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MEMOIR OF LEONARDO LEO.

Leonarpo L.eo was born at Naples in the year 1694. He
received his musical education at the Conservatory of
Santo Onofrio, which at that period was in the zenith of
its fame. Alessandro Scarlatti was the chief professor, and
Durante, Vinci, Porpora, with a host of other celebrated
men, were the fellow disciples of Lieo. Under the instruc-
tion of this truly great master, his progress was extremely
rapid. After becoming versed in the art of song, and of
vocal composition, and being furnished with all the re-
sources of counterpoint, he applied to instrumental music,
in which he also made great proficiency.

At the age of one-and-twenty he composed his first
opera, La Sofonisba, which was produced at the theatre of
his native city, and it met with success. Encouraged
by the applause with which his first effort was rewarded,
the youthful musician was excited to fresh exertions in
the same department of his art. Accordingly, in 1720, he
produced his Caio Gracco, several of the airs of which
were long popular.

The author of Notitia de’ Teutri di Venezia complains

this year of the enormous salaries of the first singers, and _

says, that more was then given to a single voice, than need
to be expended on the whole exhibition. Formerly, says
he, the sum of a hundred crowns was thought a great price
for a fine voice; and the first time it amounted to one
hundred and twenty, the exorbitance became proverbial.
But what proportion, continues he, does this bear with the
present salaries, which generally exceed a hundred sequins
[the sequin values 9s. 6d.]; and which has such an effect
upon the rest of the troop, that the demands of every one
go on increasing, in the ratio of the first singer’s vanity and
overrated importance. The consequences, indeed, are
fatal, when the performers combine, as often happens, in
a resolution to extort from the managers a contract for
certain sums, of which the uncertainty of success in public
exhibitions renders the payment so precarious.

In 1722 appeared his Tamerlano, and in 1723 Il Timo-
cralte, in which the principal characters were sustained by
Nicolini and the celebrated Tesi.

Dr. Burney says, * "The first opera of Leo’s composition,
that I have been able to find, is Sofonisba, which was per-
formed at Naples, in 1718, and the last, Siface, in Bo-
logne, in 1737. Between these he produced three operas
for Venice, and four for Rome *.”” 'This is incorrect; for
subsequent to the year 1737, we find the following operas:
La Zingarella, 1738 ; the comic opera, JI Festo Teatrale,
and the serious opera, Ciro riconosciuto, 1739 ; Achille in
Siria, 1740 ; and Vologeso, in 1744. * Leo,” says Dr.
Burney, “ also set the Olimpiade of Metastasio, in which
the duo, Nei giorni tuoi felici, and the air, Non s¢ donde
viene, are admirable; as also is Per quel paterno amplesso,
in Artaserse, the only air of that opera, by this composer,
that I have seen.”

Flexibility of talent was a distinguishing characteristic
of this master ; he adapted his style with equal success to
the serious and the comic opera. He was alike excellent

* History of Music, vol, iv. p.544.
Fes. 1829,

in each, and his first opera of the latter kind, entitled Cioé,
was received by the Neapolitans with such enthusiasm,
that it was represented on all the other theatres of Italy.
The subject of this piece is a man who has the habit of
adding cioé (that is to say) to every thing he utters, and
who, in endeavouring to be explicit, mystifies all who
come near him. The opera abounds with some well-con=-
trived and highly-ludicrous situations, and we have heard
an Italian composer of eminence give it as his opinion, that
this composition, if revived and retouched in the accompa-
niments, would not fail to become a favourite.

The rival of Vinci and Porpora in dramatic composition,
Leo was also desirous of emulating Durante in sacred
music; and as in the former department of his art he had
been by turns pathetic and gay, scientific and natural, so
in the latter he attained to eminence, and produced nume-
rous compositions of a character imposing, dignified, and
sublime. Among these works, his Miserere is particularly
celebrated for its profound knowledge of counterpoint, for
grandeur and purity of style, and natural and ingenious
employment of modulation and imitation. Several critics
of eminence have not hesitated to prefer it to the works of
the same kind by Allegri and Jomelli. Dr. Burney, in
speaking of this composition, says, * Leo’s celebrated
Miserere, in eight real parts, though imperfectly performed
in London, at the Pantheon, for Ansani’s * benefit, in 1781,
convinced real judges that it was of the highest class of
choral composition. More than forty voices were called
into action, and if there had been more frequent rehearsals,
I can conceive, from such movements as were correctly ex-
ecuted, that the effect of the whole would have been won-
derful, and have greatly surpassed all the expectation which
the high reputation of the composer, and the uncommon
magnitude of the enterprise, had excited t.”

Leo also set Metastasio’s two oratorios, La Morte di
Abele, and Santa Elena al Calvario. Of the latter Dr,
Burney says, that he had seen some very fine airs.

Specimens of this great master’s sacred compositions may
be found in Latrobe’s ** Selections of Sacred Music;” but
the finest parts of the Dirit Dominus, and many other
compositions by the same, are published in Mr. Novello’s
admirable FirzwirnLiam Music,

To Leo is attributed the invention of that species of
air, called by the Italians aria d’ostinazione, or obligato
air. His compositions in this style are highly classical,
particularly that beginning Ombra diletta e cara, which is
still known throughout Italy.

Leo was the founder of a school in Naples, that very
widely spread the fame of his country, and became a
nursery for those celebrated singers, who afterwards filled

®* Giovanni Ansani, or Anzani, was an ltalian singer and composer of
some eminence. He was of the irritabile genus, and his wife, the Signora
Maccherini, belonged to the same class, but far outvied her spouse in
violence of temper. It is said, that when employed in the same theatre,
if one happened 10 be applauded more than the other, which was sure to
be the case, as the lady was but an indifferent singer, they have been
known to hire persons to hiss the successful rival.

+ This Miserere is printed in the third volume of the Harmonicon,
page 196.
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the Ttalian theatres of the different European courts.
The Solfeggi which he composed for his scholars are yet
studied by those who wish to become scientifically ac-
quainted with the art.
work are of an unfading kind. Many of them are so un-
impaired by age, that Rossini has frequently availed him-

self of them ; and not a few of these flowers of song will be

found scattered through the operas of the grand maestro,
with no unsparing hand.

Among the most distinguished disciples of this master,
are, Nicolo Sala, author of the celebrated Regoli del
Contrapunto Prattico; Pascale Caffaro, Jomelli, Piccini,
Salvatore Bertini, and Adreas Fioroni.

The masses and motets of Leo, which are numerous,
and which, to all the learning of the seventeenth century,
unite a degree of expressive melody before unknown, are
carefully treasured in the libraries of the curious: several
of them- are still performed in the churches of Naples,
and latterly they have been heard at our provincial
meetings and London oratorios.

