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HISTORY OF MUSIC.

CHAP. 1.

STATE OF MUSIC IN ENGLAND, DURING THE REIGN
OF ELIZADETIIL

AS the reign of Elizabeth cxhibits, perhaps, the brightcst‘
period of English literature, so does it appear to have abound-
ed in musical talent. The @wra that in letters could vie
with and rival the ages of Pericles, Augustus, and Leo X.,
and that with the names of Shakspeare and Bacon, Spenser
and Sydney, Hooker and Taylor, Raleigh and Milton,
might abash the geniuses and scholars of antiquity, did not
direct the brilliancy of its rays to a paucity of points, but
by refraction, discovered their component colours ; by their
division and divergence displayed that variety of beauty
which while they adormed the fields of learning, revealed
ncw regions of science: for, by social cultivation, human
accomplishments mutually ‘communicate their force, and
quicken each other’s progress.

Namque aliud ex alio clarescere corde videmus

Artibus, ad summum donec venére cacumen.
LucreT. ). . v. 1455

vou, I11. B
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From art to art the spreading radiance flies;

And to their full perfection all things rise.
Bussy.

Of thlﬂkﬁgmlnutually reflected lustie the science of learn-
ing liberally partook. During this reigu, polyphonic com-
position, as exhibited in canon, fugue, and every learned
and elaborate combination, and ingenious and felicitous con-
trivance, attained in England, a degree of excellence which
was scarcely equalled by any foreign examples.  “I'o say that
Elizabeth was a woman of talent, and partial to the practice
and study of music ¥, is to say that she was a good performer,
and a competent judge of its beauties ; and leaves it impossi-
ble to suppose: that its cultivation was not encomaged, and
that the genius and ardour which, among the higher order of
intellect, kindled at that period fiom mind to wind, should
not have quickened the advance of harmonic science.  'The

‘compositions of Dr. Bull, Tallis, Bird, Giles, Tarrant,
Cawston, Oakland, Taverner, and other excellent contia-
puntists, prove accordingly that its progress was rapid.

The musical portion of the service of the queen’s chapel
was splendidly and numerously appointed; containing, as we
learn from Neal’s History of the Puritans, besides singers,
organs, coruets, sacbuts, and other instruments ;5 all of which,
on festivals, were united in the sacred performancet. It is

* A volume is preserved, bearing the name of ¢ Queen Elizabeth’s
Virginal Book.”” Tt contains pieces (some of which are composed by
Tallis, Bird, Giles, Farnaby, and Dr.’Bull) so difficult of execution, as
to argue that as a pf,rf‘ormcr, her majesty must have possessed very
considerable powers. Her instruments were the lute and virginals;
to which some add the violin, and the poliphant, a kind of harp.

+ Church music, during the early part of this reign laboured under
the disadvantage of having violent and most zecalous opposers. The

2



HISTORY OF MUSIC. 3

difficult to account for the aversion parents seem to have
entcertamed to thew childien being employed in the chapels

outery of the Puritans against its coutinuance was so great, that it
vequued all the power a d firmness of the queen to restrain their in-
temperance, and support its claims to share in the public worship. It
appears to have been partly to allay the troubled icelings of those rigid
cnemies of sacred harmony, that she introduced in the Injunctions she
published for the clergy, the following article, forming the forty -ninth.

* For the encouragement, and the continuance of the use of singing
m the church of Englaud, it is enjoined ; that is to say, thatin divers
collegiat, as well as some parish churches, heretofore there hath been
livings appointed for the maintenance of men and children for singing
in the church, by means wheieof the laudable exercise of music hath
been had in estumation, and preserved in hnowledge ; the queen’s ma-
Jjesty neither weaning m any wise the decay of any that might con-
vemently tend to the use and continuance ot the said science, ncither
to have the same so abused in any part of the churceb, that thereby
the Common Piayer should be worse undersiood by the hearers,
willeth, and commandeth, that first; no alterations be made of such
assignment of living as heretofore hath been appointed to the use of
singing or music m the church, but that the same so remain, and that
there be a modest and distinet song, so used m all parts of the Com-
mon Prayer of the church, that the sawne may be as plainly understood
as if it were without singing 5 and yet, nevertheless, for the comfort-
ing such as delight in music, it may be permitted, that in the beginning
orin the end of Common Prayer, either at morning or evening, there
may be sung an hymn, or such like song, to the praise of Almighty
God, in the best melody and music that may be conveniently devised,
having respect that the sentence of the hymn may be uunderstood and
percenved.”’ .

¢ According to which order,” says Heylin, ‘ as plain song was re-
tained in most parish churches for the daily psalms, so in her own
chapels, and in the quires of all cathedrals, and some colleges, the
hymns were sung after u more melodious manner, with organs com-
monly, and sometimes with other instrymeats, as the solemnity
required.”’

B2
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royal. So strong, however had this fecling becn in the
reign of Henry VIII, that he exercised his arbitrary prin-
ciples in the actual impressment of boys for the use of the
royal choirs ; and so fur did the same sentiment remain, and
so much of her father’s tyrannical tewper did Elizabeth in-
herit, that, far from scrupling to resort to the same scan-
dalous violence, she extended it to the seizing the persous of
men as well as boys. Among the manuscripts of the Ash-
molean Museum at Oxford, is a copy of her warrant for this
purpose, which concludes thus:—* Aund we give power to
the bearer of this lo take any singing men or boys, from any
chapel, our own household and St. Paul’s only excepted.—
Given at Westminster the 8th day of March, in the second
year of our reign.” In this despotic practice of her ances-
tors she persevered to the end of her life ; and our history
does not furnish a clearer proof of the state of Lnglish liberty
i the sixtecnth century.

The history of the human mind is but an extended proof,
that as its spring 1s more violently bent s any one direction,
with the more force it reacts when liberated.  Of this the
effects of the Reformation would alone be a sufficient de-
monstration. Men no sooner turned their backs upon the
verbal mummery and meretricious decoratious of the papal
service, than they darted into the opposite extreme of a
meagre boldness and sordid simplicity. Protestantism, not
contented with rejecting the fopperies, wished to abolish the
decencies of religion, and among them the use of organs, and
of music as a scicnce. Fanatacism went hand in hand with
reform, and the rational lovers: of choral composition trem-
bled for its safety. Cartwright, one of the most intolerant of
the new church, outrageously attacked cathedral music.
Against his assaults, and those of other enthusiasts, Hooke,
then master of the Temple, undertook its defence. The
language of the puritans on this subject is curious. In their
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Confession (see Neal, p. 290) they say, “ Concerning sing-
ing of psalms, we allow of the people’s joining with one
voice in a plain tune, but not of tossing the psalms from one
side to the other, with intermingling of organs.” And in a
pamphlet entitled, « 4 Request of all true Christians to the
House of Parliament,” one of their party prays,  that all
cathedral churches may be put down, where the service of
God is grievously abused, by piping with organs, singing,
ringing, and trowling of psalms from one side of the choir to
another, with the squeaking of chanting choristers, disguised
(as is all the rest) in white surplices ; some in corner caps
and silly capes, imitating the fashion and manner of Anti-
christ the Pope, that man of sin, and child of perdition, with
bis other rabble of miscreants and shavelings.”

Having shown the state of the figurative music of the
church, at this time, it remains to speak of the origin and
progress of parochial psalmody. For this style of church
vociferation, consisting of unharmonized melodies, taken
frown the ancient Latin lcaders of the papists, the puritans
were indebted to Wickhiff, who, in the previous century, re-
commended it to his disciples*, The old eccclesiastical
tones continued to regulate the music of the Lutheran church
at the time of the . Reformation.  The hymnologia, and me-
trical psalmody of the English as well as of foreign pro-

* Not only Wickliff, Cranmer, and John Knox, in England, but
Muss, Jerom of Prague, Lather, Calvin, and Beza, on the continent,
greatly iuterested themselves concerning lhe manner of performing
parochial psalmody. On this subject they entertained separate and
distinct opinions, but agreed in banishing the beauties of measured
melody, to make way for a style of singing, the drawling isochronous
length of the notes of which should exclude all prosody, rhythm, and
numerical cadence. '
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testants, seems to have becn governed by one common ob-
ject, that of destroying poctic quantity, and converting the
variety of verse mto the monotony of the meanest prose.
The question, Whether, music being admitted into the per-
formance of divine scrvice, 1t were more proper that it should
be good or bad, never employed their consideration. In fact,
it was noise they wanted, rather than music : at once naked
of harmony, and of equal length, which unfortunately pre-
vails among us in a great measure, to this very day, was uni-
versally adopted*®. It is as stern and mflexible, and dragging
and unmeamng, as that approved by Calvin; and, indeed,
largely partukes of his characteristic gloom .  Among the
improvers of foreign psalmody, was Claude Gapdimel, whose
merit in setting the psalms of Marot, though he was a Ca-
. tholic, cost him his life, on the day of the massacre of Paris.
He was succeeded by Claude le Jenna, who set twelve of
‘the psalins. His counterpoint, more simple, and less dif-
ficult of execution than that of Gondimel, was by many
greatly preferred. He was a considerable master of harmony,
as will appear from the music he set to the 134th psalm, the
tenor of which form the old melody of our 100th psalm.

* It is worthy of remark, that, when in the year 1553, the psalms
translated by Marot and Beza appeared in the same book as the Cate-
ehism of Calvin, that the catholics forbad their further publication :
after which, to sing a psalm, was to be heretical; that is, to become a
psalmodist was to proclaim yourself a Reformer, Huguenot, and
Calvinist.

+ The vocal part of our parochiaf church service is generally so ill
performed, that an organ, decently played, and loud enough to drown
the voices of the clerk, charity children, and congregation, is a
Messing.
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It was from Germany, through the media of Swisserland
and France, that the practice of metrical psalmody arrived in
England. As carly as the reign of Henry VIII, several of
the psalms were translated by Sir Thomas Wyatt; and
much about the same time appeared the first edition of
Sternhold’s veision of fifty-one of those royal canticles.
Both translations were printed without notes, and it is sup-
poscd were originally sung to such ballad melodies as were
best accommodated to the metre *. 1t was not, however,
till the reign of Elizabeth, that the protestants, groning un-
der Mary, continued to sing them publicly. In 1562, they
were published “ with apt noles to sing them withal,” but
without any bass or other accompanying part; and it was
not till seventeen years after, that their melodies were har-
monized ; a task which was then undertaken by William
Damon . But the first complete edition of psalms in parts,
appeared in 1594, when was published, ¢ The whole Book
of Psalmes, with their wonled lunes, as they are song in
churches, composed into foure parts, by nine sundry au-
thors{. In the same ycar, John Mundy, gentleman, Bache-
lor of Music, and one of the organists of her majesty’s frec

* As Marot had dedicated his first thirty Psalms to the King of
France, so Sternhold inscribed the first edition of his version to Ed-
ward VI, The entire translation did not appear till 1562.

4 The title-page was as follows: ¢ The Psalmes of David in Eng-
lish meter, with notes of foure partes set unto them by Guilielmo
Damon, to the use of the godly Christians, for recreating themselves,
instede of fond and unseemely ballades.”’

t These authors were John Douland, . Blanchs, E. Hooper,
J. Farrer, R. Allison, G. Kirby, W. Cobbold, E. Johnson, and
G. Farnaby, who, in the title-page, profess to have ¢ so laboured in
this worke, that the unskilful, by small practice, may attaine to sing
that part which is fittest for his voyce.”

3
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chapel of Windsor, published “ Songes and Psalmes com-
posed into three, four and five parts, for the use and delight
of all such as cither love or learne musicke.” Tive ycars
after this, appeared in folio, another collection, designed not
only for voices but instruments.  The title-page is tolcrably
explanatory of the contents of the volume, und of their na-
ture. ¢ The Psulmes of David in meler, the plaine song
beinge the common lune to be sung und plaide upon the lute,
orpharion, citterne, or base violl; severally or together, the
singing Part to be either tenor or treble to the instrument, ac-
cording to the nalure of the voyce ; or for fourc voyces,
with ten short tunes in the end, lo which for the most part,
all psalmes may be uswally sung, for the use of such as arc
of mean skill, and whose lcysure least s‘(‘rvrth to praclize.
By Richard Allison, genl. Practitioner m the Art of
Musicke.” Commendatory verses prefixed to the work, give
a florid account of its merits; but it does not comprise any
samples of excellence beyond what was very common at the
time : the next, and, perhaps, most complete publication of
psalm-tunes in four parts, of which we can boast, was that
produced in 1621, by Thomas Ravenscroft, Bachelor of
Music. It contains a melody for cvery one of the hundred
and fifty psalms, among which there are many by the editor
himself*. The bases, and counter and counter-tenor parts
were composed by no fewer than twenty-one Euglish
musicians, one of whom is no less a distinguished person
than John Milton, the father of our heroic poet.

Respecting the dull subject of psalinody, especially of that
which is meiely unisonous, enoygh perhaps has been said;
therefore we will pase to the more particular consideration

.

* Of these not a few are still in use, as Windsor, St. David’s.
Southwell, and Canterbury, &c.
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of that superior species of church music employed in the
cathedral, and which, during the reign of Elizabeth, was
no where cultivated with greater success than in England.
In musical history, the genius and science so conspicuous in
the productions of White, Tallis, Bird and Morley, will
always be distinguishable amo;lg the excellencies of any
country in that age. 'LI'han the first of these celebrated
composers, Robert White, no one, before his time, had ap-
peared whose knowledge of harmony and clearness of style
better deserved the notice of the candid eulogist. The time
of his birth is not precisely known ; but he so far preceded
Bid and ‘Tallis, that though he lived to acquire an extended
and well-carned reputation, he died before their fame was
established.  Though he had not the advantage of the
samples of Palestrina, who did uot flounish till after his time,
the style of his church service, shows that he was animated
with a similar genins, and that he was endowed with a taste
which would not have dishonoured the chief of the Roman
school.

Though the works of White were, as it scems, never
printed, a sufficient number of them are preserved in the
library of Christ Chwch, Oxford, to awaken our admiration,
and to excite a painful surprize, that so little notice should
hitherto have been taken of productions of such sterling
merit. Morley was too great as a muscian, not to be sen-
sible of their extraordinary merit, and too liberal, as a man, not
to give their author a place in his list of :llustrious composers,
to compare his abihtics and science with those of Orlando di
Lapo, and to rank him with those “ e.xcellent men,” T airfax,
Taverner, Shepherd, Mundy, Parson$, and Bird,  famous
English musicians who have been nothing inferior to the best
composers on the continenl.” (See Morley’s Introduction.)

Dr. Burney has given in his history, an anthem of White’s
for five voices, scored fiom single parts, the general adjust-
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ment of the harmony of which, together with the facility of
the responses, present ample evidence of his ingenuity and
respectable qualifications as a contrapuntist. Besides this,
the Doctor speaks of many other of his church compositions
to Latin words ; which he gave bimself the trouble to score
“ from the Christ Church books;” and was, he tells us, in
possession of a manuscript, cutitled, “ Mr. Robert White,
his Bilts of thrce I’arte Songes, in Partition ; with Dit-
ties, 11, withoute Ditties, 16.” 'The pieces, he adds, con-
sist of “ short Fugues or Intonatious, in most of the cight
ecclesiastical modes, in which the harmony is extremely pure,
and the answer lo each subject of fugue brought in with
great science and regularity.”

The exisisting evidcnces of White’s mastery in cl:oral mu-
sic proves that he held a high station an:ong those able har-
monists, whose labours adori:ed the perod anterior to Tallis
and Bird, and wko may with propriety be called the fathers
of our genuine church music. And if among the compo-
sitions of their time, in any foreign country whatever, none
are found superior to what they have left us, ucither do we
discover in theirs any examples of an excellence surpassing
that which strikes us in the productions of the master of
whom we have been speaking.

The principles of music, at the death of Robert White,
which is supposed to have occurred early in Elizabetl’s

"reign, were very gencrally cultivated, and throughout Kurope,

intimately understood. Flanders, Italy, Germany, France,
and England, could boast of musicians of genius, and pro-
found contrapuntists.v But, numerous as such musicians
had now become, no &ne excelled the composer upon whose
merits we are about to remark.

Thomas I'allis was born in the reign of Henry VIII. It
has been said, that he was successively organist to Heunry,
Edward, his son, and bis daughters, Mary and Elizabeth ;
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but the difficulty of proving, that in the reigus of the three
first of these, laymen were ever appointed to the office of
organist, renders the asscrtion very pyoblematical *. The
melody of Thallis’s time consisted of little more than the
fragments of the ancient canto fermo, of which, perhaps, he
as amply availed himself as any of his contemporaries; but
while, in this respect, his practice was similar to theirs, he
so far excelled them in the texture of his harmony, as to give
his compositions the highest rank in the public estimation.
His modulation is antique, consisting chiefly of common
chords, instead of constructions upon the sixth, the seventh,
&c. and their inversions. The effect of this system, under
his skilful and admirable management, was peculiarly solemn,
and certainly very different, and in some respects even su-
perior, to any ecclesiastical music of the last or present
century 't

The following composition, copied from a Collection of
Offices, with musical notes, published in 1565, will give the
reader an idea of Tallis’s style in his carlier years }.

* During the predominance of the Roman catholic religion, the
organ, in convents, was geneially eniployed by monks; and, in ca-
thedrals and collegiate churches and chapels, by the canons and other
members of the priesthood.

+ In Elizabeth’s Virginal Book, there are two compositions for the
organ, by Tallis. Both are built upon a dull insignificant ground,
and are equally dry, diflicult, and loaded with harmony.

! This collection, formed from the works of Heath, Thomas
Cawston, Robert Hasleton, Rnight, Johnson, Tallis, Oakland and
Shepard, entitled, ¢ Morning and Evening oPrayer, and Communion,
set for the foure Partes, to be sung in Churches, both for Men and

Children, with dyvers other godly Prayers and Anthems. of sundry
Men’s doyngs.”
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This Prayer exhibits not only a thorough knowledge of
the laws of harmony, as they existed ia the middle of the six-
teenth century, but, in the disposition of the parts, demon-
strates a skill, and an ingenuity, not excelled by those of any
other composer of the same time; yet, the Latin motets and
hymns, or cantiones sacre, which Thallis afterwards published,
are superior in all the points of good composition. The
canons, inversions, augmentations, diminutions, and other
subtle schemes of choral construction, to excel in which, then
constituted the chief meritof acomposer, are, in those pieces,
refined upon to a wonderful extent*. But the most sur-

* This publication appeared in the year 1475, at which time a very
arbitrary power of inonopolization was, by patent, granted to Tallis and
Bird.  For a ter of years, they enjoyed the exelusive right of print-
ing not only their own compositions, but those of every othcr master,
whether English or foreign; as also the sole privilege of ruling and
vending music paper! With Elizabeth, harmony had charms, but
they were dull compared to those of tyrannical domination.
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prising of all the numerous productions of this elaborate
contrapuntist, is his SONG IN rorTY PanTs, formerly in the
possession of Robeit Brenmmer, music-seller, in the Strand.
"This composition is' constructed of eight trebles, eight mezzi
soprani, eight countcr-tenors, cight tenors, and cight basses,
with an organ part. When we consider that these nu-
merous combinations are not in simple counter-point, but
that the several parts have cach a share in the points, as they
occasionally occur; that a succession of shor€ fugues is as
regularly sustained through all the component portions of the
multifarious fabric, as if it consisted of a single treble,
counter-tenor, tenor, and bass, it 1s impossible that we should
not be astonished. If such a composition i3 Gothic, it is
stupendous; if morc elaborate than cffective, it is highly in-
tellectual, and confers as much honour on the ingenuity and
science, as on the patience, of its author. The bulk of his
works, consisting of litanies, pieces, and authems, is to
be found among the Harleian manuscripts in the British
Museum, and in the musical library m Christ Church,
Oxford*.

This excellent musician continued to adorn his profession
and his country till November 1585. 'The place of his
burial was the old parish church of Greenwich,  Strype, in
his Continuation of Stow’s Survey, printed in 1720, tells us,
that he found the following epitaph engraved on a brass plate
in the chancelt. I copy it from the first volume of Dr.

f
* Jtis a curious circumstance, that an ear cultivated as that of

Tallis, conld cundure the iunction of the thurd with the Sifth and fourth ;
an enomaly in polyphonics tlat frequently occurs in bis compo-
sitions.

+ Dr. Burney says, that the stone to which this plate was affixed,
had been renewed by Dr. Aldrich ; but that, the old church having
been pulled down, no memorial yemains of Talls, or of any other
illustrious peison, who had heen interred there, anterior to that period.
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Boyce’s judicious and valuable Collection of Cathedral
Music,—a collection not a little enriched from the surviving
and immortal stores of Tallis.

EPITAPII.

Enterred here doth 1y a worthy wyght,
Who for long tyme in musick bme the bell ;
1is name to shew, was Thomas Tallis hyght,
In hoaest vertuous lyf he did excell.
He serv’d long tyme in chappel with grete prayse,
Fower sovereygnes reigues (a thing not often seene)
1 mean King [enry and Prynee Edward’s dages,

Qucene Marie, and Elizabeih our Quene.

ITe maryed was, though children he had none,
Aund lyv’din Jove full three and thirty yeres
With loyal spowse, whos name yelept was Jone,

Who here entowb’d, him company now bears.

As he dud lyve, so also dyd he dy
Tn myld and quyet sort, O happy man!

To God full oft tor mercy did he cry,
Wherefore he lyves, let deth do what he can.

The profound Tallis was scarcely more happy in his
talents than honoured by his possession of a pupil born to
be remembered in England so long as music shall be there
cultivated and admired. William Bird, supposed to be the
son of Tuomas Binp, one of the gentlemen of Edward
the Sixth’s chapel, was educated in the choir.  Though the
great number of his ecclesiastical coapositions to Latin
words, together with his music set to the several portions of
the Romush ritual, might persuade us, that, during a great part
of his hife, he was of the papistical communion, it is evident,
that he must at length have become a protestant, since, in

3
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1563, we find him organist of Lincoln Cathedral, and, six
years afterwards, gentleman of Llizabeth’s Chapel, and in
1575, together with Tallis, organist to the queen *,

Of all the composers of his time, no one was more suc-
cessful than Bud in vanquishing the abstiuse style, and
quaint and affected difficulties of fugues and canons. DBut
his powers in this species of composition did not 1est here.
In his harmonical structures, he sought after, and discovered,
new complications, perplexities, and involutionary motions
and adjustments.  And his fecundity was as conspicuous as
his diligence. This age was distingmished not only tor its
addition to these scientific eccentricities ; but by 1ts rage for
variations, or multiplying the notes of well-known airs by
every artifice within the range of the composer’s fancy, or
caprice; a fact which the coutents of the Royal Virginal
Boolk would be suflicient to prove; were we without the
numerous evidences, remainmg, of the influenza or corrup-
tion of air that so greatly prevailed in the sixteenth centwy.
But no less in these, than in the more solid productions of
elaborate and closely-cmbodied harmony, did the science
and resources of Bird display their supciiority.  In the
volume just mentioned La Volla, an [talian dance, Folsey’s
Wilde, and Callino Castorame, are wrought anew by the in-
genuily of Bird ; and form the most meritorious and pleasing

portioa of its contents.

# e, however, as it would seem, composed they chief part ot his
cheral wusic to Latin words, and as late as the middle of the reign of
James I. pubtished it in‘tlmt language.

The difficult and complicated organ pieces of the chapel still pre-
served, prove that Tallis and his pupil must have been great performers
on that instrument. These cuompositions, 1t must be confessed, are
unimpu~sioned, and destitote of grace and melodial beauty ; but these
defects are wmost compensated by the wonderful ingenuity, con-
trivance, and close coutexture of the parts.



HISTORY OT MUSIC, 25

While, however, we regard these efforts as testimonials of
his great abilities, it is impossible nos to lament that, in re-
spect to the nobler objects of music, they were so inferiorly
employed. ln a later age, such a genius as Bird’s would have
ramified into exertions of taste, clegance, and expression;
would have launched into the bright and florid regions of
pathos and passion, and have delighted and interested the
lovers of nature and her pure appeals.  And in an age, when
fragments of ca.fo fermo, old secular tunes, and other anti-
quated scraps, were, by the obligation of fashion, adopted
for the varrow ground-works of instrumental composition,
talent was fettered, invention circumscribed, and rhythm,
accent, and grace absolutely interdicted. Of picces by Bird,
that come within the pale of this remark, some are found in
a manuscript collection of compositions for the Firginal,
bound together in a volume entitled, Lady Nevill’s Music
Bool*. The lady after whom this volume (a thick folio,
most splendidly bound) has becn named, was, it should seem,
a pupil of Bud’s; since several of the picces were pro-
fessedly composed for her ladyship ; among which is one
called “ 4 Fancie for my Lady Nevill.” Txcept eight
movements, which appeared in a thin folio volume of lessons,
published conjunctively by himself, Dr. Bull, and Orlando
Gibbons, in the reign of James 1., under the title of ¢ Par-
thenia,” none of Bird’s portion of the Queen’s and Lady
Nevill's collections, nor, indeed, any of his instrumental
compositions, appear to have been printed. .

L]

* This volume, containing forty-two pieces, was, as we are informed
by the copyist’s awn record * flinished § ended the eleventh of Septem-
ber, in the yeare of our Lorde God, 1591. and in the 33. yeare of the
raigne of our Sofferaine Ladie Elizabeth, by the grace of God, §¢. By
me, Jo. Baldwyne, of Windsore,”
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It is remarkable, that the well-known and universally-ad-
mired canon, “ Non ngbis Domine,” does not appear in any
of his woiks, published by himself, or collccted by others,
before 1652%*. "About the wmiddle of last century, Carlo
Ricciatti published it in Holland as the production of Pales-
trina; but the fact of its having origiated with Bird, seems
sufficiently established by the circumstance, that, ucither be-
forc nor since that time, has the least claim to its authorship
been advanced in favour of any other comp ser.  With ie-
spect to the real merits of the production, it must, in cau-
dour be owned that, amidst much «kilful conuivance, and
neatness of adjustment, the combnticn: betiays some degree
of embarrassment, and accordizfie to the veceived Juws of hai-
mony, cannot be uniformly justified.  The resolation of the
seventh mto the eighth, and an ascent after an wnprepared
seventh, are anomalics which would not be toleratea m a mo-
dern composition. The motivo, or subject, existed betme
the birth of Bird; and with Zarlino, Palestrina, and many
others, had long been a favourte sertes of sounds*.  Never-
theless, the piecc, as a whole, is conceived with nobleness
and simplicity, and the effect, at once maujestic and solemn,
is powerfully calculated to impress the car with graudeur,
and inspirc the soul with sentiments of pure devotion.

In the year 1623, after devoting a long hife to the study of
a science upon which his genius and industry conferred so
much honour, Bird quitted this world for one of a purer

* In that year Hilton inserted it in & Collection of Catches, Rounds,
and Canons, and affixed to ft the name of Bird.

+ The regular ascent and return, through the intermediate intervals
between the key note and its fourth, have been as freely appropriated
sincc, as before, the time of Bird.  Handel, among others, considered
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harmony*. That his life was studious and secdentary is as
evident from the elaborate cast of his compositions as from
their number. Of his piety, the grave solemnity of the
music he applied to the words of Scripture, may, perhaps,
be some argument ; of the general goodness of his heart, we
have a more certain sign in the love professed for him both
by his master, Tallis, and his disciple, Morley 1.

‘he passage as common property ; as the following collation will
sufliciently prove.

Bixp,—in the 16th century. .

n
L= a3
&:Ege': o) £ —+ ©
] :
Non No-bis Do-mi - ne non no - bis
ITanprr,—in the 18th century.
g ‘——']—
p— — P
“—:d—r—F P F+o—3
L4 - o —-t
For tlu, Lond God om-ni - po-tent reign -eth.
-

» He ecarvived his master, Tallis, thirty-eight years: thercfore,
supposing him to have been twenty, when chosen organist of Lincoln,
he was not less than cighty, when he dicd.

+ It would be injustice not to notice, that Peacham, in his Complete
Gentleman, speaks of him with great reverence, calling him as a
composer of ‘* Motets and Musicke of piety and devotion, the Puevix.”
flis CanvioNEs Sacri, as also his GRADUALIA, this writer proceeds to
say, *“ are angelicall and divine : and his VIRGINALIA, and some others
in s first set, cannot be mended by the first Italian of them all.”” And
it ought to be added, that Wood, in his Fasti, says, * Bird was excel
lent in mathematics,”
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It now only remains to lay before the reader a catalogue of
the works of this great master ; and as a rarity, a specimen of
his style in organ or virginal composition.

Besides his considerable share in the Cantiones Sacre,
published in conjunction with Tailis, and many other fugitive
pieces, vocal and instrumental, sacred and secular, we have
his

Psalms, Sonncts, and Songs, of Sadness and Pictie, of

Jive parts, printed in 1588.

Liber Primus Sacrarum Cantionum, quwinque vocum.
15899.

Songs of sundrie Nature, some of Gravitie, and others of
Myrth fit for all Companies and Voyces.  1589.

Gradualic ac Cantiones Sacra, Lib. primus et sccundus.
1607.

Psalms, Songs, and Sonncls : some solemne, others joyful,
framed to the Life of the. Words, fit. for Voyces o)
Viols, of three, four, five, and six parts. 1611.

The CARMAN’S WHISTLE,

With Variations.

»
Composed for the Organ, or Virginals.
By W. BIRD.
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If Tallis was fortunate in his disciple, Bird, the latter was
scarcely less so in his pupil, THoMas MorLey. This
distinguished musician attailed equal celebrity by the excel-
lence of his compositions, and the ability discovered in his
theoretical tregtise, entitled, “ A plaine and easy Introduc-
tion to Practical Musicke.” The Jearning and instruction
it contains, and the style of the times, will apologize for the
quaintness of his dialogue ; and if we consider that this was
the first regular attempt in our own language, to lay down a
musical system, much praise will be found due to its inge-
nious author. Candour, perhapsy must grant,-that the work
is not unburthened with redundancies, nor deficient in some
necessary particulars ; but its general merits apd utility have
been experienced by thousands, and admitted universally. It
supplied the wants of the age in which it was written, and re-
mains to this day a valuable curiosity.

As a practical musician, Morley takes a high rank. The
flow and polish of his melodies exceed those of all antecedent
compositions; and if he sometines (unconsciously, it may
fairly be supposed) adopted the ideas of others, under his
management they were always improved.  His compositions,
consisting of canzonets, madrigals, ballads, concert lessons,
anthems, and services, display, together’with an advanced
style of air, or cultivation of fancy, all the science of the
times, and evince considerable grandeur, as well as an ardent
solemnity, of conception.

Morley was a Bachelor of Music, and one of the Geutle-
men of Elizabeth’s chapel. One set of his magdngals (to
which publication, however, a vanety of composers con-
tributed) was written, set, ‘and printed, in honour of the
queen, who, in the title of the work, The Triumphs of
ORrIANA, is figured under that feminine appellation®. In

* The idea of combining the talent of almost all the composers in,
the kingdom, in the productions of * T'he Triumphs of Oriana,” (a
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Dr. Tudway’s collection of choral compositions, made for
Lord Harley, in 1715, we find his funeral or dirge anthems,
and an evening verse service ; bt it does not appear that any
of this composer’s church music was printed during his life.
His compositions for the Virginal must hage been volu-
‘minous, since in Elizabeth’s Music-book alone, there are five
different sets of lessons for that instrument, bearing his
name.

The merits of Morley’s Burial Service, supposed to be
the first that was composed after the Reformation, are well
known to the’gentlemen of the choir of Westminster; where
it still continues to be performed on great occasions. Dr.
Burney tells ns, that he heard this service performed at the
funeral of George I1., and speaks of its most solemn effect. It
15 in 2 minor key, and chiefly in simple counterpoint : the
harmony is remarkgbly grave, the modulation uncommon,
and in the Doctor’s opinion, nothing can be better suited to
awful occasions.

When this ingenious, studious and learned musician died,
's uncertain; but his death is supposed to have happened
about the year 1604.

The following canzonet is selected from the second edition
of his ¢ Short Songs for Three Voices,” as a specimen of
his style in that species of composition.

compliment to our virgin queen has, by some, been thought to have
been suggested to Morley, by the example of Padre Gionénale, who
employed no fewer than thirty-seven of the most renowned Italian
composers to set canzo:\etti and wadrigals in honour of the Virgin
Mary.



L]

HISTORY OF MUSIC. 41
CANZONET.
.
” - [} . d.
N — B
?;:e_gzﬁ__q —a—r
| = )
—— t t v
-
See, see, mine  owne sweet - jewell, mine
‘ i —1 e
| —
—e— P vy 3 P
pot =4 |
(>4 T
See, see, mine  owne swe(;t. Jewell, inine
-
|
! [ &) 3 = P—
‘ = = S
l =y o~ - =]
A4 A T -
See, see, mine  owne swect  jewell, mine

i

q'é—}?
TTOk
vl

owne sweet jewell, niine  owpe sweet jewell. what
-
— ]
11—
a ! ! = :
L4 ' s e
owne sweet jewell, mine owne sweet jewell, what

-
O P |
> ~

T
L I (@]

owne sweet  jewell,  mine owne sweet jewell,



42

HISTORY OF MUSIC,

) ~
(" —_—r= 1
1= £ u '
—F T |
L L
.
presents what presents I have for
-
: N
. N = g
= P | D . B
3 — — " X
- Lng T . -

y— — | : ——
. '-_l‘ e 4’.? 1] I | [}
{ — F—d—9—=°
— N—
what presents what ~ presents I have for
\41'__ NI S S
r & ] —p— .
p= " F—p—i
S B o — C
my darling  a robin  robin redbrest and a
A
——f£p
9 —q = — - t
s
. 1
sweet darling, . a ro-
L]
o e = F
- -__./‘_J_i___.,e - =
my darling 2 robin redbrest and a



HISTORY OF MUSIC. 43
- i)
1 : -E
) f 1 —
i~
B Lot
. ro - binredbrestand a star-
1 (A1 T ! T -
—r -
bin robin rebin little little  yong rvobinand a star-
" — ~—™. j.._*-_e___._
' - ".'—" D o
tar - ling a robin and a star.
1 —P
F F I
o8- —T
L e i s =
.
ling. Theselgiveboth in hope to move
o NN
P ey = e
z ——F
[ =4 | gt § P D

ling

These I give both in hope in hope at

»

4 Py »
O I )
N

—

"

ay

ling. These 1

give

both in



44

r

HISTORY OF

MUSIC.

&

—p—

thee, yetthou saist that I love not ; no,Ilove not thee, thou saist I

-
- I
1 &5 S =as:
| g L3 L E- -
Jength to move to move thee, and  yet thou saist I doc
- — e
q (@) | ) = 7 X
L 7= — w——
hope to move thee, yet thou saist T doe
. £ 3
s =) F—1
L~ o L
doe- not, I doe not love These
. PR p— h__l_l )
o 0 D S SO B i |
ﬁ g__ﬁ—_'. - ! 1
y [

("4 v

not,

4

H

4]

=T

T doe not love thee, no, I doe not,' no, I doe not

N

Tl

not, I doe not love

thee, no,

L |

I doe not, I doce not,



£
P
& ]
A 4
[ v o

————

-

HISTORY OF MUSIC. 45
N\
Pty
F" k ! T

I give both in  hope

to  move thee, yet thou

_Ph_i

-
—

S

-

love thee. These I give both in hope in hope at length to move

73 [ o .
P P—P—P S
H | I— —
e L L} L)
love thee. These I give  Dboth in hope
. N N_ 2 -

+

.k_ - %1
‘\“}:\ P | al 1
I C v

o] =

saist that I love not, no, I love not thee, thou saist I doe not, I doe

N

.

I

1.
o

L
1

to move thee, and

yet thou  saist

I doe not, I doe

1. 1 }
O | | !
Can | '—_ p*
—d o
to move thee, yet thou saist T doe not, I doe



HISTORY OF MUSIC.

=

not love thee.

;

=

net love thee.

y L4

not love thee.



47

CHAP. II.

STATE OF MUSIC IN ENGLAND, DURING THE RLIGN
OT' ELIZABETH, CONTINUED.

DURING the first years of Elizabeth’s reign, our secular
vocal music yielded in excellence to that of the church.
The words and music of a book of songs, for three, four, and
five voices, printed in 1571, by John Day, a publisher of
note, are truly barbarous ; and about that time, many others ap-
peared which could not boast either the genius or the science
displayed in the cccle}gastlul compositions of the same
period.  Some eight or'ten years later, however, the arrival,

and republication, of a number of Italian madrigals, diffused
among the -English composers the taste, ease, and elegance of
Palestrina, Luca Marenzio, and other masters of the same
country, and imparted to the chamber music of the English a
superior and more finished style*. But when I speak of

* N. Yonge, an Italian merchant, and musical amateur, taking ad-
vantage of his foreign connexions, imported from Italy, from time to
time, some of the newest and best vocal comyositions, had them fre-
quently performed at his own house, and at length, in 1588, edited
and publislied a set of them, with a literal translation of the words.
They consisted of madrigals, out of divers excellent authors, composed
for four, five, and six voices; and the work was entitled Musica
TRANSALPINA. .
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the tasteful, easy, and elegant style of the Italian melody of
that age, I would be understood as expressing myself com-
paratively : it was good, as collated with that of the Eng-
lish, which was bad; appcarced polished, because ours was
rude. Though the poctry of Italy had been much longer
cultivated than ours, it had not imbued the music of that
country with' much beauty, or with andeviating rhythm ; and
the conceits (‘concelli ) of the poetry, and the quaintness of the
melody, were tolerably well calculated for each other. Such
qualities, however, as the secular Italian music possessed, it
communicated to the English, and such was the state of our
lighter species of vocal compositions, when the profound and
illustrious musician, Doctor John Bull, illumined the musical
world wifh his unequalled science and matchless mental powers.
This great man was born in Sowmersetshire, about 1567.
His master, said to have been of. the Somersct family, was
William Blitheman, a<musician of some celebiity, and or-
ganist of the Chapel-Royal ¥. DBlitheman, at his death n
1590, was succeeded by his admirable pupil, who five years
afterwards, at the request of the queen, was appointed Mu-
sic Professor to Gresham College, and indulged with the
privilege of lectwming in Inglish.  The fust lectare read by
him there, afforded so much satisfaction to his auditory, that
he was encouraged to print it; and the title under which
it appeared, is a fair document for history : ¢ The Oration
of Muister John Bull, Doclor of Musicke and one of the
Gentlemen of hir Majesty’s Royal Chappell, as he pro-
nounced the same, becfore divars worshipful persons, the Al-
dermen and Commoners of the citie of London, with a great
mullitude of other geople, the 6th day of October, 1597, in

+ Tn 1586, he was created Bachelor of Music at Cambridge, and
touk the degree of Doctor at the same University, in 1592,
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the new erccted Colledge of Sir Thomas Gresham, Kat.
deceased : made in the commendution of the founder, and the
exccllent science of Musicke*.

Sir Thomas Gresham, in forming this seminary for musical
and other przlections, was scarcely more munificent than
Elizabeth was judicious, in causing the clection of Dr. Bull
into the number of its scientific tutors. Ile was, perhaps,
not only the most proper, but almost the only musician,
qualified to inform by theory, and illustrate by practice, those
who might be anxious to avail themselves of so Liberal an esta-
blishment 4. This professorship he had held and honoured
during ten years, when he resigned:. When James I.
mounted the throne, Dr. Bull was appointed his organist.
According to Stow, he was free of the Mercl;ant-Tuylon’s
company ; and it happening that James and his son Henry
dined at their hall (July 16th, 1607) while the king was at
table, “ Dr. Ball,” says the chironicler, ¢ in a citizen’s gowne,

* Imprinted at London by Thomas Este.

1 Itis to be lamented that from various canses, among which are
the trustees’ curious choice of Professors, and the supineness of the
public 1 regard of musie, the design of so noble an institution should,
in so great a degree, have been frustrated. Private interest elects
lecturers who are never attended. But the origin of the evil is to be
found in the first of these two circumstances ; since, for one hundred
and thirty-two years afiter the resignation of Dr. Bull, the musical
lectureship was permitted to be held by men who not only had never
disunguished themsclves either in theory or practice, but, as far as can
be learut, were utterly ignorant of the principles of the science they
were to develope ! T cannot muke the reflection, without recollecting,
that, when 1 went to Cambridge fo receive tl.le degree of Doctor in
DMusie, a part of my expences consisted of the charge for a guarter’s
futorage in that faculty, by a learned gentleman who had studied
every science hut that of harmony.

} For what reason 1s not known, since he did not quit England till
six years after thus resignation.

VOL. 11, &
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cappe, and hood, played most excellent melody upon a small
payre of organs, placed there for thit purpose onely.”
Praised at home more than rewarded, in 1613 he en-
tere¢ into the service of the Archduke in the Netherlands.
Tt appears that not long afterwards, he settled at Lubceck.
Many, assuming to judge for him, ceusured his desertion of
his establishment at home ; and those, perhaps, were loudest
in their blame who had least contributed to his comforts,
But listening only to the suggestions of his own feclings, he
carriet his talents to a better market, and left to England the
future honour of acknowledging and boasting of the merit she
refused to patromse *.  Dr. Bull's compositions weie very
numerous. A list, comprising more than two hnudred picces,
vocal and instrumental, is inserted i his life. A large
portion of these are for the organ or virginal: those for
voices counsist chiefly of sacred music. Lle was too much
practised, and too partial and skilful in the production and
performance of instrumental music, to admit of owr bemg
surprised that his vocal compositions should not be «qually
natural and flowmg, but carry with them more of the air of
study than genius.  DBut though his melodics, singly con-
sidered, cannot boast the sweetness we find in those of
Tallis and Bird, his parts are commixced with more art, and
furnish a closer and finer texture of harmony. Iis cxten-
sive powers on heyed mstruments were truly extraordinary ;

* The Gresham Lectureship, not then a sinccur$, cxacted from the
professor two public readings every week ; and the orgamst’s place
of the Chapel-Royal was only forty pounds a year, to which forty
more was addcd by the Prince of Wales.  If, therefore, we consider
that at that time, there was nothing to be obtained by public playing,
and that scholar’s pay is poor pay, we shall discover the wisdom that
urged the display of his wonderful ahilities, where they would be more

duly appreciated and recompenscd.
4
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and the constant habit of grasping and commating hands-full
of chords, and working with them in every variety of posi-
tion and evolution, gave him a command in the province of
diversified  consolidation which characterized whatever came
from his scientific pen;. and the richness of the compound
apolagized for the comparative dryness of the melody.  If it
did not excite rapture, no one could listen, aud not be gia-
tified; if it did not exalt the soul, it filled the mind, and im~
pressed it with sensations of magnificence, and of an im-
posing solemuity ¥,

T'he strength of this composer’s talents lay in the produc-
tion and exccution of picces fully harmonized, and comprizing
fugues, double-fugues, and the various species of canon §
and fortunately, for himself, he lived in an age that Jistened
with pleasure to music of that description. A youth spent
in subduing the difficulties, and imitating the excellencices,
of the most complex and claborate compositions, was re-
warded by the admiration and surprize of his hearers.  [Te
sivmounted old, and invented new diflicalties ; and disdain-
e to be embarrassed, aimed, in the proviuce of polyphonic
fabtication, at a species of ommipotence. His force and
facility of Jand, far fiom relaxing his labour and diligence as
a creative musician, rather urged him to a more ardent pur-
suit of the arcana of composition, and soon placed him at the
head of the instrumental composers of his dayt. The

amazing reaciuess he acquired m accumulating and adjusting

~ When Dr. Bueney calls the vocai musie of Bull, des wotes, § rien
que des notes) s carelessness, or s preojudice, hetray s Ins judgment,
and seduces im to libel the composer, and dishonour his own taste.

+ In the construction of canen reete et retro, and per arsin and in
erigngular, and other fantastic forms, he is said to have been ¢ ex-
quisitely skilled.”

re
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simultaneous sounds, stamnps with reality, or colours with
probability, a remarkable auvecdote related by Wood, in his
Fasti Oxonienses.

« Dr. Bull,” says Wood, ¢ hearing at St. Omer’s of a
famous musicidn belonging to the cathedial there, applied to
him in the character of an amateur, to learn something of his
faculty, and to sec and admire his works. This musician,
after some discourse had passed between them, conducted
the supposed novice to a vestry or music-school joming to
the cathedral, and showed him a lesson or song of forty
parts; and then vauntingly challenged any petson in the
world to add to it one more. Upon which, the Doctor re-
quested to be furnished with pen, ink, and paper, and to be
locked up in the school, by himself, for two or three hours.
To this the musician, not without evident disdain, imme-
diately consented; and when he returned, was electrified at
finding that the English contrapuntist, instead of adding to
his forty parts one part more, had subjoined another forty.
Trying, and retrying them with the utmost circumspection, but
without discovering a single error, or harmonical transgression,
he burst into an extasy, exclaiming with an oath, that he who
had added those parts must either be the Devil or Dr. Bull.
The Doctor then making himself known, the musician fell
on his knees and adored hin.”

Wood procced.«; to inform us, that after this incident, his
talents became so much admired on the continent, that he
was courted to accept of any place or preferment suitable to
his profession, either within the dominions of the Emperor,
the King of France, or the King of Spain; but the tidings of
this and other occurrences "honourable to his genius and
unequalled science, reaching Elizabeth, she was desirous that
her country should again be adorned by his wonderous
powers, and commanded him home. By real musicians it has
been wmiversally allowed, that Dr, Bull’s instrumental com-
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positions were so full, and so highly wrought, that as only
those of Sebastian Bach can be compared with them, so, after
his own, ouly the surprising hands of Palscha could pretend
to their cxecution *.

Whether Dr, Bull, in obedience to the queen’s mandate,
revisited England, and returned afteswards to the continent,
or remained where his talents were best appreciated and re-
warded, i3 not known : but Dr. Ward says, that he died at
ITamburg, while others assert, with equal probability, that he
paid his last tribute to nature, at Lubec.

His portrait, representing him in the habit of a Bachelor
of Music, is preserved in the music-school at Oxford. On
the left side of the picture are the words, ¢ An. Aetatis Suz. -
27, 1589;” on the right, an hour-glass, surmounted by a
human scull.  Round the four sides of the frame is inscribed
the following homely distich:

¢« The bull by force in field doth raigne,
But Bull by skill gnod will dotb gayne.”

The only works of this composer extant in print, are
Lessons in the miscellany, entitled Parthenia, and an anthem,
“ Deliver me, O God!” in Barnard’s “ Collection of Sacred
Music.” .

* The difficulties attending the performance of Dr. Bull’s instru-
mental preces, were not confined to the rapid successions of thirds and
sixths, and the dense yet ever-changing involutions of articulated
and waving harmony, but extended themselves to the measure ;
since it not unfrequently happens, that in the progression of four
parts, while one hand plays two of six crotchets in a bar, the other
has to perform nine to each semibreve. In a word, to be able to
execute the fleet abstrusities of this composer, is to be sanctioned to
smile at the rost trying passages of Handel, Scarlatti, Paradies and
Clementi.
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In the following composition, selected by Dr. Burney
from the virginal pieces in Elizabeth’s music-book, where it
is called Dr. Bull's Jewel, the reader will find, commixed

with the suggestions of a pleasing fancy, an instance of mo-

dulation less prepared, and more harsh, than, perhaps, he

would expect from so accomplished a master.

But much 1s

to be conceded to the raw, or distorted taste of liis times.

DR. BULL’S JEWEL,
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Among those composers who sustained, and improved, the
style of vocal composition introduced among the English,
by the tasteful importatious of the Italian merchant already
mentioned, were Thomas Weelkes and George Kirbye, who,
in 1597, published a book of madrigals in conjunction, and
John Wilbye and Thomas Bennet ; the first of whom printed
a set in 1508, and the second, a set in the following year *,
Of tbe pieces contained in those collections, those of
Weelkes are at this day well known and justly admired ;
while the madrigals of Kirbye are melodious and ably con-
structed : Wilbye adorns his science with considerable fe-
licity of fancy, and Bennet is, for his time, remarkably well
phrased and chantant, as well as skilful in the responses of
hiy points, and the general disposition of his score. Though,
however, these and some other little distinctions of fea-
tuie may be allowed to the madrigal composers of Elizabeth’s
reign, viewed generally, they are as similer in style as equal
in merit. If no one greatly soars above, or sinks beneath
the rest, neither does he deviate from the plan or pattern
placed before him in that of the [talian models.

In the Triumphs of Oriana, (the produce of no fewer than
twenty-two different composers) one of the most pleasing
madrigals is that by William Cobbold, a musician little
known. Though the modulation of this piece is scanty, the
points are agreeable, thickly sown, pursued with ingenuity ;
and the general effect corroborates the cvideuce exhibited by
most of the compositions, or the regularity and puiity of the
harmony of most of the minor or second class of English

* Of these four madrigalists, the best of onr country, many com-
positions have been revived, and received with great pleasure, at the
Concert of Ancient Music, the Catch Club, and otber musical
anstitutions.
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masters, of the sixteenth century ¥, Among thesc stars ot
the gicatest magnitude but oue, were several who, though
the caercise of their talents survived the reign of Elizabeth,
are entitled to our notice in the present chapter.  Of John
Mundy, there arc songs and psalms, which, in harmony and
design, are far above mediocrity; scveral of his composi-
tions, in the Queen’s Virginal book seem to manifest his
great abilitics »= a petformer{.  Lhomas Tomlins, M. B., a
gentleman of the Chapel Reyal, no way dishguours his il-
lustiious tutor, Bird. His songs, for three, four, five, and
six parts, are mclodious and ingenious; and in the third
volume of Dr. Tudway’s collection in the British Muscum,
are prescrved two very curious compositions 3 the one, an
anthem in twelve parts, and the other, an anthem in canon
throughout, of four parts in one. These sacred pieces
possess enerzy of conception, and addiess in combination ;
and his secular melodies are flowing aud well accentuated.
John Dowland, a celebrated lutenist, and Bachelor of Music,
was, according to Wood, “ The rarest musician that his age
did behold.” 1lis chief excellence, however, lay in his
mastery on his favourite instrument; an accomplishient for
which Shakspeare, in his Passionate Pilgrim, gives him

* Tt was indispensable, that the music of these madrigals should
possess some degree of merit ; for in the poetry we find none, though
the vittues of a queen form the subjects, and a prize offered by the Earl
of Nottingham, one of the first noblemen of her cdurt, added its
stimulus. .

1 Onc of these pic:‘(‘.s' is a fantasia, in which the composcr en-
deavours' to convey an idea of Fawre Wether; Lightning; Thunder ;
Calme Wether ; and a Fuire Day. Hence it would appear, that the
modern notion of a snusical storm is not so perfectly original as some

.
mav hase conceived,
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ample and lusting credit*.  Johkn Dlilton, the father of our
great poet, though not a musical professor, was a volu-
minous, scientific and ingenious composer. kis name ap-
peared in most of the best publications of his time, par-
ticularly in those edited by Wilby 5 the Triumphs of Oriana,
Ravenscroft’'s Psalms, and the Lamentations published by
Sir Williain Leightont.  An elegant poem (Ad patrem) by
his inspired son, records and celebrates his musical abilitics.

Nee tu perge, precor, sacras contemnerc musas,
Nee vanas inopesque pula, quarum ipse peritus
Munere, mille sonos numeros componrs ad optos,
Millibus et vocem modules variare canoram

+ 1f Music and sweet poetry agree,
As they must needs, the sister and the hrother,
Then must the love be wieat “twixt thee and me.

Because thou lov’st the one, and I the other,

Dowland to thee is dear, whose heav’nly toueh
Upon the lute doth ravish human sense;
Spenser to me, whose deep coneat s such,

As passing all conceit needs o defence.

Thou loy’st to hear the sweet melodious sound
That Phabus’ lute, the Queen of Wusic wakes;
And 1 in deep delight am chiefly drown’d,
When as himself to siuging he betakes,

One god is god of hoth, as poets feign;
One knight loves boiu, asd both in thee remain.
Suppl. to Shyhspeare, vol. 1. p. 7133

+ Lamentations, and Salmi Pewtentiali, weve great fasourites
amid the mandhn piety that prevaded at this time.  Among a variety
of dolorvusly curtous titles of musical works, one was « Lackryma, or
Seven T'eures figured in Seaven Pussionate Pavins.”’
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Doctus, Arionii merito sis nominis heres.
Nuane t1bi quid, st me genuisse poetum
Contingerit, charo si tam prope sanguine juncti
Cugnatas artes, studiumque affine sequamur®
Ipse volens Phabus se dispertire duobus,
Altera dona mihi, dedit altera dona parenti,

Divichaongque Deuwm genitorque puerque tenemus.
Ver. 56.

TRANSLATION.

O ne'er, I pray thee, slight the heav'nly Nine,
Nor decmn them vain whose sweetest pow’rs are thine
T'o thee a thousand dulcet strains belong ;

A thousapd beauties grace thy varied song :
Yes, thou’rt Arion’s ever-worthy heir,
Apollo’s fav’rite, and the Muses’ care.
. 0, since from thine my humbler genius flows,
And but thy music in my numbers glows,
Still be the kindred faculties combin’d,
Reflected be our arts from mind to mind.
Phaebus divided *twixt the son and sire,
(Though thine the nobler portion of his fire)
Bids in onr souls his sacred fervor shine ;
Sings in thy master-sounds, and speaks in mine.
Bussy.

The following composition, from a book, entitled, ¢ The
Tears or Lamentations of a sorrowful soule, set forth by Sir
William Leighton, Knight, 1614,” will enable the reader to
determine the size of talent possessed by the father of our
modern Homer, much better than the poetical hyperbole of
filial affectioun. .
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Howes o deficient, viewed generally, the vocal music of
this cenury may appear to a nice and fastidious observer of
the present age, the dnstrumentul was stll less perfect,
I'retted viols, with six strings, the lute and virginal, and the
drum, fife and trumpets constituted a band; and if Henry
the Eighth, aud Mary, listencd with tender delight to concerts
of drums and fifes, Elzabetl’s delicate ncrves tremulated
during her dinner, to the soothing sounds of twelve trumpets
and two keltle-drums, accompanied with the soft pulsation,
and whispering zephyrs of side-drums, fifes, and comets*,

* 1o this scanty furniture of an orchestra the lete seems to have
been the favourite chamber instrument, not® only in England, but
throughout Europe.  The Sonnet to hs Lute, by Sir Thomas Wyat,
and Congreve’s cclebration of Mrs. Arabella Hunt's jieyformance on
that instrument, arc corroborative of its prevalence. According to
Vincenzo Galilei, the best lutes in his time werc manufaetured in
England.
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Clear, therefore, is it, since the instrumental music of
these times was so little refined, and solo vocal performance
so little practised, that for the truest, and the fairest samples
of Lnglish musical merit during the present reign, we must
look into its’ choral compositions for the church, and its
madrigals and songs in parts. 'These, inall the qualitics
which constitute their charactenstic excellence, were, in
England, equal, at least, to the best productions of the same
kind on the continent. And, it must be confessed, that what-
ever the appearance of our best ancient composcrs, placed by
the side of such mastersas Handel, Boyce, Haydnand Battishili,
their harmony and contrivance, fugues, and canons, possess a
gravity and grandeur as greatly suited to the puipose of theu
conslruclion; as happily calculated to excite our surprise and
admiration *. Bird and other distinguished musicians in the
reign of Elizabeth, have been censured for their neglect of
accent, prosody, and quantity ; and 1 fear, that after every
allowance has been made for the changes that have takeu
place in the accentuation of our language, since the six-
teenth century, much blame, in those particulais will attach
to its composers. A comparison of the old music, with
some of the maodern, will, however, tend to soften our cen
aure, since a propricly of accent, or emphasis, is no uncom-
mon fault even with us ; nor is vur cathedral chanting cal-
culated to remediate or duminish the evil; still less our pu-
rochial psalmodyt.

¥ Confined to the ecclesiasucal modes, the modulation of the six-
teenth century is littles acconimodated to musical students of the pre-
sent times, the extent of whose system cinbraces almost every variety
of key, major and minor.

+ The invective with which Salvator Rosa (a musician as well as a
painter’ and poet) and Erasmus (originally a cathedral singing boy)
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On the whole view of the music of the reign of our virgin
Qucen, it appears that some of the brightest rays which il-
lumined the science of her times, flowed from the genius of
harmony. A body of church musicians having for their head
such a master as Dr. John Bull, and a mass of secular
composers, including a Wilbye, a Weclkes, and a Cobbold, a
Mundy, a Bowland, and a Millon, throw no dubious lustre
on the musical history of that more than Augustan age,—an
age superadding to the light which emblazoned ancient

lome, the beams of a science that formed no part of her

splendor.

have assailed the performance of racred wmusic is bitter enough : but
where could they have found language to express their contempt and
mdignation, had they heard the drawling monotony, and brutal bray -
ing, of an English parish church

VOL. IT. r
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CHAP. II.

ITALIAN MUSICAL THEORISTS IN TIIE SIXTEENTH
CENTURY.

NOTWITHSTANDING the general light thrown upon
music in the carly part of this century,'by the labours of pro-
found theorists and scientific composers, so closed, even in
Italy, were the eyes of mere practical musicians, that as late
as 1547, he was decined a vocalist of extraordinary skill, who
was qualified to sing at sight, cantori « libro. 'T'o awakeu
wdolence and banish shameful disability, other cxcellent
authors arose ; and at length professors were induced to read
as well as to perform, and the more simple portion at least
of musical arcana became known to the generality of public
performers.

Of those whosc industry propagated and patronised the
harmonic science, no one makes a more distinguished figure
than I'rancHiNUs Garurivus, or Gafforio. This great
theorist, the son of Batino, a soldier in the service of Gonzago,
and born at Lodi, in 1451, was fiist intended for a priest ; but
after two years abode with a Carmelite, the talents he mani-
fested for music, redeemed him from the dormancy of the
church. The acquisitions he had already made, prepared
him for the speculative application upon which he after-
wards entered at Mantua, under the patronage of the Mar-
quis Lodovico Gonzago. T'wo years of unwearied study
qualified him to read at Varona, public lectures on music,

-~ 4
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which were so well reccived as to encourage him to send
several works to the press ; after the appearance of which,
at the invitation of the Doge Prospero, he removed to Genoa,
From Ggnoa he was invited to Milan by the Duke and
Duchess of Galeazzo, whence, his new patron and patroness,
being soon after expelled that city, he returned to Naples, was
received there by the Royal Professor as his friend and col-
league, and became the rival of the most emineat theoretical
musicians, In Naples he produced his profound Treatise on
the Theory of Harmony ; and would probably have remained
where s genius was admiied, and his society universally
courted, bad he not been diiven away by the plaguc, which
began to rage in that city. I'rom Nuples he went to Otranto,
and thence to Lodi, where he opened a school under the
auspices of the bishop Pallavicino. The Duke and Duchess
of Milau being soon afterwards restored, he returned to that
city, where he composed and published most of his works.
At Milan he was caressed by the highest. ranks ; and the
wholc Iiterati, who attended his* lcctures, read his publica-
cations, and testified his improvement of the science *.

As much the admirer of anclent weiit as the lover of
ancieut knowledge, he collected, 1evised, commented upon,
and translated into Latin, the old Greek writers on music:
Aristides Quintilianus, Manuel Briennius, Bacchius, sen. and
Ptolemy’s Harmonics. The order and dates of the works he
pubhished, are, as follows: Theoricum Opus Ilarmonica,
1480 t.  Practica Musica utriusquc Cantus, 1496, Ange-

L[]

* Ilis treatises were written in Latin ; and will be read as long as
music is enjoyed; and that language understood.

+ If we except the Definitiones Term. Musice, of John Tinctor, the
Theoricum Opus Harmonice Discipline, was the first book on the
subject of music that issued from the press after the invention of
printing.

FQ
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licum ac Divinum Opus Musice Materna Lingua Scrip.
1508. De Harmonica DMusicor. Instrumentorum, 1318.
The doctrines contained in the works which form this ample
and learned list have been explained in former chapters of
this history ; therefore, after stating that this excelleat theorist
died in the year 1520, it will only remain to say, in the words
of his friend and countryman, Pantaleone Melegulo, ¢ that,
if a hife spent in lzbour for the advancement of science, and
in a series of laudable actions, can entitle a human being to
fame in this world, and felicity in the next, the claim of
Gafforio to both seems indisputable. *”

The date of the birth of the distinguished musical specu-
latist, Pietro Aaron, has not bcen ascertained; but it is
known that his first work, a small Latin tract in threc
books, was published in 1516. This production (originally
written in Italian, and translated for the press, by his in-
timate friend, Joh. Ant. Flaminius Iorocornelicnsis) was
succeeded by his Toscanello della Musica, the most consider-
able of all his writings, and whlch was priuted at Venice in
1523. From the dedication of this work, comprizing two
books, the first of which contains a general history and cu-
logium of music and its inventors, we learn that the au-

* Notwithstanding the high reputation of Gafforio, Givvanni Spa-
taro, a professor of Bologna, in a publication, entitled, Tractate di
Musica, most furiously attacked lus Treatise de Practica ; and had
the temerity and impolicy to charge the author with ignorance of the
Cantus Mensurabilis, the very branch of the science in which his
knowledge was universally allowed to exceed that of every other pro-
fessor of his time.  Spataro’s book will be best described by the words
of a sedulous inspector, and adequate judge of the subject: ¢ Itis,
from beginning to end,” says the writer to whom I allude, ¢ a gross
libel on'the great theorist it accuses, whose known science and learn-

ing may defy their adversary.”
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thor had béen admitted iuto the papal chapel, at Rome,
during the pontificate of Leo X., in speaking of whom, he
says,” “ Though this pontiff was a proficient in most arts and
sciences, he loved, cli%ouraged, and exalted music more than
any other; which stimulated many to the most ardent exer-
tions in its cultivation. Among those who aspired to the
high honours of his praise and his premiums, 1 myself be-
came a candidate; born to a slender fortune, which I wished
to improve by some reputalle profession, I selected that of
music; at which I laboured with incessaut diligence, till the
time of my hreparable loss by the death of iny munificent
patron.”

The first book of the Toscancllo, after recognising the
divisions of music by Boetius and others, into mundane,
humane, and instrumental, abruptly proceeds to the exposi-
tion of the principles of the Cantus Mensurabilis,includingthe
doctrine of the ligatures ; all which, however, candour must
achuowledge Gufforio and his” predecessors had, already,
quite as well explained. Tn the second book, the intervals,
consonances, and genera of the ancients are not tieated w.ith
a profundity remarkably honourable to the learning of the
author; the cousideration of these is followed by @ review
of the dufferent kinds of proportions, of greater and lesser in-
equahity, and of arithmetical, geometrical, and lurmonical
propottionality 5 all whiéh, again, are succeeded by direc-
tions for dividing the monochord, aud a ¢hapter dedicated
o the stinging and tuning of iustruments *.

T'wo yets after the ubove, the third work of Aaron ap-

* The cdition of the Toscanello of 1539, has an appendix, entitled,
¢ Aggiunta del Toscanello, a complacenza degli Amici fatta.”” These
addenda consist of directions for the intonation of the Psalins, sud the
singing of certain offices on particular festivals.
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peared. It was wiitten m ltalian, and published at Venice.
Tts objects are the explication, aud 1egulation of the tones or
keys, and of canto-figurato,in which he adopts the principles
of the canto-fermo.

The deformitics of envy and injustice are rendered more
odious, becausc they become more obvious, when elucidated
by the accompanymng rays of genius. Pietro Aaron was a
man of real talent ; and it is not without an aggravated pain,
that we find such a man capable of decrying in another the
knowledge and the meiit to which he submits to be indcbted,
Gafforio had exhausted most of the subjects treated by this
theorist ; and to extract from his Toscanello all that is bor-
rowed {rom the native of Lodi, would be to disembowel the
work. * r

In a fourth disquisition of Pictro Aaron (Lucidario in
Musica di alcune Oppenioni Antiche e Moderne, Ven. 1545)
we find discussions of many doubts, contradictions, ques-
tions, and difficultics never solved before.  The use of ex-
traneous, or accidental semitones, forbidden by the pure
scales of canto fermo, was here ventured upon, and recom-
mended, and even the legitimacy of the false fifth mterdicted
by Gafforio, boldly asserted.  This, it is justice to allow,
opened the door 0 modern refinement, and mtroduced in-
tervals and modulations, which, though then deemed licens,
tious, ha®, long since been sanctioned by general adoption,

¥ Aaron, at the expence of Gaflorio, uniformly exalts the character
of Bartholomeo Ramis, a Spaniard, and the preceptor of Spataro,
whom he styles, Musteo Dignissimg, veramente da agni dotto venerato.
Yet, Rainis, it must be confessed, was not all together unworthy of
the praise he received. Hc was the first modern who maintaiged the
necessity of a temperament,
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Auron’s example of the falsc fifth is as follows :
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Pietro Aaron was succeeded by Lopovico FocLIANo, who,
in 1529, asserted his title to a place am$hg musical theorists,
by a Latin tract, called Mustca Theorica, or the THEORY of
Sounn. Of its three section's‘, the first contains an investi-
sation of the proportions of greater and lesser inequality ;
the sccound treats of the consonances, and the third of the.di-
visions of the monochord. In this work Fogliano discriminates
with equal precision and correctuess, between the greater
and lesser tonc. His doctrine was adverse to that of Boe-
thius, but his opinion was 1cspected, and it is said, that with
him originated the intioduction, and general 1eception, of the
mtensc or.synlonous, in preference to Yhe ditonic diatonic.
This prevalence of the opinion of Fogliano, at that time,
when the question, whether the first or the latter of these
two species was the best accommodated to practice, was
warmly and viralently agitated, was highly honourable to bis
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authotity, and seems to manifest the greatness of his repu-
tation™.

Near the middle of this century a variety of theorctical
works appeared in Italy, of more merit than notoricty.
Awong these Libri rari, the Dialoghe Della Musica of
AvutoNFraNcisco Doni, published in 1544, may be al-
lowed our notice. Though this wiiter was personally a light
and cccentric character, his scientific knowledge was con-
siderable. His manners, tincturcd with buffoouery, were the
exteinals of a vivid intellect, enniched with solid acquisitions.
Doni, not only a pr;)found musical theonist, but an inge-
nious composer and skilful performer, was entitled to and
cujoyed the, intimacy or correspoundence of all the principa
authors and artists of his time. 1his Libraria, to a catalogue
and character of all the Italian books then in print, adds the
enumciation of whatever manusaiipts he had seen, and of
such academics as then subsisted.  In all his writings, con-
sisting of moire than twenty, this author aspiies at sigularity,
and is evidently ambitious of a fame for humour .

The Dialogue aggMusic commences with a list of seven-
teen composers, ten of whom are ltalians, and the remain-
der Netherlanders.  In the c®nversations the greater part of
the interlocutois are represented as composers.  "The first
exhibits singing, unaccompanied; in the sccond, their voices
are joined by instruments.  Then one of them (Auton. da
Lucca) plays a voluntary on the lute—Fdcose divine ; his

* The contention on this sabject was most violent. Zarlino idio-
cated the 1ntense or syntonous diatonic, while Vincentio Galiler as-
serted the preference of that division which gives to the tetrachord two
tones and a half,

4+ His Collection of Letters and their Answers support thi§ part of
his character, which loses nothing by his wild and whimsigal rhap-
sody La Tucca ; or, the Pumpkin. ’
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performance is followed by that of Buzzino i wiolone ; then
l.od. Basso, S. G. Battista, Pre Michele, Pre Bartolomeo,
aml Donit himself, play on viols, pieces composed by
Riccio da Padua, Archadelt, Berchem, and Parabosco, or-
ganist of St. Marc’s church at Venice, according to Cres-
cimbeni, a most admirable performer, and if we are to be-
lieve Doni, a voluminous writer of tragedies, comedies, and
miscellancous poems*.  Here we find Doni exulting in the
supetior state of music in his time; © There are musicians
now,” he exclaims, © who, were Josquin to return to this
wotld, would make him cross himself. In former ages,
people used to dance with their hands in their pockets ; and
if one could give another a fall, he was thought a witand a
dexterous fellow.  Ysach (Henry Isaac) then set songs, and
was thought a master: at present, he would haidly be a
scholar.”

Not to.detain the reader with accounts of a numerous
traig of musical writers, whose works comprize only the dull
repetitions of what themsclves had read, | proceed to speak
of tire most general aud voluminous, profound and illustrious
theorist OT the sixteenth “century, GIOSEFFO ZARLINO
da Chioggia, was born in 1540. His musical science may
be traced in a right line fiom the Netheilands, since his
tutor, Willaert, the founder of the Venetian school, was a
disciple of John Monton, the scholar of the celebiated
Josquin.

* Doni’s eulogy is warm in the extrewre. ‘* Whoever,” says he,
““ is endowed by Heaven with the ‘power of r('.cciving and comnuni-
cating pleasure, should imiitate Parabosco ; who, not content with that
miical exellence with which he has given such delight, both in pub-
lic and private, and acquired Such fame, has afforded a great pleasure
by lus literary and poctical talents, in the publication of works that
are as much esteemed for their wit and learning as their original:ty.’
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How early Zarliuo commenced his studies, or at what ase
he left his nstructor is not known; but, by the date of his
first work, it appears that he was an author at eightcen.  His
publications were so numerous, and were so repeatedly re-
vised, correéted, and augmented, that, except the hours de-
manded by bis dutics as Maestro di Capella of St. Maik's
church at Venice, his whole time mnst have been devoted to
study.

His Institutioni Harmoniche opens with a general pane-
gyric upon music, from which it proceeds to the explanation
of the several ratios of greater and lesser inequality, propor-
tion and proportionality. In the succeeding account of the
aucient system, his extensive reading 1s made usefully evi-
dent. In the second part, by means of the monochord, and
an instrument called the Mesolabe, he measuies and ascer-
tuins the inervals.®*  In the thnd are clucidated the elements
of countcrpoint; and also the rules of composil'g)n are laid
down. His illustrations are more numerous than those of
any other writer; cspeciuny those which regard the con-
formation and the conduct of the, parts of fugue and canon.
The fourth part of his Institutes is occupied with & brief tra-
ditioual account of the inventors of the several ecclesiastical
modcs, and the delivering of rules for composing, according
to the limits they prescribe.

T'o enter nto the consideration of other works of this volu-
minous writer, would detain me too long from other topics.
It must suffice to say, that they abound with useful matter,
and arc replete with evidences of lLis science and his. erudi-
tion. It is manifest that Zarlino entertained lofty and ex-

* The Melabe is said to have befn invented cither by Archytas
of Tarentum, or Eratosthenes, for the purpose of disecting an
interval,
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tended ideas of the qualificatious necessary to a complete
musician. Among the chief requisites he included a know-
Iedge of the abstiuser rules of arithmetic, an acquaintance
with the sublimer province of mathematics, and a familiarity
with the profounder laws of grammar. l'o these acquire-
ments he added intelligence ou the subject and division of
the monochord, dextenty in the art of tuning instiuments,
truth and taste in vocal peiformance, and thor.uzh inforina-
tion in the science of counter-point. Not stopping here, he
who would become o complete musician, must be versed in
history, study logic, make himself master of 1hetoric, look
into natural philogpphy, and investigate the laws of
acoustics *. .

The dramatis personz of his dialogue Delle Dimonstra-
tiont Harmoniche,wholly consists of musicians, The plot, or
plan, borrowed fiom that of Baldossare Casuglione’s Corte-
giano +. The iuterlocutors (Francesco Viola, Claudio
Memla, Adriano Willaert, Siguor Desiderio, and Zarlino)
are engaged n speculative and mathematical conversation, in
which they discuss the various but comnected subjects of
sesquioctave tones, ratios of consonance, parallelograms,
diagonal lines, angles of incidence, division of the mono-
chord, &e. &c

* These are formidable exactions; and can be expected to be
complicd with only by those whose time fortune -has made their own,
The practical musieian, the whole of whose day is devoted to the avo-
cation of teachmg, 1eturns home with a mind too exhausted to resign
the howrs of night to study. He.regards, and justly regards, such a
mass of mtellectual a#tainments, or, indecd, any material portion of
them, as no more acquirable by his little leisure, than a handsome
fortune by the humble drudgery of tuition.

+ Castiglione was no less indebted to the colloquial examples of
Cicero, who might pride himself in being the copyist of Plato.
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Subsequent musical authors have attempted to dim the

lustre of Zarlino’s learning, by denying him the dos ingenii, the
gift of genius.  While inhis wiitings they discover and admit
industry and ]learning, mixed, perhaps, with a little pedantiy,
they choose to close their own eyes, and would blind others,
to his pretensions as a composer.  When the musical reader
has perused the following example of. his powers as a con-
trapuntist, and in"contemplating some_ defects of naked
Sourths, made duc allowance for the extreme difficulty of
constructing a canon upon the chosen canlo-fermo, he will
be enabled to cstimatg the dimensions of Zarlino’s natural
talcnts and resources in harmons€al contrivance ; that Zar-
lino, of whom Thuanus, and many other cotemporary writers,
speak in terms not less honourable to their judgment than to
the merit they celebrate.

CANON.

Composed by Zarlino.

* Resolution.
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If the talents of John Milton owe to the genius of his son,
an augmented claim to notice, no less indebted arc those of
Vincentio Galileo to the illustrious remown of Galileo
Galilei.  This disciple of Zarlino, an able theoretical writer,
and skilful Lutenist, was a defgnder of the doctrines of Aris-
toxenus. In a small tract, entitled, Discorso intorao all’
Opera di Zarlino, hie opposed his master’s tenets in favour
of tempered scales. 'T'he subject would be “far from suf-
ficiently interesting to excuse its discussion in this place; I
shall, therefore, content myself with observing, that inter-
mixed with some articles crudely considered, and cven con-
tradictory*, there are many that are both amusing and highly

curious.

* When Gulilei boldly asserts that the ancients were ignorant ‘e
use of the battute, or beating time, he displays a courage that tran-

scends his intelligence.



HISTORY OF MUSIC, 81

If we may trust to Galilei’s opinion and report, in his
time, all Italy could boast but of four great organists, Anni-
bale Padovano, Claudio da Coreggio, Giuseppi Guami,
and Luzzasco Luzzaschi. From his’remarks on the general
state of instrumental performance, we learn that the Viola
d’ dArco and Violone were the chief favourites ¥, Speaking
of the harp, he says, that the Italians had it originally from
Ireland; but describes it as @ cithara with many strings, and
as\comprising a compass of four octaves and a tone.

While we admit the knowledge and abilities exhibited in
this work, we must not overlook the separate credit given to
Mei, a Florentine nobleman, by the testimony of Battista
Doni in his Traltato secondo sopra gl Instrumenti di Tasti,
in which he tells us, that his partiality for the rhusic of the
ancients was considerably increased by the Dialogue of Ga-
lilei, more the work 6f Mei, than of the nominal author ¥-.

Passing the lighter works of Artusi of Bologna, the well-
digested but inconsequential musical compendium of Tigrini,
canon of Arezzo, and the ingenious but heavy and pedantic
Discourses of Don Pietro Pontio, I procced to notice the

* The violin is not men*ined.  From his complaints against the
embroidercrs, who so disguised every melod.y by their changes und di-
visions, that it was no longer cognizablc, we may conclude that the
instrumental performer of Italy possessed, in his time, considerable
execution. Before the expiration of this century, we find the violin
in usc; and hear of the combination of the cornetptrumpet and viol,
lute, flute, double-harp, and harpsichord. See the tract entitled
Delle Imperfettioni della Moderna Musica, by Geo. Muria Artusi, one
of the Muor Italian theorists. . .

1 This assertion of Doni derives no slight support from the fact,
that Dr. Burney found in a dialogue contained in one of Mei’s Letters,
preserved in the Vatican library, not only opiniens directly coincident
with those of Galilei, but the very language which Galilei has selested
for their expression.

VoL, k. [+
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last treatise upon music introduced in Italy dl;ring the six-
teeith century.

The Prattica di Musica of Lopovico Zacconi, of
Pesaro, fust printed at Venice in 1592, declares the splendid
design of combining with the most essential rules for compo-
sition, instructions for the accurate perfoimance of every
species of music. 'Though this work has, by a very compe-
tent judge, been described as a dry and tedious performance,
yet, since the author has judiciously avoided the bewildering
systems of the Greeks, and has gone pretty deeply and satis-
factorily into the analization of the science, as cultivated and
applied by the moderns, the objection amounts but to this,—
that the student, to obtain the knowledge he seeks, must learn
Jo smile u[;on the lubour which is to be its merited price.
The very wish for knowledge supposes }Jatience and a con-
tempt of toil: and who can reasonably grudge the exertion
necessary to the study of works, the production of which
cost their authors so much more ? Zacconi’s tract, hoyever,
far from being, on the whole, crampt and rcpulsive, possesses
the relief of entertaining observation ; and if a few occasional
thorns lay in the student’s path, their points are often covered,
and his feet protected by incidental flowers.

