘I "."'ii -Ii!-.i!hi'.l. Revnolids,
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He wust place little or no reliance, at first,
on his own judgment. He must revere the cha-
racters of the classical composers of former ages:
they have acquired a celebrity which has out-
lived and trinmphed over the talse taste ot the
times in which they fourished. He who
¢ hewins by presuming on his own taste, has
¢ onded his studies as soon as he lias com-
¢« menced them.”* Neither let him be dazeled
with the sudden blaze of newlyv-kindled — re-
putation, Experienced critics alone are able
to distinguish what is good or bad in new pro-
duetionsy and even they do not find the task
oasv.  He will be sure to meet with those who
would recommend their own and othet modern
works in preference to those of the enrlyv masters,
¢ who,” say they, ¢ however eminent at the
s time they lived, have been long superseded.”
But ¢ the modern, who recommends himselt as
« o standard, may justly be suspected as ignorant
¢« of the true end, and unacquainted with the

« proper objects, of the art which he professcs,

Sip Joshua !i.f-}'l‘:LﬁL"ﬁ-.
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« To follow such a guide will not only retard
e the student, but mislead him, On whom, then,
¢ shall he rely ? or who shall show him the path
 that leads to excelience? The answer is
“ obwious. Those great masters who have tra-

« yvelled the same road with success are the

“« most likely to conduct others. The works of

“ those who have stood the test of ages have a
“ claim to that respect and veneration to which
“ no modern can pretend. The duration and
 stability of their fame is sufficient to evince
“ that 1t has not been suspended upon the
“ slender thread of tashion and caprice, but
“ bound to the heart by every tie of svinpathetic
“ approbation.” * —Who these great masters
were, it may be easy to discover; but the depree
of veneration in which thev cught to be held, and
the comparative excellence ot theur several pro-
ductions, may not be so obvious to the student,
It 15 probable that, far from being enraptured,
he would, at first, be disappointed and even dis-

pleased with their works, and tempted to throw

Sir Joshua Revnolds.
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them aside as dully heavy, monotonous, voiud of
feeling, expression, and cffect. But to expe-
rienced judeoes they constitute what the remains
of antiquity are to painters, architcets, and
sculptors,  Let him, then, * regard them as
¢ perfect and infallible guides; as subjects for
r¢ hiis imitation, not his erticism.”” *

So great, indeed, ought to be his deterence
tor their superiority, that it has been saud, * to
““ feign an approbation of them would be venial,
“ a8 it would probably terminate in sincerity
¢ and true taste.”  DBut, as long as Himn-t'i!_‘.' 15
wanting, a submissive silence is rather recom-

mended.

* &ir Joshua Heynolds,
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CHAFP, 11,

ON THE THREER STYLES OF MUSIU —=THE sULLIME, THE

BEAUTIFULy AND THE OUWSAMESTAL.

A there are certain principles common to the
fine arts, music may be considered in reference
to other arts, with a view of improving the taste,
by an analogical application, to music, of those
principles admitted to be true in respect ot the
other arts.  ** To enlarge the boundaries of the
‘¢ art, as well as to fix 1ts principles, it 1s neces-
“ sary that that art and those prineiples should
“ be considered in their correspondence with the
voprinciples of other arts, which, like this, ad-
“ dress themselves ].11"15‘:111:'1'E} and ||L"':I'H'i'|1si|]_'g.' Lo
“ the imagination,” *

On this plan the founder of the British School

of Painting, whose just sentiments and forcible

* i Joshua Ieynolds.
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lapguage [ cannot too otten quote, wased an
academy, with which, it is allowed, the similar
institutions of other nations will not bear a
comparison, * It is by the analogy that one art
“ hears to another, that many things dre ascer-
« tained, which either were but faintly seen, or,
“ perhaps, would not have been discovered at
woall, if the mventor had not received the first
“« hints from the practice of a sister art on a
« similar occasion.  The frequent allusions which
« every man who treats of any art 15 obliged to
‘o make to others, in order to illustrate and con-
¢« firm his principles, sufficiently show their near
¢« gonnection and inseparable relation.  All arts
“ having the same general end, which 15 to
voplease, and addressing themselves to the same
¢ faculties through the medium of the senses,
it tollows that their rules and principles must
“ have as great an affinity as the different mate-
“ rials, and the different organs or vehicles by
“ which they pass to the mind, will permit them

“ to retain,” * ¢ There is, then” (says another

* &ir Joshua Heynolds.
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clegant author *} *a general harmony and cor-
“respondence in all our sensations, when they
“aflect us by means of different senses s and
“these causes (as Mr. Burke + has admirably
‘“ explained) can never be so clearly ascertained
““ when we confine our observations to one SCNse
“only.” Music is not, indeed, like painting,
an imitative art, hut applies itself, like archi-
“tecture and poctry, directly to the imagination,
“ without the intervention of any kind of initas
“tion.” ¥ There are in music, as in other arts,
certamn styles, which are more or less valuable
“1in proportion to the mental labour ciployed

“in their formation.” | Music, like painting
=t

may be divided into three stvles —the sublime,

the beautitul, and the ornamental.  Sip Joshua

Reynolds does not avow edly adopt this divi-
sion.  He speaks of the sublime and ornamental
only. But that which he calls the sublime evi-
dently includes the beautiful ; and that whicl

he calls the amental seems analovous
calls the ornamental seems analogrous to the
* Uvedale Price on the Picturesque,

t Burke on the Sublime and Beautiful,

1 Harris's Three Treatisce. 6 Sir Joshua Ileyvnolls

picturesque.  We cannot peruse the celebrated
woark o the Siblime and Beautitul, without ad-
mitting that the distinction between them 13
there made manifest, < The sublime and beaus-
« riful have been accurately described 1 an
“ gssay, the early splendour off which, not even
e« the full meridian blaze of its illustrious anthor
e« was uble to eclipse.” * « The picturesque has
e a character not less separate and distinet than
vopither the sublime or the Lenutiful 3 nor less
« independent of the art of painting.  The term
“ picturesque (as wemay judge from its etymo-
“ logy) is applied ouly to objects of sight ; and,
“ indeed, in so confined a manner as to be sup-
s 1]{}591% mv]'trl}' to have a reference to the art
¢ from which 1t 18 named : 1 am well convineed,
“ however, that the name and reference only
“oare limited and uncertain, and that the quali-
 ties which make objects pleturesque are not
« only as distinct as those which make them
“ heautitul or sublime, but are equally extended

“ to all our sensations, by whatever organs they

Price on the Picturesque.
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“are received; and that music (thongh it ap-
“pears like a solecism) may be as truly pic-
“ turesque according to the general principles of
' picturesqueness, as it may be beautitul or sub- '
“ lime according to those of beauty or sublimity.
“ The English word picturesque naturally draws
“ the mind towards pictures; and from that THLT-
“ tial and confined view of the subject, what is,
“in truth, only an illustration of picturesqueness,
““ becomes the foundation of if. The words sul.-
“lime and beautitul have not the same CLY G-
“ logical reference to any one visible ur't,- and
“ therefore arc applied to objects of the other
“senses,  Sublime, indeed, in the language
“from which it is taken, means high ;3 and
‘“ theretore, perhaps, in strictness, should relate
“to objects of sight only; vet we no more
“ seruple to call one of Handel’s Choruses sub-
“ lime, than Corelli’s Pastorale beautiful, But
““ should any person, simply and without quali-
““ tying expressions, call a eapricious movement

“ of Dominico Scarlatti, or Haydn, picturesque,

“he would, with great reason, be langhed at ;

W S— B :
tor 1t 15 not a term applied to sounds: vet

v g
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wsyeh a movement, trom its sudden, unex-
“ pected, and abrupt transitions, from a certain
¢ plaviul wildness of” character, and an appear-
«“ance of irregularity, is no less analogous to
“« similar scenery in nature, than the concerto, or
e« the chorus, to what is grand or beautitul to
« the eye”” = That this third style may be de-
nominated the ornamental, and that Sir Joshua
Reynolds meant no other, I inter from his using
the expression, ¢ the picturesque or ornamental
« style 3 and this he opposes to that higher walk
of the art which he calls the sublime, and which
includes the beautiful. T An attempt, there-
fore, will be made in these Lectures to improve
the taste of the student, by enabling bimo to ap-
preciate the merits of any composition by con-
sidering  the comparative value of the style
adopted by its author.  And if, by this mode of
considering the subject, we find that the art 1s on
the decling, let us not regret that we have dis-

covered Truth, rhnugh she may seem to trown

* Price on the Picturesgue.
+ I feel much pleasure in finding that Mr. Samuel Wesley,
in his Lectures on Music, has adopted the same division.
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on us. Her brightness, which enables us to
detect our error, will also help us to recover
from it. Let eriticism be just, and artists will
pay it due respect. Let the higher walks of the
art be pointed out, and new productions will
soon spring up and adorn them,

Musie, then, [ reépeat, like other arts, mav be
divided into three styles—the sublime, the beau-
tiful, and the ornamental — which are somoetimes
distitiet, and sometimes combined.

The sublime is founded on principles of vast.
ness and incomprehensibility.  The word sublime
originally signifies high, lotty, elevated ; and this
style, accordingly, never deseends to anyv thing
small, delicate, ligrht, pretty, playful, or mminl*.-
The grandest style in music is therefore the
sacred style — that of the church and oratorio —
tor it is least inclined (o levity, where levity 1s
properly inadmissible, and where the words con-
vey the most awtul and striking images, Infimty,
and, what is next to it, imnwnsil}-, are among tlvm
most efficient causes of this quality ; and when
we hear innumerable voices and istruments

sounding the praises of God in solemn and be.

_I—..'!q_

coming strains, the most sublime image that can

fill the mind seldom fails to present itself —

that of the heavenly host described n the Holy
k] s L

Scriptures *, and thus pm':',phl'u.-:.ud i:uj.' the Poet s —

T 1
il 1
[ sl

* The multitude of angels, with a shout

“ Lowd o from numbers without number, swoot

“ Az from Mest voices, uttering joy, heaven rung

“ WWith jubilee, and loud hosannas fill'd

= The I‘:LLI.'-'I.-n.r_y' regions. +

Uniformity is not only compatible with the

sublime, but is often the cause of it.  That
general, equal gloom which 1s spread over all
nature before a storim, is, in the highest degree,
sublime. A blaze of hight unmixed with shade,
on the same principle, tends to the same effect ;
and, accordingly, Milton has placed light in its
most glorious brightness as an inaccessible bar-

rier round the throne of the ;’le{ght}’.

- Simplicity, and its opposite, intricacy, when

on a large scale (such an mtricacy as, from the
number of its parts, becomes incomprehensible),
are sublime. Raffael’s cartoons are simply sub-

* RHevelo vo 8—14.; xive 1—=05.; xv. 2—4.; xix. 1—6.
+ Milton's Paradise Lost, book iii. 344,

1
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castles, rough animals, peasants at a fuir, and
the like, are picturesque. In musie, eceentric
and difficult melody ; rapid, broken, and varied
rhythm ; wild and unexpected modulation, in-
dicate this third style,

The three stvles are seldom found distinet.
A mixture of the sublime and beautiful, though
at first 1t might seem incompatible with the
n}:-']msiw nature of their characters, 15 sometimes
found., The wisdom of Minerva’s countenance,
and the majesty of Juno’s, did not prevent their
being candidates for the prize of beauty, thongh
1t was probably the cause of their losing it.  In
music, when the melody is simple and slow, the
harmony full and plain, and the expression chaste
and solemmn, it will be as diflicult to deny the
combined existence of the sublime and beautiful

as to determine which predominates. Such a

combination forms one of the higher walks of

our art,

The sublime and ornamental may be combined,
as in the landscapes of' Reubens and Gaspar.
L ¥ i
Lhis is closely analogous to the intricate grandeur

:L]:'u*ml}' desceribed 3 and it 1s illustrated in music

¥
by those choruses m which the veices are dig-
nificd, and the accompaniments varied and
E,'-J._l.:.'i'lll.

Boauty and ornament are still move 1'|'{3|1'.l.t*1'|.’r.|:-.'
blended, ¢ The sublime by its solemnity fakes
ooff trom the loveliness ot beanty.™® The
ornamental style ““correets the languor of beauty
¢ anel the horror of sublimity, but renders their
“« impression less forcible. It is the coquetry of
* nature ; it makes beauty more mnlu.-'ing_g;, nore

¢ varied, more plaviul, but also
0 T.ess 1.-.-i:||z:i['.;_; colt, liss :1:L|L.1]Jf_1.' mitldd.”

In musie, wherever there 1s lowing and elegant
melody, with playtul and ingenious accompani-
ment, this union must be apparent ; 1t forms the
leading characteristic of modern music.

'T'he three atvles may also be found blended,

" though rarely without a sensible predominance
of that in which the composer excels, or that
which is the favourite style of the age in which

e lives.

= Price on the Picturesqgue.
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lime ; Martin's Belshazzar's Feast 15 a specimen
of sublime intricacy.  The large portico of the
Grecian Parthenon, or the long arcade of the

Roman Aqueduet, illustrate simple erandenr*

and the Gothie cathedral 15 an example of

sublimity ]'1.'H1||1i|i;__f from g vast .;[H;-_:L_‘l][lﬂ;i‘-_.l;[_: it

parts. In music, the great compass of notes

employed in a full orchestra conveys an idea of

vastness undefined. A uniform suceession of

major chords, the most agreeable of all sounds,
resembles a blaze of light; while the unintel-
dgible combination of extrancous discords con-

veys a feeling like that caused by darkness,

The clearness of ]Jatr'mﬂn}' i the madrigal of

many voices, or in the full anthem, and the deep
science of the organ fugue produce sublimity
trom seemingly opposite causes ; as also a passage

performed by many voices or instruments in

* Several words are here used, for the sake of variety, to
denote the sublime style which are not strictly EYTON VM 015,
Sublimity, elevation, and loftiness are so: but grandeur and
]ngz‘riﬁcﬂnrn jill]::::.' samething of :'-:lﬂr_-nrlr_'.ur axel agreeable
attraction. The military man well knows the difference
between the grandeur of a parade and the sublimity of »
battle.  The choruses of Havdn, Mozart, and Beethoven are
frequently mapgnificent, but seldom sublime.

YR RS

unisons or octaves, and ene o full and flord
counterpoint,

Pathetic expression, which will be treated of’
more fully hereafter, is not confined to any onc
ol the three styvles, but is most analogous to the
orpamental,  In puinting or sculpture, sorrow
robs the countenance of dignity and beauty,
but 15 conducive to picturesque effect.

Beauty, in all the arts, is the result of' softness,
smoothness, delicacy, smallness, gentle undu.
lations, symmetry, and the like. When, there-
tore, in music the melody is vocal and flowing,
the measure symmetrical, the !1;1!‘111{:11}* simple
and telligible, and the style of the whole soft,
delicate, and sweet, it may with as much pro-
priety be called beautiful, as a small, perfect,
Grecian  temple, or a landscape of Claude
Lorraine.

The ormamental style is the result of rongh.
ness, playtul intricacy, and abrupt variations.
In painting, splendid draperies, intricate archi.
tecture, gold or silver cups and vases, and all
such objeets are ornamental ; aged heads, old
hovels, cottages, or mills, ruined temples or

1y 4
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not including, in this case, beauty,  How many
would pass by his productions who would ad-
mire, and duly appreciate, the truth of Wilkie,
or the minuteness of Ostade ! Muany turn from
the vast, the incomprehensible, the awful, the
terrific, to find a milder oratihcation from that
which soothes and tranquillises the mind. A
stll greater number seek for amusement and
delight from the wit and humour of the lowest
style, A multitude may be satisfied with, and
even prefer, caricitures. A child, a savage, the
weakest mimd, may be charmed with beauty of
any sort, I nature or art — distant views, soft
scenery, delicate objects, shells, flowers, minerals,
mseets, elegant buildings, apartments, o L=
dens; while the same mind would  perceive
nothing but terror in the storm, danger in the
precipice, desolation in the riiin, poverty in the

hovel, and barrenness in the rocky mountain,

some minds may, however, feel what is torcibly
striking and grand, while the less obtrusive
merits of the pure sublime will 1ot appear Lo
them to have any effect, Cope, Seott, and Byron

bave charms for all Feaders,  Milton is conmpres

]

hended by tew; and that few can 1'{'1m'|:|!n:1'
how lone it was before they could perceive his
t'."iIL'l."”'u"I":'i.-'l.". The mind itselt” must expand betore
it can comprehend what s so vast, Admir-
ation, wonder, awe, and even terror are produced
in the mind by the sublime style 3 beauty pleases,
soothes, and enamours ; ornament dazzles, de-
lights, amuses, and awankens curiosity.  Will 15,1
not, then, be readily granted that the value ol
any style, singly, or predominating if’ combined,
m;:w l-w ascertained by the nature of its -
13]":_".‘}3"illl'.':€~ > To be amused and delighted 1s a
meaner enjoyment than that ol boeing s001 hed
and charmed ;3 while both are less noble to the
mind  than feeling itsell elevated and expanded.
The humorous incidents ot o drama make men
laugh; the tender and happy parts excite the
smile of approbation: but the tragic scenes
petrify them into silent, serious, breathless at-
tention. The superiority of the tragedy over
the comedy, and of both over the farce, 1s there-
tore obvious, though the majority of every au-
dience should deny the statement,  Illustrations

out of all the arts might casily be multiphed.
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Let us next consider the rank and value ol

these stvles, as the basis on which all the
clements of musical criticism mav safely be
established. | |
Lhe rank and value of each style are deduced
from a consideration of the mental labour em-
ployed in their formation, and the mental ea-
pacities required for the comprehension and
enjoyment of them, IFrom the time of Longinus,
at least, who wrote on the subjeet in the carlv
part of the third century, the invention []I'u[ml-'-
everis sublime has been esteemed the oreatest
citort of the human mind,  This stvle, which
is emphatically denominated the elevated, the
iuflﬂ}' style, may well be called the higrhest walk
of any art.  But whether we regard this, with
Sir Joshua Heynolds, as ncluding the beautiful,
or, with Uvedale Price, divide the w hole into
three styles, the lowest and least cstimated 1s
the ornamental,  The well known rebuke from
his master of the young Grecian painter, tor

having decked his Helen with ornaments, be-
cause he had not the skill to make her Beautiful
' 3

is astriking llustration of the inferiority of' this

otvle,  Diffieult as execution, In music or m
painting, may appear to the enovant, it is heldin
comparative contempt by those who seek for the
forms, or the sounds, that can only be produced
or enjoved by the mindd,  We say, then, with Sir
Joshua H-.*}'l'_-e.~|-;'ﬁ, that the hiohest walk of the
art s the sublime, and the lowest walk of the
art is the ernamental,  Buot if, with Burke, we
separate  the sublime amd beautitul into two
stvles, which shall we prefer 7 — Surely the
sublime, as requiring most mind in the person
aratified, and in the author ot the mrratification,
The mental operations required for writing an
epic poent, designing o cathedral, painting a
storm, or composing a full chorus, must be
areater and more extraordinary than Lhose which
produce a sonnet, a shrine, a minture, or an
ariette.  Why was the lecturer in a sister arg 50
anxious to impress on his pupils the merits of
Michael Angelo? Not because he is generally
allowed to be the most pleasing of panters ; not
beeause he is the last painter, or the favourite ot
the present day; but because he excelled all
others in the sublime style — the pure sublime,

13- L
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In Grecian wrehitecture the Dovie, Tonic, and
Corinthian orders are respectively in the sul.
lime, beautitul, and ornamental stvies,  Show
them to the world — the bending acanthus, the
rich entablature, and the l1rht proportions of the
Corinthian will be mstantly  preferred Ly the
majoritv 3 the chasie clegance and simplicity of
the lonic will charm others ; while the mu.;:aim
strength and bold outline of the Doric will be
lett to the admiration of the PEIMININE minority,
Show them, again, the sacred edifices of Lf‘m
twelfth, thirteenth, and tollowing centuries in this
Kingdom, Some would venerate and admire the
ponderous strength of the massive columns and
impenetrable walls of the Norman fabrics, More,
thinking these Ju-;u-'} and barbarous, would pre-
ter the lighter shafts and aspiring arches of the
early pointed style ; while the many would be
dazzled and delighted with the lofty spires and
pinnacles, and the rich tracery in the roofs and
windows, of the decorated style ; and even more
%0, perhaps, with the superabundance of Ora-
ment in the perpendicular stvle, which was the

sure mdication of the deeline of the i

The student has now obtained a rule for dis-

covering and appreciating the value of any picce
of music, by observing the eftect of its style, or
of its predominant style, on real Judges. It is
sublime 1 1L inspives veneration, beautiful if it
pleases, ornamental if' it amuses.  Whoever, then,
were the greatest composers of the sublime style,
they are to be regarded as treading in the highest
walks of the art ; those of the beautiful oceupy
another inferior stage near the suimmit 3 bt
those of the ornamental are far below.  When
two of these styles are combined, a union of
the sublime and beautiful ranks first, one of’ the
sublime and crmwmental next, and one of the
beautitil and ornamental  last s and when all
are combined, the predominance of any one over
the others must be regarded with a reference to
its own peculiar value,  Such a combination ot
the three as preserves their due subordination,
not permitting the beauntiful to take precedence
ol the sublime, or the ormamental of either of
the others, deserves the highest prase,
When these styles prevailed, and who these

composers were, shall be considered herealter,
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“ therefore, any of these spectes of motion or
“sound may be tound in an eminent deoree,
“ there will be room for musical imitation. The
“oplidings, tossings; and murmurings of watcer,
“ the 1Jt‘f|t}wlﬂr‘.‘ of 1 storm, and the confusion of
“ o battle, are all capiable of being, in some
“ degree, imitated in music.”  And acrain, he
says, ** Music is a modification of sound. and
M rh}'_r.'nu 15 the time or motion of that sound ;
* musical sounds, therefore, may resemble other
“sounds, and musical motion other motion.' *
Let the piece he unaccompanied by words or

and
confusion will neither represent water, a storm,

title, and the ghiding, tossing, bellowing,

or a battle. Handel has but one and the same

fav o . i .y : I i
avourite soothing melody to express the mur-

murings, or perhaps the undulations, of a flow.

ing stream +, the repose of the dead 1, the beauty

of’ the queen §» and the softness of spring. || In

* See Harris's Three Treatiges,

1 Last song and last chorus in Acis and Galaten,
1 “ 1 know that my Redeemer liveth,"— The Messial

§ * Upon thy right hand did stand the Queen” « M ¥
heart is inditing."— Cor. Aneh. ‘
Il Recit. in Joshua, preceding o

| - song, ¢ Hark ! 'tis the
linnet.'

