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INTRODUCTION.,

MR. RIMBAULT, in his memoir of Byrd, and in his Introduction to the Mass of that Author,
has treated his subjects so copiously, that he has left us nothing to desire concerning them.
Some remarks, however, on the following Compositions, and on the state of the English and
Foreign Schools of Music, where those Compositions were first produced, may not be unac-
ceptable to the Members of the Musical Antiquarian Society.

Truth, and truth alone, should be the Critic’s great object, as well as of the Historian. e
should consider himself as a Judge between the Author and the Public, and, in that capacity,
he should be careful to preserve an unbiassed frame of mind. e who suffers himself to be
moved by petty resentment; he who suffers himself to be swayed by petty interest; he who
allows pride or prejudice to influence him in the least degree, is unworthy of the office which he
assumes. He first deceives himself, and then labours to deceive all those who may confide in
his opinions.

If impartiality is ever to be expected, it must surely be when we speak of the works of those
who have quitted this earthly scene. Between them and us there is a “great gulf,” which
neither praise nor censure can pass: the silence of the grave cannot be invaded.

The impartiality here spoken of necessarily leads us to a consideration of the whole subject,
on which we venture to pronounce judgment. We should consider defects as well as excel-
lences ; we should not close the  mental eye” on one or the other; but, by a correct statement
of facts, and careful deductions from them, we should endeavour to put our readers in a condi-
tion to judge fairly for themselves.

These observations I have thought necessary; because a minute examination has led me to
form a very different opinion of the Cantiones Sacrze to that which I formerly entertained.
Judging from a few favourable specimens, and trusting, as I am bound to confess, too much to
the applause which has been lavished on them for more than two centuries, I had formed notions
of their excellence which exist in my mind no longer.

It would be the height of folly and injustice to apply many of our modern rules of Composi-
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tion to the Works of the Fathers of English ecclesiastical Music. But it must be remembered,
that these Works have been held up to us, by poets and historians*, as being almost models of
perfection ; combining in themselves the chief characteristics of fine Music.

It may therefore be useful and interesting to examine their claims to such high distinction ;
and if their defects are o be ascribed o the rude state of the art at the period when they were
first produced, it must fairly be admitted that that rude state tells strongly against their sup-
posed excellence.

Before the Reformation, Music was cultivated principally by the Clergy, and our Schools of
Counterpoint and Composition were generally confined to Monasteries; we may therefore sup-
pose that Monks were the instructors of those who preceded Tye, Tallis, and Byrd.

Previously to their time, however, a great School of Counterpoint had been established in the
Netherlands, from which issued Masters who became Tutors to the rest of Europet. But it
does not appear that their principles, or a knowledge of their practice, had reached English Mu-
sicians. Indeed Italian, or any other foreign Music was little, if at all known in this country,
before the publication of Yonge’s ¢ Musica Transalpina® in 1588 ; it is, therefore, not to be
imagined that our composers, previous to the time of Morley, were at all acquainted with the
‘Works of the Ttalian theorists. Nevertheless, Franchinus Gaffurius, * and the more ancient
writers,” gave, in the fifteenth century, “ eight rules of Counterpoint} :” Pietro Aaron published
his “ Toscanello ” in 1523§, and Zarlino’s celebrated Work appeared about forty years after.

We are apt to suppose that the Roman School was founded by Palestrina; but it existed long
before the time of that great composer, who contributed much, however, to its improvement.
‘T'he Venctian School was established carly in the sixteenth century; the Neapolitan School in
the fifteenth century. To these may be added the distinguished School of Lombardy, and the
Schools of Florence and Bolognal).

Thus, while Inglishmen were working, as they now too often work, alone and deprived of
those advantages which arise from intercommunity of thought, the Italians enjoyed splendid
establishments, in which they found not only instruction, but all the benefits which the impulses
of generous emulation never fail to confer. Can we wonder, then, at the superiority of the Italian
School of Music, at the period now under our consideration ?