In respect to the art in which Leo was so distinguished
an ornament, it may be justly said, that what Alessandro
Scarlatti began, he continued; and that what Porpora
and Sarro had only indicated, he carried into effect and
completed. His efforts tended in a great degree to re-
lease melody from those restraints by which its besuties
were hidden, and its elements perverted. It came puri-
fied from his hand, and fresh in native grace and truth of
expression. His style is elevated without pretension, ex-
pressive without extravagance, and grand without inflation.

This great musician and reformer of the art died at
Naples, in 1745, at the age of filty-one. His death was
unhappily precipitated by an accident, to the effects of
which but little attention was at first paid. A tumour
gradually formed on his right cheek, which in time growing
to considerable magnitude, he was advised to have re-
course to a surgical operation; but whether from the un-
skilfulness of the operator, or from a bad habit of body, a
mortification ensued, which cost him his life.

The following is a list of his principal works. In Sa-
ered Music :—Santa Elena, oratorio ; La Morte di Abele,
oratorio ; Miserere (alla capella) for eight voices ; another
Miserere & 4 voci soli, col basso; a Dixit Dominus, for
four voices ; a Te Deum for the same; two Magnificats,
one for four, the other for five voices ; Cantata per il glo-
rioso San Vincenzo Ferreri, a D voct, con Strom.; Cantata
per il Miracolo del glorioso San Gennaro, a 5 voct, a
grande orch. Among his numerous masses, that for five
voices in B, is particularly distinguished ; of his various
motets, the two spoken of as entitled to the greatest praise
are, Hew nos miseros (alla capella) a b voci, and Jam
surrexit dies gloriosa, also for five voices.

In Music for the Theatre:—Sofonisba, 1718 ; Caio
Gracco, 1720; Tamerlano, 1722 ; Timocrate, 1723 ; Ca-
tone in Ulica, 1726 ; Argone, 1728; Il Cioé, 1729 ; Ari-
anne e Tesco, 1730 ; Olimpiade, 1731; Demaofoonte,
1732 ; Andromacha, 1733 ; Le Nozze di Psiche con Amore,
1734; La Clemenza di Tito, 1735; Siface, 1737: La
Zingarella, 17385 Ciro riconosciuto and Il Festo Teatrale,
1739 ; Achille in Siria, 1740 ; and Vologeso, 1744.

His other vocal works mentioned are—Serenata per JIs-
pagna, 2 parte, and Campanimenti Pastorali, 2 parte.

The only instrumental compositions of this master
known to be extant, are a set of T'rios, for two violins and
a bass, which are pronounced by Dr. Burney to be * su-
perior in correctness of counterpoint, and elegance of
design, to any similar productions of the same period.”

The ornamental passages in this |

ON THE CHARACTERS OF KEYS.

ON THE CHARACTERS OF KEYS.

To the Eprror of the HarvoNiCON.

SIR, Warwick, Jan. 6, 1529,
Your first number of the new year, page 6, con-

tains a sensible article, by T. S. R., on the Characters of
Keys, exemplifying at the same time a clear, simple, and
correct system of tuning ; near the close of which, he says,
—** Should the characters of certain keys appear to be
attributable to any other cause than that I have here sug-
gested, T shall hope to be set right by any of your cor-
respondents who may be better informed on the subject®.”

Now, Sir, although I do not pretend to more infor-
mation on the subject than your correspondent possesses,
yet I shall venture to commit to paper the few ideas that
have suggested themselves. In the first place, then, I do
not think that the peculiarity of keys,—I will not say cer-
tain keys, because, if the rule be applicable to one it must
to all, for all are differently imperfect,—I say, then, that the
peculiarity of keys does not depend wholly on the tempera-
ment in tuning or method of performing, butalso on the pilck
of the key or the grave and acute qualities of sound. To
these, probably, we may add a third auxiliar, namely, the
kind and quality of the instrument, and its centres, or foci,
in which sound concentrates after reflection ; for it is known
by the laws of acoustics, that * every apartment or con-
fined space has a certain musical note or noles proper to
it.” How far this may affect the characters of particular
keys, I leave for others to determine; but that it does
affect them I cannot doubt.

To those of your readers who are not versed in acous-
tics, the annexed figure, taken from Dr. Arnott’s Elements
of Physics, will illustrate my meaning more clearly.
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“Sound is reflected from smooth surfaces, and hence

| arise many curious and pleasing effects, called echoes,” &e.

“A regular concave surface, as eg, may concentrate
sound, and bring all which falls upon it, as from abed,
to the same centre or focus, at f, so as to produce there a
very powerful effect.”

“The concentration of sound by concave surfaces pro-
duces many curious effects both in nature and in art.”—
See his Work, p. 494 t.

It is evident that the flute, hautboy, and bassoon are
tuned on the same principle as the piano-forte, conse-
quently partake of a similar expression of melancholy in
particular keys ; and although the violinist be capable of
playing perfectly in every key, still he does not, though
he approaches nearer to perfection than performers upon
the before-mentioned instruments. So far this agrees with
T. S. R.; but what shall we say of the horn, trumpet, and

* In a note to the lives of Haydn amd Mozart, it seems to me that the
author has given an over-florid complexion to the nature of keys: he,
however, thinks “ it is sufficient to have hinted at these effects: to ac-
count for them (he says) is difficult.”

+ The whole of this admirable Treatise on Acoustics is worthy of at.
tention : its simplicity, ils ingenuity, its originality, its truth, all commend
it to the admiring observer of great Nature’s works,
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ON THE TREATMENT OF THE VIOLIN.

clarinet? the former two of these by means of their
crooks, and the latter by change of instruments, with
music properly adapted, are nearly as perfect in one key as
in another; yet there is a difference of expression in the
same, and each has its beauties, effects, and peculiar qua-
lities. The /Eolian and other harps are of this class, the
effects of which are widely different according to the
length, thickness, and tension of the strings, yet the
chords are perfection itself at any given pitch. After
these comes the human voice.

Undoubtedly, the most beautiful and perfect of all in-
struments is Nature’s own, or that which Nature has
made ; for the more we examine her works the more per-
fect they appear, and the less so those of her sister, but
feeble imitator,—Art. Now, this is the great question,—
Is the human voice alike perfect in all keys? 1 shall not
hesitate to pronounce in the affirmative : four persons
singing together, without accompaniment of any sort, will
produce as perfect harmony in the key of C with sharps,
as in any of the dozen. This proves that the pathetic, or
martial, &c. character of the key does not at all depend on
the temperament, or intonation, when applied to the voice.
What, then, can produce the phenomenon? It must be
the pitch, or grave and acute qualities of the key; and
yet I conceive that pieces performed a semi-tone higher
or lower than the real key, when persons are singing
without an accompaniment, the most delicate and scientific
ear could not detect ; but whole tones, or more upward or
downward, become very perceptible. If a glee, for in-
stance, in K flat, were sung without accompaniment, the
eflfect would be but little different from tlie same sung in E
four sharps or D two sharps *; for how frequently do even
our best performers, when singing in glees, fall imper-
ceptibly more than a semi-tone lower before they finish
than when they began ? Still the change of key produced
by such sinking, is a great offence to the sensible ear.
When an author composes a piece of music, he first deter-
mines the key, and afterwards confines his ideas to the
proper compass and expression of the voices, guided prin-
cipally by his instrument and the character of the key;
therefore the key-note, or tonie, should be held inviolate.