4 )
another place, where waves were to be depieted,
and the roaring of a wiant, but ene passage Is
usedd. * The poet says well ol this composcer,
tlyat

“ Jove s own thunders {ullow Marss dr s,

But the drums are obliged to represent some-
times one and sometimes the other.

The student has learned that awe, complacency,
and amusement, are severally caused by the sub-
lime, beautiful, and ornamental styles, T Pam and
pleasure are awakened by the use of the minor atd
major keys, of their appropriate concords and dis-
cords, and of the chromatic and diatonic scales.
The major key is more agrecable to the car than
the minor, and the diatonic scale and discords than
the chromatic. In the diatonic scale there are
fewer semitones than in the chromatic, and those
turther apart. The triads ot the major key are
the same with the perfect chords tormed by any
note with its five prineipal harmonics, and are
therefore as much a part of nature as light itself,

& oo Wreetehed I,,Il'll_.._:‘-.v—.-'tl'.!..'-: el Cieelalea,
+ Pope. 1 See the preceding Chapter,
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CHAP. 111

ON MUSICAL EXPRREASION.

Previous to the application of the foregoing
general prineiples, and the attempt to show
“Ihm. these styles prevailed, and who were the
greatest masters in each, it will be necessary to
detain the student on another subject of L'f.;'li.‘li—

derable importance — that of musical expression,
In extolling the descriptive powers of onur art,
many writers have exceeded the truth, makine
I ]
it capable of what it really cannot achieve
T
Composers, encouraged by these praises, have
become e dari '

ome more daring  than their predecessors,
and have drawn upon themselves the COensure

not merely of sound musical judges, but of

others, tenorant of the art, and onlv guided by

common - sense,  “ who, though deat' to the
- LN R

Wi 3 T 1
charms of music, are not blind to the absur.

“ dity of T T : '
ty of musicians.”* The uiion of music

* Dr. Beattiv,

15

with poetry {making voecal music) has been one
fruitful source of these exaggerations I'raase

due to the poetry alone has thus been bestowed

on the music.  Let the poetry cease altogether,

ar be in an unknown tongue, and then sce

whethier musie can build the walls of" a city, or
civilise a savage race. Musie has been called
the lansuage of nature; but it is a very Lnper
fect lanenage 3 it s all adjectives anid no sube.
ctantives. It may represent certain qualitics 1
objects, or raise similar affections in the mind to
what these objects raise, but it cannot delineate
the objects themselves, It conveys no imagery ;
and cannot even discriminate very accurately
hetween the affections it does command. It
may speak of something serene, joyous, wild,
tender, grave, melancholy, troubled, agritated,
or pathetic; but without poetry lends her aud
we remain ignorant of what that thing may be.
An argumentative writer tells us, that * the
¢ fittest subjects for imitation are all such things
¢ a8 are characterised by motion and sound.
¢« Motion may be either slow or swift, even or
o uneven, broken or continuous ; sound may be

o cither soft or loud, acute or srave.  Wherever,
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lowing, convey an idea of firmness and majesty.
Very slow notes belong to sublimity, and very
rapid ones to ornament., DBroken and varied
measure 15 properly used for indecision, as in
the song of Jealousy, —

“ Of different themes the veering song was mix'd, —

" And now it courted Love ; now, raving, call'd vn Hate,”*
The poignancy of grief in the minor mode is
much increased by the agitated rhythm render-
ing that confused, or mysteriously grand, which
in the uniform measure would only have been
melancholy.

But if it be demanded whether this is the use
always made of' the major and minor kevs, I am
compelled to own that it is not. Many excep-
tions to the rule may be found in the works of
the great masters, Handel has set words to the
minor key which seemed to require the major. t
The minor key of itself confers an expression of
seriousness and dignity, and is frequently on

that account adopted by second-rate composers.

* Colling’s Ode to the Passions, set to music by Dr. Canke.
T Hbw beautitul are the feet 1" — ¢ Thou art gone up
on high.” — v If God be for us,”

Ol

But Handel was not of this description,  He
probably adopted the minor key merely for the
sake of contrast to the pieces which preceded
and followed. Thus the Italian pamter consi-
dered « una nevola che passa,” a suflicient ex-
cuse for having thrown a shade over one of his
figures that he did not wish to be too prominent. *
Sometimes, also, he adopted the major key for
words of a sorrowful cast. Contrast mav ac-
count for this also; and, indeed, a succession of
pieces in the minor would be yel more fatiguing
than in the major key,

The general effect of the oratoriot is im-
proved by these contrasts; but had the pieces
been eomposed separately they would probably
have been differently treated, Observe in the
recitative, ¢ Forbehold, darkness shall cover the
earth,” and in the air which follows it, how
carefully the aunthor has assigned the minor key
to the words which speak of darkness, and the

major to those of light. The one is set off by

# o (uam multa vident pietores, in wmbris, et in eminentia,
uaE nns non videmus.” — Clicerg,
+ The Messinh.
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or the colours into which it mav e refracted,
Again, if two notes of the triad are accurately
sounded by two voices or instruments, a third

sound, belonging to the same triad, is formed in

the car by the coincidence of the vibrations, 1

C and E are produced in the treble clet, the G
below is heard ; and if E and G, C helaw, But
the minor key consists partly, and somectimes
wholly, of minor triads. Now, the minor triad
1s not, like the major, a part of nature ; nor
will two of' its sounds generate a third : conse-
quently, it is less agreeable than the major ; its
minor third seems, like the string which sounds
it, to have been relaxed and depressed from the
mare agreeable and natural major thind,  While
the chromatic scale, -ll.h{l'lilr‘il]i]lg-_‘:i]'i semitones, and
its discords containing minor and extreme flat and
sharp intervals, approaches nearer to the cries and
howlings of men or animals in distress, to the
whistling of the wind, and to other confused and
indistinet noises, than the diatonic scale. The
major key, therefore, when unincumbered with
chromatic passages, is a great source of calm

satisfaction to the mind; it causcs serenity,

I‘i_‘i.' serenity 1 do not mean indifference, but that

tranquil pleasure which ever results from the
contemplation of the beantiful style.  Some
pleasure also accompanies the awe and the pain
occasioned by the sublime and the pathetie.
Much also depends upon the manner of per-
forming any passage.  The same notes which,
when rendered by a few soft voices, we pro-
nounce beautiful, acquire somewhat ol the sub-
lime by increasing the number of the performers,
though still very soft; but it'loud, the character
is totally changed, and the beantiful disap-
pears, *

Clearness of harmony hkewise conduces to
serenity 3 the attention is less fatigued than by
what is complicated and unintelligible.  Sym-
metrical rhythm, 1n moderate time, also con-
duces to the same effect. By increasing the
velocity, joy and delight are kindled. Long

accented notes, with short unaccented ones fol-

* In Handel's Hallelujah Chorus, the notes to the words,
“The kingdoms of this world,” when performed soft, are
beautiful ; but when repeated loud, and with the full band,
are subdime,
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the other, like the bright gleam ot sunshine mn a
.':iLi'rJ'JIJ, "a'l-'il'it_'h AUEITS FTHORD L l|_.|r'll|.|:..|.”.|_ t]l.'l.'lll ‘I‘I.I:II.I.IEI Ii.]L'-'
whole landscape is dlummated : and this, per-
baps, is the reason why the minor key is pre-
ferred by many lovers of music — not because it

1s more agreeable, but that it s a tol to the

major key, and makes that more attractive.

In some cases, however, sorrow is not meant
by the composer where the words may at first
scem to require it.  In the song, ** He was de-
“ spised,” love to the Saviour, rather than pity
for his sufferings, seems ntended.  And in the
movement, ¢ All we lLke sheep have cone
“ astray,” sorrow for sin was not what the au-

thor aimed to excite, but he attempted to depict

the thoughtless dispersion and careless wander-
ing of silly sheep, each seeking pleasnre its own
way. DBut the practice of disregarding the na-
tural etfects produced by the major and minor
keys, 1s: by no means peculiar to this author.
Instances of it are afforded by the greatest mas-
ters of the Italian school, both ancient and
modern. Sentiments of the most intense pathos

are rendered by music, which we should deno-

T
-
o

minate beantiful.  Burke remarks, that  the
affeetion produced by th beautiful approaches
nearer to melancholy than to joy, according with
our bard *, who says, © I ne’er am merry when
¢ T hear sweet musie.”

But the Ttalians are justly accused of having
less expression and pathos than the Germans.
We may instance a song by the elegant Hasse 7,
« Pallido il sole,” the words of which describe
the sun pale, the sky lowering, troubles threaten-
ing, and death preparing to strike.  Yet the key
is major, the time maoderate, the melody flow-
j”f-—‘;f the L_-;'-.'_]u'l:fa-'i:"rn s, the ]J&I'.E'HJHH}' clear, the
vhvthim uniform, and the effect of’ the whole
such as would excite in a hearer unacquainted
with its words, nothing short of unmixed de-
light, ¢ O quam tristis ct afflicta!™ in the
Stabat Mater of Pergolesi, and almost all the
opera songs by Sacehini, Sarti, Paisiello, &e. are

of this description. This error is not peculiar

& Shakspeare.
+ Hasse was o Cerman by birth, but is always considered
5% An IIEI.“.JII ,_-.;_”“]':,ﬂg[::'l s |;||.' wrake iil Ll !l.l]i'.l.:'l F[_'!-'l':_'.
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that the singer was thinking of what was said. ®

[n the chorus —

w No more to Ammon’s god and king,
o« Tierce Moloch, shall vur eymbals ring,

1o dismal dance around the furnace blue 4, —

the composer was perfectly right in representing
these unhallowed orgies by descriptive NLSIC,
notwitlstanding  the two first words of the
sentence.

Other imperfections in musical expression re-
quire to be noticed. ¢ To express,” says Dr.
Beattie, * the local elevation of objects by what
¢ we call high npotes, and their depression by
« low or deep notes, has no more propriety than
¢« any other pun. We call notes high or low
“ with respeet to their situation 1n the written
s genle,  There wonld have been no absurdity
“ in expressing the highest notes by characters
¢ placed at the bottom of the scale,” or the

reverse, ¢ if custom or accident had so deter-

* Last part of ** O lovely Peace.” — Judas Macchabous,
I ¥
f Lirst chorus i Jephtha.

i

wd

w mined.  And there is reason to think that
o somethine like this actually obtained in the
¢ musieal scale of the ancients ; at loust 1t 15
« probable, that the deepest or gravest sound
¢ was called summa, and the shrilest or acutest
e ima; which might be owing to the construc-
« tion of their instruments.”  No person, un-
'.u-:[uu':lmni with the fact, could discover that
the symphony n Huvdn’s Creation, which pre.
cedes the description of the sun-rising, was in-
tended  to portray that glm'imm appearance.
The crescendo, indeed, of the loudness aptly
represents the eradual inerease of light. Dut
the slow progress of the diatonic scale conveys
no idea of ascent or im[n-l'r*v;]tihir motion. In
consuring Handel's attempt to convey the idea
of the sun rising and then standing still at the
command of Joshua, Avison® has made his
ridicule turn upon the composer’s endeavouring
to make us hear what could only be seen.  But
that does not scem to be the chiet” ohjection,

which is rather that the sun s an individual ob-

s (n Musical Expression,



to our own art.  “ Guido,” says Sir Joshua
Reynolds, ¢ from want of choice in adapting
“ his subject to his ideas and powers, or from
“attempting to preserve beanty where it could
“not be preserved, has, in this respect, suc-
“ ceeded very ill.  His figures are often engaged

““ in subjects that required great expression ; yet

“ lis Judith and Holoternes, the daughter of

“ Herodias with John the Baptist's Lead, the

“ Andromeda, and some even of the mothers of

“ the innocents, have little more expression than
*his Venus attired by the Graces.” In the
above passage the real motive is hinted : it was
to preserve Dbeauty. The violent passions of
grief, and even joy, were destructive of beauty ;
there are, therefore, but few antique statues
which have not tranquil featuces,  And thus the
ltalign composers, finding themselves unrivalled
in the beautiful style, became enamoured of it ;
and considered it as alone suflicient to constitute
pertection.  They accordingly threw aside the
science which they themselves had invented,

abhorring canons, fugues, and learned contriv-

=

v d

ance, (on which they bestowed the terim ¢ sce-
¢ Jerata,’” ) avoiding all but the simplest discords,
and even the minor key itself,

Another imperfection in musical expression 1s
its incapability of rendering the negative asser-
tion, or the absence of the thing deseribed.  In
setting the words, * When thou hadst overcome
¢ the sharpness of death,” which 15 the musical
composer to lay hold of? He cannot convey
an idea of * overcome;” he therefore adapts
the expression * sharpness of death™ to appro-
priate discords.* Great musicians have been
censured for this. But would not orators do the
same in their way of pronouncing these words ?
¢« Tet the shrill trumpet cease™ 18 a sentence
which absolutely forbids a trampet to sound
immediately, — which would, indeed, be as
ridiculons, as to begin with a drum when the
poet says, * Not a drum was heard ;*” but that
the voice in singing these words should use the

scale of the trumpet, would only seem to show

* Handel's Dettingen Te Deum, and that for the Peace ol

Utreclit.
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e gervice of the field.  Hence it happens, that
¢ particular tones and imodes of music acquire
“ guch a connection with particular places, oc-
# egsions, and sentiments, that by hearing the
¢ former we are put in mind ot the latter, so as
“ to be affected by them, more or less, according
“ to the circumstances.  The sound of an organ,
¢ for example, puts usin mind of’ a church, and
¢ of the affections suitable to that place ; military
“ music, of military ideas ; flutes and hautboys,
¢ of the thoughts and images of rural Lite”
Thus there iz between these kinds of musie and
the ideas they excite * only an accidental con-
# nection, formed by custom, and founded rather
¢ on the nature of the instruments than on that
¢ of the musie.”

Let us, then, suppose organs and piano.fortes
portable : would they suit the purposes of regu-
lating the step, and inspiring courage in battle 2
Let us mmagine violing to he so improved  as
not to be affected by the damp @ would the line
advance to ¢ the jocund rebeck’s sound 2 The
trumpet, cymbal, and drum, are as portable as

the flute and bagpipe. Wiy, then, do not shep-

—-—:} i

gy e

(il

herds amuse their shepherdesses and flocks with

these dealening instruments 7 IE an organ were

reduced in size, and a piano-forte rendered

sigantic, might they exchange their situations ?
It is clear that our author has omitted to make
the provision, that the instruments should be cal-

culated to excite devotion, pleasure, or courage

and also, that the music performed on them
should alwavs be in the most appropriate style
for its purpose. But 1= our author i'i:,{']li i what
he has said 2 Does the sound of the organ
always put us in mind ot a church?  If it did i
his lifetume, it too frequently doces not so now,
It often reminds us of the concert, the draw-
ing-room, the opera, and the play-house, cven
when heard in a church. The remote sounds
of the pealing organ are, indeed, sometimes so
blended by echoing along the vaulted reols of
the cathedral and closter, that they produce the
most sublime effeets, and we might suppose that
the style of the music is that which we call
saered ; but a nearer approach will often dis-
solve the charm.  We shall find it is the military,

or the pastoral, or the piano-forte style, which
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ject, Light, created suddenly, or oradually in-
creasing, though only perceptible by the sight,

may be expressed in music *, or, more correctly,

the suddenness or the {:mdutmn ot some sort of

increase ; for light cannot be represented, much
less the sun,

But when compaosers (however eminent) cn-
deavour to represent, by musical notes, frogs

hopping, arrows flying, a rainbow, a lamp in a

high tower, the depths of the sea, the flight of

an ecagle, great whales, crawling worms, tigers
bounding, the paces of the stag and horse, flakes
of snow, forked lightning, a dog running over
the fields, the report of the gunt, and the fall
af the wounded bird, we surely must acknow-
ledge that they have exceeded the true limits of
musical expression,

Another species of imitation in music remains

to be noticed, which s occasionally used with

* See the opening of Haydn's Creation, — O first created
beam " —( Samson), and the last scene of Weber's Der
Freischutz.