One of this author’s remarks is, that as the ancients pro-
duced their musical effects, whatever they really were, by the
simple union of melody with poetry, and those masters, im-
mediately antecedent to himself, by notes of various dura-
tions, harmoniaed and worked inio perpetual fugues, so the
composcrs of his own time, by an extended contrivance, and
more varied disposition of paris, command more impressive
and diversified effects. In another place, his position 1s,
“ that every age has vainly thought its music brought to the
greatest possible degree of excellence ; that the succeeding
age is uniformly found to transcend its predecessor, but never
c‘a‘pable of discovering that itself will be improved upon in
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turn.” This dictum he illustrates, by reminding his reader,
“ that Okenheim, the master of Josquin, and John Monton,
his scholar, felt the same persuasion of their own advance-
ment in musical knowledge ; yet, since their time, music has
not stood still ; but, on the contrary, become more animated
and pleasing, and rgade nearer approaches to perfection.

Music, no less the child of fancy than ef science, is, by its
very nature, subjected to fickleness, and fashion. DBut be-
sides this source of its inutability, we have to consider its in-
finite susceptibility of maprovement. 'Though long before
the time of Handel, Colonna had produced noble cliorusses,
enriched, and vivified with instrumental parts, the composer
of the Messiuk burst forth with a grandcur of conception,
felicity of contrivance, a massive harmony and force and dig-
nity of orchestral embullishment, that threw the Italian into
shade. So, however deficient the late Dr. Haydn m:y be
in the majesty, boldness, happy response, and dense combi-
nations of Handel's vocul score, the mnstrumental portion of
his Creati~= is an admitted and striking improvement upon
the most brilliant accompaniments of his great countryman.

These remarks have insensibly, but not unopportuncly, led
me to the topic of compositfon. ‘The state of that branch of
the musical science n the various schools of the coutinent,
during the century the @heorists of which we have just been
enumerating and considering, will form the subject of the
succeeding chapter.

G e
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CHAP. 1V.

STATE OF THE ROMAN, VENETIAN, LOMBARD, NEAPO-
LITAN, BOLOGNA, AND FLORENTINE SCHOOLS OF
COUNTERPOINT, DURING THE SIXTEENTH CENTURY.

A. WELL-INFORMED theoretical musician, whose
merits have already been described (Pietron Aaron) defends
the Italians against the scandal they have sustained from the
proverbial characters of nations : Far from admitting the cor-
rectuess of the discrimination which would persuade us, that
the French sing, the English shout, the Spaniards cry, the Ger-
mans how!, and the Italians émilatethe noise of goats, he insists
that Italy and other countiies have produced musicians equal
to any that have flourished in France. ¢ Indeed,” says he,
“ it may with truth be asserted, that the natives of every
realm in Europe have been to schpol in Italy, which is the
nursery of excellence in alPthe arts, and where there not only
have been, but still are, so many admirable singers, that it
would be tedious to collect their names*.”

* Lucidario in Musica : in whieh work, after the ahove encomium
of the Italians, the autlior, ¢ in justice to his country,” gives a list of
fifteen singers, by book, Cantori a libro; twelve singers to the lute;
and eleven female singers, both by the book, and to the lute ; of which
two arts, the first seems to have been that of singing at sight, or by
note; the other of singing self-accompanied.
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It is not easy to imagine, how an opinion so injurious to
the most musical country in the world, should have obtained ;
a country which, early in the sixteenth century, could claim
a Lodovico Magnasco da Santa Fiora, (afterwards a bishop)
Carlo d’Argentilly, whose compositions -enrich the Vatican
library, and Simone Bartolini Perugino, sent at the head of
eight singers to the Council of Trent, as its Maestrodi Capella,
a country whose performers were of such celebrity as to in-
duce Doui chiefly to select them for the dramatis persone of
his Dialogues. Not much less difficult is it to understand,
why the Italians themselves should be so mistaken as to
make Palestrina the head or father of a school, of which he
cannot be justly considered as the founder, since, however
superior his abilities, he was not the original Maestro di Ca-
pella either of St. Peter’s church, or the Pontifical chapel.
That wondeiful harmonist was, indecd, preceded at the
chapel by several eminent composers, the most distinguished
of whom was the incumbent immediately before him :—

GiovaNnit ANimuccIA,a Florentine, as a musician and a
moralist, was one of the greatest ornaments of his country *,
Among the admirabie fragments of choral music, by a variety
of great masters, preserved at Rome, in a manuscript bear-
ing the title of Studii di Pualestrina, is the following chant
to the Misercre, attributed to the pen of Animuccia.

* Adami and Padre Martini place him among the companions of
St. Filippo Neri, who first, on Sunday evenings, employed music at the
Cliesa Nuwva, or New Church, at Rome, to draw company to lus pious
orations. From this fact it was, that musical sacred dramas were af-
terwards called oratorios : and it is on accountof their strong attrac-
tion, that oraterios continue to be performed in the Chiesa Nuova.
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The counterpoint here is almost simple, but other com-
positions of this master manifest his science and powers for
a higher order of harmony. His madrigals and motets, in
four and five paits, and his masses (the first published in
1548, and the latter in 1567) bear sufficient evidence of his
high merit as a composer, and prove him the worthy pre-
cursor of Palestrina.

Giovanui Pierluigi Palestrina, is one of that numerous class
of scientific students, whose talents, however great, and whose
lives however usefully or meritoriously employed, afford but
few materials for the biographer. 'The birth of this great
musician has, with some degree of certainty, been fixed in the
year 1529, at Palestrina, the ancient Preneste. According to
the long-established custom in Italy, of naming the master
together with lus disciple, the writers of that country, in their
accounts of Palestrina, have been careful to inform us, that
his protessional tutor was Guado Mell, or Claude Gondimel
(a Flemmg), smd to have been one of the first that set to mu-
sic Maiot’s and Beza’s translation of the Psalms. Many
and various narratives of this ornament of his day have ap-
peared, and been rejected ; among which may be reckoned
those by Antimo Liberati, Andrea Adami, and even that by
Padre Martini, From these, however, a few outlines have
beeu colleccted which bear the marks of authenticity, and
have been received by the most scrupulous as genuine.  His
birth is admitted to have taken place, as stated above. About
the year 1555, in consequence of his abilities as a composer, he
was reccived into the Pope’s chapel at Rome, and seven years
afterwards, became Maestro di Capella of Santa Maria Mag-
giore,in the same city. Giovanni Animucciamaestro dicapella
of St. Peter’s, dying in the year 1571, Palestrina was elected
as his successor; and having, as a composer of choral music,
reached an eminence, which, in many respects, has scarcely
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been exceeded by any subsequent master, he died in the year
1594 *.

Great and numerous have been the eulogiums bestowed
by musical writers, upon the genus and science of Palestrina.
Indeed, during his life-time, Giovanni Gudetto, chaplain to
Pope Gregory the Thirteenth, bore testimony to his unrivalled
merit. Appointed to collate, correct, and regulate the choir
service of St. Peter's church, he called in the skill of the Ma-
estro di Capella, whom, in his acknowledgment of the aid he
derived from his co-operation, he denominates, ¢ the prince

of musicians +.”’

* The follov'ving (registered in the Pontifical Chapel) is the account
given of his death and burial by Ippolito Gamboce, Puntatore.

{ February the 2d, 1594, This morning died the most excellent
musician, Signor Giovanni Palestrina, our dear companion, and Maestio
di Capella of St. Peter’s church, whither his funeral was attended, not
only by all the musicians of Rome, but by an infinite concourse of
people, wheu Libera me Domine was sung by the whole college.””
Another record, given by Torrigio, says : * In St. Peler’s church, near
the altar of St Simon and St. Jude was interred, in consequence of his
extraordinary ahilities, Picrluigi da Palestrina, the great musieal com.
poser, and waestro di capello of this church.  His funeral was attend-
ed by all the musici ins of Rome, and Libera me Domine, as composed
by himself, in five parts, was sung by three choirs.  Upon his coftin
was this inscription : Johannes Petrus Aloysius Preanestinus Musice
Princeps.”

+ Of the high vencration in which Palestrina was held by all his
cotemporaries, a corcct opinion may be formed from, the fact, that a
Collection of P’salins, in five parts, was dedicated to him by fourteen
of the greatest masters then in Italy. To this circumstance may be
added the follewing : The pope and conclave, scandalized at the levity
of the church music, resolved upon the banishment of choral compo-
sition from the service. Palestrina, then only in his twenty-sixth year,
intreated his holiness (Marcellinus Cervinus) before he put his design
in execution, to allow him the opportunity to exert himself in the pro-
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Palestrina, by the indefatigable cultivation of his native
taste and genius, brought his style to such peifection, that
the best ecclesiastical compositions since his time have been
proverbially said to be alla Palestrina. Not only the works
of the greatest masters of his own age, but those of the dis-
tinguished contrapuntists of the preceding century, had, it is
evident, been the objects of his unwearied study and imita-
tion ; but while he proved his ability to surmount the diffi-
culties their labours presented, and to make their beauties his
own, he discovered his pewers of adding to their excellencics
a more elaborate and polished counterpoint, as well as a
sweetness of melody, of which they appear to have been
incapable *. .

The works of Palestrina arc voluminous. The following
catalogue will support the credit I have given him, for
mdefatigability.

T'welve Books of Masses in four, five and six parts.

Lib. 2d. of Masses, including the compositions, entitled
Missa Pape. Marcelli, (the mass which restored
church music to papal favour.)

Lib. 3d, 4th, 5th, 6th, 7th, 8th, 9th, 10th, 11th, 12th.

Five books of Motets, for five, six, seven and eight voices.

duction of a mass that should accord with the true idea of ecelesiastical
composition. His request being granted, he composed a mass in six
parts, the elegance and noble gravitx of which so pleased the pope and
college of cardinals, that their intention was rescinded, and church
music restored 1o favour.

* His judgment, however, it must be confessed, was not infallible,
since it did not always guard him against*pedantry and mystical
science 5 as is too clearly evineed by the vain and useless difficulties
introduced into his mass, founded upon the melody of L' Homme Armé,
and also by his yielding to the absurd practice of composing eeclesias-
fical movements upon familiar and vulgar tunes.
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Lib. 1, and lib. ¢, of Motets, for four voices.

Two books of OFrFenrTon1r, for five and six voices.

One book of LAMENTATIONT, for four voices.

Oue book of Hymus, for five voices.

A Lita~y for four voices.

Two books of MADRIGALI SPIRITUALL

A MacxNiricarT, for eight voices.

The personal friend and fellow-student of Palestrina, Gro-
vANNI Mania Nanino, b&canic, in 1577, a member of
the pontifical choir, us a tenor’'singer.  Their social siudies
led to their further union, as the masters of a new music-
school, which they corjointly opened at Rome.

His works (now so scarce as ®o be almost unattainable) are
volumiuous,'and have the high character of being worthy of
the professional colleague of the Homer of the ltzlian music.
Among his known publications are various scts of madrigals,
a variety of chants, and a curious compuosition, eniitled, « Cen-
to-cinquanta sctte Contrappunti, a 2, 3, 4, 5, 6, 7, 8, 11 voc.
Sopra de Canto-fermo intituiuto La Base v1 CoNsTANZO
Fzsra” He also coalesced with his brotier Bernadino *
in the production of a theoretical work styled Trailglo di

* Bernandino Nannino has the reputation of a scientific, and an in-
ventive and original composer. Of Giovanni Maria he was the younger
brother, and one of the attendant disciples of his and Palestrina’s aca-
demy. Antimo Liberati, in his Letter to Sig. Ovideo Presapegi
(which will he spoken of in a futuse chapter) after noticing, that Pales-
trina was too much absorbed in his own studies to attend to the
drudgery of his school, except in cases where difficulties occurred
which only his own superior knowledge could solve, tells us, that
notwithstanding Palestrina’s general neglect, the establishment had
the honour of producing many excellent masters, among whom was
the younger brother of Maria Nanino, ¢ who,” he adds, succeeded
admirably, and cast considerable lustre upon the science, by the novelty,
delicacy and grandeur of his compositions.”’
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Contrap. con la regola per fa Contrappunio a mente. Itis a
circumstance too prominent in the life-of Nanino not to be
recorded, that, though with the Romans, he enjoyed the re-
putation of one of their most learned and scientific mu-
sicians, the vanity of Sebastian Raval, a Spanish professor
then at Rome, challenged him to a musical combat. The
Spaniard had the first thrust, and was answered and discom-
fited by the pen of Nanmo.

As the three most distinguished pupils of Nanino and Pales-
trina appear to have been the brother of the former, an ex-
cellent composer, Felice Anario, the suctessor of Pazlestrina
at the pontifical cbapel, and Antonio Cifra, Maestro di
Capella to several churches in Rome, and to the, Archduke of
Austria, so of thesc the latter was the most illustrious. By
Antimo Liberati the talents and acquisitions of ANTONIO
CiFraA are mentioned in terms of the highest respect; and
Walther gives him credit for a share in many musical improve-
ments and discoveries which took place during the latter
years of his life.  His works cousisted of motets and psalms,
in twelve parts, for three choirs, and various masses, from
one of which, entitled, Conditor Alme Siderum, Padre
Martini has (in his Sagiéo di Contrappunto) printed an Agnus
Dei for seven voices; a movement distinguished by its com-
bining with five parts, in close but free fugue, two parts in
perpetual canon, alla roverscia.

In music of this description, Cifra was adequate to the
peiformance of prodigies ; but to music of this description
his powers were bounded, and could afford to be bounded:
if modern musicians may boast of svrpassing his secular me-
lody, his sacred harmony will justify thejr despair.

In that species of secular music, called the madrigal, no
ong excelled, perhaps, no one equalled Luca MareNzio.
The genius and inclination of this polished composer (a
disciple of Contini, an excellent and voluminous contributor

3
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to the sacred music of his time), quickly led him to the cul-
tivation of a cast of composition, his early excellence in which
procured him the houourable appellation of I/ piu dolce
Cigno*. Cardinal Luigi expressed his sense of Marenzio’s
clams to his patronage, by appointing him his maestro di
capella; and the King of Poland and Cardinal Cinthio Al-
dobrandmi, nephew to Pope Clement the Jighth, honoured
themsclves by becoming the patrons of his merit +.

In the wadrigals of this pleasing composer, we find, in
combination with fugues, imitation aund all the evolutions
of mulufurious counterpoint, a natural and sweet, unem-
barrassed and appropriate flow of melody, that evinces the
pure couception of an elegant mind, and «he full maturity of
a vigilant juugment. However gay, free and spirited (and
no compc . r of his time was more so, more kappily so),
Maienzio 1s always the master ol himsclf; however agile
his fancy, it 35 . till under the control of his own super-
vislug criticisin; however playful, is never licentious; how-
ever apparently at .arge, ucever unbridled.  He was one of
the few geniuses whose ideas outstripping the lazy course
of time, anticipate the taste of future ages; whose imagina-
tion su. gests models for distant successors. Some of his
movements are cmbellished with passages, the favourable
reception of which long survived their author, and which

* Peacham, in his Complete Gentleman, praises the delicious aire and
sweet invention of Marenzio, and affirms that he excelled all athers.
¢ The first, second, aud third parts of y our Veggo dolce il mio ben, &c.”
adds this general critic, ‘¢ are songs, the Muses themselves might not
have been ashamed to have composed,”

+ The year of Marenzio’s birth has not been ascertained ; but Ada-
mi tells us, that he died at Rome in 1599, and that he was buried in
the chuich of 8. Lorenzo, in Lucina. (Osserv. per ben reg. il Core
Pontif)
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Purcel and Handel thought worthy of being incorporated in
some of the noblest of their works.

T'o the above ornaments, 1 might say glories, of the Italian
school, it is but justice to add the name of RucGcieEro
GrovaNELLI of Velltri, whose merit was universally ac-
knowledged in Rome, and procured him the office of maestro
di capella of the church of S. Luigi, S. Apollinare, and, upon
the demise of Palestrina, the successorship to the same ap-
pointment at St. Peter’s. The proofs of the science and
talents of this master were given in the numerous motets,
psalms, madrigals and masses he produced, and which were
published towards the end of the century, the music and mu-
sicians of which we are now examining *. ,

The composers who at this period flourished in” Italy, all
of the same school, and working upon the same general
principle of exciting the wonder of the learned by their
science and contrivance, and moving the piety of the multi-
tude by the solidity and iichness of their scores, were, it must

be admitted, more similar in their style than the rational
lovers of diversity and relief, picturesque light and shade
_would desire to find them ; but in listening to their harmony,
they will admire the grandeur, and feel the solemnity of their
combinations, and yield their willing praise to excellence,
the inimitability of which the musicians of the nineteenth
century are compelled to confess.

Passing from the Italian to the VENETIAN ScuooL, our
first attentionis mnaturally directed to ADrR1AN WILLAERT;
not in compliment to his compositions, which not unfre-
quently are confused, incorrect, and even harsh, but because
the Italians place him at the head of this provincial academy.

* At this time, these compositions superseded throughout Europ
the use of anthems, opera songs, and cantatas.
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This musician, a native of Bruges, in Flanders, devoted his
earlier years to the study of the law at Paris. Preferring
harmony to discord, he quitted the legal for the musical pro-
fession, and during the pontiticate of Leo the Tenth, went to
Rome. 1lis celebrated motet, Verbum bonum, was publish-
ed as early as 1519, forty-three years before Zarlino enlisted
him as an interlocutor in his dialogues, Ragionamenti*. Ilis
compositions are numerous; and, during a period of fifty
years, formed a pait of almost every collection of motets or
madrigals that appeared.

But the best pillar of this composer’s fame is his Musica
Norat,  three, four, five, six and seven parts, 1f a liberal
historian would fling the other productions of Willaert into
the shade, this production he would be equally desirous to
place in the strongest light.  Inits kind, it is excellent; and
the kind itself is that best adapted to the powers of the
author, and most propitious for the realization of a durable
monument of his glory. According to Zurlino and Pricci-
toni, he possessed considerable originality of mind. The
former speaks of him as the inventor of pieces for two or
more choirs; and the sccond gives him credit for being the
first who made the basses of compositions in eight parts,
move in unisons or octaves. That the melody of this master
isin general mcagre and unmeaning, truth must declare 5 but
truth will also allow that his harmony is equally full and
sound, and his coustruction of canons often wonderful.

For many years he filled the oftice of maestro di capella,

* At whattime he abandoned the Jaw is not known; but since, as
it is said, when he arrived at Rome, he found that this motet was re-
ceived there as the comnposition of Josquin, it follows, that he had com-
menced musician long before his arrival in that city.

+ A copy of this curious and elaborately-splendid work is preserved
in the British Museum,
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of St. Mark’s church, Venice, and died at a great age. His
scholars, like some of his works, were eminent and famous,
and include the great names, of Cipriano, Rore, Zarlino,
and Costanzo Porta.

No school, perhaps, in the sixteenth century, was more
successfully cultivated than that of Nuples. It was esta-
blished in the fifteenth century, during the reign of Fer-
dinai:d of Arragon. Among tuany extraordinary men, whose
telents and learning, at that time, were honourable to Naples,
are to be recorded the celebrated musical theorists and
composers, Franchinus Gafturius, John Tinctor, William
Guarucrio, and Bernard Yeart.

The dialogues of Luigi Dentice, a Neapohtan of rank and
fortune, published at Rome, in 1553, satisfactorily explain
the gencral state of practical music among the Neapolitans,
By his copicus list of their performers, it would appear that
they cultivated the organ, lute, viol, guittar, trumpet and
harp, with very great success; and that they were not desti-
tute of theorists, 1s sufficiently proved by the twenty-two
chapters on the subject of music in the Commentaries on
Plutarcl’s Treatisc on Moral Virtue, by Agnuvivus, Duke
of Atii; the curious charge advanced against the critic and
philosopher, Marcangelo Accorso, of devoting too much of
his time and attention to the study of music and poetry ; and
the writings of Gio Camillo and other musical authors, enu-
merated by Padre Martini among the Neapolitan specu-
latists* .

Of the attractive style of the common or rustic secular

* Accorso, after spending thirty-three years at the court of Charles
the Fifth, died in Naples about the year 1540. Camillo published in
Naples, among other works, Discorso Filosofico della voce, e del Modo
d'imparare di Cantar, di Garganta, raccolte da D. Valerio de’ Paoli di
Limofinano. 1563.
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melodies of Naples we must form a favourable idea from the
fact, that during the sixteenth century, they were almost ex-
clusively chosen as subjects for counterpoint, and under the
variegated names of Aric, Canzonette, Villotta, and Villanelle,
alle Napolitana, were re-echoed, and listened to with de-
light, by all Europe *.

The following Villanella, by Donati, in which the effect
of iteration has been tried, and tried with success, labours
under the defect of a broken or unregulated metre, and, by
consequence, deviates into wilduess, and, in expression, loses
much «f that force which a stricter attention to measure
would have ensured.

DI BALDASSARE DONATO.

Canzon Villanesche alla Napolitana, A. D. 1558.

11

| F o

= =
, i da  Chi

Chi la Gaghar -

i
| 1
™
|
m
!

T y
Chi la Gag - liar - da Chi la Gagz-
.- O
oo & w— o
] el T
] ——
Chi la Gagliar - da Chi la Gag-
7 1I___|J~4l
: ~ —' hd -.':: F= N
—  — :
Chi laGag - liar -da Chi la Gag-

* As once were the provengal songs, and as since have been, the
ballads of Venice. These Lttle Neapolitan songs were generally



" HISTORY OF MUSIC.
r o - T
h-! | —
A=
=
F”iEd i"_.'e d 5
| L] Se
| Suniaam —
la  Gagliar - da donna vo im - pa-
=,
e —+ p—|> = } g B
‘ — ' —=
3 lhar - da  don - na vo im - pa-
} L)
i °) Mo _ o
—F ! » —
} - + —F
har - da donna vo im - pa-
adl .
s P —~
— o
L L
liar - da donna vo im - pa-
AL
s R
Ima. 2da.
;
b H “F Q =
r v hd lL - ® | PN 0
ﬁ (@) LI s 1
C—= T —
T ™
re Chi re ve - nite a noi che
=
. | = 0 [
. PP —r
e ) e o o
| O S . I U U W~ B
LI S aaa 7 -
9 re Chi la Gag - re ve - nite a noi  che
. —
N L ] O | P BRPN
O 1 = IS = P = | A=Y
S = = =1 ] d
A4 0 ™ T 1
}
re Chi re ve - nite a noi  che
ox— : e &
r'w O 0 °
5 v 1 — TP
L e I ——1
o b ) .
re Chi la Gag re ve - nite a noi che

vivacious in their poetry, and animated in their tunes; and (whick
will seem a little strange to the English) were sung about the streets:
uot only with taste and humour, but in parts.
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* By this adoption of the key note, F, in the tenor, instead of A, its
third, it would seem that the composers of the 16th century were not
Yess afraid of the introduction of the mediant in the final chord, when
their mode was major, than when it was minor,
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The practice of repeating, as in the above air, a particular
and striking series of notes commenced about this time.
Composers of inferior talents did not observe, without in-
stantly avgiling themsclves of| this resource ; and no musicians
have carried it to a greater degree of excess than the modern
Italians.  Suspensc in music is sometimes produced by
variety ; lut the present opera composcrs often excite that
sensation, by defymg their anditors to presage when they will
dismiss a passage they have once introduced.

Gioan Leonardo and Luzzasco Luzzaschi, the one as
a composer and compiler of Villanelle, and the other an ex-
cellent orgauist, and the author of madrigals that were much
admired throughout Italy, claim respectful notice; but are
not entitled to detain us from a review of the musical merits
of Don Carro GesuvaLpo, Prince of Venosa, the subject
of a more geuneral and a warmer praise than was excited
by any Neapolitan composer of his time. .

This exalted dilettante, more 1llustrious by his genius, and
more ennobled by hig science, than by his birth and power, was
the pupil of Pomponius Nenna, celebrated for the number
and excellence of his compositions. The productions of the
Prince of Venosa, which consist of six sets of nradrigals for
five, aud one for six voices, are spoken of by Gerard Vossius
and Bianconi, Bapt. Doni, and Tassoni, in terms of the
highest admiration *. These adequate judges give the author

* The principal editor of Gesualdo’s works was Simone Molinaro,
Mea . ro di Capella at Genoa. 1In 1585 he pablished the first books in
separate purts'; and,in 1613, republidhed them in score, together with
a sixth book. )

Tassoni tells us, that James the First of Scotland, was not only &
composer of sacred music, but the inventor of a new species of plain-
tive melody, different from all others, and which was imitated by the
Prince of Venosa, who had hiwsclf devised many novel embellish-
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unqualified credit as a discoverer of new'melodies, unknown
harmonies, and novel modulations. Considerable allowance,
ho wever, ought, perhaps, to be made for encomiums awarded
by dependent eriticism to wealth and muunicipal .titlcs. It
was a merit worthy of commendation, if Gesualdo displayed
a spirit capable of urging him to the pursuit of novelty, with-
out his always being so happy as to obtain the prize. "The truth
s, that his search was often cluded, and that somcetimes, when
he fancied himself successful, he had only mistuken quaint-
ness for novelty, and the adoption of cramped and uncouth
commixture for a new discovery in harmonical construction.
Necvertheless, the ncphew of the Archbishop of Naples may
be said to have demonstrated his possession of extraordinary
talents, a portion of science wonderful for a prince, and to
have conferred upon his rank a very unusual honowr *.

The Prince of Venosa, a prince in abilities, emulation and
raiik, if not the prince of musicians, died in the year 1614.

Turning our eyes to the LonMsaro ScuooL, the fist
great vbject with which we are struch is Iather Costanza
Porta, of Cremona. His cighteen claborate and curious,
valuable and valued works, at once pomt out his own natwal
genius, and the richness of the source fiom whence he drew
his science. Willaertmust have been as proud of this disciple
as of his pupil Zarlino. .

It was reserved for the great talents of Porta not only to

ments.  This assertion induced Dr Burney to suppose, that in some
of Gesuald’s melodies (as the inutations of James) he mught discover
the national character of the Scoteh airs 3 but his search was 1l repaid :
he found no shindarity whatever,

* A modery German once, on being asked by a royal amateur, what
he thoughe of his performauce on the violoncello, replied, Q,
Sir, it be ver fine, ver fine fou von prince ; butnever you wou’d get by
it your living.”
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vanquish all the polyphonic difficulties that existed before
him, and in his own time, but to make considerable additions
to their number *.  Flis compositions display such profound
thinking, so happy aw application of art, and are uniformly
constructed with so much science, as to form in the depths
and intricacies of multipliecd counterpoint, models for the
students of later ages ; and in the times in which they were
produced (times in which the music of the church was con-
fined to masses and motets, and that of the chamber to mad-
x'iga;ls n three, four, five, six, or a greater number of parts)
must of themselves have constituted a school.

Costanza Porta, after being Maestro di Capella at Padua,
filled the same officc at Osimo, subscquently held a similar
appomtment at Ravenna, and lastly, at Loretto, where he
died in 1601, leaving behind him a great number of his ex-
cellent scholars, among whom were the voluminous and sci-
entific composers Lodovico Balbo and Giacomo Autounio
Piccioli t. )

Towards the latter end of the sixteenth century, the Lom-
bard School was brightened not only by the talents of Porta
and lis disciples, but reccived the subsidiary rays of Giu-
seppe Caimo, Gio. Giaccomo Gastoldi, Giuseppe Biffe, and
Gio. Paolo Cima, all great composers, and the worthy co-
temporaries of Pictro Pontio of Parma, Orazio Vecchi of
Modena, and Claudio Monteverde of Cremona.

Of these asters the last is particularly noticeable, as being

* Itis said, that this composer had equal command over any series
of notes, in canon or fugue; that his great art not only could work
them in recte and retro, but invert, augment, t'liminish,' divide, or sub-
divide them at pleasure.

1 Draudius iuforms us, that Porta’s five- part motets were published
at Venice in 1546 ; and between that period and 1599, the rest of his
works, cither by himself or his pupils,
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the originator of double discords, such as the ninth and
Jourth, ninth and seventh, and scventh and fifth ; as also the
Slat fifth of the wunprepared seventh*. To the musical
reader, the following example will sexplain Monteveide’s
method of introducing and employing his reccived innova-
tions upon the established counterpoint.

MONTEVERDE'S NEW DISCORDS,

In Five Parts,
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“ But Monteverde’s improvements upon the old system of polypho-
nics were not confined to the suggestion and introduction of new
chords, and the consequent novel art of preparing and resolving dis-
eordant combinations : his secular music, especially his fifth set of
maadrigals, exhibited the exumple, and induced the general adoption, of
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Though in the seventh century, Bologna possessed mas-
ters qualified to challenge the professors of any other part of
Europe, in that, the music of which we are now considering,
its school could boast but of a few musicians of striking or
distinguishable excellence. One (perhaps the most consider-
able) of these few was Il Cavaliere Ercole Bottrigari, not
more happy in his rank and fortune than celebrated for his
erudition and a life of near ninety years devoted, in,a great

u style or plan of melody, which, rejecting the dubious modulations,
and antique restrictions of the ecclesiastical cantus, not only assumed a
superior freedom and vivacity, but determined the key of each mave-
ment.
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measure, to musical study and coutioveisy*.  His'tracts are
very nuimerous, aud many of them have been printed; but,
the greater number have never passed the press. These
chiefly consist of translations aud commentaries of ancient
theoretical writers, with annotations on the speculatists of his
own time.

Of the learned musical eritic, Artusi, a native and orna-
ment of Bologna, we have already spoken. Andera Rota, of
the same city, by bhis admiuable compositions, @ capella,
confeired upon it equal honour. [Ilis style was grave,
solemn, and reverential ; and his native powers extended to
the command of every practicable artifice, the blending per-
petual canop with free fugue, and the most claborate, inge-
nious, aud subtle, application of his uncommon scicnce.

Thauks to the lustreus intellects and cultivated taste of the
Mepict Famiry, Iorence may boast of having been em-
p]n‘yed m polishing her language and cultivating her arts
when the Test of Fuarope was buried in darkness, and dis-
figured by barbaeri>m.

The Ilorcntine School has had its ornaments, and may be
said to have justified cvery expectation that was founded upon
the liberality of 1ts patrons, and the gentus and ardor of
its disciplest  Among the latter, no one, peihaps, has a

* That religwn, the holy parent of so many sanguinary wais, should
delight in fitcrar y hostility, is by no ineans wonderful ; but that music,
the rational mistress of harmonical union, should be subject to the mad-
ness of polemics, seems a subjeet of just surprise.

+ The Cante Carnacialeschi, sung in so many parts, through the
streets of Florence, i the time of Lorenzo il Maguifico, are worthy
our recollection 5 nor ought we o farget the high favom and friend-
ship enjoyed with ihat prince by the organist, Antonio Guarciarluppi.
The monument he crected in the Duomo to the memory of genius.
re.corded his own.



HISTORY OF MUSIC. 107

stronger claim to a place in the history of Flogentine mu-
sicians than Francesco CorTEce1A.  During thirty years,
this cclebrated organist and composer was Maestro di Capella
to the Grand Duke Cosmo the Second. If his composi-
tions, consisting of madrigals, motets, and Responsoria et
Lectiones Hebdomade are somewhat dry, and not very fer-
tile in contrivance, they cxhibit science, and demonstrate
emulation. Corteccia was suceeded at the court of Florence
by the admired Aurssanpro StricGio.  This musician
much commended by Crescimbeni, Quadrio, and Garzont in
his Piazza Universale, was an able lutenist, and a voluminous
contrapuntist ¥, "The two former of these speak of him as
one of the carlicst composers in ltaly for the stage *,

Of his madrigals, some sets, in six parts, were published
at Venice, 1566. It has been said of his harmony, that it
is not remarkable for its Tucidity, and of his air, that it is de-
ficient in expression and accent.  Nevertheless, that he was
a sound musiciau, aud enjoyed a high reputation, is certain ;
and though, perthaps, these and other fanlts may exist in his
music, and forbud our placing him in the first rank of masters
of his time, he scems well entitled to one of the best places
in the sccond.

Lookg at the general merit of these musicians of Flo-
rence, and not forgettng that Vincenzo Galilei was a native
of that city, we are led to the conclusion, that the Florentine
School, far from deficient in’ examples of cultivated genius,

* Stganio is frequently mentioned, and cited, by Morley.

F'The preface to Deserezione degl’ intermedii fatti nel pallnzzo del
Gran Dueca Cosimo, per onorare la presenza della serenissima alte=z
dello cxcellentissimo Areiduca ' Austrue, Panno 1569, informs us that
the music to these interludes was from the pen of ¢¢ ALESSANDRO STRIG-
10, Nogissimo Gesrivomo MANTOVANO.?
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could boast of those honours in their bloom of maturity,
while clsewhere, they were but beginning to bud.

From this review of the progress of music in the several
states of Italy, during the sixteenth century, the reader will
be gnalified to estimate the claims of that part of Europe as
a parent of many or the theoretical and practical musicians

of that period*.

* Though the perfect obscurity of the birth and residence of Cos-
14820 Fasta would not admit lus being classed with the masters of
any particular Italian School, yet, since his works seem to have been
chiefly known to the composers, and presented by the dilettanti, of
Ttaly, it will not be imptoper to mention him in a chapter devoted to
the consideration of the state of music in that country, in the century
in which he lived.

The compositions of this master display extraordinary grace and fa-
cility, and a much greater atiention to rhythm, than was common in
his time. Palestrina and Porta excepted, - Fasta, perhaps, was the
ablest contrapuntist anterior to Carissimi. His church music was
elegant, simplc, and pure in its contexture, and his madrigals exhibit an
ease and chasteness, a transparency of style and decorum of phrase
which distingwish them from most other secular productions of the
sixteenth century, The several perigds at which hus works appeared
in print, were those of 1519, 1542, 1543, and 1599.
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CHAP. V.

GERMAN THEORISTS OF THE SIXTEENTH CENTURY;
AND GENERAL STATE OF MUSIC IN THE NETHER-
LANDS, FRANCE, AND SPAIN.

OF the chicf of the Italian theorists we have taken a re-
view. The whole number produced during the sixteenth cen-
tury, is great, but not equal to that of the musical writers of
Germany. Lest, however, the reader should be alarmed, he
is apprized that his patience will have to reconcile itself only
to the notice of three of these. With accounts of the most
ancient German authors, Geo. Reischius, the mere echo of
Boethius, Michael Roswick, obscure and superficial, Gre-
gory Faber, quaint in style, and circumscribed in intelligence,
Frederic Beurheisius, antiquated and sterile, Eucherus Hof-
man, the servile copyist of Glareanus, Cyriacus Snegasius, a
dry definer of musical terms, and an endless variety of other
speculatists equally unimportant, I shall not detain his fa-
tigued attention,

The luminous and valuable writings of Gafforio in Italy,
were succeeded in Germany by the renowned Micrologus of
ANvrEAS ORNoTHOPARCHUS. 'This learned and metho-
dical, sententious and instructive work, written in Latin,
was first printed at Cologue in 1585*. It comprises four

* Seventy -four ycars afterwards, it was translated and published in
England, by our countryman, John Dowland, with a dedication to the
Lord Treasurer, Robert Cecil, Earl of Salishury.
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books, and contains the substance of a course of lectures
publicly read by the author in the universities of Tubingen,
Heidelberg, and Mentz. This treatise, the best of the
time, in the first book, (dedicated to the Governors of the
State of Lunenburg) treats of music in its threcfold specics,
mundane, humane and instrumental ; and unfolds the rudi-
ments of singing by the hexachords *. The number of tones
are limited to eight; and discussing the ambit or compass of
each, the writer, upon the authonty of St. Bernard, says,
“ only ten notes are allowed in which each tone may have its
course.” 'The second book (dedicated to George Brachius,
a skilful musician, “ chief Doctor of the Duke of Wirtem-
berg's chapel,” and the author’s < kind and worthy fiiend,”)
explains the nature of measmed music, and enumerates his
figures or signs+. His definition of the word canon is
clear and correct.  “ A4 canon,” says he, “is an imaginary
rule, drawing that pait of the song which is not set downe
out of that pait which 1s sct dowu. Or, it 1s a rule which

doth wittily discover the secrets of a songl.” Book 3,
L) .

v

* Iis explanation informs us, that the Awmbrosians distingaished
the swations of the clifs by lines of different eolours ; that they gave
to F fa uta red, to C sol ta ut ablue, and to B flat a sky-coloured hine ;
¢ but the Gregorians,” he adds, ¢ maik all the lines with one colour,
and describe each of the keys by its first letter, or some character de-
rived from it.”’

+ These tigures or signs of time, he says, were anciently five ; but
that for the e xpression of grcater rapidity, that number was afterwards
increascd to cight; that is to the large, long, breve, semibreve,
minim, were added the erotehet, gaver, and semiquaver.

+ According to this cxpliiation of the word eanon (and who can ob-
jectto it?) it is very improperly applied to that kind of perpetual fugue
of which we make it the distinguishing appellation.  The canon heing
simply a compendious 1ule [or writng a composition on a single stave,
it is obviously a solecisin to talk of a canon in score. Score a canon,
and the rule for singing it loses its application : the composition is ne
longer a canon.
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(mscribed to Philip Surus of Miltenburg, chapel-master to
the Duke of Bavariay, and “a shaip-witted, cunning mu-
sician,”) describes the nature, culogizes the effect, and insists
upon the necessity of accent. Itis worthy of remark, that the
rules he lays down demonstiate, that the modern monotony of
the church is sanctioned by the ancient ; that, to deride the
present proverbial dulness of the desk, would be to profane
the drawling delivery of former deacons, and invade the very
privilege of the surplice. The fourth book (inscribed “to the
worthy and industrious master Arnold Schlick, organist to
the Count Palatine, and a most exquisite musician,”) pro-
fesses to develope the principles of counterpoint; but the
precepts given are uot very numerous or extended.

This work, with allits claims to the applause and gratitude
of the musicians of the age and country in which it appeared,
encountered considerable opposition, as is cvinced by the
earnest solicitations of the author to his several patrons to
protect his labours from the cnvy and the hypercriticism of
the vain and 1gnorant.

The next German theorist of importance, after Orni-
thoparchus, was Menky Lokis, or Lortr, commonly
called Grarpanus, from Ciluris, a town in Swisserland,
where he was born in 1488, "T'his musical writer, a man
of letters, and one of the dilettunti, rather than a pro-
fessional musician, had the double honour of being the editor
of Boetius, and the author of the elaborate, learned, and
curious worh entitfed the Dodceachordon, published in the
year 1547.  As a scholar and a criie, Glareanus has been
universally extolled.  Among his admirers and eulogists, was
the celebrated Gerard Vossius, who styles him a man of great
learning. His preceptor, Johannes Cochlxus, was proud of
his pupil, and had the gratification to sec his merits rewarded
with the poctic laurel and ring, by the Kmperor Maximilian
the First. Erasmus, penectrated with the brightness of his



112 HISTORY OF MUSIC,

literary character, was the promoter of his interests, and the
eulogist of his genius.

The dodecachordon, by its very name, indicates its sub-
ject.  Twelve was the number of modes to which the author
wished to extend the ecclesiastical tones. But his whole
twelve, an expansion of the eight used from the time of St.
Gregory, comprises no other intervals than those we tind iu
the keys, C natural and A*. This work, however, the candid
critic will promptly confess, contains a large portion of useful
information, and is ornamented and enriched with mauy cu-
rious anecdotes, and valuable compositions. Glarcanus died in
1563, after honouring his country with his leawning, and his
science, and improving its rising musicians, by his g nius
and his industry-t. ’

In 1556, Thuingia, in the son of a young peasaut, pro-
duced a learned theorist, and excellent practical music..n.
Serucs CaLvisius, in his treatise calied Melopeiu, has
transmitted to posterity ample proofs of his merit, natural and
acquired. This erudite and ingenious work (published in
1502) contains, in a small compass, all that was then known,
whether in the province of harmonics or counterpoint.  T'he
volume is diminutive, but the conteuts arc deuse; to the
science of most of the best writers, it adds corfpusitons and

* That his angmentation offers no new arrangement of intervals his
title-page confesses, where it tells us, that ihe anthentic modes are
D, E, F,G, A,C, and the plagal A, B, (', D, E, G; where we per-
ceive that A, C, £, G, arerepeated by being made both authentic and
plagal. .

+ Seventecn years after its author’s death, the dodecachordon was
attacked by Jacob Bilenius.  This doctor, anl, as Walther styles him,
excellent musician, took offence, it should scem, at Glareanus’s inno-
vation in the modes of the church, and advocated their inviolability
with a sincerity, zcal, and vebemence worthy of a churchman.
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illustrations by its author, not less lionourable to his genius
and judgment than amusing and culightening to his readers.

TFor the celebration of the nuptials of his friend Casper
Anhkelman, a merchant of Hambuwig, he in the year 1615, set
to music the 150th psalm. It formed an Epi:halamiwm in
twelve parts, and was accommodated to three choirs. This
sample of purc harmony and well-contrived response was
published at Leipsic, 1618, where, thiee years afterwards,
several of his hymns and motets were printed.

In Germany, profound theonsts and able composers
abounded dwing the sisteenth century *. Indceed, great or-
gans and great orgauists scem at this peiiod to have been the

natural growth of that vast empiie .
Wihile in this country, genius and science were providing
and employing the materials of a more elaborate and refined

* Among the varivus musical collectors and publishers of this
century, in Germany, was the learned mausieian and bookseller, Rhaw.
In 1538, he printed at Wittewhurg Select Harmony for Four Voices,
and 1544, one hundred and twenty-three Sacred Songs, in four, five,
and six parts ; to which were added, ecclesiasticul hymus.  The con-
tents of the first work were furnished by the science and talents of John
Galliculus, Jacob Otrecht, John Walther, Lewis Scufels, Simon
Ccllarius, Benediet Dux, Eckel Lemli, Stoel, and Henry Isaac ; and
those of the second by a still greater variety of composers.

+ The organ still standing in St. Martin’s church at Groningen, was
produced by the labour and skill of Rodolph Agnhicola; a circumstance
the notice of which gives me the pleasing opportunity of making more
generally know n the unequalied merits of'that prodigy in literature and
science.  Of Agricalu, Vossius says, that he was a great philosopher;
an excellent Latinist and Grecian, and had so profound a knowledge
of the Hebrew, that the Jews blushed at their own comparative ignor-
ance; and adds, that he played on the lute, and sang admirably.
This ¢ fust of mortals,”” as Erasmus emphatically calls him, was
horn 1542, at Bostlon, in Fricscland, and died at Groningen in the year
1585. This was the prototype of the Admirable Crichton.

VOL. 1L 1



114 HISTORY OF MUSIC,

music, Verdclot, Gombert, Arhadelt, Berchem, Richetort.
Ciequiton, Le Coick, Canis, Baston, de kerl, Cypiian Rose,
and Orlando de Lasso, cnltivated with cqual zeal and in-
terest the art of polyphonic constiuction.  Of the first of
these composers, Priniy Verocrot, little more is known
than that he lownizhed about the middle of this century. The
chaiacter of his worhsis, that though they do notdiscover eithe
any striking originahity, or tasteful conception, their harmony
is pure, and its evolutions ingenious,

The mciits of Nicholas Gombert, a scholar of Josquin,
will justify a brighter deseription. Ilis counterpoint ex-
hLibits hint as a profound harmonist.  The French writers, in
opposition  to Guicciardini, claim him as a natise of their
countty; wnd thur weli-grounded covetousness s palliated by
the just judginent it announcesof his exalted abilities.  Gom-
bert long maestio di capelfa to the Empaor Charles the
l’if'lh, and the poase=<or of a gentus as prolific as 1t was facile
and bullzat, had a very extensive share e the production of
the munaious vocal compositions (seenlar songs and anthicins)
that were printed in his e at Antwerp and Louvain. Besides
these, be composed a set of misses which were published at
Venice, and two sets of motets i fowr paits, ail of which be-
speak suflicicat genius, scicuce, contrivanee and taste, to en-
title him to a rank with the tist masters of the age he orna-
mented*,

Why Jaques Aihadelt, Iike Gombert, has been honouied
with the appellation of a Frenchman, docs not appear. He
was a pnpil of the same great tutor, and may be sud, to have
conferred, by lus professional acqusitions, equal credit on
the knowledge and talents b_;/ which he was istiucted. The

* Of this justly celebrated compuser, the British Museam containg a

great number of Fieneh congs, in fonr, five, and six paits.
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motets of this able composer are numerous und excellent;
and his madrigals, were so admired, that fonr books of that
species of his compositions were published at Venice in one
veart, The following composition, sclected from his Primo

I.thro, will enable the readar to Judge of his style.

MADRIGAL

Dul Primo Libro di Mudrigali & drchadelt a Quatro con
nuocva Gionti Impressi.

Apud Ant. Gavdane, Ven 1545,
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* s veputation as a composer of motets, stood so high. especially
w Ttaly, that, as Adamni informs us in his Osscrvezioni, his name was
frequently pirated by the publishers of other works, for the purpose of

forcing a sale.
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The sudden and umddative modulation from F to £ b
the sixth bar of s madngal, which has a very antique effeet,
secms to have ariginaied from the yule which prohibited the
use of the false fifth to the major <eventh of a key.

Jacker Brecuy s assoctated with the names of the most
considerable composers m Llurope, i the sixteenth century.
With the Ttalians, who called him Glinchello, he was a great
favourite®*: 'This musician was the author of a greatnumbe:
of motets and madrigals, publishcd at Venice.  His compa-
sitions supply a large portion in two celebrated collections,
the first entitled, Fior de Motetti, and the sccond professing
to be « Motetti trium vocumab pluribus authoribus composi-

. ¢ 1 - N
ta, quorum nomina sunt Jachetus, Morales, Constantius Festa,

* Derchem was only the name of the village in which he was born
A village near Antwerp.
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Adrianus Wilgliardus, Ven. 1543 Those compositions
have the character of great exccllence in their harmony
and general design.  An Epithalamium, in the form of a
motet for five voices, and worked in the claborate style of the
times, is highly honourable to the knowledge and ingenuity
of Berchem @ but his theory and al.ilities are still more con-
spicuous in threc books of four-part Italian songs, the words
of which are -selected from Ariosto’s Orlando Furioso. In
what year this composer was born, or when he died, has not
been ascertained ; it was in 1539 that his name first ap-
peared in print, and Walther, who received Wis information
from Federman’s Description of the Nctherlands, says he was
Iving m 1580. ‘ N

Tuomas CrEQuiLON, master of the chapel to Charles
the Fifth, was the author of compositions not less respect-
able by their quality, than their varicty and number. His
hynms or sucred songs (published under the title of Opus
Sacraram Captionum) for five, six and cight voices, were
much esteemed in their time 3 and the harmonical texture of
bis mass i six parts, founded upon the subject of an old
French song (Mille Regrels) 1s creditable to the age in
which he lived.  His French songs, for four, five and six
voices, are numerous, and form valuable portions of the dif-
ferent collections of Chansons published in the Low Coun-
tiies®,

Gran LE Coick, the composer of several songs, popular
in their time, owed the better part of his celebrity to a five-
part secular composition, curiens in its kind, in as much as
while the two upper voices are moving in strict canon, the
sccond voice inverting the l;wlml_v ofvthe first, the other

* While the secular songs prinfed in Ttaly during the sixteenth
century were dignificd with the name of mnadriyals, these publiched in
the Netherlands were only denominated eftansons
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three voices proceed in free fuguc.. That in productions of
this description, there is more ingenuity than effect, more
labour than utility, every real judge will allow. The cou-
_trivance 1s vain, the taste for such complexity Gothic, and
the utmost success in the production of such labyiinths,
only serves to distinguish patient subtility from real genius*.

Coxngrtus Canis, a man of the lugher order of taleut,
was induced to throw away much of his valuable time upon
this spccies of composition.  Perceiving that art and labour
werc more csteemed than invention and melody, he sought
reputation inethe province where alone it was to be found;
and has left behind him productions, which, if they are not
sendered dry, by their operosity, itis because they are sprinkled
with -the ether of genius.  When Canis was born, or in what
year he died, is not known ; but the chanson to which I have
been z;lluding (a composition in five parts, four of which re-
peat the subject in the same major key, relieved by a canon
ad sccundam, in its relative unison, and vice versa) was pub-
lished in 1544 ; and Guicciardini says, that, in 1566 he was
not living.

Of the composers in the Low Countries, during this cen-
tury, the most frce and pleasing, perhaps, wasJacon CLE-
MeNs NoN Para, Macstro di Capella to the Emperor
Charles the Fifth, s style was smooth and clear, his me-
lody harmonized withont being drowned, and his fugue
and imitation simple and natural. His genius was so pro-
lific, that numerous as were his productions, he seldom
borrowed even from himself, .

* The collection in which this simultaneous medley is preserved,
contains another specimen of persevering toil, equally ingenious, and
cqually fruitless. A five-part song, hy Jan Coartois, while its three
upper parts are in free fugue, has its two lower in inverted canon, «f
the distance of two bars!
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Josquin Baston (whose relationship with the great
Josquin seems to be indicated by the first of his names)
flourished about the middle of the sixteenth century. His
composmons announce him a good theorist, and the possessor
of genius. While his harmony is legitimate, his mclody is
easy, rhythmical and, for the time in which he wrote, re-
amarkably mellifluous. The like praise cannot be awarded to
the motets and songs of the dry and awkward contrapuntist,
PierrE MANCHICOURT, nor to the heavy, uninteresting
masses of Jacor pE KERrL.

When to these musicians are added the great names of
Rore and Orlando, the polishers and improvers of secu-
lar melody, and the first who ventwed upen what are
now called chromatic passages, we shall have before us the
main mass of Netherlandic talent, exhibited in the sixteenth
century ; and shall feel our candor and our justice called
upon, to acknowledge its splendor as well as its magnitude,
and to declare the fertility of the Low Countriesy in melodial
beauty, and harmomic learning. .

With respect to the state of music among the French at
this time, though, in the preface to his translatiou of Vitru-
vius, Perault observes, aud correctly observes, “ That be-
forc the reign of Irancis the First, nothing was thought
worthy of attention by the kings aud nobles of France that was
not military ; and that the chase, tilts, and tournaments, and
the game of chess, which are images of war, seem to have been
the only pleasures they were capable ot tasting,” yet mu-
sical execution was cultivated by the Freuch ladies, who
not only sang, but applying their abilities to the spinet, drew
from it, in the performance ofe amatory $unes, the according
expression of the tender passion *,

* Marot, in the dedication of his version of the psalms, as if scan-
dalized at the fair-sex confining their musical practice to amorous
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It cannot, however, be pretended that during the rcign of
Fraucis the First, or indecd, till the seventeenth century,
France produced composers comparable in number, science,
and talents, with those which appeared, dming‘ the same
period, in the Nethulands or Germany, Italy or Eungland.
The Iiench theorists of this time were no less scairce than
the practical professors*.  Music, in fact, less or more, was
neglected m all its branches. | Science, composition, and ex-
ccution languished ; and i the harmonic art, every other part
of Europe triumphed over one of the politest of its kingdoms,

Nevertheless, it 1s not meaunt to be asserted, that France
was wholly destitute of musical genlus. A curious compo-
sition, called La Battaile, prescived in the Bratish Museum,
attests the merits of CreveNtT JANNEQUIN, whose name
and works were well known to Italy and other countries of

the coutinent+. Rabelais’ list of celebrated musicians in-

dittics, recommends them rather to emaploy the spriet us an accom-
panument to divine fhiymns, than to secular compositions, * His words
are—

A7 vos doights sur les Foineties,

DPonr dire Saineres Ciansoxeing s,

¥ In Latin, only onc sohtary musicM tract ef this perodis hnown
to have issued from French science j the Elementa Musicalia of Father
Stapulensis, printed n 1592, This the reflecting 1eader will attribute
to ats proper cause ; the enmity of bigottad Spain, whose rancotous
fanaticisin involving the french nation in a ewil war of forty years,
necessitated the sacrifice of all mis hut that of territonal desolation and
human destruction. .

4 Janniquin’s imitative and cudous composttion of La Battaille,
printed in the tenth book of French Songs for fowr Veices or Instru-
ments, is preserved in the British Museum.  Tins production, written
and set to music in celebration of the memorable contlict of Mariquan,

in the year 1515, between the French and Swiss, consists of a variety

Q



HISTORY OF MUSIC. 127

cludes the name of CErTON, master of the children of the
Holy Chapel, at Paris. "T'his composer, the reputed author
of an admirable motet, in five parts, Diligebat autem eum
Jesus, published 1544, in Ciprian’s first set, furnished, two
years after that date, music in four parts to thirty-one of the
Psalins of David*. Dipien Luer claims our notice, on ac-
count of his Chansons Spiritualles, published in 1548 ; and
Guillaum Bellen for lus Canticles m four parts, printed in
1560 ; Joachim Burck, as the composer of twenty-five
picces, ecclesiastical and sccular, published in 1561, and
Puirir Jamne pe FEg, who, n the same year, applied
hatmony of many parts to the psalms of Marot, deserve to
have their names recorded ; as also PiErRE SANTERNE, who
sct all the psalins that were printed at Poitiers, 1569. Nox
FA1QuiENT, the composer of numerous songs, motets and
madiigals, ought not i the cnumeration of musicians of ta-
lent to be excluded ; and Jean pe FtriE, the author of
four books of Danseries, and CRESPEL, whose gentus pro-
daced many of the best motéts of his time, and who was fur-
ther distinguished by un elaborate song of four parts in dou-
ble fugue, bring additional lustre to the catalogue.

During the reigns of Hewry the Sccond, Francis the

of movements, expressive of the neoise and din of war.  In the same
book we find ¢ The Song of Birds,” awl several , compositions under
the title of < The Chace,”” m which the desertptive imitation surpasses
what so ealy an age mght be reasonally expected to produce ;
especially if we consider, that these were the first attempts ever made
in what may be properly called mztsical painting.

¥ One feature in Certon’s motet is too particular not to be worthy of
deseniption.  The tenor voice sings words differcnt from those of the
other voices, constantly making supplication to St. John i a separate

fragnent of simple melody, repeated throughout, after two bars rest, in
the hev note and its fifth.
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Secound, Charles the Ninth, and Henry the Third, ANTHONY
Bentraxp distinguished himself, by sciting many of the
songs of Ronsard, then the favouite bard of Irance *, A
set of these, in four parts he published in 1578, under the
title of Amours de Ronsard. I'nancis Recyarp followed
m his tract, and the next year printed a set i four and five
parts. John Anthony Baif, both a poet and musician, flonrish-
ed about the same time, and set his own verses to music.
A man of letters, and soaring above the simple melody of a
dilettante, he wiote in counterpomt ; and in 1561 published
twelve spiritual songs in four paits, and in 1578, scveral
books of songs, also in quadruple score -

Francis CosTELY, organist to Chiles the Nmthi,
Apriaxy Lt Rovy, a lutemst, and STEFHEN, a singer,
were recommended by their merit to the 103al patrouage,
which was also shared by (GraN1ER, the ingenous com-
poser of hymmns, proses, canticles and sougs. Aad the

* Bewt, in his life of Ronsard, gives a splendid account of the fu-
neral of this poet, whose deccase occurred in the yvear 1533, The
Cardinal du Perron, he infouns us, honoured him with an oration over
his bier. The burial-service, new set for the oceasion m flonnd countor-
point, was by the royal command, sung by the best singers in his ma-
Jjesty’s service, accompanied by instruments; and the ceremony was
followed by such numbers, that Cardinal Bourbon, and many other
princes and nobles, found it impossible to join the procession, or even
to penetrate the crowd.

4 Baif established a musical academy, or concert, at his own house
in the suburbs of Paris, where his performances were frequently at-
tended by the principel persons of the courts of Charles the Ninth and
Henry the Third, and rot unfrequently by those sovereigns them-
selves.

t Charles was so passionately partial to music, that he was in the
constant habit of hearing it ; but its ¢ concord of sweet sounds” never

ameliorated his heart.
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reader will learn with an odd mixture of sensations that the
vocal abilities of ANToINE SuBIET, surnamed Cardot, were
so great as to be thought worthy of qualifying him for a
bishopric*. :

Goudintel, to whom the French lay claim as a native of
their country, was indisputably the greatest musician of which,
at this time, Fgal’ce could boast. His compositions are, per-
haps, not less excellent than scarce. His Liber quartus
Ecclesiasticarum Cantionum quatuor vocum wvulgo Moteta
vocant,printed at Antwerp, 1554, contains specimens of fancy,
and of pure and correct harmony ; and proves himn to have
been endowed with genius, and adorned with science. A
worthy cotemporary of Goudimel, CLaupr Ly JEUNE,
claims to be named with that musical luming#ry. Some, in-
deed, have confounded these musicians ; but however equal
the merits of the compositions bearing their names, there is
little foundation for the idea that they were one and the same
person. Claude le Jeune was not only in the service of
Henry the Fourth, but in great favour at the court of his
predecessor, Henry the Thiid; and the excellence of his
abilities sanctioncd the countenance shown him. The
works of this master chiefly consist of his Grande Musique
to CEres AND HER NywmeHs, (a Ballct) misccllancous
songs, and motets and psalms, many of which appear in the
mixed collections, published during and after his life, in Italy
and the Low Countries. )

That the prince of musicians, as he was called by his co-
temporaries, Fraicis Eustache pu CAwrrOY, born 1549,
possessed very distinguishing talents, his super-added appella-

* In 1572, Charles created him bishop of Montpellier.

+ At the wedding of the Duke de Joyeuse, in 1581, his music, ae-
sording to several writers of ghe times, produced marvellous effects.

VOLa 1l K
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tion is a sufficient proof. This Maestro di Capella to
Charles the Ninth, and the Third and Fourth Henries, was
also canon of the Holy Chapel at Paris, and prior of S. Aioul
de Proviits. His mnusical merit procured., and preserved, the
persoual friendship, and extorted the poetical encomium of
the learned and elegant Cardinal du Perron, who, at his
death, 1609, honoured his memory with ;p"megyrical epi-
taph. The great fame of Caurroy, tempted Mersennus to
make it a question, whether he or Claude le Jeune was the
better composer. But candour will confess, that the friend
of du Perron was not served by a comparison, which nothing
in his works will sanction*.

Of JacuEs MAUDUIT, a considerable musician in the time
of Henry the Fourth, who distinguished himself by his won-
derful powers on the lute, and also, as we are told, by adding
.a sixth string to the viol, the best account is by Pere Mer-
senne. ‘% Jaques Mauduit,” says that writer, ¢ descended from
a noble family, was born 1557. He had a liberal education,
and travelled, during his youth into Italy, where he learned
the language of that country, together with Spanish and
German, which, with the literature he had acquired at col-
lege, enabled him to read the best authors of almost every
kind. He had a general knowledge of science, as well as
of mechanics ; and studying music with unwearied diligence,
without any other assistance than that of books, he rendered
himself so eminent, that he was honoured, even during his
life, with the respectable title of Pere de la Musique.”

“ His merit obtained him admission into the famous Acade-
my of Music, instituted by the learned Baif, 1583; and many

* The existent relics of this composer are limited to a Mass for the
Dead, in four parts, without accompaniments; and Melangss de la
Musigue, a work publisNed in Paris, 1610, and consisting of Noels,
Hymns, Chansons and Fantasies. .
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writers of his time seem to have produced their poetical ef-
fusions, in order to have them immortalized by the airs of
Mauduit.

“The first composition in which he distinguished himself as
a learned harmonist, was the Reguiem, which he set for the
faneral of his friend, the celebrated poct, Ronsard ; it was af-
terwards performed at the funeral of Henry the Fourth, and
lastly, athis own, 1627, under the direction of his son Louis
Mauduit; on which occasion, Mersennus officiated in the
sacred function as priest *.

“ He left behind him innumerablc masses, hymns, motets,
fancies and songs. A small hereditary place at the Court of
Requests descended from his father, which he seemed to ex-
ercise for no other purposc than to oblige and serve his
friends. At the siege of Paris, when the Fauxbourg was
taken by storm, he ventured through the victorjous soldiers to
the house of his friend Baif, then dead, and at the hazard of
his life, saved all his manuscripts.

“ Upon a similar occasion, in which there was still greater
difficulty and danger, he saved the Douze Modes de Claude
le Jeune, and his other manuscript works, at the time that this
composer was seized at the gate of St. Denis, as a Hugonot ;
so that all those who have since received pleasure from the
productions of this excellent master, are obliged to Mauduit
for their preservation, since he saved them from destruction,
seizing the arm of a serjeant at the very instant that he was
going to throw them into the flames : persuading the soldiery

* If this Reguiem, (printed in the Harm. Univ. in five separate
parts) does not exhibit any thing curious or uncommon, it has the
merit of giving a just accentuation to the words. Its style is that of
plain counterpeint of crotehets and minims, moving together, and as-
‘signing the minims to the long, and the crotchets to the sbor,

syllables. 2
X
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that these papers were perfectly imocent and free from
Calvinistical poison, or any kind of treason against the
League; and it was by his zeal and address, with the as-
sistance of an cfficer of his acquaintance, that Claude escaped
with his own life.” .

Towards the latter end of the sixteenth century, the fa-
vourite instruments with the French appear to have becn the
lute and the violin. On the first of these, two Scotchmen
(James and Charles Hedington), and Julian Perichon, are
reported to have been excellent performers, and much iu the
favour of Henry the Fourth. The. violin owed its introduc-
tion into this country, to Baltazarini *.

* This great performer, at the head of a band of violinists, was sent
from Piedmont by Marshal Brissac to Catherifie de Medicis, aud ap-
pointed by that ﬁriucess her first valet de chambre, and superintendant
of her music.

This is not an improper place to explain the difference between the
ancient violin and that in modern use. The instrument, in its former
construction, had six strings, tuned by fourths ; its improved state
includes but four strings, tuned by fifths.

Notes of the six strings of the ancient violin.

U]

=)
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'The ingenuity and vivacious fancy of this executive mu-
sician first suguested the idea of those Balcts, Divertise-
ments, and other dramatic representations which seem to
have formed, or given birth to, the regular Balet Ieroique
and Balet Iistorique of France *. The music of Balta-
zanini’s pieces was uot composed by himself, but furnished
by De Beaulicu, and Salmon, musicians in the king's band;
a fact, which, in justice to the ingenious ballet-master, ought
to be mentioned, since its whole merit was coufined to a
mechanical and spiritiess attention to the common rules of
counterpoint‘t. It appewrs, indeed, as if only the inferior
composcrs would condescend to contiibute to these novel
and light entertainmeunts, since, though on the otcasion of a
balet invented by Baltazarini in honour of the nuptials of
the sister-in-law of Hemy the Third, that king desired it
might be embellished with all that was most perfeet in mu-
sic, the music was very imperfect.

The music to this piece was provided by the masters just
named ; and they were but among the many minor musicians
who composcd and practised in France during the sixteenth

¥ The novelty of Baltazarini’s plans, and the magnificence with
which his imagination decorated the machinery, dressed the charac-
ters, and regulated the action of these entertainments, afforded to the
court a satisfaction and delight, which procured him the nawme of
Bean-joyenx.

+ The instrugrents employed in the performauce of these €ompo-
sitions were des orgues douces. In the dome of the building were sta-
tioned dix concerts de musique of Jdifferent kinds (hautboys, cornets,
sacbonttes, violoncelli, lutes, tyres, harps, flutes, and flageolets) which
were occasionally to echo the notes of the singers.  And itisa curious
fact, that below, dix violins came in five on each side, pour joiier la pre-
miere entrée du balet, but were not employed to accompany the
singing, or ever suffered 1o join in the ritornels or symphonies.
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century,—musicians whose works have vanished, and whose
names are forgotten, or little worthy of being remembered.

[f, on the whole, France, at this time, was by no means
entitled to the first place among musical nations, the claims
of Spain to that distinction were still more slender, If
Morales was her first practical musician, Salinas appears to
have been her principal theorist: and if it cannot be denied
that she furnisked to the Papal chapel some composers and
singers, neither can it be asserted, that any of them were of
a very superior description. Yet, the Spaniards cannot be
charged with indifference towards the charms of harmony,
since Alfonzo, king of Castile, surnamed The Wise, founded
and endowzd a musical professorship at Salamauca: and
Baitolomeo Ramis was in the fifteenth century Professor of
. Music at Toledo. A variety of musical writers appeared in
Spain before the appearance of SaLiNas, but none of suf-
ficient consequence to detain us from the consideration of
his theoretical abilities and learning.

This respectable speculatist was a native of Burgos. Blind
from his infancy, his misfortune was counterbalanced by the
double compensation of his having parents, who, for hisfuture
support, 1esorted to the cultivation of another sense, and his
being blessed with a taste for the science of harmony. T'o
sing and perform on the organ, he was carly taught; and to
the latter of these qualifications, was indebted for his oppor-
tunity of acquiring Latin. It happened, that while he was
yet a boy, a female, celebrated for her knowledge in that
language, aud who was about to take the veil, gas desirous to
learn to play on the organ. Hearing of the skill of Salinas
on that instrument'(for his progress had been very rapid) she
applied to him at his father’s house for the purpose of be-
coming his pupil; and it was agreed that the Iessons she re-
ceived should be repaid by her Latin instructions. Ilis
knowledge of the Raman tongue begat a wish for the ace
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quisition of the Grecian, as well as of the principles and pre-
cepts of philosophy and the art; and induced his father to
send him to Salamanca. His means proving unequal to his
support at that university, his well-known mgit procured his
introduction to Peter Sarmentus, archbishop of Compostella,
who received him with the kindness of a patron, and on being
created a cardinal, carried his protegé with him to Rome.

In that city the young scholar and musician found all that
his thirst of learning could crave. Conversation with men of
letters, and the coutents of ancient aud scarce manuscripts,
opencd to his curlosity, and infused into his mind, those
treasures he was so ardently seeking, and which alone could
satisfy his avidity. In the study of Greek literature, especially
that portion of it connected with the theory of music, he
spent thirty years, and would probably have remained at
Rome to the termination of his life, had not the death of
his patrons, Cardinal Carpensis, Cardinal Burgos, and the
Viceroy of Naples, induced, or compelled, his return to
Spain, where he was appointed public professor of music at
Salamanca.

The treatise upon music, which has conferred so much
credit on his name, is not less valuable than scarce. If it
will not much benefit the modern student, neither will it fail to
gratify the curious. The doctrines now exploded, are here
collected and compressed; and those who wish to be accu-
ratcly informed upon the subject of ancieut science, or
amused with a glance at its quaint and obsolete state, will
find the work a treasure ¥, .

Salinas, who added to his knowledge in letters, and depth

* According to the opinion of Salinas, the ancients had no music
strictly instrumental ; but all theit melody was originally derived
from the different order of syllables in versification, and was set to
words, before it was played. This Rousseau also thought.
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in science, an admirable style of exccution on the organ, died
in the year 1590, at the age of seventy-seven.

EscoBapo is spoken of by Salinas as a profound theorist ;
and Tomaso Lepovico na Vitonto is extolled as a sound
harmonist.  The latter was the anthor of the first set of Mo-
tetti for all the festivals throughout the year, printed 1585.
Before his admission into the Papal chapel, he was Maestro
di Capella to the church of St. Apolinare in Rome. His
masses, published 1583, his burial-service, or Messa de'
Morte, and his Penitential Psalms, were much applauded in
their time *.

Though the list of Spanish musicians, theoretical and
practical, might be diawn out to a considerable length, and
further ornamented with a few respectable names, as those of
Guerrero of Seville, Flecha of Catalonia, Ortiz and Cabezon
of Madrid, Infantas of Cordova, Duran of Estramadura,
and Azpilcueta of the kingdom of Navarre, still the catalogue
would be far from brilliant 5 still would those authors be
sanctioned, who repoit, that in the sixteenth century, Spain had
made no distinguished progress i the science of harmony.

= Our countryman, Peacham, styles Vittorio *“ a very rare and ex-
cellent author, whose vein was grave and sweet ;" and tells us, that
about the year 1394, he quitted Rome, and resided at the court of
Bavaria.
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CHAP. VI

EMINENT MUSICIANS IN ENGLAND, FROM THF. REIGN
OF ELIZABETI TO THE PROTECTORATE.

BY the diligence and abilitics of Dr. Tye, Thallis, Bird,
Morley, and other justly-renowned, or highly-esteemed
composers, the progress of church-music in  England,
during the reign of Elizubeth, nearly rivalled its advances in
Ttaly ¥, James L., as liule indebted to education as to na-
ture, brought to our throne neither an accession to science,
uor to the polite arts; and genius, espccially in music, was left
to its own unencouraged, but more laudable exertions.  The
sovereign whose bounty beams upon talent aud learning, is
repaid by their reflected lustre ; but James, generous, or un-
ambitfous, permitted the grateful arts to shinc -upon inferior
patrons+. ‘T'he nobility and gentry, far from indifferent to

* As few thauks for these advances araduc to Elizabeth as to the
Puritans. er pride, unsanctioned hy generosity, sought pleasure
with little cost, and pomp unburthened with wunificence.  She loved
music ; but she also loved money : and the gentlemen of her chapel
solicited in vain for an augm(’nmti('m of their salaries. Dr. Bull saw
this, felt this, and quitted her service with disgust.

ot From the list of musicians on his establishment, it has been in-
ferred that Prince ITenry was a lover of music; but those who are
aware of the influence of ancient usage and royal vanity, will form a
different conclusion. The names of Bull, Johnson, Lupo, Cutting,
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the sacred charms of harmony, bestowed upon it their ma-
turing warmth ; and in spite of the coldness of royal neglect,
it continwed to ripen and flourish, as already, in the frigid
economy of Elizabeth, it had 1ipened and flourished *.
Hence times were approaching when compositions of a
superior class would present themselves. Though in the best
English ;musicians of the latter years of the sixteenth cen-
tury, some of those of the early part of the seventcenth
have been included, the garden has not been stript. Stems
of full growth, as well as of rising shoots, will be found, to
supply aud enrich the ground we are now treading, and re-
ward with their fruit or beauty the attention they excite.
One of these ornaments was Dr. Nathauiel Giles, a na-
tive of Worcestershire, who, after tai(ing, in 1585, a bache-
Tor’s degree at Oxford, reccived, in 1622, from the same
university, that of doctor. About 1588, he was appointed
organist, and master of the boys at Windsor; in 1597, was
made master of the children at the Chapel Royal; and on
the accession of Charles I. became organist to the same
place of regal worship. Of the old school, he partook of its
pedantry, its attachment to complicated measures, its prolu-
tions, its augmentations, and diminutions ; but opposed to
these spots upon his sun, a breadth of light that gilded the
partial darkness, and rendered bim among the composers
of his day conspicuous and respectable.  His services and
anthems announce his learning and abilities, and, by the

and Ford, swell, and ilnpart dignity to, his appointed band; but it no
where appears that his taste was ever anxious to avail itself of their
harmonious skill. hd

* Anthergs, masques, wadrigals, songs, and catches, scem at this
time, to have comprised the whole of our vocal music for the church,
the stage, and the chamber.
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lovers and judges of church composition, ase 1egarded as
masterly productions. Dr. Giles died January 24, 1638,
aged seventy-five; and was buried in one of the aisles ad-
joining St. George’s Chapel, at Windsor.

Not entirely overlooking the merit of Tromas ToMK1Ns,
a scholar of Bird, and the author of a considerable number
of admirable compositions ¥, we proceed to notice ELway
Bevin, deservedly classed among the musical luminaries of
this reign.  This scholar of Tallis, and master of Dr. Child,
was, in 1589, appointed geutleman extraordinary of the
Chapel Royal. Though the accent of his compositions is
not always correct, and his modulation partakes of the an-
tique, the fulness of his harmony, and general dignity of his
style, compensate for those defects, and demand the indul-
gence due to a man of acknowledged science and genius .
His work, entitled ¢ A briefe Instruction, &c. and Art of
Cauon,” is learned, and in his time, must have been useful.

But among the church composers of this reign, no one
was equal to Orlando Gibbons. This excellent musician
was a native of Cambridge. On the 31st of March, 1604,
he was appointed orgunist of the chapel royal in the room
of Arthur Cock. His chief pupils were Matthew Locke,
and Ellis Gibbons ; the merits of the first of whom are uni-
versally known, by his music in Macheth, while those of the
second are evinced by two of his madrigals preserved in
The Triumphs of Orianal.

In 1622, Orlando Gibbons accumulated the dcgrees of
bachelor and doctor in his faculty, together with his friend

* This musician in 1607, took a bachelor’s degree at Oxford.

+ See his service in D minor, printed in Dr. Boyce’s collection,

{ Ellis Gibbons is styled by Wood, the admirable organist of
Salisbury.

3
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William Heyther, whose academical exercise, as Wood as-
sures us, was composed by Gibbouns: an assertion which it
is not casy to doubt, since a manuscript copy of the compo-
sition is said to have been found, bearing Gibbons’s signa-
ture ¥, The productions of this great master were nume-
rous, and both sacred and sccular; but the most excellent
of his works aie those for the church. Ilis service in I,
printed by Dr. Boyce, is pure in its harmony, and rich and
mellifluous n its subjects, and general effect; and his Io-
sanna, whether considered in regard to its simplicity, or its
grandeur, is, perhaps, onc of the most perfect models of
ecclesiastical composition.  Dr. Tudway's opinion of the
powers of Gibbons was just, for 1t was high. “ None,”
says he, ¢ of the later composcis could ever make appear so
exalted a faculty in compositions for the church, except

* In compliance with the unvaricl usage of former historians, T
have withheld from the name of Gibbons the title of Doetor; but the
beginning of a letter from Dr. Pieis to the illustrious antiquariau.
Camden, would perhaps have sanctioned my adding that honourable
appellation.

“ G. Piersius . Camdeno.

¢ Worthy Sir, ’ .

“The university returns her humble thanks to you wuh
this letter. We pray for your health and long life, that you may hive
to see the fruits of your bounty. Wc¢ have made Mr. Heather a
Doctor in Music; so that now he is no more Master, but Doctor
Heather; the like honour, for your sake, we have conferred on My,
Orlando Gibbons, and made him a doctor too, to accompany Dr. Hca-
ther.”’—Collection of Letters published by Dr. Thomas Smith, 1691.
Ep. CCLXIIL dated Oxon May 18, 1622.

A music lecture, or professorship, had been recently founded in the
umversity of Oxford, by Dr. Heyther. It was in acknowledgment of
this act of private munificence, that the letter from which this extract
is made, was addressed to the Doctor by the vice-chancellor,
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that most excellent artist, Orlando Gibbons, whose whole
service, with several anthems, are the most perfect pieces
of church composition which have appeared since the time
of Tallis and Bird ; the air 13 so solemn, the fugues and other
embellishments are so just and naturally taken, that they
must warm the heart of any one, who is endued with a soul
fitted for divine raptures.”

To the praise claimed by his choral compositions, is to be
added the eulogium due to his melodies applied to the hymns
and spiritual songs of the church, translated by George Wi-
thers, and scveral other of his works.

This superior musical ornament of his time, commanded,
ex officio, to attend the nuptials of Charles I. and Heurietta
of France, which were solemnized at Canterbury, 1625, (of
the music for which occasion he was the composer) con-
tracted the small-pox, of which disorder he died in that city,
on Whitsunday in the same year, and was buried in the ca-
thedral. His widow Elizabeth erected to his memory a mo-
nument, bearing a Latin encomiastic iascription ; over which
is a bust, with the arms of .Gibbons, viz, three scallops on a
bend dexter, over a lion rampant.

According to Anthony Wood, (and for particulars con-
nected with English musicians, we have often no better au-
thority) Dr. William Child was a native of Bristol, and dis-
ciple of Elway Bevin. In the year 1631, being then of
Christ Church College, Oxford, he took in that university
his degree of bachclor in music. In 1636, he was ap-
pointed one of the royal organists of the chapel of St. George
at Windsor, and subsequently, to a similar situation in the
chapel at Whitehall. At the réstoration,he became a chanter
of the king’s chapel, and one of the chamber musicians to
Charles II.  In 1663, he obtained at Oxford his doctor’s
degree.

Dr. Child was a voluminous and an excellent composer.
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His woiks consist of ¢ Psalms for Three Voices,” catches
and canons, anthems and compositions, to several pieces of
poetiy : also a volume of sccular music in two parts, entitled
“ Court Ayres.,” Of his numerous services and anthems,
none appear to have been printed, except his service in E
minor, his more cclebrated composition in D major, and
three fine anthems; all which will be found in Dr. Boyce’s
collection. The general style of Dr. Child was simple,
perhaps to an excess *. At times, however, as in his service
in Dy his harmony was rich, glowing, and closely worked.
Some few of his full anthems, without any great depth of
science or elevation of genius, possess a great degree of
warmth, and exhibit imagination.

This honour to his profession had the munificence to pave,
at his own individual cxpense, the body of Windsor Chapel ;
and he gave twenty pounds towards erecting the town-hall,
and fifty pounds to the corporation, for charitable purposes.
After being organist of the Chapel Royal of Windsor,
during a period of sixty-five years, he died in that town in
1697, at the age of ninety. He was buried in the chapel.
On his grave-stone, after some account of his professional
career, and the date of his death, we read the following in-

scription : .

¢ Go, happy soul, and in the seats above,
Sing endless hymns of thy great Maker’s love :
How fit in heav’nly songs to bear thy part ;
Before well practis’d in the sacred art ;

.

* His counterpoint %vas so natural and familiar, as sometimes to
give effence to its performers. When at Windsor, on one occasion,
he called the choir to a practice of an anthem be had just composed,
the choirmen found the composition so plain and easy, that they
treated it with derision.
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Whilst hearing us, sometimes the choir divine,
Will sure descend, and in our consort join ;

So much the music thou to us bast given,

Has made our earth to represent their heaven.”