Having shown that the voice, when eniployed in sepa-
rate keys, is a very dillerent affair from an instrument, it is
this consideration that makes me object to songs, glees, or
any other vocal pieces being performed without instru-
ments t. Nearly all music is composed to some kind of
instrument ; consequently, to be given in perfection, the
piece must have the expression of the key in which it was
composed imparted to it, and this can only be done by
means of accompaniment.

We may conclude, then, that, principally from the im-
perfections in instruments, and from the pitch of the
key or the grave and acute qualities of sound, come the
character of keys; but, should my theory be false, I am
still open to conviction, and wish to see so interesting a
subject continued.

Perhaps, Mr. Editor, you will find space for these scat-
tered thoughts in your amusing and useful pages.

I remain, Sir, &c. J. S.

o

* There might be no difference perceptible by our correspondent, but
to us it would be very striking indeed.— (Editor.)

+ So far as relates to glees, which are intended to be unaccompanied,
we feel called upon to dissent from the opinion of J. S,—(Editor.)

'
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ON THE TREATMENT OF THE VIOLIN,
IN A LETTER FROM

THE CELEBRATED TARTINI.

TrE letter here presented to our readers, was published
by Dr. Burney, in 1779, under the following title: “ A
Letter from the late Signor Tartini to Signora Maddalena
Lombardini (afterwards Signora Sirmen). Published as an
important lesson to performers on the violin. Translated
by Dr. Burney.” This little tract having become scarce,
and its practical value to the artist coming recommended
to us by so high a name, we have been induced to reprint
it in our journal.

A LeTTER, &C.

Padua, March 5, 1760.

MY VERY MUCH ESTEEMED SIGNORA MADDALENA,

Finping myself at length disengaged from the
weighty business which has so long prevented me from
performing my promise to you, a promise which was
made with too much sincerity for my want of punctuality
not to afflict me, I shall begin the instructions you wish
from me, by letter; and if I should not explain myself
with sufficient clearness, I entreat you to tell me your
doubts and difliculties, in writing, which I shall not fail to
remove in a future letter.

Your principal practice and study should, at present, be
confined to the use and power of the bow, in order to
make yourself entirely mistress in the execution and ex-
pression of whatevercan be played or sung, within the
compass and ability of your instrument. Your first study,
therefore, should be the true manner of holding, balancing,
and pressing the bow lightly, but steadily, upon the strings ;
in such a manner as that it shall seem to breathe the first
tone it gives, which must proceed from the friction of the
string, and not from percussion, as by a blow given with
a hammer upon it. This depends on laying the bow lightly
upon the strings, at the first contact, and on gently pressing
it afterwards, which, if done gradually, can scarce have
too much force given to it, because, if the tone is begun
with delicacy, there is little danger of rendering it after-
wards either coarse or harsh.

Of this first contact, and delicate manner of beginning a
tone, you should make yourself a perfect mistress in every
situation and part of the bow, as well in the middle as at
the extremities ; and in moving it up, as well as in drawing
it down. To unite all these laborious particulars into one
lesson, my advice is, that you first exercise yourself in a
swell upon an open string, for example, upon the second
or a-la-mire : that you begin pianissimo, and increase
the tone by slow degrees to its forlissimo ; and this study
should be equally made, with the motion of the bow up
and down, in which exercise you should spend at least an
hour every day, though at different times, a little in the
morning, and a little in the evening ; having constantly
in mind, that this practice is, of all others, the most dit-
ficult, and the most essential to playing well on the
violin. When you are a perfect mistress of this part of a
cood performer, a swell will be very easy to you; begin-
ning with the most minute softness, increasing the tone
to its loudest degree, and diminishing it Lo the same point
of softness with which you began, and all this in the same
stroke of the bow. Every degree of pressure upon the
string, which the expression of a note or passage shall
require, will by this means be easy and certain; and you

| will be able to execute with your bow whatever you please.

E 2
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28 ON THE TREATMENT OF THE VIOLIN.

After this, in order to acquire that light pulsation and
play of the wrist, from whence velocity in bowing arises,
it will be best for you to practise, every day, one of the
allegros, of which there are three in Corelli’s solos, which
entirely move in semiquavers. The first is in D, in
playing which you should accelerate the motion a little
each time, till you arrive at the greatest degree of swift-
ness possible : but two precautions are necessary in this
exercise ; the first is, that you play the notes staccato, that
is, separate and detached, with a little space between
every two: for though they are written thus,

they should be played as if there was a rest after every

note, in this manner,
-»-
03 N N s ﬁﬁ#
G N R

The second precaution is, that you first play with the
point of the bow ; and when that becomes easy to you, that
you use that part of it which is between the point and the
middle ; and when you are likewise mistress of this part
of the bow, that you practise in the same manner with the
middle of the bow ; and above all, you must remember in
these studies to begin the allegros or flights sometimes
with an up-bow, and sometimes with a down-bow, care-
fully avoiding the habit of constantly practising one way.
In order to acquire a greater facility of executing swift
passages in a light and neat manner, it will be of great
use if yon accustom yourself to skip over a string between
two quick notes in divisions, like these,— j

Of such divisions you may play extempore as many as
you please, and in every key, which will be both useful
and necessary.

With regard to the finger-board, or carriage of the left-
hand, I have one thing strongly to recommend to you,
which will suffice for all ; and that is, the taking a violin
part, eithm;l the ﬁlﬁt or second of a concerto, sonata, or
song, any thing will serve the purpose, and plavine it upon
the half-shift, that is, with th[; ﬁf")st finger Epc};n ig'i nnI:.he
first string, and constantly keeping upon this shift, playing
the whole piece without moving the hand from this
situation, unless A on the fourth string be wanted, or D
upon the first; but, in that case, you should afterwards
return again to the half-shift, without ever moving the hand
down to the natural position. This practice should be
continued till you can execute with facility upon the half-

shift any violin part, not intended as a solo, at sight.

After this, advance the hand on the finger-board to the
whole-shift, with the first finger upon A on the first
string, and accustom yourself to this position till you can
execute every thing upon the whole-shift with as much
ease as when the hand is in its natural situation; and
when certain of this, advance to the double-shift, with the
first finger upon B, on the first string; and when sure of
that likewise, pass to the fourth position of the hand,
making C with the first finger upon the first string; and
indeed this is a scale in which, when you are firm, you
may be said to be mistress of the finger-board. This
study is so necessary, that I most earnestly recommend
it to your attention.