But we have been told, that our Tallis and Byrd were equal to Palestrina and his contempo-
ravies. “If,” says Dr. Burney, “ forcigners should ever deign to look into my book, it is my
wish, for the honour of our nation, they should see that, long before the Works of Palestrina had
circulated throughout Europe, we had Choral Music of our own, which for gravity of style,
purity of harmony, ingenuity of design, and clear and masterly contexture, was equal to the best
productions of that truly venerable Master®.”” This is a well-turned sentence ; its correctness
will be tested hereafter.

* It is quite clear that Dr. Burney, with more knowledge of Music than Sir John Hawkins, often wrote about things which

he did not eavefully examine : it is cqually clear that Sir J. Hawkins, with more unwearied industry than Dr. Burney, often
wrote about things which he did not thoroughly understand.

T Zurlino, the greatest Italian Theorist, and Palestrina the greatest Italian Composer, of his age, were both instructed by
Flemings.

1 Burney, vol. iii, p. 153, Note.

§ Dr. Callcott (Musical Grammar, p. 158) says, “ the Zen rules of Pietro Aaron were afterwards extended to fwelve” These
“rules  related to Counterpoint, and it is rather curious, that although they are thus spoken of by Callcott, and are mentioned
by Burney und Hawkins, neither of them has informed us in what they consisted. According to Dr. Callcott, Nicholas Burtius,
in 1487, gave * five precepts of Counterpoint which will ever be classieal, particularly that of avoiding fifths and Octaves in
succession,”—23Musical Grammar, p. 159,

[I Burney, vol. iii. p. 181.

¢ Burney, vol. iii. p. 76. In the above quotation the italics are mine.
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Sir J. Hawkins is less diffuse than the Doctor, though he justly calls Tallis * one of the
greatest Composers that this country ever bred.” Sir John afterwards says, * The Composi-
tions of Tallis, learned and elegant as they are, are so truly original, that he may justly be said
to be the Father of the Cathedral style¥; and though alike appellation is given by the Italians to
Palestrina, it is much to be questioned, considering the time he flourished, whether he could
derive the least advantage from the improvements of that great man.” In mymind, there is
little or no question at all on the subject. There seems to be internal evidence that Tallis had
not seen the Compositions of Palestrina: at least, it is clear that he had not studied, nor im-
proved by the Works of the great Roman Master; yet Sir J. Hawkins tells us that Tallis was
“a careful peruser of the Works of other ment.”

Byrd shared largely in the praises which were bestowed on his distinguished preceptor.
Morley styles Byrd his ““loving Master never without reverence to be named of Musicians ;
and Peacham asserts, that, even by the judgment of France and Italy, he was not excelled by
the Musicians of either of those countries.

Speaking of Byrd’s Cantiones Sacrwe and Gradualia, Peacham says, “ whaé all must acknowledge
who peruse them, that they are angelical and divine}:” now it is because I have perused them,
and perused them carefully, that I find myself unable to admit the justness of such high-sounding
appellations.

Fine Music was said, by Gluck, to consist in expressive melody, pure harmony, and well-con-
ducted modulation : correct rhythm might be added, did we not know that melody cannot exist
without it. In the Compositions which were produced during the fifteenth and sixteenth centu-
ries, we must not look for melody, according to our present notion of it; for such melody did
not exist till Musicians directed their attention more particularly to rhythm, and the use of bars
became general§.

Neither must we look for modulation, as it is now practised. At the period under considera-
tion, the tonality—that is the scales Major and Minor—was by no means fixed; according to
some, it was not fixed for more than a century after|. Unacquainted, therefore, with the natu-
ral relations of the scales, which have since been discovered, and not a little shackled, we may
suppose, by rules which had been founded on the ecclesiastical modes, the modulation of the

* We may admit that Tallis improved our ¢ Cathedral style,” but we cannot call him the Father of it, when we recollect
what had been produced before him by White, Shepherd, Tye, and others.

+ Hawkins, vol. iil. pp. 258, 261.