In this cc;ntury appeared Adrian Batten and Thomas
"J‘omkins, John Barnard and Martin Pierson, Dr. Wilson
and John Hilton, with several composers of but inferior
science and abilities. But their deficiencies were well com-
pensated by the merits of HENRY Lawes. This cele-
brated musician was the elder son of Thomas Lawes, a
vicar-choral of the cathedral church of Salisbury, and a na-
tive of that city. Early in life he was placed under Coperario,
an English professor, who, having studied in Italy, adopted
that name, for which he resigned his patronymic,—Cooper.

By the cheque-book of the Chapel Royal, we learn that
Lawes was sworn in pisteller on the 1st day of January,
1625, and on the 3d of November following, a gentleman of
the chapel. His next appointment was that of clerk of the
cheque, after which he was retained in the private band of
Charles I. Upon the pretence, that a song of his, the sub-
ject of which is the story of Theseus and Ariadne, com-
prises some passages of recitation, the opinion has been
founded, that Lawes was the first who introduced into this
country the Ltalian style.

In the preface to the book containing this song, (published
1653) the writer (Lawes himself) mentions his having for-
merly composed some airs to Italian and Spanish words;
and speaking ‘of the Italians, acknowledges their general
superiority in composition, however great some of the
English masters of his time*. .

% Lawes censures the partiality of the age for songs, the language
of which is not understood. To put to the blush, if possible, this
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In the year 1633, Henry Lawes, in conjunction with
Simon Ives, an inferior master, wus selected to compose the
music of a masque performed at Whitehall, on Candlemas-
night, before the king and queen, by the gentlemen of the
four inns of court, under the direction of the erudite lawyer
Noy, the then atlorney-general, the historian Hyde, after-
wards Eail of Clarendon, the learned Selden, and the musi-
cal amateur Bulstrode Whitelocke, and other ‘personages
distinguished by their love of letters, their science, or their
taste *. Ile afterwards composed melodies for Mr. George
Sandys’ excellent Paraphrase of the Psalms.- In 1634, he
produced the music originally sgt to Milton’s Comeust, which

drama, without the musioy he afterwaids dedicated to Lord
Brackly, son and heir to the Earl of Bridgewater. The music
to this masque was never printed; we are thereforc unin-
formed 1especting the manner in which the piece was treated
by Lawes; whether Le did, or did not, utroduce recitative.
But by a preserved manuscript in Lis own hand-writing, it

silly affectation, he mentions a domposition of his own, inserted in the
same book, the words of which, consisfing of nothing more than the
index of an old volume of songs and madrigals, wcre received as
Ttalian verse, and applauded for their beauty.

* The new barristers here, were in their own element.  The fiction
of the law too well accorded with that of the drama, uot to ensure their
success. It was not their first appearance upon any stage.

+ It is not generally known, that this clegant and highly poetical
masque was founded on areal incident. In 1634, the Earl of Bridge-
water (then president of Wales) residing at Ludlow Castle, in Shrop-
shire, it happened that Lord Brackly and Mr. Egerton, his sons, and
Lady Alice Egerton, hissdaughter, fiad occasion to puss through Hay-
wood Forest, in that neighbourhood, where they were benighted ; and
the gentlemen for some time separated from the lady. Upon this
single event, the genius of Milton raised the whole superstructure of
the finest poem of the kind in our language.—See post, 173.
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appears, that the usic of the two songs, “ Sweet Echo,»
“ Sabrina Fair,” and three other melodies, “ Back Shep-
herds” “ To the Ocearn now,” and ¢ Now my task is
smoothly done,” constituted the whole of Lawes’s contribu-
tion : yet Pack says, that Milton wrote his Masque of
Comus at the particular instance of Lawes, with whom he
was personally intimate *

Inferiorly as some mus:cal critics have affected to think
of Lawes as a composer, he appears to have been universally
admired by his cotemporaries. Of this we have no slight
proof in the fact, that the publishers of the various musical
miscellanies of his time were careful to enrich their ¢ollec-
tions with his compositions. We find them in the works
eutitled ¢ Select Musical Ayres and Dialogues,” printed in
1652 ; « The Treasury of Music,” published in the follow-
mg year, and in many others. llls genius was exercised upon
many of the lyrics of Waller; and in the poef’s opinion, so
successfully exercised, as to induce him to acknowledge ia
the following lines, the high sense he felt of his merit:

-

** Let those who nuly warble long,
And gargle in their throat a song,
Content themselves with Ut, Re, M¢;
Let words of scnse be set by thee.”

f'o this eulogium we have to add, the declaration of Fen-

* That Lawes should be interested in making this request to Milton,
will appear obvious enough, when weconsider, that he was patronized
by the Bridgewater family, in which he taught'music: and that he
was on terms of personal intinacy with the poet, may be fairly con-
Jjectured, from a line in oge of his sonnets:

¢ Harry, whose tuneful and well-measur’d song.”

VOL. II. L
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ton, in a note upon thesc lines, That the best poets of that
age were ambitious of having their verses composed by this
incomparable artist.

Henry Lawes continued in the service of Chales L. till
the count'ry rose against monarchical despotism. His sub-
sistence, after that period, depended upon his humbler exer-
“tions, and casual emoluments, as a teacher. Nevértheless,
it appears, that he rctained his station in the Chapel Royal,
and at the restoration of Stuart tyranny, composed the coro-
nation anthem. He did not long survive this unhappy event:
for, in October 1662, he breathed his last. The place of
his interment was Westminster Abbey.

The following specimens of Lawes’s sacred music, will
give the rcader af idea of his abilities in that specics of

composition. .
PSALM. Henry Lawgs.
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Among the distinguished gentlemen of the chapel of the
First Charles, was Dr. John Wilson, a native of I'eversham,
in Kent. His powers as a lutenist are said to have tran-
scended those of every other Englishman ; and Wood assures
us, that the plcasure the king received from his performance,
induced the easiest familiarity between the monarch and the
musician. It appears, indeed, that his merits as a performer
rather than as a composer, form his best title to a place
among the eminent musicians of his time, since his fantasies,
whether m manuscript, or printed, arc not calculated to
create a very eaalted idea either of lus invention or his
science. .

The productions of Dr. Wilson, not scanty in number,
were it scems, much respected by his cotemporaries ; and, as
a graduate, he held the most exfted rank in his art.  On the
surrender of the city of Oxford, 1646, he left the university,
where his compositions were chiefly admired, and where he
had been honoured with his degree, and became domesti-
cated in the family of Sir William Walter, of Sursden in Ox-
fordslure. Ten years afterwards, however, he returncd to
Oxford, was constituted Music-piofessor, and resided in
Baliol College. At the restoration, he was appointed cham-
ber-musician to Charles the Second; and on the death of
Henry Lawes, was rc-instated in the Chapel-Royal. “1he
duties of these situations called him again fiom the univer-
sity, and he settled in London, wlicre he died in 1679, be-
tween seventy-eight and seventy-nine years of age.

The works of Dr. Wilson cousist of ¢ Psalterium Caro-
Iinum,” set to music for thiec voices, and an Organ or
Theorbo, printed 3657 : A collection of “ Cheerfu) Aires or
Ballads,” first composed for a single voice, and alierwards
barmonized for three voices, published 1660: A set of
*“ Aires for a voice alone, to a theorbo or bass viol,” which
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appeared in 1653 ; and “ Divine Services and Anthems,”
(printed in 1663) the words taken from Clifford’s collection,

To these are to be added, the compositions preserved in a
manuscript volume in the Bodleian library, curiously bound
in blue T'urkey leather, with stver clasps, and presented by
the Doctor to the university, with the injunction, That, ull
after his death, it should be opened to no one. The contents
of this book, when examined, proved to cousist of music to
several of the odes of Horace, and to some select passages in
Ausonius, Claudian, Petronius Arbiter, and Statius.

Another musician worthy of being noticed in this chapter,
was the composer, Dr. Benjamin Rogers, son of Peter
Rogers, of the chapel of St. George, at Windgor, in which
town he was born. During his boyhood, he was a chorister
under Doctor Nathantel Giles, of whomn he reccived his mu-
sical education ; and afterwards remained in the choir as one
of the singing-men. At what time ke became organist of
Christ-Church, Dublin, has not been ascertained ; but it is
known, that he retained that office till 1641, at which time
he returned to Wiidsor, where he subsisted upon an annual
allowance, granted as a partial compensation for the loss of
his former station in the chapel, and the emoluments of his
humble avocation as a teacher. .

Rogers, after this, was materially favoured in his studics
by the friendship of Dr. Ingelo, a Fellow of Eton College.
This gentleman, on his return from Sweden, whither he had
been 1n the capacity of chaplain to Lord Commissioner
Whitelocke, the ambassador, recommended Rogers to the
university of Cambridge ; where, in 1658, pursuant to a
mandate from the Pord Protector, heswas admitted to the
degree of Bachelor in Music *,

* Upon the restoration of the Second Charles, the corporation of
London, flushed with the good fortune of England, in being blessed
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In 1662, he regained his station in St. George’s Chapel,
Windsor, with the addition of the salary of a clerk of the choir,
besides his own, and a consideration of twelve pounds a year
for occasionally supplying Dr. Child’s place as organist; to
which emoluments, soon afterwards, wasadded the boon of or-
ganist-ship of Iiton College. 'This was his situation when he
was invited by his friend, Dr. Thomas Pierce to accept the of-
fice of organist to Magdalen college, Oxford, towhich univer-
sitv he removed ; and 1 1669, upon the opening of the new
theatre, was created Doctor in Music.  The respectable
station hie held at Oxford, he continued to enjoy, ull 1685,
at which period, together with the Tellows, he was ejected
from Magdalen by the last of the Stuarts.  However, to the
honour of the society of that college, it allowed the Doctor
a vewly pension, by which he continued to subsist, and
avord contempt. e lived to a good old age, and died m the
vicinity of Oxford, sincercly and greatly lamented.

ThLe works of Di. Rogeis consict of “ Court Ayres,” com-
prising Pavans, Alinagnes, Corants, Sarabands in two parts;
“ Hymus and Authems for two voices,” antl a varicty of ser-
vices and anthems preserved in our cathedsal books, which
are justly esteemed for the simple sweetness of their melodies,
amd the clezrness and concctuess of then counterpomt ¥,

again with the Stuarts, invited the King and the Dukes of York and
Gloucester, and the two Houses of Parliament, 10 a banquet at Guild-
hall.  Upon tlus occasion, Dr. Ingelo wrote a poem, entitled Ifymnus
Eucharistus, which Mr. Rogers was engaged to set. It was publicly
perfouned on 'l‘huwlay the hfth ofJuly 1660, and excited a degree of
pleasure and sutisfac tion which” procured the abilities of the composer
a hberal reward.

* Wood »ays of this master, ¢ that his compositions for instrumental
music, whether in two, three, or four parts, have been highly valued,
sl thivty years ago, or more, were always first called for, taken out
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Tiomas WARWICK merits our notice as one of the pro-
foundest contrapuntists of his time. He was organist of
Westminster Abbey, and also®one of the organists of the
Chapel Royal. This musician, as the great harmonist, Dr.
Bull, had done before him, composed a song in forty parts,
which, about the year 1633, was performed before Charles the
First by forty singers, among whom was Benjamin, after-
wards Dr. Rogers.  He was the father, as Sir John Hawkins
informs us, of the celebrated Sir Philip Warwick, Secretary
of the Treasury in the reign of the Second Charles.

The early musical proficiency of ArTnur PHiLLips is
sutliciently evinced by his admission as clerk at New Col-
lege, Oxford, at the premature age of seventeen. This mas-
ter afterwards became organist of Magdalen College, took
the degree of Bachelor of Music in that university, and in
1639, suncceeded Richard Nicholson, as musical professor.
When the parliament resisted Charles, Phillips fled from
the national tumult, and relinquishing s religion, became
a catholic, and descrted his country.  Henrietta Muria,
queen of England, then in ance, retained the new convert
as her orgauist; but, whether disgusted with foreign man-
ners, or the treatment of his royal pationess, he soon re-
turned to England, where he was entertained . the family of
M. Caryl, a wealthy gentleman of Sussex, anda ui Jdic Romish
persuasion.

The compositions of Phillips arc not in print: but his
manuscript songs, in two and three parts, are said to possess

L J
and played, as well in the public nrusie-school, as in private chambhers;
and Dr. Wilson, the professor, the grentest aud most curious judge of
music that ever was, usually wept when he heard them well performs
ed, as being wrapt up in an extacy; or, if you will, melted down,
while others smiled, or had their hands and eyes litted up at the excel-
lency of them,”
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great merit. Of this master, Wood asserts, that he was a
near relative of the famous Peter Phillips, organist to the
Archduke and Archduchess Atbert and Isabel.

Amoung the composers of music for viols during the reign
of Charles the First, Jou~N JENKINS, a native of Maidstone
in Kent, was one of the most celebrated. His principal
patrons were Mr. Deering, of Norfolk, and the learncd
Hamon L’Estrange, of the same county, in whose famly he
resided during a considerable part of his life. His compo-
sitions, chiefly fantasies for viols, and in five and six parts,
were, according to Wood, highly valued and admired, not only
in England, but in foreign countries.

This musician, in compliance with the reigning taste for
instrumental music, composed twelve sonatas for two violins,
and a bass, with a thorough-bass for the organ, printed at
London, about the year 1660, and at Amsterdam in 1664.
These productions are the more worthy of our notice, as hav-
ing been the first compositions of the kind emanating from
English genius.  Jenkius set to music a great variety of de-
tached songs, aud part of a foem, entitled, Theophila; or,
Love’s Sacrifice, written by Ldward Beulowes, sq. and
printed m London, 1651.

The private establishment of Charles the First, possessed in
Dr. CoLmaN, a composer of merit far above mediocrity.
After what the Tory wiiters call a rebellion, this master
taught in London, and was universally allowed to be a great
improver of the lyra-way on the viol. Iun conjunction with
Henry Lawes, Captam Cook, and George Hudson, Dr,
Colman composed the music to aR entertainment written by
Sir William D’Avenant, in imitation of the Italian opera, and

erformed during the time of the Protectorate at Rutland-
house, in Charter-honse yard. In what year Dr. Colman’s
death occurred has not been ascertained; but it is known
that he died in Fetter-lane, Fleet-street, Loudon.
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John Hilton, organist of St. Margaret's, Westminster, and
Bachelor in Music of the University of Cambridge, merits a
niche in the same temple with the above distinguished masters,
Early in the reign of Charles I. he produced and published
Fa Las, for. three voices, and in 1652, an excellent collection
of Catches, for three and four voices, among the best and
mostadmired of which were those of his own composition,
This ingenious musician died during the Protectorate, and
was interred in the cloister of Westminster Abbey*,

The composers here enumerated, present to us a mass of
talent, and accumulation of science, highly honourable to the
age in whichthey flourished ; and may be regarded as striking
proofs of a congeuiality between music and the natural con-
stitution of the English people. Most of the above masters,
in 1egard of the great qualifications of real genius, sound
theory, ingenious contrivance, and genuine taste, might have
challenged some of the most eminent of the continental pro-
fessors of their own time. If any foreigners were entitled to
claim pre-eminence, they were the Italians, the novelties of
whose secular music might be considered as so many im-
provements, especiallygn the requisites of air, accent, and
expression : but the influence of their examples on the Eng-
lish style, is more immediately connected with the subject of
our next chapter.

* It is said, that before the body of Hilton-was bronght eut of the
choir for interment, an anthem was sung over the deceased. But the
fact, that during this period, not enly the cathedral service, but the
Liturgy itself, and every species of choral performance was suppressed,
renders the assertion doubtful. ,
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CHAP. V1L

PROGRESS AND SPECIMENS OF SECULAR MUSIC W
ENGLAND. FROM THE REIGN OF ELIZABETH, TO
THE PROTECTORATE.

DURING the period, to a review of the principal English
musicians of which the last chapter was devoted, our country-
men possessed in secular as well as sacied composition, astyle
almost exclusively their own. It was not till towards the
middle of the seventeenth century, that the Lalian tasyte be-
gan sensibly to tincture our national melodics, and to intro-
duce a refinement, which gradually changed, and it must
be ackuowledged, greatly enriched their vein, and enhanced
their effect. *

Durmg the reigns of our first Jathes and Charles, the at-
tention of the court to the iuterest of music seems to have
been limted to ats dramatic province; as the drama nself
was, in a great measure, confined to the palaces of princes,
and the music employed in it, to incidental songs, overtures
and act-tunes.

According to Riccobini, James the First, on coming to the
crown in 1603, granted a licence to a company of players, in
which Interludes, but not Magques, are included*. Never-

* At this time, masques were almost exclusively circumscribed to the
tification and the flattery of courts. Those of Ben Jonson, Beaumont
and Fletcher, Sir William Davenent, Milton, and others, were ori-
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theless, this latter species of scenic representation gained,
at length, admission among the people, and was the un-
doybted precusor of operas in England. It was in these
pieces the Italian style began to obtain among us. The stilo
recitativo made its first appearance here in a Masque,
wholly in rliyme, written by Ben Jonson, in 1617, and per-
formed at the house of Lord Hay, for the entertainment of
the French ambassador. The success of this attempt en-
couraged the same author, to immmediately produce another,
of the same kind, but affording a larger latitude to recitative.
The piece, entitled The Vision of Delight, was performed
at court. [t consisted of recitative; air, chorus, and dancing,
and constituted a complete opera. By some examples of
Laniere’s Musica Narrativa, in this and othcr.dr:unus, pre-
served in Playford’s collections of the time, it appears that
modern English composers have not much deviated from, or
improved npon, his style of recitative. Though the laws of
phrascology were still unsettled even in ltaly, his genius and
judgment made a near approach to excellence; and the mu-
sical declamation of his Hero and Leander was regarded as
a model of perfection,

But the music of the stage was at this time by no means
confined to. Masques. Almost every tragedy and every
comedy was illushiated and embellished with songs. The
plays of Shakspeare, Jonson, and Beaumont and Fletcher,
abound with instances of lytical ornament.  Its introduction,
indecd, into the regular drama may be traced back to the

ginally written for private perforers, who not’untrequently, were the
first personagesin the kingdom. The music used in these pieces was
generally furnished either by the genius of Alfonso Ferrabosco, jun.
or that of Nicholas Laniere; of whose compositions, unfortunately, it
would now be extremely difficult to cbtain many specimens
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middle of the preceding century *. In the occasional reliefs,
instrumental music had its share. In the accompanying no-
tices and directions concerning the music of plays, we read
of ¢ symph'onies, and roundlets, cornets and flutes, hautbois,
and drums,” no less than of ““ bullads, and lays, laments and
songs, and sweet and sonorous voices,” sometimes to be heard
on the stage, sometimes in the air, sometimes singly, some-
times in full conceit .

The vocal music of the stage, during the first half of this
century, was various, not only in its style and sentiment, but
m its species. Single songs, duets, trios, dialogues, and

¥ In Gammer Gurton’s Needle, the first regular comedy in out
language, written as early as 1551, a song is introduced ; the banquet
in the tragi-comedy of King Cambiseg, is embellished with vocal music ;
and each act of Jocasta, a tragedy, by George Gascoigne and Francis
Kenwelrunshe, first acted in 1556, concluded with a chorus.

+ 1n Macbeth, onc of the witches * charms the air to give a sound.’

Caliban in the Z'empest says, that

¢ the isle is full of noises,
Sounds and sweet airs, that give delight.”’

In the second act of the Merchant of Vemice, the Moorish Prir.ce
enters to a flourisk of cornets: and in the: fifth we read, :

¢ Bring your music forth into the air.”’

Twelfth Night opens with a beautiful encomium on instrumenta!
music :
¢ If music be the food of love, play on.”

Much ado about Nothing gives, in act second, music at the mas-
querade. . )

In Richard the Second, we find the king saying,
¢ Music do I hear?

Ha, ha ; keep time:. h6w sow’r sweet music is,
When time is broke, and no proportion kept !"*
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chorusses, diversitied the embellishments derived from the
voice; but in the chamber it was otherwise; the madrigal
constituted almost the only resource for the lovers of domes-
tic strains. To the stock of madrigals that had long been in
practice (compositions, nearly a bundred years old, and fading
in the public favour) Orlando Gibbons, in 1612, added an
excellent set, which were again relieved by ®ight several sets
from the pen of Michael Este. These led the way to Ayres
in four and more parts, and a few single songs, with an ac-
companiment for a lute or viol*. Canonhs, rounds, and
catches were next invented. Of this ingenious and cheerful
species of composition, we luckily have copies of the first
sct that was published. The words of the titlezpage are,
“ Pammelia, Musick’s Miscellany ; or, mixed varietie of plea-
sant Roundelays and delightful Catches of 3,4, 5, 6,7, 8, 9,
10 paits in onet. None so ordinarie as musical, none so
musical as not to all very pleasing and acceptable. London,
printed by William Barley, for R. B. and H. W. & are to
be sold at the Spread Eagle at the north doore of Paules,”
quarto, 1609. 'The music of some of these effusions, espe-
cially that of the canon, is scientific and ingenious ; but the
words are worthy of the wretched state of lyric poetry in that
age. But if versifiers were unable, or little solicitous, to pro-
duce good sense and smooth numbers, musicians appear to
have been equally incapable of judging, or not very scrupulous
in choosing, when they selected their poetical subjects.

* Among these, Ferrabosco’s seem to have been highly distinguish-
el ; as, indeed, they easily might bé, since his,rivals in ballad com-
position were such ill-qualified and obscure musicians as William
Corkine, Robert Jones and John Danyel.

+ Since canons, rounds and catches were not published in score til
after 1762, it does not appear why, prior to that time, it was thought
necessary to describe their parts as several in one.

VOL. 1I, N
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Sometimes, they seem to have thought that any articulate
sounds were sufficient; and to have been as satisfied with
the syllables of solmization, the vulgar burden of key-down,
derry derry down, or even a fa la la, as with the most inspired
lines of Spenser or Shakspeare. T'hese remarks, however, it
is to be understood, apply only to the rounds and catches.
The words of th® canons (gencrally in Latin) consisted of
small portions of the psalms, of other parts of Scripture.
The following specimens of the secular portion of Pamme-
lia, will furnish the reader with a tolerably clear conception
of the taste that in the early part of the seventeenth century,
prevailed in our Lighter domestic music.

CATCH IN FIVE PARTS,

- From PAMMELIA, the first Book of Calches, Canons,
Rounds and Glees, that was printed in England.
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ROUND FOR FIVE VOICES.
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It has already been observed, that at fuist the performance
of masques was not only confined to the court and the pri-
vate mansions of the nobility, but that their dramatis persona
were represented by the most exalted personages. I'he fact
is, that the pxedilection for this species of exhibitiqn which
the Queen of Charles the First found here on her arrival, was
cherished and promoted by her own extsavagant taste for the
same amusement. To the pleasure derived from these repre-
sentations she frequently contributed personally, by repre-
senting the principal character. ln 1650, Ben Jouson’s
Love’s Triumph was acted by the king and shirteen noblemen
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and gentlemen at court*; and Chloridia, another masque,
from the same learued pen, was represented by the queen
and her ladiest. 'T'he next year, among a variety of court
dramas, Tempe Restored, written by Aurelian Towns-
hend, and decorated by Inigo Jones, was performed by her
majesty and her female courtiers : and in 1633, no less than
five masques were performed at different places before the
king and courr, of one of which, The Triumphs of Peace,
written by James Shirley, a pompous and circumstantial ac-
count, left in a manuscript by Lord Commissioner White-
locke, is still extant. It was represented at Whitehall on
Candlemas night. Four gentlemen of each of the four inns
of court were the actors, and Lord Commissioner White-
locke, having the management of the music, sclected Henry
Lawes and Symon Ives to compose “ the alers, lessons and
songs.” 'The expence of the band amounted to a thousand
‘pounds. The performance was preceded by a public ca-
valcade, the clothes of the horsemen cost ten thousand
pounds ; and the general appearance of the show, says White-

* Prastat otiosum esse quam malum agere. Some politicians have
thought the vocation of an actor or a lunatic, a miscrable amusement
for the wisdom of a king. But had Charles’s leisure always been as
innocently employed, he had died in his bed.

4 Prynne’s Histrio-mastiz, published at this time, was supposed, in
that part of it which treats of female players, to allude to the queen
and her ladies. On this ground he was cited to the Star-Chamber,
which uwnconstitutional, abominable, and merciless court sentenced him
to imprisonmeat for hite, a fine of five thousand pounds, expulsion fromn
Lincoln’s Jun, and tq be ¢ dishdrred and disqualified from practising
the law, degraded of his degree in the university, to be set in the pillory,
his ears cut off, and lns book burned by the hands of the common hang-
man.”” This infamous senience was as infamously executed. 1t was
one of the English people who suffered this savage barbarity ; and the
English people looked quietly on. Proh Pudor!
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Jocke, was the most splendid and glorious that ever was seen
in Eugland. The Lord Commissioner composed for the
occasion a Coranto, of which his vanity gives the following
account,

“] was so conversant with the musitians, and so willing to
gaine their favour, especially at this time, that I composed an
ater myselfy with the assistance of Mr. Ives, and called it
Whitelocke's Coranto ; which being cried up, was first play-
cd publiquely by the Blackefryer's musicke, who were then
esteemed the best of common musitians in London. When-
ever [ came to that house (as I did sometimes in those dayes)
though not often, to see a play, the musitians would pre-
sently play Whitelocke’s Coranto, and it was so.often called
for, that they would have it played twice or thrice in an af-
ternoon.  The queen hearing it, would not be perswaded
that it was made by an Englishman, bicause she said it was
fuller of life and spirit than the English aiers use to be ; butt
she honoured the Coranto and the maker of it with her ma-
Justyes royall comwendation. It grew to that request that
all the common musitians in this towne, and all over the
kingdome, got the composition of it, and played it publiquely
in all places, for above thirtie years after,”

Whitelocke, when writing his  Labours remembered in
the amnales of his Lfe,” for the use of his childien, thought
this hittle movement worthy of inseition.  Could he and Ives
know that it is deemed worthy of decorating this history of
the two co-partuers, the latter, perhéps, would feel the
greatest excitement to gratitude.
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Besides the Triumphs of Peace, the Faithful Shepherdess
of Fletcher, and Ceelum Britannicum, by Carew, were, in
the same year, performed at Whitehall; the latter piece
by the King, Queen, Duke of Lenox, Earls of Devonshire,
IHolland, and other noblemen. .

But the year 1634 was distinguished by the appearance of
a drama, the iutrinsic worth and splendour of which could de-
rive uo honours from the municipal elevation of its per-
formers. The Masque of Comus beamed with the poctical
genius of Milton, and gave exercise to the musical talents of
Henry Lawes. This drama, represented at Ludlow Castle,
had among its actors John, Lord Viscount Brackley, who per-
sonated the Elder DBrother; his brother 'Thomas, who
played the Second Brother ; Lady Alice Egerton, the repre-
sentative of the Lady ; and the composer of the music, wha
performed the part of Thyrsis*.

* It is remarkable that this poem was edited and pubhshed by
Lawes. It was printed in -1637, without the author’s name. In his
dedheation to Lord Brackley, the editor says, that, ¢ altlxongh not
openly acknowledged by the author, yet it is legitimate offspring.
so lovely and so much to be desired, that the often copying of it hath
tired my pen to give my severall friends satisfaction, and brought me to
the necessity of producing it to the publick view.” The high opinion
Milton entertained of Lawes’s musical powers, has been noticed in the
preceding chapter: the wards the “poct puts in the mouth of Thyrs:is
corroborate the proof of lus esteem and admiration of his abilities :

(13

- but 1 must oft’
These my sky robes, spun out of Iris’ woo,
And take the weeds and likeuess of a swain,

"That to the service ofthisohouse.belon.gs, .
Wheo with his soft pipe and simooth-dittied song,
Well knows to still the wild winds when they roar,

" - And hush the waving woods. ”’

The line; ‘“ That to the service of this house belongs,” alludes to the

composer’s professional connexion with the Bridgewater family, in
which he taught.
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The music of Comus originally consisted of that applied to
the songs, « Sweet Echo ;” “ Sabrina, fair;” “ Back, Shep-
herds, back ;” and to the passages beginning, ¢ To the ocean
now I fly ;” and, «“ Now my task is smoothly done ;” to which
is added, a song given to Sabrina «“ By the rushy fringed
banks,” the music to the Dance of Comus’ attendants, and
also some other short instrumental movements illustrative of
the scene and its business. In Milton’s opinion, the greut
quality in Lawes, as a composer, was his ¢ exact accommo-
dation of the accent of the music and the quantities of the
verse.” The following sample shall support or invalidate th

poet’s judgment.
AIR IN COMUS.

As originally set by Henry Lawes
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sphere.  So may’st thou be transplanted to the skies,
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* With Dr. Burney’s objection to the long note given in this song,
to the first syllable of the word violet, and the awkward intersal in the
last bar but eight, I fully agree; but eannot subscribe to his censure
of the first syllable of the word danghter being" thrown upon the
unaccented part of a bar, because the continuance of the note to the
beginning of the succeeding bar justifies the liberty. The long note
given to the monosyllable sad, far from being anomalous, is certainly
appropriate and judicious,

VOL. 1L N
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So fashionable had this species of amusement grown, that
in each of the succeeding five years a new masque was
produced: the first, written by Sir William Davenant, ‘was
called The Triumphs of the Prince d’ Amour, the music by
Lawes; (performed at the Duke of York’s palace in the
Middle Temple:) of the second, The King and Queen’s
Entertainment, (performed at Richmond) the music way
composed by Charles Hopper; Britannia Triumphans,
produced in 1637, by Sir William Davenant and Inigo Jones,
was represented at Whitehall. Lwminalia; or, the Festival
of Light, was in the same year acted by the queen and the
ladies of her court. In 1638, The Glories of Spring, a
masque, written by Nabbs; and the Temple of Love, by Sir
William Davenant, were brought forward: and the following
season, appeared Salpacida Spolia, (the words by Sir Wil-
liam Davenant, and the music by Lewis Richard, master of
the king’s band) performed at Whitehall, by the queen and
her ladies *.

Charles the First, insensible as he was to the charms, and
the value, of state harmony, appears to have had a strong
predilection for the “ concord of sweet sounds,” and to have
been disposed to promote the interest of musicians. In the
eleventh year of his reign, in imitation of James, who had in-
corporated the professors of London, he granted to the most
eminent of the profession a charter incorporating them by the
style and titles of marshall, wardens, and cominality of the
arte and science of musick in Westminster, in the county of

* Microcosmns, produced in 1637 at the play-house in Salisbury-
Court, is worthy of notice, as the first masque represented on a public
stage ; no less 50 is Salmacida Spolia, on account of its having been the
last drama in which Charles and his consort trod the theatric boards.
They had long been in the habit of «cting; the time was now ap-
proaching when they were to retire.
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Middlesex ; investing them with various extraordinary
powers and privileges ¥.

During this and the previous reign, a great variety of de-
tached vocal compositions weére produced, most of which
were printed in the collections of the times. Ina publication
by Playford, of Select musical Ayres and Dialogues, we find
the names of Dr. Wilson, Dr. Charles Colman, and Nicholas
Laniere, And in his three separate books of Ayres and
Dialogues, Lawes published many pleasing melodies. The
following is not only agreeable in its style, but, for the time
in which it was composed, singular in its measure.

SONG, -

Set by Henry Lawes.

§ e " perecee:
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A lover once I did es - py, with bleeding
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heart and  weeping eye, he  wept and
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Lot o ee  H

* The privileges granted by James, were confined to London ; but
the powers vested by Charles extended throughout the whole reslm
N2
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cried, how great’s  his pain, that lives in
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love, and loves in vain.
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Fo this song I will add the following saraband (composed
by Lawes's brother) which has lately fallcn into my hands.

SARABAND.

Composed by WiLLiam Lawes.

gEEE=™ ¢ F

of England, the -c(!.un{y palatine of Chester only excepted, in favour
of the Dutton family to sovereignty over the minstrels of that palati-
nate; and none were suffered to exercise and practise the art or
science of music without a licence granted to them by this company,
after trial of their abilities. Dangerous powers ! but emanating natu-
rully enough from a tyrant.
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The music of the song introduced in Ben Jonson’s’ Volpone,
was produced by Ferrabosco in 1605. Its insertion here
will not only further illustrate the general cast of the vocal
melody of that age, but give the reader an opportunity of
Judging of the particular talents of its composer.
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fruits to  steal,
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This composition of Ferrabosco, too vague and.diffusive
to be caught by the common ear, must have been confined
to the gxecution of professed vocalists, or skilful amateurs.
The following air has more unity, as well as more familiarity,
in its style ; and presents a sample of the popular melody of
the time at which it was composed.

Of the time of James I.

SONG

Auctor In

certus.
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Tell me dearest,

love, 'Tis a
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lightingefrom a - bove; 'Tis an arrow, ’tis’ a
E - & - ] o |




HISTORY OF MUSIC. 187

N A

fire; 'Tis a  boy theyecall de - sire.
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"Tis a grave gapes to have those poor
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It was not till the seventeenth century that instrumental
music in parts, prevailed in the chambtr. Called in to sup-
port and reinforce the vocal tones in the performanée of
madrigals, it discovered lts power to afford pleasure inde-
pendently of the voice ; and opened a new field for musical
exertion, Pieces of three, four, five and six parts, wholly

1
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written for viols and other instruments, wcre composed
under the general name of fantasies. Such attraction did
this polyphonic instrumental music derive from its novelty,
that motets and madrigals were converted into lessons and
symphonies, and performed as fantasies or fancies *.

The instruments to which these fancies were adapted,
consisted of viols of different sizes. The practice of instru-
mental music in parts, became by degrees so general, that
almost every musical family was in possession of two trebles,
two tenors, and {wo basses, which constituted what was called
a chest +. 'The necessity instrumental performers were un-

* The madrigals of Bird, Ferrabosco, Ravenseroft, Coperiano, Dr.
.Bull, Orlando Gibbons, and other eminent masters were particularly
selected for these metamorphoses. The title-page of a set ®f madrigals
by the latter composer, states as a recommendation of the works, that
they are apt for voices and for viols.

1 These viols were all fretted, and their compass and accordatura,
were as follows :

Bass Viol, or Viol da Gamba.

Tenor Viol, or Viol da Bracia.

& (@) p— M
© - )
Treble Viol.
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der, of confining their execution to vocal compositions (for
there was yet no instrumental music in parts, properly so de-
nominated) limited their practice, and checked the progress
of manual facility. For agility and accent, grace and ex-
pression, there was no scope. If in the natural progression
of things, instrumental composition was afterwards attempted,
by Orlando Gibbons, and other of the great masaters, which
did but discover their ignorance of the true nature of in-
strumental music, the state of instrumental performauce
might be admitted as an ample excuse for their deficiency.
Since viols were fretted, the powers of the bow were un-
known ; and if to this disadvantage, we add the narrow limits
of the instrumental scales, we shall perceive how little was
left to the efforts of genius in this department of composi-
tion. Yet the composers were satisfied with themselves, and
the public with their labours, for neither the composers nor
the public had heard any thing better ¥,

John Jenkins, with whom, as a voluminous composer for
viols, the reader has already been made acquainted, produced
one instrumental piece, which, in point of popularity, sur-
passed all his other productions. About the year 1668, a
book, entitled, Tintinnalogia, or the Art of Ringing, was
published. It excited very general attention ; and Jenkins
having perused the contents, was struck with the idea of com-
posing a piece analagous to the music of bells. Hence, the

* Simpson, in his Compendium, published 1667, speaking of fan-
cies, says, * that the lovers of instrumental music need not have re-
course to outlandish authors for compositions of this kind ; no nation,’’
says he, ““ in my opinion, being equal to the i:nglish in that way ; as
well for their exccllent as for their various and numerous consorts of

three, four, five, and six parts, made properly for instruments, of
which fawcies are the chief.”
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following composition; which he called The Five Bell
Consorte. ,

I do not insert it, (as will soon be discovered) on account
of its imitative excellence. Since it was meant as a copy, or
sample of bell-music, its explanatory title was very necessary.

THE FIVE BELL CONSORTE.

By JoHN JENKINS.
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To these may be 3dded the Round, by Weelkes, a com-

»
poser whose talepts were some honour to the same age.

1st. 2d.
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I  cannot eate my mete, My stomak
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is not good ; But I doe think that
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1 can drink,
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With him that beares a hood

THE SAME IN SCORE
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The almost incessant struggle between the drbitrary
principles of the crown, and the free spirit-of the people, that
took place just as music was deriving new powers from the
labours of genius, and rising to a new eminence among the
nobler arts, threw an impervious shade over the brilliant
prospects of her professors, and checked her zrdent march, *

During this turbulent period, but little music was printed.
Indeed, for keyed instruments nothing appeared from the time
of the publication of Parthenia till 1657, when the science
and ingenuity of Dr. Bull, Dr. Rogers, Oilando Gibbons,
and others, were displayed in a book of lessons for the virginal.
Of the abilities of the latter two of these distinguished
masters, in the construction of close, intricate, and difficult
harmony, the two following examples, while they close the
present chapter, will present sufficient proofs.

A JEGG.

Composed by Brxsaxiy Rocers of Windsor. 1678,
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THE QUEENE'S COMMAND.
L]

A Lesson composed by OrLANDO GiBBONS.
The first music ever printed for the Virginals. London, 1655,
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Followed by alternate variations in the bass and treble,

SIR EGLAMORE. Auctor Incertus.
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Sir E - glamore  that  valiant knight,
Y od . a—d. 4]‘ : -

. —te . | 1| '

- S— +




204 HISTORY OF MUSIC.

g—g"f' 4 =
i —%

fa la lan - kee downe dil - ly; He

i
nf ‘IL
Y
4
]

)
1] —
] e

took up his sword and he wentto fight, fa la

el 1
S i
{ 1

=1
== +
T
S
—P = Q_F—ﬁ—
S —F e
lankee downe dil - ly, And as he rode o’er
N
S e —
1 =
S~/
]
| ﬁ:"
g— T ¢ f
hill and dale all armed  with a

0 —'—|—_1
= e

L



HISTORY OF MUSIC. 203

- |
) 1
~—J —
L] o
0 e
coat of maile fa la la la la
—d.
l l —
0 NN IR g ) o
s d M "o o
LI | i ! ° {
L | L)
.
.
NP & " S
i 1 i | - ol
o B B [
o

la la' lankee downe dil - ly.

8
.
) el
: . - 3 1
{ ) ) 1}
—
2 >~




CEHAP. VIIL

STATE OP MUSIC IN ENGLAND, FROM THE PROTEC-
TORATE TO THE TIME OF PURCELL.

T HOUGH inder the Lord Protector, instramental music
continued to be practised and encouraged; vocal composition
was not m'glected The career of several musicians whoge
subsequant eminence, as vocal composers, conferred honour
<on their-country, commenced about the same time with the
power of Oliver: and the namerous works of masters of
established fame, which daily issued from the press, prove
the esteem in which their merit was still held, and that musie
remained in a favourable course of cultivation.

The chief, and almost only musical publisher of that time
was the well-known John Playford, a tglerable musician him-
self*. Greatly as the compositions of Henry Lawes were
admired, they were circulated in manuscript, till printed by
this music-seller, who, in 1653, gave the public the first
book of that master’s Ayres and Dialogues, in folio. The
same year he printed ‘ Select musical Airs and Dialogues,”
by Dr. John Wilson, Dr. Charles Colman, Messrs. William
and Henry Lawes, Laniere, Webb, Smegergil, Edward Col-
man, and Jeremy Saville. Two years after this, Playford

+ Ashmolean msnuscript motices this music-seller, so distin-

in his tims, He was elerk of the Temple church, near the
door of which hi# shép wes situated. His dwelling-house wss in
Arundel- street, in the Strand.
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produced the first edition of his own Inrtrodaction to the
Skill of Music,the rapid and extensive sale of which affords
another argument of the general propensity for the know-
ledge of music*. Nearly at the same time, this diligent
editor published “ Court Ayres, by Dr. Colman, William
Lawes, John Jenkins, Simpson, Child, Cook, Rogers, &c.”
and a variety of other works.

The public theatre closed, music was confined to private
amusement : and the more eagerly was it domestically prac-
tised, not only as a gratification, which could not be found
abroad, but as an enjoyment that puritanism forbad +. In
1657 were published the Lessons for the Virginals, by Bull,
Gibbons, Rogers, and other eminent masters. - And in this
year MarTHEw LockE first appeared as an author},—a
name of sufficient importance to excuse my breaking the
thread of musical publications that appeared about this
time, for the purpose of acquainting the reader with some
particulars of his life, and the extent of his merit.

This original and ingenious composer, rose by his merit, from
the situation of a chorister in the cathedral church of Exeter, te
that of one of the most distinguishgd masters ofhis time. Be-
coming a pupil of Edward Gibbons, he was sedulous to avail
himself of his good fortune, and reaped from thefield of his la-
bours a plentiful harvest. Though the disciple of a church
composer, and bred in a cathedral, his taste attached itself to

* This work, printed in 1655, arrived, in 1683, 8t its tenth edition.

1 By the censurers of the drama, music was net -spamd."Gwon.
the first writer against the immorality of the Hrama, fell with equal
mercy upon playwrights, actors, and musicians. Thne latter he digni-
fied with the mrame of pipers. - And Pryone, who followed him, ulked
against amorous fancies, and love-provoking songt.

¢ In this year, he published his Zittls Consort of three Parts, for
Va‘ch, consisting of pavans, ayres, corants, and sarabands. -
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the style of the theatre ; and, with what succéss, his excellent
and ¥nique music to Shakspeare’s Macbeth best explains.
Locke became so eminent as to be selected to compose the
music for, the public entry of Charles the Sccond ; and ac-
quitted himself to the satisfaction of ‘all who heard it. His
genius, indeed, seems to have been of a ductile description §
since he produced many church compositions that bear avi-
dence of his skill and ingenuity in that species of music.

It is said of Locke, that he was of a querulous disposition ;
and, thereforé, had many enemies ; but, to account for any
personal hostilities he might experience, it would be sufficient
to recollect, that he was a man of genius; he was more ;
for his genius was original and self-sustained : a raie, but not
always a fortunate gift. Composer to the king, the powers
.of his imagination dictatcd a relief to the monotonous mode
in which the ten commandments were usually chanted ; and
dulness was offended with the innovation *.

About the year 1672, Locke was engaged in a controversy
with one Thomas Salmon, a master of arts, Trinity College,
Oxford, who published a tract in which he proposed to abo-
lish the use of lhe dliTetent cliffs, and. to substitute the letter
B for the bass, M for the mean or tenor part, and T'r. for the
treble. The only reason to be offered in excuse for Salmori’s
writing so idly, ought to have warned him against writihg at
all ;—he was ignorant of the subject upon which he expa-
tiated. Locke, no less vexed at this projector’s presump-
tion, in intruding upon a science Be did not understand, than
irritated by the gert and self-sufficient terms in which he ex-
pressed himself, answered the pamphlet. The history of this

* [inprovements unsul;poned by favour, have ever been dangerous
to the innovators. A position, of the truth of which, the fields of re-
ligion, politics, momls, aud scicnce, abound with warning demon-

strations. -
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controversy is of little importance, and would be without
that little, were not Locke one of the disputants. Respect-
ing who ‘had the best of the argumeh, in a question on
which one of the antagonists was so thoroughly enlightened,
and the other so completely in the dark, it would be easy to
suppose, even if it were not known, that after several publi-
cations, pro and con, Locke reduced his adversary to silence,
and convinced the public of the confusion that would inevi-
tubly result from the ejectment of the cliffs *.

Notwithstanding the general prohibition of plays, the per-
formance of operas was permitted, under the title of ¢ Enter-
taimnents in Declamation and Music, after the Manuer of the
Ancients.”  This licence, acted upon as early as 1656, by Sir
William Daveunant, at Rutland House, in Charterhouse-
square, was afterwards assumed as a sauction by Shadwell,
who produced an opera under the title of Psyche, the music
of which was composed by Locke, in 1675, and published in
score. A

It is to this memorable composer that the world is in-
debted for the first rules ever published in this kingdom on
the subject of continued or thorough bass+. His work (called

* This idle dispute upon a point which, as every real musician
knows, reasonably speaking, admits of none, drew into its vortex
John l’layi'on], who, of course, supported Locke and the science. The
order of the attacks and retorts was as foilows :

1. Essay to the Advancement of Music, by Thomas Salon.

2. Obscrvations thereon by Matthew Locke.

3. A Vindication of an Essay to the Advancement of Music, from
Mr. Matthew Locke’s ohgervations, inquiring into the real nature and
most convenient practice of that science, by Thumas.Salmon, M. A. of
Trin. Coll. Oxon,

4. The present. Practice of Music vindicated, with the Duellum
n!uaicum, and Playford’s Letter, by Matthew Locke.

1+ The work was published in 1673, and entitled Melothesiu,

VOL. Il P
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A little Consort) consisting of pieces in three parts, for viols
or violins, has just ‘been mentioned in a note. Tq these and
his other productions already noticed, are to be added, a va-
riety of detached songs, some of which appeared in miscel-
laneous works, entitled the Theater & Music, the Treasury
of Music*, &c. &e.

The following short pieces present evidence of his talents
in two dissimilar, though lively, provinces of composition.

GLEE.

From Playford’s Musical Companion.
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Ne'er trouble thy - self a - bout
—- —_— -
=P = =
T L
Ne'er trouble thy - self a - bout
. - 8 . e
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Ne'er trouble thy - self a - bout

* In the Theater of Music isa dialogue, “When death shall part us
from these kids,” set by Locke, which was rivalled only by Dr. Blow’s
*“ Go perjured man."’ ¢
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When Locke composed the Morning Service, in which he
committed the deadly sin of robbing the Commandments of
their wonted monotony, he was of the Chapel-Royal, and by
consequence a protestant; but it appears certain, that he af-
terwards adopted the superstitious creed of the Roman com-
munion, became organist to Catharine of Portugal, the con-
sort of our Second Charles, and in 1677, died in the per-
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=uasion, that wine may be converted into blood, and bread to
human flesh. )

The published works of this composer bore but a small
proportion to the mass of compositions printed durmg the
reigns of Oliver and Charles the Second. Among these, and
in the last year of the Protectorate, appeared, *“ The Di-
vision Violist, or an Introduction to the playing upon a
Ground, by Christ. Simpson.” The prevailing instrument at
this time was the base-viol, or viol da gamba. Many pieces
were purposely composed for it; and the first masters ap-
pear to have been ambitious of distinguishing themselves in
its performance®. But this instrument, like the lute, great as
were its powers, had its day, and no moret. -

Though the civil war, forced upon the parliament by regal
tyranny, considerably checked the cultivation of music in the
metropolis, in some parts of the island, it still continued to
floursh.  Previous to the establishment of the Protectorate,
many professors, driven from the cathedrals, of the capital,,
fled to Oxford, where most of them remained, till the grand
defeat at Naseby. After that event, silence seems to have
been inposed upon the vocal muse; for it was not till 16,6,
that her voice was heard again either in music meetings,
clubs, or concerts. For an account of the state of music at
the unversity, while its professors practised there undisturbed
by Puritanism, we are obliged to the faithful diligence of
AnTonY Woob. This'wigilant, industrious, and useful an-
tiquary, to whose authority 1 have so often resorted, and on
whose integrity 1 have so constantly depended, well merits to

* Among those we find Dr. Colman, Coperario, William Lawes,
Jenkins, Lupo, Mico, and Loosemore.

1+ The shortness of its predominance may, perhaps, be justly im-
puted to the extreme nasality of its tone,
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be formally noticed in a work including in its plan the- bio-
graphy of musicians, theoretical and practical.

Anthony Wood, born at Oxford, 1632, was passionately
partial to amusic, a proficient on the violin, if not a sound
musician, as will appear from the following extract from his
life written by himself :

“ This year (1651) A. W. began to exercise his natural and
insatrable Genic for Music. He exercised his hand on the
viviin, and having a good eare to take any tune at first
heuring, he could quickly draw it out fram the violin, but not
with the same tuning of strings that others used. He wanted
Unders:anding, Friends, and Money, to pick him out a good
master, othewrwise he might have equalled in that iustrument,
and in singing, auy person then in the Universitie. He had
some Companions thet were Musicians, but they wanted In-
struction as well as he.” ‘

" In another passage (p. 74) he tells us, ¢ that Geing taken ill
e retired to Cassington, and there learn’t to ring on the six
bells, then newly put up; and having had from his most ten-
der yeares, an extraordinary ravishing delight in musick, he
practiced privatcly there, withaut the help of an instructor,
to play on the violin. It was then that he set and tuned his
strings in fourths and not in fifths, according to the manner;
and having a good eare, and being ready to smg any tune,
upon hearing it once or twice, he would play them all in
short time with the said way of tuning, which was never
knowne before.”

After remaining at Cassington through the summer of 1653,
he returned to Oxford, where he contrived to “ entertain a
master.” '[his mascer, Charles Griffith, taught him to per-
form on a violin tuned in fifths, and by his pupil was deemed
an excellent artist, till his own better knowledge undeceived
him. Wood proceeds to inform us, “ that whereas A. W,
had before learned to play on the violin by the instruction of
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Charles Griffith, and afterwards of Joseph Parker, one of the
Universitie musicians, he was now advis’d to entertaine one
Will. James, a dancing-mastej, by some accounted excellent
for that instrument; and the rather, because it was said,
Jthat he obtained his knowledge in dancing and musick in
France.”

Having practised half a year under James, who proved but
an indifferent tutor, Wood found himself qualified to join the
private meetings of gentlemen who associated to play in
concert on viols, &c. that is, on the treble viol, tenor, counter-
tenor and bass, with an organ, visginal, or harpsichon, ma-
king, five distinct parts. The violin, at that time used only
by common performers who played in no mose than two
parts, was despised by those who performed in three, four, or
five parts, and not admitted into their band. “ But,” says our
antiquary, ¢ before the Restoration, and especially after,
viols began to be out of fashion, and only violins were used; as
treble-violin, tenor and bass-violin; and "the king, according
to the French mode, would have twenty-four violins playing
before him, while he was at meales, as being more airie and
brisk than viols.”

While Wood’s natural taste in respect of society, was gra-
tified by the company into which by his growing abilities as
a practical musician he was introduced, his thirst for know-
ledge was indulged by the learned libraries by which, in Ox-
ford, he was surrounded. His life there, he tells us, had be-
come “ a perfect Elysium.” All the time allowed him, by
what his expansive mind considered of more importance, the
study of Euglish history, antiquities, heraldry, and genea-
logies, he devoted to tlie study of his belaved science, and its
vocal or instrumental exercise. In the habit of attending the
weekly music-meetings of Mr. William Ellis, organist of St.
John’s college, he never was absent from them but with a
pain which did not subside till the return of the concert day.
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It has been said of Wood, that he was credulous or super-
stitions ; and that with respect to music, he was too enthusi-
astic to possess a critical judgpent of composition, or speak
with precision of its effects. For this assertion there was
probably some foundation: but, indisputably, his taste was of
the higher order, and we know that his opinions had expe-
rience for their basis ; therefore, on the whole, it would ap-
pear, that his dicfa in matters of musical merit, have claim to
our respect. 'This is a particular in which both musicians
and amateurs are interested, since on his records they have
chiefly or entirely to rely for true and satisfactory informa-
tion respecting the characters, merits, and manners of many
masters, whese habits, genius and labours, without such a
memorialist, would have been unknown to us.

At the return of the Stuart line, Puritanism vanished, the
musicians of London reappeared in the 'melropolis, the or-
gans were restored to the churches, and the theatres again in-
vited the lovers of the drama and cheerful music *,

During the reign of Charles the Second, French music was
>0 much more prevalent here than Italian, that in the English
composers of that time passages continually occur which
point oyt Lulli as the fount from which they flowed. Per.-
uam HuMPHREY, indeed, one of the first set of children of
the Chapel Royal, after the Restoration, afterwards a gentle-

* The theatrical orchestras were more easily supplied with instru-
ments than the church galleries. Organs were procured with difficulty.
The whole kingdom was calling out for them ; and there were not in
the country more than four builders,—Dallans, Loosemore of Exeter,
Thamar of Peterbormlgh, and Preston of York. Father Smith and
Harris, tempted by the premium offered to foreign organ-builders,
came to England from Germany and France, and erected many in-
struments, two of which are those of Whitehall Chapel, and the

Temple church.
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wan of the Chapel Royal, then master of the children, and a
respectable ecclesiastical composer, was, by the king sent to
Paris, to study under that great master. The talents of
Humphrey were not limited to theory and composition. His
vocal performance to the lute was equally or more admired
than his authems. A memorable proof of his excellence on
this instrument exists in the alleged cause of the death of
CartaiN Henry Cooxk, appointed, at the Restoration,
master of the children of the Chapel Royal. According to
Anthony Wood, MS. Memoirs in the Ashmol Library, the
Captain “ was esteemed the best musician of his time to sing
to the lute, till Pelham Humphrey, his scimlar, camec up,
after which he died of grief.”

Dr.Joun Brow, (a native of North Collmgham, in Not-
tinghamshire) was a fellow pupil with Humphrey ; but he had
the advantage of not only being instructed by Captain Cook,
but by Hingeston, who had been domestic organist to the Pro-
tector, and also by Dr. Clrist. Gibbons. In 1673, this ex-
cellent musician became one of the gentlemen of the chapel ;
and the pext year, succeeded Humphrey as master of the
children. In 1685, he was nominated one of the private
musicians to James the Second, and in 1687, appointed

almoner and master of the choristers of the cathedral church
of St. Paul. It is a. distinguishing incident in Blow’s pro-
fessional career, that, instead of receiving his degree fromn one
of the universities, he was complimented with a diploma by
Archbishop Sanscroft, whose authority was honourably ex-
ercised in doing justice to the musician’s merit. Upon the
decease of Purcell, in 1605, this great,master became or-
ganist of Westminster Abbey,‘and four years afterwards, was
selected as composer to the king *!

* The occasion of the establishment of a composer for the Cha'pel'
Royal was the following. ¢ After the revolution,”’ says Sir John
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Dr. Blow was as remarkable for the precosity as the
splendor of his talents. In Clifford’s Collection of Sacred
Music, are several anthems subscribed < John Blow, one of
the children of his majesty’s chapel.” Charles the Second
appears to have been sensible of his merit. Asking Dr. Blow
one day, if he thought he could imitate Carissim’s duet,
“ Dite o Cieli,” the Doctor modestly asked the king’s per-
mission to try; and the result of his effort was, that fine

composition, “ Go perjured man*.”

Hawkins, ¢ and while King Williain was in Flanders, the summer re-
sidence of Queehlary was at Hampton Court. Dr. Tillotson was
then Dean of St. Paul’s, and the reverend Mr. Gostling Sub-Dean, and
also a gentleman of the chapel. The Dcan would frequently take Mr.
Gostling in his chariot thither to attend the chapel duty ; and in one
of those journies, talking of church-music, he mentioned it as a
common observation, that it then fell short of what it had been in
the preceding reign, which the Queen herself had noticed. Gost-
ling observed, that Dr. Blow and Mr. Purcell were capable of
producing, at least, as good anthems as most of those which had
been so much admired, which a proper encouragement would soon
prove. This the Dean mentioned to her Majesty, who profited by
the hint, and for eighty pounds per annum, purchased the exertions
of two of the greatest musical composcrs that Eugland ever produced.
Their attendance was limited to alternate months; and, on the first
Sunday of his month, each was required to producea newanthem. The
salaries of the chapel composers have sincc been augmented to seventy-
three pounds each.”

* This song was first published singly, and in 1087, reprinted by
Playford, in the Theater of Music. Thirteen years afterwards it was
again published by the Doctor, with the addition of instrumental parts,
in his Amphion Anglicus. 'To the formation of this vocal collection
Blow was professedly* and evidently instigated by the example of
Purcell’s Orpleus Britannicus, published by the widow of that un-
rivalled master. Its title was ¢ Amphion Anglicus, containing com-

. positions for one, two, three, and four voices, with accompaniments
of instrumental music, and a thorough-bass figured for the organ.

barpsichord, or theorbo-lute.” |
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In the dedication of his well-known work, Amphion Angli-
cus, to the Princess Anne of Denmark, Dr. Blow apprizes
royal highness that he is preparing to publish his church-
services and other sacred compositions ; but,®unfortunately,
he did not live to fulfil hiy intention. To the Amphion
Anglicus, according to the custom of the times, are prefixed
several commendatory verses; but none the warmth of
which cxceeds the deserts of the composer. They are the
more honourable to him as emanating from his peers in mu-
sical judgment;—Jeremiah Clark, William Croft, and John
Barret. The harmony of these polyphonic songs is pure,
the contrivance always ingenious, and the melody, for the
most part, excellent, the time considered in which it was
produced ; a time when, in composition, grace and eloquence
were such scarce features. -

Blow’s church music, though never collected in a body, is
voluminous. More than forty different compositions, con-
sisting of services and verse anthems, are extant in the choir-
books of our cathedrals. 'The gencral style of his choral pro-
ductions is bold and grand: and if as a contrapuntist, while
he is often pathetic and original in his subjccts, he is some-
times a little licentious and even inaccurate in their treatment,
it sees the office or duty of candour, to attribute his faults
to haste, and his obligation to so abundantly supply the
Chapel Royal. Dr. Burney has pointed out specimens
of what he calls, “ Dr. Blow’s crudities.” The passages to
which he objects, I will not attempt to defend : but I will say,
that the composer deserves to have them forgiven. His
genius and science plead for his sins, and among the musi-
cians of his country, have not failed to cénfer upon his name
lasting honour and veneration. '

Besides his Services, Anthéms and Songs, in parts, Dr.
Blow set to music an Ode for St. Cecilia’s Day, an Ode on
the Death of Purcell, his illustrious scholar, a great number

4
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of Catches, a collection of Harpsichord Lessons, and a va-
riety of Ballads. The airs of the latter are in general smooth,
chantant, and natural. We trace in them a mixture of the
Scotch and English, which imparts a novelty and agreeablc-
ness of effect. The following little samples of song-melody

will suffice to give an idea of his style in that species of
composition.

PASTORAL BALLAD.
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This great musician lies buried in the north aisle of West-
minster Abbey. The following is the inscription on his
monument. .

Here lies the body
Of Joun Brow, Doctor in Musick,
‘Who was organist, compaser, and
Master of the children of the Chapel
Royal for the space of 33 years,
In the reigns of
K. Cha. 2. King Ja, 2:
K. Wm & Q. Mary, and
Her present majesiy Q. Aave,
And also organist of this collegiate church,
About 15 years.
He was scholar to the excel:ent musician
Dr. Christopher Gibbons,

And master of the tamous Mr. I1. Purcell,
And most of the eminent masters in musick since.
He dicd Oct. 1. 1708, in the GUth year of his age.

His own musical compositions,
Especially his church musick,
Are a far nobler monument
To his memory,

Than any other that can be raised

For him *.

* Dr. Blow was handsome, and remarkable for the gravity and
decency of his deportment.  ITe married Elizabeth, the only daughter
of Edward Braddock, one of the gentlemen and clerk of the cheque
at the Royal Chapel, one of the choir, and master of the children of
Westminster Abbey. She died in child-bed on the twenty-ninth day
of October, 1683, aged thirty. By this lady, he bad four children, viz.
4 son, named John, and three danghters ; Elizabeth, married to Wil-
liam Edgeworth, Esq;, Catherine, and Mary. John died on the second’
of June, 1693, aged fifteen ; he lies buried in the north ambulatory of
the cloister of Westminster Abbey, next to his mother; with an inscrip-
tion, purpoerting, that he was a youth of great towardness and extraor-
dinary hopes.  Elizabeth died the sccond of December, 1719; Ca-
therine the nineteenth of May, 1730, and Mary the nineteenth of

November, 1739
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Micuaer, Wise, another eminent church composer, was
a native of Wiltshire. Like Humphreys and Blow, he was
fostered in the Chapel Royal, immediately after the return of
the Stuarts : and hke those masters he excelled to a degree
that was only surpassed by the inspired Purcell. In 1668, this
mellifluous and elegant contrapuntist was appointed master of
the choristers in the cathedral of Salisbury; in 1673 became
the successor of Raphael Courtville, as a gentleman of the
Chapel Royal; and in the following year, was preferred to
the situation of almoner and master of the choristers of St.
Paul's.  Charles the Secoud had a’high sense of his merit,
aud i a progress which he ongce made, appointed him one of
Lis suite *, .

The geuius of Wise was displayed in several very excellent
anthems.  His “ Awake up, my glory,” or, “ Prepare ye
the way of the Lord,” and, “ Awake, put on thy strength,”
exhibit @ bold and independent imagination, aided by great
depth of science, and solidity of judgment. Tt is an ex-
alted, but well-merited culogium, to say, that the ecclesi-
asiical compositious of this and the two preceding masters,
Humpbrey and Blow, were the wmodels, and formed the
school, of the divine Purcell. But the talents of Wise were
not confined to chufth-music; he composed a variety of
catches, aud two and three part songs. Among the latter,
we have to reckon his celebrated “ Old Chiron thus sung to
his pupil Achilles,” for two voices ; which was long highly
and deservedly popular,

Of his verse anthem for two voices, ¢ The ways of Zion

* Wise had the exclusive privilege of playing at whatever church
the king visited. An indiscreet nse of this right drew upon him
Charles’s displeasure, and caused his suspension. At the coronation
of the Stuarts, Edward Morton was, in consequence, the officiating or-

ganist.
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do mourn,” the first movement is so full of beauty, and se
strongly marked with pathos.and expression, that every mu-
sical and tasteful reader will be gratified by its insertion,
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The advances made in the art of composition by these
masters, the first growth of the chapd in the reign of the
Second Charles, were very propitious, and gave promises of
futuie excellence that were amply fulfilled. It "Tudway, aud
Turner, disciples of Blow, were but of the sccond order of
contrapuntists, and like Christogher Gibbous, added little to
the progress of practical science, their carcer was accoms
panied, and their path Hlummed, by the radiant emanations
of Purcell . From the contemplation of the first pride of

ingish musicians, our “ Orpheus Dritainicus,” the veader
will be but a short while longer detained,

While composition and exceution were procecding, theory
was studied and tanght. ¢ Shoit Ditections fok the Per-
formance of Cathedial Service, by Edwad Lowe, Oxon,
1661,” was the fust didactic work that appemied on the sub-
Ject of music, after the unfortunate reima of the Stuart race.
This tract, to the order of the cathedial service, o1 notation of
the picces, versicles, and respon: cs, added chants for the psalns
ond Te Deym, with Tallis’s Latauy in connterpeint;  the

' D Twdway s talents, suchas they were, shone out very ealy .
m boyhood he was a tolerable composer, produced an anthienn of
consuderable neenit at the age of mmeteen, and at twenty-live, was
quahficd for a bachelov’s degree. That Dr, Tuiner  alnhiies were
equally prematare, the following fact evinees. Chales having gamed
a vietory over the Duteh, the news of which aunved on o SMatuday,
wished to have, the nextday, a new occasional anthem. Mo master
being willing to undertake it, at so short a notice, [humphrey, Blow,
and Turner, all cluldven of the chapel, clubbed their puenle povers,
and excecuted the task.  Dr. €. Gibbons obtamed® lus degree i conse-
quence of a letter written by Chales’s own hand, extorted from him
by his merit, and directed to the Vice-chancellor of Oxford.  This
master’s fort was the organ.  Ths performance on that mstrument was
distinguished when the style of orgran music was complicated and

elahorate to a degree searcely comprehended at present.
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Burial Service of Robert Parsons, and the Feni Creator, all
in four parts.

This publication was followed by “ A Collection of Di-
vine Services and Anthems, usually sung in his Majesty’s
Chapell, and in all the cathedral and collegiate choirs of
England and Ireland, 1664gby James Clifford.”  Clitford’s
work claims to be classed among books of instruction, no
less on account of the intelligence conveyed by its two pre-
faces, than of its  brief directions for the understanding of
that part of the divine service performed with the organ at
St. Paul’s cathedial *.” .

In the same year, and in London, was published, « Templum
Musicum, or the musical synopsis of the learned and famous
Johannes Henricus Alstedius ; being a compendium of the
rudiments both of the mathematical and practical pait of
musick ; of which subject not any book is extant in the Iing-
lish tongne. Taithfully translated out of the Latin, by John
Birchenshaw.” The translation of this work (little more
than a congeries of dry definitions, all which require to be
defined) had just sufficient literature and science to impose
on the fellows of the Royal Society, by a long and flourish-
ing advertisement assuming a scientific air, and promising to
effect impossibilities. The fellows believing that the pio-
found Birchenshaw had really  invented an easy way for
making airy tunes of all sorts by a certain rule, and for
composing in two, three, four, five, six, and seven parts, all
which, by the learner, may be done in a few months,”
adorned and dignitied their Philosophical Transactions for
the year 1672 by the insertign of his prospectus !

* This author concludes his book by informiug his readers, that the
bhest of our masters of later times had found it expedient to reduce the
six syllables of solmization to four, changing ut, re, to sol, la.
Consequently, the sounds of the scale and mutations were generally
expressed in England by mi, fu, sol, la, only.
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In 1667, Christopher Simpson printed his “ Compendium,
or Introduction to practical Musick.” Clecar and sinple in
style, and, in its pretensions, limited to the knowledge of the
author, this little work proved useful, and as an clementary
book, was long and descrvedly in favour.

While these, and mauny similar publications made their ap-
pearance, for the promotion of practical theory, philosophy
deigned to bestow some illaminating aid, in the learned la-
bours of Bacon and Kepler, Galileo and Mersennus, Des
Cartes and Kircher, who threw new light upen the phonics
of the seventeenth century ; a light funther biightened by the
studious gentus of Lord Keeper North, and Lord Brouncher,
Narcissus, Bishop of Ferns, Dr. Wallis and Dr. Holder,
and the penetratimg and stupendous powers of Newton.

But bemgnly as philosophy smiled on the genius of Har-
mony, sincerely as she lent hiev efforts to the interest of the
endcaring cause of music, 1t might be doubted, and reason-
ably doubted, whether she ever added much facility to the
production of mclody, or greatly advanced the art of com-
pounding appreciable sounds. s when the prince of Ling-
lish philosophers dissected a ray of light, he achieved much for
dioptiics, but conferred little, perhaps no obligation on paint-
ing, so when he ascertained the vibrations of sonorous
bodies, and measurcd the velocity of their audible results,
music but faintly felt s claims on her gratitude. The art-
ist and the composer draw their matérials from the stores of
nature, where they abide i full and entire preparation, and
require but the art of local disposition, and the science of
modulatory evolution, to be taught to speak to ghe eye, and
passionately impress the ear. .

From the moment of Elizabeth’s auspicious accession,
this science (with small intermission) has been seen to assume
a more regular march, and its history a warmer glow. That
princess, liberal to the acomplishment she loved, protected
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by her timely injunction, the cultivators of cathedral com-
position :—Clarles the First softened the cares, and relieved
the labours of tyranny, with sacred and scenic strains; and
the very frivolity and hcentiousness of his son stimulated and
fostered musical talents. Lt was in the reign of this peuulti-
mate of the Stuarts that the musician arose whose rare

genjus will form the subject of the succeeding chapter.
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CHAP. IX.

PURCELL.

J I' in the general history of a science, a single ‘master, for
the full estimation of his merits, can claim the devotion of an
entire chapter, it 1s such a master as Purcell 5 if any talents
can sustain and excuse the historian who, for the purpose of
their just delineation, quits for a while the broad path of his
progiess, and descends into  the limited track of a bio-
graphes, they me such taleuts as those of our Englsh Or-
phicns. This musician shone not more by the greatness
than the diversity, by the diversity than the originality, of his
imagigation ; nor did the force of his faney transcend the so-
hidity of lus judgment.  His career was preceded by the
transit of great and conspicuous lights ; but his supeiior ra-
diance eclipsed and survived their glorics.  We read, it is
trae, and vead with pleasure, of Tallis, Gibbons, and Blow;
but of Puicell we fondly discourse, pride owsclves in the
brilhancy and the expanse of his genius, and are content to
identify with his the musical pretensions of our country.
Heury Purcell, the son of Henry, aud n’cphcw of Thomas
Purcell, both musicians and gentlemen of the Chapel Royal,
was born In the year 1658. It was lus misfortune to lose his
father when he was only six years old.  Atthat period, Capt,
Cook was still master of the cluldren, and had unde. ':im the
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second sel of boys since the restoration. Into that set Pur-
cell is supposed to have been reccived. If this conjecture
be correct, it will follow, that he received the first rudiments
of his musical education from Cook. But if in this respect,
some doubt or obscurity covers his infantile years, the veil is
removed from his riper age, and admits a light that exhibits
him completing his studies under Dr. Blow.

For the honour of our musical character, it was fortunate
that the bounty of nature was felt by his understanding, and
seconded by his diligence. As anxious in improving, as
she had been lavish in bestowing, her gifts, he prosccuted his
studies with a sedulousness that kindled into ardour; and
youth, aiméd at the proficiency, and strained for the laurel, of
science and manhood. While a boy, he produced several
anthems that were then sung, and we still sung, to delighted

- congregations. At the deceasc of Dr. Christopher Gibbons,
i the year 1676, wheu he had rcached only his cighteenth
year, he was found qualificd to succced that excellent master,
as organist of Westminster Abbey. To this appointment, at
the death of Mr. dward Lowe, six years afterwards, was
added that of one of the organists to the Chapel Royal.

Wise and Humphrey, in compliance with the tastesof the
king, had indulged in the style of the Italians. Their ex-
ample, either from taste or policy, Purcell readily and suc-
cessfully followed*. The works of Carissimi and Cesti,

* There is a tradition (a tradition once credited) that Mary d’Este,
of Modena, the consort of James the Second, upon her arrival in Eng-
fand, having brought with her a ‘band of musicians, her own country-
men, Purcell, from his personal intimacy with them, and constant at-
tention to their performances, contracted an aflection for the style of
the music they played, and their taste m its execution.

This, however, is now no longer believed. Tndeed, long before
Mary’s arrival, Purcell had perused and contemplated the best Ttalian
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Colonna and Gratiani, Bassani and Stradella, were incessantly
before him, studied by his eye, or practised by his hand, and
while his .zeal regarded them with rapture, his ambition emu-
lated their beauties, Drawing from these rich sources, he
nurtured and confirmed the rising stamen of his own genius ;
and the fruits were a nobler structure of harmony, and a
more elegant and pathetic melody, than hitherto had been
heard in England.

Quickly and sensibly experiencing the favourable effects
of the style he had so wisely adopted, Purcell, in the year
1683, published twelve sonatas for two violins, and a bass
for the organ or harpsichord *. The general frame, or cast,

compositions, and so far formed his style, and enriched his inind, that
only a visit to Ttaly could have improved its polish, or have variegated
and extended his ideas.

* In the preface to this work we find him expressing his sentiments
of the [Italian music. Speaking of his own publication, he <ays,
*¢ For its author he has faithfully endeavoured a just imitation of the
most famed Italian asters, principally to bring the seriousness and
gravity of that sort of musick into vogue and reputation among our
countrymen, whose humour ’tis time now should begin to loath the
levity and balladry of our neighbours. The attempt he eonfessed to
be bold and daring ; there being pens and artists of more eminent abi-
lities, much better qualiticd for the employment than his or himself,
which he well hopes these weak endeavours will in due time provoke
and inflame to a more accurate undertaking. He is not ashamed go
own his unskilfulness in the Italian language, but that is the unhappi-
ness of his education, which cannot justly be counted his fault ; how~
ever, he thinks he may warrantably aflirm, that he is not mistahen in
the power of the Italian notes, or clegancy of their compositions.”

To this work is prefixed a portrait of the author, excellently en-
graved, but so unlike that which accompanies his Orphcus Britannicus,
after a painting of Closterman, that the young musician of twenty-
four, and the composer of thirty-seven years of age, seem two distinct
persons.
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of these pieces seems to indicate an imitation ¢t the sonatas of
Bassani. With the Italian style their passages are strongly
tiuctured; and m their general manncr and conduct they
are positfvcly Italian, 'That this collection was warmly
received, may justly be inferred from the immcdiate induce-
ment he felt to produce another of the same kind ; a set of
ten sonatas, in four parts, the great excellence of one of
which pieces procured it the distinctive name of the GoLDEN
SONATA.

Purcell, c¢ducated in the choir, was naturally addicted to
church composition.  His anthems, by conscquence, were
numeious. These proved so admirable m their kind (and
their very Kimd may almost be called his own) that they
were heard with delight, and universally songht.  An ima-
‘ination so prolific, a science so profound, and a judg-
ment so sterling, were not disregarded by the stage, and the
loveis of domestic music.  He was solicited to embellish
the diama and cnliven the chamber with the rays of his ge-
nius; and in both, their fervor was felt and applauded.  1lis
secular compositions were so superior to thosc of his pre-
decessors, that they scemed to breathe a new spirit, and utter
a new language. The melodics of his songs uniformly de-
monstiate sentiments in union with the numbers they il-
lustrate.  The musician meets the poct with a kindred soul,
invigorates while he appropriates Lis pathos and his fire, in-
fuses into the verse an added ammation, and as it were, revi

vilies the living*,

* Dr: Burney, speaking of this musical luminary, says, ¢ His
songs scem to contain whatever the car conld then wish, or heart
could feel. My father, who was nincteen years of age when Purcell
died, remembered his person very well, and also the effect his anthems
had on himself and the public at the time that many of them were first
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The genius of Purcell, expansive as splendid, embraced,
with equal felicity, cvery species of composition. In the
sphere of devotion, his fugue, imitation, and plain counter-
point, displayed all, and more than all, the science of his pro-
foundest predecessors in the church ; and evinced a feeling,
and force of conception, which declared the warm vividity of
his heart, and the ample resources of his mind.  In adopting,
ke improved, the new and more expressive style received
from the Italians; and in a degree rendered it his own. No
longer confining his sacred compositions to the solitary ac-
companiment of the organ, he enriched and emblazoned his
vocul scores with a variety of instrumental parts; produced
by the accumulated mass and mixture of his karmony, and
more poignant and sigaiticant melody, a grandeur, strength,
and sweetness of cffect ull then unhnown in England.  The
theatiical orchestia; hindled by the fire of this composer, per-
formed with new animation productions that disdained, or
distegarded, the dull and ancient limits of instrumental execu-
tion ; while the melody of the stage derived from his creative
spirit a livelier, more intelligible, and more expressive charac-
ter.  In the several species of chandber music, he was so exe
cellent, that it was no disgrace to his cotemporaries, to be
swpassed and eclipsed by his powers in that department of
composition. His sonatas and his odes, his cantatas and his
songs, his ballads and his catches, claimed for him, and ob-
wained, the admiration of the musical adept, and the applause
of every hearer.

Of the several kinds of his numerous productions, the sa-
cred claims our first critical notice; and of this kind, the

heard ; and used to say, that ¢ no other vocal music was listened to
for thirty years after Purcell’s death ; when they gave way ouly to
the favourite opera songs of MHaudel.”
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anthem, ¢ Blessed are they that fear the Lord,” asserts its
right to priority, as having arisen out of a very extraordinary
occasion. In 1687, James the Second, flattered with the
supposed pregnancy of his consort, from a spirit of picty, or
vanity, or both, issued a proclamation for a thanksgiving on
the 15th of January, within twelve miles round the metropo-
lis ; and on the 29th of the same month, throughout England.
Purcell, called upon, in part, as one of the organists of the
chapel, but more as England’s unrivalled composer, pro-
duced the above anthem. It was written for four voices,
accompanied with instruments, and excited, and gratified, the
highest expectntions*. His anthem, for six voices, “ O
God, thou"hast cast us out,” by its happy commixture of
spirit, sweetness, and elaborated counterpoint, is raised above
the general compositions of the church. Allowing for the
*verbal confusion inevitable in fugue and imilation, the words
arc correctly accented, forcibly expressed, and brought to
the heart with a strength and an ardour which only the ge-
nius of Purcell could command. If in his eight-part an-
them, ¢ O Lord God of hosts!” his excursive talents have
occasionally led him into combinations less pleasing than
novel, and less novel than crude; these defects are compen-
sated by the general purity of the harmony, the scrupulous
legitimacy of the responses of the several subjects, and the
noble and majestic effect of the tout ensemblc +. Somc por-
tions of ¢ Be merciful unto me, O God,” whether we speak
in respect of their melody, harmony, or modulation, may be

* The original score of this anthem, in Purcell’s own hand-writing,
is still extant.

+ The clearest and the most candid general lescription of this an-
them, is, that its blemishes are so few, and its beauties so numerous #
and so great, as to render it one of the finest compositions of which the

church of this or any other country can boast.
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pronounced exquisite : and, ¢ They that go down to the sea
in ships,” composed on the occasion of the king’s escape
from a tremendous storm when at sea in the Fubbs yacht, be-
speaks a comprehension of vast amplitude, a clear view and
profound sense of the awful subject, and every possible com-
mand of the power of successive and congregated sounds, to
express the sensations of a subdued and agitated heart.

To enter into minute observations upon his numerous an-
thems, his Jubilate, his Benedictus, and his services, would
be little more than to repeat the eulogium due to the compo-
sitions already noticed : yet there are particular and important
reasons why his Te Deum should not pass ugreviewed *.