I now pass to the third essential part of a good per-
former on the violin, which is the making a good shake,
and I would have you practise it slow, moderately fast,
and quick ; that is, with the two notes succeeding each
other in these three degrees of adagio, andante, and presto ;
and in practice you have great occasion for these different
kinds of shakes; for the same shake will not serve with
equal propriety for a slow movement as for a quick one;
but to acquire both at once with the same trouble, begin
with an open string, either the first or second, it will be
equally useful ; sustain the note in a swell, and begin the
shake very slow, increasing in quickness, by insensible
degrees, till it becomes rapid, in the manner following :

t!'n'f'.

but you must not rizorously move immediately from
semiquavers to demisemiquavers, as in this example, or
from these to the next in degree—that would be doubling
the velocity of the shake all at once, which would be a
skip, not a gradation ; but you can imagine between a
semiquaver and a demisemiquaver intermediate degrees
of rapidity, quicker than the one, and slower than the
other of these characters; you are therefore to increase in
velocity, by the same degrees in practising the shake, as
in loudness, when you make a swell. You must atten-
tively and assiduously persevere in the practice of this
embellishment, and begin at first with an open string,
upon which, if you are once able to make a good shake
with the first finger, you will with the greater facility
acquire one with the second, the third, and the fourth or
little finger, with which you must practise in a particular
manner, as more feeble than the rest of its brethren. I
shall, at present, propose no other studies to your appli-
cation ; what I have already said is more than sufficient, if
your zeal is equal to my wishes, for your improvement. I
hope you will sincerely inform me whether I have ex-
plained myself clearly thus far; that you will accept of
my respects, which I likewise beg of you to present to the
Prioress, to Signora Teresa, and to Signora Chiara, for
all whom I have a sincere regard ; and believe me to be,
with great affection,
Your obedient and most humble servant,
Gi1userPE TARTINI,
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OF MUSIC IN SPAIN.

ON MUSIC IN SPAIN.

" Tue following article is taken from a work of considerable

interest, which is shortly to make its appearance, entitled
Mémoires d'un Apothicaire sur la guerre d’Espagne, and
which is to form a part of the Collection des Mémoires con-
temporaines. Political events, the anecdotes of the day,
and interesting details on the theatres and music of the
Spaniards, and the manners and customs of this nation,
written in a spirited and original manner, enliven the
more sombre details of war and its attendant horrors.
The author of the work is a medical gentlemman whose
name is not unknown in the musical world ; we may have
occasion to quote from other parts of his work that bear
on the subject of music.—(Révue Musicale.)

The Moors were fond of musie, and cultivated it as
a science. There are existing, in the library of the
Escurial, various manuscript treatises of Alfarabi and Ali
ben Alhashani, on the music of the Arabs; but they
contain little that is interesting to the amateurs of the art.
The Moors established a school of music at Cordova, and
the pupils formed therein are said to have been the delight
of Spain, and of the Arabian dominions in general.

The Spaniards possessed the same taste as the Moors,
and imitated them by establishing schools in which the
art was professed. They founded a chair of music in the
university of Salamanca, where it still exists. St. Isidore
of Seville is one of the patriarchs of the musical art.
Bartolomeo Ramos, an Andalusian, after having been pro-
fessor of music in Salamanca, was called to Bologna, In
Ttaly, by Pope Nicholas V., to fill the same situation in
that city that he had done in the former; the school of
music thus founded at Bologna afterwards rose to
uncommon celebrity. He published a treatise which was
twice printed in 1434 %, Antonio Cabezon, of Madrid,
and Angela Sigé, a learned lady of Toledo, wrote upon
the same subject, in the beginning of the following
century. To them succeeded Nassaré and Lorente. The
treatise of Nassaré far exceeds in value all the works of
his contemporaries, and served to form the chapel-masters
of Spain. Rodriguez Hita laboured, not without success,
to overcome a number of ancient prejudices ; he compesed
in a new style, and wrote a treatise, which, for its exacti-
tude, and the laconic form of its precepts, was held in
high estimation. He dedicated his work to the celebrated
Farinelli, who was at that time at Madrid, and enjoyed
the confidence of Philip V., and under his protection it
obtained the greatest success, and triumphed over the
efforts of the partisans of old-fashioned dogmas, who, in
the first instance, had banished it from their colleges
as a work replete with heresy.

[The anecdotes given by the author of Farinelli, and the
influence he obtained with the monarch by whom he was
protected, are too generally known to render it necessary
to repeat them here.]

- — —

* The writer has here been betrayed into an error; it was in 1482
that Ramos de Pereja’s book was printed. It is entitled De Musicd
fractatus, sive musica practica. Bononie, dum eam tbi publicé legeret,
smpressa, xi Man, 1482. The second edition appeared in less than a
month after, with this addition to the title : Editio altera aliquantulum
mutala Bonomie, die Junii, 1482, In this work Ramos attacked the
doctrine of Guido Aretinus; Nicholas Burci of Parma warmly undertook
the defence of the monk of Arezzo, in a pamphlet of a very violent kind.
Ramos made no reply, but Spataro, his pupil, published, in 1491, an

apology for his principles, which provoked a very severe reply from
Gafforio.
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Among the composers and contrapuntists of the
Spanish school, the most distinguished are, Bails, the
Padre Tosco, the Abbeé Eximeno, Morales, Ortiz, and
Remacha. The latter, who was maestro di capella to
Charles IV., died a victim to the simplicity of his heart.
He remained at his post on the arrival of the new king,
Joseph Napoleon, and did not quit it at the departure of
the French; but when Ferdinand VII. came, he drove
him from his situation. The musician was astonished at
suffering that injustice from his own monarch which he
had not experienced from conquerors and strangers, and
took it so deeply to heart, that he fell a victim to grief and
disappointment. Iedesma, another composer of merit,
whom political reasons oblized to fly his country, sought
refuge in England, where he now teaches with success.
The Spaniards claim the invention of temperament, and of
the basso conlinuo, or figured base. The first was disco-
vered by Bartholomeo Ramos, the second by Juan-Luiz
Viana, whose name has by several writers been converted
into Ludovico Viadana, on the supposition of his having
been an Italian composer *.

There are no other composers of music in Spain than
the maestri di capelli, and they produce no music but
that of the religious kind. The king's chapel is a con-
siderable establishment, and well endowed ; all the situa-
tions are obtained by competition (per oposigion); and
such is the case in all the cathedral churches.

The taste for music is very general in Spain; the piano-
forte already begins to take the place of the guitar, and
Italian is sung in preference to the native language. The
musicians attached to the different national theatres used
to compose the fonadillas and zurzuellas ; but for above
thirty years past this custom has ceased. There is at pre-
sent an Italian opera at Madrid, Barcelona, and Seville ; all
the masterpieces composed in Europe are heard there, and
their beauties duly appreciated. At their concerts the best
pieces of the German, French, and Italian schools are per-
formed. The celebrated Boccherini composed all his
quatuors and quintetts at Madrid, and the productions
of that highly-gifted master are still preserved there.