+ The report of the gun, as being a sound, 1= perhaps the
least exceptionable of these imitations, but even that is too
minute for musical expression,

—

S

great success : the imitation of sounds, whether
tlhiose which are unmusical —as thunder, cannon,
Lirds, the roar or murmur of waters, the cries of
distress or pain, the whistling of the wind ; —or
those which are musical—as the tolling or ring-
ing of bells, or of certain instruments, which, by
their tone and scale, and the music pecuhar to
them, convey the idea of the military, pastoral,
or sacred styles.  Dr. Beattie, from whom I have
already quoted many excellent sentiments, has
the following passage on this subject, with which
I cannot agree, and which I think liable to be
made the foundation of erroneous principles : —
¢« A flute, a hautboy, or a bagpipe, is better
« adapted to the purposes of rural music than a
« fiddle, an organ, or a harpsichord, because
« more portable, and less liable to injury from
v the weather. Thus an organ, on account of
¢ its size and loudness, requires to be placed in
“ o church, or some large npartment ; thus vie-
¢ lins and violoneellos, to which any degree of
“ damp may prove hurttul, are naturally adapted
“ to domestic use; while drums, trumpets, fifes,

voand French horns, are better suited to the
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« uneertain sound, who shall prepare himself for s
zephyr, or the murmuring stream, the solemn

¢ the battle?” i < ¢] s
. . _ o . curfew or thie merry peal of bells, music can by
Musical expression is, then, more limited in bor i . e . -
. : ler amilations increase, almost infinitely, the
its powers than is, perhaps, generally imagined. T o . o :

. ; m enjoyment of the description,

Music cannot, like painting, seize on a parti-
cular action, and represent, with minuteness, all
its parts. Like poetry, her imitation s very
inferior to that of painting. Without the aid ot |
music, poetry is necessarily foreed to waste many
of her richest ideas in attempting to raise the

affoctions, — which, when united to music, she

finds raised already. Without the aid of poetry, ':
music can awaken the affections by her magic
influence, producing at her will, and that in-
stantly, serenity, complacency, pleasure, delight,
extacy, melancholy, woe, pain, terror, and dis-
traction.  She can remind us also of the sacred,
military, and pastoral styles; and when poetry
would speak of the thunder-storm, the battle,
the howl of pain, the warbling of birds, the roar

of the winds or the waves, the breath of the

" ".-'I"l:
Lok |

i

s 1 Cor. xiv, 8. + See Iarris's Three Treatises.
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is used for the voluntary. Again, hear a mili-
tary band on parade plaving the soft adagios of
Haydn, Mazart, and Beethoven! Though a
whole host of armed men surround you, not one
military idea 15 awakened. Hear the same band
in the ball-room, and here also they produce no
military effect. Oboes, flutes, and flageolets are
not properly military instruments, yet they are
added to augment the sound of the band, and,
by playing the same music, increase its effect.
They donot always remind us of pastoral scenes.
On the organ, when judiciously plaved, we may
distinguish thechurch and the oratoriostyles. On
the piano-forte, though all styles are not equally
calculated to suit its peculiar expression, all may
be distinetly heard, — the sacred, the military,
the pastoral, the concert, the opera, and its own
appropriate style. How then can the style de-
pend upon the instrument alone? The plano-
forte does not imitate the tone of' the organ, of
military, or of pastoral instruments. The limited
scales of the trumpet amd horn, indeed, are re-
cogmised when notes similar to harmonics are

used, But the sacred, the military, and the

5]

pastoral styles are only properly so called when
instantly distinguishable from each other, 1t per-
formed on the piano-forte. Whatever is slow
and grave may sound weli if performed on an
organ; but these qualities do not constitute
sucred music, any more than adagios, pastorales,
and dances performed by a military band, how.
ever well they may sound, constitute military
music. I am fully aware that 1 am opposed to
the majority of English organists, and to all
foreicn musicians, in these sentiments. The
practice of organists shows that “The praise
« and glory of God" is not so much thought
of as their own reputation for execution or in-
vention. They perform on the organ during
divine service such picces as are expressly com-
posed for the piano-forte, concert, or theatre ;
or pieces which do not differ from them in style,
There is, then, between these kinds of music
and the ideas they excite more than ¢ an acci-
¢ dental connection ;™" and 1t depends as much,
at least, on the nature of the music as on that

of the instruments. * If the trumpet give an
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CHAP. TIV.

1%E OF T AR'T.
THE RISE, PROGRESES, AXND DECLINE OF THE

W e are next to consider when these styles pre-
vailed ; and by viewing the result of this enquuy
apart from the namces of the great composers
we have been accustomed to admire, we shall
more readily perceive the degree of credit due
to the deductions which follow: we shall be in-
duced to own that criticism, founded on prin-
ciples common Lo all the fine arts, is just andl
free from prejudice.

[n all cases where the order of the ention
or adoption of the sublime, beantiful, and orna-
mental styles can be ascertained, we find the
sublime is the earhest, and the ornamental the
lat®st ; and it 18 acknowledged that the undue
prevalence of the ornamental stvle is a sure in-
dication of the decline and decay of any art,

Tt was thus in painting, in architecture (both

Roman and Gothic), and in sculpture, whicl,
mdeed, -'Icll'a“_‘. adimits the |PrCACnoe ol this third
style in any degree.

As the ancients had |J=l;L|IIIH1,'_-'I', and, ]:L*t']i:l[]ﬁ,
attained to considerable proficiency in it, so
they had music alse, of which we know but very
little,  As painting was revived by Cimabue, so
our art was revived when seientihe musie, or
that containing  harmony, was mvented i the
cleventh century,  The remans of the real music
oi the ancients * are so scanty, that 1 can only,
on the present occasion, refer the student to two
fragments of’ it, which are in a simple and sub-
lime style, not unlike our sacred music. + Na-
tional music (or that which has been tradition-
allv preserved invarious nations, the authors being
renerally unknown) is also supposed to be the

remains, or at least a close imitation, of the

* By this expression is meant that of the Greeks,
Ilomans, &c.; and it must be carefully distinguished from
ancient mugic, which means that of the sixteenth, seven.
teenth, and early part of the eighteenth centuries, as apposed
Lo modern music.

+ Burney's History, vol. i, or Specimens of Music, by the
author, vel. i. p. 14




A

| PR B

5

-

LA

o

T

TR 9

=

) !

PR,

s

music of the ancients. ® In this all the three

styles existed. The inventor of scientihc music ¥

had all these before him 3 for, however uneertain
the dates of many of the airs may be, there 18
no guestion as to the existence of national MUSIC
anterior to the use of harmony. The Hebrew
chants, for instance, noticed by Marcello in his
Psalms 3, are said to be very ancient.  Lhey
were ‘|":rer~'crx'u{l by the Spanish and German
Jews j—and so strongly resemble the Persian
service, {which is also likely to be ancient’) that
2 Hebrew high priest, who heard the latter per-
formed by the suite of the Persitan caliph on
an embassy at Petersburg, was highly offended,
thinking it was done 1 derision of the Jews,
The Chinese § are s remarkably tenacious of
old customs, that there can scarcely be a doubt
of the high antiquity of their airs, or ol those of
the Fast Indies, though we do not indeed sap-
pose the Monk of Arcttino was acquainted with

these. The Greek | air called Romeka appears

* Specimens, viols L b Guido.
| ?ﬁpuuhnem, yol. 1, i+ 1.5 ‘ .".'-.[1-:'1:i;rwn:~.. vol. 1. p. 153,

Specimens, vol. B TES

LIt}

to have been modernised in its melody and
oraces; but not so in s seyle and measure,
which woere suited to the dance which has been
an annual commemoration, from LHTE LMNeIn -
rial, of the deliverance by Thesens of the young
Greeks from the Minotaur in Crete. ®* The airs
of the bards and troubadours were performed all
over BEurope,  The air called the Hymn of
Roland was composed betore the battle of Hast-
ings, being sung by the Conqueror’s army as it
advanced :+ and the Welsh tunes of David the
Proplice  and Sweet Richard were deciphered
from a Welsh MS. of the cleventh century, and
were probably not new when inserted. T hese,
then, 1 repeat, i their various styles, together
with the chants which had existed in the Chris-
tian church at least from the fourth century,
were equally open to the adoption of Lhe in-
ventor of harmony. In national musie, the
military, the pastoral, and the dance styles were
distinet and appropriate.  The diflerence of

# 1985 vears B L. i Bpecimens, vol, & po 77, T8,
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such a taste, indeed, would be easily acquired ®,
and of no worth when obtained.

o Eeclesiastical music in the middle ages,”
says Dr. Burney, ¢ was all derived from the
“ papal chapel and court of Rome; counter-
¢« point was first cultivated for their vse. It
« travelled thence to the Hanseatic towns and
¢ the Netherlands, where the affluence which
“ flowed . from siiccesstul  commerce afforded
¢ gncouragement and leisure for its enltivation ;
il about the middle of the sixteenth cen-
“ tury, when, by the general intercourse that
¢ traffic and the new art of printing mtroduced,
«all the improvements in harmony, which had

¢ heen made in Ttaly and the Low Countries,

s were communicated to every other part of

o Furope, which not only stimulated the natives
“ to adopt and imitate them, but to 1mprove
« and render them more perfect by their own

¢ inventions and refinements.”  Aod as long

= It resembles the accomodating politics in the ald song
of the # Vicar of Bray.” It 1s displayed in the daly practice
of our young females who, on entering a music shop, simply

enquire if any thing new g pubhished.

as the pure sublime style, —the styvle peculiarly
suited to the church service, — was cherished,
which was only to about the middle of the seven-
teenth eentury, we consider the ceclesiastical
stvle to he in a state worthy ol study and imita-
tion, —in o state of perfection, But it has been
aradvally, though not imperceptibly, losing its
character ot H'.l]‘.-HHEiF}-' EVEer =110, [mprove-
ments have indeed been made 1in the contexture
of the scare, in the flow of melody, m the ac-
centuation and expression of’ the words, 1 the
beauty of the solo, and the delicacy of the ac-
companiment.  But these are not indications
of the sablime. Church music 1s thereftore
on the dechne, H|1|]|i|‘ml:,' 15 the luehest walk
of pur art as of’ cevery other, Our art 1s, there-
tore, on the dechinge,

The metett and the madrigal were next in-

vented,  Here was sublimity combined with a

considerable, and perhaps equal portion of

beauty., This then formed a lofty, though not
the highest station,
."_'il.[!;n|5.|:]'tt._'-.' alone was not suited to the subject

ol the madngal, The wnmon with beauty was

e e~ il T
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their character is not caused by age; they will
not increase in sublimity by becoming older;
they will not become suitable to sacred sinbjects.
The chants adopted by Guido as proper 1or
sacred music, were the Gregorian and the Am-

brosian ; and these are said to have been de-

rived from the sacred music ot the heathen, or

perhaps that of the Jews.  Thusmany of the in-
ventions in architecture, usually ascribed to the
Greeks and Romans, are found to have existed
in the fur more ancient edifices of the Egyptians.
‘I'his was not, therefore, the invention of the
church style, butonly of harmony differing [rom
the consecutive 4ths, Sths, and 8ves, with which
their chants had previously been secompanied,

and which, il sung softer than the melody,

pru-'[ml}l}' }11‘{14_1“::{&11 a4 similar effect to that of

certain stops 1n the organ, which seem to have
had their origin in this species of accompani-
ment, which was called organum.®  LThese

would not alter or destroy the character of the

* See page 8 and 9. also Specimens, volo pe 1

q i

chants themselves, which were sublime. | dwell
upon this, because it 1% 4 common error to sup-
pose that antiquity alone creates the veneration
we feel tfor church music; and that o its com-
positions always resemble those compored
century back, this will abone constitute the true
sacred stvle. I should imdeed rejoice if all com-
positions less than a century old were at present

excluded from the chureh service.  But looking

into futurity, 1 should tremble for the fate of’

the sacred style, if modern music in general, or
much of that now composed for the church,
were to be adopted even a hundred vears hence.
I'ew productions of the present day will ever
become fit for divine service at all.  The rust
of antiquity will never constitute sublimity,
Having learned the comparative value of the
several styles, suppose them to exist when they
will, let not the musical student, with seme
writers, (to whom we are infinitely indebted for
every thing but their musical criticisms, ) imagine
that musie is continually improving ; that every
age 13 superior to the preceding ; and that every
LW composer 15 LrTEHECT Hhan his -‘jl'l‘é.*.!]ﬂ‘.r.'u.“}*:ir_l1".

|

— .
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or the accompaniments, not m the scientific

contexture of the choruses, or the chaste melody

of the songs, —in the ornamental, not in the sub-
lime or beautiful styles.  In the opera;, however,
the expression of the vocal melody was not yet
sufficiently light for secular, and  especially
comic subjects, although the sublime and every
thing scientific had been carefully excluded ;
the instrumental accompaniment had not ac-
quired its transpavency and playfulness of de-

coration ; ornament was not sufficiently  ad-

vaneed in x'igm]r to support the feeble SEe s of

beauty, bereft of her aged companion, 1t has,
liowever, heen increasing in strength and m-
portance ever since, and has bronght the opera
to the state in which we now find it; more
light, brilliant, and varied than ever, more sci-
entific and more dramatic, though perhaps less
replete with Deautitful melody than it has been.
Of the improvement in the instrumental de-
partment of the opera, that of concert music
was a natural resull, While science was ba-
nished, the overture and concerto remained

uninteresting; but when this was readmitted,

and the sublime occasionally introduced, the
modern styvle of instrumental wusic became, as
such, muech superior to what it had been. The
ornamental style 13 necessarily predominant in
nstrumental musie, But in selo concertos for
particular mstruments, and in piano-forte music
in general, it s more abtrusive than in the
coneert sinfonia, or in the quartett tor the
chamber.

I'rom the foregoing statement, it appears then,
that in modern musie the instrumental stvle is
areatly advanced, or perhaps arnved at perfec-
tion, but the Progress of vocal music 1s not so
apparent.  But vocal music s superior to 1n-
strumental music, as it includes it as an accom-
paniment in every thing except erlees.  Again,
sacred music is not improved, secular 15, Bud
sacred music is of a higher order than secular.
And again, the ornamental style is more cul-
tivated than the beautitul, and the sublime maost
neglected. Yet the sublime 1s superior to the
beautiful, aund both to the ornamental,  The art
i, therefore, on the dechne.

The remedy is obvious, let the young com-
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highly proper. But the madrigal of the seven-
teenth century has mever been equalled 5 glees
have become more refined and highly finished,
more varied in style, more replete with discords
and modulations, more gracetul, and, to the gre-
nerality of hearers, more pleasing and amusing,
But these are not the qualities for which the
ancient madrigal is so justly valued.

‘Then came the cantata, from which the sub-
lime was wholly withdrawn, and a style more
appropriate  to  love ditties  was Judiciously
adopted,  The vocal melody became still more
beaatiful, and the ornamental stvle was invented;
or LD Speak more correctly, adopted in the ac-
companiment of the violoncello to the cantata,
and in the various instruments for a full band in
the opera song. This was a considerable m-
provement of the lower walks, but not of the
highest walk of the art.

[n the latter part of the seventeenth century,
the separation of the two sisters, music and
poetry, again took place, by what is called the
vention of instrumental concert music. e

mnsie without words must have been heard in

T

the symphonies ot vocal pieces and in the
marches, dances, and other airs of  national
musie, from the remotest periods, Varions
styles.  The first concertos, however mferior
they may be as wstrumental pieces to more
modern productions, contain so much sublimity
and beauty, with the ornamental style kept 1
such due subordination, that we cannot but rank
them among the Hinest works of the art.

The commencement of the eighteenth cen-
tury furnishes the student with abundance for
his contemplation, both from the quantity and
quality of its productions. Here he will find
the organ fugne (a species of music excelling
all others in learned and ingenious combina-
tions, ) at 1ts highest state of excellence. The
ornamental stvle had not become too pre-
dominant, either in the oratorio or opera, The
sublime prevailed in the one, and the beautiful
1 the other.  The oratorios of this period may
on this account be said to have arrived at per-
fection, Whatever umprovements may have
afterwards been made, were in the instrumental

department, nat 1n the vocal, — i the overtures,
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and surprise, dazele and amuse, soothe and de-
light; but it clevates and expands the mind,
filling it with awe and wonder, not always suwd-
denly, but in proportion to the length and quan-
1]'[:\' of :'~,.I'.|1..|.}' bestowed Lo 1t.  The more it is
known the more it will be understood, approved,
admired, vencrated, and, I might almost say,

adored,

Let the voung musician begin his studies of

the church style with chants and psalms,  “The
fragments of chants preserved by Guido should
be noticed ®, as they contain melodies that have
been used as subjects by great masters, The
Ambrosian  chant, used in the fourth cen-
tury, is rllmiun:l by Bird in his anthem, ¢ Ne
¢ jrascaris,” — ¢ Be not wroth,” —or ¢ Bow
# thine ear.” The Gregorian chant, used n
the seventh century, is quoted by Leo 1 his
Dixit Dominus, in C.t 7The notes to which
Guido proposes a pedale or holding note m the

* Specimens of Music, vol. il p. 1.

+ Specimens of Music, vol. il. p. 104, See al-o a tabula
tonorum in Hawking's Hi-im-:, of Music, vol.i.; and al:o

the Benedictus of Marbeck, in Burney's History of Music,
vol, 1i,

bass, together with that pedale, lorm o passage
remarkable Lor its high antiquity 3 for the pedal
note, though called his invention, he must have
heard on the bagpipe, and in all national pastoral
music : this passage has been used as a halt and
full close by almost cvery composer of sacred
music, down to the Requiem ob Mozart, lus last
]:a'n.'uhlc_hu]'l, A chant s'ﬂmlum-ﬂ ]I.‘_p ,ff}r-filltir'l die
'rez, in the fifteenth centurv®, contains two
characteristic features of the age in which it was
produced : one is the transition from the chord
of C to that ol B flat, and then back to that of
(3 the other 15 concluding with a major chord
to the key-note of the minor key of 1), The
harmonies which Talliz, in the sixteenth cen-
tury, put to the Litanyt, may have been his
owil; but the chants themselves are older, and
are still used for chanting the prayvers in most
cathedrals. They were applied, in the University
of Oxford, with additions by Dr. Aldrich, to the
L

* Specimens of Musie, vol.ii. p. 1.
t Boyee's Cathedral Muosie, vol, i and Tallis's Latin
Litany and old ]152:=I_|_!'|| tuncs, edited by the author ol the

present work,
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poser study the productions of the sixteenth and
soventeenth centuries, in order to acquire the
true church style, which should always be sub-
lime and scientific, and contain no modern har-
monies or melodies,  There will still be room
for the excrcise of genius, without servile pla-
giarism.  To excel in the madrigal, let him he
well versed in the first works of that description,
In the oratorie let him use all the styles, pre-
serving their due order so often mentioned.  In
the opera, let the beauty of the vocal melody be
never lost sight of, or ohscured by the accom-
paniment. And in instrumental music, let him
cndeavour to keep pace with the latest com-
posers, The art will thus be effectually secured

from further deterioration and decay.

CHAP, V.

TICE WAMES OF SOME OF THE MOST NS TIsGUISITE D

COMPOSERS [N VANRIOULR HTYLEN,

I A3 now about to introduce the stucdent to the
names and works ol some of the most enunent
only of the great composers in their several styles.
[ have already shown what frame of mind hLe
ought to assume in order to benefit by the study
of them. But [ must again caution him, that he
will probably be disappownted at first hearing
them, especially those to whom he will be first
atroduced. He will meet with eritics and writers
who assert that, « whatever docs not pl'udum;
o effect cannot be worthy of our admiration,”
But the sublime, in every art, though least
attractive at first, is most deserving of regard.
When Sir Joshua Reynolds first beheld the Car-
toons of Raffuclle he felt disappomnted, but he
atterwards J,riL-]l_:l!ed to none in his veneration for

their sublimity. For this 1||15115r.}' does not strike
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Latin Litany, performed at the Lniversity chureh
during Lent.  They constitute a perfect speci-

men of pure -l.|'|]|j‘.]:il:-', totally unhike the music

of the present day ; totally unlike the sounds of

singing, harping, piping, marching, amd danecing,
which their inventors had heard in national

music. They are, indeed, what the poct calls
e« The voices of the dead, and ~ongs of other years,” *

But they are suited to sacred subjects, and re-
mind the hearer of no other style; whereas the
voluntaries and psalms of the present day are
inappropriate and unbecoming.

The ]1:'-5;1131|:= used and gomposed by the Re-
formers, (usually called the old hundredth, the
old thirty-cighth, &c.,) and those by their im-
mediate successors in this kingdom, (called by
the names of places, as London, Windsor, Win-
chester, &c.,) together with those made 1in
imitation of these pure sacred strains, are alone
'W-.’_ﬁl’@’ of study.t And these should be played

# Palesting, a prize poem, by the late Bishop IHeber,

whan an under-graduate.

+ See Tallis's Latin Litany and old psalm tuncs; alse

’

Specimens of Music, vol. . pp. 4,

- = iy o

simply, and with such harmoties as are of a
suitable style; while all the Magdalen and
Foundling hymns, with psalms made out of
sones,  rlees ¥, and  quartetts, m drawling,
whinine, minuct-like strains, with two or three
notes to each syllable, tull of meodern and
chromatic discords, with imterludes, symphonies,
introductions, shakes, flourishes, cadences, ap-
pogaiaturas, and other mnseemly displays of the
organist’s finger or Faney, should be denounced
and utterly abolished.  # And must we, then,

" XYes: but no

have no new church music ?
new style: nothing which recommends itsell
for its novelty, or reminds us of what we hear
at the parade, the concert, and the theatre.
Much new music may be produced in the
sacred style; though to equal what has already
been produced will not be found so casy as

may perhaps be imagined.

* i T know that my Redeemer liveth " © Sin not, O King
= Al perdona ™ ¢ Thou soft fwing Aven o Lightly tread
“ PIrink to e only witl thine CYUS " with “nl_'-'ﬂil'*w Pleyel's,
Mozart’s, and Beethoven's adagios, have all been made vse

of as peahm tuncs.