In this composition the science and genius of *a great and
superior master are conspicuously displayed. To hear the
chorus, ¢ All, all the carth doth worship thee,” is to feel the
utmost richness of sonorous combination,and to be impressed
with the fullest sense of devotional duty +. The Duet, given
to the Cherubim and Seraphim, broken, and thundered npon

* For this grand and extensive undertaking, various occasions have
been conjectured.  Some have supposed that Purcell composed his
T'e Deum for the feast of the sons of the clergy : Dr. Tudway, his co-
temporary and fcllow-student, asserts, that ¢ the Te Deum and Jubilate
of Mr. Henry Purcell, the first of that kind (meaning with instru-
mental accompaniments) ever made in England, were intended for
the opening of the new church of St. Paul ; and though he did not
live to seeitfinished, it was afterwards performed there several times
when Queen Anne went thither herself, in ceremony.” In opposition
to this, however, the title of a printed copy of the Te Deum and
Jubilate in the library of Christchuich, Oxford, informs us, that they
“ were made for 8t. Cecilia’s Day, 1694, by I{e;nry Purcell.”

4+ The mistake of construing, To thee all angels cry aloud, into a
cry of sorrow, has been common to Purcell, Handel, and every com-
poser of this hymn ; and is, therefore, subject only to a censure that,
in justice, must be divided among them.

3
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by the chorus, with the awfully impressive word, Holy, is di-
vinely conceived ; and both the harmony and the mclody of’
«“ Also the Holy Ghost the Comforter,” exhibit Purcell a
musiciam inspired. In the double-fugue, of “ Thou art the
King of Glory,” the noble and elevated feclings of the author
are expressed with a degree of science and decision which
manifest the contrivance of a real and great master, animated
and emboldened by the divine majesty of the object before
him. From the words, “ Thou sittest at the right hand of
God,” to, “ever world without end,” we find in the music a
continued and unremitting echo to the sense of the language,
and are every where reminded of the import and the grandeur
of the subject treated *.

In this and other of his sacred compositions, Purcell did
not merely make Palestrina his model, as Handel afterwards
looked occasionally up to Purcell, but struggled with him for
pre-eminence, and struggled triumphantly.  More animated
in his sensations, and more sublime in his ideas, than the il-
lustrious Italian, he surpassed him in grandeur of design
and energy of expiession. Nothing (every judge of musical
composition and unpartial critic will affirm) can transcend
the glorious cfect of Purcell's T¢ Decum ; nothing in the

4 This noble composition, composed, us li-dh already been stated, for
the celebration of the annval feast of the sops of the clergy, was con-
stantly parformad, from the decease of the author till the production of
1laadel’s Te Dewn, ir. 1713, for the peace of Utrecht. From this period
till 1743, when the great German’s T'e Deum for the battle of’ Dettin-
gen was composcd, they were alternately used. The latter composer’s
superior knowledge and command of the charackers and powers of
musical instruments, coisbined with his mighty genius, gave to his Det-
tingen 7'e Deum a commarding torce which accompaniments equal to
his own would not fal to uupait to the productions of our immortal

countryman.
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disciple of Gondimel can compete with its loftiness, magei-
ficence, and power of appeal, both to the ear and to the soul.

Even had the genius of this extraordinary musician been li-
mited to the church, still he would have stood unrivalled among
his countrymen. How, then, shall we duly estimate the ta-
lents that with equal facility accommodated themselves to
the church and the stage,~—to the stage and the chamber ?
Contemplating the variety and extent, versatility and magni-
tude of his talents, I see the uncircumscribed range and im-
perious power of a Shakspearian mind; as far as perform-
ance can be compared with production, behold a Garrick,
placed between Melpomene and Thalia, courted by eackh,
and smiling upon both. ' .

The first specimen of Purcell’s abilities in the province of
theatrical composition was private. Josiah Priest, a dancing-
master of celebrity, a composer of stage dances, and the mas-
ter of a boarding-school for young gentlemen: in Leicester-
Fields, having got Tate to write a little drama called Dido and
/Eneas, for the purpose of its representation by his pupils,
prevailed on Purcell to supply the music. He had then
scarcely reached his nineteenth year; but his share in the
operatical production was marked with a liveliness of fancy
and maturity of judgment that astonished his audience,
and would have reflected honor on any musician then in Eng-
land. ‘This private, led to a public display of his powers in
dramatic composition. Banister and- Locke were at this
time in possession of the stage, the one famed for his music
to Dr. Davenant’s opera of Circe, and the other for his
chorusses and recitatives to a- new modification of Shak-
speare’s Macbeth; but the fame of the music to Dido and
Aneas drew the ey.es of the managers towardsePurcell;
and, persuaded by his friend Priest, he listened to their pro-
posals.

Here a new and extensive field opened itself to the ex-

VOL. 1. s
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cursion of a mind prompt to the freest, and adcquate to the
boldest tlights; and the strength and indefatigability of its
pinion was tried, and proved, in a great variety of essays.

The public drama illustrated and adorned by his genius was
T'heodosius, or the Force of Love, written by Nathaniel Lee.
The music of this play was succeeded by that composed for
Dryden’s King Arthur. His third effort was employed upon
Dioclesian, or The Prophetess, an opera, altered from Beau-
mont and Fletcher, by Betterton *; succeeded by The Fairy
Queen, an opera, altered from Shakspeare’s Midsummer
Night's Dream. Besides these (as appears by his Orpheus
Bhitannicus, or posthumous coilection, and auother work
compiled hy his widw) he produced the music to Timon of
Aihens, Bonduca, 1he Libertine, The Tempest, as altered
by Dryden, and D’Uitey’s Don Quixote. 'L'o the music of
these dramas is to be added the overtures and airs in the co-

" medies of The Indian Queen, and The Marricd Beau,
written by Crowne; The Old Bachelor, Amphytrion,
Double Dealer, and Virtuous Wife, and in the tragédies
of The Princess of Persia, by Elkanah Settle; The Gor-
dian Knot untied ; Abdelazor, or the Moor’s Revenge, from
the pen of Mrs. Behn; and Beaumont and Fletcher’s
Bonduca+t.

The remainder of Purcell’s compositions in print are

¥ In the dedication to the score of the music to Dioclesian, or the
Prophetess, published in the ycar 1691, and inscribed to Charles Duke
of Somerset, the composer observes to his Grace, that ¢ music is yet
but in its nonage, a forward child, which gives hope of what he may he
hereafter in England, when the mhasters of it shall find more encourage-
ment :”’ gnd ¢ that it is now lcarning Italian, which is its best inaster,
and studying a little of the French air, to give it somewhat more gaiety
and fashion.”

+ In this drama we find his popular music of ¢ Britons, strike
home,” and *¢ To arms,’’ written for four voices.
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chietly posthumous publications by his widow, consisting
of a Collection of Ayres, Ten Sonatas, Lessons for the
Hurpsichord, Orpheus Britannicus, in two books, rounds,
single songs, ballad tunes, part songs and catches, Sunday
hymus, and four anthcms in“the Harmonia Sacra.

In this catalogue we descry the wide range of which his ima-
gination was capable, No subject, it appears, was too light
or too dignified, too cheerful or too solemn, too gay, or too
sublime, for the extent of his genius. In his Te Deum it
is seen soaring to the elevation of holy fervor; in his catches
and rouuds, descending to the fairy ground of vocal mirth.
Of the latter compositions, excellent as they are, many were
set and sung almost at the same instant*. .

Though Purcell sometimes descended to intimacies be-
neath” his dignity as a man of science and genil‘s, he had
many distinguished and honourable councexions +. The Lord

* Ananecdote, connected with this portion of Purcell’s labowrs, com-
municated to Sir John Hawkins by a fricnd, was thought by that
historian worth repeating.

¢ The Reverend Mr. Sub-dcan Gostling, a practitioner on the viol
da gamba,” says Sir John, ¢ was not more delighted, than Purcell was
disgusted, with the toncs of that instrument. The composcr, to gra-
tify some little pique, engaged a certain poctaster o write the follow-
ing mock eulogium on the viol, which he set in the form of a round,
for three voices.” '

Of all the instruments that are,

None with the viol can compare :

Mark kow the strings, their order keep, .
With a whet, whet, whet, ‘and a sweep, sweep, sneep ;
But above all this ubounds, R

With a zingle, zingle, zing, end a zit, zan, zounds.

4 Among the Jeast worthy of his festive companions, was the cele-
brated lyric poettind humourist, libertine and don-rvant, Tom Brown.
s Q

-
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Keeper North, Lady Howard, and others of their rank, were
his personal friends.

Of Purcell’s powers on the organ, little is now known ;
and that little has no better foundation than the following
humorous rebus, in Latin metre; by a writer of the name of
Tomlinson, the translation of which, a musician of the name
of Lenton, set to music in the form of a catch.

Galli marita, par tritico seges,
Prenomen est ¢jus, dat chromati leges ;
Intrat cognomen blunditiis Cati, :
Exit eremi in Zdibus statz,

Expertun effectum omnes admirentur.
Quid merent Poete ? ut bene calcentur.

THE TRANSLATION.

SET BY LENTON.

A mate to a cock, and corn tall as wheat,

Is his christian name, who in musick’s compleat :
His surname begins with the grace of a cat,

And concludes with the house of a hermit ; note that.
His skill and performance each auditor wins,

But the poet deserves a good kick on the shins.

Purcell died on the twenty-first day of November, 1695,
of a cold, occasioned, as commonly reported, by his being
kept too long at his own door, when he returned home
late one night: but the cause of his dissolution at so early
an age as thirty-seven, was, more probably, a consumption,
induced by free living and irregular hours. He was buried
in Westminster Abbey. On a tablet fixed to a pillar, before
which formerly stood the organ, is the following inscription,
as elegant as simple,as just as elegant™®.

* Supposed to be written by Dryden.



HISTORY OF MUSIC. 261

“ Here lyes
Henry Purcell, Esq ;
Who left tis life
And is gone to that blessed place,
Where only his harmony can be exceeded.
Obiit 21mo. die Novembris.
Anno AEtatis sum 37mo,
Annoq ; Domini 1695.”

On a flat stone over his grave was a eulogistic epitaph,

now effaced *.
Of Purcells children only one has been traced ; Edward,

who was musically educatéd, and in 1726 became the or-
ganist of St. Margaret’'s, Westminster; and a few years later,

* The words of this inscription were—

Plaudite, felices super, tanto hospite ; nostris
Prafuerat, vestris additur ille choris :

Invidia nec vobis Purcellurg terra reposcat,
Questa decus secli, deliciasque breves.

Tam cito decessisse, modos cui singula debet
Mousa, prophana suos religiosa suos.

Vivit Io et vivat, dum vicina organa spirant,
Dumgue eolet numeris turba canora Deiim.

TRANSLATION.

Applaud so great a guest, celestial Powers!
Who now resides with you, but once was ours ;
Yet let invidious earth no more reclaim
Her short-liv’d fav’rite and her chiefest fame ;
Complaining that so prematurely dy’d
Good-nature’s pleasure and devotion’s pride.
Dy’d? no, he lives while yonder organs sound,
And sacred echoes to the choir rebound.
The dwelling-house of Purcell was in St. Anne’s-lane, Westminster,
an avenue south of Tothill-street, and in his time, considered respect-

able.
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of St. Clement, Eastcheap, London, in which latter station,
his son, Henry, succeeded him, and which was afterwards
occupied by the scientific #d very ingenious Mr. Jonathan
Battishill, musical tutor of the author of this history. The
great Henry Purcell had two brothers, the one namned Ed-
ward, the other Daniel, a musician, whose professional pre-
tensions will next be considered.

The premature death of this illustrious master was sincerely
and deeply lamented by all lovers of music, both professors
and non-professors. His widow and friends, anxious to raise
a permanent monument to his fame, selected many of his first
and most popular songs, duets, &c. and hy the aid of
a munificenf subscription, published in the year 1698; that far-
famed work the Orpheus Britannicus, with a dedication to

" his friead and patroness Lady Elizabeth Howard, and com-
.mendatory verses, of which his merit had little need, by Dry-
den, his brother Daniel, Mr. I. Talbot, fellow of T'rinity-
college, Cambridge, Henry Hdll, organist of Hereford, and
others. This first edition offa work, still sought after by
musicians with eagerness, and the contents of which will eyer
afford delight to real judges, was bropght out too hastily
to be perfect; but four years afterwards, a second appeared,
and also another volume, edited by Playford. It is dedicated
to Charles Lord Hallifax, aud contains songs in the Fairy
Quecn, the Indian Queen, Birth-day Odes, that noble song,
“ Genius of England,” and other incidental compositions,
“ Genius of England,” has an accompaniment for a trum-
pet, which circumstance gives me occasion to observe, that
Purcell was the first English musician who composed songs
with accompaniments and symphonies for that instrument *.

* Ii is. worthy of remark, that Pureell appears o have been little
acquainted with the powers of the violin. Few instances occur of his
free or dexterous employment of that fine instrfment®

2 .
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'The most favourite songs and duets of Purcell, for a long
while after his death, were, “ (elia has a thousand charms;”
“You twice ten thousand deities;” “ Two daughters of this
aged stream;” “ Fairest isle, all isles excelling;” ¢ Tell me
why, my charming fair;” ¢ From rosie bow’rs;” ¢ When Mira
sings;” « Lost is my quiet;” “Celebrate this festival ;” «I’ll
sail upon the Dog-star;” ¢ Mad Bess;” “ Blow, Boreas,
blow;” ¢ Let Casar and Urania live;” “ I attempt from
love’s sickness,” and ¢ Let the dreadful engines,” the last
song in the first volume of the Orpheus Britannicus. To
these may be added several compositions published in the
second volume, “ Ah cruel nymph;” ¢ Crgwn the altar;”
“ May the God of Wit inspire ;” ¢ Thus the gloomy world,”
and many others. In most of these the words are admirably
expressed ; the melody and modulation a}ways aim at more
than the gratification of the external sense, are uniformly im-
pregnated with sentiment, and never fail to be either elegant,
or pathetic, or both. Whenever the subject demands fire and
animation, his native spiurit bursts forth with an energy, and
kiudles to a glow, that no apathy in the hearer can resist. In
his duets and trios we find a contexture and contrivance in
the parts only conceivable by real genius, and not to be
fabricated, or accomplished, but by profound science. )

To justly estimate the measure of Purcell’s wonderful
talents, it is necessary, above all things, to be mindful, that
he neither travelled out of his own country, nor lived to a
considerable age; neil?er heard the fine performers abroad,
nor witnessed their arrival and exertions in England. It is
not so proper to limit our idea" of his genius by the things he
actually achieved, vast as they were, as to extend it beyond
them,—to carry it to that elevation which he would inevitably
have attainezi under the advantages of a wider field of ex-
perience, and a longer life. Were it only for the sake of our
national taste,.and our national honour, I could ®at but re-
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gret with Dr. Burney, that Gibbons, Humphrey, and Pur-
cell were not blessed with sufficient longevity to expand to the
full their great powers in all the various ramifications of their
art*. With respect to Purcell, his genius not only out-
stripped his years, but anticipated the excellence of future
times, His melodies are so easy, free, and florid, that they
might induce the belief that the singers of that age possessed
considerable powers of execution; but the fact was far
otherwise. It was not till the introduction of the Italian
opera among the English, that the capacity of the vocal or-
gan was understood. A fine portamento, the sostenuto, the
crescendo, the diminuendo, the shake, the turn, and many
other refinements in manner, and perfections in expression,
familiar to modern performers, were unknown to the vo-
calists of his day+t. Purcell, therefore, had to struggle
_against formidable impediments; and though it is impos-
sible to wonder that he did not effect more, mankind will
-always be astonished that he achieved so much.

Among the warmest admirers of Purcell was our great
Dryden, Alexander’s Feast is said to have been written with
a view to its being illustrated by the poet’s favourite com-
poser. Why the intended task was declined, does not appear.

* Orlando Gibbons died at the age of forty-four, Pelham Humphrey
at twenty-seven, and Henry Purcell at thirty-seven.

4+ Hence it is, that in many of Purcgll’s songs we see the graces
or embellishments, written at length by the eomposer, as & part of the
composition, At this we shall not wonder, if we consider, that in
his time, a tolerable voice, and a knowledge of the first rudiments
of music, were sufficient qualifications for a fine singer. Of the
public vocal performers at that peripd the principal were Mr. James
Bowen, Mr. Harris, Mr. Freeman, Mr. Pate, Mr. Damascene, Mr.
Woodson, Mr. Turner, and Mr. Bouchier; Mrs. Mgry Davis, Miss
Shore (afterwards Mrs. Cibber), Mrs. Cross, Miss Champion, and
Mrs. Ann Bracegirdle,
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The reason given for the miusician’s non-compliance with
the author’s design, is insufficient and improbable. He who
deemed his talents worthy of being employed upon the holy
sublimity of the Te Déum, would not be awed by the ener-
gies of a secular production.

Dryden’s vanity does not appear to have been wounded,
nor his magnanimity abated, by Purcell’s declining the honour
intended him, since he not only wrote the epitaph of his de-
parted fiiend, but lavished on his living genius the warmest
eulogy of his admiring muse :—now we hear her singing,

Sometimes a hero in an age appears,
But scarce a Purcell in a thousand years. '

Then her song is,

The keav’nly choir, who heard his notes from high,
Let down the scale of musick from the sky ;
They handed him along ;
And all the way he taught, and all the way they sung.
See the ¢ Ode on the Death of Purcell,” set to music by Dr. Blow.

The works of Purcell are, in part, too generally known, or
too easily procured, to render it necessary to present the mu-
sical reader with specimens of his taste or style; but compo-

sitions of his father and uncle (as curiosities) will not fail to
be interesting. '
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THRLEE-PART SONG,
By the Father of HENrY PurcELL.

).

D °
2 ' i [
L

-] [
¥

T
v

Sweet ty - ran - ness,

25

I now

resign my heart, for

==

Pt

-
- -

——

-

P

* Sweetty -ran - ness, Inow resign my heart, for
53~ = — ] A o ' =
L QB !
1= —5 — 1
Sweet tyran - ness, I now resigzn my heart,for

N
" ’_F__. -
= e ;
.
evermore  ’tis thine; Those magic sweets force me, my

R N | )
& | I | g
= e
L >

" evermore tis thine; Those magic sweets force me, my

—F B

Y
1
+
o

®
LEnuay
—
-

Pl

evermore

——

*tis thine ; Those magic

sweets force me, my



HISTORY OF MUSIC.

oo e—— —Tﬂ__b-.-
[E== SEEE:
s S — [] b
+ [ > o T )
art, myselfto  slavery. Wit need I care? thy
: - P .
P ?E:F —t—4s -
T 1 Ca 4 [
| —
art, myself to slavery. What need I care? thy
IS . :
: = — . ] -:
q e — 1 B o
art, myselfto slxwer;. What need I care? thy
= e
( —H N -
L4 v b’ T
beau - ty  flings such  flow’ - ry  smiling
\ —_ K— \ y .
3 % —— ﬂ[r =:s
_beats - ty flings such  flow* -ry smiling
I e |
L
= T —F
Cbeasi -ty flings  such  flow’ - 1y  wmiling



268 HISTORY OF MUSIC.

L -\ > - .Y
[ g
- g h
Al L | ol -
L]
charms would con - quer kings.
' T~ N M
11—
. E=r==mccci———
et G
charms would con - gquer kings;
.
N i) . e
== ==
charms would conquer kings.
CHANT,

By TuoMas Purcet, Uncle of the celebrated HENRY.

rzﬁ;b;_r‘_f D‘e——ﬁ-g%;
=

<

i

=

|
f
I



HISTORY OF MUSI

C. 269

el —
© =
B ==E===—
B—b %
b e c s < -
g ,_';D - H
lask.'



270

. CHAP. X.

GENERAL STATE OF MUSIC, FROM THE TIME OF PUR.
CELL, TO THE MIDDLE OF THE LAST CENTURY.

THE better to estimate the abilities of Purcell, matchless
in the era th&y adorned, notice has been taken of the former
backward state of musical execution. The voice was spirit-
less and inflexible, instrumental performance was heavy, stiff,
and feeble ; and even the violin was yet a stranger to its best
and most natural office. In the time of the Second Charles,
its powers, not put to the pr(;of by public concerts (for that
elegant and half-intellectual province of amusement had not,
at least in England, been yet established) and by the viol ex-
cluded from chamber-music, were unenjoyed and unknown.
It was not till the arrival of Cambert, a French musician,
and the predecessor of Lulli in the opera at Paris, that the
violin assumed its proper place even in the music of the
court®*. About the end of this Charles’s reign, the true

* For the first introduction here of the violin and its kindred instru-
ments, the English, undoubtedly, were indebted to the French directly,
and indirectly to the [talians, from whose concert-rooms it passed to the
French court. Chatles, who, «during the glorious reign of Oliver,
spent a considerable time in France, returned to England, as accom-
plished in foreign taste as in'foreign polity, a.d in imitation of Louis
the Fourteenth, whose tyranny and whose greatness of soul he did
not equally emulate, by the introduction of a band of violius, tenors
and basses, banished the use of viols, lutes, and cornets.
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character and capacity of the violin began to be under-
stood and to be fell. By its own pre-eminent claims, a ge-
neral passion was excited m its favour,—a passion not a little
heightened by the growing’prevalence of Italian music, to
the style and genius of which its agility, intonation, and ex-
pression, were so perfectly adapted. , '
" In his manuscript Memoirs, the Hon. Mr. North says,
that “ the decay of French music, and favour of the Italian,
came on by degrees;” and that, * its beginning was acci~
dental, and occasioned by the arrival of Nicola Matteis,”
who, he adds, ¢ was an excellent musician, and a wonderful
performer on the violin.” The truth is, that the diligence
with which music was cultivated in most parts 6f Europe,
more especially in Italy, during the seventh century, produced
in that science,a gradual revolution *, highly favourable to the
Jfreedom of the voice, and the aclivity of instruments. The
sophistry of fugues and canons ceased to exclude the plain but
intelligible appeal of sentimental solos; the simple breath of
nature, accompanied by the illustrative vibrations of the
violincello, or the thorough bass of keyed instruments,
charmed the ear, spoke to the heart, and awakened in its au-
ditors the pathos and the enthusiasm, the feeling and the fire,
of the composert. The learned Doni had been a warm ad-
vocate for recitative and single-voiced melody ; and the taste
he passionately favoured, was now as zealously encouraged.
Nevertheless, it is not to be understood, that the compli-
cated construction, the labyrinths and the intricacy, the curious
and manifold adjustment of polyphonic composition, were
neglected. At Rome, FRANCESCO Sor1aNo, MIcHAEL

* Perhaps gradual revolutions arc the most eligible.

+ The reputation due to the inventor of numerical indications of
chords has genernlly heen awarded to Lopovico Viapani, wha is
«upposcd to have introduced those aids about the vear 1659,
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RoMaNo, his disciple *, PiETro FRANCEsco VALENTINT,
Francesco Foceia, scholar of PAoLo AcosTing, and the
profound harmonists, GreEGor10 ALLEGRI, and Onrazio
BeNEvoLl displayed distinguiéhed skill in this species of
counterpointt. To these masters, among whom ALLEGR!
stood so eminent, are_to be added the learned theorist,
STeFraNo BerNARrDI, ERcoLe BERNABEIL, the worthy
pupil of BENEvoLI, and his son GIusEPPE ANT. BERNA-
BEIL still more worthy of his father. Though madrigals be-
gan to fade in the public favour, it was with slowness and
seluctance they yielded to the dominion of unharmonized air
in the theatre ,and the chamber. The caudidates for fame
in this species of composition were still numerous, and had
to boast of possessing among them the learned, though dry

# Michael Romano was the author of a curious canonical work,
published at Venice, in 1615, under the title of Musica Vuga et A:ti-
ficiosa, containing mtletti con oblighi e canoni diversi, as well for
those who receive delight from the performance of curious music, as
for others who make it their study. From a long preface, including a
skgtch of his life, we learn, that before writing this work, he was
aéquainted, and had much conversed, with the most eminent professors,
and canonists of his time ; as Gio. Gabrielli, and Gio. Croce Chiz-
zotto.

+ Francesco Turini, orgatist of the Duomo at Brescia, in 1656, pub-
lished many learned compositions for the church and chamber. In
one of his masses, we find a canon, the subject of which, note for note,
Handel adopted, in one of his instrumental fugues :
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The modern Timotheus, however, knew how to embellish his piracy;
his penetration perceived, and took advantage of, its susceptibility of a
counter subject.
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composers, Tomaso Pecci, ALes. GRANDI, SIGISMONDU
v’Inpra, Pomronio NeEnNA, I Cavarier Targuinio
MerurLa, ParLavicing, the somewhatmore ingenious and
more interesting DoMiNicuino Mazzoccn, the tasteful
STraDELLA, the highly artful ALESSANDRO SCARLATTI,
the able BoNoNcINI, and the scientific LorTI, PerTI, and
CaLpara, whose merits will be discussed in a future
chapter. )

Though, in England, the more modern had supplanted the
old and less effective instruments, music purély instrumental,
was very rare, and can scarcely be said to have established
itself here till the beginning of the eighteenth century. The
voice was still occasionally accompanied with lutes and
guitars, aud it was only in the church, and for the celcbration
of public festivals, that violins were uniformly employed.
But, while in [taly, the superior stringed instruments were
cultivated, Germany succeeded in the improvement of those
blown by the breath, and among a variety of excellent artists,
the two Begozzis so greatly excelled their ingenious brethren,
as to bring the oboe and bassoon to very great perfection,
The latter country, might boast of her progress on the organ
in the persons of many celebrated performers, whose scientific
and skilful execution ornamented and sweetened their lighter
movements, and euriched and dignified their full and high-
wrought fugucs. 'The organ at this period, was, indeed,
practised in most parts of Europe with the greatest success.
In the performance of the Italians, the geuius, spirit and
manner of Frescobold, were revived. The two Pasquinos
(father and son), Gasparini, Zipcli, Domenico Scarlatti, Al-
bert of Venice, and Paradies, gave new strength and beauty
te the character of keyed instruments, aad created in their
favour a higher and more general esteem.

It was in the middle of this ceutury, that a fine genius
arose in the person of the admired AGosTINO STEFFANI.

VOL. 11. T
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This renowned musician, a pupil of the elder Bernabei, was
boin in 1655. According to the German writers, Steffani
was a native of Lepsing, but the Italians say, that the place of
his birth was Castello Franco, in the Venetian state *. It is
known that during his youth, he was a chorister at St. Mark’s,
Veuice : but respecting his family, or descent, nothing certain
has descended to us. While a boy, he possessed a voice as
sweet as his taste was refined and premature. His vocal per-
formance so attracted and delighted a German nobleman,
who heard him’ during the carnival, that he was induced to
obtain his dismission from the choir, and take him to Munich
in Bavaiia, wherc he was not only educated in music under
the master just named, but so far instructed in literature
and theolegy, as to be qualified for priest’s orders. After
being ordained, he was universally known by the title of
Abate, or Abbot ; a distinctive appellation which he retained
till he was elected bishop of Spiga.

Of the proﬁciency made by a youth destined to become
an ingenious and chaste musician, and profound and elegant
scholar, we shall be best enabled to judge, by observing the
rapidity and splendor of his career, and the dignity to which,
by his genius and assiduity, he was ultimately conducted.
With polite literature, he cultivated his chosen and darling
science; and at the age of nineteen, exhibited, in a variety of
masses, motets, hymns, kyries and magnificats, the result of
his musical studies. The occasional performance of these
in the chapel of Munich procured him an exalted reputation.
Among the admirers of his science and talents, Lrnest
Augustus, Duke of Brunswick, the father of George the L'irst,

#* Handei, in opposition to his countrymen, told Sir Jobn Haw-
kins, that 3teffani, whom he knew personally and intimately, was"
born at Castello Franco.
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was not the least warm. A passionate lover of music, and
sensible of Steffani’s extraordimary merits, he resolved to
distinguish him with his especial patronage ; and though a
protestant himself, invited the illustrious catholic to the
court of Hanover, and not only conferred upon him the of-
fice of director of his chamber-music, but committed to his
carc the manafement of the opera, a species of entertainment
that had recently been received and encouraged in Ger-
many*,

Though the earlier compositions of Steffani were chief-
ly sacred, after being settled in Gernany, he confined his
musical studies to secular composition ; and, between the
years 1695 aund 1699, produced, for the aourt of Han-
over, a number of operas. The first of these was’ Alexander
the Great, which was followed by Orlando and Eurice,
Alcides, Alcibiades, Atalanta, 1! Trionfo del Iato, and Le
Rizali Concordi, all which, were afterwards translated fiom
the Italian into the German language, and performed at
Hamburg., Besides his favourite Sonati d 4 Stromenti, he
published a tract entitled, Della certezza De i principii
della Musica, in which he treated the subject of musical
imitation and expression no less philosophically than mathe-

* From this latter trust Steffani received morce disgust than
gratification. The inattention, or ignorance, of the performers de-
tormed the beauty of his compaositions; and their feuds and dis-
sensions rose to a height which defied his authority, and often disap-
pointed the expectations of most numerous and respectable andiences,
The Elector’s son, vainly imagining that his rank and quality, or skill
and judgment, were better adayed to the regulation of this dramatic
corps, prevailed on the Directo to terthporarily resign his charge ; but
soon quitted lus new task, declaring that he could more easily command
an army of fifty thousand men, than a ~ingle trocp of opera singers.
He was right.—Where power is unlimited, slaves are not protected by

their numbers,
T2
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matically. The work, written in Italian, was received witl
the admiration it deserved, and translated into German; in
which language it speedily passed through eight editions.
But the productions on which his fame as a musical com-
poser, is best and most lastingly founded, are his chaste and
exquisite vocal duets, each of which, in the great body of
chamber composition, forms a distinct and striking beauty,
a permanent model of cxcellence *. Handel admired, ex-
tolled, and imitated these finest productions of a matured
taste and elegant conception; productions graceful in their
melody, varied in their modulation, and artful and felicitous
in their general adjustment.

In the year 1708, Steffani, in favour of Handel, resigned
his office as master of the clector’s band, and in 1714, was
- elected president of the Academy of Ancient Music in Lon-
don. Iive years subsequent to this, he visited his native
country and relations, but in 1730, returned to Hanover;
soon after which, some private concerns called him to Frank-
fort, where Le was seized with an indisposition, of which,
after a few days’ confincment, he died, at the age of four-
score.

The justice of musical historians has not permitted them
to confine their portrait of Steffani to the delineation of his
merits as a composer. They represent him in the three-fold
character of a musician, scholar, and statesman. An ele-
gant science, and polite letters, philosopby and politics, the
flowery regions of refined amusement, and the rugged fields

* Itis not a little probable, that he preferred this species of com-
position, and studied it morc ardently than any other, for the best of
all l\ﬂSSIblL reasons,—tn gratify the taste of the court ladies. An idea
sanctioned by the fact, that the words written by the Marquis de Ari-
berti, Sig. Conte Palmieri, Abbate Guidi, Sig. Averara, and Abbate
Hortensio Mauro, are wholly amatory. '
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of public business, were cqually familiar to his practice and
expanded abilities. Executing the duties, and receiving the
honours of a state minister, he elevated’ the character, and
magnified the pretensions, of his original profession*. Em-
ployed in negotiations to foreign courts, one of his missions '
was that of assisting to concert with the cabinets of Vienna
and Ratisbon a scheme for erecting the duchy of Brunswick
Lunenburg into an electorate. Success in a measure which
preserved the balance between the house of Austria and its
neighbours, could not but recommend him to its favour, (for
the virtuous potentates of Europe have their best security
against the injustice of cach other in the balance of their
strength) and the grateful Emperor assigned him an annual
pension of sixteen hundred rix-dollars, whilé the Pope,
Innocent XI. promoted him to the nominal bishoprick of
Spiga.

Steffani, though, in manhood, favoured. with so little voice,
that his singing was scarcely audible, possessed a chastened
manner and an expressive intonation, which could scarcely
be boasted by the most celcbrated performers. His person
was diminutive, and his counstitution tender; but Ins deport-
ment, a compound of dignified gravity, and affable ease, im-
parted grace to his conversation, interest to his sentiments,
und confirmed the suavity of his natural politencss.

Ducts appear to have been at this time in great request.

* In refuting the doubt advanced by Sextus Empericus, in his
treatise Adversus Mathematicos, and of Cornelius Agrippa, in his
discourse De Incertitudine et Vamtate Seientiarium, whether the
principles of music have any foundation in nuture (» doubt recently
revived and maintained by Antimo Liberati) Steffani fully displayed
hoth his musical science, and literary -erudition. Sce his series of
letters entitled ¢ Quanta certezza abbia da suoi principii la musica ™
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Those of CarLo Maria Crari, published in 1720, re-
ccived all the encomium due to their giegt merit : and were
superseded only by the still more excellent productions of
the same kind, by the highly celebrated Francesco Du-
RANTE. The duos of this great harmonist and most taste-
ful and ingenious composer, were, for a long while, the pre-
vailing favourites with the first-rate singers. 'This master,
for many ycars at the head of the conservatories of Sant’
Onofiio, at Naples, and regarded as the ablest instructor of
his time, had the honour to number among his disciples the
pathetic Pergolesi, and tasteful Terradellas; the hvely Pi-
cini, and elegant Sacchuu; the expressive Gugliclmi, and
florid Pasicllo,

Durante’s duets are chiefly founded upon the single melo-
dies of his own tutor Ar.EssANDRO ScARLATTI. The ex-
quisite fancy of this polished composer of cantatas, combined
‘with the artful magtery of his scientific scholar, formed ducts,
or rather dialogues, the effects of which were so captivating,
that Sacchmi scldom heard or perused them without kissing
the book.

While vocal music in its various departments continued
to be sedulously cultivated, the violin rapidly improved.
Advancing from its very imperfect state in the middle of e
seventeenth century, when its powers were feebly exerted in
the quarlelli of ALLEGRI, to the suonate pcr chiesa of Le-
GRENZI, in 1656, before the bow was used ; from the prac-
tice of STRADELLA to that of Bassany, thc master of
CoreLrr; from Torevrt of Verona to Franceseo
Maria Veraciyg, and from that able perfoimer to the
illustrious CorELLI himself, that instrument made uninter-
rupted approaches' to the mellifluous tone, agile execution,
ard emphatic expression, of which it was found capable, in
the skilful hand of that truly harmonious and interesting
composer,—a composer to the delineation of whose profes-
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sional e.\:cellence., and amiable character, I proceed with
unaffected gratification.

Arcancero CoreLLy, or Arcangelus Corellius, a native
of Fusignano, in the territory of Bologna, was born in Fe-
bruary, 1653. His first instructor in counterpoint, according
to Adami, was Matteo Simonelli, a chorister in the ponti-
fical chapel, from whose tuition he passed to that of Giam-
batista Bassani, of Bologna, a master highly and justly
famed for his excellence in that style of composition which
Corelli carly adopted, and to the end of his life, fondly con«
tinued to cultivate.

Though it cannot be reasonably doubted, that to promote
his progress in composition, Corelli practised the clavicem-
balo and organ; yet the extraordinary command he acquired
in the performance of the violin, is a sufficient proof that his
chief and almost constant application, must have been directed
to thatinstrument. Gaspar Printz informs us, that in the year
1680 this illustrious musician went to Germany, where his
reception was worthy of his extraordinary talents and spread-
ing reputation ¥, Most of the German princes (particularly
the Elector of Bavaria, by whom he was for a time re-
tained) received and treated him honourably. After remain-
ing in Germany about two years, he returned to Rome,
where he pursued his studies more ardently than ever, and in
1683, published his Twelve Sonatas. In 1685, these were

* Sir John Hawkins asserts, what Dr. Burney denies, That about
the year 1672, Corelli”:. curiosity induced him to visit Paris. ¢ Pro-
bably,”’ says Sir John, ‘¢ he went there with a view to attend the im-
provements which were making in miwusic under ,the influence of Car-
dinal Muzarine, and in consequence of the establishment of a Royal
Academy ; but notwithstanding the character which he brought with
him, was driven back to Rome by Lully, whose jealous temper could
not brook so formidable a rival as this illustrious [talian.”
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followed by a second set, which appeared under the title of
Balletti da Camera*.  Seven years after this, he presented
the public with his third set of sonatas, and in 1694, with
his fourth.

But the sharc Corelli had in producing the music for an
allegorical representation peiformed at Rome in 1686, mvites
us, for a moment, back to that period. The last of our
Stuarts, disposed to cultivate a good understanding with
Pope Tmocent X1. whose principles, religious and political,
were his own, sent the Earl of Castlemain to the court of
Rome.  Upon this occasion, Christina of Sweden, who had
lately taken up her abode in the capital of Italy, entertained
the city with an operatical drama, written by the celebrated
poet, Alessandio Guidi of Verona, and set to music by Ber-
nardi Pasquini.  The performanc® of a piece proceeding

" from the combined talents of the first poct, and the greatest
‘composer, in [taly, and produced at the instance of a queen
who had but recently resigned her crown, and for the pur-
pose of celebrating the late ascension of a prince to the
throne of a great empire, demanded for its instrumental
Ieader, the most skilful violinist of the time; and Corelli,

when at the head of the opera band, acquitted himself with
an ability, and produced an effect correspondent with his
exalted reputationt. Europe, just to the unequalled powers

* This publication excited a controversy between Corelli and Paolo
Colonna, concerning the diatonic succession of fifths, between the
principal treble and the bass of the allemand Jp the second sonata.

4+ In the poems of Guidi, printed at Verona, 1726, we find this
diama.  The sitle-page is, ¢ Ageademiu per Musica fatta in Roma nel
real Pallazzo della Maestd di Cristiana Regine di Suezia par Feslig-
yiare Passonzione al trono di Jacopo Re d'Inghilterra. In occasione
della solenne Ambusciata mandata da S M. Britannice alla Santita di
wostro Signore Inwocenzo XI1.”
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of this musician, on his favourite instrument, resounded with
his praise *.

Ltis, perhaps, honsurable to the judgmerit and good sense
of Corelli, that his practice never aimed at the extravagancies
of which, in the hands of those who neither fecl nor reflect,
the violin has long since been found capable. With sensations
and a mind raised above those of the coarse and the ignorant,
he appealed only to the ears of the sensitive and the cultivated.
His style was as learned as elegant, and as elegant as pa-
thetict. Among the enraptured admirers of his exquisite
performance he numbered that liberal patron of poetry and
usic, Cardinal Ottoboni, at whose palace he regulated the
musical academy there established, by the Carginal, and where
he became acquainted with ITandel §. :

Great and extensive as was the fame of Corelli as a per-
former, time has long since thrown over it a shade which
will never couceal or diminish the bright repute of his com-
positions.  As excmplars of new and original harinonies and

¢ Personnaggt.

Londra, Tamigi, Fama, Genio Dominate, Genio Ribelle, Cori di
Cento Musici.

Bernardo Pasquini Compositore delle Musica, Arcangelo Corelli
Cupo degl’ Iscromento d’arco, in numero di Centucinquanta.”

* Matheson has not hesitated to affirm that Corelli was the first
violinist in the world ; and Gasparini, with equal boliness, candour,
and generosity, styles him, ¢ Virtwosissimo di violino ¢ vero Orfeo de
nostri tempt.”

1+ With his tone, Geminiani was enchauted ; and used to exclaim
that it was as sweet as a trumpet.

+ It is a remarkable proof, it must be confessed, of the limitation of
Corell’'s execution, or of [landel’s great novelty of imagination, or
both, that when the Trionfo del Tempo of the latter was performed at
the palace of his Eminence, the style of the overture posed and con-
founded the abilities of the leader.
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evolutions, and a style at once masterly and grand, refined and
affecting, they will always charm in the concert-room ; and
their cnumeration, furnish a splendid catalogue in the page of
musical biography.

After long charming the world in his two-fold capacity of
a performer and composer, and producing a great number of
distinguished pupils, among whom was Lord Edgecumbe, (for
whom the fine mezzotinto print of Corelli, by Smith, was
scraped by Howard,) Corelli died at Rome, aged sixty ; and
was buried in the church of the Rotunda, otherwise called
the Pantheon.

At the expense, and under the care and direction, of Philip
William, Count Palatine of the Rhine, a sepulchral monu-
ment, bearing a marble bust, was raised over the place of his
mterment.

We read on it the following inscription ;

. D. 0.M.
Arcangelo Correllio a Fusignano,
_ Philippi Willelmi Comitis Palatini Rhens
S. R. T. Principis ac Electoris
beneficentia
Marchionis de Ladensburg
Quod eximiis animi dotibus
«t incomparabili in musicis modulis peritia
summis Pontificibus apprime Carus
Italia atque exteris nationibus admiratioe fuerit
indulgente Clemente XI. P. 0. M.
Petrus Cardinalis Ottobonus S. R. 2. Vie. Can.
et Gulliarum Protector
Tiiriste celeberrimo
inter similiaris suos jam diu adscito
ejus nomen immortalitati commendaturus
' Mm.Pp.c
Vizit annos lix. Mens. X. Dies XX.
Obuit IV, Januarii Anno sel. MDCCXIII.
1
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For many years, the memory of this excellent musician, as
distinguished by his mildness of temper, as by the suavity of
his conversation, and the modesty of his deportment, was ho-
noured by a solemn musical performance in the Pantheon,
on the anniversary of his death. He died worth about six
thousand pounds ; which, together with a considerable num-
ber of valuable pictures, presented to him as an enthusiastic
admirer of the fine arts, by his friends Carlo Cignauni and
Carlo Marat, both eminent painters, and rivals for his favour,
he bequeathed to his beloved associate and patron, Cardinal
Ottoboni *, .

Though the compositions of Corelli are so well known as
to render an analyzation of their merits not posmvely neces-
sary, a few remarks, perhaps, will be proper and acceptable.
Asrelating both to the general history,and the peculiar charac-
ter, of his works, they may be classed under two heads. The
first will show us, that they were produced with slowness and
deliberation ; that they were not only well, but long considered,
and not only revised and corrected by the author, from time
to time, but submitted to the private inspection of ex-
perienced and qualified friends, before their final subjection

* Corelli was not only a pleasant companion, but a man of humour.
Called upon one day hy Adam Strunck, violinist to Ernest Augustus,
Elector of Hanover, and !earni'n:g. in the course of conversation, that
he was a musician, he asked him what was his instrument? Strunck
modestly replied, that he played a little on the harpsichord and on the
violin ; and then solicited the pleasure of hearing Corelli on the latter
instrument. He politely complied ; ard thenerequested a specimen of
Strunck’s abilities. Strunck, after playing a few notes, purposely put
his violin out of tune, and then played on it with such dexterity, at-
tempering the dissonances occasioned by the mis- tuning of the instru-
ment, that Corelli exclaimed, ¢ I am called Areangelo, a name signi-
fying an archangel ; but let me tell yoti, Sir, that you are an arch-
devil.”
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to the public judgment. The first and third operas of his
sonatas, termed Sonate da Chiesa, werc deemed so grave,
dignified and sdlemn, as to be worthy of embellishing divine
“service ; and the second and fourth set, stylcd, Sonate da
Camera, furnished, during many years, the inter-act music
at the London theatres. But with the composer, the favourite
opera appears to have been the fifth, since from that set he
uniformly chose the pieces which he performed on great
or especial occasions ¥,

With respect to the character of his works, it will be suf-
ficieut to obscrve, that their excellence is progressive. In
the first set of his sonatas we find but little comparative skill,
and certainly, less invention. The second convinces us of
the author’s advaucement in his art; and the third ex-
hibits his genius and his science rather grown than growing,
matured than maturing ; melody and fugue, intimatcly com-

- bined, display his elegance and his learning, and show the
flowers of imagination arranged by a cultured judgment ; and
if in the fourth, he is stationary, we account for his ccasing
to rise by the elevation he had already attained. Though
some of his solos may be superior to others, they are all ex-
cellent in their construction, and swect and aflecting in their
style.  Of his concertos justice demands a criticism equally
encomiastic, a description no less glowing.. Than the open-
ing of his _first concerto I knew nothing more majestic and

* ‘The last sonata of that set, the musical rcader will recolleet, con-
sists of a series of divisions, twenty-four in number, on a favourite
melody, well known in England by the namc of Farinelli’s Ground,
and by Corelli called Follin. The fact that Vivaldi’s Opera Prima is*
a praxis on this air, donfirms the truth of its popularity. Its composer
was an uncle of the famous singer, Carlo Broschi Farinelli, in 1684,
and concert-master at Hanover; and afterwards cnnobled by George
the First. and appointed his resident at Yenice
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dignified ; than his third, not any thing superior in tenderness
and delicacy; and the harmonyand modulation of the eighth,
Fatto par la Notla di Natale, (composed for the celebration
of the nativity) are irresistibly charming *. To describe his
music by its characteristics, it is the language of nature; ifit
betrays the toil by which it was produced, it is by the ease
and smoothness derived from that toil; the passages and
phrases, like the numbers of Virgil’s Dido, or the polished
beauties of the Minerva of Phidins, are as glassy in their
surface as sound in their substance, and bespeak felicitous
conception and judicious patience. Hence, intelligent mu-
sicians, and polished amateurs, remember, and will ever re-
member, the merits of Corelli. With the real lovers of music,
he is a classic ; they applaud because they admire, and ad-
mire, because they feel, his excellencies,—excellencies that
neither the mist of time, nor glare of fashion, will ever
wholly eclipse.

"The appearance of Corelli’s works greatly recommended
and promoted the practice of the violin, throughout Europe,
but especially in Italy, and its neighbourhood : Pisa might
boast of her great performer, Constantino Clari (also an
able composer of vocal duets); Florence might be proud of
Francesco Veracini; Bologna heard the fine execution of
Girolamo Las#hti; Auntonio Vitali charmed the Dilettanti
of Modena; Massa Carara applauded the skill of Cosimo
Perelli, .and Fiancesco Ciamp; Lucca admired the tone

* Tt is a justice due to the tender toae and sentimental style of the
Jate Mr. Barthelemon’s performance of Corclli’s solos, to affirm, that
nothing could be more pathetic, morz delicate and affect'ny. Never
have T listened to his refined and feeling execution of the simple but
touching passages to the pure beauties of which his impressive manner
proved him so sensible, without experiencing sensations too exquisite
for description.
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and manner of Lombardi; Cremona heard with delight
the iustrument of Visconti ; Pistoia was charmed with the
performance of *Giacopino; and Naples echoed with the
praises of Michele Magcitti *,

But during the early part of the eighteenth century, the
most popular professor of the violin was DoN ANTONI10
VivaLpl, Maestro di Capella of the Conservatorio della
Pieta, at Venice. Vivaldi was also an able and a volu-
minous composer. His productions both vocal and instru-
mental proved highly and almost universally attracuive +.
Among the latter, his Cuckoo Concerto, was admired by all
ranks, and after delighting the amateurs of London, fasci-
nated the frequenters of country concerts. The manceuvie
on the viokn, technically termed the kalf-shift, is said to have
been invented by this performer; and his ap‘parent title to
the credit of its original introduction is thought to be little
-weakened by the claims of Mateis the elder (who came to
England during the time of our last William), or the later
pretensions of Geminiant.

Our considerations of the merits of Vivaldi will naturally
be followed by a review of those of the admirable Giuserre
TarTINT, the enthusiastic admirer, and ambitious imitator,
of Corelli. This pupil of an obscure musician, who was
afterwards glad to be eulisted among his scM#lars, was born
at Pirano, in the province of Istria, in April, 1692. Originally

* All these violinists, so distinguished in their time, composed and
published music fur the instrument on which they excelled.

4 Vivaldi composed for the Venetian theatres, and others in various
parts of Italy, no fewer than sixfeen operas: besides which, he pub-
lished eleven different works for instruments, without including his
pieces enlled Stravaganza, in great favour with performers whose
merit and whose wishes were limited to the display of an unmeaning
rapidity of executioa. )
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intended for the law, Tartini’s taste happened to mingle music
with its discord, and notwithstanding the design and per-
suasion of his father, who had been ennodled for his pious
benefaction to the cathedral church at Parenzo, he quitted
the university of Padua, where he was sent to make himself
a civilian, and resigned the legal for the harmonical pro-
fession. He was now about twenty-five, when mar-
rying without the consent of his parents, he so greatly in-
creased their displeasure, that they wholly abandoned him.
After many sufferings, he found an asylum In a convent at
Alsisi, where he was kindly received by a monk related to his
family. Here, partly to gratify his natural propensity, and
partly to dissipate melancholy reflections, he pursued the
practice of the violin. Engaged on the occasion of a great
festival in the orchestra of the church of the convent, it
happened that a high wind, bursting open the doors, blew
aside the curtain of the orchestra, and exposed the performers
to the sight of the congregation. Recognilsed by a Paduan
acquaintance, his situation became known to his parents, a
reconciliation took place, and he soon afterwards rejoined his
wife, and settled at Venice ¥,

While Tartini resided in this city, his emulation was
awakened by the performance of the celebsated Veracini.
He accordingly quitted Venice and went to Ancona, in order
to study the use of the bow. It was in this year (1714), that
he discovered the phenomenon of the third sound ; and it was
not long before his rapid progress procured him the station
of first violin, and master of the band in the church of St.
Anthouny of Padua. His fame, by the time he reached his
thirticth year, was so extended that he received repeated in-

* Madame Tartini, it seems, was a Xantippe. But her amiable
disposition was almost constantly disappointed by the Socratic patience
of her husband.
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vitations from London and Paris; but he preferred to devote
himself, and consecrate his instrument, to the service of his
patron saint. Its is remarkable, that, according to what he
said of himself, however sedulous might be his practice, he
never studied, or very litte, till after he was thirty ; and that
at the age of fifty-six, he adopted a new style ; changing his
extremely difficult execution to a manner mcre graceful and
expressive than agile and rapid.

The talents of Tartini were not, however, confined to the
excelleuce of a commanding and touching style of perform-
ance. The publication at Amsterdam, in 1734, of a book
of solos, exhibited him as a composer gifted with invention,
and furnished with science. In 1745, a second book ap-
peared at Rome ; and at various times, nine or ten books
were printed at Paris ¥,

This renowned performer, excellent harmonist, and inge-
nious and worthy man, died the 26th of February, 1770, in
Padua, where he had resided nearly fifty years : the inha-
bitants regarding him hot only as a celebrated musician, and
the most attractive ornament of their city, but revering him
as a philosopher, saint, and sage, deeply lamented his loss.

Tartini had many scholars whose abilities were worthy of
his tuition. Among these were the ingenious Pasqualino
Bini; and the emulous and indefatigable Nardini, recom-
mended to his attention by the patronage of Cardinal
Olivieri.

As the rival, and only rival, of Tartini, it is now proper to
bestow a few remarks upon FranNcEsco MARIA VERACINI.
In talents and science, execution and knowledge, thesc mas«

* The author of the Compendium of his life (Compendio della Vita
di Giu. Tartini) tells us that.his solos and concertos together, amount
totwo hundred picces. But his account is not sufficiently authentic
to justify our implicit reliance on its veracity, :
3



HISTORY OF MUSIC, 289

ters were faithful resemblances of each other ; but, in consti-
tutional disposition, direct opposites. Wiile both were re-
parded as the greatest viohmists, and ranked with the most re-
spcclable composers of their time, one was all milduess aud
timidity, the other as rash as vain-glorious ; the former pious
and diffident, the second impiously boastful ; declaring that
there was but ope God, and one Veracini*. .

Though in his youth, Veracini had no other tutor than his
uncle, Antonio Veracini of Florence, travelling afterwards

* Of this feature in his character, a clearer proof cannot be given
than that presented to us by Dv. Burney. in the following anecdotg:

“ Bemy at Lineca at the time of lu Festa della Croce, which is cele-
brated every year on the 14th of September, when it is customary for
the principal professors of Italy, vocal and instrumental, to meet, Ve-
racini entered his name for a solo concerto ; hut when he went to the
choir, in order to take possession of the principal place, he found it
already occupied by Padre Girolamo Lanrenti, of Bologna, who, not
knowiug hiun, as he had been some years in Poland, ashed him where
he was goiug? Veracinianswercd, ¢ T'o the place of first vielin.”” Laa-
renti then told him, that he had been always engaged to fill that post
himself; but that ifhe wished to play a concerto, cither at vespers, ¢
during high mass, he shouid have a place assigued him.  Veracini,
with great contempt and indignation, turned his back on him, and
went to the lowest place iu the orchestra. In the act or part of the ser-
vice in which Laurenti performed his concerto, Veracini did not play a
note, but kistened with great attention,  And being ealled upon, would
not play a congerto, but 1equested the hoary old father would let him
play a solo at the bottom of the choir, desiriug Lansetti, the viohneel-
list of Turin, to accompany him ; when he played in such a manner as
to cxtort an ¢ viva ! in the public church. And whenever ho was
about to make a elose, he turncd to Laurenti and called out; ¢ Cosi si
suona, per fare il prima violino :>~This is the way to play the first
fiddle.” .

This, and other instances of his eccentiicity procured him the ap-
pellation of Capo pazzo ; Mad-cap

VOL. 11, v
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over Ewope, aud collecting hints from every good per-
former he heard,from the vaiious examples that came under
the notice of his quick and discerning mind, he formed a
style no less singular than striking ; and as striking as it was his
own. [In the province of cxycution, his manner was animated,
bold and decisive ; as a composer, though sometimes flighfy
and capricioys, he proved himself to be a sound contrapun-
tist.  If in petformance, a tone uncommonly full, clear aud
rotund, proclaimed the strength and command of his bow-
hand, while his arpeggios manifested his ingenuity and his
taste, his compositions equaily bespoke the force of his con-
ception, and the depth of his science.

Whether we should consider the imputation of frenzy, or
madness, applied to this great master, and to Vivaldi (some-
thing moie than his shadow) rather demonstrative of a de-

“ficieney of the public judgment, than of an eccentricity
that litde merited cncouragement, I will not determine ;
but certain it is, that wilder wounders than they either pro-
duced or performed have since been approved and patronised
by very sober connoisseurs.  'The truth, perhaps, may be that
these highly-gifted and original musicians, like Friar Bacon and
Galileo, so far out-shot the reach ‘of the general mind, that
their talents were not comprehended by the dulness with
which they were surrounded, and the excellence of their ideas
was veiled by its own brilliancy. In the splendor of the
matter, the vulgar eye might lose the beauty of the form, and
mistake its own conlusion for an unmeaning dsorder in the
object upon which it gazed with unintelligent wonder.



CHAP. XI.

ELSTABLISITMENT OF THE OPERA AND ORATORIO IN
ITALY.

FRO M the list given by Angelo Ingegneriin 1598, of all the
lyric dramas afterwards known by the names of operas and
oratorios, it would appear that the lyric drama, Whether sa-
cred or seculary had no existence in Italy till the seventeenth
century *. We hear, however, of musical representations
long previous to this period. Sulpitius, in his dedication of
Vitruvius, speaks of a tragedy that was recited and sung at
Rome in 1480, informs us that Alfonso Della Viola seta
drama to music in 1560, for the court of Ferrara; and also
states, that, an opera set by Zarlino, was performed for the
entertainment of Henry the Third of France, at his return
from Poland, on the death of his brother, Charles the Ninth.
But these attempts can scarcely be termed operatical, since
the pieces were without dialogue, and consequently destitute
of recitative, the most distinctive characteristic of the opera
and the oratorio. )

In 1597, three learned and enlightened Florentine noble-
men, Giovanni Bardi (Count of Vernio), Pietro Strozzi, and
Jacobo Corsi, anxious for a more perfect union of music and

* The opera, in its infancy, was all declamation, cxcept the cho-
russes, which, apparently, consisted of odes or madrigals, setto music

in parts.
v
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\
dramatic poetry, sclected Ottavio Rinuccim, and Jacopo

Peii, their counl.r)'mvn, to wiite and mclodize a drzlma; which,
under the tit/e of Dafune, in the same year, was performed at
the house of Signor Corsi.  The attempt to give a drama
wholly musical (a drama in which even the dialogue should
cousist of words dclivered through the medium of appreci-
able sounds) wus so successful as to encourage Rmuccini to
wiile two other picces upon a similar plan (Luridice and
Arianna) both of which weve set by the same master, and
areatly gratified their auditors. Neatly at the same time, a
sacred drama or oratorio, by Emulio del Cavaliere, was per-
formed at Rone *. Emilio, in his advertisement prefixed to
Del Animd, e del Corpo (the title of this sacred piecc) boasts
_of having recovered the music of the ancients; and, ceitainly,
to say the lecast of this piefatory matter, it contains mstruc-
lions, the observance of which would not disgrace a modern
opera composct.

These early dramatic attempts promoted clearness, grace,
and facility, both in poetry and music. With respect to me-
lody, its constant appeal to the public ear served to refine its
otyle, and case it of its ancient pedantry.  Yet, that for a
long while, the operatical representation was raw, bald, and,
awkward, cannot be doubted. Peri, in the preface to his
music of Luridice, exhibited in honour of the nuptials of

* It is difficult to determine whether Peri or Emilio was the inven-
tor of that peculiar species of melody or chant, called recitative. A
long preface to the printed copies of Peri’s opera, and Cavahere’s ora-
torio, both published in 1600, ‘claims the origin of the invention for
rach of thesc composers.  Peri, however, is modest enough to half
adunt that in the fable of Daphne written by Ottavio Rinuceini, that
author adopted a kind of speaking melody, which was imagined to
resemble the mode of socal delivery used throughout their dramas,
by the ancient Grechs and Rowans.
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Henry the Fourth of France and Mary of Medicis, tells us
that that drama was performed by the mosttexcellent singers
of the time ; among whom were Signor Francesco Rosi, a
nobleman of Arezzo, the representative of Aminto ; Signor
Braudi, who played Areetro, and Signor Melchior Palan-
trotto, the Pluto of the piece. If, however, we may be al-
joued 1o judge of thg stage exhibition by the maguitude or
appomtment of the band, it was not of a very brilliant descrip-
tion, since the instrumental porformars consisted but of four ;
Signor Jacopn Corsi, at the harpsichord behind the scenes;
Donw Garzia Montalvo, who played the chitarone, or large
guitar; Messer Grovanibatista dal Violono, the lyra grande,
or viol da gamba; and Messer Giovamn Lapi, a large lute *,

In 1607, Monteverde set for the court of Mantua the
opera of Orfeo, which, eight yeais aficrwards, was printed
at Veniec, It has been smd, that this composer greafly ad-
vanced the art of composing recitative ; and some of his cu-
logists bave goue so far as to afliim that his improvements
wele so great, as to entitle him to the name of its inveator.
Nevertheless, exiating copies of his compositions are far
fiom sanctioning the superiority given him over Fanlio del
Cavaliere, Jacopo Periy und Caccini. The truth is, that the
gencral progiess of the musica parlante, or speaking me-
lody, was very slow, and sometimes interrupted by a retrograde
motion, the tial of new effects, combinations and licences.
"The masters often adopted dissonances; and crudities, the to-
leration of which impresses us with a strange opimou of the

* Ilis account coneludes with the dcknowledgment, that some paits
of this drama were composed by Giulio Caccini Detto Romano, ** whose
great merit was known to the whole wosld.””  Though in Lwridice,
the only arrangement of sounds resembling au air, is a short Zinfonia,
fie hoasts of having opened the road for others, by bis essays atdra-

wiatic music '
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state of the general car.  Of the justness of this remah, the
following passage bears sufticient evidence.  To expiess the
word aspro (severe) Montevcerde tortures us with aflat second
and seventh, succceded by a sixth and false eighth!
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If, however, the stylo recitativo was @rdy in its advance,
the orchestral improvements did not linger.  ‘I'he band cm-
ployed in accompanying this opcﬁ consistetd of between
thirty and forty pexformers *.  But though Doni complains
of the state of dramatic composition in the carlier part of his
time, in 1624 he observes, that, © experiencey which i1s always
making discoveries, has shown, on many occasions, that this
Lind of music has since been progressively so much meli-

* Duoi gravicembani, duoi contrabassi di viola, dicei viole da
brazzo, un arpa doppia, dyor violiui piceioli alla Francese, duoi chita-
roni, duoi organi di legno, tre bassi da gamba, quattro tromboni, un re-
grale, duoi cornetti, un tlautino alla vigessima seconda, un clarino, con

tre trombe sordine.
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orated, that we may soon hope to see it airive at its ancient
splendor; and it is but a httle while sinée the Medoro of
Signor Salvadori was sung on the stage; by which it clearly
appeared how much the recitative style was improved.” Aud
a musical discourse by Pietro della Valle, pubhshed in 1640,
gives a favourable account of the progress of dramatic com-
position.  'This agreeable and intclligent writer’s selation of
the manner in which the first opera was performed at Rome,
Is too cutlous to 1equire any apology for its inttoduction,

“ My master, Quaglati,” says le, “was an excellent
Maestro di Capella, who introduced a new species of music
into the churches of Rowme, not only n coppositions for a
single voice, but for two, three, four, and frequently a greater
number of voices, ending with a numercus crowd of many
chous or chorusses, singing together ; specimens of which
may be seen in many of his motets that have been since
printed.  Aud the music-of my cart, or moveable stage,
composed by the sume Quagliati, in my own room, chief-
ly m the mamer he found most agiecable to me, and
petfurmed m masks through the strects of Rowme, during
the cammival of 1600, was the first dramatic action, or repre-
scutation m tnusic, that had ever been heard mn that city ¥,
Though no more than five voices, or five wstiuments, were
employed, the exact number which an ambulant cart could
contain, yet these afforded great variety ; as, besides the dia-
logue of single voices, sometimes two, or three, and at last,
all the five sung together, which had an admirable effect.
‘The music of this piece, as way be scen in the copies of it
that were afterwards printed, though dramatic, was not all

* Obviously, he forgets that Emilio del Cavaliere’s oratorio Dell’
Anima, € del Corpo, was acted at Rome, on a stage i the chureh of
Sta. Maria della Vallicella, as early as 1600,
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in simple recitative, which would have been tiresome, but
ornwmented with' beautiful passages, and  movements in
measure, without deviating, however, from the true theatrical
style’; on which account it pleased extremely, as was mamfest
from the prodigious concourse of people it drew afterit, who,
50 far fromn being tired, heard it performed five or six scveral
times ; theie were some even who continued to follow our
cart to ten or twelve ditferent places, where it stopped, and
who never quitted us as long as we remained m the street,
which was from four o’clock m the evening till after mid-
night*.” .

Della Valle,after discriminating the different styles of in-
sttumental *performance, as regarding solds, full pieces and
accompaniment, remarks with much trath, that however ex-
“quisite and refined, solo playing is extiemely apt to tne; and
that it frequently happened to orgamsts of the highest class,
when lost in the prosccution of scductive subjects, that then
Slight was obliged to be stopped by the sound of a bell :
“which,” savs be, “never occmred {0 singers who, when
7 In the
course of his tract, the writer touches upon a delicate poiut

they cease, leave their audience wishing for more +.

* The st:nge bistorsan may collect from this ewcmnstance, the en-
rions tacy that in Rome, the first opera, or musical diawa, like the ori-
pinal tagedy in anaent Greece, was exhibited on a tumbiel.

+ That a tone puiely human, should, when good inits kind, he more
pleasing to the haman car, than *the artificial sounds of a Ilgm'ous-or
metallic instrument, scems in no degree surprising.  But besides ths
congrmty hetween the natural organ that utters, and the sense that
receives, the voeal suunds, thefe is an interest of a personal nature
connected with the agreeable tremulation imparted by the voice to
the auditery nerve; an imerest by which, though the mund does not
reflect upon it at the time, the soul is impressed and influenced.  Could
even a hauthboy or bassoon sing, it would never excite the pleasure we
deiive from male or female intonation.
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of musical history. How the idea gained admission into the
hiead of a pope, that the voice of an Evirafo could be grate-
ful to the car of the Virgin Mary, lind difficult to conceive ™,
Butitis not theless a fact, that male sopranos wers employed
Wy the ponufical chapel as early us 1644, According to Della
Valle, the style of opera and oratorio composition and sing-
g, began about this time, in several of the Itahau cities, to.
mprove 1apidlyl  Among the rest, Bologna made'no unim-
portant tigure.  Indced, the mhabitants of that place dispute
the priority of musical diamas, not only with the Romans and
Venetans, but eveu the Florentines.  And asearly as 1610,
they might boast of possessing in Girolamo Giacobbi, a truly
learned and classical opera composerd; and thongh it does
not appear that they had any public theatre till 1680, n the
mtevimg they might boast of the grave solidity, and flowing
Insemation, of Grcomo Ant. Pertiy the casy and fertile
couception of Giuseppi Felice Tosi, and the full and rich
style of Grov. Paolo Coloma§.  Bologna might also be proud
of her singers.  The names of Pistecchi, who founded the
Bologna school, ahid Lis scholar, Autono Bernacchi, were of

7 Ferdinand the Seventh, perhaps, could explain this.

b Father Gualamo Rossiui of Perugia, priest of the congregation of
the oratory, and who flourished in the scventeenth century, was the
first Evirato employ ed ih the papal chigpel. Till his time, the soprano,
or treble part, was performed by Spamards in falsct. To a delicate car,
thus unnataral elevation of the male voice is always disgusting 3 but,
unless the result of u cruel and infanzons practiee, is not criminal,

1 His opera of Audromeda was vevived eighieen years after its first
performance. . .

Thouzh operas continued to be performed almost every ycar at
Bologna during the last century, yct they were chiefly composed by
Yenetian masters,

§ The late Dr. Boyce was of opinion, that Colonna was andel’s
model for chorusses, with namerous and diversified accompaniments.
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themselves suflicient to procure, and support, the vocal fame
L]

of their city. )
At Rome, as it appears, no regular opera or secular
musical drama was performed till 16325 and the fust pulblic
theatre there (of modein times) for this species of entertain-
ment, was not opened till about the middle of the seventeenth
century. In 1680, the opera of L’Ounesta negl’ Amore, by
the elegant, profound, and original composer, Alessandro
Scarlatti, was produced, and performed in the palace of the
Queen of Sweden, then resident in that city. But though
counterpoint was very successfully cultivated in the pontifical
chapel, dramgtic composition presents nothing qualified
to interest the present age, till the arrival of Alessandro
Scarlatti, Giovauni Bononcini, and Francesco Gaspariui;
“mor in vocal performance, any memorable specimens of ex-
cellence, before ghose of Siface, Pistocchi, and Nicolmij
neither in instiumental cxecution, till the appcarance of
Corelli on the violin, Pasquini on the harpsichord, Gaetan-
no on the theorbo, and Bononcini on the violoncello. In
1694, the operas of Tullio Ostilio and Strse, both produc-
tions of Bononcini, had the advantage of these performers,
aud, consequently, the claims of ilfeir representation, when
the talants of the composer are eonsidered, may be sup-
posed to have been very great. ’

Though Venice was not very emly #n its establishment of

a regular opera, during the latter part of the seventeenth
centwy, the musical drama was mnch cultivated and en-
couraged u that city. The first operatical performance
there, was that of Andromeda, at the theatre of S. Cassiano,
wyitten by Benedetto Ierrarfof Reggio, and set by Francesco
Manelli of Tivoli, 1657%. The next year, the same poet

+ Ferrari was himsclf a celebrated performer on the lute, an able

poet, and a good musician.
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and musician produced there La Maga Fulminata, which
was received with universal applause; ad, in 1639, four
operas wire performed at the two theatres of San Cassiano,
and Santi Giovanui ¢ Paolo; La Delia, set by Manelli;
Lc¢ Nozze di Tete, e di Peleo, by Cavalli; L Avmida,
written il composed by Tenari; and I Adone, set by
Monteverde, whose genius was still productive and florid.
The followiug year, in a third theatre, newly crected, and
called !l Teawro Ai 8. Moist, the Arianna of this master was
periormeld, GO Amori di Apollv e di Dafunc, by Cavalli; and
the £l Puastor Regio, of Ferrari; on which occasion he was
not only the poet, but poet, composer, and egplrepreneur*.
Respecting the interval between this time and 1649, it
will be sufficient to say, that more thau thirty diffcrent operas
were performed at the several theatres of Venice, of which
the composers were, Monteverde and Manelli, Cavalli and
Sacrati, Ferrari and Fonte, laiazzoli and Rovettat. After
these, the drama of Orontea evinced the musical taste of
Il Padre Muarc Antonto Cesti; a picce, the merit of which
revived it in 1662, at Maan; in 1660, at Venice; in 16069,
at Bologna; and in 1683, again ut Venice ;—always colln
musica stesse.  About 1650, no fewer than four operatical
theatres were open at Venice at the same time: the com-
poseis by whom the new music was principally supplicd
were Gasparo Sartorio, Cavalli, Francesco Luzzo, aud Cesti;

* F(‘rrari’s.operns were sumptuously propared.  So striking an
instance of spirit and enterprise in a private individual of moderate
fortune, seems, by comparison, to diminish the superiority assumed by
princcs, in the articles of munificence and splendour.

4+ The grave tecitative, it appears,, was first mclodially broken
and relieved by Cavalli, in his Giasone, vepresented in 1649 ; at least,
it was then that the Anacreontic stanza, since called Aria, was inter-
mingled with the musica parlante.
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and in 1654, was produced La Guerriera Sparlana, the fist
opera of D. Pistro Andrea Ziani, who, after composing
fittcen picces for Venice, was appointed Maestro di Capella
to the Emperor, for whose chapel he produced many operas
and oratorios.  In 1656, Artemi-ia, set by Cavelli; in 1657,
Tesco and ILe Fortune di Rodope, e di Damira, by Zyaniy
in 1658, Medoro, by Luzzo, and Antioco, written by Minati ;
and i 1659, the Elenu of the same poet, display the taste
and science of thelr respective composers*,

In 16060, the Venetian theatre exhibited three operas, and
in the following year, no fewer than four: 1662 was dis-
tingnished by the production of two operas by Ziaui, and one

by Castrovillari.

» * The following sample of a cadence of these tines will enable the
reader to judge of the kind, and degree, of the taste that then

prevailed :—
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T'he period between 1662 and 1680, brought forward
nearly one hundred different pieces, chiefly tomposed by the
two Zianis (father and son), and Castrovillari; Cesti, Rovet-
tino, and Mollinari; Mattioli, Cavalli, and Legreuze; Pulla-
vicino, Boretti, and Sartorio; Grossi, Parterio, and Gaudio;
-Zanettini and Viviani; Franceschini and Tomasi; Pistocchi
and Freschi, And in 1680, seven Venctian theatres received
the lovers of operatical music and spectacle*.

[talian music, abcut this time, was in a state of consider-
able cultivation. TIrom the talents, taste, and science of

* 1n the dramas printed daring this period, the names of the poets,
composers, and singers, are often omitted, while those of the paiuter
and machunist constantly appear; a proof that the amusement of the
eye always superseded the gratification of the ear, and the satisfaction
of the intellect.

The opera of Derenice, set by Freschi in 1680, was agorandized with
chorusses of one hundred virgins, one hundied soldiers, and one
hundred horsemen in iron aimour; furty cornets of horse, six trum-
peters on horsehack, six drummers, six ensigns, six sackbuts, six great
flutes, six minstrels playing on Turkish in$truments, six others on
octave flutes, six pages, thrée serjeants, and six cymbalists. Twelve
huntsmen, twelve grooms, six coachmen for the triumph, six others
for the procession, two Twks, one leading two elephants, the other
two lions, swelled the moving scene, while Berenice’s triumphal car,
drawn by four horses ; six other cars with prisoners and spoils, diawn
by twelve horses ; aud six coaches, completed the processional pomp.
This splendid series of objects was exhibited on a vast plain adorned
with triumphal acches, pavilions, aud tents; and a square prepared
for the entrance of the triumph, and a forest for the chace, filled up
and enriched the view. This deserijtion of the ytupendous and gaudy
toys exhibited in the first act of the opera of Bereuic:, will give the
reader a tolerably correct idea of the ostentation of the whale spectacle,
and convince iim of the inordinate expense bestowed, in the seven-
teenth century, on that part of operatical exhibitions addressed to the
ignorance, the passion, and the fancy of the mulutude.
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Carissimi, Luigt Cestiy and Stradella, it had derived so-
lidity and refinement; and, before the end of this centwy,
the florid song was amply attained, greatly admired, and very
generaily practiscd. '

While the musical drama was in progress at Rome,
Venice, Bologna, and other cities of Italy, it was not wholly,
neglected at Naples: yet it must be confessed, that according
to the Dramatwgia of Leo Allatius, not many pieces were
peiformed theie before the eighteenth century. This seeming
sterility appems strange, when we consider that during that
century, all the rest of Ewope was furnished by Naples with
composers and performers of the first eminence.  From the
Dramaturgia of Lione Allaci, augmented and continued to
the year 1755, we leain that the first opera performed at

" Nuples was Amor non @ Legge, composed by several
masters, hrought on the stage in 1646, and the next year,
eucceeded by Il Ratto di Elena, set by Francesco Cirilli.

About 1636, the abilities of the Abate Francesco Rossi, of
Apulia, were displayed in three operas which he set for
Venice; and in 1640, in a piece represented at Palermo, on
the nuptials of Charles the Second of Spain, entitled, dnarchia
delll Impesio. 'I'wo years afterwards, a drama, called
(lelidaura, set by YFrancesco Lucinda, was performed at
Vemee; and between the years 1703 and 1716, Autonio
Novi, a Neapolitan, set six of his own operas for various
parts of Italy. "I'hat Naples included in her operatical
representations, those of scriptural subjects, is rendered
evident fiom Vignola’s production of Dcborak Profelcssa,
composed in 1698, which was highly applauded. But sacred
dramas maysbe sifd to have had in Italy a date earlier than
this period by more than four huudred years, siuce a spiritual
comedy was performed at Padua in 1243. It was, however,
by vary small degrees that musical mysteries gained ad-
mission iuto the church, or were improved into that variety
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and cousistency, that happy combination of relief, preseuted

to us by the recitative, air,-and chorus of the*regular oratorio.

The first of this species of musical representation took place

in the time of San Filippo Neri, the founder of the congre-

gation of the Puriests of the Oratory at Rome; that is,
@tbout 1540.

The original form of these religious pieces was truly
simple, and their maturation was very gradual. However,
in their least perfect state, they were attractive, since the first.
part being heard, the auditory were tempted te sustain the
dulluess of a long, tedious sermon, for the sake of hearing
the remainiug portion of the music, which gencyally closed the
service*. The excellence of the music drew @ numerous
congregation, and the crowded attendance spread the fame
of the oratory; and hence the general appellation of
Oratorio. .

The oratorio, originally without recitative, or musical
narration, did not include that great requisite till the time of
Emilio del Cuvaliere. 1lis I’ Anima ¢ Corpo, performed iu
the oratory of the church of Sunta Maria della Vallicella at
Rome, in 1600, gave the first specimen of sacred recitative
and this essential characteristic then distinguished the oratorio
from the mysteryy or sacred tragedy, and from the opera,
which during a time, consisted simply of aws and plain de-
clamation. The following recitative, in the Tears of Mary
Magdalen, a spiritual cantata, composed by Domenico
Mazzocchi, will inform the reader of the early style of church
recitative.

* "T'he subjeets of these pieces were sometimes the Gosd Samaritan ;
sometimes Job and his Friends; the Prodigal Son; Tobit and the
Angel, &c. &c.
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This surpasses what we arce entitled to expect from almost
the iufancy of thie art of writiug recitative ; and proves a de-
gree of insight iuto its truc nature and powers, not very in-
ferior t6 that of the musicians of the present day.

The materials necessary to this part of our inquiry are far
froip plenteous. I therefore thc wore willingly embrace an
oppartunity of glvmg a partial description of the oratorio of
S. Gio. Batlista, composed by Alessandro Stradella,” about
1676, and supposed to have been acted in the church of St,
Jolin Lateran. ‘ .

The opening sy mphony, or oveiture, is i four parts, and
comprises three short movements, all in fugue, and neatly
and adroidy couducted. The drama commences with a re-
citative and air, by St. John, aud is written for a counter-
tenor. A second-recitative leads to a chorus of the saints’
disciples, which js followggl by a dialogue between the saint
himself and one of the chorus. Afier this, we have a song in
eight paits, spirited, though not graceful in its melody, and cla-
borate and ingenious in its accompaniments. A second chorus
m five parts, is truly admirable. In the first eight or ten
bars occurs a very caily, perhaps the first use, of the extreme
sharp sirth. ‘These are preparatory to a fugue of two sub-
jects, which, after bursting upon the ear with considerable
effect, are worked direct and in reverse, with much science
aud_contrivance.  Then a pleasing recitative by the Consi-
gliere of Herod is succeeded by an animated air on a ground
bass, which forms its only accompauiment, given. to Henodia,
his dauwhter : after which, on another ground bass, (also 1ts
sole accompaniment) the Counsellor has an alr, grave in its
style, but rendered attractive by the novelty and elegance of
jt¢ phrases. ‘The next. melody is fully and richly. acCot’hpa“.
fied. Its opening symphony, fugata in four parts, is la-
boured with great skill, and together with the voice, which
has a distinct melody, forms a composition i five real parts.

(5]
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This is followed by a trio, sung by the Flgll, Madre, and
Consigliere, composed in the Sicilian style, adorned with imi-
tations, and ingenigusly harmonized. ‘ From this, we pass to
a busy but magnificent bass song d due cori, given to
Herod; thence to a chorus with two movements, in fugues
of four parts; ahd thenée' again to a duet between Herod
and his dadghter, the passages of which were new dt the
time, and excellent enough to be afterwards deémed wouthy
of adoption, by Corelli and other great masters.