The most known among living composers are, Frederici,
director of the king’s chapel, and Juzenga, his associate,
both Italians ; Doyagiie, chapel-master and canon of Sala-
manca, a man of superior genius ; Nielfa, chapel-master
to the Incarnacion at Madrid ; Carnicer, who succeeded
Mercadante in the direction of the Italian theatre at Ma-
drid, author of Elena y Constantino, and Lusinano, two
serious operas, which are great favourites with the public.
Carnicer is the only Spaniard who has devoted his talents
to theatrical composition; his manner is vigorous, and his
melodies full of grace and originality. He was in London
in 1826, and published some good Spanish airs, notturnos,
&e.t To these names may be added Moretti, whose musi-
cal grammar and School for the guitar, but more particularly
his spirited songs, have obtained him a great name; Sor,
Aguado, and Ochoa, professors on the guitar,and composers
of considerable talent. Nor must I forget to mention Don
Virués y Espinola, a general in the army, and a poet and
musician of ability : he is the author of several theoretical
works on music, which as yet have only been circulated
among his friends in manusecript, as well as of several

* It was Yriarte, the author of the celebrated poem on Music, who
originated this mistake. In the notes to his third canto, he has attributed
to the said Luiz Viana a discovery which, unduuhledlf', belongs to Ludo-
vico Viadana of Lodi, who was a maestro di capella of some note at
Mantua.

1 See Harmonicon, Vol. 1V, pages 75, 76.
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quatuors and symphonies. There is also another name
which T must not pass over in silence, for few men were
ever gifted with so fine a talent. Juan Carlos de Arriago
was a native of Bilboa, and received his education at the

French conservatory. This young composer, who died at
Paris in 1826, at the age of nineteen, united to an imagi-
nation of the most brilliant kind, a knowledge of counter-
point that would have done honour to the most experienced
musician. Only one work of his composition has been
published; it is composed of three quatuors for two vio-
lins, viola, and bass, which display the inspiration of a
musician born to effect vast improvements in his art.

Among the singers of this nation, the most celebrated
are the family of Garcia, the Senhora Aurigo, and Madama
Albini, all of whom have distinguished themselves upon |
the principal theatres of Europe®.

There are engravers of music at Madrid and Barcelona,
but few foreign compositions, however, are printed there.

The distinguishing character of music purely Spanish,
is great vivacity of rhythm, which even borders on vehe-
mence in compositions of a lively kind. Most of their
national airs are in the ternary movement, and in the
minor mode. The species of music in which the Spanish
most delight is the romance ; they have several beautiful
compositions of this kind : the song is of a languishing and
drawling cast, and almost always finishes smorzando.
Their lively airs terminate suddenly; the tonadilla, Yo
que soy conlrabandista, the seguidilla, Es el amor un ciego,
the tirana, Iba un triste calesero, are known examples,
which will give a pretty accurate notion of all these different |
kinds of airs, the greater part of which are traced out upon
nearly the same pattern. The guitar is the instrument
most generally employed ; it is quite as national as their
beads and their chocolate, and is to be found in every
house, from that of the peer to the barber. The Spanish
guitar is constructed with double strings, each pair being
tuned in unison, with the exception of the lowest, which
are tuned in octaves. All play the guitar; all have a
tact in playing it, from the amateur who performs por
musica, as they express it, to the artist who employs it
professionally (aficionado.) These aficionados allow the
nail of the fore-finger and thumb of the right hand to
grow to a considerable length, for the purpose of pro-
ducing more neat and decided tones. As the cigarilo is
also constantly held between these nails, they acquire a
yellow tinge, which seems to be considered as ornamental.
The rasgado [from rasgar, to scrape] is the favourite mode
of playing the instrument among the peasants; almost
every leading chord is formed by striking all the strings
together with the thumb or back of the hand. This ras-
gado has no unpleasing effect, where an aficionado, or
some bright-eyed Segnorila, introduces it with judgment,
and 1mparts to it variety of expression. The song of the
Spaniards is full of feeling ; their inflections of voice are
highly impassioned, and their features, in playing, assume
a variety of expression, analogous to the sentiments
ultered.

Serenades are very frequent in Spain; the nights in
this climate being so beautiful, and the lovers so unwearied
in their gallantry. The innamorata steals to the window of
the maiden of his heart, and favoured by the silence of |
night, breathes all the fervour of his soul in the romances

* The two latter certainly have distinguished themselves, but by any-
thing rather than their superiority. As to the family of Garcia, tl):e
father was once a clever singer of the florid school ; and the daughter
succeeds in the same style: but the mother was wretched, even in the

meanest parts ; and the son is a very poor crealure, I

which he sings, in which, as the Lindoro of the theme, he
does but describe himself. Sometimes he comes attended
by his companions, and then a number of voices and guitars
are heard in concert ; the favoured Segnorita listens from
behind the curtain, proudly conscious of the power of her
charms, and readily distinguishes the voice which goes
most nearly to her heart.

The Spaniards have no instruments peculiar to them-
selves. The castagnets, used by their dancers to mark
the rhythm of the fandango and bolero, and which they
employ with such grace and agility, have been known for
ages in Provence. The pipe and tabor of the Biscayans
are the same with those employed in the south of France.
The bagpipe of Gallicia and Catalonia resembles the
instrument of the same kind common in Beaujolais and
Auvergne. The pandero, which is sometimes of a round,
sometimes of a square form, in no respect differs from the
small drum or tabor. The zambomba does not merit
the name of a musical instrument ; the same may be said
of the dulzayna of the peasants of Valencia. The sounds
of this primitive kind of pipe are shrill and discordant;
scarcely any thing like a melody can be played upon it;
and, indeed, it more resembles the voice of a cat than
any other sound. The Valencians are, however, pas-
sionately fond of this miserable instrument; it figures in
their fétes and processions; the viaticum never leaves a
church, without being accompanied by a number of pious
pipers, who rend the ear with the screams of the dul-
zayna *,

From what is here said, and which I had abundant
opportunities to verify, music, properly so called, has
extended its dominion only to Madrid, and the larger
cities of Spain: the rest of the country is in almost total
ignorance of this enchanting art.

C. M. VON WEBER’S POSTHUMOUS WORKS.
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TONKUNSTLER'S LEBEN, EINE ARABESKE.

(THE LIFE OF A COMPOSER, AN ARABESQUE)
(Continued.)

CunarreEr THE FOURTH.
THE CONCERT.