R AR - 4

e T -

bl

1f we turn from the consideration of our paro-
chial music to that of the choir service, the
splendid collection of Boyee's Cathedral Music
instantly claims our attention. Iere the student
will nd the finest chants, zervices, and anthems
that exist, to English words. By studying these,
he will acquire that discernment of styles which
WE Press upon him as so necessary. He must
not pronounce the musie of our countrymen,
Tye and Tallis, or of Orlande di Lasso and
Palestrina, who flonrished in the middle of the
sixteenth century, barbarous and antiquated,

though we will allow it to be
v Something rich and strange.

The generality o’ Tye's music 1s i a sweet,
simple, and clear style; more intelligible than
that of Tallis, much of which is in the Dorian
mode, or obsolete diatonic minor key of 1,
without a B flat.t It has been said, that he was
not kappy in the choice of his subjects; but the

* Tempest,— Shakspeore,

+ This mode is traditionally preserved by the pullery

singers of our country churches, It is also met with in some
national tunes, especially Irish.

5

first part of s anthem, « 1 will exalt thee, O
¢ Lord,” shews that, in sublimity, harmony, and
pathos, as well as in the choice of his subjects,
L was inferior to no one.® ‘This leads me to
remark, that the student who 1s unacquainted
with the mysteries of canon, tugue, and imitation,
is unable to appreciate the merits of the ancient
style of music. Irom the time of Josquin de
Prez, the father of modern harmony, 1o that of
Handel, no composer was held in high estima-
tion who was deficient in science.  Farrant’s
style is usually melancholy T3 but his anthem,
« Lord, for thy tender mercy’s sake,” 15 1n the
major key, — serene, clear, and as beautiful as
S0 si_m}ﬂw i 1.]1:_~[4:u1_'.,' (;-:_:I,l!--.! ]HL T]H‘. Imoyvenert,
“ Deposuit 1:nt.tra1.tu.-;+” from a Magnificat v
Palestrina £, possesses great freedom of motion
in the melody. Dean Aldrich (whose yaluable

collection of anthems, masses, madrigals, and

v Specimens ol Music, vol.ii. p 4.; and Boyce's Cathe-
dral Music, vol. i

b See Cloria Patrl, Specimens of Vusic, vol. i p. 5. and
Anthem,

t Specimens of Musie, vl di. G

£ o)
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cantatas, English and foreign, of the sixteenth
and seventeenth centuries, is left to the Christ
Church Library, Oxford,) adapted many of the
finest portions of’ the works of Palestrina, Bird,
Carissini, and others, to English words, as an-
thems for our church. Such is the tull anthem,
« We have heard with our ears, O Lord *,” by
Palestrina, which is in a rich, dignitied, and
sober style, the subjects natural, and the ma-

nagement of them skilful. ©
The madrigal at the latter part of the six-
teenth century having arrived at perfection, its
beautiful style insinuated itsell’ gradually mto
church music. To the names of great come-
posers already mentioned, we may now add
those of Monteverde, Gironimo Converso, Luca
Marenzio, and Emilio dal Cavaliero; and of our
own unation, Bird, Morley, Dowland, Weelkes,
Wilbye, and Este. To an inexperienced ear,
the music of this period scems all alike, whether
sacred or secular ; accordingly, the madrigal by

* Specimens of Music, vol. i p. 6.

+ See also O, give thanks,” and * Out of the deep,”

Aldrich, both from DPalestrina,  Boyee's Cathedral Music,

vl Ila

57
Lucah Marenzio, ¢ Disst a Pamata mia lucida
% stella®,” hag been made into an antlicem,
thouch in itselt’ one ol the finest specimoens of
the true madrigal styvle.  The ditterence will be
more perceptible by comparing it with the anthem
already mentioned, * Bow thine ear,” Ly Bird *,
q music master of Queen Flizabetl,  This is
in five real parts, and the first subject, a trag-
ment of the Ambrosian chant, is treated with
consummate skill.  The second subject, to the
words, ¢ Let thine anoer s from us,” 15
homogenous, yul sutticiently distinet trom the
former; and the first part ends with the major
third in a minor key, called the tierce de Pi-
cardic.  The words, * Sion, thy Ston 15 wasted
amd in‘ml[_{‘hﬁ low,! are set to a most tender vet
solemn passage ot plan counterpoint, contaning
4 transition from the triad of the key-note to one
. whole tone lower, the effect of which is sublime,
and marks its age. This part, though not specified
to be slower and softer than the rest, s usually
sung so; and 1 think i cxtremcly probable that

this method of performing it lias come down to

& :-;I.l-; tromsc il X s, voloan. §a M.



ks

us by tradition from the fime it was composed.
So Allegri's celebrated mass ftor Good Friday,
a composition which will not, upon the whole,
bear a comparison with this, produces an awinl
effect when sung by volces alone, as has always
been the case, and with sott, loud, and other
offects not marked in the score. Tor it 18 a
great, though common etror, to Suppose that the
music of this age was void of expression aud

effect in the performance. At the words,

¢¢ Jorusalem is wasted quite,” and at those of

« Desolate and void,” appropriate subjects are
proposed and sustained ; the latter reminding us
slightly of the first subject, or Ambrosian chant,
with which the anthem commenced, and with
which it also now concludes, the bass 1 par-
ticular repeating it several times in an emphatic

manner, in the same key, near the close. Upon

the whole T know no other such specimen of

what is called fine writing, and of the pure,
sublime, and sacred style. Till the student can
convinee himself that any other composition is
more excellent in these respects, he may regard

- with undivided admiration, This great man

3¢

produced fine music in many styles,  His other
anthems in Boyee’s Collection are excellent,
His canon, three in one, on the fourth and eighth
helow, “ Non nobis Domine =, notwithstanding
some little objections to which it 1s justly hable,
and which he might easily have avoided, 1s an
universal favourite, and the most pleasing, per-
haps, of all the canons that ever were wrntten.
His madrigal, * My mind to me a kingdom ist,"”
possesses  great richness of harmony, and its
subjects are well treated.  His vanations 10
an old national tune called ¢ The Carman’s
¢ Whistle t* are ingenious and scientific, and,
though difficult, are the easiest of many com-
posed for Queen Elizabeth by several eminent
musicians of the day, and preserved in her
virginal book : these evince that considerable
execution was acquired on keved instruments at
a period when the ornamental style is not usually
conceived to have existed.

At the close of the sixteenth century, recitative
was invented by Jacobo Peri, in setting an opera

= Specimens of dusic, vol.ii. p. 11,
+ Specimens of Music, Appendix, p. 154, 1 Thid. po 135
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alled Dafne. Sones in national music must have

been used from the remotest ages. But, in order,
perhaps, to be truly dramatie, composers did not
adopt them at thiz period into their operas, and
the only melody resembling an air in the above
opera 18 a sinfoma for three flutes m the genune
pastoral style.®

Oratorios differed from operas at this time as
motetts differed from madrigals, principally in
the words which were sacred instead of secular.
But the chorns, * lMata testa al sienore,” from
the oratorio ealled ** )i anima e di corpore,” by
Emilio dal Cavaliero, printed at Rome, 1600, (the
carliest that is preserved,) will show that the true
church style was clearly distinguished from the
pastoral at this period.

Orlande Gibhons flourished in the seventeenth
century, and the study ot his works cannot be
too strongly recommended. For pleasing sub.
jects, skill in the management ot them, — for the
artful contexture of the score and the flow of

melody in each part, —he s pre-eminent.  Im-

= Specimens of Music, vol. i po 1 E Iid,

1
provement in the accentuation and expression ol

the words muay be perceived in his acddnmuirable, short,

full anthem, © Almighty and everlasting God””*
Writing in a score consisting of many parts was,
at this time, much in thvour, and became the
test of a composer’s abilities. It 15, accordingly,
required by the statutes ot the university ot
Oxford, that the exercise for the degree of
bachelor in musie shall be in five voice parts,
and that for a doctor’s in six or eight, besides
instrumental accompaniments ; and though this
task may be accomplished without taste, in-
vention, or originality, it cannot without pre-
vious study, application, and experience.  Gib-
bons's anthems, ¢ O clap vour hands + " and
« Hosanna to the Son of David,” are in a score
of many parts, and well written,  His service in
I* is the best we have 3 the Sanctus is very fine.
The Gloria Patri to the Nunc Dimittis1 15 a
canon, two in one, possessing as much elegance

¥ Specimens of Music, volil. p. 4.

¢ Bovee's Cathedral Music, volo i and Specimens o
Music, vol.i. p. 124
Specimens of Mueie, voloii. po 17.; and Boyee's Ca-

: S
thedral Musiwe, vol. .
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and freedom in the melady of its parts as if not

shackled by the rigid laws of this species of

composition,  In the madrigal style this author
was also eminent.  “ Oh, that the learned poets
15 a masterly production.  But his little glee for
five voices, ¢ The Silver Swan =, is inferior to
no English composition of the kind.

Carissimi was alike successful, whether writing
tor the church, oratorio, or chamber, He was
the father of that more polished and beautiful
vocal melody which has characterised Italian
music to the present day. Of his twenty-two
cantatas in the Christ Church library at Oxford,
there 1s not one but offers something that is still
novel and elegant. The aria * Sin’ ch’avro
“ spirto e vitat " 1s nearly as beautiful as those
composed a hundred years after, and possesses
scarcely a feature by which its age could be
suspected. The movement, “ Amanti che ditef,”
which concludes his serenata ¢ I naviganti,” for
three voices, shows his skill in the management

of his subjects, and the originality, pathos, and

* Specimens of Music, vol. i, p. 18
 Ibid, p.14. [ 1hid, 20,

e B— o
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expression ol his style. The motett tor the
fastival of St. Peter and St Paul, « Hodie Simon
o Petrus ®,'’ contains many peculiarities of man-
ner, in which he was followed by Bassani, anil
other good composers, — one of these is the
constant repetition of each new passage, 4 fourth
or fifth above or below, having its origin, pro-
bably, in canons. The modulations and tran-
alti:};wﬁ are excellent, particularly a change from
major to minor, near the beginning. Th.u E.U:L
trast between passages resembling  recitative,
and those which have air, and between those
that are slow and quick, serenc and pathetic, is
deserving of study. (Carissimi was mau-.:: of" the
numerous composers of whose nventions and
combinations Handel availed himself,  In most
cases he merely took ideas, and creatly improved
them ; but when he introduced the passages
entire and unaltered, it must he considered as a
quotation of a well known classical author, Hmd.
not as 'i'!-li!.gllél!'i:iﬂi,, which results from poverty of

vention, and with the hope ob escapmg

. T,
« Specimens of Music, val, it p. 21,
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detection. « When Raffaelle borrowed from
“ Masaccio, he improved upon his model ; but
“ when he copied from the antique (as for the
““ sacrihce at Lystra), he took the whole, much
“as it stands in the original.”—¢ [lis known
“ wealth was so great, that he micht borrow
““ where he pleased without loss of eredit,. The
“work from which he borrowed was public, so
« that, it he had considered it a disgracelul
¢ theft, he was sure to be detected. But he was
“ well satisfied that his character for invention
“ would be little affected by such a discovery ;
“ nor is ity except n the opinion of those who
“are ignorant of the manner in which great
¢ works are built."*  Carissimi's chorus,  Plo-
“ rate filiwe Israel,” from his oratorio of  Jephtha 1,
remarkable for its double discords and bold
transitions, 1s quoted by Handel in his cho-
ruses, ‘¢ Hear, Jacob's God,” Samson, and
o Father of Mereies,” Joshoa,  From the same
oratorio, the short chorus, “ Ft  ululantes
“ filii Ammoni,” may be seen at the end of

# Sir Joshua ]1{:} nolds's Toectures,

+ Specimens of Muae, vol, ii. p. 21, L Thid, p. 22,

.

the chorns ¢ With thunder arm’d,’’ Samson.
« Tt eluneebant tuba! is imitated in the sy
F:-l||;r|‘|*. of # We come 111 1]1'i:,-_‘.’]|1 :1I'I'1'i_‘n',” Judas
Z"rl;wrr-l1;gh:|.-||_~. The lamentation of Jephtha over
his dauehter, ¢ Heu mihi, filia mea,”™ s Cm-
bodied in the recitative ¢ He chose a mournful
o muse,” Alexander’s Ieast. And trom another
work of Carissimi Handel has taken his subject,
c« If there was any virtug,” in the FFuneral An-
them and which had been pres iongly adapted to
the words, = For he hath delivered my soul from
w death,” by Aldrieh, The approbation of such
q master as Handel, and the slightness of the
alterations made in the passages adepted, conve
stronger praise on Carissimi than 1 could bestow.
(M three movements, with which one of his
masses in the Christ Church collection con-
X R
cludes, © Deum de Deo,” and Fit resurrexit®,
are on ground basses nearly similar 3 but in the
latter the bass changes its key in an unusnal
manner. The last movement contains passages

of canen and imitation, and terminates with a

» Specimens of Music, vel, i, p. 24
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fugue on a double subject, full of ingenuity
and solemn effect.
Alessandro Scarlatti of” Naples, in the latter

part of the seventeenth century, wrote 1in various

styles, but excelled particularly in cantatas, of

which he was at once the most voluminous and
ingenious composer.® ¢ Fortunati miel martirit”

is replete with clegance and originality, and

might well be taken for an opera song of

Handel, who has, indeed, adopted some of its
cadences, and frequently made this great master
his model, The character of the melody, par-
ticularly that of the accompamment, is guite
unlike all the music we have hitherto noticed,
Instrumental music for keved instruments had,
a5 we have seen, been made long before; but
this composer seems to have been one of the
first to apply the ornamental stvle to wvocal
chamber musie, and to the opera full band ; his

* Faunstina, a great singer, the wite of IHasse, remarked
to Dr, Burney, that the warm eulogy passed on Durante by
Rousseau in his Musical Dictionary would have been more
duljf bestowed on Scarlatti, his master, whom she considered

as 1.]:IE sl E'Il'i.g;l]j:l[ -:rf' u.” I_'IZI]'I:I[:II"ISEJ'.-u.

=+ ‘:':1:-;_;-;_:inu_'ns af Masic, vol. ii. . 26.
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som, Dominico Scearluu,  carrying  the  same
-\-\.ll'i,'ll,' L 1:_'|I.f‘ (PPCArest ]':lll'-;*-i.]lll._' AR e T B his
||-l|'[‘|hi:.'].1c:-:'tl lessons.  The bass ]I;L]'t af the amr
« Perche eeme, O tortorella s’ both in thie
symphonies, and where it accompanies the vole,
consists of a most cecentric melody, to which
the student would find it difficult to put a
pleasing treble; but the air is ol an opposite
character, plantive, natural, and beautitul,
In  Voglio amart" the passages wre spirtted
and expressive ; they are, indeed, all repeated;
which produces a tiresome effect, when they
are all of the same length, so that the mind can
anticipate what follows ; but this is not the case
in the present instance.  * Non dar pin pene,
¢ () ecaral,” 15 a beautitul melody, and s
bass forms a continuous accompaniment, like
those of his contempeorary of Rome, Corelli.  In
« Che piu brami§,” the minor key expresses
grief, and the major an indignant complaint ;
in the conelusion, the minor sixth and 1]15.1'L{#Itum‘|
the fourth note of the key oceurs: this s a very
v Specimens of Muazic, vol i, p. 26 f Thael. . 2K,
L 1 i, o Had, p. 29,

11
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pathetic chord, so much used at Naples as 1o
have acquired the name of the Neapolitan sixth,
anid has been thought to be derived trom the
ancient Greek music, The skill ot this great
NESLeT 1 COMPOsingG O SONEs, with orchestral
accompaniments, may be perceived by consitlt-
ine the sccond volume ot sSpecimens, i
masaue of Venere, Adone, ed Amore,” 1 the
Clirist € |-*.Ill‘i‘§l colleetion, has an overture i the
stvle of Corelli, whose concertos he poerhaps
had heard.  Dr. DBurney mentions  s1x Coll-
certos by Scarlatti, for the chureh, ]rrin'r-;-ul 111
Eneland, early in the eighteenth century, and
speaks in high terms of their fugues, harmony,
and modulation.

It is unnecessary to notice all the numerous
composers who followed in this sty le 3 compared
with Scarlatti, theyv are defective 1o lngenuity,
cariety, and  playfulness of accompaniment.
Stradella, the celebrated singer, composed 1 a

* Wpeoimens of Music, vol.ii. p. 32 —41.

[ have never been fortunate gnough to see this w ork.
wor Lave [ met with any one who had: and T shall be ex-

07 TP seen it Brtovae il L
tremely Bappy 11 tns notice of it should agam bring 1t to

. x 1 {5 RS i '
Liarlat. Muoeh TTHES L Rpedteo T suich aomaste

e
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stff, artiticial, and pedantic manner, resembling
that of our countryman Travers.  « Chi dira
che nel n-lt-lm," * 15 the most .=;rii'i1|;15, :ithE.,
upon the whole, the finest specimen I have seen
ot Stradella’s works.

Let the stndent recolleet, that though the
beautifil and the  ornwmental were thus ad-
vancing rapidly towards perfection, the sublime
was necessarily bamshed 3 and 1t was o lower
walk of the art that wus improving, wlile
the highest was begmming to be neglected.
The state of our English church music of the
latter halt of the seventeenth L'vlmn'}' will LNl )=
firm this position.  The names of Rogers, Blow,
Child, and Croft; do honour to our country, not
only tor thoeir science, but for the noprovements
they so evidently made in melody and expression,
rendering their works more pleasing, and more
it for common use, than those sublimer ones
which had preceded them,  Anthems, especially
solo and wverse anthems, were properly made

more beauttdul than full anthems and services.

Hiul--._'nug-:h- o Music, vol, 1. 18 fiii,

e
T
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Anthems of this kind were continually im-
proving till the time of Greeny who lived still
later 3 but though wany respectable composers
have followed down to the present time, who,
with various degrecs of success, have iereased
the quantity of useful church music, I should
recommend the student to make a model el no
one after Greencor Boyee; and if he would

excel in the sublime, let him principally study

Bird and Gibbons. The ¢ Gloria Patr™ of

Croft, in A, in the second volume of Speci-
mens *, has a peculiar clearness of harmony,
purity of melody, and force of modulation.
For grandeur of effcet, 1t 15 perhaps the best
we possess. Durante, the pupil of Alessandro
Scarlatti, produced Masses of which the cho-
ruses were in the stvle already invented, while
the songs were more original and modern.
[n this plan he was followed by his pupils
Pergoles, Terradellas, Piceini, Jomelli, Sac-
chini, Traetta, Guglielmi, and Paisielle.  And

1 cannot but wish that there never had been

' Pagre B,
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choral composers who have not endeavoured, or
who have failed in their endeavours, to eultivate
the sublime style m their choruses,  Durante
was one of the first to conclude lis fugues
abruptly, either by plain counterpomt, or by a
cadence of a more modern cast than the rest of
the movement. It a fugue be a harbarous in-
vention, unworthy ol an ingenious compaoser, let
it be omitted altorether.  But 1 should rather
say, it is one of the most imterestine of all Kinds
of ovement, resembling the discourse of a great
orator, who, having chiosen his theme, states 1t
clearly ;3 examines it in all its bearings; views
it through all its changes and varieties of aspect ;
andd, in conclusion, by recapitulating the whole,
stamips  his argument strongly on the mind.
If, then, such a musical composition ends
abruptly, it must be like the oration of one who
fails to bring his argument to a conclusion, or
flies from the question, and changes the subject
of his harangue.  The mvariable result of sneh
a practice must be disappomtment in the hearers,
‘The voeal duets of Durante, constructed on sub-
jeets of his master Scarlatti, supassed all others

it 23
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for learned processes, chromatie melodies, and
extraneons modulation,  They were long re-
commended by singing-masters  as  excellent
practice for pupils ; and certainly whoever could
preserve a correct intonation in singing these
erudities, wonld be likely to find most othex
melodies easy.  But the practice of difliculties
will never induee feeling and expression. ¢ Dor.
mino Paure estive ™ * s the clearest and most

interesting ot all his compositions that | have

heard, Darante u].lyiiul the  inventions  of

Alessandro Scarlatti, intended for the cantata
and secnlar subjects, to sacred words; and in
thus contounding the styles he has had but too
many followers.