This glance at the matter and manner of the first act of
S. Gio. Ballista, is sufficient te satisfy the -curiosity of
the reader. A longer notice would be irkvome, It will
be sufficient, therefore, te add the remark, that this oratorio
has the valuablemerit of regularly improving in its qualities, -
of constantly rising in its general excellence, from the over-
ture, to the duet with which it closes*., -

At the beginning of the last century, the poet Pariati wrote
three oratarios for the emperor’s chapel at Vienna ; the jesuit
Ceva produced near twenty; Lelio Orsini a considerable
number that were performed and printed in Germany ; and
Arcangelo Spagna published and dedicated to Pope Cle-
went XI. fifteent. Zeno’s oratorio of Sisara, set by Cal-

* Itis a curious fact, that the hcts of the early oratorios generally
closed with a duet. Our familiarity with this species of musical
drama, in its aggrandizement by such choruses as those of Handel,
increases our surprise at the practice of its fathers and cultivators, es-
pecially since they possessed the means of giving to their acts that
magniticent conclusion, which, at once filling the sensarium and the
mind of the auditory, leaves on the soul that i impression of sublimity
which forms the firat and wost dlstmg'utshmg characteristic of muaw
employed in sacred representation. '

+ In the first parabolical aratorios, allegorical and ideal persanages
were introducedy as Patience, Charity, Faith, Hope ; and sometimes
a mixture of real and imaginary characters, as Jesus Chrisv. ti.e Holy

xe
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dara, was performed in the imperial chapel, 1719, and en-
joyed a very high degree of favour. Metastasio wrote eight
oratorial dramas, the beauty und force, jtrength and learn-
ing, of thg music to which, by the masterly Jowmelli, are
worthy of the grace aud imerest, fire and judgment, that cha-
racterize the poetry: and Sant’ Eleng al Calvario, was ad-
wirably set by Leo, whose Sacri Orron is in the sublimest
style of composition.

‘Giovanni Bononcini, previous to his arrwal in England,
composed a variety of oratorios. Dr. Burney found one of
these at Rome, iu the archives of S. Girolamo della Carita.
He speaks of. its implicily, as indicative of the piece being
a _youlhfni production. The instrumental parts are thin, and
scantily employed. Like all the Italian oraforios, it has but
two parts. ‘The overture, in the style of Lully, is without a
third movement *.

The first oratorios had short choruses in plain counter-
point ; but in those of the latter end of the seventeenth cen-
tury, and beginning of the last, they are seldom found ; each
act generally concluding with a duet. Hence it would ap-
pear, that we are obliged to Handel, not only for the sub-
limest specimens of choral composition which are existent,
but for the original intreduction of choruses, properly so
termed, into the sacred drama. Before his time, it is pretty
clear, that the only compdser who had any knowledge or
feeling of the possible grandeur of vocal polyphonic music,
was the ingenious and elaborate contrapuntist, Caldara, many
of whose scores are full, rich, happily continued, productive

Ghost, and even the Supreme Being. These representations were
generally divided into two parts, of an hour each.

* It seems as if Handel had been the first to introduce the minuet,
or final air ; the overture of his first oratorio has no third movement.
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of grand and striking effects, and to the emulouns student,
furnish subjects of profitable study. )

Since the object of this chapter has been, to take an en-
larged and general, rather than a close and scrupulous, view
of the rise and progress of the opera and oratorio,—rather
to trace the great road of their march, than to watch them
throtigh every minute degree of their advance,~than to mark
their steps from author to author, and from piece to piece,—
the attentive and candid reader, while he Jearus aJl that it is
important to know, will excuse the absence of particulars,
the detail of which would have been more tedious than use-
ful, and only have filled up vacuities that his own judgmeant,
guided by the inteligence laid before him, will more easily

and more readily supply
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CHAP. XI11.

RS

PROGRESS OF THE LYRIC DRAMA AT VENICE, N4.
PLES, ROME, AND IN GERMANY AND FRANCE, DU-
RING THE LAST CENTURY.

VENICE.

VENICE, at the beginning of the lust century, might boast
of possessirig, among her nuiner@s opera composers, several
masters of illustrious genius. Among these flourished the
clegant and graceful Fran. Gasparini, &hose fiist opera,
Tiberio, was composed for that city in 1702. Between
that year and 1723, his shining and ‘prolific talents not
only produced twenty-five pieces exclusively for Venice,
but many others for Rome, Bologna, and a variety of
places. In 17€3, Caldara, a composer cqually qualified
to supply the church and the stage, and whose first drama
for the Venetian theatre appeared in 1697, furnished the
same boards with his excellent and admired Funace *. The
productions of the two following years displayed only the
minor abilities of obscure masters; but in 1706, the imagi-
nation and science of Bononcini and Lotti revived the splen-
dour of the opera of Venice+. 'This splendour was well

* Caldara was one of the most eminent composers, whether for the
church or the stage, that ltaly edn hoast.

+ To all the scieuce and learned decorum of the old school, Lotti
united grace, sweetness, and pathos.
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supported by the merit of two operas from the pen of Ales-
sandro Scarlatti, and one from that of -Caddara (in 1707):
several others by the same composers (in 1708), and Agrip-
pinu (in 1709), set by Handel, who, at this period, was on his

’

travels. -

After this time, no new and distinguished master appeared
till 1714, when the celebrated: Vivaldi set Orlando Finto
Paszzo, the merits of which were universally acknowledged *.
Two years afterwards, the ingenious, spirited, and scientific
Giovanm Porta, enriched the Vetletian opera with his va-
juable efforts+. The next year exhibited no new composer;
but in 1718, two operas, one by Bassani, and.oue by Orlan-
dini, evinced, and obtained, their claums to public favoury.
The succeeding year was distinguished by the exertions of
Nich. Ang. Gasparini, of Lucca, who sct Lamano; of Ste-
phano Andrea Fiore, the composer of u Penlimento Gene-
roso,; and of Gins. Mar. Buini, who furnished the opera of
La Cadula di Gelone§. The season of 1720 produced no
fewer th ten uew operas, in which the abilities of Buini,
Orlandini, Vivaldi, and Porta, were successively dis-
played. In 1723, the excellent opera of Timocrate, offered
new and ample evidence of the genius and professional

* Between that period'aml 1728, the active genius of Don Antonie
Vivaldi produced for Venice no fewer than fourteen operas.

+ This master was long retained by Cardinal Ottoboni, at Rome ;
and afterwards settled at the court ef Bavaria, where he died about
the year 1740,

* Orlandini is said to bave'been more happy than any other master
of h|s time, in the composition of lntermezm, a 'gay picturesque spe-
cies of music, not much, or, at most, not thoroughly understood, till
the appearance of Pergolesi.

§ Buini wag a poet-musician. The verse l:e set to music was oﬁcu

his own. -



312 HISTORY OF MUSIC.

learning of Leonardo Leo; and the succeeding year brought
forward the lively fancy and agreeable flights of Giacomelli,
of whom, as a scholar, Capelli might justly be prond. The
pure arid unaffected melodies of Leonardo Vinei, in his two
operas of Iffigenia in Aulide,and La Rosmira Fidele, gave
eclat to the season of 1725, und Porpora, his rival, animated
that of 1726, by his Sisace, which was followed by the Siroe
of Vinci*. In 1727, the principal composers were Por-
pora, Porta, Albinoni, Vivaldi, and Buini. The first of
these produced this year his two celebrated operas Meride,
and Arianne, afterwards performed in England. The fol-
lowing year was rendered conspicuous by the accession of
thejustly-a'dmi‘red Galuppi : and 1720 exhibited the preten-
sions of the probationers Baldasare Galuppi, called Bura.
nello, and Giambattista Pescetti, who, conjunctively, com-
posed an opera eititled Dorinda.

The most splendid period of the musical drana at Venice
was now commencing. The year 1730 was distinguished by
a constellation of talent. If the poetry of an Apostolo Zeno,
and a Metastasio, was illustrated by the creative abilities of
a Leo and a Hasse, a Porpora and a Galuppi, the <culti-
vated powers of a Nicolini and a Farinelli, a Faustina and
a Cuzzoni, improved their lustre, and informed every ear of
the true value of fine composition. Itis due to Baldasare
Galuppi (or Buranello), to say that no native of Venice had
higher claims to the applanse of his fellow-citizens (if it is

* This year no fewer than fifteen new musical dramas were brought
on the Venetian stages: two'hy Vinci, two by Porpora, and the re-
mainder by A'binoni, Vivaldi, Polarolo, Buini; with a single opera
by each of the following pm"ncipiami: Luigi Tavelli, Fran. Rossi,
Giuseppe Vignati, and Antonio Cortona, who mounted the stage for
the first time, and seemingly with little success, since their works have
heen long forgotten. -
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not a prostitution to apply the term cilizen to a Venetian)
than this very ingenious professor *.

Venice may claim the honour of having produced a long
and brilliant succession of first-rate masters in the vaious
provinces of the harmonic science; but nevertheless, she has
constantly been willing to avail herself of the subsidiary lustré
of exotic talent ; and the chief of her external resources has
generally been the school of Naples. A.-Scarlatii and- Leo,
Vinci and Porpora?Paradies and Coccli, Piccini and Sac-
chini, have contributed to her delight, and participated her
munificence. To pass, therefore, from the Venetian to the
Neapolitan opera, will be an easy and a natu.ral transstion.

NAPLES.

The first musical ornament of Naples, in the eighteenth
century, was Fiancesco Manciui, whose career extended
from 1700 to 1731.- During this long period, the Neapo-
litan stage owed to his productive geuius a variety of operas
and intermmezzi (interludes), that excited general admiration,
and extorted the, acknowledgment and applause of the first
masters +. Of Leonardo Leo, the prime opera was his So-
Jonisba, performed in 1718, and his fast, ¢ though not least
m Jove,” his Siface}. Thg year preceding the appearance
of Mancini’s Sofonisba, Porpora brought on -the stage his.
Ariana ¢ Teseo; the first of more than fifly pieces with

* He was called Buranello, f.om the name of a little island near
Venice, where he was born. His father tanght him the first rudi-
ments of musics and he was finished by Lotti. He succeeded in
masses, oratorios, operas, and almost every species of composition.
He died at Venice, 1785, aged 84.

+ Geminiani and Hasse were particuln.rly cordial in his praise ; and
seemed rolicitous of opportunities to do justice to his merits.

1 In the interim, Léo produced three pieces for Venice, and four for
Rome, He died in 1742.
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which his fertile imagination supplied the theatre of Naples.
In 1725, the talexts of the Neapolitan, Sarro, dawned :upon
his country, which they contmued to delight for tweuty years.
With his 7ito Semprounio Gracco, all Naples was charmed:
Her great theatre at the same time resounded with the praise
of Hasse, called 1l Sassone; who in 1726 produced his
Sesostrate ; and in 1728 his Attalo, Re di Bitinia.

About this time, had she known her own happiness, Na-
ples might have boasted of possessing ond of the greatest ge-
niuses she or the world had ever produced.  The first opera
of Giovanbattista Pergolese was performed at her second
theatre! 'The young composer, (born 1704, and now about
twenty-fours years old) found not among his countrymen
minds sensible of his extrhordinary talents, or that acknow-
ledged the natural maxim of Horace, Bonus sis felixque

- tuts*; his native land was the last to discover, or to con-
fess, his superior powers, and his Dei Fioreatini was
coldiy received: nor weie his subsequent efforts at the 1'ea-
tro Nuovo much more kindly treated. 'The next musician of
real genius possessed by Naples, was Nicolo Jomelli. After
visiting, and delighting with his compositions, most of the
cities of Italy and Germany, he returned to the place of his
musical education, and in the years 1769, 1770, 1771, and
1772, brought on the.stage of its great theatre his operas of
Armida, Demofoonte, and Ifigenia in Aulide.

ROME.

After this period, the Italian Iyric drama became so com-
pletely paramount in Rome (the post of honour, or imperial
seat, of secular as well as of sacred music) that its general

Be propitious to your own.
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progress in the peninsula will be best traced by a review of
its career in that city, : .

During the first eleven years of the last century, the mas-
ters who composed expressly for the Roman theatres, appear
to have been very few. Of these, the chief were the two
Scarlatiis and Gasparini, succeeded. by Caldara, whose
first piece was Amadori. In 1721, Bononcini produced his
Crispo ; and three years afterwards, the opera of Tigranc
exhibited, in conjuuction, the talents of Micheli, who set'the
first act, of Vivaldi, the composer of the second, and of Ro-
maldi, who produced the thud. In the same year, Falconi
and Sarro brought forward their earhest pleces From this
time (1724) the Roman stage continued to be supplied by a
varicty of first-rate masters, the enumeration of whom, and
the particular dramas they composed, would at best exhibi
but a dry list of mere names and dates, the less entertaining,
as most of them have already been mentioned in the remarks
on the Neapolitan and Veunetian stages. However, the
names of Paesiello and Mortellaii, Cimarosa and Salieri,
Tarchi and Alessandri, Cherubmi and Marinelli, Giordani
and Albertini, by an inevitable association of ideas, will
awaken in the mind of {he reader, accompanying pictures of
brilliant and vagjed excellence, and offer to his conceplior.x a
view of genuine beauty and sterling woith, sufficiently decla-
ratory of the splendor of the Roman opera.since the period
in which it assumed a new lustre frem the rarc and auspicious
talents of Jomelli and Buranello, Perez and Scolari, Gluck
and I’lccml, Sacchini and Guglielmi, Safti and Anfossl,

It is, indeed, a praise exclusively due to Rome, that lLicr
musmal drama has long been, and still semains, the 1egular
fountain from which flow the streams of pure taste, by the
spreading currents of which the other countries of Europe
have been both adorned and fertilized. Among these, no
one, certainly, has been more indebted to its beauty and its
richness—its ornament and its nurture—than
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GERMANY.

Though in Germany, as in Englaud, the first operas were
written in the vernacular janguage, no doubt is enteriained of
that species of entertainment having originated in [taly. It
is true, that at Hamburg, operas continued to be performed
in the German idiom, till near the middle of the last cen-
tury ; but music is a universal language, and, like numerical
figures, kindly combines with the words and the phrase of any
country. At Vienna, however, as carly as 1724, on the birth
of an arch duchess, the Itahan opera of Eurysteus, set by
Caldara, was peiformed: and in five years afterwards, Me-
tastasio visited that city by express invitation, was appointed
€0 the place of imperial laureat, and wiote there many

, operas, to set which superior productions became the pleasing
task of Caldara. During the period between 1740 and
176, few serious picces appear to have been performed at
Vienna. But in 1764, the genius of Gluck suggested, and
introduced, a species of dramatic music, varying from that
which then prevailed in Italy. The unew simplicity and al-
most perfectly natural expression thrown by that admirable
master into his Orfeo, met a reccption which did credit to
the good seuse of his German auditory, and ‘gave his inven-
tion (for it merits that name) currency in other parts of Eu-
rope ¥ In 1769, after the masters since so celebrated
(Wagenseil, Hoffmann, Ditters, and Haydn) had severally

* Nothing could be more rational than this merited desertion of false
refinemnent, in favour of the demands of sentiment and nature. JBoth
the composers and the performers of later times, by sucrificing sense
10 sound—just expression to ‘the extravagance of unmeaning flights
and roulades—have resigued for a straw the golden sceptre that cam-

mands the heart,
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olfered samples of their extraordinary talents, Gluck pro-
d: ced Alceste, his second opera, upon the reformed plan,
with increased approbation and encouragement. This and
his third piece, Paride, which appeared®two years later,
fixed the partiality of the imperial capital for the style of
which he may be called the father. Nevertheless, from what
cause is not known, there were a0 further reprcsentations’of
the serious opera till the year 1785, when Sarti’s elegant and
graceful Giulio Subino, was heard with delight, and rewarded
with the most enthusiastic applause. From this time Vienna
has contiaued to give an interested attention, and every pos-
sible encouragement, to the lyric drama. .

At Dresden, as early as 1718, operas were > established and
performed in a magnificent style. Lott’s productions at
that time, were listened to with peculiar pleasure. Some
years afterwards, the dramatic baud in that city, as arranged
by Hasse, was counsidered by all Europe as a model of or-
chestral discipline : and the Electress Dowager of Saxony,
after travelling into Italy for the honouruble object of study-
ing the fine arts, not only wrote two serious dramas in the
Italian language (Tdlestri, and I/ Tﬁtmfo della Fedelta)
but set them to music *;

At Berlin, the Italian opera was honoured and cherished
early in the last century, where Bononcini’s dramatic music
was in high favour 4. After the death of Frederic I. there

* The Electress had practised singing under the direction of Por-
pora, and acquired tho rudiments of composition from Hasse.

4 Itis stated, that at 8 private representation of one of Bononcini’s
operas at this city, in which the queén, Sophia®Charlotte, and a prin-
cess performed, it was with difficulty that his friends coutrived 1o gain
his admission intg the concert-room ; and that, at last, he was secreted !
When will the pré-eminence of Nature cease to be sacrificed to the
pride of accidental clevation ?
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was no opera in this capital till 1742. But at that period its
establishment re-commenced, and became the mast splendid
of any in Germany. In 1754, the opera of Berlin, besides
the composers Graun and Agricola, had in its retinue more -
than fifty performers, vocal and instrumental. At the death
of Graun, (the principal opera composer, in 1759) Agricola
succeeded to that master’s situation, and held it till 1774, when
Reichardt, his Prussian majesty’s maestro di- capella, at Ber-
lin, supplied, and worthily supplied, his honourable place.
"I'he court of Munich has uniformly had the credit of pa-
tronizing the musical science. T'he splendour of its operas
has long 'uuwunu.d its taste and its munificence : and, without
descending 4o the flattery of a laureat, I may say, that even
onc of its late Electors was a good composer. At Marheim,
the Elector Palatine, for a long while, had a band that was re-
garded as one of the most complete, and the best disciplined,
in Lurope : and the musical drama of Stutgard, was no less
celebrated for the excellence of its composition, than the
magnificence .of its spectacle*. In this general review of
the culuivation and encouragement of operatical music in
Geimany, Brunswic® claims to be inclnded, were it only for
its admiation and patronage of the-clegant and expressive
productions of a Benda, a Schwanberger, and a Fleischer.
At the head of the great opera composers, whose works
interested the Germans during the last century, stands the
unparalleled George Frederick Handel. After him, are to
be named the slight but elegant Hasse, the tastefu] gad cor-

* The pieces sct by Jomelli richly deservé fo'be dlslmgulshed
Thid great master had ‘the honour” of prodicing a musica) revolution
in the greatest pnt of Germany. Wisely departing somewhat' from
his thin artless score, he yleldecl in 4 degree, to the German predl-
lection for rich harmbny and contrivance ; and by a mixture of hoth
styles, indulged their taste, and, perhaps, imp:'oved his own.
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rect Graun, and the simple and expressive Gluck. These
again may be followed by the refined aad fanciful Jobn
Chnstian Bach, the inventive and fertile Moyart, and the
mellifluous and polished -Pleyel, whose genius, during the
consulate of the Emperor N apoleon, was honourcd and che-
rished in the c.npltal of ' ~

FRANCE.

In France, the opE I;A‘, during'ihe last century, seems to
have found a zealous and liberal patroness. Attached to the
merit of her Lully, and her Rameau, she reluctantly per-
mitted their compositions to be supcraednd by those of the
Italian masters, and still reveres the names of musu,lans whose
works are no longer to be found 'I he 1eader, theneﬁue, will
naturally anticipate the encouragmtr reception of a scholar of
either of these high favourites of their ddy.“ Lolasse the pupil
and immediate successor of Lully, produced for the Academie
Royale (between the years 1687 and 17°6), ‘eight successful
operas*,  Nevertheless, this young candidate for fame had to
contend with the rival abllmes of Custc apd Campia, Charpen-
tier and Demarets, who, in |706 were followed by Bert; in
1714, by Mouret ; in 1716, by Monteclaire ; aud in 1725, by
the conjoined talents of Francocur and Bebel; in 1731, by.the
efforts of Blamont; and in 1733, b_\, those of Bussac.

Though Colasse succeeded to much of the public favour
enjoyed by/his great master, he did not take possession of hig
operatical throne ;. which was mougted by his . son-in-law,
Francine, who, according to Dr. Bumey, “obtained a pa-
tent for ten years, upon conditiun that he paid u peusion of

* This composer commaniéed His éareer with the homourable task
of finishing' an opera’(Ackille et Polyrene) hegan by his master, but of

"

which he found only the first act completed. . -
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10,000 livres a year to the widow and children of Lully *.””
M. de- la. Borde-justly enough remarks, ¢ that the govern-
ment of an opera is a painful and embarrassing employment :”
but that is not the sole inconvenience that has been expe-
sienced by the generality of its' entreprencurs /—they have
found it not only troublesome, but ruinous. Francine soon
discovered the necessity of procuring a partner in his losses,
and a debt of 380,780 livres, as speedily obliged the paten-
tees to transfer their privilege to others, to whom tiie road to
ruin proved a short one. '

Notwithstanding these almost certain consequences of
wielding the Freuch operatical sceptre, new adventurers, from
time to timé, were not wanting ; and amid all its revolutions
after the death of its first legislator, the lyric drama maintained
its intluence, and preserved much of its ancient style +. At
leugth, however, (in 1752) Pergolesi’s Serva Padrona, heard
at Paris, threw the capital into a flame that required some
years for its extinction, Ramecau’s new harmoniea aud ac-
campaniments, submitted to the Parisians in 1733, had excited
i the zealous worshippers of Lully, a tourbillon that soon
subsided; but now a furor raged that defied appeasement.
Rameau’s excellencies had not only gradually subdued all

*-In 1698, Francine, it secms, entered into partnership with Du-
mont, when he obtained a licence-for another ten years.

4 The publication of a pamphlet, early in the last century, entitled,
Paralcle des Italiens et des Frangois en ce qui regarde lu Musique et les
Operas, by the Abhé Raguenet, gave hirth to a long, but ineffectual
controversy, concerning the comparative excellence of French and
Ttalian composition. Fontenclle, whose office it was to license'the book,
said in his testimony, that, ¢ he thought it would be very agreeable to
the public, provided they were capable of equity.” Asif equity ever
prevailed, or was permitted to have any share, in the decision of a party
guestion,—even in music!
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opposition, but had even conciliated the ears and the hearts
of the French, and was destined to the add.ilional_ triumph of
banishing Pergolesi’s music fiom the Gallic stage. How-
ever, this master’s opera of Custor and Rollux, revived in
1754, found in the public an appetite quickened by the past
obtrusions of La Serva Padrona; and even the cool consi-
derate De la Borde exclaims in his Lssai sur la Musique,
 This beautiful drama, without any diggnution in the ap-
plause or pleasure of the audience, supported a hundicd
representations, charming at once the soul, heart, mind, eyes,
ears, and imagination of all Paris *.”

It happening that soon after the appearance and rejection of
Pergolesi’s first picce, a troop of Italian builttta singers en-
gagedto perform at Rouen, the Academic Royale de Musique,
refused to let them perform till they had exhibited at Paris ;
where, after some difficulty and apprehension, the Serva
Padrona was allowed to be represented Between the acts of
Lully’s opera of Acis and Galatea, as an interlude. Heard a
second time, it'gained upon the general fancy, made many
proselytes to Italian music, and alarmed the friends of Ra-
meau and the national opera t.

In 1753, Pyis was cytertained with Rousscau’s Devin du
Villuge, first performed at the opera-house, as an intcrmede.

* The cotemporary and subsequent compozcrs of operas, of the

school of Rameau, were Mondonville and DBerton, Auvergne and
Trial, who flourished in the period comprehended between 1742 and
1775. ,
+ Pamph'ets innumerable were written on both sides, and among
them appeared Rousseau’s celebrated Yettre sur o Musigue Francaise.
Except among the adherents of the ancient style, it was rapturously
admired both in and out of France; buttlie most certain proofs of its
merit were, the loudness with which it was abused. and the imbecility
with which it was answered. '

vOlL. 11, Y
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The pleasing, simple style of the music, ncither wholly French,
nor entirely Italiag, was acceptable to the half-weaned taste of
the French ; aud the piece, written in their own language, ex-
cited their unmided and most animated applause, But their
improved relish was not permanent. The antiquity and the
quaintness, the fustiaun and the crudity, of their own composers,
were restored to favour; and the revival of the operas of
Lullyand Ramea® and the expulsion of the Italian buffoons,
as the singers from Italy were deridingly termed, completed
the triumph of the French wvirtuosi over their own reform-
ation,
In 1758, Doni, an [Italian composer of Parma, ventured
'to adapt the melody of his own country to French words, for
thecomic opera. And three years later, Philidor and Mon-
signy were so far successful in the hazardous attempt to re-
concile the French to the Italian style, that soon afterwards,
the operas of Rose et Colas, Aneite et Lubin, Le Roi et le
Fermier, Le Maréchal Ferrant, Le Sorcier, and Isabella et
Gertrude, were successively produced at the Theatre Ita-
lien*. In 1770, the Ernelinde of Philidor, evinced his
power to quit the ancient gpera style of France. His ac-
celeration of the recitatives, and the animatgd airs (@ /'lla-
lienne) with which he concluded his scenes, won gradually
upon his auditors, and at the subsequent revival of the piece,
excited great applause.
About this time, the conspicuous and original talents of
Andre Grétry, a native of Liege, began to adorn and enliven
the French capital. This very ingenious composer, be-

* The latest of thesc picces appeared previous to Grétry’s arrival at
Paris, who brought with him from Italy much of the high taste of
that country.
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loved and admired by Sacchini ¥, favoured Paris with near
thirty operas ; among which were Le Huron, Lucile, Ze-
mire et Asor, and Richard Coeut de Lion ; of these, the ‘two
last were translated into English, and performed in London,
where they were received with all the applause their novelty
of style, and spirit and pathos, had extorted from the Pari-
sians*,

Gluck, on his arrival at Paris, in 1774, had the sagacity to
discern the almost inveterate, though secret partiality of the
French to their owu manner; and, adopting the policy of
keeping his eye upon the style of Lully and Rameau,
after performing his celebrated opera of Qrphée, of which
the reputation was already established, applied to the words
of Iphigenie, founded on one of Racine’s best tragedies,
music that was listened to with high and universal delight.
In his opera of Cythere Assiegée, performedin 1775, he was
not equally successful. A tenderuess and delicacy were here
required, of which Gluck was not always master. From the
same deficiency, his Armide, brought on the stage two years
afterwards, did not possess that graceful, dulcet and pathetic
expression cansonant with the language and situation of the

# Sacchini always spoke of the genius of Grétry in terms of the
highest praise; declaring, that, though a German, he naturally
possessed the fire and sweetness, and had acquired all the decorative
grace, of the Italian school.

4 The abilities of this ingenious musician were both respectable
and general ; and his view of scciety, science and moral principle,
liberdl and expanded. His L'ssay on Music is solid and luminous ; Lis
tract, “ De la Verité, §c.” displays,a mind ipdependent as intelli-
gent; and when the glorious Revolution of France burst forth, though
the pative of another country, he was as zealous a revolutionist, as any
Fnglishman in 1688 ; and his joy at the prospect of’ the eternal dis-
missalof the French-Stuarts, was no less sincere than ours had been at
the ejecsment of our Scetch Bourbons,

Y 2
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characters. Yet, regarded in the aggregate, Gluck’s music
is truly excellents His recitation is rapid and penetrating,
and his airs are bold and vivid ; and though formed for the dis-
tancc,.and, like theatrical scenery, not calculated for too close
an observation, they strike, in their place, with the heauty,
and the force of nature. To these prol;enies Gluck’s compo-
sitions were indebted for their influence over French feelings.
They seduced even the enemies of his genrc, and half per-
suaded them, that in listening to the divinity of his foreign
strains, they heard the melodies of their own national idols.

Amid the enthusiasm of these admirers, whose universal
cry was, that Gluck had recovered the dramatic music of the
ancient Gteeks, Picini arrived, and war was inevitable.
Taking the field, he saw the friends of Itahan music tlock
around, and defend his standard, All Paris wus on the qui
vive! Every one was a Gluckiste or a Piciniste.

This prolific, spirited, and original composer endured many
mortifications before he established himself in the hearts of
the Parisians. 1t was not speedily that the advocates of
Gluck, and partisans of the old French opera, would permit
him to solve the problem, whether the Gallic language was
capable of receiving Italian melody. At length, however,
the operas of Roland, Atys, Iphigénie en Tauride, Adele de
Ponthieu, Didon, Diane et Endymion, and Penelope,
seemed to set that question at rest; and the struggle ceased.
The graceful and expressive Sacchini now found the: way
opened for him into France; and in 1783, set for the
French theatre the opera of Renaud; aud the next year Chis
mene and Dardanus, both which pieces were received with
rapture. Anfossi; Paesiello, and Salicri, were afterwards
heard and applauded. But if the Italian masters, who visited
Paris, réceived much of the praise, they also, insensibly, con-
tracted some of the bad taste, of the French. The Frenck
airs of Picini and Sacchini, have not the unadulterated sweet-
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ness of their Ilalian compositions; nor are their French
recitatives wholly free from the tour de phrase et de pe-
riodc*.

* Picini prevailed on the Pansnans to establish a sing ing-
school ; and oue of the few remaining honours that grew out
of the new order of  things, is the National Institute, over
the musical department of which Cherubini so ably pre-
sides.

Iaving traced the progress of the Itahan opera on the con-
tinent, generally, we are now prepared to inspect individually,
the merits of the various foreign composers and speculatists.
Among these, we shall find professors of the first order of
hunran genius, and the profoundest scientific acquisitions.

%

o .
* Were I asked When good music will be thoroughly relished by the

French? my answer would be, ¢ When the style of Lully and Ra-
meau is wholly forgotten, and a long habitude of listening to the beau-
tiful and pathetic melodies of Ttaly shall have regenerated their taste,
and, musically speaking, given them a new nature.”
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CHAP. XIII.

GENERAL VIEW OF THE PRINCIPAL ITALIAN AND GER-
MAN COMPOSERS AND PERFORMERS OF THE LAST
CENTURY.

-VVH ATEVER progress music, sa¢red or secular, serious
or conic, vocal or instrumental, might have made previdls to
the last century, it was not till about the year 1700 that it be-
gan to receive that polish, and assume that grandeur and con-
sistency, by which the science was destined to be characterized,
and which has delighted and enchained its modern admirers.
This proposition, indeed, is so generally true, that it might be
applied to every European country in which the harmonic
art has been cultivated. The business, however, of the pre-
sent chapter, is to illustrate its improvement by the genjus
and iudustry of the masters of Italy and Germany.

Among these, one of the first that claims our notice, is the
ingenious and learngd N1icnorLa Francesco Haywm, ata-
tive of Rome. About 1700, this respectable musician and
man of letters arrived in London ; when its virtuosi became
indebted to his talents and enterprise, for the establishment
of an Italian opera.« Engaging in this arduous undertaking
with Clayton and Dieupart, men of considerable musical
abilities, he adapted the airs of the opera of Bononcini’s
Camilla to the English words of Owen Mac Swiney, adding
an overture and several songs, which, in their day, were
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much admired. After this, he brought forward Alessandro
Scarlatt’s Pyrrhus and Demetrius, prepared in a similar
manuer; and continued to succeed till the arrival of Handel,
whose Rinaldo engrossed the public attention, and, for a
while, silenced every other attempt in the province of dramatic
music.

Haym’s diversified qualifications enabled him to turn from
musical composition To the more eclevated employment of
literature. He accordingly issued proposals, containing six-
teen articles, for publishing by subscription an English trans-
lation of A History of Music,” in two volumes (quarto)
written originally by himself in Italian, and embracing the
whole period comprised between the time when Cadmus
4ntroduced the science into Greece, and the century in
whicl the author wrote. This undértaking, however, was
not encouraged, and, abandoning the design, he commenced
picture collector; and yas engaged in ‘that capacity by a
number of distinguished persons, among whom weie Sir
Robert Walpole and Dr. Mead. Haym had some tide to
the name of a poet. He wrote a number of cantatas, two
of which Galliard camposéd ; and produced the words of
Ltearco, an opera represented at the Haymarket theatre in
1711, '

The elegant and able Bolognese master, ORLANDINT, was
a voluminous composer, and supplied the Venetian theatre
with a great variety of operas. His talent for dramatic ef-
fect was unrivalled, till the appearance of Hasse and Vinci ;
and in the lightand gay composition of Intermezzi, in which,
afterwards, Pergolese so greatly excelled, he stood alone.
His hymns, in three parts, are sound in science, though simple
in style; and his cantici, or catches, were favourably no-
ticed, and much sung. Orlandini tontinued to flourish from
1710 to 1745.

Gaspariniy by the excellence of his operas and cantatas
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conferred honour upon Lucca, the place of his birth ; and
Steffani, whose personal merits, and varied career, occupy
another pait of this work, will ever be the boast of Castello
Franco. ‘

That excellent contrapuntist, ALESSANDRO SCARLATTI,
was a Neapolitan cavalicro. So cxteusive are his productions,
that his opcras alone form ncarly a hundred pieces ; and his
oratorios, serenatas, and cantatas, are sufficiently numerous to
demonstrate the fertility of his invention., Though the gene-
ral merit of his works is not without some considerable draw-
backs, among which zrc their occasional stiffness, crudity,and
aflectation, yet they possessed sufficient excellence to justify
the regret,” that of all his productions only two have been
printed: “ Cantate i una e due Voci,” and “ Motetli d una;
due, tre, € quatro Voci con Violini.” One of the finest of his
compo-itions, was, his Pyrrhus and Demetrius ; but his
cantatas take a high rauk in the catgloguc of similar composi-
tions, and are objects of search with curious collectors. Do-
MENICO SCARLATTI, his son, who commenced his career in
the character of chapel-master in a church of Rome, was in
the year 1728, received into the service of the King of Portn-
gal.  His compositions for the hdrpsichord, consisting of
several books ot lessons, are airy, rich, brilliant, and announce
in their general style, the wonderful execution possessed by
their author on keyed instruments.

Giovannt Boxoxcini, or Bforoxcini, the son of
Giovanni Maria Bononcini, was a Modenese.  After study-
ing under his father, he went to Vienna, where he was ad-
mitted into the band of the Emperor Leopold. Urged by
the renown Alessandro Scarlatti had acquired from his
operas, he, at the age of eighteen, emulated his excellence,
and composed a drama under the title of Camilla, which
was received at Vienna with higher favour,and louder ap-
plause, than had before been enjoyed by any operatical pro-
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duction pérformed in London. This piece established his
favour with the English, and induced the Rovyal Academy of
Music to invite him from Rome. He yielded to the propo-
sal, and in an interval of about seven years, produced the
operas of Astartus, ‘Crispus, Griselda, Pharnaces, Erminia,
Calphurnia, and Astyanax ; all which, less or more, were as
honourable to his science as to his talents. Dutthe best
proof of his professional qualifications was the contest they
were able to sustain with the gigantic powers of Handel.
The former supported by the Duke of Marlborough, and the
latter by the electoral family, served to suspend, and for
some time, to balance the weights of, the Tory and Whig in-
terests. The triumph gained by the stupendous German did
not drive Bononeini immediately from the field, but rather
produced a kind of armed peace; and settled in the Marl-
borough family with a pension of five hupdred a year, amid
his otium cum dignilale; he pursued his studies, and composed
many operas, as also a set of Twelve Sonatas, or Chamber
Airs, for Twe Violins, and a Bass, printed in 1732.
Bononcini was lofty in spirit, and haughty in demeanour ;
but these were not his only misfortunes; he was deficient in
that sense of &ue honout, which limits a great man’s wish’of
fame to the boundary prescribed by the number and value of
his own productions. Assuming the reputation due to An-
tonio Lotti, the composer of an admired madrigal, he for-
feited the esteem of hig friends and the world *. 'This, ina

* In the year 1727, Bonoucini produced, as a composition of his own,
a manuscript madrigal, the merit of Which attracted considerable no-
tice. About four years afterwards, it happened that one of the mem~
bers of the Academy of Ancient Music réceived from Venice a printed
collection of madrigals composed by Antonio Lotti, organist of the
chapel of St. Mark, in which was included the very piece that had
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musician, affiuent in abilities, was the act of a dishonest miscr.
Lven had mental penury tempted, it would not have ex-
cused, the meanness cf the measuse; but gified, as was
Bounoucini, the deed amounted to a crime; and so viewed,
sank him in the opinion of all, to a depth*from w hich he never
1e-asceyded. His disgrace with thes Marlborough family
accompanied the loss of his public reputation, and in the
space of two years, e was reduced for subsistence to an as-
sociation with 2 common swindler. A man assuming the
name of Count Ughi, pretended to the secret power of trans-
muting metals. The credulity of Bouoncini was duped by his
own need of gold, and they quitted the kingdom together; the
one to los¢, and the other to appropriate, the little remaining
property of a deserted musician. While the wreck of the
composer’s fortunes lasted, his union with Ughi coutinued;
that dissipated, the only alternative left was the re-exercise of
liis profession. Bouoncini accordingly went to Paris, where
he composed for the Royal Chapel; and where a motet,
ornamented with a part for a violoncello, and accompanied
by himself, in the presence of the king, gained him consider-
able admiration and favour ¥, '

"In the year 1748, the Emperor of Germany invited him to
Vienna, %0 compose the music for the cclebration of the

been claimed by Bononeini. Upon the discovery of this, an inquiry
was instituted ; and a letter from Lotti, referring the members to a
copy of the praduction in question, deposited in the archives of the
Empcror Leopold, together with other corroborating circumstances,
proved the frand of Bononcini.

* Truth and candour will ever admit that the merits of Bononcini
were very considerable. Wanting Handel’s grandeur and sublimity,
he possessed a delicacy and a grace that never failed to conciliate fa-
vour, and excite tenderness of sentiinent, as often as the words he had
10 treat required softness and amenity of expression.
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peace of Aix-la-Chapelle, the reward of the merits of which
consisted of much applause, and a present of* eight hundred
ducats from the imperial purse. From Vienna, accompanied
by Monticelli, an Italian singer, whose talents had shone at
the_opera in London, he went to Venice, where they both
had engagements in their respective provinces.

The prominent characteristics of Bononcini’s genius were
pathos and tenderness. His melody was often rich and mel-
lifluous; and while, on the whole, his expression was ju-
dicious and appropriate, he might justly claim a style of his
own. His recitatives possess the merit of accommodating
themselves to the various inflections of the yoice, and ge-
nerally, are natural, animated and emphatic. He published
in England, “ Cantate e Duetti, dedicati alla sacra Maesta
di Giorgio Re Della Gran Britagna, &c. Londra, 1721;"
the operas of Astartus and Griselda; * Divertimenti da
Camera per Violino o Flauto, dedicati all' Eccellenza del
Duca di Rutland, &c. Londra, 1722 ;” th® Funeral Anthem
for the Duke of Marlborough ; and Twelve Sonalas for the
Chamber, for two violins and a bass, printed in 1732.

The competitorship with Handel was not confined to
Bononcini.  Attilio Arioste, a native of Bologna, and eccle-
siastic of the order of St. Dominic, shared that honour.
This composer’s first musical appointment was that of cha-
pel-master to the Electress of Brandenburg. The nuptials
of Frederic, hereditary prince of Hesse Cassel, with the
daughter of the Electress, including in their intended cele-
bration, the performance of an opera and a ballét, the abilities
of Attilio were resorted to for their composition. The name
of the latter production is not kno¥n, but tife opera was enti-
tled Alys ; and both pieces were performed at the villa of
the Princess near Berlin, and most favourably received.

After residing some years in that city, where he displayed
his abilities as a performer on the violoncello, as also on the
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viol d’amore, for which instruments he produced a variety of
compositions, he yiclded to an invitation from the opera di-
rectors ia London. Of the pieces he produced here, only
Coriolanus and Lucius were printed entire ; of which, the
former was the greatest favourite. Subdued by Handel, like
Bononcini, like Bouondini, he lost his elevation; and con-
tinuing to sink, was at length reduced to the necessity of so-
liciting a subscription to a volume of Cantatas, the fertilc
invention and skilful modulation of which compositious ought
to have procured them a warmer reception than they appear
to have enjoyed. '

Benedetto Marcello, born in 1686, was a noble Venetian.
His fathef was a senator, and his mother of the honourable
family of Capello. Benedetto, after passing through a regu-

. lar course of education, was committed to the care and in-
struction of his elder brother, Alessandra, an accomplished
natural philosopher and excellent mathematician, then re-
siding at Venice, Where he had instituted in his house a weekly
musical meeting. To his domestic concerts, the Princes of
Brunswick being one day invited, their favourable attention
was attracted to Beunedetto, then very young. One of the
princes asking him, in the hearing of Alessandro, to what
studies he was most attached; “ O,” replied his brother, ¢ he
isa very useful little fellows he fetches my books and papers.”
Secretly stung at this answer, Benedetto’s pride resolved to
adopt some particular study ; and his taste selected that pf
music. The mstructions of Gasparini and Antonio Lotti gave
a rapid activity to his genius, and his earliest compositions
evinced extraordinary powers of mind. A serenata, com-
posed in 1716, %o celebrate the birth of the first son of the
Emperor Charles the Sixth, was perforiied at Vienna with
great applause; and from that time, his name stood high
among the lovers of harmony. In the year 1724, after pro-
ducing a variety of compositions, he sot for one, two and
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three voices, Giustiniani’s first four parts of a Paraphrase of
the Psalms; and two years afterwards, four parts more,
forming in the whole, fifty compositions *. The work beams
with merit; but its worth will be best understdod, by referring
to the numerous letters and testimonies of eminent professors
and tasteful amateurs, and bearing in recollectton, that Mar-
cello’s Psalms, from the time of their appearance to the pre-
sent day, have been universally admired for the graeeful sim-
plicity of their meiody, the chaste grandeur of their style, aud
the pathos and force of their expression.

Extensive and variegaled as were the studics of Marcello,
(for he was a musician, mathematician, and poet) a large por-
tion of his life was devoted to active employment.* He held
several honourable posts in the state, and was a vigilant and
zealous magistrate, Afteg many years of public service, as a
Judge, in oue of the Councils of Forty, hc was removed to the
offige of Providetor of Pola, and subsequently became cham-
berlgin or treasurer of the city of Brescia. He died at this
place in the year 1739, aud was interred in the church of the
Minor Observants of St. Joscph of Brescia t.

The works left by Marcello, arc (in manuscript) “ A4
Treatisc on i’roportions,’ another « On the Musical Sys-
tem,” and a third “ On the I armonical Concords,” with a

* In these picces are introduced several of the most ancient and best
known intonations of the Hebrews, which are still sung by the Jews,
and are a species of music peculiar to that people.

1+ When the ncws of Marcello’s death ariived at Rome, the Pope,
as a public testimony of respect for his memory, ordered a solemn mu-
sical service to be performed on a day appointed for the usual assembly.
The room was hung with black, and the performers and all the persons
present, were in mourning. The quality next bencath, is that which
cherishes, genius; and the church, even the papal church, might
elaim some honour for this act of genume piety.
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great number of poetical compositions ; in print, ¢ VI, So-
nale a Violoncello solo e Basso continuo, Opera Prima ;”
« XII. Sonate ¢ Flauto solo e Basso continwo, Opera Se-
conda,;” and “-VI. Sonate ¢ due Violoncelli, o due Viole
da Gamba, e Violoncello o Basso continuo.”

Of the many excellent instrumental composers and per-
formers, in the seventeenth and eighteenth centuries, no one,
perhaps, deserves a more distinguished place than the inge-
nious and justly-admired FrRaNcEsco GEMINIANI. This
well-known musician and prominent ornament of thc age
his abilities adorned, was a native of the principality of
Lucca, and bom in the year 1666. Early in life, he culti-
vated, and excelled in, the performance of the violin; on which
instrument, after receiving theoretical lessons from Alessan-
dro Scarlatti, he was instructed by Carlo Ambrogio Lunati,
of Milan, (more geuerally known by the appellation of IL
Gozso della ﬁegina*), a highly celebrated performey on
that instrument, and who, in the music of an opera, en‘itled
Ariberto and Flaviv, which, m 1684, he produced for the
Venetian®theatre, displayced considerable talents,as a man of
science and fancy. His sccond instrumental tutor was Co-
relli, whose disciple he continucd till he had finished his stu-
dies, conferring by his great excellence, honour, both on him-
selfand his illustrious master. Geminiani, when he left Rome,
where Corelli was then flourishing, weut to Naples, pre-
ceded by a degree of fame which secured his most favour-
able reception, and placed him at the head of the orchestra,
If, however, we are to credit Barbella, the impetuosity of
his feelings, and the fire of his genius, too ardent for his judg-
ment, rendered him so vague and unsteady-a timist, that in-
stead of guiding, combining, and giving concinnity to the

* i GoBso, the crooked, or hunch-backed man.
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performers under his direction, he disordered their motions,
embarrassed their execution, and, in a word, jhrew the whole
band into confusion*. ,

In the year 1714, he came to England, where his exqui-
site powers as a solo performer, commanded’ universal admi-
ration, and excited among the nobility and gentry, a conten-
tion for the honour of patronising such rare abilities. Among
the exalted rivals in this munificent pursuit was the German
Baron, Kilmarsegge, chamberlain to George the First, as
Elector of IIanover, and a great favorite of the king. To
that nobleman Geminiani particularly attached himself, and
accordingly dedicated to him his first work—a set of Twelve
Sonatas. Not only was the style of these pieces,peculiarly
clegant, but many of the passages were so florid, elaborate,
and difficult of cxecution, that few persons could per-
form them; yet all allowed their extraordinary merit, and
many pronounced them to be superior to those of Corelli.

The appearance of this work rendered it doubtful whether
skill in performance, or taste in composition’, constituted the
predominant excellence of Geminiani. And so high was the
esteem he enjoyed among the lovers of instrumental music,
that it is difficult to say, had he duly regarded his interest, to
what extent he might not have availed himself of public and
private favor. Kilmarsegge was so sensible of the extraor-
dinary extent of his talents, as to become anxious to procure
him a more effective patronage than his own; and represented
his merits to the notice of the king, who, looking over his work,
became desirous to hear some of the pieces performed by

* The younger Barbella assured Doctor Burney, that his father,
who well remembered Geminiani's arrival ‘at Naples, said, that after
his first failure as a leader, he was never trusted in that city with s
part above that of the viola.

4
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the author. The baron immediately communicated to Ge-
miniani the agreeable intelligence ; and soon after, accom-
panied, at his own earnest request, by Handel on the harp-
sichord, he so acquitted himself, as not only to delight his
royal auditor, but to confirm, in the general opinion, the su-
periority of the violin over all other stringed nstruments.

In 1726, he arranged Corelli’s first six solos as concertos,
and soon after, the last six. He also similarly treated six
of the same composcr’s sonatas, and in some additional
parts, imitated their style with an exactitude that at once
manifested his flexible ingenuity, and his judicious reverence
for his originals. Encouraged, however, as he might be con-
sidered by the success of this undertaking, to proceced in the
exercise of his powers, six years elapsed before another work
appeared : when he produced his first set of concertos,
which were soon followed by a second set, the merits of
which established his character as the most eminent master
in that species of composition*. His second set of solos,
(admired more than practised, and practised more than per-
formed) was printed in 1739 ; and his third set of concertos
(laboured, difficult and fantastic) in the year 1741. Three
vears after this, he published lis, long-promised and once
impatiently-expected, woik, ecntitled Guide Armonica .

* Welsh, a musie-seller in Catherine-street, in the Strand, who was
about to print this work from a surreptitious copy, affected to set the
author at defiance: but Geminiani having the spirit to institute a
process in the Court of Chancery, for an injunction against the sale
of the book, the dealer was glad to compound the matter. s con-
duct, however, was ‘so received by the public, as in his own judg-
ment, to render it necessary to state, in an a.vertisement prefixed to
the next work which he printed of Geminiani’s, that ke had come by
it honestly.

+ The original title was, ‘¢ Guipa ARrMoNIca o Dizionario Anuo.
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This didactic production possessed many recommendatory
qualities; many combinations, modulatione, and cadences,
calculated to create, anfl to advance, the science and taste of a
tyro; but it appeared too late. Indolence’had suffered the
influence of his name to diminish, and his style and ideas to
be superseded by the more fashionable manner, and more
novel conceptions, of new candidates for favour and fame.

This work, five years afterwards, was succeeded by his
¢ Treatise on Good Taste,” and his “ Rules for playing in
Good Taste.” And in 1748, he brought forward his « Art
of playing the Violin;” at that time a highly useful work,
and, mdeed, superior to any similar publication then extant.

About 1756, Geminiani was stricken with a mdst curious
and fantastic idea; that of a piece, the performance of which
should represent to the imagination all the events in the epi-
sode of the thirteenth book of Tassu’s Jerusalem. So that
more than sixty years ago, the folly commenced of attempt-
ing to narrate and instruct, describe and inform, by the am-«
biguous medium of instrumental sounds! These works,
two books of Harpsichord Pieces, and two others upon the
Art of Accompaniment, comprise the whole of this musi-
cian’s publications. .

In 1750, Gewminiani went to Paris, “here he cofitinued
about five years ; after which he returned to England, and
published a new edition of his two first sets of concertos.
In 1761, he visited Ireland, in order to spend some time with
his favourite and affectionate scholar, Dubourg, master of
the king’s band in Dublin; and died in that city, on the
seventcenth of September, 1762, aged 96 *.

Nico,” being a sure guide to harmony and, modulation, in which are
exhibited the various combinations of sounds, progressions of hare
mony, ligatures and cadences, real and deceptive.

* It is supposed, that his dissolution was accelerated by hls anxious'

VOL. II. z
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It has been a subject of dispute, whether this ingenious
musician was gifted with a creative genius, or his ability (cer-
tiuly very considerable) cultivated to that degree to assume
the character of oiiginality, and give, by a conceded authority,
the tone to the national taste. His productions, though ge-
nerally scientific, ornate, and sometimes highly pathetic, do
not, it must in candour be admitted, present evidences of
those extensive, variegated, and ductile powers, necessary to
dramatic composition ; nor did he make 2 single effort de-
monstrative of the talent of associating music with poetry,—
of painting sentiments by sounds. 1u a word, endowed with
feeling, a respectable master of the laws of harmony, and
acquainted:- 'with many of the secrets of fine composition,
Gemiuiani was no less qualitied to move the soul, than to
gratify the sense: yet truth, after bcing just to his real de-
serts, will affirm, that his bass is not uniformly the most
select, that bis melody is frequently irregular in its phrase
and measure, and that, on the whole, he is decidedly inferior to
that master*, to whom, by his admivers, he has been too
frequently and too fondly compared-f.

"T'he following air presents oue of the most favourable spe-
cimens of Geminiani’s talents, as a vocal composer.

exertions upon an elaborate treatise on music, which he had been
maily Years compiling.

* Corelli.

+ In painting, Gemin.ani was an enthusiast. To indulge his pase
sion for that art, he not only often suspended his professional studies,
but involved himself in pecuniary difficulties. He purchased pictures
at a high price; and to supply the exigence of the moment, sold
them at a loss. The speedy consequence of this traffic was the natural
one—insolvency ; and the obvious consequence of insolvency was—a
gaol ; for releasement from which, he was more than once necessitated
to stoop to the degradation of availing himself of the privilege of a

® reputed servant of the Earl of Essex. .
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ARIA, DEL SIGNORE GEMINIANI,
COMPOSED IN 1798.

Extracted from the Score, consisting of First Violin, Second Violin,
Viola, Voice-Part, and Bass.
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Not to detain the reader unnecessarily from a review of
the merits of a foreign composer and violinist, whose extra-
ordinary powers on his instrument delighted the taste of my
countrymen during a period of thirty. years, 1 shall briefly
observe of BarBELLA of Naples, that his father put a vio-
Iin into his hand at the early age of six yeais ; that the les-
sons he afterwards received of Angelo Zaga, Michele Gob-
balone and Leo, rendered him a scieutific and graceful com-
poser, and a sweet and pleasing, if not an energetic performer;
—of LocaTeLLr of Bergamo, that, while he posscssed
more execution, fancy and whimsicality, than any violiuist of
his time, he was a voluminous composer of music, better cal-
culated to surprise than to- please ;—of FErraR1, who died
on his passage to England, that his compositions for the
violin sanction the voice of fame, aud announce a powerful
hand and a creative genius ;—of BATTISTA SAN MARTINE
of Milan, that he produced for the same instrument a multi-
tude of spirited and pleasing picces, as also an incredible
number of excellent masses ;—and of BoccHEer1NT, that his
numerous compositions for various instrunents, but especial-
ly for the violin and violoncello, on which he excelled as a
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performer, are ingenious, elegant, and highly attractive.
These were all men of considerable and acknowledged ta-
lents, both as performers and couposers; but their powers
siuk info compar'ative diminutiveness, when putin competition
with those of FELick GrarpiNi. The arrival in London,
of this unequalled master on the violin, in 1750, forms, as Dr.
Burney emphatically and justly remarks, “a memorable ®ra
in the instrumental music of this kingdom.” At his first public
petformance, which took place at the Little Theatre, in the
Haymarket (at a concert for the benefit of the celebrated fe-
male singer Cuzzoni) his execution of a solo of Martini of
Milin astupished and enraptured the audience *.  Talents so
far surpasging all that the English amateurs had witnessed be-
fore, could unot fail, sooner or later, to place their possessor
in his due station ; and, in 1753, he succeeded Festing as
leader at the opera-house, the performances at which, the
following season, were under the Jjoint direction of Giardint
and Mingottit. In 1757, Giardini produced an opera un-
der the title of Rosmira, which, notwithstanding is great
merit, was not sufliciently adapted to the reigning taste to
greatly attract, and was henoured with ouly six representas
tions; and, indeed, though in combination with Giardini’s,
that splendid establishment enjoyed the talents of a Iasse,

# IIis performance of a solo and concerto was followed by an exta-
ticapplause. The audience, who had been accustomed to consider
the execution of Festing, Collet and Brown as the ne plus ultra of
vlolm excellence, were so "astonished, that, though the house was but
thmly occupied, the‘ shouts of admiration were tumultuous and over-
powering. ¢ ¢

+ He commenced his operations as leader of the band, by intro-
ducing a new discipline, and a style of execution much superior in
itself, and more congenial with the poetry and music of Italy, than the
languid and inexpressive manner which had hitherto been adopted.

6
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and a Galuppi, (for their operas were frequently performed)
the profits that year were so far from flattering, that the ma-
nagers found themselves considerably involved, and were
glad to quit their perilous concern. Nevertheless, in the
season of 1763-64, they resumed their courage, and again
ventured to take into their hands the reins of the opera ad-
ministration, which, however, they held only till the seasons of
1765-66 ; when they were succeeded by Messrs. Gordon,
Vincent, and Crawford, the two former of whom were ex-
perienced professors.

Giardini was a native of Piedmont. is first professional
station was that of a chorister in the Duomo at Milan, where,
while a boy, he studied, under Paladini, the art of singing, and
the science of composition. Induced by his knowledge of
the predilection of his son for the practice of the violin, his
father recalled him to Turin, to atford hlm the advantage
of receiving instructions from the famous violinist Somis.
Great as was his partiality for the instrument on which, early
in life, he excelled every other performer in Europe, his taste
led him to the occasional practice of the harpsichord; and his
progress, soon proved, that only continued application would
be necessary, to his emineat, if not equal success in that pro-
vince of manual &ecution, The first public éxergise of his
powers on the violin was in the humble station of a Ripieno,
in the opera at Naples, to which city he went, after having
visited Rome *. In England, much of his time was devoted

* The prudence of a young man, it seems, was not sufficient, even
in this obscure situation, to restrain the volatility of his finger. Oune night,
during the performance of a piece of Jomelli’s, it happened that the
composer, coming into the orchestra, seated himself by Giardini, who,
ambitious to give him a specimen of his agility in execution, threw
some flourishes into the symphony of a slow, pathetic air, when his
frecedom was rewarded with a smart slap on the face, His good sense

YOL. 1I. ) AA
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to privatc concert performance. Ilis power to gratify a re-
fined and judicioys auditory, cannot be better explained than
in the words of Dr. Burney, who often enjoyed the pleasure
of beiug one of hi$ hearers. .

After speaking of his reccption at the Little Theatre, the
Doctor adds, “ I had met him the night before, at a private
concert, with Guadagni and Frasi, at the house of Napthali
Franks, Esq. at that tine, one of the best dilettanti per-
foimers on the violin; and we were all equally surprised
and delighted with the various powers of Giardini at so
cmly a period of his life ; when, besides solos of his own
composition, of the most brilliant Lind, he played several
of Tartiui's; in *manuscript, at sight, and at five or six feet
distance fiom the notes, as well af if he had never practised
any thing else. His tone, execution, graceful carriage of him-

. self and his instrument, playing some of my own music, and
making it,better than I intended, or had imagined even in the
warm moments of conception ; and, lastly, playing .variations,
extempore, during half an hour, upon a new but extraordi-
nary hind of "birth-day minuet, which accidentally lay upon
the harpsichord,—all this tluew the whole company into
astomshment.” . .

As a composcr, Giardini possessed much pathos, and
elegance of conception; and his accompaniments were re-
fined, copious, and highly and appropriately decorative. His
compositions were not wholly confined to solos, concertos,
and operas. He produced for the Ioundling Hospital, an
oratorio called Ruth, which, during many years, was annually

benefited by a lesson which he afterwards acknowledged to have been
the best he ever received : and Jomelli, alive to the great qualities of a
wmind, which, instead of being irritated, preferred to profit by the rough
rcbuke, became the future patron of bis extraordinary abilities. '
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performed in the chapel of that Institution, for its benefit,
"This sacred piece, did not; however, manifest powers for the
epic in music. Several of the airs, certait‘\ly, were original
and beawtiful, and the accomplished master of accompani-
ment was uniformly conspicuous; butin the bolder melodies,
and choral portion of the production, the fire, grandeur, and
sublimity of Handel were no where discernible.

The importance and the dignity of the Anglo-Italian opera,
during this period, were chiefly sustained by the genius and
science of Galuppi and Jomelli, Handel and Bononcini,
Gluck and Cocchi, Perez and Berfoni, Hasse and Ci-
ampi, Leo and Abos, Vento and G'ugliclu.xi, Sacchini and
Picini. To carry the reader through a regulat series of
crifical remarks, on the various talents of the numerous per-
formers, whose carcer accompanicd some part or other of
that of Giardini, would neither be to intergstingly engage his
attention, nor to accord with the plan of this history, the de-
sign of which does not «descend to the amnals of persons
distinguished orly by the skill of the coice, or of the hard.
It will be sufficient to notice, that this splendid establishment
proceeded with diversified and uhequal success, and that, to
the no great honour of tife public taste, DANCING was some-
times suffered to presumptuously aspire to, and gradually en-
croach upon, tire higher province of music, and tg convert her
ornamental and subsidiary character into that of a substan-
tial and independent principal. It was not sufficient that a
Jprominent operation of the Italian drama should be, to make
poetry succumb to music ; and the speaking soul of music was
made to yield to the more dubious expression of dumb elocu-
tion. But in a species of drama%o purelyartificial as that of
the opera of the Italians,—a mode of representation in
which the dictates and habits of nature are so freely and un-
*conscionably violated,—in which shepherds assume the gaudy
trappings of princes, and princes descend to the warbling of

AAN2D
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shepherds,—in which lovers sigh in recitative, and heroes con-
tend in song ;—~in a drama of this description, to give
dancing a pre-eminence over music, is but one anomaly
more, added to the mass of inconsistencies of which the whole
exhibition is constituted; and is not, perhaps, in such an
exhibition, a deviation from sense and reason, sufficiently
conspicuous to justify any very weighty reprehension. The
great majority of an opera audience attend to hear and to
see, or to see and to lhear; certainly not to feel or to
understand ; and why, under such circumstances, it should
be a gieater fault to cater rather for the delight of the
eye, than for the pleasure of the ear, instead of charming
the auricular, in preference to the visual sense, would not be
very casy to determine ; and were not this history professedly
and purely musical, the consideration of the state of the
opera (in England as well as on the continent) might lead us to
a review, not onl;' of its vocal and instrumental performers,
but of its dancers, its machinists, ifs painters, and its dress-
makers *. For,if the comparatively ignorant are more sensibly
struck with a well-toned voice than with fine music, prefer un-
meaning flourishes and roulades to elegant and expressive
composition t, the still less informed reserve their highest
admiration for the agility of the posture-master, the scenic de-
corations, agd the splendor of the habiliments.

However, since, after the poet and the composer, the

* So important an appendage to the Italian drama is the art of
dress-making considered ; so high does it stand in the catalogue of
operatical indispensables, that, in England at least, the managers think
it necessary (and find their account in it), to emblazon their bills
with a conspicuous and pompous display of the names of their tailors
and tailoresses. ,

1 ¢ The public in general is more able to judge of extraordinary
vocal powers, than that of good composition.” Burney.
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singer, by intellectual right, takes the superior station in this
species of drama, and, like the actor, canrot be denied the
honour of appealing to the mind, though in‘ language not his
own, it will not, perhaps, be improper to admit a transient
notice of the most prominent of the Italian singers, ‘during
this period ; especially as a glance at their career (closely
interwoven with that of the immortal Handel) will serve to
disencumber the subject matter of our next chapter, most
deservedly intended to be devoted to a view both broad and
minute, particular and general, of the merits of the greatest
among all the great composers the world ever produced.

At the head of the opera vocalists, Signor Mingotti was,
for a considerable time, deservedly placed. The superiority
was feebly contested by Ricciarelli, whose neat and pleasing
style, aided by a clear, flexible and mellifluous voice, pleaded
for a pre-eminence denied him by the morg sensible expres-
sion, energetic portamento, and rich and sonorous tones of his
rival. Together with Mingottiflourished Signora Frasi, whose
style of delivery was universally pronounced to be grand.
Her voice was full, sweet and voluminous, and she was one
of the very few who extended her intelligence, and direct-
ed her delivery, to the sentiment of the poet. The first
woman, at this time, was Colomba Mattei, a scholar of Perez
and Bertoni. Her manner, though not perfectly in the
grand gusto, was highly conciliating ; and her acting,
especially in scenes of passion and distress, powerfully im-
pressed the public. The principal buffa, Paganini, though
not young when she arrived here from Berlin, nor very
warmly received, increased so much in reputation, during the
career of IL FiLosoFo D1 CAMPAGNA, tomposed by Ga-
LUPPI, that when her first benefit took place, the house was
so besieged, that one half of those who presented themselves
at the doors found it impossible to gain admission; yet it does -
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not appear that either ler voice, manner, or sensibility, ever
entitlud her to such extraordinary favour.

The scason, ]7()—l~ -G5, presented to the frequenters of the
opeia the celebiated Giovanni Manzoli. The extended fame
of this first serious singer excited an expectation, which, at his
arrival, he fully justitied. His voice was a round and powerful
soprano, equalled only by that of Farinelli, and his delivery
emphatic and dignified, 'T'he admiration and applause thesc
qualifications procured him, notwithstanding his almost total
deficiency in execution, were the warmest imaginable: and
his appeals to the ears and feclings of the audience, are de-
sciibed as irresistible.  'With Manzoli, the fist woman,
Scotti, suirg in an excellent taste. The feebleness of her
voice was compensated by its sweetness and flexibility, and
her expression was universally felt and acknowledged.
Lovaitini, to a mpellifluous and rich-toned tepor, added a
taste, a humounr, and an emphasis, which secured him high
and uniform approbation; and Guardlicei, a scholar of
Bermacchi, though an inanimate actor, and not happy in his
figure and countenance, not only subdued by his clear, flexible
voice, and polished manner, the prejudice at first excited
against him, but surmounted the *disadvantage of arriving
soon after Manzoli *. Gztadcigm', first known to the Eng-

* Of all the Ialian singers, Guarducci was the most remarkable for
the plainvess and simplicity of his style. In a conversation with Dr.
Burncy some ycars after he left England, kis good sense paid that of
the lnghsh the lughest compliment it can receive from a singer:
“ They? (the I'n'rhnh), says ho, ‘“are suchﬁzcnds?o the composer,
that they had rather bear an air in its primitive state, than under the
disguise of a performer’s riffioramenti.”” Wcre such an understand-
ing as that of Guarducci more general among vocalists, how many
excellent melodies would escape murder }
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lish about the year that hrought Giardini to this country, was
master of a full and well-toned counter-tenvr; and notwith-
standing his wild and careless manner, attracted the notice of
Haudel, in whose oratorios he frequently performed. His
figure was uncommonly elegant and noble; and to convey
an idea of his acting, it is sufficient to say, that his principles,
i that province of his profession, were suggested by his ob-
servance and study of the performances of Garrick*. The
immediate successor of Guadagni was a singer with whose
merits many amateurs of our own time are not unacquainted.
Tenducci, at his first arrival, was only a singer of the second or
thurd class; but afterwards, he so improved himself, especially
during his residence in Scotland and Ireland, as to be well
received as first man at the opera, and to occasionally make a
brilliaut figure on the English stage, especially in Dr. Amc’s
Artaxerzes. In the spring of 1772, Milli¢o arrived; a singer
of great feeling and expression, and who, in company with
Signora G'rassi (after he had overcome a violent and unjust
opposition from the admirers of Tenducci and Guadagni)

* A conspicuous and noticeable feature in Guadagni’s management
of his voice, was that of a gradual and most artful diwminution of his
tones, by which he produced an effect similar to the dying sounds of an
Molian barp.  From a force the greatest he was capable of exerting,
he insensibly passcd to an intonation almost inaudible, seeming to
carry, gradatim, the source of sound to an indcfinite distance.

The acute and truly critical judgment displayed by this singer, 1
cannot pass unnoticed and unrecomiaended. Sensible of the seeming
absurdity of stooping from the dignity of the character he was repre-
senting, to dow acknowledgment to gqn applaudipg audience, and also
of the destyuction of all scenic illusion, by returning in obedience to an
cncore, to repeat an air at the end of an jnteresting scene, his spirit
disdainfully declined both, and braved the displeasure expressed by
hisses which dishonoured the taste of those from whom they pro.
ceeded, ’
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-
obtained a universal acknowledgment of his merit. The
following season introduced to the public the clear, sweet-
toned voice, and neat and rapid execution of Miss Cecilia
Duvies, known in Italy by the name of L’Inglesina, and
acknowledged by the dilettanti to be inferior only to Gabri-
elli. About the same time, the vocal merit of Rauzeini
was made hunown here, and applauded. ‘His voice, melli-
fluous in its tone and flexible in its action,. comprehended a
register of two octaves ; and his taste, delicacy of intonation,
and intelligent manner of acting, manifested the strength and
extent of his conception, and the cu'tivation and correctness
of his judgment. In company with his claims to public ap-
probation -appeared those of Signora Sestini. Her voice,
though not of the most brilliant kind, was powerful and agile ;
10 an elegant figure she added grace and vivacity of action ;
and her articulatign was clear, forcible, and interesting*. The
arrival of this general favourite was soon succeeded by that
of the very celebrated Gabrielli. In Miss Davies, this Italian
lady bad a powerful rival; and it was sometime before even
the discriminating critics were assured of the superior sweet-
ness of her voice, and the unequalled elegance of her ca-
dences. Though of small stature, she filled the stage with
her diguified acting; and, without being mistress of that bel
melallo di voce possessed by some singers, electrified every
auditor with her firm and august intonation. The town had
not long been struck with her performance, when the won-

* During several summers, Sestini performed at the Little Theatre
in the HHaymarket. Since at the same time, she was a pupil of
the writer of this history, it is ‘from the authority of his own know-
ledge that he asserts her uncommon promptituJe, not in taking an air
by ber ear, (for ske sung 1&adily at first sight) but in comprehending
and adopting any hint connected with passion, grace, emphasis, and
geneial propi.ety of style,
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derful singer Lucrezia Agujari made her appearance. The
compass«ak hier full, solemn, round-toned voice extended from
A on the fifth line in the bass, to A in alt. Her execution
was rapid, yet marked ; and with a strength and majesty of
manner rarely witnessed, she was capable of blending a de-
gree of pathos and tenderness which could scarcely be cx-
pected from a natural vehemence of temperament bordering
on the masculine.

In 1777 were exhibited the talents of Roncaglia, of the
Bologna school.  His soft gruzioso style was not calculated
to fill the area of a large theatre, nor, by consequence, to
charm an opera auditory; but to tliose who had the good
fortune to hear him in a chamber, he left nothing to wish.
Signora Danzi, afterwards Madame Le Brun, notwith-
standing her continual endeavours to surprise, sometimes
coutrived to please. Even those who were most offended with
her injudicious ambition, acknowledged the good tone, execu-
tion, and great and prodigious compass of her voicg as well as
her extraordinary knowledge of music*. In 1778 anived,
preceded by his fame, the justly-admired Pacchigroiti. The

* Madame Le Brun's voice was by nature inclined to the clear and
melliftuous ; but a false taste, or affectionate predilection, induced her
to imitate the tone of her husband’s hautboy, till it was ditficult to
distinguish the sounds of one from those of the other. Mrs. Weischell,
the mother of the late Mrs. Billington, during the latter years of her
public appearance, contracted the same reedy tone. I mentioned the
circumstance one day to Mis. Billington, at Fulham, when, taking
me to the window, and pointing to an old gentleman, who was walk-
ing at the further end of the garden, ¢ Yonder,” she said, ¢is the
cause. The applause with which by father’s’ excellence on his fa.
vourite instrument (the hautboy) was uniformly received, led my
mother to copy its tones till she lost her own. Sensiblg of her mistake,
I bave always preferred to emulate, with what success I know not,
the more liquid notes of the flute.”

4
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natural tone of this singer’s voice was sweet, pathetic, and
highly interesting. To an extent downwards to BB flat on the
second line the bass, he added the power of ascending to
B flat, and even L inalt. His execution was equal to the
most difficult passages that could be written for him, and his
faugy, in the province of embellishment, though chaste and
guarded, took an ample range, without neglecting the clains
of sentiment ; the animating soul of all vocal performance. His
shake was admirable ; his graces and ornaments were all his
own; and, in a woid, with almost every requisite necess.ary to
move andsto delight, he possessed the most exquisite sensi-
bility, and was an enthusiast in his art, The first singer of
importance, after Pacchierotti, was the Maddalene Alle-
granti. Her voice, not very voluminous, delighted by its
flexibility and silver tone, while the taste she discovered in
her diversified cadences and closes, excited, and deserved,
uuiversal admiration. In the spring of 1785, the arrival of
the fine Bgritono, Tusea, supplied the opera with a valuable
adjunct. If mellowness and flexibility were not among the
prominent sualitics of his voice, its defects were consider-
ably compensated by a firm, decided, cast of tone and ex-
pression, that at once certified his power, and marked his
judgment.  The following scason produced on the opera
boardy, and in the pasticcio called Virginia, the extraordie
nay powers of Giovanni Rubinelli. His voice, a true and
full centralto, was no sooner heard than admired ; while his
taste becanfe instantly evident. The neatness of his execu-
tion was accompanied with an emphatic grandeur of manuer,
and a pure and well-accented articulation was combined with
considerable omginulity of emabellishment.

In April 1787 arrived Signor Morelli (whose voice not
only vied in tone with that of Tasca, but was infinitely more
flexible) and Signora Storace, a native of England, who- had
visited the land of song for, and not without, professional
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improvement. 'The toncs of the latter, thousgh, on the
whole, tolerably good, scarcely did justicesto her taste and
spirit : and if, as a serious singer, she can hardly be said
to have been completely successful, in comic characters her
humour was eusy, striking and natural; and not only our
operatical, but our national stage, was eulivened and orna-
mented by her vigorous and peculiar talents *.  About the
same time, appeared Signor Luigi Marchesi. The style of
this soprano, elegant and refined in an eminent degree, as
well as grand and dignified, was farther recommendcd by. his
clear and dulcet toncs.  If his airs were given with a singular
grace, and fchicitous variety, of decorations, his recitative was
sensible and cmphatic.  His rapid dxvision;, novel graces,
and running shakes, from the bottom to the top of his com-
pass, were as conspicuous as his firm, manly, aud determined
intonation.  In 1789, the Biitish public was made acquaint-
cd with the talents of Pozzi and Giorgi DBanti; whose
voices were good, and whose tastes were similar, and pretty
equally cultivated, though uot,of the very firs: description.
The recollection of the fascinating powers of the late Mrs.
Billinaton almost '¢:npts me to transgress my self-prescribed
limits, and enter upon the interesting history of Ler prg-
fessional career. I mjght, indeed, without launching into
her memoirs, occupy pages with the enumeration, and florid,
but just desaription, of her great and vaiiegated excellencies;
but such- a description would only amount to a paticnt and
luborious assemblage of all the higher perfections of the

.
# Notwithstanding the humble station my judgment allots to mu-

sical performance, as compared with musical awtkorship, 1 should
blush not to confess, the exquisite gratification with which I have
Jistened at Herne Hill, Surry, to the united voices of Mr, Braham and
Madame Storace,
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most distinguished femaule singers whose merits have graced
the Italian opera in England.

Napoleon once asked whether the English were not proud
of Mrs. Billington. The Emperor might have been con-
fidently answered in the affirmative. The patriotism of
LEunglishmen will always be proud at beholding in a country-
man, or country-woman, the concentration of foreign pre-
tensions, though they be but the pretensions of a public
voralist.



CHAP. X1V,
HANDEL.

THIS chapter is devoted to the description and career of
a wmusician whose demands upon.my paunegyric I contem-
plate with a degree of awe. The colours of poetry would
scarcely be adequate to the picture. How then shall the
sober tints of historical painting d® justice to the diversity
and the splendor of his genius? Of the expansive range of
the harmonic science, which was the province he did not
adorn ; which the soil his industry did not cultivate, and his
talents enrich? The church, the theatre, and the chamber,
were equally obligated to his powers. Every species of
voice, and every kind of instrument, owed new charms to
the fruits of his imagination; and the lovers of any par-
ticular style of music, found themselves to be the admirers of
that in which, as a composer, he excelled.

GEeoRGE FrEDERIcK HANDEL, the son of a physician,
by a second wife, was born on the 24th of February, 1684,
at Halle, a city in the circle of Upper Saxony. The policy
and wisdom of his father designed him for the profession of
the law; but by nature he was qualified, and destined, for a
profession more admired than honoured, better extolled than
rewarded. Sensible of this, the physician beheld with concern
the early propensity of his son, and while he anxiously avoided
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ull musical connexions, banished from his house every kind of
musical instrument. The child, while under the tender age of
seven years, and before he had been to a public school, or per-
haps, had seena l'mrpsichord, discovered his exr by the spon-
tancous notes of his voice: and having, notwithstanding the
consequent caution of his father, obtained the opportunity of
hearing somc performer on that instrument, the pleasure he
received, instigated the endeavour to acquire the means of
practice, though hé@could devise none for procuing the advan-
tage of an instructor. His secres study was a room in the
attic story of his father’s house, into which he contrived to
get comeyed a small clavichord, Such was the force, or
light, of eimplc'nalurc, that without the subsidiary guidance
of a master, his finger found its way on the key-board,
and his ear dirccted it to the production, both of melody and
harmony ! At least, like ()rphcus he achle\'ed so much, as to
give bitth to a “ondxous story

About this time, Dr, Handel determining on a journey, to
see his son by a former wife, who was then living with the
Duke of Saxe-Weissenfells, George Frederick, anaious to visit
his half-brother, pressed to be permitted to accompany his
father; and, on being refused, watched the departure of the
carriage ; when, following it, and adding teurs to his solicita-
tions, the tenderness of a parent prevailed, and he was taken
up. Arrived at the court of the duke, he soon discovered
the concert-room, and instantly placed himself at the harp.
sichord. 'Fhis self-indulgence escaped. particular notice;
but a norning ar two afterwards, finding meuns, just after the
service, to steal to the orgun in the chapel, and touching the
instrument before the duke had departed, By the unusual style
of his performance he so attracted hishighuess’s attention, that
he inquired who was playing. The astonishment expressed by
the duke onthe performer’s very extraordinary powers, when
he learnt that the hurmony proceeded from a child not yet eight

6
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years of age, and the persuasion he used with lisfather, to in-
duce his indulgence of so uncommon an impulse, and so pro-
mising a gift of nature, gradually prevailed. On his return to
Halle, the future prince of modern musicians lad the happiness
to see himself placed under a master : and the tutor whose
good fortune procured him so illustrious a pupil, was Fre-
derick William Zachan, a sound musician, and organist of
the cathedral church of that city. After unfolding to his
scholar the general principles of his science, Zachan put into
his hands, as the best comments upon his instruction, the
works of the greatest Italian and German composers.  From
these fountains the young enthusiast drank so abundantly and
rapidly, that he soon became familiar with’ the secrets of
fine composition ; and to his daily impioving powers as an
organ performer, which even during the first two years of his
pupilage, cnabled him to execute the cathedral duty, he added
the composition of fugues upon subjects suggested by his
own imagination, or furnished by the fancy of his tutor. Atthe
age of nime, he composed motets for the church; and at
thirteen, began to feel himself raised above the scope of any
instruction Halle could offer. The following year, there-
fore (1698), he determincd to visit Berlin. At that city he
found the opera flourishing under the direction of Attilio
and Bononcini. His premature abilities soon alttracted ge-
neral notice, and the king was so liberal as to propose to
send him to Italye Of this favour, however, the young mu-
sician was advised to decline the acceptance; he therefore
returned to Ilalle. Soon aftervrards, having the misfortune
to lose his father, he meditated a change of residence. Se-
veral places offered themselves ‘to his choice ; but, for what
reason is not known, he preferred Hamburg.