[Of this chapler and the two following, nothing appears
but tke following oullines.]
O~ leaving my lodgings in the morning, I see a most in-
teresting young lady get into a coach—learn that her name
is Emily—am determined to inquire further respecting
her—Engagement of musicians—the obogist’s wife will not
allow him to come to terms, unless the same conditions are
agreed to with her friend the clarionet-player—scruples
with regard to precedency—at last six flutes are engaged,
and among them a dilletante, being his first periormance
on the instrument—am thus addressed by my landlord, on
my return to my lodgings: * So, Sir, you are going to
give a concert; it is known every where; the girl who
went to fetch our beer heard them talking it over in the
public-house.”—Evening comes—concert empty—all the
world gone to see the dancing-dogs, which had just arrived
in town—more than half my band decoyed away to this
exhibition, twenty-four kreutzers [one shilling] a head more

* The same kind of pipe was much used in France and other countries
during the midde ages; it bas also given its name o one of the stops in
the organ.
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having been offered them—the thought of Emily inspires
me, and makes me play my part with spirit.

Cnaprer THE FIPTH.

Departure for a larger town—feeling of solitude and lone-
liness among strangers—introduction to Dihl and his
friendly circle—who should I meet there but Emily, the
lady whom I had seen in the act of departure from X A
and who had made such an impression on my heart !

CHAPTER THE SIXTH.

Sleepless night—data for a musical madhouse.
[ Here occurs a break in the MS. of several chapters.]

CuAPTER THE FIFTEENTH,
LETTER TO ERNSTHOF.

Well, T have taken leave of my good friend A., and
have again dashed into the vortex of the world. I can
better endure the storms and buffets of fate, than the
gnawing pangs of disappointed hope that prey upon the
heart in secret. As the soldier learns to despise peril in
the dangerous sports of death, so will I acquire confidence
and self-possession amidst the trials and tumults of the
world.

I could never bring myself to admire those boasted
martyrs to their own fancy or enthusiasm, who have ren-
dered themselves illustrious either by self-destruction or
some other striking final chord.

The smallest flame has its moment of brightness, and
there is a moment (I might term it the focus in the
burning glass of existence) in the life of every man, in
which he feels himself enkindled, and capacitated to perform
something great.

The petty trials, the constantly recurring vexations of
daily life, are the true touchstones by which the glittering
gold of your philosophers is put to the test, and which,
when submitted to this scrutiny, is so often found to sink
into common metal.

How often has it fallen to my lot to observe minds, which
were called great, and which at a distance appeared so
estimable, and so free from imperfection, dwindle into the
most absolute littleness, when seen within the narrow limits
of the domestic circle. Abrouad, ever gentle in comport-
ment and pleasing in demeanour; at home, acting the
tyrant, and storming at the poor passive wife, if but a pipe
be laid out of its proper place. Calm and unmoved amidst
the ruins of a falling state; fretful and discomposed if but
a favourite flower droop and die.

Yet, knowing and feeling all this, how impossible have
I always found it—how impossible do I find it at the mo-
ment I am writing this—to soar above the annoyances of
the moment, and attain to any thing like the simple repose
of greatness.

What life is more full of perpetually recurring annoy-
ances, of petty evils and vexations, than that of an artist?
Free as a god, he ought to stand erect in the consciousness
of his power, and to be armed in his art as in a panoply of
steel.

The world, the world is mine!
can he exclaim, as long as he keeps from mingling in its
tumult ; but these airy dreams vanish, and the semblance
of power disappears, the moment he enters the empty circle
of action of every-day people.

Scarcely have I set my foot over the threshold, than I
am beset by such a host of evils and annoyances, that, in
spite of my experience, in spite of my resolution to perse-
vere, I would fain change my purpose and retrace my

steps. Were not single moments capable of compensating
long years of suffering; were it not for the certainty of
possessing a friend who anticipates my every thought,
what would become of me in this ever-renewed vortex of
conflicting feelings, in which my soul is tossed? _

Scarcely do I recognise thee again; thy figure flits
before my fancy surrounded by flames, like some divinity
encircled by a halo of glory. Never will the moment of
our meeting be obliterated from my memory. Amidst the
conflict of elements did fate cement that union, which the
base and the designing had attempted to destroy. O, let
me again recall to your remembrance the day on which I
lost all, and found all; let me renew the fading image of
those years, in which I experienced the tender cares of the
best of mothers—years which are the more precious, as
their number was so small. My father, who was then in
affluent circumstances, spared no expense in giving me the
best possible education ; I was the idol of his heart ; every
care was taken to instil into my mind, which was naturally
susceptible, an early love for the arts. The little talent I
possessed began to unfold itself, and was in imminent
danger of being ruined for ever; for my father knew no
other happiness than that of shewing me off. Every thing
I did was excellent ; to the numerous strangers who visited
our house, he cried me up as a prodigy; I was placed on
a level with the first of artists; and thus, without being
aware of the extent of the evil, he was gradually destroying
that feeling of modest diffidence, which is the life and soul
of youthful exertion. At this critical period, heaven sent
me in my mother a gnardian angel, who preserved me from
the precipice. At the same time that she convinced me of
my nothingness and insufliciency, she had the address not
to stifle the strugeling flame—not to cramp those ener-
gies which lead to excellence—but to give them a proper
direction.

At this period I was fond of romances, and frequently
ventured far beyond my depth. I travelled early into
the dangerous ideal world, but not altogether without
advantage ; from the images of the innumerable heroes
successively presented to my mind, I learned to cull out
the ideal of excellence. My father travelled with me;
I saw a great part of Europe, but only as in a mirror
or in a dream, for I saw it through the eyes of others.
I increased my stock of knowledge, and from being a
mere empyric, betook myself to theoretical works. A
new world was opened to me: I thought to exhaust the
treasures of all knowledge; I devoured all systems; I
blindly built my faith upon the authority of great names,
according to the estimation in which they were held in the
world, and—1I knew nothing !

At this period, my good mother died ; she had not laid
down any determinate plan for me to pursue, but she had
informed and stored my mind with those general principles .
which will ever form the props and ground-work of my
future life and conduct.

I lived with you in the same town; and though you
were an artist like myself, and on the same instrument too,
yet I was long on friendly terms with you, without cherish-
ing any other feeling than that of honourable emulation.
At length designing and malicious persons whispered into
my too credulous ear, that you had spoken of me and of my
talents in terms of disrespect; that you.were envious of
my growing fame, and had been devising a thousand
schemes to supplant me. My self-love was wrought upon,
and, poor weak mortal that I was, I suffered myself to
be imperceptibly betrayed into bitterness against you, and
ended by hating and despising you.
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The alarms of war broke in at this period, to disturb
the general repose. You had lately returned from a pro-
fessional tour, in which you had greatly added to your
former fame, and were about to proceed on another journey
of the same kind. I was desirous of following your ex-
ample, but could not obtain the consent of my father. At
this time a horde of plunderers overrun our little town;
and all was depredation and alarm. My father’s house
fell a prey to the flames. Distracted at the idea of losing
my favourite books, and forgetful of every thing, and of
myself too, I rushed up the burning staircase, and not
appearing for some time, was given up for lost. Scarcely
had I reached the street in safety, when I learnt, that at
the risk of your life, you had rushed into the flames to
save me. My breast which had been but too long
closed against you, was at once opened to the impressions
of love, gratitude, and affection. The entreaties of a
father, the urgent representations of the multitude, death
itself staring me in the face, nothing could prevent my
rushing into the burning ruins, to perform the same office
of affection in your regard, which you had exercised towards
me. Through waving flames, falling beams, and suffo-
cating smoke, I forced a passage, and found you, who
were anxiously seeking me. Forgetful of danger, we tlew
into each other’s embrace, and in the midst of the raging
elements, and at the momentary hazard of falling a sacri-
fice to delay, we cemented that bond of love which was
never again to be dissolved.