Arcangelo Corelli was the reputed inventor
of instrumental music.  Compared with his co-
temporarics  Alessandro  Searlatti and  Henry
Purcell, who also produced instrumental pieces,
Corelli was inferior in genius, science, and
variety. He was also a mannerist: manner 1s

only upheld by its novelty; it ceases to charm

- Specimeis iof Dluswe, vipl. it [t Ml

-
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when 1t 15 no longer noew, [ 115 continuous
hasses, however, have never lyeon :_-n1il'|.'|.x Landd
aside, but are occasionally heard o the most
modern music, A concerto ol Corellt 1= st

atl intercsting  plece Bog coneert, l.“hH:."'m'i-:i-ll‘r-

1 One ['l'l-[']hihi.]lll'_', ¢ :'-.i_l.':"".".l IHl:--u-.l,.r Al '[:L'I.'-

formed in a church y but more than one would
fatirue and cloy the attention, because  they
are so much alike.  In this respect they were
justly  compared, by an excellent  musical
critic®, tu the landscapes ol Claude Lot
raine.  Bach was o perteet whole considered
by atself; but in a collection of them there
was but little variety.,  Corelli also produced
trios for two vielins and a bass, and solos for
the violin, which are stull rechoned the best
practice tor the young pertormer on that mstru-
sent. £ Matthew Locke’s music to Macbeth s
still so trequently performed at our theatres and

the concert of ancient muasie, as 1o need no

s The late Mre. Maleluur, lopder of the n RIS1C-FEHIE O

chiestra ar Osford tov adsout Torty yrd'= el als --]:-'.._l.l'l"'f-:'
(FTHE S
- ' I
£ dpreimcens ol Matsie, vak i —
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prase from me.  Kieser and Colonna were also
celebrated at this period.  Clarke and Goodwin
were English composers for the church, of a
more pleasing but less dignified stvle than their
predecessors, T merely mention Lotti, and Gas-
parini, and hasten to consider the works of our
immaortal Purcell.

Who has equalled him in the pathetic? Who
has such foreible expression?  His facility of

writing in the most learned and intricate styles

15 extraordinary.  The passages which appear
laboured and pedantic in others, seem natural
and easy to him, e is sometimes artless and
simple ; but his works abound with harmonies
of the most complex and diticult construction,
even when he does not scem  conscious ol
manifesting any uncommeon powers.  Dut where
the nature of the subject and of the words de-
mand a display of his gigantic strength, he
amazes us, and surpasses all his rivals,  His
style 15 quite original @ whatever flows from
his pen 15 peculiar to himselt; no one had
anticipated 1t — few succeeded in imitating it

FHle had his followers; but they soon ceased,

il
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anable to controul @l direct such wast ma-
chinery,  HMis musie is often ** riel it
strange,” *  but never valgar, It has the un-
fortunate property of making all other INSIC
(excepting pure old ehurch music and Bach’s
Organ Fugues) appedr commaot and  insipid.
I scarcely know a recitative that I held n
higher estimation than that which formg the
opening of the third Act of Handel's Oratorio
of Saul. Yet I remember comparing 1t with
Purcell’s Saul and the Witch ot Endort, and
the effeet was as if I had mistaken the pieces,
Purcell produced both vocal and instrumental
music, for the church, aratorio, stage, and
chamber ; thus resting his merit both on his -
Aividual and collected talents. He was sublime,
beautiful, and ornamental ; and the latter styles
were not too predominant.  But had he no de-
focts ?  Yes, — such as Milton had.  The mind
that at all comprehends lum is kept continually

& Tempest, _ :
+ A part of it may be seen in the specimens ol Music,

volo i p. B8O,
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take o his desiegns he is often ICompre.
hensible 3 the summit of the mountain is hid
n clouds. Iis sublimity 15 seldom of the pure
and  simple Kind, but vast and complicated.
His melodies are often fascinating and bewitch-
ing, vet not eminently vocal and beautiful,  His
passazes for the trumpet are dificult, and not
[}I‘ﬁ[llt:;ti"l.'r of :I_[Hr.;;| effect, The -2|E:I'|L'L'{.-. of his
fugues in his sonatas * are abruptly quitted, and
exchanged for others. The long divisions for
the voice in his songs are ungraceful and
tedious 3 and the frequent repetitions of mono-
syllables, and of small portions of a sentence,
are absurd and oftensive. Lhese are spots m
the sun. DBut they are spots, not objects for
imitation and praise.  His vocal music should
never be attempted by foreigners; and it sue-
ceeds so little i weneral . even with natives
that those who have heard it sung by Norris,
Bartleman, and Muyrs, Bates, can scarcely bear to
witness the attempt. I refer to the works al-
ready mentioned T, and to a new edition ot s

= 1, pp. 84, 86,

;- Boyee's Cathedral Music and Specimens of Musie, vol. i,

Loy
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sacred music by Mr, Novello, tor examples of
his productions for the chureh,  All his an-
thems are fine, particularly 1 was elad 3 7
his services also. But the canons to the
Gloria Patri do not suthiciently exemplify the
art of concealing art.  His sonatas are more
ceiontific and varied, but less pleasing amd
artless than those of Corelli, Al s dramatie
misie is excellent @ that to the Tempest is
cemarkably elear and simple. When the infant
state of instrumental music is cousidered, the
original Overture to King Arthur must appear
an extraordinary effort of genius, ® It is a
martial symphony, on subjects so simpie in them-
solves, that no one could have compacted them
as our anthor has done.  The music beftore the
play is from one of his ¢ Wellcom Songs,” and
s a chaconnet, or ground bass of eight bars, on
which it was the fashion to compose variations.
Corelli has it in his sonatas, Locke makes

the witches in Macbeth use it Handel em-

= Specimens of” Music, volon p. lHk
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skill 3 and the perpetual use ot one of them,
started by Josquin de Prez in the fiftcenth
century, and used Dby Handel in his Amen
at the conclusion of the Messiah, though a
very fine one, 15 almost unaccountable,  In his
|I."I"|::|H'I1_'::_'ﬂi i1_ T .:ll :_lE:Hl':l“_-l L'll.Ll':l- 13[1?'_';;_'.. ELTHECH -
nected with the rest of the movement, 1 lament,
that want of attention to the manamement of
Rl]hll]{'rlﬁ im choral composibions s manifest in
more than one [talian COMposer aof this E;t'liu-:i.
The endeavours to make a modern termination
to a fuguc instead of the ancient recapitulation
of subjects on a pedale bass, are very unsuceess-
ful. The termination of two fugues in Leo's
s Inxit Dominus™ i C.* are of this nature, and
interrupt the general satistuction which the rest
Inspires.

Pergolesi- died at the age of thirty-three,
Had he lived to attain more experience, we
should not probably have had to complain
that his fugues discover some puerilities ; that

he was somewhat ol a ln.'.tur]e_'["n-;’r; and that

-"‘:]H."l'illl':'ll-'- of Musie, viol, 1. [ SO, |,
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he was less successful in the sublune than
the beauatiful and omamental styles,  His on-
vention was  gredk, Handed has U-:"t'i.l'*illll-:I“:n.'
adopted some ot lus thouchts, amd o Havdn's
e Stabat Mater,” that great and original master
has made Pergolest his model. Pergolesi’s © dta-
e bat Mater” and * Salve Hegina™ have been
published and duly appreciated LEngland.
The voeal melody of his airs is not only always
beautitul, but treguently more so than any that
has ever been produced.  The false expression
of the words can only be excused on a principle
already noticed * 5 discords and minor triads are
less pleasing to the ear than concords; pan
distorts the countenance; to prescrve beoanty,
the musical composer, ke the sculptor or the
painter, chooses to sacrifice expression.  But
there are other instances of mattention to ¢xe-
pression not so L':chl'i}' accounted tor.  In most
of the lwalian oratorio composers of this period,
we find the words ¢ Kvrie Eleeson,”™ * Lord,

 liave Mercy upol us,” which, in the early



11

ploys 1t more than once in his harpsichord
lessons, and in one place with sinty-three vari-
ations,  Those by Purcell are deserving of the
deepest study and attention. The chorus, ©Brave
“osouls to be renown’d in story, * ' though
written with wuch science and labour, is clear
and intelligible,  The second movement, which
speaks ol the death of these heroes, is highly
pathetie, and seems evidently imitated by Handel
at the conclusion of his chorus in the Messiah,
“ All we hike sheep,” to the words, * And the
“ Lord hath laid on him the iniquity of’ us all.”’
In the last movement of this chorus are admirably
depicted the festive dance aud song expected
by the Druidical faith to be enjoved in Woden’s
Hall.  His three mad songs in the Orpheus
Britannicus, ¢ From rosy bowers,”  Let the
“ dreadful engines,” and * From silent shades,”
are the finest of their kind, and worthy of the
highest praise and admiration. But we cannot
speak of many of his songs and rounds on ac-

count of the words., Have we no Hercules of

* Specimens of Music, vol i, p, 94,

f
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the present day to cleanse wway this Augean
f1th, and to render the study and performance
of a1l his vocal music a safe and delighttul em-
plovment 2 We ought not to he unacquainted
witlll anv work of this man, who was not only the
oreatest master ol his time, but the most ex-

SIS s Ak WOP BD-
traordinary cenis  that L nation cver pre

duced.

The Abbate Steffant was admired and copied
by Handel.  The duet in his * Qui diligit
« Mariam " * may be seen imitated in the
chorus, @ Musie, spread thy voice around,”
Solomon. Caldara exeelled in the higher walks
of the art.  Green and Marcello have already
been mentioned.t  Galliard’s hymn of Adam
and Eve, and the Te Deun of’ Baron 1Y Astorga
have immortalised their names.

Y.conardo Leo was considered by Handel
the greatest composer of his dayv. He par-
ticularly excelled in writing on a canto fermo.
His choruses are not however equal to Han-

del’s. The subjects are not treated with much

. : o | 4 Thad. pp. 29. 123.
« Specimegs of Music, veloat poih 3 hic, Py
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positions which I would establish, In his pre-
face, Forkel says, « It is certain, that it the art
i3 to remain an art, and not to be degraded
“nto a mere wdle amusement, more use must
o he made of classical works than has been done
« for some time past.”  All that this writer has
remarked, i'|_=.~ap-._'t'tjr|_5_'; the j:nprn]ll";-;_'l}' of’ Intro-
ducing the ornamental style of the clavichord
into the church, should be pwrticularly noticed
by young ecrganists and composers. e men-
tions Bach, and his son, William Freidemann, as
clegant performers on the clavichord, ¢ DBut”
(says he)  when they came to the organ, no
“ trace of the clavichord was to beperceived : the
& |n{!|u\i_1., the h:i:‘]l'lnﬂ_'-.! the motion™ :\:I'E]l'-.[!li'll:l,
all was different; all was adapted to the
tpature of the instrument, and its destinaton,
“ When 1 heard William IFreidemann on the
“ elavichord, all was delicate, elegant, agree-
““ able, and pretty.  When I heard Lhim on the
“ organ, I was seized with reverential awe.  All
“owas grand and solemn.  The same was the
“ case with Sebastian Bach in a higher degree.”

With the sentiments of the next quotation |1

115

most heartily subseribe my concwrrence :— ¢ The
“ destination of’ the organ ™ (to support chureh
singing, and to prepare amd maintain devout
teelings by preludes and voluntaries,) © requires
“ that the composition and connection of’ the
“ tones be offected in a different pneinner from
“what is practised out of the churehi: the
“common, the trite, can never become solemn,
ealr never excite a sublime {llli?]'_';; it must,
“therefore, in cvery respect, be banished from
i 1§=_'.‘ Qrirn, And '-.'l.|:|:- Wils OvVer more siriet
‘o this poudt than Sebastian Bach 2 Even in
“ his secular compositions he disdained every
“ thiner comimon ;. but in his |;".':-|t|]r:]-;j{i_-|'|]|-'- Far
“the organ hoe kept himself” far more distant
“romoit; so that here he does not appear like a
“oman, but as a trne disembodicd spirtt, whao
“souars above every thing mortal,” 1 always
siispected, and many vears ago hinted in omy
Lecturves, that the fugues of this anthor, sinee
published by Messes., Wesley and Horn, were
not tended for the organ, It appears, by his
ity that they were compesed for the cluvichord,
which the author tuned according to the equal

b
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chants of the church, were set to notes the most
sublime, solemn, and appropriate, adapted to
rapid fugues, which, detached from the words,
would express avdour, fury, agitation, anv thing
rather than 11]|_;4|:~: contrition and praver, The

F ' s brilhiant and

chorus, * Gloria in excelsis
sonorous, well known and deservedly admired.
In his secular productions, Pergolesi was still
more eminent, s serious opera of OQlimpiade
1s full of grace and elegance, and La Serva Pa-
drona was the first intermezzo of the comic kind
that attracted universal admiration, The cantata,
with instrumental accompaniments, was carried
to perfection by this great composer,  The air,
¢ luridice e dove se,™1 for the orace and
expression of its meloady, and for the skilful
imitations and rich harmony pervading a score
of five real parts, stands unrivalled, and shows

that he was worthy of the high reputation he

acquired, which procured for him the title of

“ [] dhivino Pl.;']"{__'l'{:l]l;_"-ill.,”

Specimens of Music, vob. il p. 110,
1 Ihad. p. 114, Fobid. . 116,

11:3

The lite of John Sebastian Bach, written by
Forkel, has been already noticed * as translated
into English, and containing  just  sentiments
and sound principles of  criticism, while the
fives of Havdn, Mozart, and NRossini, better
known, I tear, and more accordant with the
sentiments of the generality of lovers of musie,
are calenlated to counteract all 1T am endeavour-
ng to establish,  As I am about to consider
the works of' Bach, let me be permitted, in the
first place, to speak more at length of these
sound principles of musical eriticism, which will
be met with in the perusal of his life, The
necessity of an intimacy with all music, ancient
and modern, 1o form the taste 3 the :-[I]h']'inii'il‘}'
of' ancient church musie, particularly  choral
fueues: the unrivalled sweetness of  Italian
vocal melody; the advance and improvement
still made in nstromental musie ; the compar-
ative value of these several stylesy and the con-
clusion that the art is on the declineg, because

the hicher walks are neglected : these are the
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“ first cssays, which are far too carly looked
“upon as successtol, frequently seduce it to
' pass over the first primciples of the art, to
“ venture on difficulties before it is fully master
“ of what 15 easyv ; or to fly before its wings are
“ grown. It such a genius is not led back at
‘¢ this period by good advice and instruction, or
‘“ by the attentive study of classic works, in
‘“order to recaver what it has neglected, it will
“uselessly lavish its best strength, and never

“oattain an elevated rank inoart: for it is cortain

¢ the highest possible pertection attained, it the
“ofirst principles are neglected 5 and that people
“never learn to overcome vreat difficulties, if
ol P ace U W i . e
ey have not overcome what 1s more casy.
“ And, lastly, that no one can ever hecome
“ great by his own experience only, but must
« profit by the knowledee and experience of

ik A I RNOwWiCage ana experience ol

, PR | e, ; J ]

‘¢ others, speaking of public applause, he
Justly observes, «Most artists arc led astray by it
““ especially if it is given them too early ; that is,
“ betore they have acquired sutlicient reflection

““ and self-knowledge : the public requires every

¢ tlune to be human g and the true artist L'ulrg__{h‘..

How,

s then, should the applause ot the multitude

o I“"*l“']'l_" to make overy thine divine.

o and true art exist together? * The artist ma)
¢ form the taste of the public,””— but not the
puiblic that of the artist,

I have not wandered so far from my subject
by these uotations as I may scem to have done.
It was on these principles that Bach became
the Michael Angelo ol our art, as Handel
wis our Rafuelle. Rattielle is generally ac-
knowledeed to be the sreatest ol  punters,
on account of his excellence in many styles;
althouch S Joshua Reynolds scemed inclined
to prefer Michael Angelo, on account o lis
sublimity.  Haudel may thus be preferred, be-
cavse his voeal music amd choruses are su-
perior to Bach’s, and for the vast variety of
his excellence s while for science and elevation
of style (particularly n the composition aof
fugnes), for the power ol abstracting the mind
from all surrounding objects, and so rilieving it

® spe pages LU oand S5

|
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temperament, of which also 1 alwavs declared
my preference.®  In the vear 1801, I dedicated
an entire leeture to the subject of design in com-
position, the connection of subject, and ol key,
with other particulars, which I have continued
to recommmend to all my pupils in harmony, in
defiance of being thought pedantic.  In correct-

ing the compositions of his pupils, Bach always

insisted, ““ not’ only on the highest degree of

“opunty ' (correctness, freedom fram the viela-

tion of rules,) * in the harmony itself, but

“also on the natural commection and flow of

“melody m the parts ;" for although no one
passage should be in all respects like another,
yet every variety should agree with, and appear
to be the almost necessary result of, what pre-
ceded it.  Modern music would be considerahly
improved by the attention of our Young com-
posers to the following obscervation : — « Iivery
“ period of ten vears has some forms or turns
“ of melody peculiar to itself; and which, YL

“ nerally, grow out of fashion before it exXpires,

* Page 7.

115

f A composer, who thinks to have his works
 descend to posterity, must take care to avoldd
¢ them” He will meet with a thoosand ad-
visers, who would exhort him to secize them
with avidity, and make them his own.  Some
parts of the following passage might well be
supposed to flow from the pen of Sir Joshua
Reynolds : — & The areatest venius ™ (savs For-
kely, # with the most uncongquerable propensity
e tooan art, is, in its original nature, nothing
comore than a disposition, or o fruitful soil,
“ upon which an art can never properly thrive,
“exeept it be cultivated with indefatigable
 pains.  Industry, from which all art and
“ogelence 1s properly dervived, 13 one of the first
s and most indispensable  conditions. It not
« only enables ceuius to make itselt master
¢ of the mechanical resources of the art, but
o opadually  excites Judement and  reflection
g take [aLrt in atl that it '|11'ﬂn|.|]lf_'t'f'1. The
¢ pase with which genius makes itsell master
« of many ol the mechanical  parts ]'E_"]':i.[i]l:j__f
¢ to musical composition, and its own  satis.
¢ faction, as well as that of others, with the

1 3
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from care and sorrow itself, Bach is unrivalled.
The study of all his works is therefore earnestly
recommended.  The four volumes already men-
tioned as published in this country should be in
daily practice. The fugue in the major key
of E* is perhaps the best of the whole.  The
tourth in C sharp minor, on three subjects, il
the temperament of the organ be equal, or if it
be transposed -into C minor with three flats, is
suitable to the church. Six of his fucues are
printed in three lines, with pedals for the organ.
One from another work is on a subject re-
sembling the beginning of a psalm tune called
St. Ann’s. Al these are extremely fine, evineing
a depth of learning and skill in the science to
which no other master ever attamed,

Charles Henry Graun  excelled in all the
styles, both separate and combined. The Te
Peum, the Death of ow Saviour, and some
masses, are all that T have scen of his works,

and they evince his greatness, Many of these

* Specimens of Music, vol, i, p. L

}__..__‘___.___:___._..,__....,_
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mav be seen in the sclection of sacred music
by the Rev. €. ], Latrobe. ®