At his arrival in that city, he fourid the opera little infe-
rior to that of Berlin. A great master, Reinhard Keiser,
patronised by the Duke of Mecklenburgh, was its director ;
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and the concern was in a flourishing state. Keiser, how-
ever, a man of gaietly and expence, became so reduced in his
circumstances, as to be under the necessity of absconding.
Upon this occas‘ion, Handel, who hitherto had only played
a violin, contended with the performer of the second harp-
sichord, for Keiser’s place. The struggle was arduous. But
Handel’s alrcady well-known abilities biassed the numerous
auditory ; who with their importunate clamours fortified his
pretensions, and constrained his competitor to retire. But his
defeated opponent yielded indignantly, and resolved on re-
venge. Accordingly, one evening, when the opera was over,
he followed his rival from the theatre, at a convenient place
made a pass at him with his sword, and, but for a score of
the piece peiformed that evening, which Handel happcned
to have under his coat, would probably have terminated his
existence. .

Violent measures, whether they fail or succeed, are seldom
moderate in their consequence. The attempt at Handel’s life
was obliged to produce his death, or his immediate elevation.
Whatever, before, was thought of his talents, the malignity of
his antagonist raised them still higher; the opera managers,_
young as he then was, regarded him as qualified to be their
composer ; and in a few weeks, a youth of fourteen justified
their honourable opinion of his abilities, by producing a picce
that ran thirty nights without intermission.

After staying at Hamburg about. threesyears, and pro-
ducing two other operas (Ilorinda, and Nerone), Handel
resolved to visit Italy. To this journcy he was determined,
by the invitation of the Prince of Tuscany, brother to the
grand duke, John Gastor dc Medicis. Having heard the
operas of Almeria, his first production, and Florinda, his
second, the prince was ambitious of having such a genius at
Florence; and it 1702, was gratified with the production of
Roderigo, the merits of which piece he acknowledged by a
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present of one hundred sequins, and a service of plate *.
Trom Florence, after continuing there about & year, Handel
went to Veunice, where he composed the opera of Agrippina,
which was honoured with a career of tw.enty-seven suc-
cessive nights. His next visit was to Rome; where he
was introduced to Cardinal Ottoboni; and (a gratification
of which his great and ardent mind was much more sensible)
hecame acquainted with the persons and the talents of Co-
relli and Alessandro Scarlatti.  From Rome he passed on to
Naples; whence, having seen as much of Italy as his cu-
riosity, or his profession required, he returned to Ger-
many. Arriving at Hanover, he found Steffani honouring
with his talents the place of musician to the court.
Handel’s relation to Sir John Hawkins, of the manner in
which one great genius received another, known to him only
by his talents and his fame, is not less hgnourable to the
learned chapel-master of Hanover, than to the illustrious
native of Halle. “ When I first arrived at that city,” says
Handel, “ I was a young man, under twenty. I was ac-
quainted with the merits of Steffani, and he had heard of
me. I understood somewhat of music, and could play
pretty well on the organ. « He received me with great kind-
ness, and took an early opportunity to introduce me to the
princess Sophia, and the elector’s son; giving them to un-
derstand that I was (as he was pleased to call me) a virtuoso
in music. He obliged me with insteuctions for my conduct
and behaviour during my residence at Hanover; and being
called from the city to attend to matters of a public con-

* Vittoria, the grand duke’s mistress, sung the principal partin this
opera ; and, according to universal report; conceived n passion for
Handel; which, had he been disposed to encourage, would probably
have produced the ruin of both.

VOL. 11, . an
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cern, hc left me in possession of that favour and patronage
which himselt’ had enjoyed for a series of years.”

The growing comnexion between the courts of Ha-
nover and Londou, begat in the scientific German
a desire to visit Eungland. e was not long resolving
on the journcy*. Buf before he left Germany, he paid
attention to his blind and aged mother at llalle, saw his
preceptor Zachan, aud took leave of some other of his
fricnds.  When he arrived in England (in the winter of 1710)
the opera was under the management of Aaron Lill. The
story of Rinaldo, from Tasso’s Gierusalemme, wrought into
an opeia by Rossi, was put into lis hands; and its success
corresponded With the high cxpectation raised by the name
of the composert. 'This justification of the terms in which
famue lhad announced to the English the merits of the
Gennan musician, drew from our amateurs the warmest and
most pressing solicitations, that he would make London the
place of his future residence.  But he resisted their importu-
nities ; and after a twelvemontly’s stay in England, returned
to Hunover 3. Soon after Lis amival in that city, he com-

* Wlile Handel was preparing to leave Germany, Baron Kilman-
segge was soliciling for him from the clector the grant of a pension
of tiftcen hundred crowns per anuwum. The baron succeeded; bat
Handel’s desire to come to, fingland was tno atrong to be conquered.
This being made Li:own to his highness, the musician was permitted
to be absent for a twelvemonth, or even more, without either delay or
reduction of the grant.  On these conditions hie accepted the clector’s
hounty.

4+ The author in his apology for the imperfections of kis portion of
the work, pleads the haste in which it was written, for the more im-
mediate accommodation of ‘2l Signor Handel, Orfeo del nostro
secolo :” Mr. Hendel, the Orpheus of the age.

% On his taking leave of the queen, and expressing his sense of the
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posed for the clectoral Piincess, Carcline, afterwards Queen
of Lngland, twclve chamber duets, less sumple, but quite as
clear and unembarrassed in their texture, as those of Steffani;
whose style, in these compositions, he avowedly and very
successfully imitated *,  After remaining two years with the
clector, he was permitted, without any cessation, or diminu-
tion of his salary, to revisit ngland. Arriving in London while
the treaty of the peace of Uutiecht was in progress, he re-
ceived a hint from court, that as, in the event of its expected
conclusion the following year, a Public Thanksgiving would
be ordered, it would be neccusary that he should compose
for the occasion a Te Deum and Jubilate. 'Io this expecta-
tion he attended : and the queen was present at St: Paul’s, to
hear a composition, the pious object of which was, to return
thauks to God for animating the hearts of the late belligerent
sovereigns with a wish to spare the further cffusion of the
Llood of their fellow-creatures. With this humane gratitude,
the feelings of the Elector of Hanover did not, however, en-
tirely coincide ; and when, after the death of her muajesty in
1714, he mounted the Biitish throne, his newly-acquired glory
was sullied by a mcan sentiment of revenge towards a man of
stupcndous genius, whosesfortunes he felt to be at his mercy.
Handel’s wantgof punctuality in the observance of his pro-
mise to return to Hanover after a reasonable stay in ling-
land, might have found some grace: but lending the assist-
auce of his talents and science towards the cclelration of a
peace to which his highness would have greatly preferred

liberality of her majesty and the Eng]i.ﬂx nation, she, with some hand-
some presents, acknowledged in return, her obligations to his match-
less genius. )

* The poctry of these pieces was from the clegunt pen of Abbute
Hortensio Mauro.
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the continuance of bloodshed and depredation, the musiciaw
scemed to havedorfeited all pretensions to pardon.

Wihether the ill disposition of George I. towards Handel
was more to be charged to malignancy or littleness, cruelty
or caprice, the liberal and good-natured Baron Kilmansegge
contrived to ascertain.  Forming a party to-take the pleasure
of a fine summer’s day on the Thames, he prevailed on the
king to share the aquatic enjoyment : then apprizing Han-
del of the design, recommended him to compose some music
for the occasion. This advice he followed, by producing
those movements which constitute his celebrated FWater
Mousic: and they werc performed under his own direc-
tion, in a-barg‘e attendant on that in which were the king
and his party. The royal auditor had ear enough to be
quickly convinced to whose talents he owed the heing re«
galed with strains so mellifluous and grand, so majestic
and oviginal ; and sensible of the attention paid him by a sub-
mission so ingeniously and handsomely expressed, after
taking a moderate time to subdue, or to mitigate, his linger-
ing resentment, he expressed through the medium of the
baron, a desire to see the composer*. * An appropriate apo-
logy appeased tle offended feelings of majesty, and, no long
while afterwards, procured the musician a gension of two
hundred a year, in addition to the two hundred granted by
Anne.

His recovery of the royal favour determined Ilandel to
make England the country of his residence. The honour

* This royal concession, as it has been called, would not, perhaps,
have taken place so speedily, bad it not been quickened by the king’s
desire to hear the exiraordinary execution of Geminiani, who was
unwilling to trust the accompaniment of his performance at court to
any other master than Iandel.
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of his acquaintance was courted by the nobility and gentry:
and after spending some time at the mansion of Mr. Andrews,
of Barn Elms, Surrey, he yielded to a pressing invitation
from the highly-cultivated and tastcful Eal of Burlington,
to make his lordship’s house in Piccadilly his settled abode.
Iere the course of his studies, which can scarcely be said
to have Dbeen interrupted by his occasional direction of that
nobleman’s evening concerts, was regular and wuiform. After
a morning devoted to composition, he enjoyed at dinner
the socicty of men distinguished for their genius or learn-
ing *. At this hospitable mansion he resided three years;
during which period he produced three operas, (Amadis,
Theseus, and Pastor Fido,) besides a vadety of detached
pieces, vocal and instrumental.  In compliance with an in-
vitation from the Duke of Chandos, he thn undertook the
conduct of the music of his grace’s chapel at Cannons.
What were the advantages of this new engagement, is not
known; but theimmense expense of erccting so superb a stiuc-
turc as that of which the chapel formed a portioun, justifies the
idea, that the ofter made to Iandel for quitting Buwlington
House, was munificentt. Secttled with the duke, he com-
menced the composition of a suite of anthems. Disdaining
all imitation, he manifesle.d in these productious a pure origi-
nality. Neither the admirers of Palestrina, of Allegri, nor of
Foggia, found in them the style with which their ears were
familiar, nor a single passage or iden indicative of an emula-
tion of the elegant modcls of their favorite master. He

* Atthe Earl of Burlington’s table, Handel frequently sat down
with Pope, Gay, and Dr. Arbuthnot; the latter of whom was not only
a passionate adniirer, but a respectable composer, of music.

4+ The music at Caunons was, for someyears, under the direction
of Dr. Pepusch, who had composed for it many services and anthems,
which hag little to recominend them, except the correctness of their

harmonical construction.
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sought a freer and a swecter cast of melody ; and to the pu-
rity and delicacy of those masters; and the mild and sober
beaatics of the English chumch composers, added a rich-
niss, ah animatioh, and a fiie, that at once marked the co-
picusiess of his invention, and his puifect power to form a
style or mamer for Limself *,

While with the Duke of Chandos, he paitly composed
and partly compiled, fiom a former production of his own
upon the smuc subject, and bearing the same title, the music
of his Enghsh dcjs and Galateat, written for him by Gay ;
music that will never be heard by the amateur, but .with a
refined delight; never contemplated by the master without
the highest admsiaiion.

[t was dwing the last year of his residence at Canuons,
that hic entered into his exgagement withethe piincipal nobi-
lity and gentiy for composing and conducting operas, the
parformance of wWhich coustituted the object of what was
called the Royal zicudemy cf Jusic. Accordingly, his
first measure was, to scek and selcct vocul performers.  For
this pupose, he went to Dresden, where he found and en-
gaged Seuesiuo, Ecicanstadt, and Signera Margarita Duras-

* The wusical appointinent of the chapel at Cannons was instru-
mental as well as voeal . aad the anthems composed by Handel were
i nweber alieut twenty.  Nearly forty years ago, my friend, the late
b, Aordld, perfurnal gome of these compositions at the Theatre
Royal n the Hayaamket. My car sull retains the impression of
thew sweeiness, and iy vind its sense of their grandeur.

1 G ot musonby of remark, that the musice of the fine chorns
in this prece, “hocelt the wops. 1 Poly pheme,” <o mivel adnured
for its correct aul forcide cxpression of borvor and afhyight, 15 bor -
rowed from one of his dueis, m wlieh the same notes are apphed to
wads of a vy different wyort! Yet the onginal apphication of
these not: s was aj proved: 50 ambiguous, so accmmodatipg, is the
Janguage of musie!
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tanti, whom he brought with him to England. Though the
subscription and views of the dcademy wese at first, almost
exclusively directed towards Handel, the institution was
scarcely established, before Bononcini was invited from
Rome. The arrival of this master was the commencement
of a contest, which raged with fury, and would have conti-
nued much longer than it did, had not the belligerent parties
been brought into close coutact, by assembling their powers
in a single picce. 'The great question respecting the com-
parative abilitics of Handcl, Bononcini, and Attilio, was
determined Dby their conjuuction in Muzio Scavola. Of
this opera, Auilio composed the first act, Bononcini the
second, and Handcl the third; when the public judgment,
by universally awarding the palm to the latter, terminated
the competition, and left him without a rival.  This victory,
however, did not produce all the consequences that were
lhoped for, and expected : it did not reduce the adversaries
of Handel to the nccessity of a precipitate retreat, nor even
leave the conqueror in possession of the field of battle.
Iudeed, after the decision just mentioned, some of the best
compositions of Bononcini and Attilio, were composed, and
performed with applause®.  Handel, however, continued
to fulfil his engagements with the opera subscribers till the
year 17263 when his employment of Signora Faustina, Jaid
the foundation for a dispute, which terminated in the sub-
version of the whole undertaking.

The applause so freely awarded, and the enconragement
so liberally given, by an English audience, to public per-

* Aslartus, Crispus, Griselda, Pharnaces, Calphwrnia, Erminia,
and Astyanaz, by Bononcini ; and Cortolanas, Vespasian, Artaxerxes,
Darius, and Lucius Verus, by Attilio.
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formers of any tolerable pretensions, are, too often, more
than their confijed understandings and limited iutelligence
can bear,  Senesino, onc of the many spoiled by favourable
treatment, assumed an importance, which Handel, (who
without being proud, was thoroughly sensible of the distance
between a composer and a siuger) was little disposcd to ac-
knowledge. The Master and the performer were, in conse-
quence, never upon good terms: and when Faustina airived,
the struggle for pre-eminence that took place.betwee_n that
syren and her rival Cuzzoni, gave birth to a refractory aud fiery
spirit, which, involving that of Sencsino, blazed with a triple
force, and was not to be subdued, but by the destruction of
the institution ofi which it fed. Handel sceing, or fancying
that he saw, in the assumption of Senesino, the original cause,
and perhaps, continued support, of the female contention and
rebellion, advised his discharge : the directors resisted, and
he refused to com‘pose for him any longer *.  Under these
Inauspicious circumstances, the academy tottered thiough
two more years; when, after a career of more than nine, the
whole concern became disjointed, aud fell to pieces.

This dissolution determining the nobility to raisc a new
subscription for the cstablishment of an opera in Lincoln’s-
inn-ficlds, Handel, in conjunction with Heidegger, re-opeacd
the Haymarket theatre. The term of their partnersbip was
three years. The moment the agreement was signed, he dg-
p.rted for Italy, to complete his vocal corps. I'rom that land
of vocalists, he speedily returned with Fabri, and another
evirato; as also the females Strada, surnamed del Po, and
Bertolli; and the next winter commenced his contest with

* The last songs ITandel'composed for Senesino, were in the opery
of Orlando.
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the Lincoln’s-inn-fields coalition, by the representation of his
apera of Lotharius. Not dispirited by hig indifferent suc-
cess, at the expiration of his term with Heidegger, (during
which were successively composed his operas of Porus,
Sosarmes, Orlando, and Aitius) he revisited Italy, and
bringing from thence, among other singers, the much ad-
mired Carestini, re-commemeed his operations in the Hay-
market, solely on his own account. His success was not
very encouraging, nor that of his adversaries much more
flattering than his own. Though thesc results might have
taught both parties, that two operas were more than the
town wouid, or could, support, their only effect was a local
and mutual change. The nobility, with Fatinelli, Senesino,
and Montagnana, returned to the Haymarket ; and Handel,
with Strada, Bertolli, and Waltz, went to Lincoln’s-in-
fields. Unable to make here any stand against his wealthy
and numerous opponents, he removed to Covent Garden *,
Here, again, he proved au uncqual antagonist for so power-
ful a phalanx as the nobility; and no stronger demonstra-
tion could be given of his high and intrepid spirit, than the
firmness and resolution with which he so long withstood their
united strength. But of the native worth of the noble di-
rectors, and of the professional characters of their vocal per-
formers, he thought too humbly to be easily induced to
submit to such adversaries +. His unyielding fortitude, during

* The particulars of the engagement Handel made with Rich the
patentee, are not known. But an uusettled debt, for the liquidation
of which he some years afterwards sct for that manager an English
opera, written by Siollett, and entitled Alceste, sufficiently announces
how far from advantageous was the undertaking.

1+ It must, however, be confessed, thdt the apposition which could
not subdue his manly spirit, appears to have somewhat shaded the
justre of his unparalleled genius. The opcras of Parthenope, Porus,
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three years of cxertion at Covent Garden, drew from the
funds almost the whole.of his former savings *; and the
losses that could not conquer his iudignant pride, preyed
upon his prudertial fecnngs, and mjured his health, The
waters of Tuubridge, assisted by a pesceribed regimen, it
was hoped, would repair his enfeebled frame, and fortify his
mind: but neither the disorderd®of the body nor of the in-
tellects, when gradually and slowly contracted, are imme-
diately remiediable.  To a failure of the rational faculty, was
added the afflicion of a stroke of the palsy; with his mental
powers, e lust the command of bis right hand . Happily, he
was advised to try the vapour-baths of Aix-la-Chupelle, the
perspiration produced by which, (to the astonishment of
every one) speedy restored both his corporeal and intcllec-
tual vigow §.

Returned to England, he made another effort at Covent
Garden, where he peiformed his operas of Atalunta, Jus-
tin, Arminius, ad Berenice ; but with little better success
than he had before expericnced,  This induced, or rather
necessitated, his seeking a provision agaiust another imme-
diate loss.  An cngagement with the Earl of Middlesex,
afteewards Duke of Dorset, secured him an indemnity, under

Sosarmes, Orlando, Z:tius, 1riadne, and others, composed in the full-
biown v'gour of his mind, ought not to have yielded in gencral menit
to the pretensions of his carlid®yicees.

* Ile had amassed somewhat inore than ten thousand pounds.

1+ That hand, whose shilful power had so often, aud so long, de-
lighted the woild, was now, alas ! useless to its owner.

1 Going fiom his last bathing iinmediately to the organ of the great
church of the city, he performed in such a siyle, that the Catholics,
forgetful, for a moment, of the impossibility that Providence should
interpose for the recovery of a sick heretic, imputed his restoration to
a miracle!
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which he cheeifully commenced the composition of two
new operas, laramond wnd Alexander Severus*. After
producmg three other operns, Xerres, I:{]/me n, and Dei-
damia, all which were represenied between the years 1737
and 1740, the genius of this illustrious master forsook the
operatical province of composition, and took a new and a
nobler dircction. A scrious and settled reflection on the
higher character of the Concerto Spirituale, so much che-
rished abroad, determined him to devote hus future eflorts to
the production, and public performance, of sacred music in
England.  Intimately acquainted with the language and sub-
limity of the Scriptures, he saw in the field they offered for
the higher excreise, and fuller display, of his alents and
scicnce, an opportumty that it behoved him not to neglect.
In the instrumental anthems he had composed for the Duke
of Chandos, and four others performed at_ the coronation of
the late king, his genius for the grand and solemn style of
composition had been most successfully tried ; and the very
favourable reception of his oratorio of Athaliah, at Oxford,
in 1733, on occasion of a solemnization of a public act in
that university, scemed to assure kim that a London audi-
ence, struck with the «dignity of such music as he was
conscious hie could produce, and feeling the propriety of a
sacred drama during the Lent season, would not fail to en-
courage the annual performauce of oratorios in the metro-
polis.  Of this, the rccollection of the applause excited by
the performance of his Esther at the Academy of Ancient

* He engaged with his lordship for the certain receipt of one thou-
sand pounds for the two picces.

4 The oratorio of Esther was compdsed as carly as 1720, for the
chapel of the Duke of Chandos at Cannons : and in W31, was repre-
sented in action by the children of the King’s Chapel, at the house of
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Music 'in 1731, aud of that oratorio, and his Deborah, at
Covent Garden, in 1732, made him the more confident:
and on his return from Aix-la-Chapelle, he began his pre-
parations, by setting Dryden’s Ode for St. Cecilia’s Day, en-
titled Adlexander’s Feast. 'To the general beauty of his me-
lody, appropriatencss of expresgion, and richness of accom-
paniment, he added in this piece, all the regular majesty of
legitimate fugue, emphatic bursts, and rolling fulness, of
choral combination. And the additioual gratification of
being treated between the acts, with a concerto on the rex
instrumentorum, by the finest organ executant, then living,
rendered the whole so giateful to the general ear, that he
resolved to, puisuc the scope offercd to his genius by this
magnificent species of entertainment.

Though several of his oratorial pieccs were not represent -
alive (as Alcxandcr’s Ieast, 1’ Allegro ed 1! Penseroso,
the Occasional Oratorio, Isracl in Egypt, and the Mes-
siah,) for the most part, they wore a dramatic form ¥,

Mr. Barnard Gates, in James Street, Westminsl("_r. Ifs first public
performance was in April 1732, at the greit room, Villiers Strect, York
Buildings. Its second, in the following May, at the King’s Theatre.
* The words of these were generally written by Dr. Movell. Upon
the subject of opposing opinions hetween the musician and the poct,
in respect of the concordance of the music of one with the words of
the other, curious stories are related. One is, that on a certain occa-
sion, instead of receiving kindly a friendly hint from the doctor, that
a particular passage iu one of his songs was a little at variance with the
scnse of the poetry, his dignity was offended, and his rage inflamed.
« Vat,” exclaimed the high-spirited German, with the anger of in-
sulted pride, ¢ you teach me music! De music, Sir, ish good music.
Jt is your words, ish bad!. Hear de passage again;”’ (repeating it
1ehcmently on the harpsichord) Dere ;— Go you make vords to das

music.’
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And little as the manner of performing oratorios is adapted
to the exhibition of a dramatis persone, it must be cou-
fessed, that no trivial portion of interest is derived from a
personification, in which each performer, speaking and singing
in his appointed character, sustains, animates, and carries on,
a regular and consistent story : and the ultimate and lasting
fame of the above particular productiouns, though an argu-
ment in their favour, as sterling and sublime compositions,
says nothing in contradiction to this position. Tle coldness,
however, with which the Messiak was at first received, (a cir-
cumstance, I grant, not very honourable to the taste of Eng-
land’s metropolis) seems to indicate some latent deficiency;
and as that deficiency is not discoverable h the music, we
naturally look for it in the words; and, recollecting that the
words are sacred, are obliged to seck 1t m the want of a
consistent and dramatic series of incidents.

This transcendent oratorio was first pe;'formed at Covent
Garden Theatre, in the year 1741.  Its unfavourable recep-
tion determined thc composer (whose judgment of its supe-
rior merit could not be shaken by the injustice of an English
audience) to try its effect on the more susceptiblc feelings of
a Dublin auditory. In Ireland, it was heard with admiration.
The expressiveforce and pathos of the recitatives and melodies,
and the superlative grandeur of the choral part of the work,
were equally felt; and the whole was hailed as a wonderful
effort of the harmonic art. Taught by the better criticism
of the sister kingdom, England, at his return, discovered the
excellence to which she had been so unaccountably blind,
and lavished her praises on what she had before dismissed
with disgrace, or without approbation. His next sacred
production was Samson, founded on the Samson Agonistes
of Milton. The London amateurs, rendered wise by their
former error, were alive to the excellence of a piece, which
the composer himself never knew whether he ought to place
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above or bencath his Messiah, and were rapturous in their
applause.  lle ::ominuvd to dclight his audiences with his
own performances between the acts; and the favourable
reception of a sét of six concertos for the orgaw, which
he had rccently published, encouvraged him to prat a
second sect, consisting of twelve.,  These picces, Lastly
produced, and consequently less elaborate, and of slighter
texture, did not support the credit obtained for him by the for-
mer worh, as a composer of mstrumental wusic ; and while the
first sct continued to be performed at every public and private
coucert, 1 every church, and in every chamber, the second
laid quietly on the shielf, and suffered a compuiative oblivion,

In the winter of 1742-3, a partial relapse iuto his former
disorder necessitated his 1evisitation of the baths of Aix-ia-
Chapelle, the restorative effect of which permitted  his
speedy return ; when a benevolence of sentiment, combined
with feelings of gratitude, induced him not only to grant the
performance of his Messiah, in aid of the finances of the
Foundling ITospital, but to present the charity with a copy
of the score and parts. This fiberal, or careless act of the
composer, the subscribers chose to construe into a limita-
tion to Handel and themselves,sof the future right of the per-
formauce of this oratorio; and they actually resolved upon an
application to parliament for the cstablishment of their sup-
posed privilege! To this application, however, they soon
discovercd, both that the author’s concurrence was neces-
sary, and that such a concurrence they would never obtain¥*,

* When some of these gentlegien waited upon Iandel with their
reasonable requisition, the musician, bursting into a rage which the
music he has put in the mouth of Polyphcme would scarcely ex-
press, exclaimed, ¢ Te Teuflel! For vat sal de Foundlings put meiu
oratorio in de Parlement? Te Teuffel! mein music sal not go to
de Parlement.”
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In the Lent of 1744, ITandel produced his Semele, the
performance of which, though the prece v.¢s not sacred, ex-
perienced no opposition fiom the powers ‘it wergq, nor ex-
cited any objection, in even the pious ove much. Indeed, its
flattering 1eception induced a new and firmer resoution to
confine his future efforts to the oratoral province of compo-
sition ; and he accordingly produced in succession, his Su-
sanna, and Belshazzar, his Fcrcules, wnd the Occasional
Oratorio, his Judas Maccabeeus, and Joseph, his Alexander
Belus, and Joshua, his Solomon, and Theodora, his Choice
of 1lercules, and Jephtha, and a picce called The Triumph
of Time and Truth. In cach of these productions, he dis-
played, in a lesser or greater degree, that stveetness and pu.
rity of melody, firm and decisive expression, exalted noble-
ness of idea, artful contrivance, and rich and sonorous com-
bination, which form the great characteristics of his music.

In llus new career he continued, with unabated vigour,
till the year 1751, when hc was afflicted with a disorder in his
eycs. It proved to be a cataract; from the misfortune of
which, repeated attempts were made to relieve him, but in
vain. On the first attack, his usual flow of spirits had left
him ; and now he becaje forlorn and d¢j-cted.  Unable to
conduct-his oratorios, he placed in his scat a Mr, Smith,
the son of his copyist, a young man of considerable abili-
ties, and ot inadequate to his new and honourable station,
The composer, nevertheless, with his extempore execution
on the organ, continued to delight his auditory between the
acts; and, placed at his conductor’s clbow, still assisted in
the general direction of the performance *.

* The spectacle of the venerable musfcian led forward to the front
of the stage, to make to the public his personal acknowledgment for

their favour and protection, has been described to me by a fiiend,
L")

“
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That his loss of sight preyed upon his spirits, and affected
Lis health, will naturally be supposed. The painful truth is,
that he.fel despondent undcr it; and that about the beginning
of 1758, his appetite failed him, and he was rapidly declining.
Nature and art, however, supported life till the April of
the folloning year, on the 14th of which month, he expired,
in the seventy-sixth year of his age *.

He was buried in Westminster Abbey, The fuueral ser-
vice was performed by Dr. Pearce, I.Jishop of Rochester,
assisted by the choir. A monument designed by Roubiliac,
representing the GREAT MASTEZR at full length, and in an erect
position, points out the place of his interment. The inge-
nious and s{:ilful‘sculptor has placed a scroll in his hand,
bearing the words “ I know that my Redeemer liveth,” ac-
companied with the subject of the melody applied to that
affirmation in the oratorio of the Messiah.

As a man, Handel may justly be ranked with the moral
and the pious; as a scholar, with the general class of the
well educated; but as a musician, he is above all rank, for no
one ranks with him+.  His ideas had never any alliance with

who frequently witnessed the ceremony, as deeply affecting. And
when Samson was performed, the song,

Total eclipse,—~no sun, ne moon,
All dark amid the blaze of noon,

sung while the sightless composer was sitting beside the organ, every
heart was affected, and every eye in tears.

* His settled incoine was only 600l a year; yet, notwithstanding
his heavy and repeated losses, lie died worth about twenty thousand
pounds; which, with some trifling exceptions, he left to his relations
in Germany. '

4+ The remarks made by cynics respccting his appetite, are pue-
rile, and amount to an indecent, though an indirect satire, upon the
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taneness or inanity : his invention appears to have been al-
ways ready, rich, and wonderfully accomynodating to the
subject in Land, whether gay or serious, cheerful or solemu,
light or grand. He wrote quickly; but the motion of
his pen could rarely keep pace with the rapidity of his
1maginatiou : and most of his finest thoughts were the birth
of a moment, For the most part, he is very original ; and
where he shines the brightest, the lustre is uniformly his own ;
yet whatever he appropriates he improves. 1t has been said
of him, as of Cicero, that whatever he touched he turned to
gold : but it might with more correctuess be affirmed, that
his judgment rejected what was not originally gold, and that
the gold he borrowed he refined. In sonle composers we
find sweetness, in others grace ; in these tenderness, in those
dignily ; here we feel the sentiment and force of character
proper to the theatre, theye are struck with the grandeur and
the solemnity claimed by the service of the church : but in
Handel, we discover all these properties ; and what indispu-
tably entitles him to pre-emiunence over all other musicians, an-
cient and modern, is the truth, That while ke equals them in
cvery style but oue, in that one he transcends them all; his
mellifluous softness, and dignified mirth, fire, energy, and pu-
rity of pathos, have been approached by various masters ; but
to his sublimity no one has been able to soar. While I listeu
to his Allelujah Chorus in the Messiah, his Horse and his
Rider in Israel in Egypt, or the nobler portions of his Det-
tingen Te Deum, the massy grandeur appeals not only to my
ear, but to my soul ; it seems even to excite another sense;

- L]
dignitarics of that church, whose cause his music contributed to sup-
port and emblazon. If a moment of irjitation sometimes extorted
from him a profane expression, he might plead the highest examples 3
and if he had no mighty quantum of Latin, and less of Greek, to sieer
at his deficicucy would be to deride the majority of collegiate schalars,

VOL. Il cc
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I see the glory that is celebrated, and am profane enough to
extend its image to the composer.

If Handel is ever beneath himself, it is when he descends
to minute or verbal imitation; when neglecting the senti-
ment for the sake of the word, he wastes his strength upon
detached ideas, and endeavonrs to copy objects with sound,
instead of pointing his powers at the affections and susceptibi-
lities of the heart*. Yet it must be confessed, that some-
times, while his carelessness neglected, his lax judgment even
opposed the sentiment. .In the Messiak we hear a Christian
choir lamenting that they have gone asiray, in a strain, the
vivacity of which would well express the sense of the liveliess
chorus of the phiests of Dagon; and in Alexander’s Feast,
Thais is described lighting another Troy, by the slow and
graceful movement of a minuet. But these specks in the
luminary of Handel, are visible only, when obtrusive criticism
casts n mist over the blaze of his general light, and cheats us
of a proffered pleasure.

To go into a detailed examination of this composer’s ex~
cellencies, would be to trace bim through a numerous cata-
logue of the finest productions of his time; to inspect and
display the original and diversified, beauty of his concertos
for various instruments; the demse barmony, deep science,
and felicitous involutions, of.his harpsichord lessons; the ac«
cumulated examples of every species of operatical merit, in
his Italian dramas ; the voluminous assemblage of grandeur
enlivened by brilliancy, in his oratorios: and the solemn sub<

* The reader will scarcely require to be reminded of Handel’s
broken passages, for expressing the leaping of fiags; the rapidity aud,
contrary, direction of the first and second violin parts, in resemblance
of the motion and buzzing of swarms of flies: and a long extended
Rnote, to convey the idea of a stationary sun. (See the scores. of Jsrask
is Bgypt, aud Joshue.)
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limity predomiinant in his ecclesiastical compositions. This
would be endless; or at least, more suitable to a work of
musical biography, than to a general history of the harmo-
nic science. Instead, therefore, of scrutinizing and illus-
trating the ingenious plan, and happy execution, exhibited in
his concertos; overtures, and other instrumental pieces; the
delicaey, spirit, nobleness, and characteristic expression, of
his airs, -and the polished fabrication of their accompani-
ments ;—instead of discussing these, I shall content myself
with saying, that as Nature had been bountiful, he wisely ex-
pressed his gratitude, by improving her gifts ; that born with
a wonderful compass of genius, he followed its dictation
with an equally astonishing constancy and perseverance ;
and united in himself more ability and greater industry, than
any other musical composer could ever boast; that though he
surprises us with the magnitude of his talents and his exer-
tions, we cannot contemplate the combined causes of his
superiority, and wonder at the effect. While the beauty of
his works commands the admiration of all, their extent will
be an eternally-exciting example to the young and ardent
musician, His ear charmed with their excellence, and his
soul fired with the applause they awaken, the student will
scrutinize, that he may copy, his merits; mark his steps, in
order to follow his course, and panting for his fame, dare to
emulate his greatness, )

cc?2
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CHAP. XV.

HAYDN AND MOZART.,

HAYDN.

.
HAD the world never produced a Purcell, a Handel, or
an Arne, we might pronounce Fraucis Joseph Haydn the
greatest genius that ever devoted itself to the cultivation of
the harmonic art. « Of the present highly improved state of
instrumental composition, he may indeed, justly be dcno-
minated the father; since to the brilliancy of his creative
imagination, and the fund, and felicitous employment, of his
science, we are indebted for effects, the novelty and the force
of which are equally surprising and delightful.

This admirable musician (a native'of Robrau, a small town
fifteen leagues from Vienna) was born in 1732. His father,
in as hymble a station us that of a cart-wright, uniting with
his trade the office of a parish sexton, had a good tenor voice,
and was sufficiently master of the harp to accompany the
voice of his wife. His son, at the carly age of six, discovered
his musical propensity, by the precision with which he beat
time to their performance. A relation of the name of Frank,
well acquainted with musi¢, and struck with the child’s
premature susceptibility of measure, prevailed on his parents
to trust little Joseph to his care and instruction. With this
friend and tutor he had not long been before the melody he
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contrived to produce from a tambourine, and the manner in
which he exercised a delicate and soijorous voice, began to
spread his reputation through the canton. , Reuter, Maitre de
Chapelle of St. Stephens, the cathedral church of Vienna,
and who was seeking children for his choir, called upon
Frank, in consequence of his little cousin’s fame, heard the
boy sing, and was too much pleased with his voice, and the
style in which he executed a canon, at sight, not to covet so
valuable a recruit; and at eight years of age, Joseph passed
from the abode of his fostesing relation to the school of St.
Stephen’s choir. Here his induastry kept pace with his love
of the profession to which he was destined ; and though only
two hours of application each day were exacted,’he generally
practised fifteen or sixteen. 'The genius and enthusiasm that
induced, perpetuated this habit, and his progress was inevitable
and rapid. Nevertheless, Tantee molis ¢rat Romanam con-
dere gentcm, so arduous a task he found the accomplishment
of his science, that after five years of close and incessant
study, he produced a mass which only excited his tutor’s
rdicule*.  Sensible of his theoretical deficiency, he deter-
mined to apply himself more immediately to the rules of

" harmonical combination and evolution; and meeting with

the treatise by Fux, soon made himself master of many
material secrets that had escaped him; and sensible of his
own daily improvement, notwithstanding the want of meney,
of a fire, and almost of an instrumerit (for the harpsichord in
his naked and freezing garret scarcely deserved that name),
he pursued his studies with felicity, and astonishing success.

* Since, however, Reuter did not think proper to descend to the
trouble of teaching his juvenile pupils counterpoint, he was but ill-
entitled to derive entertainment from their harmonical ignorance.
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It happening about this time, that the Venetian ambassador,
Corner, then resident at Vienna, bad a mistress whose
passion- for music jndyced her to retain the composer Por-
pora, then advanced in years. Haydn, aware of the advan-
tage he might derive from such an association, contrived to
get introduced into the family as a lover and practitioner of
music. He pleased his Excellency, who took the young
musician with him to the baths of Manensdorff; but Pors
pora, who, as the retainer of the Venetian’s fair Wilhelnina,
was of the party, formed the gregt object with Haydn. He
listened with profit to his accompanment of the lady’s
voice ; acquired the best Italian style of singing; and at his
return to Vienna, took, at day-break, a first violin at the
church of the Fathers of the Order of Mercy; afterwards
performed the organ at the chapel of Count Haugwitz; at
noon, sung the tegor part at St. Stephens; aud devoted the
rest of the day, and great part of the nmight, to private study
and" practice ¥,

The allowance of six sequins (or three pounds) per month
from the Venetian ambassador, and a seat at the table of his.
secretaries, had supplied a kind of independence which now
he began to derive from the liberslity of a peruke-maker.
Keller, who at the cathedral had so often, and so rapturously
listened to the fine tones of his voice and his tasteful style of
performance, was happy in persuading him to share his
humble fare and dwelling, and let his friendship empower

* Haydn’s musical education was irregular and almost casual ;
and it is perbaps, to his bavigy Itd no fixed master, his collecting his
intelligence from various sources as they occurred, and makiog his
own unbiassed observations®on the cowpositions of others, that we
should in a counsiderable degree attribute the independence and ori-
ginality ot his style,

3
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- him to pursue his studies. The proferred kindness was
accepted; the peruke-maker had two daughters; and Haydn’s
marriage with the eldest, proved no source, of future felicity.
Persisting in his application, he produced piano-forte sonatas
for his pupils, and minuets, allemands, and waltzes, for the
Ridotto. Performing one evening in company with two
professional ftiends, a serenata under the window of Ber-
nadone Curtz, director of the theatre of Carinthia, the
manager, struck with the originality of the music, came
down stairs, and learning that it was Haydn’s composition,
instantly engaged him to set an opera entitled The Devil on

"Two Sticks: the piece was favourably received; and the
composer’s reward was twenty-four sequins.

Vocal music, however, was neither the natural forte nor
the natural bent of Haydn; and the next year (his twentieth)
he fell into, and fixed upon, his proper tract. A set of six
trios proclaimed the peculiar happiness and novelty of his
ideas, and begot that complaint against # dangerous innova-
tions,” which generally evinces the worth as well as the
necessity of the dreaded reform*. The charm of genius soon
allayed the rising tempest of fanaticism, dr envy, and his first
quartetto in B flat, established his new church. The young
musician now quitted the abode of his father-in-law, for the
residence of MwMartinez, where lodged Metastasio ; and now
the same roof covered the first living poet, and the most emi-
nent symphonist of his timet+. From the house of Martinez,

* The Emperor Charles the Sixth, not contented with being the
patron of rigid fugists (how seldom *monarchs are satisfied with being
that which they ought to be'!) was a fugist bimself, and scorned
nothing so much as a freedom of fancy,’and warmth of expression.

+ Dining every day with Metastasio, he collected fromn the intel-
ligent and communicative poet some of those general rules on which
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and after six years of penury, Haydn was invited into the
family of CountMortzin. Hearing in the concert-room of
this nableman, a symphony of Haydn, Prmce Antony Ester-
hazy, an ardent amateur, was so delighted with the compo-
sition, that he expressed his-wish to have the composer for
the secoud leader of his own orchestra. With this desire
the Coun’s courtesy complied; and some time afterwards,
the young German was received mto the Prince’s service;
and at the death of his patron, a year afterwards, into that of
his successor Nicholas.

Iu the establishment of this Prince, and at the head of a
grand orchestra, Hlaydn possessed the means of more fully”
developing lus p(;\\'ms. The regular studics of the morning ;
attendance at the Prince’s opera, or concert, n the eveng ;
and the bours which he spent with his friends and Ma-
demoselle Boselly, a charnung singer attached to the Prince’s
band, formed the occupation of his-time for more than thirty
years, and duninishes our wonder at the multiplicity of his
compositions. With the beauty and accomplishments of
this young lady Haydn was powerfully affected ; but from
the honourable sentiments that prevailed, generally, in the
character of the musician, it dues not appear probable that
he wou.d have entertained, or indulged, the passion by which
his conduct was afterwards so powerfully, and lastingly
swayed, had not the perverse piety, and fanatic predilection
of Madame Ilavdn for the company of priests, too often
the disttubers and pests of those families into which they
are imprudently admutted, driven her husband from home,

rest the perfection of the fine arts, and which, together with the in-
structions he at the same time received in the rudiments of the Italian
language, both polished and expanded his mind,
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and compelled him to seek consolation in the society of
Mademoiselle Boselli*, »

Great as was [Taydn’s native wealth, far from always
depending on his own stock, he frequently fed, or manured
his imagination, with the floating riches of other times and
other countiies Some years after his establishment with
Prince Nicholas, and when his style was too settled and
confirmed to be disturbed and enfeebled, he consulted the
national melodies of the Ukraine, Hungary, Scotland, Ger-
many, Sicily, Spain, Russia, and every territory in Europet.
It is said of him, that with all the supplies of nature and
subsidies of art, 1t wus only under certain circumstances that
he could command his imagination. Like Buffon, who, in
order to insure success to his labours, found it necessary to
put himself in full dress, Huydn was obliged to attend to
the equipment of his person before he coyld depend on the
powers of lhis mind; and was not in full possession of his
genius till he.had put on a ring presented to him by the libe-
rality of Frederick the Secondf.

As the works of this master accumulated, his fame con-
tinued to spread, till hus superiority, as an instrumental com-
poser, became so prevalently acknowledged, that to offer a
reward to the musician who should produce the best sym-

* The incautious conduct of musicians and actors has, for a long
while, placed their moral characters almost upon a level with those of
priests and princes: in time, I fear, *hey will all be confounded.

1 Paesiello often resorted to the.same resource. It was upon an
ancient air, supposed to be of Grecian origin, that he founded his
beautiful romance of Nina. .

1 Possessed of this magic ring, he might easily produce the su-
blimest music: the mystery is, how, before its presentation, he could
compose so well as to merit the acquisition of such a charm._
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phonies, was rather a handsome mode of complimenting
Haydn, than am invitation to the exertion of general talent.
About the year 1760 such an instance occurred. It being,
at that time, in contemplation at Madiid, to celebrate the
funeral of Christ by a service denominated the Entierro,
consisting of a sermon successively explanatory of the seven
words pronounced by Jesus on the cross, and comprising
intervals to be filled up by suitable compositions, an' ad-
vertisement was circulcated through Europe, tendering a
liberal compensation to the composer who should furnish
seven symphonies the most expressive of the sentiments cone
nected with the sacred words. This was a task sufficiently
fantastical to titillate the imagination, and excite the exertions,
of any German composer; but Haydn was expected to
undertake it, and every other musician was quiescent, He
set himself to work, and in the fervour of an enthusiasm
roused by that visionary fondness for imitation, which des
teriorates too many of his compositions (and from which
even his great superior, Handel, was not wholly exempt), he
composed those seven symphonies in which (as an infatuated
devotee would say),

4 Spiego con tal pietate il suo concetto,
E il suon con tal dolcezza v’ accompagna,

Che al erudo inferno intenerisce il petto.”
’ Dante.

His thoughts so sofily, sweetly, he explains,
Stern Hell relents, and owns the melting strains *.
Bussy.

* Haydn (some say Michael Hayda, the composer’s brother) em-
ployed these movements ‘afterwards as accompaniments to vocal
melodies, which bis skill and ingenuity adapted to the prescribed
harmony. .
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But powerful and commanding as was the genmius of
Haydn in the provinee of instrumental composition—splendid
and original as were his conceptions—judicjous as we tind
their general arrangement—grand and varied as the effect
he uniformly produces—nature had not crowned her gifts
with that exalted, glowing, and intense feeling, which, not
satisfied with sounds alone, pants for the riches of applied
sentiment, and seeks them in the treasury of the poetic
muse. He was not a great vocal composer. His Armida,
La vera Costanza, and the Speziole, saved from the con-
flagration of the archives of Eisenstadt, which destroyed his
other operas, serve to inform us of the superiority of his
cotemporaries Sacchini, Cimarosa, Zingarelli, and Mozart,
in theatrical composition: and no critic will compare his-
masses and oratorios with even the least excellent of the
sacred music of his great predecessor and cguntryman¥, If,
however, nature withheld from the native of Rohrau those
exquisite sensations which delight in song, and which only
song can express, it was, that she might be the kinder to the
world of music. Pergolese and Leo, Scarlatti, and Gluck,
Porpora and Picini, had almost perfected vocal composition ;
but a Haydn was wanted, to give a new soul to the orchestra;
to animate its frame, and teach it the language of passion
and surprise, He came, and effected his purpose. To hear
the nobler portion of his symphonies, is to be justified in
applying to their author the compliment paid by Pope to the
immortal Handel:

¢ To move, to stir, to shake the soul, he comes,
And Jove's own thunder follows Mars’s drums.”

* Were I to make any exception to this general remark, it would
be in favour of Heydn's Stabat Mater, the beauty, order, and



396 HISTORY OF MUSIC.

It was not till he had long been the subject of European
encomium, thut Haydn seriously meditated a temporary
absence frpmn his native country. At length, it happened,
that deprived by death of the society of Mademoiselle Boselli,
and pressed, almost at the same time, to visit Paris, Naples,
Lisbon, Venice, London, and Milan, for the purpose of
furnishing those cities with new operas, he was tempted to
accept the proposals of my late friend, Mr. Salomon. That
excellent violinist, conceiving that the presence of the Ger-
man symphonist would impart not only a new importance,
but a fashion, to his concerts, was happy in his power to
persuade him to prefer England to the other countries to
which his talents had been invited. With Salomon’s pro-
posal of having twenty concerts in the year, and giving him
fifty pounds for each performance, Hayden complied; left
fer a short period (not without reluctance) his friend and
patron, prince Nicholas ; aud, in the spring of 1790, arrived
in London; where he remained a little more than a year.
Besides the twelve new symphonies with which he delighted
Salomon’s subscribers, he produced a variety of instrumental
pieces; and in every instance, acquitted himself in a style
worthy of his science, his genius, and his long established
fame. ’ '

Not to fatigue, or disgust the reader with the puerile and
ridiculous stories circulated, respecting the visit of a noble-
man who requested his instructions in counterpoint; the
composer’s personal pursuit of a naval gentleman who, as he
thought, had paid him too liberally for the composition of a
march; and the silly refusal of a strange music-seller (a

lucidity of which exhibits a copious portion of science, and its most
felicitous application.
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strange music-seller, certainly !) who refused to take his money
for any compositions but Haydw’s*—1I shall gontent myself
with observing, that the harmounious German s two greatest
gratifications in London were those of lleanng the perform-
ance of Handcl’s music at the Ancient Concertt, and visiting
the Philharmonic Society. His general reception and treat-
ment in London was honourable to the taste and liberality
of the musical portion of its population, and so flattering to
the feelings of the musician, that after returning to Germany
for three years, and attending to the claims of his Prince, he,
in compliance with an invitation from Gallini, then manager
of the King’s Theatre, repeated his visit. Gallini had engaged
him to compose an opera, which was to be prepared with
the greatest magnificenee. The Descent of Orpheus fur-
nished the subject; the composer commenced his task ; but
the manager not readily obtaining permission to open his
theatre, Haydn grew tired of waiting, left Orpheus to descend
as he could, and returnéd to Austria?.

* If any thing can transcend the absurdity of these frivolous con-
ceits, it is the tale relating to ghe resignation of Prince Esterhazy's
band, including Haydn’s asserted freak of writing upon the latter page
of each performer’s part, ‘ Put out your candle, and go about your
business.”

4+ The fact that Handel’s music is better known, and more extolled,
in England than in Germany, does not say much in favour of the
genuine taste, or genuine patriotism, of the country which has sup-
plied us with such magnanimous sovereigns.

1 A story told of Haydn and Mrs. Billington, whom he visited
during his second stay in England, must not be omitted. He found
her sitting to Sir Joshua Reynolds. * The picture represented her
listening to the celestial choir. 4 The portrait,” he exclaimed,  is a
striking likeness ; but Sir Joshua will pardon me, if I say, that he has
made one very material mistake. The lady is listening to the angels 3
but the angels ought to have been listening to her.”
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In one of his visits to London, he had the satisfaction of
an interview wjth the king and queen, by whom he was re-
ceived iu a manner honourable to all the parties. And the
university of Oxford sent him a doctor’s diploma. Never-
theless, it was expected that, pro forma, he should transmit
a specimen of his musical qualifications. He accordingly
sent one, consisting of a composition, so constructed, that it
might be read in any way, backwards or forwards, from the
top to the bottom, or from the bottom to the top, without
being divested, either of air or harmony. A piece so com-
posed is called a Canon Cancrizans : and- the following is
Haydn’s Academical Ezercise.
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The sum Haydn carried with him from London, was aug-
mented by the profits of a few coucerts, which he gave on
his return through Germany*. As the pay of a German
prince, notwithstanding his natural hauteur) is less in cash
than in complaisance, this increase of the composer’s gains
wag very acceptable. He was now easy, and at leisure to
enter upon a work of length. The majestic strains of Han-
del were still thundering in his ear; and he had two reasons
for wishing to compose a second oratorio : first, the Jaudable
ambition would be gratified, of aspiring to, or contending
with, the sublimity of his great countryman; secondly, he
would, by even a moderate imitation of such solid grandeur,
obliterate the remembrance of his former failtire in, that pro-
vince of composition. It was scarcely yet forgotten, but
soon might be, that his Tobias, produced in 1774, was not
a very splendid performance. At the age of sixty-three, he
commenced what he evidently intended for his greatest
work. At the end of 1795 he began his oratorio of the
Creation, and at the beginning of 1798 completed the un-
dertaking, saying, “ I have spent much time over the piece,
because I intended it should last.” 1In the succeeding Lent
it was performed, for the first time, at Schwartzenberg pa-
lace, at the'tequdst and expence of the Dilettanti Society.
It was received, says a writer, who tells us he was present,
with the most rapturous applause ; and I can easily believe
him; because the aydience were unacquainted with the sub-
lime loftiness, and profound contrivance of Mandel, and
went to the Schwartzenberg Palace with ears and minds pre-
pared to be enchanted. But what are the real and promi-
nent features of this composition? A series of attempted

® He reveived here about fourteen hundred pounds.
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imitations of many things inimitable by music, the sudden crea-
tion of light happily expressed by an unexpected buist of sound,
airs not abundanlly beautiful or original, smothered with in-
genious accompauiments, and choruses in which the com-
poser toils under his incumbent weight, labours in fugue,
, copies with a faint pencil the clear lusire of a glorious pro-
totype, and supplies the absence of true taste and dignity,
with the congregated powers of a complicated band *. My
respect for the great talents of Haydn obliges me to be sorry
that his judgment did not forbid his compromising himself in
oratorial composition. In his operas and cantatas, his failure
was only partial; in his oratorios, almost total. But it
should be, the Yirst policy of so great an artist, never to be
seen failing ; never to let it appear that he can fail +.

About two ycars after the production of his Creation,
Haydn composed his Seasons. Iu this piece he was more
successful, because he was less out of his natural tract.
Not including the complieated grandeur of numerous voices
and instruments, that ponderous combination and multiplied
intertexture and evolution, manageable only by such powers
as those of the composer of Samson, the Messiah, and

* Ifin any one of the melodies of the Creation, I could discover
the celestial grace of Sacchini, in the recitatives the profound science
of Sebastian Bach, or’in the choruses, a single sample of that tran<
scendent force ‘of imagination, profound adjustment of parts, or sub-
limity of aggregate effect, so uniformly couspicuous in Handel, §
would allow Haydn to be an oratorio composer.

1+ Haydn (a Catholic) really was, or really thought himself, very
religious. At his first sitting ddwn to the composition of s Creation,
he prayed the Virgin to enable him to praise God worthily. The
Queen of Heaven, sensible of his circumscribed powers, or of her
own, or of both, does not appedr even to have made the aticrapt.



HISTORY OF MUSIC, 401

Israel in Egypt,—the Seasons, lay within the compass of

his strength, and only betrayed his awkwardness. 1t is not

a little curious, that a master, whose whole distinguishing

greatness lay in the instrumental province of his art, should
conclude his career with a vocal composition. The g'msons

was his last production *,

Soon after this, his once comprehensive and expatiating
mind became so imbecile as to be reduced to two ideus;
the apprehension of bodily sickness, and the dread of lacking
support. Ilis constant and almost sole enjoyment now con-
sisted in sipping tokayt. In 1805 he became so debilitated
and disabled, as to give birth to the report of his death.
The Paris papers echoed the mortal annofincement: and
that once illustrious body, the National Institute, (of which
he was a member) acknowledged his claims to its honourable
notice, by the celebration of a mass to his, memory. The
intelligence of this funereal deploiation, bestowed upon 2
living man, amused him exceedingly: even the grateful im-
pression made by so marked an honour on his still susceptible
heart, did not prevent his pleasantly exclaiming, “ O, why
did not the learned and liberal body apprize me of théir mu-
nificent intention, that T mjght be present to beat time to the
performance’of Iny own mortal rites !”

Infirm as he was at this time, his decay (both corgoreal

* After this piece, he did not, strictly speaking, compose any thing.
The quartetts he attempted were never finished: and the few pub-
lications he subsequently sent to the press, consisted only of old
Scotch tunes, to which he d led to subscribe new basees.

4+ 1 cannot mention this circumstande without belng reminded, that
the last and great personal comfort of my late friend, Dr. Wolcot,
(a man of extraordinary faculties) was, the'sipping Jumaiea ram. Is
such a habit, under such circumstances, a vice, or the instinctive re-
source of old age and conscious decay P

VOL, II. DD




402 HISTORY OF MUSIC.

and mental) permitted him to live till the year 1809, when
he expired at Gumpendorf, aged seventy-eight years*,

"The great outlines of Haydn’s character, as a man and a
musician, though few, are strong and decisive. Fjs heart
and 1gind were superstitious, impassioned, affectionate,
friendly, simple, and honourable. His genius, original and
powerful, but limited in its range, was incapable of superior
excellence in the sublimer sphere of composition, but shone
with an unequalled lustre, in the tract to which his judgment
generally restricted his exertions.

An elegant and correct edition of his works, consisting of
symphonies, quartetts, pieces for the Baryton, and diverti-
mentos for varfous instruments; concertos for the violin, con-
certos for the organ and harpsichord, and sonatas for the
piano forte; masses and offertories, oratorios,and German and
Italian operas ; cantatas, English airs, ballads, &c. &c. has
been published at the Bibliothéque Nationale, in Paris.

MOZART.

To pass from the contemplation of talents and science, si-
milar to those of Haydn, to the reviéw of the powers, na-
tural and acquired, of a composer like Mozart, is to experi-
ence the pleasure of that transition whith carties the de-
lightgd observer from onc, enamelled lawn to another; or to
a garden, in which the flowers, though not preusely of the

same genus as those of the first, nor so disposed as to pre-
sent to the dazzled eye the same earthly constellations,
cqually emulate the sidercal brightness, and seem but to dis-
play the beauty of another hemisphere. But the beautiful

¥ Shortly after his death, Mozart’s Requion was performed in
the Scotch church at Vienna, in honour of his mewory; and at
Breslav, and Paris, similar respect was paid to his departed taleuts.
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progeny of Mozart, if not more brilliant, were less uniform,
than the equally-durable ever-blooming offspring of Haydn;
and enly required a soil longer cxempt from the disappointing
blast of mortality, to be no less numerous. *

John Chrysostom Wolfgang Theophilus Mozart, the only
surviving son of Leopold Mozart, sub-dircctor of the chapel
of the Prince Archbishop of Salzburg, was born in that city on
the 27th of January, 1756. He had a sister four years older
than himself, for the sake of whose musical education and
his own, his father declined the employment of general
teaching. For a while, their progress was nearlyequal; and
their performances on the piano-forte excited the admiration
of all by whom they were heard. Theophilus was scarcgly
five ycars,old, when his imventive genius prompted him to
commence composer. Irom the moment that the harmonic
science unfolded to him its treasures, he resigned for their
acquisition, all the trivial amusements of his years, retaining
only his attachment to reading and arithmnetic. His pro-
gress was so rapid, that his parents and their friends re-
garded him as =a prodigy. It is confidently stated, that
while yet in his early childhood, he had the courage to un-
dertake the composition pf a concerto for the harpsichord.
When in tife middle of his adventurous task, his work was
terrupted by the curiosity “of his father, who, upon exa-
mining a sheet full of blotted notes, discovered proofs of pre-
sent knowledge, and symptoms of future poavers, that ex-
torted tears of joy. This wonderful demoustration of pre-
mature talent, induced in the elder Mozart the resolution to
exhibit the abilities both of his son and daughter, at the differ-
ent courts of Germany: and befgre the boy had attained his
sixth year, he accompanied his father, mother, and sister, to
Munich. This first expedition was highly successful. The
young performers astonished and delighted the Elector; and
were so encouraged with the high commendations their exe-

DD2
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cution received, that at their return to Salzburg, they redou-
bled their application, and acquired such a command on the
harpsichord, that in the autumn of 1762, a second journey
was resolved on; ‘and the family going to Vienna, the chil-
dren were heard at court, when the Emperor, Francis I.
cxpressed his pleasure and sufprise at their performances *.

Hitherto, the young musician’s practice had been confined
to the haipsichord: but bringing with him from Vienna a
small violin, he ne sooner reached Sa]zburé, than his genius,
urged by his curiosity, explored its scale and character, ‘and
soon became familiar with all its arcana. So steady and
unremitted were his advances in the different departments of
mugic in which his attention was engaged, that the prospect
of new wonders was continually extended, and upvaryingly
realized. The exquisite organization of his ear was offended
with passages, the trivial irregularity of which escaped com-
mon susceptibilit}; the difference of half a quarter of a note
was to him as discernible as that of a semitone; and the
least pessible dissonance positive torture .

Mozart’s application to the violin gave variety to the at-
tractions of his genius; and before he had completed a year’s

practice on that instrument, his father was tempted to take him
: 4 -

* Things are related of Mozart’s childhood, to which the judgment
of men is not always adequate. Without any regard to rank, he uni-
formly suited his choice of pieces to the musical knowledge of his
auditory. Even the German Emperor was not allowed to witness
the full fire and force of his execution, till a distinguished master was
made one of the party. Seating himself at the harpsichord, he coolly
said to his Majesty, ¢ M. Wagenseil is not hege. Let him be sent for.
He understands what he hears,”

+ So delicate was Mozait’s auditory nerve, that till he had passed
bis tenth year, he could not bear the sound of a trumpet. Tt is even
affirmed, that he turned pale at its blast.

3
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and his sister, beyond the boundaries of Germany. On his
road, the boy performed to the Elector a violin concerto,
preceded by an extempore prelude, which astonished his
Serene Highness. At Augsburg, Manheim, and Frankfort,
Coblentz, and Brussels, the two children gave public con-
certs, when their auditors were equally delighted and amazed.
Arrived at Paris, Theophilus performed on the organ of the
king’s chapel before the court, gave, in conjunction with his
stster, public concerts; and the Parisians, captivated with
their performancc, requested their portraits, which accordingly
were painted by Carmontelle, whose pencil represented them,
together with their father, who was seen between his extra-
ordinary offspring. Celebrity as a public performer was not
sufficient to satisfy the ambition of a mind capacious and
aspiring as Mozart’s, and soon afterwards the picture of his
person was accompanied with exhibitions of his genius, pre-
sented to the public in two sets of sonatas *.

From Paris the Mozarts travelled to London, where they
continued from April 1764 to the middle of the following
year. During this interval, the children gave a public con-
cert, all the symphonies of which were the compositions of
Theophilus ;_ the‘z also performed before the king, and, as at
Versailles, the seParate powers of the future composer of
the Zauber Flotc were exercised on the organ of the chapel
royal. The difficulties of Handel, Sebastian Bach, and
other great and intricate fugists, vanished before the master-
ing though youthful hand of Mozart: and on one occasion
he produced from a given bass, an extempore picce full of
melody. While delighting and’ surprising the English with
his powers as an organ, harpsichord, and violin performer, he

* One of these works was dedicated to the Princess Victoire, the
other to the €ountess de Tessé.
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published a set of six sonatas, proving the wonders of which
nature is capablle, in a child only eight years of age.

I July, 1765, the family passed over to Calais; and after
an illness of four months, suffered by himself and sister at the
Hague, Mozart produced there six sonatas for the harpsi-
chord, which he inscribed to the Princess of Nassau-Weil-
bour. He performed repcatedly before the Stadtholder;
and for the installation of the Prince of Orange, which took
place the following year, the juvenile abilities of the natite
of Salzburg were selected, for the composition of a Quodlibet
for all the instruments, the excellence of which well justified
the choice. From the Hague, the itinerant partics returncd
to Paris, from that city passed through Lyons and Switzer-
land, to Germany, and, in November, 1760, after an absence
of more than thrce years, arrived at Salzburg. In the au-
tumn of the following year, they again departed ; and in
1768, the children were heard at Vienna, by Joseph the Sc-
cond, by whom Mozart was commissioned to compose an
opera buffa; the Finta Simplice *.

The acute observation, power of abstraction, and compre-
hensive intellect, of Mozart, were strikingly evinced in the fa-
culty he possessed of writing extempor&ar'qgnpauimculs.
A naked air, or melody, whether Italian,”or of any other de-
scription, placed suddenly before him, he wonld, without
once stopping his pen, write parts for all the instruments in
presence of the largest company. The thorough knowledge
of a band, and the rapid and accurate conception necessary
to this, was truly wonderful in a boy not turned of twelve ;
and corresponds with his ability to direct, at that age, a nu-

* Both [[asse (the maitre de chapelle) and Metastasio,were plcased,
or uffected to be pleased, with the music ; buf for some reason that was
vever explained, the piece was not brought forward.
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merous orchcstra, in the performance of a mass of his own
composition, produced for the dedication of the church of
The Orphans, and repeated before the impgiial court.

Mozart, at his return to Salzburg, was appointed master
of the archbishop’s concert; but a journey to the Land of
Music being deemed necessary to the completion of his
knowledge and the full formation of his taste, he, the fol-
lowing December, resigued his station, and set out with
his father for Italy. Arrived at Milan, he, at the house of
Count Firmian, received the words ({a scrittura) of the opera
intended for performance during the carnival of 1771, en-
caging to produce the music. Trom Milan he went to Bo-
logna, at which city he found Father Marlin‘), whe proved a
warm and encouraging admirer of his genius. The facility
and skill with which a boy of thiiteen treated the inost dif-
ficult fugue-subjects that could be proposgd, charmed aud
surprised the learned and ingenious [talian, and conciliated
and fixed hig friendship. Soon afterwards, the Marquis de
Ligneville, a distinguished amateur of Florence, heard with
cqual astonishment his extempore development of fuguesand
themes. In the Passion Weck, he arrived at Rome ; when
hearing atthe ]’epal Chapel the performance of the Misererc,
a composmon cofous in its plan, intricate in its score, and
forbidden to be copied, and thinking his mind capable of re-
taining the whole, he went liome the moment the perform-
ance was finished, sat ‘down, and mide out, by memory, so
correct a transcript that very few of the passages requircd
correction. All Rome was amazed; but only musicians
could know the real magnitude of the exploit *.

Naples was the city next visited by the Mozarts. At the

* This story contains one of two wonders: cither a miraculous
truth, or a marvellous falsehood.
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Conservatorio alla pietd, the young German surprised his
auditory with the, style in which he executed a sonata on the
piano-forte *, H‘ls second performance was at the mansion
of Piince Kaunitz, the imperial ambassador. The Pope’s
curiosity was awakened. ‘l'heophilus obeyed his.invitation,
and received from his holiness the cross and brevet of a
knight of the Golden Militia. His return to Bologna was
honoured with the directorship of the Philharmonic Aca-
demy. I'rom Bologna he hastened to Milan, to attend to
th opera, the composition of which he had undertuken for
the approaching carnival.” December the 26th it was per-
formed under the title of Mithiidatcs. To say that such a
production, uever beforc issued fiom the pen of a composer
only fourteen ycars of age, would be partially veiling
the splendor of a prodigy. Its excellence would have ho-
nonred wature manhood, aided by long cxperience. The
picce was performed twenty successive nights, and every night
excited the highest applause. The manager, eager to avail
hiself of such extraordimary talents, immediately agreed with
hin. for the composition of an opera for the year 1773.
Mozart, while Milan was resounding with his praise,
quitted that city for Venice, to pass there the last days of
the carnival. The Plulharmonic Kuight, g¢ Cavaliere Fil-
armonico) for so this musical prodigy was now styled through-
out Italy, passing thipugh Verona, was presented with a
diploma, constituting hiin a membér of the Philharmonic
Society of that city. On s return from Venice to Salzburg,

* So extraordinary was his performance, that the ring he was in
the boin of wearing was imagined by his enlightened auditors to con-
tain a charm. Murmurs arose. Informed of the cause, he took off
the magie ewrelet, and renewing his marvellous exccution, necessitated
the supposition of an invisible witchery.
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in March 1771, he found a letter from Count Firmian, of
Milan, requiring him to comnpose a dramatic cantata, called
Ascanius in Alba, written for the celebr.ation of the mar-
riage of the Aichduke Ferdinand. The well-known Hasse
produced an opera for the same occasion; and, in the fol-
lowing August, the youngest theatrical composer living had
the honour of competing with one of the best established
and most admired masters of his time. Moving now with an
accelerated motion, his career became rapid. In 1772, the
election of the new bishop of Salzburg called for his produc-
tion of a cantata, entitled, 1/ Sogno di Scipione ; at Milan,
in the year following, he composed Lucio Silla, a serious
drama, and La Finta Giardiniera, an "opera. buffa; in
1774, he wrote two grand masses for the chapel of the
Elector of Bavaria; and in 1775, for the Archduke Maxi-
milian, who spent some time at Salzburg, composed his ce-
lebiated cantata, enutled, I/ Re Pastore.

Mozart now, by umversal consent, stood at the summit of
his profession. Admiiing Europe opened her arena for the
display of his powers; and Paris was the next chosen scene
of his exertions.  For that capital he accordingly departed in
Sept. 1777, accompanied-by his mother. Two causes, the dis-
crepancyo?the\l‘\ench taste and his own, and the death of his
mother, prevented his remaining at Paris more than eighteen
months. During that period, however, he composed a
symphony for the Concert Spirituel, and seveml other pieces,
the casy and elegant beauties of which even the then French
taste admitted and admired,

After remaining some months with his father, to whom he
returned in the begiming of 1779, he was invited to Vienna
by the Archbishop of Salzburg. For that city, in the No-
vember of the same year, he departed ; aud, there, pleased
with the place and its manners, and charmed with the beauty
of its fair inhabitants, he fixed his future residence. At the
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request of the Elector of Bavaria, he composcd for the car-
nival of 1781, his opera of Jdomeneo. 'The next year, the
Emperor Joseph,, desirous of improving the German opera,
engaged. him to compose, “ Dia Eut. fahrung aus die
Serail*” At this time he became passionately enamourcd of
Mademoiselle Weber, whom he soon afterwards married :
and to this state of his heart and mind has been attributed the
extreme delicacy and tenderness of many of the airs in this
drama, the numerous and varied beauties of which were felt
and rapturously applauded, both at Vienna and Prague.

At the first of these cities he composed most of his
operas; and there his productions werc most highly
esteemed : ‘but no onc of his dramas could boast of greater
favour than his aubcr Flote (magic flute), which in less than
4 year from the day of its first appearance, was honoured
with more than a,hundred repetitions+. His Marriage of
Figaro gave a new feather to the wings of his fame; and re-
inforced by the captivating music of his Don Giovanni,
composed for the opera-house of Prague, its elevation was
consummated. But hitheito, his celebrity was destitute of

* The very flattering reception of this opel;lenI;ned Italian
jealousy. The company then performing at Vienna contrived to half-
persuade the emperor, that Mozart’s score was 100 crowded and cla-
borate. The spigit with which the master repelled the presumptuous
criticisms of fiddlers and singers conveyed to him through the mcdium
of Joscph, was honourable to his independence. ¢ This picce,”
said the emperor to him, one day, ‘¢ is-somewhat too fine for our enrs,
my dear Mozart : it is prodigiously full of notes.”” < It is, Sirc,”
answered the master, ¢ just as it,ought to be.” .

+ To hear the overture of this charming opera, and that of La Cle-
menza di Tito, as executed by Flight and Robson’s stupendous
cylindric organ in St. Martin’s Laue, is to witness the niarvellons in
music and mechanics,—in scientific cownposition, and instrumental

fabricatiop.
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solid advantage. No lucrative appointment, no settled in-
come, rewarded his matchless genius and urrivalled assiduity :
and, in 1788, the deranged state of his affairs declared the
thoughtless ingratitude of his imperial and electoral admirers.
To retrieve his finances, he meditated a journey to England,
and even a permanent residence in a metropolis to which he
had been repeatedly invited. His intention reached the ears
of the emperor, the emperor opened his heart, appointed him
composer of the chamber, and retained in his dominions a
musician whose genius was- one of their greatest orna-
ments.

That Mozart’s application was intense, nine Italian, and three
German operas, seventeen grand symphoni.es, and a variety of
masses and cantatas, concertos and sonatas for keyed instru-
ments, sufficiently attest. Music, indecd, was his constant em-
ployment ; his business, and his recreatiop. If the day was
devoted to composition, the greater part of the night was con-
sumed in practice: and to ensure his rest, gentle violence
was often necessary. That a constitution, no way athletic,
should be found yielding to so severe a trial, will not surprise
the reader; but, for the fact, that as health failed, the eager-
necss of the musician’s industry increased, he will not very
readily accoum\ The datc of his approaching dissolution,
gave, it seems, new vigour to Mozart’s exertions, and his
study was often prolonged till he fainted. At length, an aber-
ration of reason, similar to that experienced by Tasso and
Jean Jaques Rousseau, reduced him to a state of settled me-
lancholy, and constantly presented to his disturbed imagi-
nation the ghastly figure of Death.

This unhappy impression was strengthened by an occur-
rence that gave birth to his last, and, perhaps, noblest pro-
duction. While he was confinel to his bed, a stranger
waited upon him from a catholic prince labouring under a

1
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dangerous illness, for the composition of a Requiem. Mozart
undertook the task. A month was required, and granted, for
the work : the pri(ie asked was one hundred ducats, and the
unknown visitor counted out, aud left, double that sum.
When he departed, the sick musician fell into a profound re-
verie ; but soon recovering his ideas, called for pen, ink, and
paper, and, notwithstanding the intreaties of conjugal tender-
ness and apprehension, beggn to write with an ardour, that,
for several days, continued unabated, nor quitted him till he
fell back senseless on his pillow. When, some days after he
had been obliged to suspend his undertaking, Madame Mozart
endeavoured to dissuade him from its prosecution, and to divert
his mind from the‘gloomy predictions, he wildly and abruptly
said, “ I am writing this Requiem for myself: it will serve
for my own funeral.” This presentiment no reasoning could
remove or shake. llc proceeded, and became every day more
enfeebled ; the month expired, and the stranger applied for
the promised piece. It was not ready. For its completion,
the composer required another month. Another month was
allowéd; and adding to the price half the former payment,
the applicant hastily retired. A servant, sent to follow
him, was baffled by the superior art of the incognito, and
Mozart’s disordered intellects perceived in¥lim a being of
another world, sent to announce his approaching end! 'This
idea, while it depressed his spirits, exalted his genius, and
fortified his resolution, to complete what, he trusted, would
prove a durable monument of his taste and science. Perse-
vering amid the most alarming fainting fits, he finished his
work within the promised period, but fell a sacrifice to his
pertinacious exertions. 'The stranger returned, and received
the Requiem : but the composer was no more !

Thus died in his thirty-sixth year, a musician, whose na-
tive powers, seconded by an unremitting course of intense
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study and sedentary practice, procured him a name that, while
harmony is cultivated, melody cherished, gnd musical ex-
pression felt, will live in the admiration of mankmd

Mozart; with a genius not less VIgorous than that of
Haydn, possessed an imagination more versatile, and nerves
more tremnulous, than did the native of Rohrau. In vocal
composition, especially the dramatical, the composer of the
Creation cannot vie with him; and, perhaps, only years
were wanting to the life of the latter, to render him, at
least, as splendid, and quite as voluminous, a symphonist.
His felicity in the use of wind instruments is so well known,
that it would be superfluous to insist upon the unrivalled
art he unmiformly displays in their management. His ac-
companiments derive from his peculiar skill, a charm that
no other resource of his genius could have supplied. But
with Mozart, it was a nafural resource, The breathing
sweetness of the flute, pouring reediness of the hautboy,
and mellow murmuring of the bassoon, accorded with the
passive delicacy of his nerves, and lively tenderness of his
sensations. When we consider how much, we are surprised
to observe how variously, he wrote. His vocal compositions
are scarcely more different from his instrumental, than from
each other. Tk diversity, is as conspicuous as the beauty,
of his melodies, and his imagination can scarcely be said to
have ever failed.

Incessantly employed in original composition, his hcart
and mind were too full of his own prbductions, to permit his
conversation to dwell much upon the works of other masters ;
but, nevertheless, he loved to speak of the excellencies of
such composers as Porpora and Durante ; Leo, and Ales-
sandro Scarlatti; and his judgment fully apprized him of the
transcendent powers of Handel, whom he placed above all
other musicians. For Haydn he felt so high and distinguished
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aregard, that when an envious professor attempted to dis-
paiage the meijts of the great symphonist, he angrily ex-
claimed, “Sir, if you and I were melted down together, we
should not furnish materials for a Haydn*.” This incident
accords with the general description of his temper, which,
though he entertained a proper sense of his own dignity, as a
man of genius and science, was modest and unassuming.
His disinterestedness often subjected him to the impositions
of music-scllers and theatrical managers. TFrom the greater
portion of his piano-forte picces, he never rcceived any
emolument. An infinite number of movements produced
for the private accommodation of his friends and acquaint-
ances were piraled and published.. Among the chief of
those dealers who found mcans to surreptitiously procure
copies of his fugitive compositions, was Artaria of Vienna,
who derived considerable profit from the depredations he
committed ; but never exerciscd the generosity of a high-
wayman, who retuins to the rifled traveller a guinea, to pay
his way on the road.

Mozart’s disposition was kind and gentle, and his manners
polite and frauk. Constant as was his musical assiduity, he
found leisure for other studics than those of sound ; and be-
sides a variety of useful informnation, acquirgd the knowledge
of scyveral languages.  Regarded generally, he oflers an ex-
traordinary object” for philosophic contemplation. The
sublimity of his compositions was not more conspicuous
than the simple cast of 'his personal character. 'T'oo modest
for conceit, he was not grcedy of applause ; conscious of his

* Haydn’s liberality did not yield to that :.fhis great cotemporary.
He declared that Mozart was thc most extraordinary, original, and
comprehensive musical genius ever known in any age,
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rcal merit, was too just to himself to patiently hear it denied
or disputed. Without affectation he exhibited his soul
naked and undisguised; destitute of priJe, he respected
talent, however humble its sphere; and lfis own intellectual
powers are summed up in the designation applied (o him
by the Italians—Quel mostro d’ingcgno—that prodigy of
gentus,
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CHAP. XVI.

ESTABLISHMENT OF THE ITALTAN OPERA INENGLAND,
AND ITS PROGRESS PREVIOUS TO THE MIDDLE OF
THE LAST CENTURY.

THE Opera, the child of Italy, and parent of recitative,
or attuned language, afier melodizing the continental stages,
passed over to England. Since, previous to its first regular
adoption here, the English taste was gradually enured to its
style by the introducti®h of foreign and native theatrical
singers, who performed detached songs between the acts, we
are not at a loss to account for the toleration-of a species of
drama so different fgom that with which the public in general,
especially the humbler classes, were acquainted *. As early
as the year 1704, a new musical eitertainment, yritten and
composed “ in the manner of an opera,” aodl called Britain’s
Happiness, was produced at the theatres of Drury Lane and
Lincoln’s-Inn-Fields, nearly at the same time : and the next
season an opera, on the Italian model (the first that with
any propriety can be so described) was brought forward,

* A variety of concerts and :fiterludes, about this time, introduced
to the public the vocal abilities of ‘¢ an Italian Lady,” of ‘ Signor
Gasparini,” of ** Signora Francesca Margarita de L’ Epine,” of her
sister, ¢ Maria Margherita,” of * Mrs. Tofis,” all occupying the si-
tuations of first women.
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and approved *. This encouraged Thomas Clayton, one of
the royal band, and who, in Italy, had acquired a-little taste
and much vanity, to set to music the English version of an
Ttalian opera, that, as far back as the year 1677, had been
performed at Venice. The singers in “ drsinoe, Queen of
Cyprus,” were all English, aud the whole of the narration
was given in recitative. The piece was so favourably received,
that Clayton, ambitious to have it known, or believed, that the
music was his own composition, solemaly claimed its author-
ship, in the title-page of the published airs. Whatever, in their
ignorance, his English admirers thought, the Italians, it must
be confessed, were obliged to him for their exclusion, since
nothing either in the beauty of the melody 8r correctness of
the counterpeint was calculated to excite their envy. This
was the first musical drama wholly performed after the
ftalian manner : the second was the opera of Camilla, also
tanslated from the Italian, Like Arsinoe, it was represented
at Drury Lane, paitly by subscription, and paitly by money
taken at the doors.