The generous service which you thus rendered me ; the
subsequent kindness with which you imparted to me
without reserve the fruits of your knowledge and experience,
showing me the world as it is, and not as it had been seen
in my day-dreams—teaching me to feel, that, after all, the
man is before the artist, and that due honour is to be paid
to the citizen and to the relations in which he stands ;—
how can I repeat all this, and not feel impressed with a
deep sense of what I owe you; with a desire to proclaim
zloud, that if you have given to the world an artist, he is a
grateful one, and that it is from your abundance he has
been replenished.

It is a source of painful reflection to me, that the very
course you took to serve me, should also prove the cause
of our separation. You gave me to reap the harvest of
that soil, which you had sown and prepared. The part of
Germany through which you intended to make a profes-
sional tour, where you were expected, announced, and
recommended, you transferred to me. If the rare self-
devotioun of an artist, in deputing another to fill his place,
raised the curiosity of many in my favour, and if the
incitement not to dishonour your recommendation gave
a new impulse to my exertions, and rendered my per-
formance not altogether unworthy of notice, to whom is
the merit due, but to yourself? You, whom I so misunder-
stood ; you, who with the generous heart and enlarged
soul of a true artist, thinking you recognised in me a
true vocation to the art, watched over my weal, and
laboured to promote my rising talents.

Those only who know the thousand ramifications
through which the interests of a professional tour are
spread—who know that the fame of an artist travels
through the world in a direction peculiar to itself, and
that the same sparks which emanate from genius will be
kindled into a flame in one place, while in another they
will be suffered to evaporate without notice—those only
can justly appreciate the greatness of the sacrifice which
you made in my behalf.

I, however, can duly appreciate it ; and if I now repeat
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it with honest pride and triumph of heart, it is because
I feel its value more sensibly than ever I did before.

See, dearest brother, how I am constantly betraying
myself; at one moment exhibiting a humbling pride, at
another a proud humiliation; alternately elevated and
depressed.

But am I a solitary instance of this? or am I to con-
sider it as belonging to the nature of artists in general ? [
could certainly wish that the latter were the case, but can-
not see sufficient reason for concluding it to be so; I
think it must rather be ascribed to that dark power, which
I feel at times bearing the mastery within me, and whose
weight I cannot always shake off.

But I think I see you laughing at my reveries : I there-
fore return to the purport of my letter.

It has often been a subject of regret to me, that all I
know both of the theoretical and practical parts of my art,
(and I have read and studied much,) has been learned in a
desultory manner; one part being tacked on to another,
rather than forming a consistent whole.

I have experienced the evil of this in many instances,
and particularly on a late occasion. A Doctor Medicine,

| 2 confoundedly shrewd fellow, applied to me to learn

thorough bass. He so pestered me with his whys and
wherefores, and setting at nought all the respect due to the
authority of great names, was so bent upon giving a
reason of his own for everything, that in spite of all my
book-learning, I was frequently reduced to silence. These
daily disputes grew at last so annoying, that I was obliged
to come to something like terms with my restive pupil;
I therefore at last succeeded in bringing him to agree that
certain things were to be taken for granted as allowable,
and others as prohibited, without stating the why, or
being at the trouble to learn the wherefore.

Itis said that Bach did this, that Handel would not
have done that, and that Mozart would have done the
other; and should a composer have the good fortune to
hit upon something which these geniuses did not, there
are not wanting those who would have it struck out of the
piece altogether, because no precedent can be found why
it should be so. In no art is there so great a want of
standard rules, of a sure foundation upon which to raise
the superstructure, as in music. It is always feeling, and
nothing but feeling—but who will have the presumption
to say—* mine alone is the right one? Henceforth, there-
fore, I am resolved to treat the art, like every other science,
conformably to school rules. To the disciple in other
sciences it is said : * You have first to learn this, and then to
proceed to the other; from such a principle such a con-
sequence follows; and so on till you are finished.” Finished?
you will say: assuredly; always understanding the term
relatively, and within certain limits,

[Here occurs a lacuna in the MS. of several chapters.]

CHAPTER THE TWENTY-EIGHTH.

Fragment of a Musical Tour, which may, perhaps, some
day make its appearance.

Tue Dream.

Delighted with the performance of an admirable symphony,
and satisfied with an excellent dinner, I fell into a gentle
slumber, and in a dream beheld myself suddenly trans-
ported back to the concert-room, where I found all the
instruments in motion, holding grand council under the
presidency of the sweet-voiced Oboe. To the right, a
party had arranged themselves, consisting of a Viol d’A-
mour, Basset-horn, Viole di Gamba, and Fliite Douce, each
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pouring forth melancholy complaints as to the degeneracy
of the present era of music, and full of regrets for the good
old times: to the left, the lady Oboe was haranguing a
circle of Clarionets and Flutes, both old and young, some
without keys, and some decked in all the finery of modern
additions ; and in the centre was the courtly Piano-forte,
attended by several sprightly Violins, who had been formed
in the schools of Pleyel and Girowetz. The Trumpets and
Horns had formed themselves into a drinking conclave in
a corner; while the Piccolo-flutes and Flageolets occasion-
ally filled the whole room with their squeaking and infantine
strains. Surveying the whole with an air of satisfaction,
the lady Oboe declared, that the whole of this arrangement
was admirable, quite & la Jean Paul, and in strict con-
formity with the system carried to such perfection by
Pestalozzi.

All appeared very comfortable, when, on a sudden, the
morose Contrabasso, accompanied by a couple of kindred
Violoncellos, burst into the room in a transport of passion,
and threw himself so impetuously into the director’s chair,
that the Piano-forte, as well as all the rest of the stringed
instruments, uttered an involuntary sound of terror.

“ It were enough,” he exclaimed, ‘ to play the devil
with me, if such compositions were to be given daily.
Here am I, just come from the rehearsal of a symphony of
one of our newest composers ; and although, as is known,
my structure is none of the weakest, and my constitution
pretty tough, I could scarce hold it out longer; five mi-
nutes more, and I am sure my chest must have given
way, and my life-strings have been snapped in twain.
Really, my friends, I have been made to bellow and bluster
like an old he-goat in hysterics! I any more such work
goes on, and I am left to do the duty of a dozen violins
and my own too, curse me if I do not turn kif, and gain
my livelihood by the performance of Miiller and Kauer's
country dances!”