{ Hawkins, vol. jii. pp. 290, 291. Few will be inclined to pay much regard to honest Peacham’s opinion, after reading the
praises which he bestows on his Master, Horatio Vecchi of Modena, who, « with excellent judgment, driveth a crotchet through
many minims, causing it to resemble the links of « chain”~~Hawkins, vol. iii. p. 194.

§ “Melody implies not only the progression of one single part, but also that general result of the various parts in harmony,
which produce the effect of Melody, by the proper distribution of their sounds. Prinz seems to have been the first who di-
stinguished between the Monodic Style, in which the Melody is confined to one single part; and the Polyodic Style, in which
the Theme, and its dependent subjects, are distributed among the different parts of a composition. These two epithets Prinz
appears to have taken from Kircher ; and this profound and original view of Melody has been very ably developed by Nichel-
man of Berlin, who clearly proves that those pieces which are produced by the Monodic designs of the Composer, arc far infe-
rior to the Polyodic arrangement of the same ideas. In this last class we may place the Motetts of Palestrina, the Choruses of
Handel, and the Symphonies of Haydn.”—Callcott, Musical Grammar, p. 85. Thus Compositions in parts are Monodic or
Polyodic. The greater number of Stevens’ Glees afford examples of the Monodic principle; for, in them, we find a leading
Melody, to which the other parts are mere accessories: Callcott’s « O voi che sospirate,” and “ O snatch me swift,” are
beautiful examples of the Polyodic. It is as Polyodic Compositions that we must always consider the Works of the Old
Masters.

I «Cest dans Pécole de Naples, et particulitrement dans celle de Durante qu’elle i été fixée sous tous les rapports, du moing
en ce qui concerne la pratique.”—Choron, Sommaire de PHistoire de lu Musique, p- xxxviii. The following example,

c
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Old Masters was vague and timid* They appear to have been almost alarmed, when leaving
their oviginal scale, and glad to return to it. Thus their compositions have little of that relief
which well-conducted modulation affords; on the contrary, from the want of it, they are too
often monotonous and tedious. But the want of leading Melodies, and of varied and effective
Modulation, was common to all the Musical Schools of Europe; and it does not appear that the
English Composcrs were, in those respects, more deficient than their continental brethren.

‘We come now to a consideration of Harmony and Counterpoint, which is only Harmony more
in, detail ; here the superiority of the Foreign Schools must be acknowledged.

In all the arts there are fundamental principles which can never be affected by time or cir-
cumstance ; though from ignorance, or from a morbid desire for novelty, they may be neglected.
Correctness of outline, beauty of form, light and shade, are objects of the highest importance to
the Sculptor and the Painter; though Caricaturc exists, and rudeness and deformity have often
been exhibited. In like manner, purity of IHarmony must ever be of the greatest consequence to
the accomplished Musician, though it may be decried by the idle and the ill-informed. Purity of
Harmony consists in grateful combination, and in melodious progression. An union, then, of
ovaceful melodies constitutes fine IHarmony; for where the melody, or, in other words, the
progression of any single part is irregular, the effect of the whole is injured. These principles are
applicable to the IIarmony of every age and country. Neither time, nor fashion, nor caprice
can affect them 5 for they have their foundation in Nature, and, when they are disregarded, we
look in vain for the beautiful and the truc.

Tried by these principles, the following Compositions will appear very defective ; whether we
consider the combinations, or progressions, which are frequently found in them. In the first
respect, there is the monstrous combination of the Major and Minor third on the same root: in
the cighteenth Song, “ Aspice, Domine,” we meet with it not less than four times, namely, in
the nineteenth, fifty-second, sixtieth, and sixty-second barst. Ialse relations of the sharp and
flat cighth—in technical language, ¢ Mi contra fa’—are still more frequent}. The Counterpoint
of these Songs, also, is not always so clear, nor so correct, as we might have expected from the
high reputation of the Author. Consecutive Tifths and Eighths are often found; more especially

taken from a Stabat Mater composed by Palestrina, and performed in the Pontifical Chapel during the Holy Week, furnishes
u curious instunce of the uncertainty, relative to the scale, which prevailed in the time of the Author.
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* The praetice of no other art has varied so much as that of Music. In the sixteenth century, Composers were afraid, or
ashamed, to venture © from home:” at the present time, a Composer would almost blush were he to be found ¢ at home”’ six
bars together!