Congreve and Sir John Vanbx ugh, in order to strike in
with the prevailing novelty, opened -their new Haymaiket
theatre with a similar pigce, entitled The Temple of Love ;
but not with equal success t. Camilla, however, continued

* Cibber, in the Apology for his Life, says, that ¢¢ the Italian opera,
was a long while stealing into England ; but in as rude a disguise, and
unlike itself as possible, in a lame, hobbling translatian, into.our own
language, with false quantities, of metre out of measure, to its own ori-
ginal potes, syng by our own unskilful voices, with graces mis-
applied to almost every sentiment, and with action lifeless and un-
meaning, through every character.”

4 The failure of this piece, since the music was German instead of
Twlian, may, perhaps, be justly cansidered as an evidence. of the pub-
lic prejudice at that time. in favour of the compositions of Italy.

YOL. Il1. s * EE
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a favourite: and operas, whether the words were Euglish or
Italian, -and wljether the music, so it were thought to be
Italian, was ex(,ellent or despicable (the quality of the
poelry was never even thoug ht of) were so encouraged, and
became so formidable to the English actoss, that in 1707, a

subscription was opened “ for the better support of the co-
medians acting in the Haymarket, and to enable them to
ke: p the diversion of plays under a separate interest from
operas*.” The bias of the age impelled Addison to write his
opera of Rosamond; and the supposed Malian laste of
Claytou induced the author (a musical critic, but no musical
Judge) to apply to the accredited talents of that member of
the royal band} to compose the recitatives and aws. This
drama, as excellent in its poetry as deficient®in its iuterest,
and execrable in its music, was endured three nights'}.

Rosamond was succet.ded by Thomyris, Qu en of Scythie,
written by ‘\Iottcu\, and adjusted to airs of Scarlattt and
Bononcini.  Unfortunately for Thomyris, at the moment of
herdebut, Valentini Urbani, (an evirato) and a femalessinger,
called the Baroness, airived; and with thewr Nalian, com-
mixed with the English of Mrs. Tofts, Mrs. Lindsey, Mrs.

T
-

Even Ihafey’s Wonders in the Sun, or Kiny:loﬂofllm Birds, did not,
by its high whimsicality, cscape the condemnation thought to be due to
a pieve, the melodies of which were of mere Fnglish growth,

* The Daily Courant of Jannary the 14th of this vear, gives a
circumstantial acconnt of this hum.liating trartsaction ; and speaks of
its suceess with conciderahle trmmph.

1 Tu the year 1733, Mr. Thomak Argnstine Arne (1'terwartls Dr.
Arne) re-set this pretty vroduction of Addison’s. W.th its socce s,
advantaged by the respectabie®degree at science, and fine and or.ginal
imagmation of that trulv great masiciar, | have not bren maile ac-
quainted , but it ie pretty ‘reneraily known, that the airs, ¢ N, no, 'tis
decreed ;7 ¢ Wag ever Nymph ke R wamond 2" and, * Ruse, Glory,
tise,” were fora loug while ie1guing favourites,
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Turner, and Ramondon and Leveridge, in the same piece
( Camilla) drove the poor Queen of Scythia from the stage.
‘However, early in the next year, (1708) she was received and
cherished at Drury Lane, where, during six aveeks, Camilla
and Thomyris were alternately represented ¥, .
The next novelties were the arrival of Signor Cassani, and
a new pastoral opera, entitled Love's Triumph, written by
Cardinal Ottoboui, and set to'music by Carlo Cesarini Gio-
vanni, and Francesco Gasparini. The Lnglish words ad-
justed to the Italian airs, and the chorasses, with dances
(analogues) fter the French mamner, were intended as an
experimental trial of the public taste, respecting French and
Italian music ; and the event fully acquitt®d the English of
pattiality to French composition. The ensuing winter pro-
duced at the Opera-house a new picce called Pyrrius and
Demetrius, written oniginally in Italian, by Adriano Mor-
selli, and sct to music by Alessandro Scalatti. The per-
formance of this opera, translated into English, and arranged
‘by Nicolo Haym, who composed a new overture and several
. additional squgs of considerable merit, forms an wra in the an-
nals of our lyric theatre ; having served to introduce tq the ad-
miration of the English, the power of the celebrated Cavalier
Nicolini Grimaldi, familiarly called Nicolini, of whose
extraordinary command over the feelings and the applause of
his auditors, We shall speak, when treating more especially of
the pretensions of the principal singers during the tirst half of
the cighteenth century.
By the printed copy of the music of Pirro et Demetrio, it
appears that the English and Italian languages continued to

* At Drury Lane, the vocal performers, at this time, were Valentini,
Hughes, Lawrence and Leveridge, with Margarita, Mrs, Tofts,and
Mis. Lindsey. .

* EE 2
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be commixed ; Nicolini’s choice of that motley piece for his
benefit, January 5th, 1709, declares the esteem in which
such Gallimaufries were held. The following March, a new
opera was produc.ed, entitled Clotilda, which was represented
only five times: and those fiye performances were not suc-
cessive. In the following September, a disagreement having
taken place between Rich, the patentee of Drury Lane, and
his performers, the chief of whom were Wilks, Cibber, Dog-
get, and Muis. Oldfield, Swiney, the opera mapager, received
them into his theatre, where they acted plays under his di-
rection. The operatical and natignal companies continued
to perform in the Baymarket, alternately, till the following
November : and'in January, 1710, the musical troop brought
.out the new opera of Almahide, the poetry of which Was
wholly Italian, and the music, judging by its style (for the
name of the composer 1s not mentioned in the libretlp) com-
posed by Bononcini *. The songs given to Nicolini and
Margarita gre more rapid and difficult than any in the pre-
ceeding dramas ; and if their style does not evince much ad-
vance in the great secret of expressing the passious, it at least |
demonstrates the improved power of vocal execution. In
the following March, the public were invited to hear the re-
hkearsal of Ilydaspes, or L'ldaspe Fedele, a ‘new opera
(wholly Italian), set to music by Fianscesco Mancini, a
Roman composert. Neither the airs nor the recitatives
were comparable with thase of Scarlatti, Gasparini, or Bo-
noncini, whether considered in the quality of beauty, or of
vigour.

* This opera, the first performed in England. wholly in Italian, was
embellished between the atts, with English Intermezzi.

+ 1t is to this upera that Addison alludes in several papers of his
Spectator. See Pgrticululy, No. 18 of the first volume,
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November the eighteentl), the English actors performed
Macbeth, their last representation at this theatre, and the
Italians once more had a clear stage ; when a variety of ex-
otic novelties were brought forward, The following January
(1711), a new pasticcio opera appeared, which, not ho-
noured with a rapturous reception, fortunately occasioned

" an application to talents destined by their flexibility to ac-
commodate themselves to English feelings, and by their
maguitude, to extort the applause and excite the wonder of
Europe. Handel, the year before, had arrived in our coun-
try ; and the result of the resort of Aaron Hill, the Hay-
market manager, to the abilities of that unequalled master,
ias the production of the opera of Rmalﬁo composed in a
JSortnight! It had a run (almost incessant) of nearly four
months; and thgugh not equal to many of his subsequent
productions for the Italian stage, so far transcended in every
species of excellence, all that had been heard in England, as
not only. to justify the high encomiums it universally received,
but to render that encomium honourable to the taste by
which it was bestowed.

November the tenth, the operatical theatre opened with
the repetition of Almahide, in which a new Englisk singer
(Mirs. Barbier) sustained the character of Almansar, which
had been performed by Valentini *. The following Decem-
ber produced to the English public an opera called Anti-
ochus, originally set- by Gasparini for Venice, six years be-

* Mrs. Barbier’s timidity on her first appearance gave birth to a
sensible and pathetic paper in the Spectator, (No. 231). Alluding to
her distress, Mr. Addisgn feelingly and judiciously observes, that such
a Uiffidence * isa so? of mute eloquence which pleads more forcibly
than words.””  As this lady continued to perform till the year 1729, it
is to be presumed, that her repeated appearance before the public, for-
tified her nerves, and permitted the full exertion of her powers.
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fore, Its reign was so transient, that it was almost imme-
diately succeeded by a second run "of Rinaldo till the fol
lowing February (]1712), when an opera, also composed by
Gasparini, for the Venetian theatre, in 1705, was 'brought
forward under the title of Ambleto (Hamlet). Though
originally set by Gasparini, the music, on the appearance of
this piece in England, appears not only to have been merely,
bus very injudiciously, selected. The elegant and animated
Gasparini is no where discernible in its melodies ; and we
learn, without surprisc, that it failed.

In May, after the recent failure of Hercules, an opera written
by Rossi to the mt‘mc of various composers, appeared Calypso
and Telemachus (in English), from the ingenious pen of our
poet Hughes, and sct by Galliard, a German musician imbued
with English tastc. The dialogue and soygs are poetical,

‘and of the music ¢he able, judicious and aniinated composer,
had no reason to bec ashamed; yet the piece sustained but
five rcpresentatious *. In the following November, the
Queen’s Theatre, (for so the Opera-house was then called)
commenced a new scason with I/ Trionfo D’ Amore, which
after two peiformauces was succeeded by 1! Pastor Fido,
or, the Faithful Shepherd, written By Rossi, and composed
by Handel, who had just returned from z short visit to the
continent. Unluckily for the great musician, the piece was

* In his preface to this opera, Mr. Hughes most justly observes,
that ¢ though the English language is not so soft and full of’ vowels as
the Italian, it does not follow that it is the refore incapable ofhnrmony v
(meaning melody.) ** It is certajuly of great consequence,’ he adds,
¢ that they’’ (musical dramas) ¢ shounld be pgrformed in a language
understood by the andicnce;: and though the airs of an opera may he
heard with delight, as instrumental picees, without words, yet it is
impossiblc that the recitative should give plcasure when the words are
either token away, or anintelligible.”
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pastoral : in a Pastoral, simplicity is propriety ; but with his
auditors, propriety was not an adequate substitute for bril-
liancy aud vigour; and 4/ Pastor Fido was heard but four times,,
The only opera worthy of notice, produced during the sucs
ceeding vear, was Teseo { Drama "I'ragica) also composed by
Handel. Its merit, every way worthy of his genius, pro-
cured the piece, duriug that scason, no more than twelve
performances, the last. of which (May 16th), was for the
benefit of the composer. .

After the 30th of the same month, there was no operatical
representation till the following January (1714), when Do-
rinda was performed. Neot eminently successful, this picce
was successively and rapidly followed By Creso (a new
pasticcio), and Armiuio, by an anonymous composer; the
latter of which appeuars to have been best reccived, since the
next season commenced with its performance, the piince, afe
terwards George the Second, being present; three days
after which, (October 26th) it was repgated before the king.
The follonmg May (1715), Amadigi, or Amadis of Gaul,
composed by Haudel, was produced *. Though it appeared
too late in the season to be honowed with a long run, it
possessed marks of its honourable birth, and was received
with the favour it descrved.

The next opera ‘séason, commencing Feb. 1, 1716, opened
with Lucio Vero, succeeded (with some intermigsion) by the
vevival of Pyrrhus and Demetrius. (learics, a new opera,

* The effective and happy practice, of arranging the violin parts in
octaves, seems to have been first resorted to in this opera. The force
and brilliancy of tone resulting frol such an adjustment then (more
than a century ago) must have astonished every hearer, as the know.
ledge of the fact now diminishes, as fur a¢ originality is concerned, our
admiration of those modern composers who have struck us by itd
revival. -

®
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by an anonymous composer, was, it the course of the season,
performed thirteen times, during which period. (May ), his
Majesty was present at the performance of Pyrrhus and
Demetrius. This season closed with the opera of Amadis,
betwedn the acts of which the audience were entertained
with a new symphony, performed by Signor Attilio Ariosti,
on the Viol d’ Amour*. The following January (1717),
Rinaldo was revived, and in the course of the season, had
ten representations. 'The next month Amadigi was re-
peated by command ; and in March, the public were pre-
sented with a new opera called Venceslao (written by Apostolo
Zeno, and set By an anonymous composer) which expired on
its third performince.
From this period, no operas were performed till 1720,
when u new plan was suggested and adopted for their more
»regular and more certain support. A fund of 50,000/ was
raised by subscription, to which the king contributed 1000/,
on which account, in compliment to his Majesty, the esta-
blishment, consisting of a governor, deputy governor, and
twenty directors, was called the RoyAL AcApEmy of
Music t.
To give new dignity and eclat to this design, the three

* This was the first time that the viol d’amour was heard in
England,

+ Among the patrons of this munificent establishinent, were many
of the first personages of the kingdom. The first ycar, the Duke of
Newcastle was governor, Lord Bingley deputy governor, and the
directors the Dukes of Portland and Queensbury, the Earls of Bur-
lington, Stair, and Waldegrave,sLords Chetwynd and Stanhope, Ge-
nerals Dormer, Wade and Hunter, Sir John Vanbrugh, Colonels
Blathwayt and O’Hara, with James Bruce, Thomas Cole of Norfolk,

*Conyers D’Arcy, Bryan Fairfax, George Harrison, William Pultency,
and Francis Whitworth, esquires,
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most eminent composers, then living, were engaged, —Bo-
noncini, Attilio and Handel ;—the last of whom was com-
missioned to provide, the’smo'ers At the court of Dresden
he found, and engaged, Senesino, Berenstadt Boschi, and
the Durastanti, With the aid of these performers, the opera
of Numitor, composed by Giovanni Porta, of Venice, was re-
presented on the second of April, 1720; and its own in-
herent merit and scenic decorations, offered a splendid
sample of the style, the taste, and spirit, with which the opera
might now be expected to be conducted. After five repeti-
tions, Numitor yielded to Radamisto, the first opeta coms
posed by Handel for the Royal Academy. Its merit was
very great; yet its solidity, science, and anfmation, only sus-
tained the piece that seasorf through ten pcrformances¥*,
The third opera brought forward, was Narciso, composed by
Domenico Scarlatti, performed May 30th, and conducted by
the scientific, but crude and unequal talent of Roseingrave,
who had brought the music from Italy. Its cramped dulness
was listened to five nights.

‘In the following autumn, arrived the singers engaged by
Handel at Dresden; and, November 19th, the pciformance
of Astarto, composed By Bononcini, commenced the Aca-
demy’s second season, which piece, between that time and
Christmas, ran ten nights, and subsequently, twenty more.
Astarto, though not composed expressly for the London
opera, when revived for that estzblishment, was so altered for
the convenience of the vocal performers, Sencsino, Boschi,

* Radamisto, however, was not only resumed the next season, but
revived in 1728, with additional songs; when it had a new and long
career. "It has, curiously enough, been the fate of several of Handel’s
pieces, uot at first to excite the admiration due to their superlative ex-
cellences 1t seems as if, sometimes, his diamonds lay too deep in the
mine of his science, to strike the comnon observer.
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Berenstadt, Berselli, Durastz:nti, Salvai-and Galerati, as 8-
most to be rendgred a new piece.  After justly weighing its
werits, itg success, perhaps, will be the best accounted for,
by attributing much of the favour it enjoyed, to the abilities
of the smgers, and its subservient accommodation to their
particular poweis.

In 1721, atier the peiformance of Radamisto once, As-
tarto four umes, aud the production of a new pasticcio,
called drsace, the opera of Musio, (the first act composed
by Attilio, the sccond by Bononemi, and the thnd by
Handel) was ready for representauon*.  Notwithstanding
the combined effoits of these three greatest vocal composers
of the age (per h‘ups in the woild), und the ablest band of
singers that had ever dehigh.ed the cars of an Eughsh au-
dience, the diectors appear not to have been indemufied for
‘the expense to which they had been seduced by their li-
berahty. In littlc more than a year from.the establishment
of the Academy, 15,000/ was sunk; and ina publicadvertise-
ment, calling upon the subscribers for their arrears, a de-
ficiency is stated, obliging the directory to make another call
npon them, to answer the first twelvesmonth’s demands +.”

* 1t ha- been pretty generally asserted, and valgarly believed, that
the partition of this diama amony these three distinguished masters,
was proposed, anil thaie respective tasks undertaken, as a trial of their
comparative abihtics.  But, besides that the more reasonable suppo-
sition is, that the distribution of the three acts was for the purpose of
dispateh, I find it diflicult to believe. that Haundel’s high and dignified
spirit would have submitted to the littleacss of so pointed and personal
a competition. ,

+ ¢ The court of directors of the Royal Academy of Musick, finding
several snbscribers in arrear on the calls made on them this year, do
hereby desire themn to pay in the same hefore Thursday the 22d in-
stant, otherwise they shall be obliged to return them as defaulters, at
the general court to be held that day. for their jnstruction how to pros
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The next season commenced with the performance of
Arsace, which opera was followed by Asterto and Rada-
misto; and on the ninth of December a new opera called
Floridante, written by Rolli and set by Handel, presented to
tiie public some beautifully-tender, as well as heroically-ani-
mated, airs. In the following month, (Jan. 1722,) another
new drama, entitled Crispo, written also by Rolli, and com-
posed by Bononcini, was produced. Its obvious, and, in a
degree, successful, imitation of the style of Handel, gave its
first representation considerable eclat, and procured it twelve
successive repetitions. In the middle of the next season, a
new opera, called Ollone, was brought fo.r'ward *,  ltwas
represented eleven nights successively, and supplied the pub-
lic with several attractive and popular airs. The next new
opera, Caius Murcius Coriolanus, was set by Aftilio Ariosti,
and brought on the stage, Fef)ruary 12th, 1725 ; and in the
following month, Erménia was prodiced, the music of which
was by Bononcini. The eighth performance of this pleasing
piece was succeeded by an opera called Flavius,*composed

ceed 1 and it appearing to the*said court of directors, on examining the
accounts, that when the calls alrcady made are fully answered, there
will still remain snch 3 deficiency as to render it absolutely necessary
to make another call to clear thé year’s expences. The said court of
divectors have therefore ordered another call of 4/. per cent. (which is
the sixth call) to be made on the several subscribers, payable on or
before the 27th inst.”—(Daily Courant,’ No. 6152.) October 21,
1721, a general meeting was held, at which all persons concerned
were to attend: and November the 2d ‘(in consequence of this meet-
ing) an advertisement appeared in the same paper, threatening de-
faulters with the exposure of their names, and the utmost rigour of
the law. R

* Qttone, or Otho, was composed in the summer of 1722; as
HMandel's rough score, in his Majesty’s collection, is dated by the au-
thor himself *“ & Londres, August 10th, 1722.”

5
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by Iandel, and which, in company with Otho, ran te the end
of the scason.

In Japuary, 1724, the new opera of Vespasian, set by
Attilio Ariosti, was presented to the public. It evinced cons
siderable talent and science, and was favourably received.
Vespasian was succeeded by Handel’s Julius Cesar. This
-fine drama had thirteen successive representations, aud long
continued to delight the judges of superior composition *.
No other novelty was produced this season; but the follow-
ing October, the lyric theatre opened with a new drama, set
by Handel, and entitled, ZTamerlane. 'The music, if not
characterized by the composei’s usual fire and ammation, is
highly pleasing and agreeable, and clearly and strongly be-
speaks the great master. Julius Casar, after running nine
nights, was succeeded by Arlaserse, set by Attilio; and, in

" January, 1725, Julius Casar was revivedt. Its eleven repre-
sentations were succeeded by the appearance of Rodelinda,
Queen of Lombardy, set by Handel, and first performed,
February 19th. This piece, in which, among many charm-
ing airs, is the ever-interesting and melting melody, Dove se:
amato bene, had a career of thirteen nights. In April was
hrought forward, Dario, a new opera, set by Attilio Ariosti};

* The poet, Haym, in his dedication to this drama, observes, that
operas in England had originated with the theatré in the Haymarket,
1705, and that he himself had some share in laying the first stone ;
meaning the assistance he had afforded to Clayton and others, in
nursing this amusement in its infancy.

4 At his Majesty’s express instance, Julius Cesar, about thirty
years ago, was get up ; but exceflent as is the music, its day was past ;
and its revival did not succeed.

t This opera was originally written in 1716, for the theatre of St.
Angelo, at Venice, and set by the musical ecclesiastic, Don Antonio

Yivaldi.
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follggved the next month, by Elpidia, the music of which
is said to have been chiefly produced by Leonardo Vinci.
~The great subsequeut fame of the composer would
sanction our supposing, that this piece had great merit,
though it was not much noticed, and, perhaps, soon for-
gotten.

In 1726, the first new opera was Eliza, which appeared,
January 15th. It was a pasticcio, produced to expire after
six representations ®. Its successor was Scipio, a new opera,
from the pen of Handel. Many of the airs are prominently
beautiful and spirited; but the march performed at the
drawing up of the curtain, for Scipio’s triumph, is conceived
with such grandeur, and, in its every passage, is so truly mar-
tial, that it then struck, and still strikes, and animates every
hearer. The two months’ uninterrupted run of this piece
was horiourable to the taste of the town. May the 5th
brought forward another opera called A/lessandro, produced
by the genius of Handel, fertile as splendid. Its career,
brilliant and uninterrupted, reached the end of the season. 1In
the following January (1727), after a new opera, by Attilio
Ariosti, called Lucius Verus, Handel’s opera of ddmetus
was represented, and had a run of nineteen nights, constantly
attracting more company, and exciting a warmer applause,
than any other piecet. The succeeding May presented the
public with 3 new opera sct by Bononcini, under the title of
Astyanar, the last, as it appears, produced by this composer
in England. Oue plaintive little air, Ascalto o figlio, was

* About this time, the court of directors ordered a call of 54 per
cent. being the fifteenth ¢ to be made payable on all the subscribers,
on, or before, the fourth of March.” .

+ During the career of this opera, a seventeenth call was made of
bl. per cent.
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much admired, and long a favourite ; and the general gnerit
of the piece was acknowledged by an uninterrupted run of
nine nights, after which the rival of Handel quitted his un-
equal conflict w ith that transcendant master *,

The following season commenced at the beginning of Oc-
tober ; aud after the representation of Admetus, and two or
_three other favourite pieces, Ricardo Primo, Re D’Inghil-
tcrm, set by Ilandel, was submitted ta the public, whose fa-
vour towards its great merit gave itarun of eleven successive
nights. In the following February (1728), Handel’s Siroe
wus produced +.  The music of this opera (the fist drama
of Metastasio cver performed in England) was every way
worthy of the fitie poctry to which it was set, and notwith-
.standing the appcarance of a powerful rival (the Beggar’s
Opera, which came out at the same time) received the
lionowss of nineteen successive and warmly-applauded repre-
sentations. ‘I'wo ‘months after the first performance of Siroe,
its great composer produced his Tolomeo, Pic 1)’ Egitlo,
which, sterling as were its claims to encougagement, was
heard but seven times that season, the last that enjoyed the
auspices and directions of the Royal Academy of Music .

In May the subscribers were symmoned, when they ad-

% On the 13th of the following July an advertisement appeared, de-
mandii]g from the subscribers the payment of their arrears on, or be-
fore, the nineteenth of that month. And on the eighteenth of October
another was made of 3. per cent. (the eighteenth).

t It is a remarkable circumgtance, that Nicolino Haym, ventured,
and successfully ventured, to dedicate to the directors.and subscribers
of the Royal Academy of Music, the words of this opera as his own.

1 In seven years support of this institution, 50,000L. the sum ori-
ginally subseribed, was expended, besides the muney produced by the
sale of tickets, and that which was taken at the doors! But this is not
the only instance in which dilettanti managers have evinced their qua-
Jifications for ruining theatrical concerns.
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journed till the 5th of June, to consider of the measures
proper to be adopted for recovering the debts, and dis-
charging what remained due to pelformer‘;, tradesmen, and
others, and also to determine upon the® best and readiest
method of disposing of the scenes, clothes, &c. should it ap-
pear impracticable to continue the uudertaking.

Excepting for balls, assemblies, and a new kind of enter-
tainment called the Instrumental Opera, the lyric theatre
was not again opened till July, 1720, ou the second of which
month appcared the following pubhc ‘advertisement.

« Mr. Handel, who is just returned from Italy*, has con-
tracted with the following persons to parform in the Italian
operas: Signor Bernacchi, who is estecemed the best singer
in Laly; Siguora Merighi, a woman of a very fine presence,
an excellent actress, and a very good singer, with a counter-
tenor voice; Signora Strada, who hath a very fine treble
voice, a person_of singular mernit; Sighor Annibale Pio
Fabri, a most excellent tenor, and a fine voice; lus wife, who
petforms a man’s part exccedmg well; Signora Bertoldi,
who has a very fine treble voice; she is also a very genteel
actress, both in men and women’s paits; a base voice from
ILawmburgh, there bemg youne wmlh eugaging i [taly.”

The opera in which . wdel figst exhibited his new per-
formers was Loldarius, represeuted December 2d. [The
‘music was transcribed, got by heart, rehiearsed, and brought
before the public, m siatcen days ;.and the picee, after ten
representations, yiclded 1o the superior claims of Julius
Ceesar, which had a fresh career of nine successive nights.

* Haudel, in.order to save time, an'l to he assured by his own anri-
cular nhsm\dtmn of the alidives on which, he should have to rely, had
Jeft L‘\glaml in the previous autumn foo the purpose of makuw his
selection, and {fosmung his engalrements.
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February 24th (1730), produced Parthenope, an old opera
newly set by Handel. Though complimented with only
seven repetitions, it was brought forward again the next
season, towards the end of which Ptolemy was revived. The
year 1731 commenced with the representation of Parthenope,
which after being performed three times (Jan. 2d, 5th, and
Oth), was withdrawn, to make way for Wenceslaus, first
produced on the 12th of the same month. Its career of
four nights was succeeded by the appearance of a new opera
by Handel (Metastasio’s Alessandro), under the title of Por-
r0, a piece, the pleasing and tiuly dramatic music of which®
procured it fifteen successive representations. In January
1732, Handel submitted to the public his opera of Ezio,
written by Metastasio. Its fifth performance (and the last)
was witnessed by the king and royal family. Oun the 19th
of the succeeding month, the appearauce of Sosarmes, a
new piece, offercd a fresh proof of the fecundity of Handel’s
imagination*. It continued on the stage till the 21st of
March, during which time, its great merit was felt and ac-
knowledged by numerous and applauding audiences.

This year is remarkable, as that in which Handel intro-
duced at the opera house a pew species of entertainment, in
the performance of Estker, a sacred drama, and Acis and
Gualutea, a dramatic pastoral, both performed in Euglish,
and.in the oratorial manner+t. The success of these admirable

* The reader will not fail to be surprised at the rapid succession of
novelties produced by the inexhaustible fertility of this unequalled
composer. )

+ Oratorios, common as they were in Italy, even in the seventeenth
century, were never attempted in England, either in public or private,
till the year 1720, when Handel set the sacred drama of Estier for
the chapel of the Duke of Chandos, at Cannons.



HISTORY OF MUSIC. ’ 433

productions appears to have been commensurate with their
merit. Fheir frequent repetition, with intermittent operas,
supplied the remainder of the season; and il January 17383,
after the revival of Ptolemy, Handel produced his opera of
Orlando, which kept possession of the stage to the extent
of ten representations, and in the following April, was re-
vived, and complimented with six additional repetitions.
March 17th, Deborak was performed under the generic
designation of an opera* ; when the prices of admission
were raised to one guinea for the pit and boxes, and half-a-
guinea for the gallery; a charge which the public curiosity
was not sufliciently excited to encourage or countenance.
On the contrary, the nobility and gentry, t&ing umbrage at
the advanced price to the oratorios on opera nights, opposed
the Ilaymarket establishment, by opening a subscription for
Italian operas at Lincoln’s-Inn-Fields, and inviting hither
Porpora, as managcrand composer. He listened to the invi-
tation, and the new concern was opened with a drama written
by Paolo Rolli, per la nobilta Britannica, and set by the
conductor. Judgment, if not genius, predominated in the
style of the music; and, induced to repeat his effort, lie, in
the following December, produced his Ariadne, which,
encouraged®by party spirit, had a tolerable run, and was re-
peated, at times, through the season.

The Haymarket theatre opened, October 80th, with Se-
miramis, by an anonymous composer, the merit of which
feebly sustained it through four representations; when
Handel’s Otho re-appeared, soon to give way to a new

* A paragraph in the Daily Journal of April 24, says, ¢ The king,
queen, prince, and three of the elder princesses, went on Saturday
night to see the opera of Deborah.”

YOL. 11, FF
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piece called Fabricius, which as speedily retired in favour of
another noveltz', under the title of Arbaces (first performed,
January 15th, 1734), superseded, after six representations,
by Ariudne in Crete, a new opera, by Handel, first performed
the 26th of the same month. This fine production had an
intermitted carcer till the 26th of March. In the course of
this time, a sercnata called Parnasso in Festa, having for its
fable Apello and the Muses celebrating the nuptials of
Thetis and Peleus, was produced at the Haymarket theatre,
in honour of the marriage of the Princess Royal with the
Prince of Orange, who had lately arrived on the happy oc-
casion®. At the first performance of this piece, March 15th,
the king, queen, royal family, and Prince of Orange, were
prescnt. It was so favourably received, as to be repeated
on the 16th, 19th, and 23d. After the fourth night of this
serenata, and two repetitions of drbaces, Deborah, Ariadne,
Sosarmes, Acis and Galatea, and Pastor Fido, were suc-
cessively reccived, the latter of which was pieceded by a
new dramatic entertainment entitled Terpsichore ; .and thus
concluded the season.

The following October, Handel, having quitted the King’s

* From a paragraph in the Daily Journal, we leain, that at the
performance of this piece, there was one standing scene, representing
Mount Parnassus, on which sat Apollo and the Muses, assisted with
other proper characters, cmblematically dressed ; the whole appear-
ance being extremely magnificent. The reporter proceeds to observe,
that the music is so variously contrived, that single songs, duets, &c.
intermixed with choruses, will diversify and aggrandize the enter-
tainment, somewhat in the style of oratorios ; and the account con-
cludes with, ¢ People have been waiting with impatience for this
piece, the celcbrated Mr: Handel having exerted his utmost skill in
its preparation.”
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theatre, commenced a new career in Lincoln’s-Inn Fields;
whence, after successfully performing there his Ariadne
and Pastor Fido, he removed to the new theatre Covent
Gurden. 'There he brought out an operf called Orestes, of
which it is ouly kuown, that the overture came from the great
masler’s pen, and that the piece was performed threc times.

The opcra-establishment in Lincoln’s-Inn Fields obviously
thwarted and oppressed Handel. Directed by the abilities
of Porpora, and sustained by the attractions of the first
singers, among whom was the celebrated Farinelli, it drew
the attention of the musical world, and had only to return to
the Haymarket, which, as it should seem, Handel had in-
judiciously quitted, to nearly engross the public patronage,
Two lyric theatres were now open, each of which mighs
boast composcrs and performers of the first eminence; and
the stiuggle between them, notwithstanding the high and
permanent patronage enjoyed by forpora,®was arduous and
stubborn.  Not to fatigue the reader’s patience with a long
parallel narrative of these mutually-opposing performances,
I shall content myself with observing, that things continucd
to proceed in this way till the year 1737, when the nobility
losing Tariuelli, abandoped the Haymarket concern, and
Handel relinquished his undertaking, and went to Aix-la-
Chapelle, for the'rccovery of his health, injured by the
double trial of exertion and disappointment.

The opcra in the Haymarket now fell into the hands of
Heidegger ; and Handel, returning from the continent with
renovated health, but without the courage or inclination to
peciform any more at his own risk, engaged to supply and
puperintend the Haymarket representations. Accordingly,
January the 17th, 1738, the opera-house opened with thas
composer’s Faramond, a piece of infinite merit, and the cold
reception of which (for it was performed but six times) was no

FF Q2
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way honourable to the public taste¥. On the 28th of this
month, the 25th of February, the 14th of March, and the 15th
of April, four operas were brought forward, three of which
were entirely new. The last of these was Xerzes, by Handel.
Far from bearing a comparison with his best productions, it
carries with it evident marks of a disturbed and dispirited
mind, and will scarcely permit us to wonder, that it sustained
but five representations ; especially if we bear in mind, that
this was a disastrous season for the opera-house, where no-
thing had materially succeeded, except a benefit concert
performed expressly for the relief of Handel’s injured
finances.

Heidegger, anxious to support the opera, as well as to
afford himself a chance of better success, previous to closing
the theatre, iuserted the following advertisement: ¢ Opera-
house, May 24th. All persons that have subscribed, or are
willing to subscribe, twenty guineas, for an Italian opera to
be performed next season under my direction, are desired to
send ten guineas to Mr. Drummond, the banker, who will
give them a receipt, and return the money in case the opera
should not go on.” Signed J. J. Heidegger.

From another advertisement which appeared June 21st,
we lcarn that this proposed subscription not filling, the un-
dertaking for the mnext scason was relinquished, and the
money paid in, returned by Mr. Drummond. In consequence
of Heidegger’s not opening the opera-house, Handel hired it
of him for the performance of oratorios, and brought forward
his Saul, his Alexander’s Feast, 1l Trionfo del Tempo e
della Verita, and Israel in Egypt; during the successive

* The ill success of this piece seems the more extraordinary, when
we reflect that the inferior productions of Pescetti and Veracini were
rveceived with comparative warmth,
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appearances of which, Pescetti attempted the renewal of
the musical drama at Covent Garden, where he produced
a new serenade, and a pastoral opera called ANGELTCA
AND Meporo ; to which was added a *new interlude, en-
titled L' Asilo d’Amore. These performances concluded
in Lent (1738), and were not succeeded by similar represen-
tations elsewhere, till the following December, when Diana
and Endymion, an Italian serenata, composed by Pescetti,
and some other pieces, were performed at the little theatre
in the Haymarket. In May 1739, Handel was in activity
again, at the King’s theatre, where he represented a dramatic
composition called Jupiter in Argos; intermixed with
choruses and concertos on the organ.

In 1740, the Italian opera was seen in a comparatively
humble state, displaying her dimmed attractions. Indifferently
housed, and with a reduced establishment, she made at the little
theatre in the Haymarket but a forlom ﬁvme and exhibited
only the variety of two or three different pieces*. In the No-
vember of the subsequent winter, Handel performed at Lin-
coln’s-Tun Tields, in the oratorial manner, his serenata of Par-
nasso in Festa, which, soon afterwards, was succeeded by a
new operetta called Imeneo, or Hymen. Not discouraged by
the failure of this latter picce, in the following January
(1741), he brought on the stage another new drama under
the title of Deidamia, the last piece of the kind he ever pro-
duced. It endured but three representations, and determined
the composer to return to the performance of oratorios—a
field, in England at least, reserved for, and sacred to, the
display of his great and dignified powers.

In the following October, the King’s theatre resumed its

* Handel during this winter, confined his performances to oratories,
for which he reuted the theatre in Lincoln’s-Inn Fields.
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operations, introducing to the public notice the abilities of a
new composer, Galuppi, the first effort of whose genius and
Jjudgment was a pasiiccio called Alessandro in Persia ; a piece,
the beauty and varicty of which supported it through twelve
well-attended and highly applaudcd representations. The first
specimen of Galuppi’s talents, as a composer, was his opera
of Penelope, written by Rolli; the airs of which, though
certainly free aud fanciful, were of too light and flimsy a tex-
ture, to satisfy ears accustomed to the solid productions of
Handel. In the following March (1742), another new opera
appeared, entitled Scipio in Carthagina, which, after ninc
performances, withdrew its merits (for it possessed many) in
favour of Metastasio’s Meraspe o L' Olympiade. The music
of this piece, chicfly selected from Peigolesi, was highly cap-
tivating, and secured it a long career.  On November the
second, of this year, the Iyric theatre opencd again, with a
new opera called Gianguir, composed by Hasse; which,
though it contained scveral really fine songs, was heard
only thrice; when it was succeeded by five represcutations
of Alessandro in Persia; which in its turn yielded to a
pasticcio, entitled Mandane, another name for Metastasio’s
Artaserse. ) '

The year 1743 opened with the production of a new opera
called Jni ico, composed by Galuppi, and possessing some
pleasing and clegant mclodies*, This picce appears to have
run till towards the end of the next month, when Temistocle,
an operaset by Porpora, was performed, and was favourably
received.  [u the autumn of this year, the place of Galuppi,

* Ttis due to the genius of Galuppi, to say, that many of the
refinements m udern aw, as well as effeets in dramatic music, ori~
ginated in the vigour aud tloridity of his creative imagination.
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who had returned to Italy, was supplied by Lampugnani, a
new composer. His first opera, Roxana, was produced
November 15th, and kept possession of tﬁe stage till the
end of the year; and in the succeeding .Tanuary (1744), the
same master brought forward a second new opera called
Alfonso. Both thesc pieces exhibited a graceful gaicty of
imagination, commixed with an elegant tenderness of style,
peculiarly novel in theiy day, and calculated to convince their
hearers, that Lampugnani was deficient only in grandeur and
richness of harmony. The eighth performance of 4lfonso was
followed by the appearance of Rosclinda, set by Veracini, at
that time leader of the opera band. The music, wild, awkward,
aud unpleasant, as it must be allowed to Rave been, carried
this diama through twelve nights ; soon after which, dlceste, a
new opera from the pen of Lampuguani, was performed, the
music of which was elegant, sentimental, and dramatic.  Its
carcer of len nights concluded the scason.  After this, there
were no operas at the King’s theatre ull 1746%.

1745. It was the popular prejudice, excited by the rebellion,
agaiust the performers, (who, being forcigners, were chiefly
Roman Catholics, if they were any thing), that kept the opera-
house closed this year. But January the 7th (1746), a new
drama, called La Caduta de’ Giganti, set by Gluck, was per-
formed before the Duke of Cumberland, in compliment to
whom, the whole was written and composed. The genius of
the juvenile Gluck, naturally great, was yet imwmaturc and
unregulated ; and the merit of the picce procured it but five
representations. Ou the 28'h of the same month, 1/ Trionfo
della Continenza, a pasticcio, but chicfly by Buranello,

* In Novewber 1744, Handel, finding the house unoccupied, en-
gaged it for the performance of oratorios, which he began November 3d,
and, to the pation’s disgrace, continued with great loss, till the 23d of
Apul.
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came out, and ran ten nights. March the 4th, it was suc-
ceeded by Artamene, set by Gluck; and May 15th produced
Antigono, illustrated by the genius of Galuppi. After three
pieces, nothing remarkable occurred till the appearance of
Mitridate, by a new composer, (Terradellas,) December 2d,
which enjoyed a run of ten nights.  Most of the songs of this
piece were agrccable; some of them highly elegant and
Interesting *,

In January (1747), Fetonte, or Pheeton, a new opera by
Paradies, just then arrived in this country, was performed.
Its excellence was not of a degiee to announce the talent
that afterwards shone in its composer’s superlative lessons
for the harpsichord; and it with difficulty lingered through
nine nights. March brought forward a new opera by Terra-
dellas, called Belerophont. This piece, the music of which
was generally good, had ten representations, and, together
with four of Mithridutes, completed the fourth subscription,
—and a losing season}. In the following November, the
theatre opened with a pasticcio called Lucio Vero, chiefly
from Handel; which was favourably received, and ran till
Christmas§. This scason, however, Like the last, was, on

* The Earl of Middlcsex, who, till this winter,'was patentee and sole
director at the opera, had, at the bogunning of the season, been joined
by a number of noblemen, who opened four general subseriptions ;
the first, m November, for six nights only ; the second, in December,
for ten; the third, in January, for seventeen; and the fourth, in
March, for fourteen.

+ It appears that the happy employment of the crescendo and
diminuendo was first resorted to ip this opera.

1 Whether the preseat indifferent success originated in the deficiency
of public taste, or the incomyjietency uf the noble wanagers, was never
deeided 5 but patiiotism would prefer its being the latter,

§ During the carecr of Lucio Vero, the little theatre was opened by
some unemployed or discontented performers, who presented the
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ging ; and the noble director,
Lord Middlesex, again found himself a consideruble loser.
May the 4th, after vainly trying Enrico, by Galuppi, Roxana,
by Lampugnani, and Dido and Semiramis, by Husse, the
house was closed. In the spring of 1749, La Finta Frascatana,
Il Giramondo, and La Pace in Luropa, were brought out;
but did not exhibit merit sufficient to call for, or justify our
present notice, beyond their mere enumeration. The latter end
of Junuary (1750), a burletta, entitled Madama Ciana, com-
posed six years before, by Latilla, after being performed
twice¥, was succeeded by the representation of Don Calas-

the whole, heavy and discoura

cione, which, in its turn, after two performances, was with-
drawn; when a new serious opera, calledAd?‘iar,io in Siria, set
by Ciampi, supplied its place. Adriano’s sixth performance
was followed by the production of I/ Trionfo di Camilla, also
by Ciampi, which expired on the second night. The spring
of this year was rendered memorable by the flight of Dr.
Croza, the new opera manager, whose sudden disappearance
at once announced the neglected condition of the lyric drama,
and served to continue that forlorn state of things which had
almost uniformly prevailed for the previous four years, and
as far as the music of the opera was concerned, afforded me-
lancholy cvidence of the deficiency of the public spirit, or
public taste. '

town with an opera called L’'Ingratitudine Punita, which, however,
was heard but twice.

* It is not unworthy of remark, that except La Buona Figliola,
all the comic operas imported, at that period, from their native soil,
where they flourished in the sunshinc of public favour, immediately
faded in our colder clime.
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CHAP. XVII,

NTATE OF THE ITALIAN OPERA IN ENGLAND, SUBSE-
QUENT TO THE MIDDLE OF THE LAST CENTURY.

NO reader will reflect on the origin of the Anglo-Italian
opera, and the mode in which, in regard of language, its
motley construction was first conducted and cndared, and be
surprised that the nonsense of which the words of that species
of entertainment too gencrally consist, should have been so
Joug and so willingly tolerated. We have seen that for a
considerable time, English and Italian were commixed in the
same picce; and that it was but by very slow degrees that
the lyric drama assumed any rational or conmsistent shape-
Evcn since its appcearance among us in the uniforn idiom of
the country in which the opcra had its birth, its’ fable and
incidents, business and conduct, sentiments and poetry, have
been almost the constant subject of British satire and British
ridicule.  But surely, before our critics indulged their cen-
sorial spleen agaiust the model and the materials, the design
and the cxccution, of the Italian drama, they might have cast
their eyes on the state in which, for a considerable period, their
countrynicn were coatent toreceive it ; and, by sharing its im-
proved condition, have avoided anindirect condemnation of the
taste which was gratified with the so much ruder contour, and
so mnch wore incoherent detail, of a representation struggling
under the various difficultics of uniting artificial with natural
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expression—of blending the euphony of lyric verse with the
energy of passionate declamation—of flatterjng the external
sense while it had to rouse the feelings of the soul, aund to
appeal to, and satisfy, the judgment.

In justification of this remark, let us recollect, that the
operas of Arsinoe, Camillu, Thomyris, and Love’s Triumph,
consisted of English words adjusted to Ttalian music, ori-
ginally adapted to Italian poetry, of which the English does
not even pretend to be a translation ; and that conscquently,
it does not so much as aim at a correspondence ofsense with
sound. Let us add to this, the reflection, that in this adapt-
ation, no concordance was thought of but.thut of measure
and cadence between the words and the® music; that seati-
ment scems rather to have been avoided than sought ; aud that
nonsensical as the Italian drama has since been pronouuced,
such doggrel as the following was favourably received : —

So sweet an air, so high a mien
Was never scen. AKSINOE,

Por thy ferry-boat, Chavon, I thank thee,
But thrust me not out, for 1 come n a hurry.

* Izip.
.
Since vou from death thus save me,
I'll live for you alone ;
The life you frecly gave we,
That Wfe is not my own. CaMILLA.

Charnming fair,
For thee 1 languish,
But bless the hand that gave the blow 3
With equal anguish,
Each swain despairs, ’
And when she appears,
Streams foiget to fow. Inip.
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My delight, my dear, my princess,
With desire 1 lose my senses ;
1 before you teel with fury,
My blood hurry
Through every vein ;
At my heart
I fcel a smart;
Dying thus, who can complain ?

1 had vow’d te play the rover,
Fool with love, or give it over ;
But who can, though grave and wise,
‘Scape those dimplcs, lips, and eyes ?
Then to bless you,
Tl cagess you,
Press Jou,
Kiss you,
Till, ke me, you cry ’tis vain,
0, my dear, to frown and feign,

. U -
Dying thus, who can complain !
Tnouyni~

No more triaR

Nor denial,

Be more kind,

And tell your mind ;
So tost, ,
So crost,
I’in sad,
I"'m mad,

No more then bide your good nature,

Thou dear creature ;

Balk no longer,
Love nor hunger ;
Both grow stionger
When they’re younger ;
But pall,
And fall
At last,
1f long we fast Love’s Triumr.
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Ex unis disce omnes.

These specimens of our pretensions to critjcise the Italian
libretti are suflicient. Setting such poetry as this, English
masters not blessed with the genius of a Blow, a Purcell, or an
Arne, could scarcely be expected to derive from it the inspi-
ration of the Muse ; and then, as now, the generality of British
composition was as much beneath the standard of real ex-
cellence as the greater portion of our dramatic verse. But
such verse, it scems, was good enough to succeed, and its
success a sufficient incentive even to our ablest composers.

But to return to the progress of The Italian opera in Eng-
land. Ih 1754, a company of singers not very high in the
public favour, opened the Italian theatre” with pasticcios.
Their undertaking lingered through the season; and in the
following antumn, the arrival of the singer Mingotti, shed upon
it comparative eclat*. The manager, Vaneschi, brought for-
ward in November, the opera Ipermestra, composed by Hasse
and Lampugnani, which kept the stage eleven nights. The
following January, a new opera, entitled Siroe, was submitted
to the public opinion. Tts light, airy, and pleasant music, by
the last mentioned composer, maintained it on the stage nine
nights; after which was *performed Riccimero, by Galuppi;
a picce of considerable excellence, and which deservedly
carried the manuge.r through the remainder of the season. In
the succeeding November, the Andromaca of Jomelli was
represented by nearly the same company. In great part, it

* The public in general is so 'much more liberally furnished with
«ar than with sentiment, and so muchs better qualified to judge of the
mechanical powers of performers, than of the intellectual excellence
that gives birth to good composition, that it would be highly illiberal
to uniformly impute the failure of musical productions to their in-
trinsic destitution of merit.
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exhibited the best mauner of its original and masterly com-
poscr, and eclipsed almost all cotemporary productions. The
ouly noticeablé particular, during the remainder of this sea-
son,'was the 1eplesentation of Mectastasio’s admirable drama
of Demofonte, anonymously set, 2..d more distinguished by
its plagiarisins from Iandel and other great composcrs, than
by any original feature®,

The opera concern, now relupsed into its late debility, not
a litle increased by the incessant disugreements between
the manager and his principal singer.  Its continued decline,
reduced Vaneschi to bankruptey; and his flight, left the
operatical supremacy to the combined abilities of gic leader,
Giardini, and the singer, Mingotti. The exertions of these
new dircctors gave an improved aspect to the Iyrical drama ;
and though music alieady composed for the foreign theatres
(>clected by the judgment, and arranged and amplified by
the taste, of Grdrdini) supplicd the place of original com-
position,  success, for a considerable time, seemed to
sanction thar entaprise. The profits, however, bright as
wete appezrances, did not long encourage their retention of
the Iuic seeptie, and they retired to a private slation, re-
signing the sovercign privilege of self-ruin to the singer
Mattei, and her husband Trombettat.

* Neverthcless, the success of this piece, whicli ran twenty nights,
offered another instance in proof of the public caprice, when music is
the subject of decision.

+ Giardini’s successor, as leader, was the well-known Pinto, a
miraculous performer on the violin, even when a boy. Long before
manhnod, he was at the head of vhe fullest bands. He had a powerful
band, a quick eye; and performed, at sight. the most difficult com-
positions that could be placed before him. He married twice, His first
wife was Sybilla, a German singer ; his second, the celebrated Miss

Brent.
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The assistance of Gioacchino Cocchi, of Naples, was now
called in; and a pasticcio, arranged and conducted by his
talents, opened the season commencing N:)vember, 1757.
After a carcer of fourteen nights, it gave way to Zenobia, a
new opera, entirely set by Cocchi; but few airs of which, in
any of the material qualitics of melody, can be said to surpass
mediocrity. Not to fatigue the reader’s attention with mono-
tonous remarks on the limited and little-varied productions
of this composer, who, till the re-appearance of the elegant
Galuppi, occupied, and almost engrossed, the opera stage,
I shall proceed to notice the highly pleasant and agreeable
piece 1l Mondo della Luna. With the music of this burletta,
so honourable to Galuppi’s genius, taste, ahd animation, the
public was much delighted, and, through a great part of the
season, awarded to it the honours of crowded houses, and
the loudest applause.

In January 1761, the same master brought on the stage
his Il Filosofo di Campagna, a comic opera, the mu~+
sical merit of which surpassed that of every other burletta
performed in England, till the appearance of Buona Figliola ;
and its success was not less creditable to the public than its
deserts to the composer.. In the course of the next month,
Tito Munlio was produced; but it stood no more than
three or four trials. " Its successor was Didone Abandonata, a
serious piece by Galuppi, and Perez, the excellence of which,
though unequal, maintained it on the stage (on Saturdays)
through the scason.  On the Tuesdays, the performance of
1l Mondo della Luna, and 1l Filosofo di Campagna were, at
the end of April, relicved with La Pescatrica, a comic
piece, the spirited and tasteful airs of which (for the compo-
ser is not actually known) procured Galuppi the credit of
its production. In the following autumn, the royal nuptials
and coronation gave birth to a drama, having for its title, La
Speranza della Terra. The circumscribed merit of the piece

5
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accorded with the temporary nature of the occasion, and it was
endured. The gomic troop commenced their operations with
1l Tilosofo di Campagna, by command. New kings and
queens cver were, and ever will be run after, till popular expe-
rience shall moderate popular cxpectation ; and the house, of
course, was crowded,—to welcome, and to applaud *. In
November, was produced a new burletta, called, 1! Mercato
di Malmantile, by Galuppi and Fischietti. The piece de-
served and obtained success ; and the remainder of the, sea-
son (the spring of 1762) was occupied with Tolomeo, a pas-
ticcio; La Disfalta di Dario, and Atilio Regolo; the
first chiefly by Galuppi, the second by various composers,
and the third, (i"wlich thete are some specimens of truly-
fine composition) by the chaming Jomeili. The comic
operas of this spring were Ciampi’s Bertoldo, and Cocch’s
Le Nozze di Dorina, and La I'amiglia in Sumpiliat. The
pretensions of these pieces were few, and their encouragement
commensurate with their merit.

Though, at the close of this season, Mattei retired from
the stage, she retained her managerial station another year ;
and in the following November, opened her theatre with the
comic opera of Il Tutore ¢ la Pupilla, a pasticcio. This,
and a serious opera (Arstarto, Re di Tiro), also a ‘pasticcio,
occupied the stage till Janumy (1763), when a new comie
pasticcio, called La Cascina, was brought forward ; which,
next month,was succeeded by another comic piece, entitled La

* Had half the felicity occurred to England thdt was fondly ex-
pected from this reign, and this union, it might have superinduced
some apology for the people’s dnphilesophical, if not irratignal joy.

1 In this opera, Felton’s ground was introdnced: but was too well
known, i. e. had been already tos much admired, to continuc to please
that class of auditors with whom the standing motto secms ever to have
been, *“ No novelty, no beauty.”
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Calumita de’ Cuori, admired for the novelty and beauty of
most of its airs. John Christian Bach, \:'hose drumatic
productions in Ttaly had reflected so much luswe on his
name, and added to the honour of- his family, being uow in
England, was applied to, and engaged by Mattei, to super-
sede by his fancy, taste, and science, the ill-informed dulness
of Cocchi *. The first opera of this master was entitled,
Orione, or sia Diana Vendicata, which, on its very first, and
also its second night, had among its auditors the young
king and queent. The beauty of the melodies of this piece
vies with the richness of the accompaniments, and of the
general harmony ; and from February 19th, 1763, till the 7th
of May, no other serious opeia was wanting. On the Jutter
day, however, a second serious piece, called Zanaida, (also
by Bach) was produced, and served to successfully close the
scason,

Signora Mattei having ]'eft Englaud in the~preceding June,
Giadini and Mingotti again coalesced as managers; and in
the winter 1763—1764, brought out Cleonice, a pasticcio,
the airs of which were chiefly selected from the compositions
of Galuppi and Giardini; Siroe, Iikewise a pasticcio, prin-
cipally fuinished by the latter master; Enea e Lavinia, an
opera, entir'ely by the same ; and Leucippe e Zenocrita, a
pasticcio, beautified with two or three airs by the ingenious

* This musical author, or rather compiler, arrived from Italy well
stored—with the ideas of others. When the passages with which he
came freighted were unshipped, the native poverty of the bottom in
which they were imported, at once appeared. If, however, his talents
did not qualify him to compose, his in'dustry enabled him to teach;
and in the drudging vocation of a singing master, he amassed a con-
siderable sum. *

4 It was in this opera that clurinets were first employed in the ors
chestra of the London lyric theatre.

YOL. 1I. [~ ")
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and graceful Vento. Though, on the whole, these picces were
not unfavourably received, the season was far from being au-
spici({us ;and its conclusion terminated the joint reign of Giar-
dini and Mingotti. The fine soprano voice of Signor Man-
goli, and superior manuner of Signora Scotti, did more for the
prosperity of the next season, than the combined talents of even
such composers as Galuppi, Giardini, and Vento had been able
to achieve. That these singers might perform under every
possible advantage, the fine genius of Arne was resorted to ;
and the Doctor set for them Metastasio’s Olimpiade. But
his music was too strongly tinctured with nature, and nature’s
feelings, to conciliate the artificial taste of an opera audience ;
and the piece was performed but twice *,

After the production of a pasticcio called Berenice, in
which the joint compositions of Hasse and Galuppi, Ferra-
dini and Bach, Vento, Rezel and Abel, effected for the theatre
no great advantages, the opera of Adriano in Siria, newly set
by Bach, was brought forward. Many of the songs in this
piece were so frequently sung at concerts, (public aud private)
and with such 1apturous applause, as to give birth to the
expectation that the German musicians would become al-
most as obnoxious to the Italians as Lnglishmen, and be
deemed equally worthy of their hostility. Demofoonte, a
new opera by Vento, succeeded Adriano in Siria ; and the
public applause did justice to the ease and gracefuluess, if
not the novelty and science, of its airs. 'This opera, 2l Re
Pastore, chiefly by Giardini (performed for Manzoli’s be-
nefit), and Solimano, a pasticcio, wereall the pieces that (this
season, 1764—1765) succeeded Bach’s productions.

* Something, perhaps,'}night Jjustly be allowed to ltalian jealousy,
and Italian trick, as well as,to English prejudice.  What! an English
composer presume to prafane the Italian drama! Insufferable.
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In the following winter, the managerial honours and
cares passed from Giardi and Mingotti to Messrs. Gor-
don, Vincent and Crawford. 'T'he first dpera performed
uader the new impresarii, was Eumene, 4 pasiiccio, the re-
ception of which was not very flattering to their hopes.
Their next offering was not regarded with a much more
favouring ear; and, indced, excepting the third effort, Sofonis-
ba, wholly set by the unlearned, but smooth and facile Vento,
no piece could boast of a brilliant, or even tolerable career ¥,
However, not despairing of future success, the mnew re-
gency adopted for the next seuason, (1766-7) a new system
of operations. During the summer, two distinct vocal com-
panies were engaged : a serious company,€or Saturdays, and
a comic one, for Tuesdays. The third piece brought for-
ward this season, was performed by the latter company.
That picce was La Buona Figlivola, by Piccini. Its excel-
lence, both as a drama, and the vehicle df fine music, had
saved from ruin, the opera manager at Rome, and now
promised to retrieve the deranged finances of the London di-
rectors ; but they contrived to turn their success against
themselves. Because La Buona Figliuola had done wonders
for their treasury, equal if not greater miracles, were cxpected
from its sequel, Buona Figliuola Masitata ; and the eventua)
dilapidation of thefr former gains apprized them, too late, of
their error. The season 1767-0G8, commenced with Pic-
cini’s La Schiuva, and commenced auspiciously. That very
pleasant comic opera brought, in the course of the season,
fourteen crowded houses. In December, the serious pas-
ticcio Sifare, was represented, but with no distinguished
success : and in January, two new masters arrived, the first

* One of the operas, this season, which did not meet with all the
encouragement it merited, was Pelopida, set by the late ingenious
Barthelemon.

G G2
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of whom (Guglielmi) produced Ifigenia in Aulide, and the
second (Alessandli) La Moglic Fedele, and Il Rc alla
Cuccia, neither of which pieccs either obtained, or clhimed,
any marked approbation, though their composers afterwards
rose to considerable eminence, and applausive notice *.

The lyric theatre closed, the end of Jume; but two
months afterwards was opened again, with the hope of profit,
and in compliment to the King of Denmark, then in Eng-
land. After six representations, the house closed till Novem-
ber; when a new campaign commenced with the performance
of Gli Amanti Ridicoli, by Buranello. The principal serious
singer at this period, (Guadagni) being absent, no scrious
opera was performied during this season ; but the defect was
tolerably well supplied by the ingenious and animated produc-
tions of Galuppi, Piccini, and Gugliehni. From this time
to 1772, nothing remarkable occurred in the opera concern
beyoud the arrival and departure of certain singers. But in
the summer of that year, the charming composcr, Sacchini,
came to England. It was not, however, till the following
January that his talents, so warmly admired on the continent,
were evinced to an Eunglish audience. In that month, his 7/
Cid, and in May, his Lamerlano, appeared, and challenged
universal applausc. Taste, elegance, and ease, with 4 thorough
knowledge of the various propestics of a well-appointed
orchestra, and profound skill in producing stage-effect, were
all equally conspicuous in his compositions, and extorted un-
Iimited admiiation +.

* The combined strength of these masters was reinforced by the
talents of Fischietti; an afrrecable composer, who produced the comic
opera of Il Mercalo di Malmannle aud the abilities of Pugnani (then
leader of the band) which were successfully Csplaycd in his Nannette
e Lubino.

+ The admirers of Madame Syrmen’s extraordinary powers on the
violin (and those admirers included all who heard her) were edncerned
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In the following November, the season 1773—1774, com-
menced with Lucio Vero, composed by the lagt exquisite mas-
ter: and the succeeding spring presented the public with two
admjrable new operas, Nitteti and Perseo. The next season
openféd with Alessandro nell’ Indie, newly set by Corri, a young
composer of some merit; andin 1776, Tomaso Tiaetta,a new
Neapolitan composer, was engaged : but notwithstanding this
musician’s high and well-merited reputation, he suffered by
Sacchini’s prepossession of the public favour. His two
excellent operas Germondo (serious), and La Serva Rivale,
(comic) were, nevertheless, heard with cousiderable pleasure,
and proved how deservedly his nfusic had been admired at
most of the great theatres abroad *.  From this time till the
arrival of Anfossi, in 1782, no distinguished continental com-
poser added to the lustre of the Italian opera in England.
And this ingenious, tasteful, and accomplished master en-
countered the double disadvantage of finding his way to the
public favour blocked up by the prevalence of Sacchini’s
genius, and the bankrupt condition of the lyric theatre, In
fact, no great while afterwards, the whole machine, disoxdered
by the shock of law-suits, internal hostilities, and insufficient
receipts, ¢ame to pieces.”

Atlength a new regency was formed, at the head of which,
as acting manager, stood the vigilant Gallini. The first piece
brought out by his active taste, was Didone A4bbandonate, a
serious pasticcio, which, by the seasomable arrival of Rubinelli,
was rendered very successful. 'T'hiswas in thespring of 1786;
and soon afterwards (May 25th), Armide was performed,
which brotght into union the striking powers of Rubinelli and

to see her sink herself from the elevation of first woman onher instru-
ment, to the station of second woman in the Cid, and the Saofonisba, of
this composer.

* Traetta died in 1779.
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Mara. The alternate performance of this piece and Virginia,
with the occasiotial intervention of a comic opera, filled up the
remainder of the scasen. The next season didnot begiu till De-
ccmber the 23d, when a new opera, called Alceste, compgsed
by Gresnick, a German master of the lalian school, was
performed. This picce, either on account of the indifference
of the public, or the indisposition of Madame Mara, or both,
ran ouly three mghts.  The foilowing month (January 1787),
the comic opera, Ginnnina ¢ Bernardoni, oiiginally com-
posed by Cunarosa, but now variegated and extended by
somme aits by Cherubiuiy was brought on the boards; but
notwithstanding t}se divelsi{y and merit of the music, had but
a wransient stage existence.  In Febwuary, 11 Tutor Burlate,
a comic opera by Pacsicllo, made its first appearance ; and
though indiflerently perfoimed, was heard with mnch plea~
sure. About the sae tinie, a sciious opera set by Rauzzini,
entitled La Vestale, wasacpiesented, but not very cordially
received.  In March, Tandcls Julius Cesar was revived for
a beaefit; and by the aid it derived from the substitution, in
many places, of other of his fuvourite airs, was rendered so
fresh and so attractive, that the inanager found his account in
its occasional repetition through the season. :

The next season began on December8th, with the comic
opera Il e Teodoro, from the fertile and polished pen of
Paesicllo. A burletta, the music of which was known to
have delichted the whole continent, could scarcely fail to
please a refined English audience ; and, consequently, the
piece was well received.  In January (1788), L’Italiuna in
Londra, a comic opern, originally set by Cimarosl:, was sub-
mitted to the judgment of an English audience, under the
title of A« Locandlcra, the music of which did not cor-
respond with the high fame of its elegant and refined com-
poser. In the following Apiil, and not bcfore, a serious
opera was performed. It was the Giulio Sabino of Smt,
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prepared for the purpose of: introducing the new singer,
Marchesi. This piece, like several others, the merits of
which had captivated foreign audiences, did hot appeal with
superlative force to English taste ; and a very few representa-
tions terminated its inglorious career.

I have now, at the expense of two minutely-laboured, and,
I fear, tedious, though not protracted chapters, traced the
progress of the ITaLian Orera in England, from its first
establishment here, to a late period. The extent and im-
portance of the foreign lyric drama—th~ variety it embraces,
and the refinement it exhibits—the mental powers demanded
for its perfect production, and the mechanical excellence re-
quisite for its just performance,—these wilt better apologize
for the attention bestowed upon the highest secular province
of the harmonic art, than any apology I can offer, and leave
me at liberty to do justice to native merit.
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CHAP. XVIIL

ARNE AND ARNOLP.

DR. ARNE.

OF England’s musical composers, no one, his merits
aggregately viewed, certainly no one except Puicell, claims
a higher distinction than the late Dr. Arne. To a stiong
and clear conception, he added all the polish of lis time,
and with a copious store of science, was the musician
of tentiment and of nature. It were a praise sufficient to
establish his general pre-eminence, that his genius marked out
a comse far itself: but the flowers with which his path was
profusely adorned, by his simple and easy, yet elegant ima-
gination, combined with the force and originality of his ideas,
place him in g station perfectly his own, and exhibit his pro-
fessiongl character in a beautiful and brilliant light.
THamMas AUGUSTINE ARNE, son of an eminent up-
holsterer in King Street, Covent Garden ¥, received his edu-

* The father of Dr. Arne had for his sign the Crown and Cushion.
He appears to have been the Upholsterer mentioned in No. 50 of the
Tatler. He has the credit of being supposed the original projector
of the perfurmance of Handel’s compositions to English words.
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cation at Eton College. The provident wisdom of his father
designed him for the legal profession ; but the native taste
for music that afterwards rendered him 'so conspicuous an
orngment of his country, disclosed itself in his earliest youth,
and, by his schoolfellows, has been said to have iuteifered
with the progress of his academical attamments. According
to some of his biographers, a flutestoo often supplied the
place of Virgil or Horace; and, on leaving the grumimar-
school, ke brought with him so strong a predilection for the
concord of sweet sounds, that Lie was frequently tempted to
avail himself of the privilege of a liveried servant, by going
in a borrowed garb to the part of the opera house then
usually allotted to the domestics of the *nobility. Sensible
of the pain and displeasure that would be created in his fa-
ther’s mind, should he know that his son’s partiality was de-
voted to the charms, and his time to the cultivation, of music,
he secretly procured, and conveyed to the attic story, an old
spinnet.  On this instrument, after cautiously muffling the
strings, he guardedly and timidly practised during the hours
when suspicion and the family were asleep, '

In the case of this juvenile votary of Apollo, genius and
external circumstances were wofully at variance. To have
been totally excluded from the pursuit of his beloved art,
had distracted the young musician ; and the knowledge, that
nature and inclination opposed his ever becoming a special
pleader, or barrister, would have becn a heavy affliction to
his father. He, therefore, had no alternative, but to conceal
the reluctance with which he proceeded in the study of a pro-
fession he had resolved never to practise, and to clandestinely
continue his favourite study apd exercises.

While improving his execution on the spinnet, and apply-
ing himself to the acquisition of thorough bass, he contrived
to procure the advantage of some instructions on the violin,
¥uder Festing, he made so rupid a progress, that not many
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mouths after the commencement of his application to that
instrument, his ﬂnlhcr, calling accidentally at the house of a
friend, detected his son in the very act of leading a chamber
band. His astonishment yielded to a degree of anger that
was not speedily appeased: but at length, cool reflection,
and the appareut desperation of the case, determined him to
indulge the pertinacious-bent of nature, and afford his son
every possible opportunity of turning his talents and incli-
nation to a profitable account. Bracton De Legibus and
Coke upon Littleton, now gave way to Correlli’s concertos
and Haundel's overtures; and the unrestrained tones of Au-
gustine’s violin, bewitched the whole family. Miss Arne,
endowed with a rémarkably sweet voice, was particularly
affected by her brother’s performance, and gladly received
from his taste and knowledge instructious that soon quali-
“ficd ber for a public performer. The style in which the
young lady acquitted herself in Lampe’s opera of Amelia,
induced her affectionate tutor to prepare for the exercise of
her abilities, a new character. He acco}dillgly sct to music
Addison’s opera of Rosamond, in which, while the futurc-
celebrated Mrs. Cibber represented the heroine, the younger
brother of the composer acted the part of the page *. The
piece was most warmly received, and performed ten nights
successively ; the last time for the benefit of the composer.

The success of this production was too encouraging to
permit the ardent mind of so young a candidate for fame to
remain inactive ; and Mr. Arne directed his genius to the

# This drama, meritorions in its poetry, and enchanting in its
music, was first ‘performed, March 7, 1733, at Lincoln’s-Inn Fields.
“The King, Mrs. Barbier; Sir Trusty, Mr. Leveridge ; Page, Master
Arne; Messenger, Mr. Corfe; Queen, Mrs, Jones; Grideline, Miss
Chambers ; Rosamond, Miss Arne.” .
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composition of a burletta. Fielding’s Tom Thumb, origi-
nally brought forward under the tide of The Tragedy of
Tragedie,, was the chosen subject; and now trancformed
into The Opcra of Operas, that piece was re-produced at the
new theatre in the Hlaymarket, “ set to music aftrr the Iiaiian
manner, by Mr. Are, jun.” The reception of this off ut
was no less favourable than that of the former. At the
second representation, the Princess Amelia and the Duke of
Cumberland were present; the sixth attracted the Prince of
Wales; and the eighth had among its auditors the younger
priucesses. .

These two pieces, nay, the first of them alone, exhibited
genius and science sufficient to establish a dramatic com-
poser; but the music of Comus, produced in 1738, gave
cvidence of powcrs too superior not to astonish and delight
every judge of original, swect, and nervid composition. In
this mask he introduced a style, unique and perfectly his
own. Without pretending to the lugh encrzy of Purcell, or
the ponderous digmty of Handel, it was vigorous, gay, elc-
gant, and nutural; -and possessed such strong and distinctive
features as, by its production, to form an era in Euglish music.
By the beauty of this picce, and by that of his numerous
single or detached songs, Arne influenced the national taste,
and ‘begat a partiality for that flowing, sweet, and lucid
style of melody, which captivates the ear by the sumphcity
of its motivo, and satisies the understanding by the truth
and emphasis of its expression. It long guided, or goterned,
the genius of inferior composers for our theatres and public
gardens, and constituted, and settled, a manner which, more
Jjustly than any other, may be denominated English *.

* Unfortunately, the ingenious inventor of this manuer, the mellifin-
ous, the natural, the unaffected Arne, was not Limself sufficiently
sensible of its value, to continue true to the native cast of his own genius.



460 . HISTORY OF MUSIC.

About the year 1740, Mr. Ame married Miss Cacilia
Young, a vocal pupll of Geminiani, and an excellent per-
former. In 1742, they went to Ireland, where the husband,
as a distinguished composer, and the wife, as a celebrated
singer, were kindly and honourably received. After remaining
in that country two years, they returned to England, and the
composer of Comus formed an engagement with the pro-
prictors of Drury-Lane theatre, for himself as musical author,
and Mis. Arne as serious singer. Here his talents sometimes
(and not reluctantly) clashed with those of Boyce, a master,
with whom himself, and only himself, was qualified to con-
tend. In truth, Arne possessed a spirit that vied withhis
genius, and that (whether prudently cr otherwise) would not
have shunned a contest even with Handel.

"In the following summer (1745) the proprietor of Vaux-
hall Gardens liaving resolved to add vocal to his instrumental
performances, engaged Mrs. Ame as one of his singers.
This improvement in the rural recreations of that place,
opened a new field for the display of Arne’s powers, which
in the numerous ballads, dialogues, cantatas, duets, and
trios, afterwards produced in the town’s delightful evening
retreat, shone forth with a sweet serenity, and by the spreading
aid of the press, charmed the whole kingdom *.

In 1762, after producing, in addition to his Rosamond and
Tom Thumb, two oratorios (Abel, and Judith ), Britannia,
and the Judgment of Paris (both masks), Thomas and
Sally (an after-piece), and Eliza (an opera), Doctor Arne

Tempted to follow the Italian composers, he deserted a path in which
he could not be excecded, or followed.

* Among the various fugitive compositions produced by Arne for
Vauxhall Gardens, no one was more admired than the little dialogue of
Colin and Phabe, the words of which were written by Moore, the au-
thor of Fables for the Female Sex.
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(for during this interval he had taken his degrees at Oxford)
ventured upon the arduous and dangerous task of composing
an Anglo-Italian opera. His selected drima was that of
Metastasio’s Artaserse. Excellent as thé piece in the ori-
ginal, the translation be adopted was too bald to allow his
reckoning upon any support from the quality of the words
he had to treat, and consequently, his sole dependence was
on the merit of his own contribution. It was in the music
of this piece that he first quitted that.simple and natural
cast of melody which in Rosamond, Comus, Eliza, Judith,
and a countless variety of independent cantatas, ballads, airs,
&c. had attracted and pleased every rank of society. Iis bold-
ness and success were equal to the risk ;*and the 1isk was
great. The nature, however, of his undertaking, admitted
of one resource; and of that he pretty liberally availed himself,
In as far as it was intended that the style should bear on
that of the Italians, he had the opportuhity of introducing
and appropriating many select passages, which, while they
served to throw over the whole a novel air, would be little
liable to detection by a playhouse audience. The principal
performers in Artaxerzes were Tenducci, Peretti, and Miss
Brent, the doctor’s pupil. The piece was ardently ap-
plauded,’ran a great number of nights, and when ably per-
formed, is still, and will ever be, listened to with rapture.

Of the general character of Arne’s melody it has been
said, that, if analyzed, “ it would appear to be neither
Italian, nor English; but an agrecable mixture of Italian,
English, and Scotch.” But the opera of Arlaxerres ex-
cepted, and some few airs forming designed imitations of
the Scotch style, no compositions are more purely English
than the vocal productions of this master. 1t has, with an
equal confidence, been asserted, that he was not a sound
contrapuntist: but every candid adept in the scieuce of har-

5
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mony will not only admit his erudition as a theorist,
but vouch for his skill in digressive modulation and har-
monical evolution His oratorial choruses, though not Han-
deliai, exbibit well-worked fugues, and close and artful
fabrication. Unlaboured simplicity, and liquid sweetness,
were the natural claracteristics of Dr. Arne, not loftiness
and grandeur; in him, the majesty of the epic relieved not
the beauty of the pastoral; his Apollo might emulate, but
could never attain, the strength of Hercules; and if ever
this musi ian compromsed his gracefuluess, it was when he
affected a dignity, or force, not included in the qualities of
his genius.  But his powers, if not gigantic, were animated
and stribing, as well as pleasmg and simple; and, on proper
occasions, even vigorous and biilliant.  His ¢ Rise, Glory,
Rise!” (an air in Rosamond) displays a fire, and cven a no-
bleness, to which few English cotemporaries could pretend.
In the opening song of his Comus, “ Now Phaebus sinketh in
the west,” we hear the notes of 2" manly and generous joy ;
and listening to his cantata of the “ School of Anacreon,”
catch Ins vivacious deluium, and seem lost in the compli-
cated influence of love, couviviality, and wine. Than his air
of « To keep my gentle Jessc,” in the Merchant of Venice,
thgre is not a more impressive example of delicacy and ten-
derness ; and the melody of ¢ Where the bee sucks, there
lurk 1," has long been the indispensable ornament of Shak-
speare’s Tempest, "The ballad of ¢ Gentle Youth, O, tell me
why,” is a musical sample of the elegant pathos of Sappho ;
“ When in smiles the- fuir appears,” is an air, the suscepti-
ble Tibullus might have sung to his Delia, or his Plautia ;
“ Vain is beauty’s gaudy flow'’r,” is itself one of the many
beautiful flowers m the Doctor’s Judith ; and to enumerate
the specimens of vocal excellence in his Elisa, Elfrida, Ar-
tazerxes, and Caraclacus, (the music of which last piece,
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unfortunately, was never printed *) would be to mention al-
most every melody those dramas comprisg.

Of Arne’s instiumental productions, it still remains to
speak. These are few; but they exbibit powers that, evidently,
only required a more constant exercise in that province of com-
Jposition, to become in it as conspicuous as they were rendered
in another by the felicity of his vocal music. His overture to
Rosamond is ingenious, scientific, and enriched with an
andante movement not less mellifluous and graceful, than
the minuet in Handel’s overture to driadnc: the overture to
Comus opens in a bold style, presents, in its second move-
ment, a well-worked fugue upon an animated and appro-
priate subject; and concludes with a highly-attractive and
very original air in triple time, alla sarabande. The over-
ture to Eliza is conccivedewith spirit, announces a free and
facile fancy, and in addition to a legitimate and excellent
fugue, contains a minuet, the sweet simplicity of which can-
not be heard with indifference. With the merits of the over-
ture to Artarerzes, the public is almost too well acquainted,
for it torequire my critical notice. A few remarks, however,
may not be improper. The first movement of this so justly-
admired production is remarkably original, highly spirited,
and throughout, sparkles with a fire that declares its energetic
source. The cdntrast of the first and second to the third
and fourth bars, is uncommon and surprising; the varia-

* The manusaript music of this drama (the words of which were
altered from Mason, and adapted for the stage hy the composer) was
Jeft in the hands of the Doctor’s son, Mr. Michael Arne, by whom
it was sold to James Harrison; & bookseller in Paternoster-row.
This man becoming a bankrupt, the compositions were re-sold, o1
lost; and the public has been deprived of what my late friend, Dr.
Arnold, who liad perused the score, described as containing some of the
brightest and most vigorous.emanations of our English Amphion.
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tions brought together, and the art with which the general
vigour is relieved. and sustained, strongly speak  the real
master, aud the man of genius, while an intimate knowledge
of the scveral powers of a band is every where evinced. The
admiration and interest with which the succeeding fempo
minuetlo has always been heard, is honourable to the public,
taste : the chasteness and the delicacy by which it is charac-
terized, have demonstrated themselves, by moving all hearts.
Refincd in its esgence, but simple in its manuer, it is accom-
modated to the feelings of every rank; and while nature
dictates the taste of society, will continue to affect and to
charm. Of the concluding movement, a kind of gavot, I
cannot speak in terfis equally commendatory. Initsleading
conception, it is coarse and monotonous; the general ideas
are common-place, and the modwulation insipid and circum-
scribed. An ever-esteemed frie‘nd, a patrician amateur, the
lustre of whose birth yields to that of his talents,—insists
even upon the vulgarity of this movement: and enamoured
as I am with the signal merits of Ame, I cannot oppose this
nobleman’s opinion. Nevertheless, regarding the overture
to Artazerzes with a general eye, we caunot but pronounce °
it a strong and decisive specimen of a great and original ge-
nius; and 4cknowledge that, placed amid all the dramatic
overtures that have ever been produced, it 'would be clearly
distinguishable, and might assert its identical and independ-
ent character.