George Frederic Handel may be called the
idol of the Enelish school, as the last-tmentioned
composer was of the Berlin : both died in 1759,
Iandel’s worth s catimated ot the |1|‘511e'ii}]1'.‘=
already so often detailed.  He did not exceed
all others in any one particular styie.  DBird,
Palestrina, Gibbons, and Bach, were more sub-
. Purcell was more extraondinary  and
pathetic, Pereolesi and Hasse were more beaii-
titul.  Dominico Scarlatti, and all modern com-
posers,  are  more orpamental.  But it that
composer is to be declared the greatest, who,
like Itaffaclle in the sister art, was great 1 all
styles, not, however, suffering the beautiful or
the ornamental to predominate, about z1x can-
didates only present themselves : Purcell, Leo,
Pergolest, Graun, Hasse, and Handel. It the
lastanentioned is the greatest of these, we know

the result, To form his style, he quoted and

L 5E||_L'1:jh-n:~'. of Music, vol, i1l PP T 188,
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imitated all the great masters.* He wrote in
cvery style,  He did not, indeed, compose what
we properly call church musie, in which the
voices are accompanied only by the organ; but
all those choroses in which the accompaniments
arc merely replicates, moving in unisons and
octaves to the voice parts, may be considered as
such. He could scarcely cqual, and was there-
fore not expected to excecd, the sreat masters
of this style. lLlis organ fugues are on natural
and interesting subjects, admirably treated, and
are mterior only to those of’ Bach,  In chamber
music his mmstrumental trios were superior to
thaose of Corelli. They show, however, that he
was aiming at a lgher walk of the art; for
they contain subjects better adapted for over-
tures and tull choruses, to which he atterwards
applied them. His solos tor the Hute and violin,

on the plan of Corelli, are pleasine.  His voeal

* Handel quoted or copied the works of' Jozsquin de Preg,
Palestrina, Turini, Canssinn, Calvisius, Uria, Corelli, Ales.
gandro and Dominico Scarlatti, Scbastian Bach, Purcell,
Locke, Caldara, Colonna, Clari, Cesti, Kerl, Habermann,
Multat, Kuhnau, Telemann, Graun, Mondeville, Porta, Per-

rolest, Vinct, Astorra, Bononeini, Hasse, &c.
| ; ) L :
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duets, though inferior as to vocal melody to the
oreat Ttalian composers ol his day, are superior
in varicty of style and boldness of effeer.  His
Suite de Pieees pour le Claveem, on the plan
of Mattheson’s, ave greatly superior in harmony

to the more orna-

and science both to them am
II.I'L'II!_.lliIE'I{hlIH'T]IIEI'ﬂ.Jr]_]'lIJ'IiilIi-i_f1l-"‘;'l"f'li'|L1='Li,.1'I.|.|||.'l'|.i.,
and Paradies,  The fugues are ['hll'[in'\lhi!']_\' rood,
As a composer of concert music, our author was
excelled by none of his day,  His organ cous-
certos are not the best of his works, though
some of the movements are admirable,  lis
twelve erand concertos lor stringed instruments
only, and those called the oboe concertos, trom
thetr containing concertante passages for the
oboe and fagotti, are all interesting, and some of
them (as the frst, filth, and eleventh of the
former, and the second and tourth of the latter,)
are imumortal productions,  Haundels  operas,
thoueh less known than his oratorios, contain
fower vulgar and boisterous melodies, and more
that are in the true Italian style of the day,
The same difference, however, existed between

the German and Italian schools, as has been so
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remarkable ever since. ‘The vocal melodies of | . 4l expression of the language, and should
A B 2 3 e 5 - W H . £ 1 " ) + 5 ;4 v
Hasse, Porpora, Veracini, Pescetti, and Bonon- | sl Tig L=1‘|'.p‘~'l.'i|. Ly our native Purcell,  But tos

1 I.." | .0 8 il r
cini, were more Light and beautiful ;. but for oratorio choruses his pre-eminence is still more
farce, x-;l:-lt:.‘"a', -L!lu.]:_;r_'p'l, ill'u'L-tJ!il_J!I, Jlil?‘]lmin', andd f i]ll.liw]‘.l111.:lll|l.". Yor lu';l]'l'.il‘.-:, |.=11t]l-:rw, Gl b

mstrumental effeet, Handel was greatly SUPEe-

| his contemmporaries.

rior to a

His overtures were, like the aother  similar
productions of the day, on the plan of Lulli,
consisting of an introduction and fugue, e
seems one of the first whoe tntroduced wind
instruments  into  the score, and to  lhave
added a final air of the minuet kind, a1 to
Berenice, Faramondo, Ariadne, and to the ora.
torio overtures of Saul, samson, Alexander’s
Feast, and Hercules, which are all beautiful.
His marches also seem never to have been sur.
passed.  His recitatives, hoth with and without
accompamments, in his operas and oratorios, are
full of just expression: take those for example
i Samson.  His airs, duets, trios, and othor
vocal pieces, form the great mass of our voeal
music to English words. And when we caon.
sider he was a foreigner, it is extraordinary

that he should have suceeeded so wonderfully

w;:t'i]lil} rend

At ehoruses equal them 2 Hear them
|||'|."l:._1'-, "|"||||.|.t.'--l"'l (el Bl LI':lI_,‘I,l h':-

cred. as at Westminster  Abbey,

' ! | % N T W v Iy 4 |
with a band of 1000 performers, and the most
macnificent choruses of modern authors appear,

by comparizon, light and puerile.® This has

heen owned even by foreigners nunaceustomed to
ancient music, on occasions where there were
only half as many in the orchestra as al the

I . ! l 1 { s
performances Just alluded to,

Hear him in the simple sublime style of’ the
sinteenth century,  As in the following pieces
& Their bodies are buried n peace, but their
¢ pame  liveth  evermore,”  Iuncral anthem.
¢ Sipee by man came death,” Messiali, * He
e s my God,” Isracl in Egypt.t Or in those

* Page 5% note.

L As the music at the rommemoration of Handel in 1784,
and in the following years, was the finest cver composed,
so the performances were the best ever heard; all other
concerts, when these are remembe red, seem, by comparisen

mean and triding.

t Specimens of Music, vol.il. p. 1 b
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origmal efforts which he occasionaliv makes 1
the most sublime stvle, yet |[|].':|{¢" all that is
heard elsewlicre, as the Passages m the Dettingen
Te Deum, = The heavens and all the [hn‘-:‘t'f»'
therein; " and ¢ The Father, of an infinite Ma.
)esty 37 and the opening of * Worthy is the
“ Lamb,” in the Messiali, Al fiis rlmrl'uq-.a on
the subjects of mourning shaw his skill in the
Ifﬂirwtir; and those in which he emplovs the
tull orchestra, his powers in the u:&.‘prx‘-a;;’:u: of
intricate grandeur, or a mixture of sublimity
in the voice parts, with ornament in the m;-
companiments,  The sublime and beautiful are
equally united in « Then round about the starry
“ throne,” Samson, Sometimes all the throg .a-t.u'h:éc
are equally prominent, as in ¢ The J-;i-:'-L{'];iJh:-"‘
““orowd,” Alexander’s Feast * ; and *4-:JI"J1_'ti"|:|i:
the sublime is properly withdrawn, as in ‘111;
Nightingale chorus, ¢ May no rash infrmhw.' 2
- :
Solomon, + Pure beauty, without the crand or
the ornamental, may be found in e (J'[Jl:“-;rf‘l ¢ il

[ 1 3 4
cielo,” the first chorus i Alcina.  Can Pur

M neeimens f . i
pecimens of Music, vol, i, I 146 r Ind, po14
' I op. 148,

147

cell, Leo, Pergolesi; Graun, and Hasse, imdivi-
dually, (I might say, altogether, ) furnish such
versatility of talent, with such consummate judg-
mient and science, as our author? 1f not, the
conclusion is inevitable ; — the greatest of all
musical composers is FHoanded.

Having guided the steps of the student to
this lotty sumniit, let him contemplate the pros-
pect and enjoy the enlargement of hig views,
He must surely now regard as beneath him the
scenery which heonee most admired, but which s,
by comparison, so Bmited and bumble,  He may
not, perhaps, choose to dwell on tlis eminence,
and in every direction he may casily descend ;
vyt it 15 ]]l:ijl._'al L will ['|'1.'-:|]E-.‘1:1]r",' l'L"-,'J'.HE'[ L hese
higher walks, which raise him far above il
carthly and common sounds, and in their stead

give him sublime and sacred strains, which

& Diseolve” hitm * into cestasies,

e And Lring all heaven before” his # eyes, *

Giovanni Adolfo Hasse, pupil of Alessandro

Searlatti, excelled in all styles, but the beautiful

* Alifton.
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often predominated.  Tor sweet and flowing
melody, powertul, varied expression, a rich and
clear harmony, and natural and interesting mo-
dulation, Hasse is inferior to no composer,  He
was free from manner, wever tedious, never
noisy, never barren 3 but in his most trivial pro-
ductions there is always something elegant and
interesting.  Iis opera songs are frequently ex-
cellent; as, © Non a ragione inerate,” ¢ Ombra

LR

* cara,” and “ Cara ti lascio.” His < Salve Re-
“mna” is a pleasing work, The specimens in
Latrobe’s callection are good, cspecially a chorus
from his opera of Agostino, * Inspira, O Deus.”
But the finest of his works seems to be his ora
torie of 1 Pellegrim, *

Tartini, celebrated for his important  disco-
vertes i the theory of sound +, composed lor the
violin ; and the subjeets, modulations, and style of

his solos, are extremely lngenious and pleasing
* See the overture, a quintett, and the last chorus, Spe-
cimens of Music, vol. il. pp. 1289—=137, The air ascribed to
Vingi, vol.iii, p. 8., bas been since discovered to be by Hasse,
alse that in p, 10

& :‘i-tl::i:ll"r_fﬂﬁ'l.'[.!": ['I'it'lliiij:.lll;'.‘i and Powers of Ef;u:u::-n}-,

} Specimens of Music, vol, jii. p, 2,

T e g
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pets

Francisco Geminiani was, like Tartini, only an
strumental COTOsCT, aticd his concertos have no
wind instroments.  He was avery correct wniter,
and distributed his melodies equally to all the
parts.  His fAirst concerto, op. <., is very pathetic
andd dienified,  "The sixth, op. 3., is in the sub-
it ~.|_rir of the chiurch, and very fit for the
oreran.® The Siciliana of the sccond, op, 2., is
very beautiful 3 and the first of Ofh 3. 5 birilliant,
sportive, and fanciful ; and still often heard m
our concerts.  Lle was mferior to Corelh in
clewrness and simpiicity, and to Handel in bold-
ness and variety. The sccond of the coneertos
by IRicciotth, @ mame said to have been assumed
by an Italian nobleman, is remarkable for the
rich cflects produced by seven obldigaty parts, T
hose by Avison and Martini were less sublime
and beautitul than those of thewr predecessors,
though occaszionally very good.

Dominico, the son of Alessandro Scarlat,
findding it impossible to supersede the produc-

tions for the harpsichord ot lus rival Handel,

. h|,.,-;-in'.\;:]-4 = Musie, vol, i pa 12, + Ibid. p. 14,

I
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struck out that more ornamental, humarons, or

witty style, which gave birth to most of the
eceentricities and novelties of modern [EIR S
torte music.  To insure orginality, he set
the rules of composition  (which he never
violated in his vocal productions) at defi-
ance.  In his works we accordingly find but
little Ellhl:-f':]il’j.' and less beauty, but all is cal-
culated to amuse and surprise, to create a
smile il' not a laugh *; they arc free, how-
ever, trom  one greal tault of the modern
school, they ar¢ not too long, Solert was
one of the numerous imitators of Dominico
scarlatti, some of whom assumed his nane,
The eighteenth and nineteenth of his sonatas
are excellent. It 15 remarkable that some of
them, and of' those aseribed to Dominico Sear-
latti, have notes for what we call the additional
keys,  Another styvle of harpsichord music was
mvented by Alberti, and continued by Zipoli,

Wagenseil, and Crispit; the characteristics of

* Specimens of Music, vol.i. p. 6.
1 His lessons were pablished in this kingdom,

specimens of Muszic, vol, i, LI IS J

creat swectness ol melody, Paradies

1-31

which were merely o ehildish simplicity and

- | [
Ui l=

voured with sucecess to blend  the «'l}'|l_~5 of
Dominico Scarlatti and Adberti, Sublimity is
not to be tound m his works, but he s clegant
md amusinge.  He has anfortunately preserved
a striking detiet of both the styles he copied, —
the repetition of every passage as soon as it is
heard,  There cannot be too much repetition in
any piece of musie, but it should be so managed
ns not to be .-|1|1n-i]1~11r-_'r h}' the hearer. 1lus
defect 13 not found ether m the ancient or
modern great masters, 1t s coneeded to the
admnirers of the above masters, that the peculiar
character of the mstroment for which they wrote
was elicited and displaved by their compositions,
auil that in this respect lE]l'l*- i:njml'un'd h:||£|~;|'_
chord  music. jut when all sublimity  and
seicnce were banished from every style, we
may conclude that music had arrived at her
lowest ¢bb, Nicolo Jomelh studied under Leo

and Durante, and totally changed the style of

"':|_'I|.I.-I'III. na of Musie, vol, 1. 13.‘_-3'2.
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vocal music in Germany, by introdueine all the
modern inventions into the oratorio.  [Lis Boetu-

lia Liberata is highly spoken of,  In his r cpaien,

the first movement * is a fAne representation of

repose ; atd the expression of the words # Juy
“ perpetua,” by a long holding note in the alto,
s very happy. The fugues are well written,
but terminate abruptly *, not with the subjeets,
but a totally” diffcrent styvle of passage.  His
oratorio of the Passione appears to me inferior Lo
the requiem.  The reeitatives want expression
and dignity ; the modulation, however, of the
accompanied recitatives is good.  The airs are
light ; the divisions, the closes, the accompani-
ments are trifling.  The rosalia, or repetition of
4 passare one note h-_gl'u'-r, f'r'vr;m*r.rl_r OCCTS,
The overture commences with a shor adagio,
which has been a model to sncccedine com-
posers, down even to the Lauberflote of Moz,
which reminds us of it.  The allegro 15 eleoam

1

but theatrical, ||r|li:.,:_i||iii|_'c1, and unfit for a saered

subject.  “I'he finale, however, is vet more unbe.

-

specimens of Musice, vol. i p. 26, b, 1
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coming, rescmbhing the last movements of the

oviertures by J.C. Bach and Abel, swhich had no
excellenc r-[':i.H_‘.' kind but their noy I.'HI".'. I.:]Ehiﬂ
of time has conterred no venerabie quality on
this specics of movement, nor ever can. The
chorns @ (Quanto costa™ connmences  with an
cxcellent subjeet, wlich has been imitated by
Sarti atd others; but tt s searcely heard in all
il pitrts Boetore the movement 18 ;l]:l'll]ﬂl_k' Con-
cluded,  The act concludes with a halt elose to
the word © pensaci™  LThe chorus wineh cons

cludes the whole * contains more science than

those :t!:'c-:alh |1u-||‘iu|:e--.'.1 arel the 1'};}I|'l*-'hiu1] ol

Lhe words, ¢ Ne' dubln ]?:i'ﬂj dellMomana vita,”
rendered by ﬁ'l':i"”[hlll-.-i notes, and those ¥ a

o confidar nella celestt ata,” by vmiform and

accented ones, 1s very happy.  The Italians of

this period, as has been already remarked, ealled
the mtroduction of any thing scientific into opera
music ¢ scelerata,” — wicked.  The  epithet
woild bave been better apphied to the introduoe-

tion of any thing trifling or vulgar into sacred

Spvcihmens of Music, vol. ul, .
|

-
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music ; such as the practice of introducing
modern instrumental music into our chureh
serviee, already mnoticed. *  The Chaconne
of Jomelli (a paz seul for an opera  dancer)
I have heard pertormed as a voluntary, and
keenn sel to the responses in the communion
SETVICE,

Charles Philip Fmanucel Bach eould write in
1 style worthy even of John Sebastian t, but
i1s more remarkable for beine the father of
modern musie, to whom ]:I;lrﬁ.'l,lu acknowledzed
himself more indebted than to any other com-
poser. A fantasia by this author will exemplity
this fact.t The last movement of Haydn's
first sinfonia, composed for Salomon’s Concert,
15 L‘l.‘.'l[ﬂi.‘l’.l trom it.

Graluppi, a most voluminous COMPOSEr, ©X-
celled in the comic opera style, which was
1“]'3-'5-3'."=1“"L-| bght, amd [l'iH':I‘Jg. His oratorio of

Jephtha contains some  beautiful movements,

* ]“:-Lgl:-i 61. G3. T1. 100. 114, 1135,

t See Clementi’s Practical Harmony, volii, po 110, and

T .
Latrobe's Selection.

L Specimens of Music, vol. fil. p, 35,

'

1.

particuluely o duet,  Verro mi lascia?  His
Viserere is pleasing, but void of sublime and
sacred expression,

John Christian  DBach introduced the cla-
rignet nto our U[H'I':I orchestr. His .H'1._x|.-;
wis clear and sonorous, like that of Jomells.
His accompaniments were more conspicuous
for richuess of harmony than lus vowce parts
tor sweet and polished melody.  He studied
contrast, opposing the lowd with soft passages,
as a principle, and carefully marking them in
writing,  Such contrasts and other refinements
as the double dot, and the various degrees of
staceato and lesato were tormerly acquired in
the rehearsals trom the directions of the com-
poser only, and not wiitten down. The mo-
dern style of mstromental  full musie, which
frst originated  in the accompaniments  and
symphonics of” Italian songs and overtures, pro-
ceeded to improve slowly among composers
wlose names are now scarcely remembered, as
Richter, Kamerlocher, the two Stamitz, and
others. The econcertos and concert overtures
of this period were nearly the same as opera

K4
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overtures, consisting of an alleoro, a slow miove-
ment, and a finale,  One iy three fats by Bacly

15 remarkable for the olear :-:':'|":]'||3.;"ii"-,' 0 |

itz 4l
legro®, and the excellent instromental officts
of its andante.  La Clemenza di Scipione Is one
of his best operas. The overture, thoush not

equal to those which have been produced since

wis a4 mamfest improvement on the styvle of
Jomelli.  The air ¢ Contusa abbandonata®™ Wils
heard with satisfaction in our public concerts
within these few vears.  The chorus ¢ Provi
“ I'Ihero infideo '’ is very appropriate to  the
stage—mnot voul of ingenuity and choral efieet

yet less scientific than the oratorio chorus,

Bach was opposed by Sacchini, whose style

ol opera music was extremely clerant ; and the

latter was followed by Sarti, Bertoni, amd nu-

merous others, the school |_'h,|-§i|g with Puisiello,
Cimarosa, Meyer, and Pacr: and a new one
being formed by Rossini, which is more FAV i
1t comic parts, more ornamental ju its vacal
melody, more brilliant in its accompaniments,

specimens of Musie, vol.iii, P 2= 17,

i
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torimes the styvle of the present day, I return to

the period of which we were speaking,

I”;|-L=,:'|-.-- ]"|'|,--.i\-'1i-__' .IH.IJ;L] l"~1:'_|lil'-]li'-i. T_iJ:,;'-..'LI.EILl'
with DBach. o concert at the Festino yooms,
[Tanover Square, which very muceh rurthered
the improvement ol mstrimental musie i this
coumtry. Concertanty pleces, 1 which Cramer®,
I"ischer, Buch, and Cervetto, ;H'rir.-:'u:a:-.l o their
respeetive instruments, the violin, the oboe,
the piano-forte, and the violoneello, were pro-
dueed by Bach for tie oceasion.  Abel's over-
tures were chiefly remarkable for their slow
Moy eents. Those ot Lrossec anl 15.'.1[.]'.:.!.]] lvied
more gpirit and variety ; but at eneth the sinto-
nins of Haydn came, and cclipsed all others,
Oue ol the first was long called the Festino
Overture, from having been first heard at the
above memtioned rooms,

Gluek's opera overtures were perhaps the
first of the present school; and it may well

be questioned, whether a grander than that to

e Lather of 1B and . Cramer.
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his Ifigenie in Anlide was ever produced.
Picecini was a rival of Gluek’s at Paris. Mt
however superior the melody of his voice prarts
for swectness and elegance might be, there
seeins no question whether his overtures could
compare with Gloek’s. It has been an ac-
knowledged practice with many COMPOSErs to
write the overture after the rest of the picce
was finished 5 and this is discovered by its con-
taining quotations from parts which follow, —
parts which were not likely to have been copied
trom the overture. Thus Handel's overtire to
Deborali contains two of the choruses. Che.
rubim’s to Anacreon contains allusions to al-
most every scene in the piece; and Gluck's
overture to Itigenie commences with the notes
for the priest, with which the drama Qpens,
Martini’s overture to Henry the Fourth cm.
ploys the military instruments with good cttect ;
and the air “ Charmante Gabrielle” makes an
excellent contrast as a slow movement,  Gre.

try's overtures were remarkable for brilliunee

» H|.l'-."§.'ill'll_'IIS ul'}'rfusi-;_'l vol. 1il, I 18

(A

1.3t

andd eaiety, Those of Cherubint, Mozart, and
Beethoven, now so well known, are more
seientifie. and demonstrate the improvenient of
strumental tidl music,