1 The Modulation, on one hand, and the point of Fugue on the other, prove clearly, that there is no error of the pressin
these instances. We must therefore conclude that the Author wrote advisedly, leaving his auditors fo digest such anomalies
as well as they could.

1 These false relations, condemned by the greatest theorists long before the time of Byrd, are so common in the works of
carly English Composers, that we are almost led to believe they considered them as beauties. Their practice, however, was
bad; for it is cvident that sounds which by their nature cannot be combined, cannot be heard in immediate succession with-
out affecting the ear in a disagrecable manner.  So convineed of this were the great Masters of Counterpoint, that they embo-
dicd their opinion in the well-known saying, © Mi contra fa Diabolus est in Musica.”
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those which are Aidden, or which arise from an injudicious crossing of the parts, and the parts
themselves often move in an awkward and unmelodious manner#®,

That these Songs contain some choral beauties is certain; and No. 17, ** In Resurrcetioune,”
and No. 28, *Letentur Ceeli,” possess unusual animation of style, considering the period at
which they were written. The finest of all the Songs, however, ave No. 20, ** Ne irasearis, Do-
mine,” and No. 21, ¢ Civitas Sancti tui.” The first is found, in Boyee's Collection, to the words
« O Lord, torn thy wrath;”’ the second to ° Bow thine ear.”

In making these Selections great judgment was displayed; and, if the other portions of the
work had approached to them in excellence, it would have been more deserving of the praises
which have been too heedlessly lavished on it.

That the work is cuvious, and worthy of being reprinted by the Musical Antiquarian Socicty,
may be readily admitted. We must, however, bear in mind that the examples it furnishes ave of
a School long since passed away, and that (like other music of the time) it contajns principles of
composition no longer received.

% TInstances of these faults ocour so frequently, that I shall not attempt to point them out.  For the Contrapuntist it would
be unnceessury ; and for any other, it would be usecless.

W11
Kensington Gravel Dits,
July 1842,
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Lllusfirsffimo Proceri, clarogs maltis nomingbus

Epoarpo Somerser Comiti VVorcefiria,
Moecenati fuo elementiflimo.

LIEOnnulli, certe miki necessituding coniuncts, solided; ca-

N{pistimationis homines, citm nuperrimé perspicerét, meas

neandis antigraphis incuriam, wic aliquid contraa-
Basse, quod ex nostro Museolo in atographts minime
prorepserat : ol tpsas, sed ad tormwn prids redactas, et castigatiores
tam prelo submiticrem, suo tandém rogatu impulerunt. Celertm tania
Jwit earum farrago, vt ipsam (‘sicuti per otium licueril} in varios libros
distribuendam esse durerim, suisq; in lucem temporibus caponendam.
Primam itague pariem huius laboris { nobilissime Comes) Tibi, vl au-
spicatissimo bonarum litterarum, et virtutis Patrono ea officio tnseri-
bendam putaui.  Siguidém in tota hac nobilivm nestrorfi celeberrima
corona, ant vno te Musice peritiorem, aut (né reliquas dicam laudes )
amantiorem agnowi cert¢ neminem. Tuverd, pro solita in me humani-
tate et amore, zeniolte hoc, quantulumcundue est, vecti queaso ) consule,
meq; in luis clientélis numerato.  Interim humillimis ego precibus a
Deo enivissimé contendam, ol Tibi, Tuisq;, firmissimi honoris incre-

mentum, et veram felicitatem profusé elurgiatus,

Tui honoris

obseruaniissimus

Guiliclmus Byrd.
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