The overtures to his numerous dramas were not the only
instrumental productions of this charming English musician.
He composed several sets.of sonatas for violins and other
instruments, and a suite of harpsichord lessons, in which the
subject of one movement (with variations) is, I well remem-
ber, as follows : .
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Though every musical critic will, in candour, admit that
sublimity was not ingluded in the style of Dr. Arne, or within
the range of his genius,—that the pastoral reed, rather than
the brazen tube,—the strain of rural simplicity, not the pom-
pous pzan,—constituted the proper medium, and the natu-
ral object of his powers; though with the elegant ease of
the chamber, he knew not to co&bme the grandeur and so-
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lenmity of the choir,—~the majesty which stalks in the
nobler movements of Purcell or Handel —yet’, in smooth-
ness, variety, and unaffected grace, ease, t tender sentiment,
and simple animation, he might dispute the palm with either
of those colossal masters. No trivial honour is it to this
bright and permanent ornament of the Euglish theare, that,
during the fourscore years that elapsed between the death of

“our British Orpheus* and that of Arne,

————————— Nalure’s sweetest ¢hild,
Warbling his native wood-notés wild,

no candidate for musical fame, among our gountrymen, chal-
lenged, and obtained, the high and universal admiration con- -
ceded by Englishmen to the productions of the composer
of Comus and Artaxerzes.

This charming musician died of a spasmodic complamt
on the 5th of March, 1778, and was buried in the church

of St. Paul, Covent Garden+.
DR. ARNOLD.

Dr. SAMUEL ARNoLD, born in August, 1740, was at a
very early ‘age received into the King’s Chapel, and, by con-
sequence; received his musical education under Mr. Gates,

* Henry Purcell. .
1+ Among Dr. Arne’s numerous compositions, were his opera of

Rosamond; mock tragedy of Tom Thumb; masks of Comus, Alfred,
Judgment of Paris, and Britannia; operas of Eliza, Artaxerzes, and
the Fairies; oratorios of Abel, and Judulc. tragedies of Elfrida and
of Caractacus; his music added to that of Purcell in King Arthur;
music to the dramatic songs of Shakspeire; music compnsed for
the Stratford Jubdilee; and his entertainments of Thomas and Sally,

and Achilles in Petticoats.
: fine
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master of the children of that establishment. Endowed
with a considerable portion of ‘natural talent, and a perse-
vering spirit, he, in his twenty-third year, found himself qua-
lified to enter ui)on dramatic composition. Engaged at
Covent Garden Theatre as one of its regular composers, he
gave thg first public,evidence of his abilities, by his compo-
sition and compllatlon of the music of the Mazd of the
Mili*. His success in this undertaking both stimulated further
exertion, and expanded his professional ambition. Aspiring
to the very highest rank of his art, he prosecuted his studies
with new ardour, cultivated with avidity the principal arcana
of counterpoint, and in 1767 produced his oratorio of the
Cure of Saul, wrkten by Dr. Brown. The piece was received
with sufficient favour to encourage the continuance of his
efforts in the same high province, and the following year, he
brought forward his dbimelech. The applause obtained by
“this his second oratorial production, established the reputation
of its composer; and in 1773, he successfully submitted to
the public judgment his Prodigal Son, the tenor and bass
songs of which, I am reminded, were sung by Mr. Vernon
and Mr. Merideth. Four years after this, appeared his ora-
torio of the Resurrection, the general merit of which was
well calculated to sustain the reputation he had acquired +.
During this period, the production’ of several dramatic

* Dr. Arnold assured the author.of this history, that, for the com-
position, or rather, compilation, of the music of this opera, he con-
sented to accept of the managers only the sum of twelve _pounds,
rather than resign the opportumty of bringing his talents before the
public.

+ The former three ‘of these oratorios were performed at the
Theatre Royal, in the Haymarket; the last was brought forward at
Covent Garden Theatre ; and, on account of the attendant expenses,
produced much less profit than fame:&
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pieces, two sets of Vauxhall songs, three sets of sonatas for
the piano-forte, and a variety of detached vpcal and instru-
mental trifles, proved the diversified and ardent occupatio#®
of his powers; while his purchase of Marybone Gardens
manifested a spirit of enterprise, aud the music required
for the burlettas exhibited at that place, opened a new field
for the exertion of his talents#. The success with which this
concern commenced was too speedily followed by a reverse ;
and- at the expiration of his lease*in 1771, the adventurous
tenant found himself considerably minus. His pecuniary
loss, however, was well counterbalanced by the happy ac-
quisition of a most valuable consort. While engaged with
Marybone Gardens, he became acquainted with the mental
and personal merits of Miss Napier, daughter of the Bte Dr.
Napier; and a union ensued.

Of the four oratorios already named, the Prodigal Son
acquired the superior renown; and when Lord North was,
elected Chancellor of the University of Oxford the composer
was applied to for the ase of that piece, to celebrate the in-
stallation. 'The oratorio performed, Mr. Arnold availed
himself of the opportunity of presenting to the musical pro-
JSessor a probationary exercise for a Doctor’s degree. Dr.
William Hayes lad heard the oratorio in Londgn, and with a
politeness that equ;lled his judgment, declined scrutinizing
the submitted composition. ¢ It is, Sir,” said the Professor,

* Two of these garden dramas, ‘¢ The Revenge,” and *“ The Woman
of Spirit,”” were written by the unfortunate Chatterton. 1In a letter to
his mother at Bristol, dated April lgth, 1770, we find the discoverer,
or the author, of Rowley’s Poems, speaking of ‘“a connexion he had
formed with a doctor in music.’” This yas Dr. Arnold The per-
forers of these pieces, eaclf of which contains only four characters,
were Mr. Reinhold, Mt. Charles Bannister (father of Mr. Johu Ban-
nister, now living) Master Chepey, and Mrs. Thompson.
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returning to the ingenious candidate his score unopened, “un-
necessary to examine an exercise composcd by the author of
the Prodigal Son,”
In 1783, Dr. Arnold succeeded Dr. Nares, brother of
Judge Nares, as organist to his Majesty, and composer to the
Chapel Royal: and in the following year, was nominated oue
of the sub-disectors of the grand commemoration of Handel,
which took place in Westminster Abbey. The new interest
given to the productions of the Prince of Modern Musicians,
' by this royal celebration of German genius, suggested to Dr.
Arnold the idea of furnishing the public «ith a complete
edition of Handel’s works ; and in thirty-six folio volumes, he
effected his design, with the exception of the few of those
Italian®operas of the great composer least in public request.
The re-perusal of Handel’s compositions necessary to the
prosecution of this undertaking, gave birth to the idea of con-
verting those Ro;tions of his productions least familiarly
known, into materials for a new oratorio ; which the Doctor
produced, under the title of Redemption. The judgment
displayed in this laborious adaptation* was worthy of the
compiler’s long experience in orchestral compilation; and his
effort was received at Drury Lanc Theatre with the most
cordiul appropation. .

In 1789, Dr. Arnold’s skill was con;plimented with the
conduct of the Academy of Ancient Music: four years af-
terwards, he was appointed organist of Westminster Abbey ;

% He assured me, that he had not reached the middle of his task
before he sorely lamented the temerity of his undertaking ; for that
the compilation.and adjustment of the matter of the first act had cost
him more trouble than would have sufficed for the composition of a mew
oratorio: “And after all,” he added, “1 am not augmenting my
honours as an author.”
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and in 1796, became the conductor ‘of the aunual musical
performances at St. Paul’s for the benefit of the Sons of the
Clergy. About two years subsequent to thls, a fall from the
steps of his library occasioned a tedious couﬁnement during
whichhe completed the composition of an oratorio afterwards
performed at the Little Theatre in the Haywmarket, under the
title of Elijah, or the Woman of Shunam *. Madame Mara,
o this occasion, was the principal performer, and a joint ad-
venturer. The career of the piece continued through the
Lent in which it was brought forward, and most deservedly
added to the composer’s long-established reputation.

Doctor Arnold’s general habits were not the most abste-
mious; and a train of disorders brought upon his constitu-
tion, already enfeebled by the long confinement.to which he
had been subjected by the accident just mentioned, hastened
his dissolution.  After an illness of many months, too severe
to #dmit the hope of his recovery, he explred at his jouse in
Duke-street, Westminster, on the 22d of October, 1802.
His remains were interred near the northern exterior of the
choir of Westminster Abbey. The funeral was attended by
the gentlemen of the three choirs of Westminster, St. Paul’s,
and the, King’s Chapel’; and among the mourners, were the
late Sir William Parsons, Dr. Ayrton, and the writer of this
history.

The works of this ingenious musician are voluminous and
various. No one of the several gradations of composition,
from the humble style of pantomimic movements to the

* The words of this sacred drama, which was originally called the
Shunamite, were written by the fate comedian, Mr. Thomas Hull.
The Doctor not entirely satisfied with the piece in its first form and
matter, requested my alteration of the mmmscnpt- and thL few
changes I made, were adopted.
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ambitious height of oratorial choruses, were untried by his
versatile industry, The strength, however, it must be con-
fessed, was not equal to the diversity of his talents; and, in
general, he was mBst successful wheh he was least aspiring.
Some of the songs in the two sets he composed for Vauxhall
Gardens, are, nevertheless, elegant and fanciful ; and the gd-
justment of the orchestral parts dewonstrates a studious and
profitable attention to Italjan scores. The melodies, in some
instances, are fanciful and florid, in others, chaste and ex-
pressive.  Of a third set of airs and ballads, produced for the
use of Marybone Gardens, I should not be justified in speak-
ing in the same terms. Their style wants the bloom, and
their expression iss deficient in the warmth, by which the
former melodies are recommended. Yet, I would except
from this observation the ballad, ¢ Come live with me and
be my love,” the pathos and natural swegtness of which are
as distinguished as‘the tenderness and truly pastoral casé of,
“ Ye shepherds so cheerful and gay,” sung with so much
effect by Veruon, at Vauxball. The burlettas performed at
Marybone Gardens were perfectly suited to the place, and
the occasion, for which they were composed. The melodies
were flighty and common-place, the accompaniments thin and
flashy, and the impreesion dashing and transient. Yet, doubt-
less, this was the track chalked out by nature for Dr. Arnold’s
exertions. His genius, considerable in its kind, did not in-
clude greatness or dignity ; and in aspiring to the serious, even
of the opera, soared to its utmost attainable elevation. In
the music of the Castle of Andalusia, Inkle and Yarico, the
Batile of Hexham, and the Cambro-Britons, We see the
climax of his powers, and feel the friendly wish that their
natural province had been the boundary of his ambition.
Oné of the earliest of the Doctor’s injudicious efforts (and,
perhaps, among these we ought to include all his oratorios)
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was his re-composition of Addison’s Rosamond. This.un-
dertaking brought him in dirgct competition with a master
whose rays his inferior talents might easilr, nd would wisely,
have shunued. In re-shting this drama, his modesty, how-
ever, omitted the song, ¢ Rise, Glory, rise,” so finely treated
by the genius of Dr. Arne, and formed some apology for the
incompetency the suppression indicated. But his oratorios, &
few of their songs, or solos, excepted, present the most decisive
proofs of the sphere of composition beyond- which his
good sense ought not to have suffered him to aspire. Pos-
sessing neither the solemnity of sentiment, nor sublimity of
conception, indispensable to' the sacred drama, the style of
his air was too operatical, and the textui® of his chorus too
loose and slight, for that province of composition to which
even the powers of Arne were not adequate, and Handel’s
high success in which drew upon the pupil of Gates a com-
parison no way advantageous to his respéctable abilities.
Excepting his harpsichord and piano forte sonatas, Dr.
Aruold’s instrumental compositions were confined to orches-
tral overtures. 'The most conspicuous among these (in the
operatical department) is the overture to the Castle of An-
dalusia, and (in the oratorial) that to the Prodigal Son. The
latter was never published; but, if my temory 1s correct,
the opening bars of the first movement are the following.
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And the motivo of the second movement is, I believe,
precisely the underwritten :

J r’ \ﬁ )
- f’{r —

rrre

uif

3 Minuetto Andantino.
_— _‘-ﬂ_.-_'__-,:
-:3 > 1 = r 3
e
[ ]
~ - 7~ T~
. T ]
:f—_fﬁ 5 - -
—_— | E _r
8:.. 2] 1 F
KL Jl *_J E
- <-
S ’ - -
~——— )
<
e
L S —— 3



476 HISTORY OF MUSIC,

r 3 i ——1
= ) :
>, 2 P ‘ \.J I
J 5 -
LW L3 -
\ i F ! :

—t
. /_-. '
[ O A i '
: St S— S S s S S——
. .

In the former of these subjects, the reader will perceive the
indication of more than an‘ordinary degree-of spirit, if not of
that firm stamen, that vigour and majesty, proper to the in-
troductory symphony of an oratorio; and will be pleased
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with the smooth and easy flow which characterizes the theme
of the minuet. In aword, looking at the number of this
master’s productions, we cannot but alloW him considerable
fecundity of fancy; nor can we view their quality and va-
riety, without acknowledging that he was one of the real pos-
sessors of talents, though not a genius of the first order; and
that he merits to be ranked with Englarid’s most prolific
and pleasing, if not with her greatest or sublimest, composers.
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-+ CHAP. XIX.

BOYCE AND BATTISHILL.

DR. BOYCE.

THE present chapter associates two musicians, who, be-
sides their resemblance in liberality of sentiment, and manly
openness of character, were the possessors of similar talents,
and might boast equal degrees of science. Both were ca-
thedral, theatrical, and chamber composers, both lovers of the
old school, both admiring imitators.of the most pdlished and
dignified masters; and both commenced their musical educa-
tion in the same choir, and now repose in the same cemetery.
Dr. William Boyce, the son of a respectable citizen of Lon-
don, and a man of considerable property, was born in the year
1710. A fine voice, and an early propensity to the study of mu-
sic, induced his father to place him under the tuition of Mr.
Charles King, master of the children of St. Pauls cathedral,
into the choir of which, when prepared by the routine of the
music-school, he was admitted. At the usual age, he quitted
the station of a singing-boy, and became an articled pupil of
Dr. Greene, then organist of that church. Endowed with a
noble genius, and fortunate in the qualifications of his tutor,
.he made a rapid progress, both in theory and practice; and
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at the expiration of his pupilage, was unanimously elected
organist of Vere-street chapel, Cavendish-square. To the
emoluments of this place, his industry adtled that of teach-
ing; and among the several schools which he attended, was
the then’ highly-distingnished seminary of Mrs. Cavaller, in
Queen-square, Bloomsbury.

Not contented with his acquisitions under Dr. Greene, .
Mr. Boyce ardently proceeded jn the prosecuggon of his
studies, patiently explored the principles of harmony, and
completed his theoretical accomplishments under the pro-
foundest harmonician of his time. Dr. Pepusch could boast
of having under his tuition at the same moment, three very
superiorly-gifted pupils ;—Travers, Keeble, and Boyce. To
these, his learning and judgment pcinted out the excellencies
of Palestrina, Orlando de Lasso, Stradella, and Carissimi,
Tallis, Bird, Purcell, and Orlando Gibbons. The mind of
Boyce, tceming with ‘invention, produced a variety of sacred
and other effusions, upon which his view to greater things,
would not permit him to place any great value. However, a
few single songs found their way from his study, and were
very favourably received ¥,

The first dramatic ‘effort of this great composer was his
music to Lord Lansdowne’s Peleus and Thetis. 1f the lan-
guage of that mask cannot compete with the poetry of Milton’s
Comus, neither; perhaps, can this early trial of Mr. Boyce
claim equality with Arne’s music to the latter drama. But,
nevertheless, it was a noble production. If its airs wanted
the limpid sweetness of those in Comus, the choruses pre-

* The elegant melody set to the song of Lord Chesterfield, « When
Fanny, blooming fair,”” was one of the,first harbingers of Boyce’s fu-
ture eminence. It was remarkably distinct in its charftter. 1Its fea-
tures were beautiful, and perfectly its own.
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sented a solidity and grandeur that transcended the conception
of the composer of Artarerzes; and when performed at the
Phi'harmonic Sotiety, the picce was heard with equal plea-
sure and snrprise.‘ Under any circumstances, the force of
genius, and scientific proficiency, evinced by the music of
Peleus and Thetis, would have been worthy of eulogistic
notice; but the fact, that at the time of its production, the
composersfrom cold, or some other cause, was permanently,
and almost totally, deprived of his heming, will be learnt by
every reader with astonishment. T'o a musician of ordmary
capacitv, such a misfortune would have been insurmountable.
But Boyce’s music was in his soul, rather than in his ex-
ternal sense : what his mid knew, his sensibility could apply ;
and if he lost the gratification of listening to the sounds of
harmouy, the page of iustruction was open to his eye, and the
scores he perused he inwardly heard.

In 1736 he succeeded Mr Joseph Kelway, as organist of St.
Michael Cornhill; and upon the decease of Mr. John Weldon,
in the same yeur, was appoiuted one of the compesers to his
Majesty. In this latier situation, Boyce was in his natural
sphere. Ofthe secrets of church composition he was a perfect
master; and deaf as he ight be, ne musician’s genius was
more constantly prompt than his own. His compositions for
the chapel were so many evidences of his learning and in-
vention ; and gave him an undisputed eminence in his faculty,
as a composer of ecclesiastical music.

1n 1747, appeared his sercnata of Solomon. In this pro-
duction, the words of which are a version of the Cauticles, by
the author of ¢ Fubles for the Female Sex,” an originality of
style, elegance of imaginaiion, purity of harmony, and beauty
of air, at once pont out the genius, science, and refined feel-
ing of the composer, and jusiify the rapturous applause with
w&ch it hs ever been received. Solomon was no svoner
heard, than its merits placed Mr. Boyce in the foremost rank

1
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e his profession. Finding the public.eager to receive de-
monstiations of his powers in a different department of comn-
position, he, in 1749, printcd twelve sonatds for two violins
aud a bass. Besides the novelty of fanly their style pre-
sented, the intrinsic beauty of the ideas, and masterly con-
struction of the harmony, struck every tasteful hearer. Till
the tumid cxtravaganzas of Stamite and Lord Kelly were
adopted, the elegant airs and well-conducted fugues of these
sonatas continued to contribute to the bill-of-fare of every
public concert, and, as inter-act pieces, to be listened to with
atteution at the theatres.

Though Boyce, (not one of those place-holders who
convert their offices into sinecures) contéinued to regularly
supply the chapel, he found leisure to pursue his secular
studies; and collecting all his fugitive songs and cantatas,
presented them to the public in a folio wlumc, under the ge-
neral title of Lyra Britannice.

In the same ycar, he was elected to the place of organist,
by the united parishes of Allhallows the Great and the Less, in
Thames-street; an appointment, partly complimentary to the
respected character of his father, but more so to the extra-
ordinary professional mexits of the musician, And when the
Duke of® Newcastle succceded his Grace of Somerset, as

. Chaucellor of the University of Cambridge, he was engaged
to compose for the occasion an Ode written by Mason, and
also an anuthem, which, on Commencement Sunday, was per-
formed at St. Mary’s Church. These compositions, pro-
duced for the ordinary purpose of an installation, but ulti-
mately employed as exercises for procuring their illustrious
author the highest degree of his faculty, were turned to a much
more worthy account than that for which they were originally
produced. His great merit induced.the professor’s request,
that he would accumulate the degrees of Bachelor and Doc-
tor : he did so; and the publication of his exercises justified,

VoL, 11, 11



482 HISTORY OF MUSIC.

in the opinion of all quailified critics, the honours conferred
upon his cxalted talents, and his sound science.

The following winter produced the lively, novel, and cha-
1actéristic music of his Chaplct, and his Shepherd’s Lotlery ;
two after-picces written by the ingenious Mr. Mendez, and
performed with great applause at Drury Lane Theatre. Soon
after this, Dr. Boyce became the worthy successor of Dr.
Greene, m the office of master of-the royal band of mu-
sicians; the station now so respectably filled by William
Shicld, Esq.*. At the same time, he undertook the conduct
of the unnual performance at 8t. Paul’s cathedral, established
for the benefit of the Sons of the Clergy, and thereby served,
and honoured, andustitution in the benevolent purpose of
which his heart took an interest. Not satisfied with the benefit
rendercd to the priesthcod of his country, by his personal and
mechanical shill, he contiibuted to its vecessities the offer-
ings of his genius, by super-adding instrumental parts to
Purcell’s Te Dewm ; and by composing two anthems, which
still continue to be the admiration of the charitable auditors
of the Rehcarsal at St. Paul's for the Benefit of the Sons of
the Clergy t.

In the year 1758, Dr. Boyce was appointed one of the
organists of the Royal Chapel, in the room of John Travers,

2sq. by whose decease, the lovers of ingenious and effective .
composition, whether sacred or secular, lost an able contri-

* Upon the death of Greene, Boyce was immediately nominated,
by the then Lord Chamberlain, his Grace of Grafton ; (a character so
faithfully painted by the elegant and forceful pencil of Junius) but the
Daoctor was not swern in till June, 1757, when the Duke of Devon-
shire assumed that station.

I T'he opening words of the first anthem are, ¢ Lord thou hast been
our refuge ;”’ those of the second, ¢ Blessed is he that considereth the
poor.”

3
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butor to their gratification. This and his othcr superior ap-
pointments, together with his advancing age, induced the
Doctor to resign his two parachial employments in the eity,
quit his town housegin Chancery Lane,®and fix his residence
at Kensington. There, his ardour, unchecked by years, and
the continued and growing infirmity of deafness, continued to
urge the prosecution of his studies. Following up the original
design of Dr. Greene, to collect aud embody the most
estcemed scrvices and anthems composed for the use of the
reformed chiurch, he compiled a volume of cathedral music*.
"The time allowed him as organist aud caynposer to the chapel,
and the furnisher of music for birth-day and new-year odes,
was now chiefly devoted to the theoretieal instruction of or-
ganists and young musicians ; but, nevertheless, he found lei-
sure to consult the stability of his fame, by revising many of
his former publications, among which were the oveitures to his
immortal Serenata, his pastoral opercttas, The Chaplet,and The
S/u*phc;d’s Lottery, his overture to an ode of Pindar, an over-
ture composced for the performance at Worcester, on oc-
casion of the meeting there of the threc adjacent choirs, and

* Inthe year 1641, and under the patronage of the first of our arbitrary
Charleses, a similar attempt was made by John Barnard, one 6f the mi-
nor canons of St. Paul’s.  The collection, instead of being printed in
score, was published in separate parts ; and the incipient volume was
entitled, ¢ 'The first book of selected church-fusic, consisting of ser-
vices and anthems, such as are now used in the cathedral aud colle-
giate churches of this kingdom, never before printed 5 whereby such
books as were heretofore with miuch difficulty and charges transeribed
for the use of the quire, are now, to the ﬁlving of much labour and
expence, published for the gencral good of all such as desire them,
either for public or private exercise, collected out of divers approved
authors.”

11 Q
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three others, all of which he published under the title ot
« Eight Symphonies for Violins and other Instruments *.”

Two years after his retirement to Kensington, Dr. Boyce
published the fiist vblume of his collegled cathedral music,
dudicated to the King; which was speedily succeeded by two
other volumes: and I wish it were in my power to say, that
the munificent piety of his Majesty had, at least, so far coun-
ter-balanced the deficiency of the general subscription as to
have secured the industrious compiler and collator from
eventual loss. This laborious and profitless undertaking
completed, the doctoy agaiu directed his studies to the drama.
Mr. Gairick, having, some years before, experienced the ad-
vantage of this master’s services, in the productiou of a dirge
for the procession in Romeo and Juliet, and a similar com-
position for the play of Cymbeline, now applied to the same
talents for music to the songs in The Winter’s Tale. The
task was undertuken, and executed in a style worthy of the
composer’s genius. About the year 1770, he resblved to
select and publish collectively, the overtures to his new-year
and birth-day odes. The theatrical and garden orchestras,
hitherto limited in their inter-act pieces, to the concertos of
Curelli;, Geminiuni, Martini, and the overtures of Handcl,
received with dulight, compositions, that, while they-ielieved
them fiom the monotony to which they had been so long
confined, charmed every ear with their originality, beauty,
andgspirit.

As Dr. Boyce ad¥anced in years, his constitution became
subject to the gout. The fits increasing both in their frequency
and violence, at Jength the disorder attacked his stomach; and

* The fine composition produced for the nsr of the Worcester Meet-
ing is in D minor; and its chlebrity has occasioned its being distin-
guished by the name of Zhe Worcester Overture,
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the affliction that, for a while had only induced pain, and the
interruption of his studies, on the 7th of February, 1779,
terminated his existence. Nine days afterwards, he was
buricd in the crypt of St. Paul’s cathedil, with testimonies
and honours suited to his extraordinary merits; and the funeral
was attended with some ceremonies which had never before
becn observed, towards any distinguished character, except
the illustrious architect of that magnificent edifice ¥,

* By a writer signing himself J. H. (see the second edition of
Boyce’s sacred compilation) the following detail is given of the funeral
ceremony.

¢ The procession began from Kensington, and the corpse was car-
ried into the cathedral (attended by his son, & youth about fifteen ycars
of'age, and several other mourneis) and, entering at the south door,
procecded down the south aisle to the west door, where being received
by the Rev. Dr. Wilson, and the Rev. Dr. Douglas, Canons Re-
sidentiary of the church, the minor canons, lay vicars, and cho-
risters theveof, and also of Westwinster Abbey, and the priests in
ordinary, gentlemen, and children of the King’s Chapel, and many
other gentlemen, professors and lovers of music, all in surplices,
it was conducted up the nave of the church into the choir, the at-
tendants walking twe and two, singing the fiist part of the burial ser-
vice, corgposed by Purcell‘and Dr. Croft, < I am the resurrection and
the life,” without the organ. When arrived at the choir, the body was
rested upon tressels, and the attendants being seated, the Rev. Mr.
Wyght, senior minor canon of St. Paul’s, began the daily service, in
the course of which the 39th and 90th psalms were chanted to solemn
music ; the first lesson was read by W. Hayes, and the second by
Mr. Gibbons. Before the Prayer for the King, an anthem, composed
by the deceased, beginuing, *“i1f we beheve that Jesus died,”’ was
sung by Mr. Dyue and Mr. Soper, and the chorus by them and the
other singers.  After tlus, the reader proceeded to the cad of the
Morning Service, which, being concluded, the attendants rose and
moved to the area under the dome, and placed themselves ina eircle, the
organ all the while playing as a kind of dead march, the air in E flat,
in the fourth of his sonatas. During this short procession and arrange-
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Dr. Boyce, as one of the glories of his profession, de-
maunds the homage of his historian; as @ man conferring
honour on his coundry, flatters the pride of every Englishman,
Gifted with a noble genius, he might boast hoth frecdom and
greatness of conception; deeply versed in the various excel-
Iencies of owr church composers, he knew how to blend with
the legitimate harmony and artful modulation of Orlando
(ribbons, and the comprehensiveness of Bird, and elegance
of Tallis, the fire aud mellifivous fancy of Purccll and Wel-
don. In all his anthems, we find the happiest union of
solid grandeur and fluid sweetness; in his secular music, a
pwity and originality of style, an independence of character,
that maiks his placg among the inspired musicians of all
times and countries.  As his personal'hubits and inanners
were manly and polite, so the emanations of his genius were
encrgetic and chaste.  To peruse the melodies of his Chaplet
and Shepherd's Loticry, is to be struck with the inventive
playfulness of the most regulated imagination; examining
the score of his Solomon, we look into a mine of gold; but
my allusion s not punctiliously correct ; for all Boyce’s gold
is r¢fined. ’

If this composer was not so completely alive to public
applause as most men of scicnce, or letters, we are to im-
pute the comparative indifference of his ssensations to the

ment, the bearers removed the hody to the crypt or vaults under the
puvement, where it was deposited.  After this, the service of the
grave, beginning, ¢ Man that is born of a woman,” was sung to the
organ: Mr. Wyght then recited the prayer on committing the body to
the ground, while 2’ person with g shovel scattered dust, through the
perforations in the cential plate, on the coffin. which lay immediately
beneath. Then was sung to yhe organ, the verse, ¢ I heard u voice
from hearen,” which being concluded, the reader procceded to the end
of the Burisl Service.””,
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degree in which his ideas of cxcellence transcended, in his
own judgment, his powers of execution. It frequently hap-
pened, that, while masters and amateurs were enjoying and
extolling ‘his compositions, he was oppre8sed with secret dis-
satisfaction respecting their merits.  But never was a great
mind more quickly sensible to the deserts of others. With
such reverential feelings did be regard the powers of Handel,
that when, to celebrate the coronation of his present Ma-
jesty, he was supplicated to re-set the words, ¢ Zadock the
priest, &c.” his modesty declived the task. Alleging the
presumption, “ I cannot,” said he, “ be guilty of a com-
pliance which would bring my limited talents in competition
with the genius of Mr. Llundel *.”

The moral character of Dr. Boyce comprised veracity,
honour, and justice ; while his manners manifested the mild-
ness and urbanity of his disposition. He was remarkably
commuuicative of his knowledge ; and mcapable of envying
others, felt no resentment towards those who were jealous of
his high and well-earncd reputation. He left a widow, sou,
and daughter to remember and relate his domestic virtues,
and to be, in some degree, consoled for the loss of a hus-
band ande father, by the world’s admiration of the musician

and thé man.

BAYTISHILL.

The composer whose exalted merits have just been de-
picted, had among his countrymen several respectable co-
temporaries, as Worgan, Stanlcy, Michael Arne, and others:

* A friend having, in commendation of the Doctor’s threc part
song, **T'is on earth the greatest blessing,” compared that composition
to Blow’s, “ Go, perjured man,” he was seriously offended ; and
charged his eulogist with the grossest flattery.
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Lut with no English master of bis own day can he so justly
be compared, as with JonaTinaN BarrisniLn. This mu-
sician, the son of a solicitor, was born in London, in the
year 1738. At the age of about nine years, he was re-
ceived into the choir of St. Paul’s.  "T'a Mr. Savage, tutor of
the children attached to the service of that cathedral, he, at
an early age (for his fine voice left him before the arnival of
his thirtecadh v ar) was articled for the usual term. His
master, whose ancestors, it may be presumed, derived their
name fiom their nature, treated him with great severity ; and
far fiom promoting, scems to have endeavoured to retard, the
improvement of his pupil.  But it is a characteristic of real
genius, not to yicld to surmountable obstacles.  TFhe young
student, enamoured with the scieuce on the acquisition of
which he was destihed to depend for his future prosperity and
fame, found means to make a1apid advance both in seicntific
knowledge and manual execution.  Long before the expira-
sten of his pupilage, his cultivated talents excited notice, and
extorted applausce: and when he became his own master, his
application, more intense thau cver, caried him forward with
an accelerated velocity ; and some melodies, which he soon
afterwards produced for the use of Sadler’s Wellsy procured
him immediate and considerable celebrity®, 1lis unxious spirit
of research,as Lhave written clscwhere 1, cembined with con-
stant practice on the organ, had a¢ once storcd his mind with
those treasures of hiarmonic combination and evolution from
which he origmally derived his knowledge, and ultimately mo-

* Among these, was a fine bunting song, consisting of an introduc-
tory recitative, ** @he whisiling ploughman hails the blushing dawn,”
followed by a bold, opcn, generous air, *“ Away to the capse, to the

copse leud away,”

which, beconnnyg a universal favourite, spread the
knowledge of his talents through every rank,

+ See the ¢ Public Characters,” published by Sir Richard Phillips.
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delled his style, and gave him a command of hand adequate to
the execution of whatever his imagination suggested. So that,
as early as at the expiration of his engagement with Savage,
he was esteemed one of the best exterhpore performers on
the organ, of which his country could boast.  Dr. Boyce, sen-
sible of the congeniality between the young musician’s talents
and his own, cherished a partiality for his rising brother pro-
fessor, and associated him with himself at the Chapel Royal,
as his regular substitute at the organ, whenever his other
avocations prevented his personal attendance. About the
siune time, Battishill formed an engagement with the mana-
ger of Covent-Garden Theatre, as the conductor of the
band, and presided, accordingly, at the harpsichord.” In that
situation, he became acquainted with the merits, and charmed
with the person, of Miss Davies, the original Madge in Love
in a Village ; and a union ensued. Soon after his marriage,
he was clected organist of the united partshes of St. Clement
Lastcheap and St. Martin Oigar, as also of Christ-Church,
Newgate-street ; which appoinfmenls compelled the resigna-
tion of his engagement with Dr. Boyce.

His income improving as his reputation increased, he
quitted the humble sityation of a conductor of a theatrical
orchestta, and depended on his pupils, churelies, and the oc-
casional emolumduts of his compositions.  In 1764, Mr,
Battishill coalesced with Mr. Michael Arne in the pro-
duction of the music of a serious opera, cntitled .#mena,
and brought out at Drury Lane Theatre. The overture,
and some of the airs, were from the pen of his coadjutor,
and the choruses, and remainder of the melodies, were sup-
plicd by his own genius and sc.i('ncc. The whole of the music
was good, some of Battishill’s songs cxcellent, and his choruses
displayed in their vocal construcyon, a boldness of design,
and in their accompaniments, a spirit and animation, which
evinced the master and man of supcrior talents. ‘T'he drama,

5
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however, fitst planned, and partly written, by the ingenious
Dr. Kemick, and then (on account of a quarrel betwecn the
Doctor and Gani€h) un-planucd, and re-written, by Rolt, ex-
hibited such an mcoherent mass of msipidity, that the public
patience endured it only through five representations.

Soon after this operatical fallure, Battishill, not dis-
couraged by his ill-success, undertook the composition of
the music to un entertainment called the Rites of Hecalc.
In the airs of this picce, he demoustrated a strength and ori-
ginality of 1nagination, and in the adjustment of his score, an
clegance and mastery, that delighted the general ear, and ex-
cited the admiration of every musical critic. His engage-
ments, now, were nfultifarigus : but the complicated duties
of a teacher, parochial-organist, and theatrical composer, did
not diminish his partiality for ecclesiastical composition,
nor induce its ncglect, as a study. At different times, he
produced various ahthems, and chants; and even con-
descended to sct to music a collection of hymns written by
Mr. Charles Wesley, brother  of John, the celebrated Me-
thodist and Anti-Moravian. As a specimen of the general
excellence of these little pieces, I present the reader with the

following = .

Sicilianos.
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Soon after the appearance of these hymns, Mr. Battishill
published a collection of.songs (twclve in number) the
merits of which were various ; and a set of sonatas for the
harpsichord, wiitten in imitation of Hahdel's lessons, and
inferior only to tif@ke unequalled productions. Among his
detached airs, or ballads, which are very numerous, we find
the charming pastoral melody of ¢ Ye shepherds and nymphs
of the grove,” the elegant and affecting strain,  When
Damon languisk’d at my feet,” for a long while, regularly
introduced m the trag.dy of the GamesTzr ; the masterly
air of “ To reason, yc fair oncs, assert your pretence,” sung
at Vauxhall; the warm and generous melody applied to Mr.
Ganick’s Bacchanalian song, « When sparkling Champaign
rosy mounts o the brain;” the rich and happily varicgated
cautata, ““Hither, hither, young and gay ;” and the beautiful
and highly popular ballad of “ Kate of Aberdeen.”

In the composition of catches and glees, this master ex-
hibited great resources of imagination, and an abundant
store of science and ingenuity. During many years, his con-
vivial effusions were performed at the Nobleman’s Catch-
Club at the Thatched House, St. James’s-street ; and about
1771, that jovial society,voted hinfh gold medal, as the prize
due to “the best cheerful glee submitted that year to its
judgment®,  Afterf this, Mr. Battishill continued to occa-

# The successful composition was the well-known three-part song,
¢ Come bind my brows, ye wood nymphs fair.”” The rule of the club
was, to give, annually, three gold nuedals ; one for the best serious glee,
one to the finest cheerful glee, and one for the superior catch. The
candidates were generally numerous: and, as in deciding upon the
merits of their productions, the subscribers themselves were the arbi-
ters, the medal due to the best serious glee was often rather comically
bestowed ; and the decision that selected the best cheerful glee,
seriously crroneous. ‘The present case, however, afforded an honour-

VoL, 1L K K
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sionally amuse himself with the composition of three, four
and five part songs, amatory, cquvivial, and moral ; and in
the year 1776, pnblished by subscription, two excellent col-
lections, under the yeneral appellation of Glees. About the
same time, the taste of a Mr, Lee, an acto@of considerable re-
spectability, having suggested a noble plan of poetical and mu-
sical entertainment, he was joined in its execution by Mr. Bat-
tishilland the ingenious Mr. Joseph Baildon. The performances
took place in the great room of the Crown and Anchor tavern,
The projector recited from Shakspeare, Milton, Dryden,
Pope, and Collins; Baildon composed several original and
highly-interesting melodies; and Battishill produced some
choruses, the science, dignity, and fire of which gave fresh
evidence of the vividity of his imagination, and the depth of
his theoretical knowledge *,

After thedeath of hisconsort, in 1777 (a beautiful, fascinating,
and seusible womar) this superior master, whose habuts, for a
long while, had been very domestic, became gradually addict-
ed to convivial enjoyments, dissipated his time, his fortune,
and his health, in the luxuries of company and wine, and in-
sensibly undermined a manly genius, and a hale constitution.
After a long, slowly-con®uming illpess, he expired at his
apartments at Islington, on the 10th of Deccmber, 1801,

able exception to the general mis-judgment of the club; since the
composition in question is onc of the most glowing, spirited, and in-
genious productions in its kind.

* One of the choruses composed for this occasion began with the
words * Better to reign in hell, than serve in heaven ;> another opened
with ¢ Regions of sorron, dolcful shades.” 'The whole cntertainment
was highly rational and refined ; and the encouragement it received, till
interrupted by Mr. Lee’s indieposition, provefl the existence of a pure
and elevated taste,
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His dying request was, that he might lie in the vaults of St.
Paul’s cathedral ; “ And pray place me,” added he, “ nearthat
great man, Dr. Boyce” His remains wgre accordingly de-
posited close by those of the man he loved, and the musician
he admired. The faneral was very numerously attended. The
corpse was borne in at the great western door; and during
its transit to the choir, his divine anthem, ¢ Call to remem-
brance,” was pcrformed, accompanied by Mr. Attwood on
the organ.  The chief mourners were the late Dr. Arnold
and the author of this history, who composed a funeral ser-
vice' for the occasion, which was sung in the centre of the
church, directly over the body beneath.

The productions of this ornament of his day are marked
by a peculiar strength of conception, considerable originality
and sweetness, and fine harmonical adjustnent. His an-
themns are characterized by the learning and sober majesty
of Boyce’s best cathedral compositions ;eand his choruses in
Almena, may be compared with those in the celebrated serena~
ta of his ealy friend, and favourite master. His songs'in the
same opera are highly florid, affectingly tender, or impres-
sively eneigetic. ¢ WFhen beauly on the lover's cheek,” is
mellifluously amatory, and the two bass songs, ¢ Pois’'d in
heavenw’s cternal scale,” and  Thus when young Ammon
marcl’d along,” exhibit a masculine vigour, and richness of
fancy, scarcely excecded by the productions of Purcell.

M. Battishill added to a taste highly cultivated in his own
science, a gencral and ardeat love of letters, which was fostered
and gratified by a well chosen and extensive library. His me-
mory was of the most extraordinary description. Neither the
literature he had once read, nor the music he had once per-
formed, or heard, was ever for§otten. The longest composi-
tions of Handel, Comlli, Arne, or his beloved Boyce, were al-
ways sufficiently present to his recollection, to render the as-

- KK2
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sistance of the text unnecessary *,  His performance was not

* rapid. “ I amno finger-merchant,” was his own frequent de-
claration. But hisextemporaneous effusions on the organ were
full, léarned, and highly ingenious ; his execution on the harpsi-
chord chaste, tasteful, and emphatic; and of all the masters
of his time, no one better comprehended, or more effec-
tively expressed, the meaning of Handel. It has been said,
“ That to hear Battishill’s performance of Handel's con-
certos was to hear Handel himself” -

* In proof of Mr. Battishill’s uncommon powers of retention, a sin-
gular iustance was mer:?ioned to me by the late Dr. Arnold. ¢ Dining
with me, one day,” said the Doctor, * he played and sung, purely
from memory, several airs in my oratorio of the Prodigal Son, which
he had not heard for more than twenty ycars, and which 1 had myself
nearly forgotten !’
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CHAP. XX,

GENERAL STATE OF MUSIC, IN ENGLAND, FROM THE
BEGINNING OF TIIE LAST CENTURY TO TIIE PRE-
SENT TIME.

T .t :

L HE reader has observed, that since the date from which

the narrative of tlus chapter commences, a number of Eng-

lish musicians have, by their talents and learning, shed con-

siderable Justre on their country, and codtributed to give it a

respectable station among the realins that foster science and

the fine arts,

To say wothing of the matchless works of Purcell ; the
theatrical compositions and detached songs, ductts and trios,
of Eccles; the services and anthems, the music to Congreve’s
Judgment of Paris, and vaiious fugitive melodies, of Wel-
don; and the airs in the opera of Circe, and a variety of
pleasing ballads, by Bauister; evince the progress made by
British industry in theoretical acquisitiops, and the success
with which musical taste was cultivated, at the beginning
of the last century. An advertisement in No. 3,585 of
the London Gazette, acquainting musical composers, that
“several persons of quality have, for the encowmagement
of Music, advanced two huundred guineas, to be distitbuted
in four prizes to such masters as should be adjudged to com-
pose the best,” (meaning Englishmen) is a graufymg proof,
that a hundred and twenty years ago English genius was
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cherished by English munificence*. Musical execution, too,
both vocal and wisttumental, largely shared the public en-
couragement, In 1703, a picce, performed on the haipsi-
chord by Mrs. Champion, the smger, for her benefit, at
Lincoln’s-lun theatre (the first attempt of the kind), was very
favourably reccived ; and the cager pleasure with which songs
introduced between the acts were listened to, and the eclat
attending the public coucerts performed at York-Buildings
and other places, is an agreeable proof, that a taste for har-
mony and melody had become pretty general.

It was at this time that the 1efinements of an opera in the
Italiun manner began to gratify the ears of a London audience;
and that the dexten‘.ty of an English violinist first treated the
public with the performance of a solo of Coielli+. At Drury-
Lane theatre, the profound science of Pepusch presided at
the harpsichord, apd recommended bim to the Duke of
Chandos as Maestro di capella; and if his native taste was
not of an excellence to justify the language of eulogium, the
theoretical mastery observable in bis anthems and services;
his masques of Venus and Adonis, and the Death of Dido ;
bis cantatas, and his Treatise on Harmony, are honowable
to the then state of musical knowlédge in Eugland; while
the judgment with which this erudite master selected, and
applicd basses to, the aiis of the Beggar’s Opera, attests the

e

.

* On this occasion, those who intended to tecome candidates were
referrcd, for pauiculars, to the woll-known Jacob Tonson, Gray’s-TInn
gate. The first prize was adjudged to Weldon, the second to Eecles,
the third o Danict Purceli (brother of Henry), and the fourth to
Godfrey Finger.

+ Cordll’s solos had not yet heen printed in England ; and the skill
of the perfurmer (1 Mr. Dean), whatever it wight be, derived as much
advantage from the novelty, as from the richness, of the matter,
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good fortune of Gay, in having the advantage of his abilities
and experience. T'ravers, whose soundness as a musician,
and merit as a chaste though fanciful compdser, recommended
him to the appointment of ordamist of the Chapel Royal, en-
riched the catalogue of English music with his anthems and
canzonets ; and the talents of Galliard, while they shone in his
fine hunting song, “ With early horn,” his music to Milton’s
hymn of Adam and Eve, and a variety of compositions, were
variously and advantageously displayed in his able execution
on the hautboy.

The arrival of Handel, Geminiani, and Veracini, brought
to England every thing that is grand m composition, and all that
1s excellent in violin peiformance; and the vocal powers of
Cuzzoni and Farinelli, Beard and Lowe, Miss Cecilia Young,
and other Italian and English singers, threw a glow over dra-
matic representation,and advanced the publictaste. In 1715,
the premature abilities of Dubourg, proved the excellence
attainable on the violin by a boy of twelve years of age ; and
Castrucci, brought from Italy by the Earl of Burlington,
exhibited extraordinary powers on the same instrument.

The year 1722 was distinguished by the introduction of
a new specics of entestainment called a Ridotlo, consisting
of a series of select songs, followed by a ball in which the
peiformers werc joined by the company, who passed from the
front of the house, over a bridge connecting the pit with tl‘xe
stage*. At the same time, Mrs. Sarah Ottey surprised the
public with her proficiency on three instruments; the bass-
viol, violin, and barpsichord : Mr. Thompsen, by the publi-
cation of a collection of Scotch tunes in England, gave birth

* The songs performed on this_occasion were selected from the late
operas, and sung by Scuesino, Baldassari, Mis.* Anastasia Robinson,

and Salvai.
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to a taste for those northern melodies which, in a less orgreater
degree, has subsisted ever since: and Castrucci gratified the
public with a coneerto, in which the natural echo was first imi-
tated by instruments. Concert®s for two trampets —two haut-
Loys and two flutes—and solos on the arch-lute, and on the bass-
viol, announced in the advertisements of Carbonelli, demon-
strate the variety and success of instrumental practice; and
the address with which Babel, a city organist, thiuned and sim-
plified the eluborate and lvaded music of heyed instruments,
was equally curious and useful.

The succecding year piesented the amateurs of instru-
mental excellence with the mcllow tounes, and varied ex-
pression, of Giuscppe San Martin’s hautboy; and the im-
pressive, though volatile, powers of the juvenile violinist,
Johu Clegg; and in 1724, the merits of Festing were dis-
played in his two-fold capacity of composer and violin
performer. In the spring of this year, Corbet, the first leader
of the opera, in a concert, consisting of new concertos for
violins, hauthoys, trumpets, German-flutes, and I'rench-
hoins, manifested the gencral advancement of instrumental
esecution. About the same time, appeared three cuantatas,
the beauty and science of which gave publicity to the merits
of Hayden, organist of Bermondsey; merits rendered still
more evident by a vaiety of single songs; but more espe-
cially by Lis charmi:g and interesting duet, “ As I saw fuir
Clora wall alone.”

The accession of our second George (1727) gave birth to
one of the fiuest of Handel’s compositous, his celebrated
coronation anthem; and the Journal that aunounced that
master’s appointmcnt to a task, to which only his own extraor-
dinary talents were adequate, on the same day promised the
public a set of tm*lw sonatas for two flutes and a bass, from
the accomphshcd penof San Martim - It was at the latter end
of this year that the poetical fame of Gay was elevated anew,
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the judgment of Pepusch effectually displayed, the treasury of
Rich copiously replenished, and the town dclightfully enter-
tained, by the unrivalled pasticcio of thes English stage*; a
piece, the extraordinary success of whicll at once informs us of
the then cast of public morals and manners, and of the fas-
cinating effect of the simplest melodies, appropriately adapted,
and well performed.

About this time appeared two phenomena; one in the
executive powers of Joachim Frederic Creta, who, on two
Tiench-horns, blew the first and second trebles, in the same
manner as they are usually performed by two persons} and
another, in the harpsichord lessons, and manual perforinance,
of a child only seven years oldt. 'The gear 1730 brought on
the Drury Léne stage the vocal talents of Miss Rafter, after-
wards the celebrated Mrs. Clive.  The individual for whose
beuefit she excerted her comic abnlities, gave, in his addiction
to poetry, painting, and music, a lustre Yo lus day which, like
that shed upon our own tumes by the various efforts of the
late Charles Dibdin, may be compared to Dutch gold. Both
these geniuses were admired by the vulgar understanding and
vulgar eur, and both deserved the honours they obtainedf.

¥ The novelty of the plot and its business, interest and liveliness of
the dinlogue, and sweetness and simplicity of the airs, gave the
Beggar's Opera an immediate and lasting eclat. Butit may reasonably
be doubted, whether all its excellence is sufficicat to counterbalance a
thousandth part of its mischievous operation on the ill-cducated minds
of the lower orders.

+ This litde prodigy, Master Kuntzen, son of an organist at Lubeck,
composed and published, before he left Fuglaud, a book of sonatas, as
strihing in their style as difficult 8f execution.

+ Dr. Burney scems to compare the author and composer of the
Honest Yorkshireman with the authdr aud composer of the Devin du
Village ! 'The cold. superficial Heury Carcy with the glowing and
profound Jean Jaques Rousseau!
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The excellent natural voice, and fine open shake of Miss
Cucilia Young, a*pupil of Gemunan, and afterwards the
wife of Dr. Ame,owas the first English singer of her time,
and raised the character of our female vocal performers.
While this lady was charming the frequenters of Drury-Lane

. theatre, the juvenile Clegg was surprising the masters and
amateurs of Dublin with his execution on the violin, aud his
sister with her finished and expressive style of singing.

In 1731, appeared *the Villuge Opera, one of the innu-
merable musical dramas produced by the extraordinary suc-
cess of the Beggar's Opera. 'T'his piece, written by
Charlcs Johuson, and consisting of new words to old tunes,
was well received ; and, in the eyes of Bickerstaff, possessed
sufficient merit to entitle it to an imitation, iif*his opera of
Love in « Village*. In the same season, the public reccived

»with the highest applause, the wusical farce of the Devil (o
Pay, which served to exhibit to new advantage the vocal
humour of she spirited Mys. Clive.

To the metits of Dubourg, Clegg, Festing, and other prac-
tical musicians of our own country flourishing at this time, were
added those of Kytch, whose hautboy was highly attiactive ;
Boston, a superior flutist; Karba, excellent on the bassoon ;
and Valentine Snow, a mnost able tiumpeter: on the organ,
Roseingrave, Greene, Robinson, Magnus, James, and the
young sightless Stanley, displayed considerable genius,
science, and command of hand, While these performers
distinguished themselves on their respective instruments, the
great, but dissimilar abilities of Pepusch and Galliard,
almost engrossed the provilwe of dramatic composition; but
at length, new attempts at musical representation brought

* Tt must, however, be confessed, in favour of Johnson, that Bickere
staff found it easier to purloin, than improve upon, his model.
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forward two competitors (Lampe and Arne) of talents that
first meriting to divide with them the ﬂlb]ic favour, soon
became qualified to rival the best efforts of those masters, and,
ultimately, to almost expel them from our national theatres.
There were, however, at the same time, other candidates for
musical fame in the same department of composition. Two
English operas, set by John Christian Stmith for Lincoln’s-Inn
Fields, and the oratorio of Judith, composed by De Fesch,
placed English talent in a very favourable light.

Handel, Corelli, and Geminiani, however, continued to ac-
commodate the super-refined taste of the higher order of con-
noisseurs ; which was further gratified by the imported solos
of Tartini, and De Santis of Naples, b the violm, and those
of Bononcml, Quantz, Valentini, and Tessarini, for the
flute.

In 1735, the arrival of Caporale aﬂ'urded new proofs of
the capabnlitics of the violoncello i in tone and expression ;
and the following year exhibited the improved powers of
Mis, Cibber, whose native sweetness of vorce, and emphatic
style of intonation, were equalled only by her tragic talents,
then recently displayed in the part of Zara, at Drury-Lane
theatre, where her brother, Thomas Augustine Arne, was
delwhtuw the publu, with strains more natural, pleasing, and
truly Euglish, than those of auy other composer. At the
same time the singers, Beard and Lowe, the first with his na-
tive taste, and the latter with lus rich, mellifluous and manly
tones, attracted the public to Covent Garden, and contributed
to give popularity to the pleasant entertainment of the Royal
Chace, or Merlin’s Cave*.

* Lowe delighted the audiences ‘of Dyury-Lane, and Beard those
of Covent-Garden. The favourite female Erglish singers, at this
time, were the three Miss Youngs ; Cecilia, Isabella, and Esther.
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In 1737, the burlesque Dragon of Wantley, written by
Carcy, and set by ®ampe, affected in its quusic ¢ the Italian
manner; ” and its sticcessful imitation of the foreign model,
procured the piece a lonu career. This year, the talents of the
scientific Kelway, succeeded, at the organ of St. Martin’s in
the Fields, the abilities of Weldon; and the erudite Keeble
of Chichester, and the ingenious aud tasteful Gladwin, began
to display their neatness and facility of hand on the harpsi-
chord. About the sume time, Castrucct’s abilities were su-
perseded at the opera-house by those of Festing ; while the
conspicuous powers of Clegg, in tone, expression, and vola-
tility of execution, maintained the renown of his attractive
violm*, .

The following year (1738) Arne’s Comus introduced to
the English stage a light, airy, and original species of melody,
»which, supported by the style of that master’s subsequent
dramatic picces, and numerous detached songs, had an effect
upon the nationul taste; while the arrival of the celebrated
Cervetto brought the gencrous and manly tones of the violou-
cello into high favour, r1aised it to the rank of a solo instru-
ment, and unfolded to Lughsh ears, powers it had not heen
suspected 10 possess, .
The growing love of vocal and instrumental music, at this
time, among the genteel and middle ranks of society, induced

* Castrueci, it is said, was Hogarth’s enraged musician. He was
long suppuscid to be msane ; but his two books of Solos, and set of
twelve sonatas for viohws, trom the stmnina of which Handel and
Corelli deigned to cull many a blossom, hear no marks of a disturbed
imagination. Clegy’s faculties, however, rcally yiclded to the pressure
of incense study and practee; and the lovers of transcendant per-
formance had the pain of kuowing that he by whose distiuguished
abilities they had been so o'ten and so highly delighted, was reduced
to the humiliating state of an inmate of Bedlam hospital.
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the establishment of a concert at Hickford’s Room, in
Brewer-street, wlgre Festing displayed his abilities in the
station of leader; and two others at the Castle and Swan
taverus in the city, at which, for many ' years, the ingenious
Stanley presided.  But this period is especially distinguished
by its having given birth to the mstitution of a Fund for the
support of decayed musicians and their fumilies; an establish-
ment too landable and beneficial not to have been imitated by
our theatrical companies*. The undertaking was coun=
tenauced by the king ; but its more natural, and more effectual
dependence was in the illustrious aid of Handel, who
honoured the first performance with his personal guidance
and execution *+; in 1740, benevolently®gave to the second his
Acis and Galatea; and to the third, in 1741, his Parnasso in
Fesla ; continuing to preside, and to contribute the valuable
boon of his organ exccution. It wasiu the latter of these years
that England’s reward of his noble beneficence and unequalled
genius was displayed, in necessitating his appeal to Irish taste
for the due appreciation of his immortal Messiak].!

At our theatres, the compositions of Handel, Corelli, and
Geminiani, with a few movements of Purcell, constituted the

.

* This provident and most praise-worthy plan was afterwards
adopted at Vienna, and in other parts of Europe.

+ The concert consisted of Alexander’s Feast, aud several concertos
on various instrumernits ; and Handel performed a new concerto, com-
posed by himself for the interesting oceasion.

t  Strong in new arms, lo! giant Handel stands,
Like bold Briareus with a hundred hands ;
To stir, to rouse, to shake ghe soul he comes,
And Jove’s own thunders foll’ Mars’s drums.
Arrest him, Dulness! or you sleep no more—
She beard, and drove him to the Hibzraian shore.
Dunciad, b. iv. v. 65,
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orchestral stock of inter-act pieces; and in Brewer-street
and the city, furnished the subscription-concerts with the
instrumental portions of their bills-ot-fure*.  Of our native
violinists, Festing, Collet, and Brown were the principal ;
and among the Italians, Veracim, Carbonelli, and Pasquali;
the violoncello wus chictly indebted to the taste and talents
of Caporale, Pasqualino, and Cervetto; the hautboy was
cultivated with superior success by San Martini and Vincent,
his worthy pupil; Wicdeman and Ballicourt distinguished
themselves on the flute; Muler and Hebden, on the bassoon;
and Kelway and Stanley, Kecble and Gladwin, were the
most esteemed orgauists.  About this time Jozzi, an Ltalian
opera singer, made seme atonement for imposing upon the
English adhis own, the harpsichord lessons of Alberti, (iin-
poited by himself) by the neatness and precision with which
he executed their most difficult passages, and the elastic and
impressive touch of a hand that seemed to improve the cha-
racter of an mstrument destitute of sostenuto, and sentimental
expression.

The good music for keyed instruments, at this time, was
limited to 1landel’s harpsichord lessons and organ conceilos,
and the two fist books of Domenico Scarlatti. These produc-
tions of the two gieatest masters in their respective ways,
though totally different from each other, both m style and in-
tention, were equally distant from the manner or tasteof Alber-
ti’s and Paradies’ compositions, which cousequently formed a
third cast. A fourth gusto was exhibited by the Rev. William
Felton, prebendary of Hereford, who, commixing with the
sober simplicity of Handel much of the animation of Alberti,
produced tliee sets of concertos j two of which pieces were

y .

# Frasi and Beard sung at the Swan and Castle concerts ; at the
former of which Miss Turner was the reigning favourite.
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greatly admired, and very generally practised. Of those
masters who prided themselves in their execution of Scar-
latti’s lessons, Gemimani’s scholar, Kcltgay, was at the head.
A masterly wildnegs on the organ had procured him the cha-
racter of a great organist; but the unfortunate publication
of a book of harpsichord lessons proved his awkwarduness
and sterility as a composer.

Gladwin, who at Vauxhall Gardens (2 Keeble at Rane-
laghy had long presided at the organ, was now succeeded by
Mr. Worgan, since Dr. Worgan. Palestrina and Handel were
this master’s admiration, and his models.  Each night of the
season, a fugue in the style of the latter, introduced by a pre-
lude, imitative of the harmony and modflation of the first, was
executed by his able hand, and received with a degre'e of favour
which rendered him the rival of Stanley *. Handel, who
had quitted operatical, now applied himself wholly to orato-
rial composition. Trancescina was his first soprano, Beard
his priucipal tenort: and the place of leader was supplied
by the plain, but steady and intelligent Carbonelli. At the
head of our cathedral music stood the sound iusician, and
able and voluminous composer, Dr. Greene : and our theatres
were animated by the mellfluous and lively melodies of Aine
and Boyce.

The summer of 1745, in which Tyers, the propiictor of
Vauxhall Gardens, extended the performances of his orches-

* Worgan’s first master was his brother. His second iustructer
was Roscingrave ; and lastly, he availed himself of the talents, taste,
and scieuce of Geminiani, who, by restricting his pupil’s attention
to originality of style, drove him ifto eccentricity and affectation.

+ Lowe sometimes filled a subordinate part: %ut bhis alinost total
ignorance of music prevented the finést tenor voice that had been
heard in any country, from esver being trusted with a higher task.
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tra to vocal music, presented at that evening retreat, then so
simple, natural, and perfectly 1ural in it‘scenery and deco-
rations, the combined powers of Lowe,®ReinhoM, and Mrs.
Aine. From this bower, where they were-first heard, 1ssued
the strains of the most charming of our ballad composers,
to be rapidly circulated all over the kingdom. The band
was led by the strength and agility, if not the taste or elegance,
of Richard Collet,swhose tone was fully clear and smoath.
Sometimes the principal violoncello, and sometimes the first
bassoon, was ably managed by the abilities of Hebden. The
silver soundy of the trumpet of Valentine Snow, spread
around their full or softened force ; and Vincent’s interesting
hautbuy mingled with them its delicate tones.

At this period of our musical career, another place of
rural amusement was established by Mr. Lacey, joint paten-
tee of Drury-Lane theatre. Its amusements commenced
with morning concerts; but on account of their uunseason-
ably attracting the young merchants and city shopkeepers,
the time of the performances was changed to the evening.
Festing was the leader; and after Keeble, Butler was at the
organ. Originally, oratorio choruses were the chief pieces
performed : but the example set by Vhuxhall, of single sing-
ing, wastoo atfractive not to be followed. Beard, Frasi, and
other favourite performers, were accordingly eugaged; und the
talents of Caporale, the bestvioloncello, and Miller, the su-
perior bassoon, of their time, contributed to enrich the band.

When Giardini arrived, in 1749, or 1750, this was the ge-
neral state of music in London. He found something to
admire, but nothing that he could not excel; and it was at
once his interest, his pleasure, and within the scope of his
extraordinary skill to give uew importunce to an instrument,
the greater powers of which remained to be developed
in F:ngland, by such abilities as his own. Festing, who,
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during many years, had led at the opera, became a victim to
a variety of mortifications, the least of which, it is supposed,
were not those conseguent to the rivalship and ascendancy of
Giardini; and was succeeded at Ranelagh by Mr. Abram
Brown, a performer whose clear, sprightly, and loud tone,
were his chief recommendations.

About this time appeared an ingenious, and even elegant,
but not unerroneous work, On Musical Ezpression. The
author, Charles Avison, organist of N ewcastle, to the advan-
tage of having visited Italy, added that of Geminiani’s per-
sonal instruction. But if, notwnh;tandmg some miscalcula-
tions respecting thé comparative merits of Rameau, Mar-
cello, and Handel, (admitting that sush masters can be
eompared with each other) considerable praise is due to his
Essay, we are obliged to admit the imbecility and incorrect-
ness of his compositions.

The two principal musical patronesses at this period,
were Lady Brown, and Mrs. Fox Lane, afterwards Lady
Bingley. The latter of these frequently opened her house
for the display of Giardini’s powers: and when Siguora
Mingotti arrived, and united her professional interests with
those of the prince of modern violmists, Mrs. Lane made
their cause her own. At her private concerts, which they
constantly attended, she herself usually sat at the harpsi-
chord: this office, whenever she declined it, was per-
formed by Lady Milbanke, or Lady Edgcumbe ; and Lady
Rockingham, the Dowager Lady Carlisle, and Miss Pelham,
scholars of Giardini and Mingotti, were in the habit of
singing.

While London was patromsmg and enjoying the great ta-
lents that appealed to its taste,"Edinburgh was gratified with
the abilities of Lampe and Pasquali. And that city was so
munificent to their -merits, and its manners so agreeable to

VOL, If, LL
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their feelings, that both remained there till the time of their
death *.

At our nationa) theatres, the productions of Corelli, Ge-
minidni, and Handél, continued to be listened to with una-
bated pleasure before the rising of the cﬁmin, and between
the acts, and while our public concerts were numerous, and
well attended, the frequenters of Vauxhall and Ranelagh
were greeted with the compositions of new candidates for
fame. Among these, was Dr. Samuel Howard. The easy
simple melodies of this respectable but plain unaflected
Englishman, approached ‘hearer to the purest style of Dr.
Arne than the ballad effusions of any other master. But if
the German and Htalian styles, as far as they had hitherto
been tolerated in England, ill accorded with the taste of
Howard, much less accommodated to his judgment, or pre-
judice, was the new cast of composition introduced by the
foreign fancy, and rofined scores of Bachand Abel. Influ-
enced by the examples of the first, the vocal compositions
of our public gardens assumed a mew character ; while the
second introduced into our overtures, concertos, and sonatas,
a manner more florid and finished, but less bold and noble,
than the patterns presented to us by the genius of the great
master, whose style we had learned to love, and were
proud of being able to imitate. Even Arue’s ¢ native wood-
notes” changed their unadulterated sweetness; and Miss
Brent, as Mandane, sung her love in strains, tltat the com-
poser of Artaxerres could not legitimately call his own t.

* "Lampe, however, it is believed, did not long survive his arrival
at Edinburgh. )
+ Candour must confess, that in many instances, the doctor has
decorated this fine operaswith Italian passages taken from the best
5
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Soon after this, the talents of Battishill and Baildon, Lin-

ley, and Jackson of Exeter, came into activity ; and grati-
fied the public ear with some of the fjnest anthems and
sweetest songs, best constructed elegies and” most pleasing
canzonets, of which English music can boast. In addition’
to the ngw styles introduced by Bach and Abel, Fischer,

vocal compositions then extaut. It is a curious fact, that the very
father of a style more natural and unaffected, more truly English
than that of any other master, should"have been the first to deviate
into foreign finery and finesse, and desert the natfve simplicity of his
country.

It was the foreign style brought on offr national stage in the
music of Artaxeraes, and its introduction of the talents of Signor Ten-
ducci, and Signor Peretti, that extorted from the satiric muse of
Churchill, the following lines, which, for the purpose of poetical deco-
ration, artfully exaggerate faults ; or, in the aagerness to reach certain
censurable objects, illiberally overlook an immensity of real merit ;=

Let Tommy Arne, with usual pomp of style,
Whose chief, whose only merit’s to compile,
Who, meanly pilf’ring here and there a bit,
music out, as Murphy deals out wit;

V' Publish proposals, laws for taste prescribe,
And chaugt the praise of an Italian tribe ;
Let him reverse kind Nature’s first decrees,
And teach ¢’en Brent a method not to please ;
But never shall a truly British age,
Bear a vile race of eunuchs on the stage :
The boasted work’s callcd pational in vain,
1f oue Italian voice pollutes the strain.
Where tyrants rule, and slaves with joy obey,
Let slavish minstrels poyr th’ enervate lay ;
To Britons far more noble pleasures spring,
In native notes while Beard gnd Vincent sing.

Rosciap, v, 718.

LLS



516 HISTORY OF MUSIC.

from whose taste and execution the hautboy received new
charms, created a style for himself; and while the toue and
expression of his mstrument delighted every ear, and affected
every heart, the novélty and liveliness of his fancy, and agi-
lity of his execution, excited the most agreeable surprise.
At the same time, Pinto’s, Barthclemon’s, ande Cramer’s
powers on the violin, and the expression of Crosdil and Cer-
vetto on the violoncello, attiacted and grautied the public,
and gave those mastesly performers considerable ascendancy.

The concert at Hickford’s having much declined, the
tasteful Mrs. Cornely was encoura«rcd to establish another at
Carlisle House, Solio Square, which was well attended, and
continued to flourish, till the institution of a third, in 1764,
by the united efforts of .Messrs. Bach and Abel; in which
the new compositions of those ingenious masters were exe-
cuted by the best performers ¥, Among the numerous practi-
cal amateurs of the violin, no one equalled the Earl ot Keclly,
whose overture to the Maid of the Mill, though somewhat flashy
and frothy, possesses some bold and spirited passages. Study
and practice under Swnutz made a competent composer and
performcr of a nobleman, who (as Pinto used to say) “ before
he lett England for Germany, could scar* tune his
JSiddlet.” Keeble about this time, produced in his stholar,
Burton, an excellent harpsichord performes. The composi-
tions of this master, if not profound, were new and fanciful,
and derived from his execution, which was varied and fasci-

* This concert subsisted for full twenty "years: and latterly, as-
sumed the denomination of the Professional Concert, under which
title it continned to flourish ull sbout the end of the last century.

4+ Dr. Burney, who had often heard th« Earl, once told me, that
he possessed a remarkably strong bow hand ; and that he marked and
expressed his passages With much emnphasis and meaning.
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nating, an interest which, perhaps, without the light and
shade imparted by his hand to whatever he played, they
would scarcely have been thought to possess *.

In 1787, the admirers of the modern%chool lost the great
abilities of Charles Frederick Abel; and the viof da gamba
its only skilful performer. This instrument, the thi, wiry
tone of which even the always pleasing, and frequently
learhied modulation of Abel, could scarcely render atuiacuve,
was practised with considerable success by the late M. Lidl,
who after much labour, obtained upon it a facile execution,
and just rendered bearable its nasal and ungrateful powers +.
Not long before the decease of Abel, the cefebrated violimst,
Lolliy visited England: and brought with him=considerable
skill in composition, and great and striking ability in perform-
ance. However, oo often freakish and eccentric, he caused
the soundness of his intellects to be suspected. His great
merits (for well did they descrve that epithet) were_slighted ;
and le speedily quitted the kingdom. [Irom 1774 to 1610,

* A movement in one of this master’s lessons, called the Courtship,
was, for many years, upop the harpsichord desk of every practitioner
in England.

+ It is perfectlysunaccountable, but not the less true, that Abcls
ear, fincly tuned as it is known to have been, was partial to the
crude, gratiug toncs of this instrument. The late Vir. Woleot in-
formed e, that at the table of a certain’ nobleman, Abel and himself
were part of a numerons company, in which the various qualities of
musical instruments coming under discussion, each guest was requested
by the noble host to name his favourite. One said, he preferred the va-
ricty and spirit of the vilin ; another was partial to the generous man-
Jiness of the violoncello ; a third adwocated the majesty of the organ; a
fourth was most sensible to the mellow murmuring of the hautboy,
and a fifth to the thrilling sweetness of the flute; when Abel, finding
that no one mentioned the viel da gamba, disdainfully rose from his
seat, and, sans ccremonie, quitted the room.
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London, or Bath, possessed the science and abilities, of
Rauzzini, as a composer and teacher.

About this period, the vocal fascinations of Mrs. Billing-
ton came forward;"a singer, who after due exercise and ex-
pericuce, first vied with, aud uitimatel} eclipsed, Madanie
Mara. The exquisite sweetness of her voice, (in no degree
partaking of the reedy tone of Mis. Weichsell, her mother)
the truth of her shuke, the variety and elegance of her other
embellishments, aud the passion and pathos of her expres-
sion, might well apologize for her excess in execution, and
ambitiou of soaring into regions that give a thready thinness
to the finest and most sonorous powers, and betray more
vanity than good tasfe. Among the English male singers of
this time, the three most prominent were Vernon, Champ-
ness, and Harrison,  The taste, rather than the voice, of the
Jirst, procured him much celebiity, as a tenor; the rich,
round-toned bass of the second, was universally admired, and
the limited strength and register of the tenor veice of the
third, was tolerably well counterbalanced by a specious
though tamc manner, that, with some hearers, induced a
favourable opinion of his skill and judgment *,

After the production of Dr. Arnold’s Resurrection, no
new oratorial music was brought forward until Marcli 1799 ;
when the Prophccy, a sacred oratorio it two parts, com-
posed by the author of this history, was performed to a very
crowded audience, at the Theatre Royal, in the Haymarket,

% The melody of Dr. Boyce’s divine tenor song, ‘¢ Softly rise, O
southern dreeze,” commencing on D beneath the bass cliff note, gra-
dually ascends to B flat, and thenceto F above the tenor cliff, thereby
most happily and appropriately expressing the progress of a gently-
commencing, and graduolly-ipcreasing gale: but this design of the
great composer, by singing the two first bars an octave higher thas
they are written, Harrison always effectually defeated.
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The reception of this piece was sufficiently favourable to en-
courage other similar efforts; and, he successively produced
his ode, British Genius, the words of which were chiefly
from Gray’s Progress of Pocsy ; his music to Pope’s Ode
Jor St. Cecilia’s Day ; and to Ossian’s Comala, a dramatic
romance ; his oratorio of Britannia, performed at Covent
Garden, for the bcenefit of the HuMANE SociETy ; and a
Thanksgiving Ode, repcated at St. Mary’s Church, Cam-
bridge, in 1800, as an exercise for lus doctor’s degree, and
afterwards at the Haymarket Theatre, preceded by the Pro-
Phecy, and a Secular Anthem, written for the occasion, by
Mr. Pye, the late poet laureat. In the same year, he com-
posedithe overture, melodies, and cheruscs to Joanna, a
dramatiggromance, in five acts, written by the late Mr. Cum-
berland ; two years afterwards, supplied the music of 4 Tiule of
Mystery, in two acts, translated from the French by Hol-
croft*; subsequently, produced the overture and songs in the
Fair Fugitives, an opera from the pen of Miss Porter; and the
overture and illustrative movements to the late Mr. Matthew
Gregory Lewis’s Rugantino, a melo-drame in two acts +.
During this period, or from a date somewhat anterior, to
about 1805, several gxcellent English composers exerted
their dlents and science to the honour of thgir country.
Among these are to be reckoned Dr. William ITayes, (Mus.

* A Tale of Mystery was the first melo-drame performed in this
country.

+ The reception of these different productions was various. The
oratorios and edes were all wanlmly applauded ; Joanna was per-
formed ouly sixteen nights; A Zale of Mystery excited loud com-
mendation ; T%he Fair Fugitives was ill received on the first night,
and condgmned on the second; Rugawtino was highly admirced ; and,

(s el as' A Tale of Mystery, continues a stock piece.
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Profess. Oxon) whose odes and anthems uniformly exhibit
.the master, and man of gepius ; the late Earl of Mornington,
rendered more illustrious by the talents displayed in his three
and-four part vocal compositions, than by his municipal title;
the ingenious physician, Dr. Harrington of Bath, author of
several well-conceived and highly-attractive glees ; William
Jackson, of Excter, the meiit of whose elegies, canzonets,
and songs, will always entitle his memory to respect ; Tho-
mas Linley, a sound musician, and the possessor of real ge-
nius; Stephcen Storace, an original, vigorous, and fanciful dra-
matic composer; Samucl Webbe, a glee composer, whose
celebrity was considerable, and merit above mediocrity; Wil-
liam Russell, a sourd musician, and man of geniudy and
Charles Dibdin, who, if his science was too shallowgand his
taste too coarse and common, to entitle him to a station
among real or polished masters, was the possessor of consi-
derable talent of a’certain description, and with unculti-
vated amateurs, stood deservedly high.

The cotemporaries and survivors of these musicians, are
respectable, both in their number and their pretensions., Dr.
Crotch (Mus. Profess. Oxon) might, long since, claim no
mean repute from the superior quality of his anthems ; and
his more recent production of an oratorio ( Palestine) ex-
hibits his theoretical knowledge, general powers of vocal
conception, and command of instrumental accompaniment,
in a light truly favourable to his character, as an original au-
thor in the higher province of composition. Dr. Whitfeld
(late Dr. Clarke) of Cambridge, has produced proofs of
his science, fancy and- ingenuity, too numerous, and too
strikifg, not to place him in the first rank of modern vocal
composers, whether for the chutch or chamber.  The variety
and excellence of the glees of Dr. Cooke, Dr. Callgott, and
Mr. Stafford Smith, demaud for their authors an emioentstafion
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among the musicians of their own age and country. The nu-
merous operatical, didactic, aud other productions of William
Shield, have acquired for him, and will mpintain, the fame
of a scientfic and highly-ingenious musidlan. Mr. Stevens,
ot the Charler-Hou;e, in the beauty and substance of his
vacal productions, (both sacred and secular; but more espe-
cially in bis glees) has eviiced a respectable portion of
learning, and a degree of genius, that have justly procured
him an honourable distinction in his profession; Sir John
Stevenson’s melodies are elegant, and impressive; Mr.
Howard has written some lighly pleasing music; and Mr.
Bishop’s dramatic compositions, admired, and deservedly
admired, as well for their riginality, as their mastery and po-
lish, are numerous as well as excellent, and reflect no trivial
honour upon English musical talent.

Among our instrumental composers, and executants, Mr.
Clementi, Mr. John Cramer, and Mr. Griffin, claim parti-
cular distinction ; not less on account of the force and no-
velty of their conceplions, than for the pathos and brilliancy
of which, under their hands, the piano-forte is rendered ca-
pable. On the organ, Mr. Charles and Mr. Samuel Wes-
ley, Mr. Adams, Mr. Jacob, and Mr. Greatorex, have con-
siderable claims upon the public attention ; and if the latter
of these gentlemenscannot be boasted of as an original com-
poser, or very profound theorist, he is a tolerable accompa-
nist and singing-master.

As a conductor, Sir George Smart stands alone; as
leaders, Viotti *, Mr, F. Cramer, Mr. Spagnoletti and Mr.
Weichsell, have filled, or now fill, their stations with great

* To the honour of this ingenious musician, it may be observed,
fhat his productions no less distinguish him from a mere violinist,
than his maaly independence and zealous attachment to civil freedom,

VO'L. 11, MM
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ability : and in the sphere of vocal performance, Braham,
Vaughan, and Incledon, Mrs. Dickons*, Miss Stephens,
and Mrs. Salmon, have largely shared, and amply merited,
the patronage of the public.

While these composers and performers have contributed
to the rational and refined amusement of their scientific, or
. tasteful auditors, a Pleyel has charmed the world with his
elegant and animating concertos and symphonies; the finished
and piquant overtures of Kozeluch have attracted every cul-
tivated car; Beethoven has sweetened science with the
suggestions of a strong and lively fancy; and the strength
and agreeable air of Winter’s and Cherubini’s overtures and
dramatic melodics, have gratified every country in Europe.

The mind of the reader, embracing this general view of
the state of Music in England, from the beginning of the
laste century to the present time, will perceive, that during
that period, a large und splendid portion of genius and scien-
tific eacellence has been exercised, and encouraged ; that if,
whatever the musical powers of which Greece might once
boast, modern Europe has eyinced its ability to conceive
and execute designs more elaborate and sublime, than any
“within the scope afforded by the apcient mnisons, octaves,
and discrepant intervals, in -the department of hérmoni-
cal coustruction, the lustre of this cowatry has not been
materially dimmed by the radiance of foreign models. If in

rai<e him above the servile sentiments too common to the musical pro-
fession.

* gustice demands my noticing, that to the merits of a powerful
and melliflnous voice, a sensibler and impressive intonation, and a
highly polished taste, Mrs. Dickons add: an intimate acquaintance
with the general science of music; and that, in a variety of manu-
script compositions, this lady has given evidence of talents that entitld
her to a higher rank than that of a performer.
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music, Italy has proved itself the region ol fancy, feel-
ing, and elegance, and Germany demonstrated its theo-
retical profundity, and felicitous contrivauce, England may
clain the honour of having united 2 respectable portion
of their diversified qualities ; may boast, that from their
contrasted garlands she has culled a consistent wreath
of her own; that in her Blow and lLier Purcell, her Greene
and her Arne, her Boyce and her Battishill, she has evinced
a power of deep research, a clear and prompt conception,
aud a taste and sensibility not uncongenial with the pathos,
dignity, and manly fervor indispensable to the production o

fine Music. '

THE END.

.

e
RAGNARD AND FARLEY,
.\‘kutr Stieety Lyndun.
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