Vanhall’s overtures (more properly sinfonias)

o | sy ¥ & ¥ L.\_.
have been noticed * @ he conduced much also

to the L-'.-.-g';:i.lh'r gl sonatis tor the ]lil:"[}h;.—
chord 13 ov, rather, as it was speciied  on
the title-page, for the harpsichord or piano-
forte — the latter instrument not entirely su-
perseding the former in this country till the
Colmmencenel ot the ll:.'L'h'L:'I'.L l.'-;l'.-1.'11'|'l"r', al-
ithoush invented in the former halt of the
cighteenth century i Germany. The mventor
of the grand piano-torte was Schrader of Dres-
denn: the maker Silvermann. The invention
was also claimed by Castetali of Florence. The
Forthier, or square pi;l.ll:l-i'n:‘w, was invented by
Freidericy, an n;‘;:l:ld}tlilalf]' at Gera, 1 Saxony,
about the year 1758,

Vanhall's quartetts have considerable merit
.'":t'h]'l:jt.‘h'l"r'w sOnatas

for richness and sweetness §

* Page 1757. I -"~']n.-ri'_1-.1_:':.-. of Music, volon ik
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and concertos tor the piano-forte abounded with

]'”’H-"i!“-d miclods 3 schobert's with rich har
wny and considerable spivit * . Boeels i
mony and considerable spirit * 5 Bocchering’s
with  science and pathios, [1is quintetts ar

acinrably Wlttten, anid are  still descrving ot

studv. t  Clementi may be called the tather of

1]j;icllc:l-1:.rl'lt' mnsie s for he many vears =inee -
troduced all the beauty of Tralian melods into

pieces calevlated, by their ormamental varictios,

Lo clicit the powers of the instrument, and dis

play the taste as well as the execution of the

performer,
Havdn, whom we have already mentioned by

tormed another school of instrumental mnsic,

which continues to the present dav.  OF his

voeal sacred productions his Stabat Muater

the best. The first chovis s learned, inoe-

nious, and dignified ; the songs tor a hass

volce e L"-"'-"k'iﬂl.'h' fine, and thoe Accompiani-
ments throughout the pilece delicate and [anoei.
tul, particularly that to the chorus “ Quis ¢st

* Specimens of Music, P TH—81, |

Tisiad, . 842,
¢ Page 147,

L
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homo ‘Phe extraneous modulations and

: i i I ' wia
DAssHes I counterpoint arg, i all his works,
[}

acdimirable : his fusnes ave, on simple subjects,
not treated with much skill, the interest often
declinine instead of wereasing, and the termin-
ations being abrupt, or in a modern style, Iis
Gt Orio of the Creation contans the same moerits
and 1'in- cune defects. The Chaos is awtul, but
contains passages that want dignity,  The re-
citatives are in a common style, The prineipal
execllenee lies in the accompaniments ; buat the
se of the full orchestra, including trumpets
and drums for five or six movements in stc-
cossion, 18 Litiguing to the ear, and dimnishes
their effect. The opening of the third aet,
¢ [n rosvy mantle,” with the duet and chorus
which follow, * H} theo with bliss,”™ s however
a happy mixore of all stvles in their due place
and  proportion ;o most masterly  production,
and worthy of study,  His oratorio of  the
Scasons, and his choral masses, have generally
the same characteristics as above.  Compared
witly thu 1‘11‘(11|=.|i'1it:-z1-. of the tormer halt” of the

cishteenth contury, they arve deficient in sub-
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limity and science. His opera of Orfco con-

taing some hne arg; and indeed the styvle of

s voeal music scems much more adapted tor

the opera than the oratorio. His detached
songs are admirable.  His cantatas, * Ah, come
“ 1l core,” with orchestral accompaniments, and
“ Anauna in Naxo,” with only the piano-torte,
have great merit, particularly the latter, which
scarcely knows o rival,  His canzonets are the
best ever composed, particularly  the first set,
But it 15 chiefly as an instroumental COMpPOSCr
that we acknowledge the unrivalled powers of
Havdn,  His sonatas tor the piano-forte, like
Handel's Suite de Picees pour le Clavecin,
seem to have been wrirluu, not to :Ei.«*f]l;llx tiie
powers of the instrument, or the esxecution of
the pertormer, but to gratify the ear and the
mind ot the hearer; and if stwdied with this
object kept in view, they will appear  pre-
eminent and perfect.  1lis quartetts are allowed
to be unnivalled. And the number of sonatas
and quartetts he produced is astonishing.  His
Passione Stromentale 1s not in the chureh style.

The addition of voice parts to it by Michac!

|
J_

1L

FLaydn wus no improvenient g but in its original
state, considered as an strumental piece, 1t 1s
tull ot science, pathos, and sravaty, The finale,
ntended to depict an carthguake, 1s deficient m
dignity of style.  Havdn's sintonias =, for num-
ber, variety, novelty, brilliauey, and gaicty of
stvle, surpass all others. It was this gaicty
which was objectad to when hils compositions
first appearcd. dat it 1s  this  alene which
renders them more j'-fl_'éla;l]ll_" and amusing than
the equally scientific productions of his pupils
Mozart and Becthoven t, both for the pano-
forte and the orchestrn, Plevel and kozeluch
were also pupils of Haydn, L The quartetts of
the former and the plano-forte sonatas of the
latter were onee much used.  Pleyvel’s music was
light and pretty 3 Kozelueh's full of propriety,
taste, and elegance 3 but both were inferior to
Havdn, Mozart, and DBecthoven, in originality,

renius, and science,  Upon the whole we must

# See one of them, Specimens of Musie, volout p.l k.

. ; o 5 e ey
b Specimens of Mugic, vol il p, 123—157,, and Appendix,
1 -Ip._\.

fa d i

i i, s6—104,




146

cution, is original and masterly, frequently sub-
lime. His sinfonias are wonderful productions.
That he has ever diregarded the rules of com-
position is to be regretted, as there does not
seem to have been the least good obtained by
It i any one instance. The opera overtures
of" Beethoven, Cherubini, and Weber, are ex.
tremely fine and deserving ot study. The
operas of Weber and Spohr and the sinfonias
of Mendelssohn are full of science and good
writing, The solo concerto for every kind of
instrument has been greatly improved in har-
mony and instrumental effects.  Those for the
violin by Viotti deserve particular notice.

English vocal music is not, upon the whaole,
an object for study; but our glee composers
have been numerous and respectable. Cooke,
Stafford Smith, Webbe, Caleott, and many
of their followers, will be nmmortal.

One other style of music remains to be
noticed,, which succeeded that for the piano-
forte by Haydn, Kozeluch, Clementi, and
Mozart. Dussek’s sonatas were more difficult
and less beautiful than these. But there was

e W e R ey
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a brilliancy and an ornament adapted to the
instrument, which laid the foundation of a
new school, egpecially for the piano-forte con-
certo, to which we consider Steibelt, Woelfl,
Cramer, Moscheles, and even Huommel to be-
long, though the latter is also a follower of
Mozart.

Here then [ conclude the subject of this
chapter, having unintentionally omitted the
names of some former creat masters, and also,
contrary to iy original design, mentioned some
of those now living. I, however, the cha-
racters here civen be correct, the result of
the statement will be found in the conclusion
of the foregoing chapter *, which I need not
repeat ; if incorrect, let them be altered and
amended, but still on the immutable principles
already laid down, on which basis alone true

criticism can be s.uppurtml.

- Fe r [ -
tage T7.
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consider Havdn as the ercatest of all instrumenta
COMPOSCTs,

The I:-i.'lt|||-11:-|'1n:- sonatas ol Mozart are nof

written with
powers of the mstrument, but frequently con-
tain  effects which resemble  those of  the
orchestra, and even of particular mmstroments,
as the horns, DBut a more delightful use cane
not be made of the puano-forte than to remind
us of the full music which we have heard in
the orchestra.®  IHis sonatas, with obblicato ac.
compantments, are sometimes called trios and
guartetts.  They are among the best of lis
works,  His violin quartetts and guintetts abound
with fine writing; but there s a sombre cast
which renders them less amusing than Havdu's

Irjl_l._' ':I_';]_Ilhi:l._‘L't.‘w -if'.' I:I'.il'f.il.'lili'll' HENE |L'3'-3'l I:]‘l.'i.l'nlli.l.l.I] q'i.l!l:_]

L
|

L. (o b | 5 ' o I MRS . ; :
attractive.  The sume remarks will apply to t
0 A connoisscuy, winle Mozart wis !::E.Lillii;. ‘.I..:;:__:'f.l
shew his judgment by remarkimge how mueh better thar pas-
hook, offended, saying, © I wrote it for the plano-torte '™ T
same thing might have oceurred to Flanide!l and Havdn, wio
wrote for the gratfication of the mind, and net for the dis.

play of the instrument, or the execution of the performer,

e sole view Ol ¢L1I'~[J|i1_"-'||"1‘-r th
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sinfonias of Mozarr, which scem to have been

produced by a more laborious ctfort than those
ot hig master.  As a voeal composer, how-
ever, Mozart was unrivalled by any of' his co-
temporaries,  His operas are deaidedly superior

to those of Glick, Bach, Havdn, or Winter, in

vocal mclody, and to all the productions  of

the Sacchini and Rossini schools in seience
and  harmony, particularly i the overtures,
though inferior to the latter in the comic and
buffo parts. e is more casily comprehended,
and more regular in his phraseology  and

rhythm, than Weber. The serious opera was

better suited to his style than the comic, As
a choral composer, the generality of his masses
are too light and similar to lus Opera msic
tor sacred subjects. But lis last production,
the Hequem, is finer than Haydn's Stabat
Mater, and in a more sacred stvle than his
Creation and Seasons; and we, therefore, con-
sider Mozart as the reatest of all modern
COMPOSers,

The piano-forte music of Beethoven, when
it does not abound with difficulties of exe-

L
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other times he consulted the taste of the
hearers, and endeavoured to render it more
palatable by what they would eall improvements.

Salomon’s concerts were chiefly intended for
the cultivation of modern and instrumental
muste, in this nation the German sinfonia being
its chief’ attraction* 3 while the voeal concerts
encouraged the performance of choruses of the
old school, and especially of Lnglish ancient
madrigals and modern glees, for which our
countrymen are so deservedly csteemed pre-
eminent. DBoth these concerts failed eventually;
probably owing to the lumited nature of' their
views. The admirers of ancient musie, in this na-
tion, were not at this period dimimshed ; though,
on the Continent, from the custom of performing
the works of the last favourite composer exclu-
sively, till another succeeded himy they had died
away. Thus the two parties remained opposed.
The attack was vigorous, the defence deter-
mined : the performances at Westminster Ab-

* Havdn composed twelve sinfopias for them, Mozart

was to have done the same, but died just before he was
expected here.
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bev®, and the concert of ancient music, enabled
the old school to hold out, ull the }nmiﬁu;ltiuu
already mentioned, effected by the introduction
of Mozart’s music, took place.

A veneration for ancient music being thus
established, or rather revived, on the Continent,
foreigners can no longer persuade us to despise
a style frequently quoted by Mozart, Dee-
thoven, and MRossini.  Differences of opinion
concerning  the merits of the ancient and
modern, of the German and Italian schools, and
of various individual composers, still, indeed,
continne to existy; but they are constantly
diminishing, and the public taste 15, therctore,
HOProving.

And now our concerts in general, which
ceomed at one time to consult, rather than
direct, the public taste, furnish us not only
with every modern novelty, but frequently
with the choicest specimens of aucient lore,
known formerly to the musical antiguarian

alone, or only lheard by the subseribers to
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CHAP, VI.

ON THE FRESEXT STATE OF THE PUBLIC TASTE OF

THIS NMATION.

Wiuey church music had become neglected,
and oratorio composers were no more, the opera
not arrived at perfection, and the concert sin-
fonia, if' performed, not listened to; when play-
ing on the harpsichord or piano-forte had
become an indispensable part of polite edu-
cation, vet the fashionable composers for these in-
struments were Nicolai, Sterkel, Staes, Eichner,
and others, whose names are nearly forgotten :
at such a period we may fix the lowest decline
of taste in this nations; and this was within
about thirty years of the close of the eighteenth
century., At this time the musical world of
connoisseurs were divided into two opponent
parties, the admirers of the ancient and modern

styles; the one despising the trifiing melodies

_- .ll s .# .

1)

of the opera, and the other the barbarous and
mechanical structure of the tucune. The intro-
duction ot Boceherint’s quintetts, off Havdn's
quartetts, and Clementi's sonatas, into our

chambers, and particularly of Hayvdn’s  sin-
fonias into our concerts, in all which beauty of
melody and sciemtific harmony were apparent,
stamped a value on modern music which many
of the admirers of' the ancient school were
disposed to acknowledge 3 Dbut when Mozart
became the universal favourite, the long-de-
sited reconciliation between these parties was
casv. The lovers of the ancient madrigals,
anthems, and chornses, could not but appre-
ciate the vocal full pieces in the operas ol this
great composer, Seience could no longer be held
in ridicule 3 it admired 1 one author, it must
be equally so in another,  That which Mozart
praised and imitated, could not be despised
by his own devotees.  OF Handel he always
spoke with reverence, e adapted his music
to German words, expressly that his countrymen
might perform and value it; and this he often
did without makinge any alteration, though at

L 3
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been interested, they have never thoroughly
understood or enjoyed the art.  Let, however,
the keyed instrument become a little domestic
orchestra, and it will be constantly resorted to
as reminding us of all that has delighted us in
the church, oratorio, opera, and concert. And
it 1s not only from the quantity and varicty,
but from the quality of the pieces, that the
gratification will be enhanced ; for, as a gene-
ral position, it may be asserted that the greatest
masters have produced finer music for a full
band than for any single instrument. Playing
from score will, therefore, amply repay the time
bestowed upon its acquirement. But it is not ne-
cessary that this difficulty should be surmounted
by all who can play well ; for good adaptations of
tull vocal and instrumental music are, of late,
greatly increased.  Formerly adaptations were
very ill executed ; skill and fidelity were ve-
quired; skill was often wanting, but fidelity,
the more valuable of the two, was rarvelv met
with. Adaptations were, indeed, seldom made
by the authors themselves, but by a very in-

ferior sort of musicians, who, instead of assum-

., At o
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ing the character of faithful translators, altered
the original in every possible way, having per-
haps what they deemed a suflicient reason
for every alteration they made, though they
ought not, it they could bave avoided it, to
have made one.

Another cause of the improvement of the
public taste is the reprinting of’ what may be
called ¢lassical musie, undertaken, as it has been,
in some instances, by the best musicians of the
age.® The publication of sinfonias, quartetts,
and operas in full score, is a proof of the exist-
ence of good taste on the Continent, as the im-
portation, adaptation, and study of them will be
of the improving taste of this nation.

One more cause only shall be mentioned, and
that may appear to be a contradiction of a posi-
tion just assumed, that piano-forte music is ge-
nerally inferior to full musie, But within a few
years an improvement has gradually manifested
itself’ in this department, the natural conse-

* Clementi’s Practical Harmony ; Dach's Fugues, by

Wesley ; Latrobe's Selection y the Fitgwilliam Collection ;
and Purcell's Sacred Music, by Novells, &e. &
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the concert of ancient music. The loss of

Salomon’s coneerts was amply supplicd by the
by the establishment of the 113|i|]|111'|t1r;.'|i.r:', di-
rected (as all musical establishments ought to
be) by musicians alone. Here we have the
finest instrumental and vocal modern musie.
Here the admirers of the German and ITtalian
schools meet, and learn to appreciate the opposite
merits of the beautiful and ornamental styles, with
a considerable, though inferior, portion of the
sublime ; and how the ancient stvle would be
recelved, may be imagined from the extraordinary
applause excited by the occasional introduction
of a piece of this school on one or two oceasions,

The Royal Academy of Music professes to
educate musicians on these principles, It em-
ploys masters in every style, Italian, German,
and English, for modern and ancient music;
and 1t this 1s kept up equally in all its depart-
ments, it cannot fail to diffuse a refined taste
throughout the world.

Another canse of the increase of taste s
the more general use, by our dilletinte per-

formers on the piano-forte, of music not e

1.3

pressly composed for that nstrument, cither
when read immediately  from the score, or
from a correct adaptation.  The productions
expressly mtended for the piano-forte, or the
songs, with an accompaniment for that instru-
ment alene, form but a very small part of
the ample abundance of what is admirable
our art. A keved instrument was originally
intended to be a guide to many parts, as
was the case with the organ,  The pecubiar
qualities of the harp, harpsichord, and piano-
forte, naturally suggested the invention antl
cultivation of a style calculated to display their
tone and expression.  Yet the great length of
time bestowed on the acquirement ol execution
necessarily prevents the amateur from being
a wood sight player, from studying score, and
becoming well acquainted with good music 1o
general ; hence so many ladies, who, in their
carlier vears, had acquired a brilliant finger,
and what is called a command of the instrument,
finding that they cannot continue music without
the assistance of a master, lay it wholly aside

¥ 5 PR . 1 §i
i diseust. Their judgment and taste have never
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g.‘ cannot consent to give up the sublime and
beautiful for the ornamental alone ; to neglect
the higher and cultivate only the lower walks of INDIA
the art.  Plaved on the piano-forte, every species | T =
of music, both vocal and instrumental, ancient -
and modern, sacred and secudar, may be more or AUTHORS QUOTED.
less enjoyed, The imagination readily supplies
the absent words of a finale or chorus previously wrrirm——————
heard at the opera or oratorio. The plano-
torte seems to speak, and the qualities and Avison on Musical Expression, page 57.
tones of different instruments seem almost dis. Beattie (Dr.).  Essays, 14 1’_1" oS BT 0g
i Burke (Edmund), On the Sublime and Beautiful, 25,

tinguishable. S w 59,

The result, then, of these statements, 1s, that Burney (Dr.). History of Music and Travels, 67. 72
the public taste of this nation is in a eradual 80.98. i } o r

. - -r Torkel, Lile of J. 8. Bach, 7. 12, 20, 113, to 119,

state of improvement ; and, notwithstanding the Blicsd Pl Proativar. B8 A, 6,
decline of the art itself, which has been shown [Hawkins (Sir John), History of Music, 80,
in a former part of this work, has attained a Jones (Sir William),  Essays, 1. to 8.
higher stage of advancement than it has known SABEIRR, -

Price (Uvedale), on the Picturesque, 28 to 31. 37.
e e Revnolds (Sir Joshua). Lectures on Painting, 16, 19,
20, to 28, 31. 39. 5&. 7H. D&

Rousseau. Musical Dictionary, 96,
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quence of the increasing admiration of full musie,
In some fow works intended as studies for this
imstrument*, the exercises, instead of consisting,
as tormerly, wholly of passames of execution, and
the ormamental fascinations of melady alone, to
Ly !';Ipi||:|_'-.' to the iitl:':.l', NOW prepare the CVe,
the hand, and the mind for seore, divect e them
to harmony and science. 1 must not, however, he
misunderstood, as if, atter admitting that modern
mstrumental music is improved by the study of
the peculiar characters of the several instri.
ments, I made an exception to that of the PHANO-
forte. Let, therefore, airs with variations, and
tantasias, and whatever will contribite Lo the
acquirement of exccution and toueh, be duly
studied.  The neatness of execution which |Fn=l1.'
are meant to display, and the novelties and .:_-L-m-nr,
tricities with which thev abound, will SUPrise
and amuse us as long as they are new, i:h-n in
reviewing and weighing their merits fof conrse
I except those of the greatest composers), how

© The Gradus ad Parnnssum of Clemont; the Dule

. 7 : & Ut
Utile of Cramer, and hig stuhos, &e, &,

g e e o g

Lo

were tor the mund to dwell on, how

hitle 15 1
little that will bear dehiberate scrutiny, how
lHttle that we should wish to hear vepeated it
performed by a machine instead of o musician |
The prano-forte 15 now less  frequently heard
with accompaniments than  formerly,  When

it 15 to be :1L'|‘rr|:1i.*:.1r|'h'-.l, IJL:J']!H[I-- the -:iIH]:,lj-'

of the instrument should be more studicd
by the composer than when plaved by itself]
though Havdn, Mozart, and Decthoven didd
not scem to think this a matter of mport-
ance, and often gave the same passage une-
altered, alternately to cach instrument, DBut
the piano-forte is now generally heard alone
and the dehciency ol 1its powers m sustaning
the sound, if not compared with other instru-
ments, isless obvious, and is vreadily passed over.,
Composers of solos for other instruments seem
anxious to combine every possible variety of
style and expression, while those who write tor
the piano-forte secem afraid of exposing its de-
feets, and accordingly display nothing but its
peculiarities,  But it” wo consider this instru-

ment as an amusement for home and solitude,
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Wi i.’i;-__[l_irl.‘ﬂl.lll, 130,
Webbe, 136,

Weber, 58, 145, 146,
Weelkes, BA.
Winter, 145,

Waeelfl, 147.

Zipoli, 130.
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Anrs, page 185, 187
Alberti, 129, 130, 131,
Aldrich, 51, 85.
Allegrl, 85,

Astorga, 100, 122,
Avison, 57. 124, )

Bach (John Sebastiun), 20, 113 10 122, 184.
Boach { William Freidemann), 114,

Huch :'r||.'i]'}t‘h. F'||”i|:- ]'I.lli'.illl'-.il.'l."l i34,

Bassani, 93.

Beethoven, 34, 62, 159, 145, 145, 146, 151.
Bertoni, 1346.

Bird, 80. 86 to 89, 121.

Bilow, G,

Bocechering, 140, 149,

Bononcini, 124,

Boyee, 100, 100

Caldara, 109, 122,

Cualeott, 146,
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Dach (John Christian), 133. 135 to 137, 145
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Calvisius, page 122,
Curissing, 86, 92 to 96, 122,
Cuavaliwero, 86, 90,
Cesti, 129,
[-.}It'l'ljlllil':-::_ 188, 130, 140,
Child, 99,
{IF.IIIEII'I.l;{tr ] &3,
Clari, 194,
{.,?]:li'l-:-'.:, 1)+,
Clementy, 146, 146, 119,
Colonna, 104, 122,
Converso, 86.

. Cooke, 50. 146,
Corelll, 30. G7. 1092, 1043, 122, 199,
I::I';Jlllc':', 137 147.
Crispiy 130,
Crolt; 99,
Dowland, &4,
Duorante, 96. 100 to 102, 131,
Fichner, 148,
Fmilio dal Cavalivro, 86, 50,
Fiste, 86.
Farrant, 85.
Cralliard, 100,
Craluppt, 134, 135,
{:'r:iki[‘.':’l]‘i]:'t, 104,
Cremimani, 129,
{xibbons, 90 to G2, 121,
(Huck, 137, 138, 145,
CGroodwing 104,
(ossec, 137,

Graun, 120 to 122, 127.
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Crrecne, pare 100, 109,

Crretry, 135,

Crugrlielmi, 100,

Cxuido, GR. T0. 8.

Flabwermann, 122,

THandel, 17. 22. 30, 46, 7. 47 to 51. 55 to 58. 95 (o

06, 103. 107 o T1L. 119. 121 te 127, 189% 138. 142,

121, b 158

1y K€k,

IHas=e, 554, 6.

[laydn, 30. 34, 537, 58 62 111. 113. 134. 137, 140 to
146, 148, 150, 157,

Haydn (Michael), 142.

Humiicl, 145,

Jomelli, 100, 131 to 134.

Josquin de Prez; 81, 85, 110. 124,

kamerlocher, 1335,

Keiser, 1

Kerl, 122,

Kozeluch, 145, 140G,

Kubnau, 122.

Lasso (Orlando di), 84.

Leo, 109, 127, 131.

Locke, 103, 107. 122,

Latti, 104,

Laualli, 124,

Marcello, 22, 104,

Marenzio { Luea), 86, 87.

Martini, 129, 138.

Mattheson, 123,

Mendelssohn, 146,

-:"-L:_'. e 136,

Mondeville, 122.
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GENLERAL INDEX.

Scanryy [Royal) of Musie, page 155,

Nirs, somers, duets, s Th ~G. 9n. 1049, 106, O 111,

Bass (voumd ), 107, 108,

Beautiful style, — S Sivles.

Canons. 11 da.

Cintatas, T 920906 1o 99 115,

Cathedenl msie, 32, 0d G 1o Gk BF Lo B8 1

101. 1045,

Clitit=, Ambrosian ansed Grregeoria, T, 8O, — The Am-

g

Lycasin |||_|-':I_l..'.| biv Fiiedd, 857, — 1 hu

ecarian cpuioted
Iy Lvn, 8O, ---."LI'.I..-‘.IE'.-I..I' AT miclody, 80, Bl —

allis's Livany, 81, 82, bants 0 Boyvee's Lol-
I:“_:'I!".":_-\-'._ -, .IIJ. L I_ U F||-I -:LI;. L, I I_I_ | |'|_ | .:I ;_I|
Cotirposition (rules ol t enforeed, 10 1o 18, — Brokemn, 11,

Concertos, 7oy 1. a0 1009, 1935, 1429, 1355 1o et T

T
Concerts in o genvraly, 151 — Salomon's, 150, — The
1, — O aneient mrsie, 131, 132, — Al L% TRES.
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1Gs 105
' Criticism, 14 to 22, 66, \ Organ music, 16. 3+ 61 to 65 75. 82, 105 114, 114,
DL'L"“.[IE E:"tl l]l':_! art, Gl tor 67, Lo Rl a7 o o vt o . 129, 134,

Degrees in music, 91,

COlepnamerital -.|._'~i"- — See Siyle,
Eur, 12, 158, 19,

o m—

Overtures, 73, 76. 1057, 124, 132, 1535 to 139, 1435, llir".;-
]':ti}]!'{;!-iiir.lli. — I powers  overrated '!_.:,- many, 4, — ]_II':[H_':IE'I:I'H cominon W all the fine arts, 26, 27. :
i Can f-"|'||:'-' represent the E:‘EI.‘I:i'.:r"-: ol 4-!::'I'4"_=-., not the Psalm tunes, 52, 53,
I:.I|.:!.|'Z'L"['.'i IZIH'.'lI'I‘-.l.'i'I.I.:-.-l1 B p— [}1_-,'"|]j|‘_:_|||, ol s WS, ﬂ_l:li_|_;||'|_._:_'-, |:||_E (J:i_i“'_l_':_',-., 154, | L I
b5, — (M ji'ilil'- and jli't'.a-'.ll"... Fy — -L“.I'I'!'I.i'._".'_. 15, Cieries answered, 135 to 23,

1l oaaadl 1 ; B . . ) : ¥ v i
: Soft and Joud passages, Many ard few periormers, Recitative; 89 124, Lo,
clear and intricate harmony, 49, — Rhvthm, 30, — Hepetition of passages, 97. 116 131
I'.:'-:i:t-IHEm]-h for the sake of contrast, 50 to 55.—To Rules of -;..'_;111]~('-~.i|iur:-. — =ee Lomposition.

i = = - - iy i s i + b y ! 5 || : I 1

preserve beauty, 54, 55— The negative assertion, Seience of musie includes the theory of soumnd and the

i } 8 . ' ! & . ) il g i i 1 i

55, 36, — Hieh and low objcets, 56, — Linitation  of riles of commposition, 1. — Lectures on it 5, :"-"-“'"."
L= . i v

sounds.—The ]J;I?-.EEJ.":I.':_ ||'.||:'L-L|..*'1.'_. antl snererd stvles. 54, of the theory of soumd recommended, 4. — F“.L!I.Il:._. W |

60. — Musical ENITeEsION COMMre d with that of the rules of I:'Illl'l|'l.3"E[-i'53'|-= recommended, 10,

1“'“1““.‘-7 uncl poetry, Gd,— Performed before it was :

i Sciemtific musie, 135, 149,
t\l'il:rn:‘ EA, J'::;.,-— ]’;I_[||._;ri|;_ [l :-'_;11.'1_~::ﬁi.||:|1 | T g - :' :"‘;IE:I.I.I:l;iI'- L-,';_”(.L.-:-r".: I-::"1.= L 5. JaEh, I |._'|:, 1 40,

1'|1g|m.~, 11. 85, 101: 110. 112, 11%, 120. 12%, 193, ' Solos (violing, 103, 128,
132,

CGround bass. — See DBass, [

&
i
k
|

Sonatas for strinred instruments, 103, 106G, 1O, 12%.
For the virrinal, 89, — Tor the clavichord, 111, 115.
Harmonics, 8. — Stops of an organ which imitate them, — Tor the harpsichiord, 123, 129 to 131, — For the

9, 10. 47, 62.

PR

|'|:.':'|'|"-il.'|||IiI'i.| or ]i.lill:l.'—!:ll.'l'.L', 159, = For the pianc-
Madrigals, motetts, and elees, 54. 74, 74 86. 80. 93 i fovte, 140. 142 144 to 147,

146. L Sonnil, — No .Hil'l;_'ll..' saound i pature, 8.
Maorches, 16. 141, "E‘ Sivles of music — all admived, and all 111-[31i'.li_'-lﬂ.L','LLt 17, —
Musses, ]‘(‘1||;f:':|i.-'.. e, 81, BS: 95 145, i -[ Taw divided ',:.:,- i Joshun E'I',I'_".II'.'HIJ:E":.. anid ]_‘-_‘-' Burke,

?&fﬂ]ﬂ:n']ulu!, or Harmonteal Canon, 3. | g g How by | ivedole Price, 20, —"The thiard “I."]‘“

ba
"

" i = ¥ 7 = 5 Pl os oy , = . L
Music both an art and a seience; 1. — Not continually defived by Price, 28, 30, — Why called by the Lec
- : o . = . T IS Y. g
improving, 13. 71. . tuver the ernmmental, 32, — The sublime siyle delined,
—_ = 3 s o = = 5 H FRt =L T ¥ . | R
t {-}I’*'T”-": th, 76, 89, 00, 119, 128, 184 to 186 142, i ge) . —"T'he beautilul ared the orpamental defined, 35.
' 145, _ Union of the sublime and beautiful, wad of the

Oratorios, 16. 32, 51, 73, 89, 00, 94, 133, 131, 141, ~ iblime and oroamental, 36, — Union of the beautifal
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and ornamental, and of all the thiee :l}'lt"‘-:. 38, —
Rank and value of the styles, 58 — How dis-

tinguished by their effeets, 435, — When cuch style
prevailed, 66, — Music ol the ancients, and national
music, 67, — In these all the styles existed, (8. —
Guido, the inventor of harmony, had these before

him, 68, G9. — Antiquity of national musie, 69. — Age

not the canse of sublimity, 70, 71, — II:IEII'I.I'-H ment of

ecclesiastical musie. 72, — Its decline, T3.— T he mo-

-

tett ool rltll.-:]:'ii'._::ll iversted, Tids il — The cattata,

1
Y

— Voeal melody improved — instrumental sccompa-

=
]

:|i|1'.ur|l, b, — Invention of nstrumental music. —
The first essavs sublime, 73, Organ fugues and
oratorios carried to perfection, 735, 76, — Progress of
the opera and instrumental music, 76, 77. — The
sublime style not always the west stking, 79—
Neglected, while the beautiful and ornomental im-
]:-l'm'.'L_'Ll_, 59,

Sublime style. — See Style.

Taste. — State of the P:||:|ii taste ot present i thils
country, 15 and 148 to the end, — Varigties ol
taste, 17. — Taste the result of education and habit,
20, — Taste, when at its lowest ebly, 143, — The ad-
mirers of the ancient and modern schools opposed,
148, — Heconciled by Mozart, 149, — Improvement of
the taste furthered by the Philharmonic Concert, 152,

—=TThe Roval Academy, 152, —The [ rlorminnee of tull

music in score or adapted, 153, — And the erensc
fulness of music tor the piano-forte, 153,

Tuning and temperament, 4. — Perfection, and approach
towards it, 5, 6, — Lgual and apequal temperament,
b 7.
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Lo g dvened et the Bospedd Thavmicie Dustifution, Hvip
]

Vorerr, © Methinks 1 hwar,” with new Justra-
pental AccompunimenlE e s s
Overture and Finale, Lo Clemenza i Do, Maozart,
adapted as o Duet for the Plano-forte on @ new
The same, arranged in the usual way....ooen.
Sinfonia Wo, 2., a5 a Duct, compescd by Dir. Crotch

B lle Tov SodomION S sk, “.‘J:.-.h:. as a et

Overture; Zanberflote, Mozart; Duct. v
Sinlomia i O |.[||J\§:1:'.'Z. :'I-lu;'.;,-:'l; L Mmed v,
Nos. I, 2, 3, 4 4., constituting the Iirst Act of

Don Giovanni, Mezart, for the Pruno-torte amd

e e T s e N e R
Ehtg - ae & EMet 0Beh. ol civaiaiien i se vt o
Preludes for the Phano-forte, and Instructions ...
Practical Thoroogh Bacg . iaaeanimonens
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Anthem, Dr. Greene, ¥ Sing unto the Lerd.”
Na. 1. (to be continued
Specimens ol the varous kinds of Musie Bior=
formed in D, Croteh’s Lectures, for tha I’i;.n;-'_.-

Iorte, 3 volss enchyi g danain

Appemlis to ditto, SEPAIEL Ca Gk bt drerersiin s s aeen
Pate<tine, o sacred Oratorio, the Words v the
late Bizhop Heber, the Voree Parts in Seore,
the ]II"|-:III£:I.'H.‘_‘ Parts adapted tor the Piano

H—-‘l'rl'-.""...............--.-...-...-....--.......--...1...

The Overture, Choruses, &co i Palesting,
I';'.lu;;rf.l by the Author as Duets for the Puno-
O iy e

Cluestions n ]|i.c'!|'--::}'. with their Answers, for
the Examimation of Youner i‘”'.:|1i|-;__,,,,,,,__,__,_,,

Twelve Sinfunias, Haydn; Piano-tforte, with Ae-
{"-.'Jln:l]:li_l.::ill‘.'l.lil.:-i ST 1::|-|' 1n.:.l.:'sl:| TIITH lil.illll'lljl,'l,"l:tl_

First Concerte, Corelll ; Plano-lort

O ook Ssorfe, Wos<nl, pza ]:I'_l_-l_-t
Ihitto, 1 E s R S

Finale to Der Freisehare, "-.'i.'.-!n e o

Finale to the First Act ot 1l Mlatrirmonin ."-'|'|_:|'| to,

Cinvavosa, o5 a Duet,.......
Coro deilo -'.".:i_'li:I'L":J:. Il Crociato, M _l.'l-.."'t:-u_u-r . Dharet
Coovimetto Cavalier, from ditto: Duet. .. oesesenons
=imfonta Kozelueh in F o Piano-forte, with Accom-

paniments for the Violin and Vieloneello..,

Part of Smfonia i A, Becthoven © Duoet .,

Sinfonia Pastorale, Becthioven : Piano-forte, with
Accompamments for the Yielin and Vielon-

'—'--']]‘ﬁ..-l-.l-l...-.-.-..--l o o B e Ml e e e

Three Duets, arranged from the Sonatas of Boe-

cherini, 05 Duets, eacl, iveeciieceens.
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Divertimento, Mozart, from o Quintett m 13 ;

4T e Te i 1) by € DR RO G R A M e PP S

wCinto di nwuovi allord,” Rosaini; Ductusswinin

GTHER PUBLICATIONS, BY THE SAME AUTIIOR.

Py be had of Messre, Lonsdate and Co, Chappell, the duthir, o,

g 1 o e 6 11 155 L TR P R PRl e PR TR P LT
Ten Anthems, 1 SUor P s s rorsssarssrarriinrsssdpeas
Oude to Fancy, m Score, an Exercise for s

Dravtiors Degred e sn s s inisssaissisnenin
Votett, 5 Voices, @ Methinks 77 P
Gloe, & Voices,  Go, tuneful Bied" e,

4 Voicos, “ Ta love thee, O my Emma™..,

Ode. 5 Voices, * Mona on Snowdan ealls” wo.rans
Tallis's Latin Litany and obd Pzalm Tunes, in Scorg

a1, Original Ars for the isno-torte, I?II' Jolt

and William Crotclt siivivisiarevanssss s s inrarssse
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No. 1, Organ Concerto oo

. TG vnsssactbiassesbednsisnedsbanintats puansssssens
Organ Fugue, on a subject by Bluffatt oo
Glee, ¢+ Voives, “ Nymph, with thee (iccisiive
Canzonct, * Clear shines the Sky 7 e,
Prelude and Alr, with Variations; Piano-forte ..
Glee, 4+ Yoices, Yield thee o Pleasure " ciiceie
Hr!tnl..lu,. Piang-forte, n E B it
Glee, 5 Yoices, & bweel Sylvan B CENER  siessaanas
— 4 Voives,  Hail all the dear delights ",

1 Voices, ¢ Hail, Sympathy ™ oo
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Air, % Milton ij-"ilEIS." with Variations - Plano- . (Juartctt v  Thavdn: Tlatio-torte cesirissiisins
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""":l'l., . T 13 L iite . . a
" . Concerto, Mozart , ' ssangs 30 0) Elements of Musical Composition ;

1
B B T

) .z 5
O 3 0 E T 2 O .. e S R e

i 15, ms'a Dhact, Moo Y s H
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il
" £ ;. 0o O sintonig, by D, O,
YO % Menrarly Fma ke : 1 i
{(-.II:‘..J-.!. ]-'I'l.l-..ll'h |J..|.l-\.|__\.. g S R R -|::I'|'.|||'|.. g (Merture in :_':|_ |"I:“|_| N1 B & LT e S
Thirty Iounds for the Pianodorte jor learning to

: i T K L ] .
in Handel's Oratorios, Te Deums, Anthems, Play fTom Srore .. v arasieiniii \
l'-

Cpiras; dics Duet, The Hope of Lsrael, 2 VOIes v

The Overtures, Choruses, Marches, Sinfonias. &

No. L Esther ..ouiiiiminniniinimmmme 0 T 6 Adr, o Twilight,” Miss Hamond, with Varations
R E L e o R VIR e S R 0" a t:..{ T o A e o 0
. wta ""Ih'ljl'l L o e L T T [} T F:: i 11-‘4 I':".'Ii.l H'. e !”“”r _||I|.!. ]. 1ALy, ‘I (35| EELIL !l.ll.t'w.

. Aeis and Gralatea T TR § B SO ' Mozart, a5 0 Duet on g new pln e

]

:l J. Alexander's Feast voooiiivieininnn o I - T - ¢ O ctanto Vanita Aris, by Meyir
i :' nr%.ii-.u:r]-? 1”*'*'. Yo ram He;l'r_m,;-n:. = Y ¢ T Al |.:-1: TR | 1 S enenens B e P
b i+ Isracl n I"::'}'t """" L R LT UT T T T oapuviam N & B i () Lord our Crovi rROL, Murcello o iiecniiee U
:' Hi ].'_-'L]lq-g:fru. ed 1l Pensierosn S (- A, A nthem in Score, I:II|1I[i||-I.i:| on the Death of th
0

restrsrsenessenan. W) Duke of York ooovivensrrases TR T P LR R R b

10, Messiah v, 0 10 6

TR | P RO R L

L1 SRWBOD veuuiienearsnnres TS T TUTREY | B
7T T L e 0% g
13. Belshazzar yvvviiiiiiiininnniiiineenenn,. 0 5 f
14, Susanna ,,...... e L s vesnssrssasraniannns - 0 T

i 15. Bix Oboe Concertos 010 g

6. Hercules i onnas R e o 0% on

17. Oecastonal Orgtorio rvenaresnasErssersereias . 0 o 0
18. The Choice of Hercules S T—— D4+ 0 T B
19, The 12 Grand Concertos, Book 1. wvivizes B ED .r.j
0y ] :
20. - - e | 010 &
21 JOBEPN sisveeiebarsaniantssnsenrsrens 0 7 @ I
fERdram vl hpdna@ ) i 4
22, Judas Macchabeeus ..oviiiiniiiiiinni, 1 10 6
{.!-31 |r':|-;'=hHH- 11111 L L R T N R T rl T E:l
o R 1 (e : : =
f 24, Alexander Balus ..., Ty T TN

- 4 '
25, ‘Lhe ¢ Coronation Anthems ............oe 0 - g
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, To be continued.
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