First Violoncello (wiping the perspiration from her fore-
head). ¢ Certainly; cher pére is right; I am perfectly
exhausted by the task I have had to perforin. Never since
the operas of Cherubini, do I recollect experiencing so
violent an échaujfement.”

All the Instruments. *¢ Explain, explain!”

Second Violoncello. ** What? the symphony? No words
could explain it, and if they could, you would not endure
to sit and hear it. According to the principles which my
divine master, Romberg, instilled into me, the composition
we have just executed is a sort of musical monster, which
has no other merit than that of a vain attempt to be new and
original, at the expense of truth and consistency. Why, we
were here made to climb up aloft like the violins and"—

First Violoncello (interrupting him). *“ As if we could
not do it quite as well !”

A Violin. * Let every one keep within his own rank.”

A Viola. ““ Aye, or what will remain for meto do, who
stand between the two.”

First Violoncello. ** Oh, as to you, you are out of the
question. Your utility is merely to keep in unison with
us; or, at best, to produce a tolerable {remolo, as, for
instance, in Der Wassertriger [the Water-Carrier] ; but as
to what regards fine tone”’—

First Oboe. **Ah, as to that, who will venture to contest
the point with me ?”

First Clarionet. *“ Madame, you will surely allow us to
say something on that head. I suppose we may claim a
talent”’'—

First Flute. * Yes, for marches, and for pleasing the
holyday folks.”

Fes, 1829,

First Bassoon. *“ Who comes nearer to the divine tenor
than myself?”

First Horn. * Why, surely, you won't pretend to the
delicacy and power which all the world allows to me ?”

Piano-forte (with dignity). * And what is @ll this, com-
pared to the body of harmony possessed by me ? While
}'m:] are severally but parts of a whole, I am all-sufficient ;
and’ —

All the Instruments (vociferating together). ¢ Peace,
peace, braggart! You have not power to sustain a single
note.”

First Oboe. *“ No portamento.”

Second Flageolet. *“ Yes, there Mamma is in the right.”

‘Second Violoncello. ¢ If a stranger heard this uproar,
Ladies and Gentlemen, might he not say with justice, that
sticklers as we are for individual merit, we are, as a body,
the very foes to harmony.”

Trumpets and Drums (falling in, fortissimo).  Silence!
hear us /! What, pray, would be the effect of any composi-
tion without our assistance? Unless we kept the game
alive, who would applaud, think you ?”

Flutes. ** Noise delights vulgar souls; the true sublime
consists in the soft and the touching.”

First Violin. * And but for my conducling, in what a
pretty predicament would the whole of yoube! ”

Contrabasso (starting from the chair). * You will at least
allow that I sustain the entire effect ; and that without me
the whole would be nothing.”

Omnes (each starting up). *“ I alone am the life and soul
—without me no composition would be worth the hearing!”

At this moment, the Director entered the apartment; all
was agitation and alarm, and the different instruments
huddled into the corner together; they knew whose power-
ful hand could call forth and combine their powers.

“ What!” cried he, * again in open rebellion! Now,
mind me—the Sinfonia Eroica of Beethoven is about to
be performed ; and every one of you who can move key or
member will be then put in active requisition.”

“ O, for heaven’s sake, any thing but that!” was the
general exclamation.

““ Rather,” said the Viola, “let us have an Italian
opera ; then we may occasionally nod.”

‘““ Nonsense!”’ replied the Director, *“ you must ac-
complish the task. Do you imagine that, in these en-
lightened times, when all rules are set at nought, and all
difficulties cleared at a bound, a composer will, out of com-
pliment to you, cramp his divine, gigantic, and high-soar-
ing fancies? Thank heaven, there is no longer any ques-
tion as to regularity, perspicuity, keeping, and truth of
expression ; these are left to such old-fashioned masters as
Gluck, Handel, and Mozart. No! attend to the materials
of the most recent symphony that I have received from
Vienna, and which may serve as a recipe for all future
ones.—F'irst, a slow movement, full of short, broken ideas,
no one of which has the slightest connexion with another
—every ten minutes, or so, a few striking chords !—then a
muffled rumbling on the kettle-drums, and a mysterious
passage or two for the violas, all worked up with a due
proportion of pauses and stops. Finally, when the audi-
ence has just entered into the spirit of the thing, and would
as soon expect the devil himself as an allegro, a raging
movement, in managing which the principal consideration
is, to avoid following up any particular idea, thus leaving
more to the hearer to make out himself. Sudden transi-
tions also from one key to another should by no means be
omitted : norneed this put one out of the way ; to run once
through the semitones, as Paer, for instance, has done in
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his Leonore, and drop into that key which is most conveni-
ent, is sufficient, and you have a modulation off hand. The
grand thing is to avoid every thing that looks like a eon-
formity to rule—rules are made for every-day men, and
do but eramp the freedom of genius.”

While the learned Director was thus declaiming, sud-
denly a string of the guitar, which was hanging on the
wall near me, snapped, and I awoke, to my no small vexa-
tion, for T was in the high road towards becoming a great
composer of the newest school.

I ought, however, to have been thankful for the little
incident that had awakened me, for I had overslept
myself: and I hastened to put a finishing hand to the
piece that I had left upon my desk. On running it
over, I was delighted to find that it was nel according to
the recipe of the leamed Director, and with spirits buoyant
with hope, I went to finish the evening at the theatre, and
witness the performance of Don Juan.

(To be conlinued.)

THE LATE YORK FESTIVAL.

Tue accounts of the late Yorkshire Musical Festival were
audited on the 29th of December, and agreeably to our
promise (see our last vol., p. 248), we now submit a
corrected statement of the whole. As, however, we have
been favoured with the sicht of a minutely detailed aceount,
(except, indeed, of one department,) and as the ex-
penses of so vast an undertaking have exceeded those of
any former festival, it will prove an interesting record
for future reference, if we give the items somewhat more
fully than we had intended or expected to do. The excep-
tion alluded to will be readily seen to relate to the instiu-
mental performers, and glad we should have been had we
been enabled to state the precise remuneration which some
of the distinguished principals among them received for their
labours. We do not even find the names of Mr. Cramer
or Mr. Mori, the leaders, in the paper before us; and
while that of every tradesman or music furnisher is speci-
fied, there is no separate account of the respective charges
for the vocal and instrumental band. We have only room
to observe that this statement, defective, no doubt, merely
from the habit of considering the instrumental performer
as quite an inferior person in musical arrangements—
affords a strong corroboration of the truth of the remarks
which we have from time to time made on this subject.

RECEIPTS.
MORNING PERFORMANCES, £ 3. d £ s d
Patrons tickets a 21s. . s 2041 17 0
Other tickets a 21s. . . . 1631 14 0
Tickets a 15s. . . . ; 5285 6 0
Dittoa 7s. . i sl s . 1380 6 O
— 10339 3 0
EVENING PERFORMANCES,
Three concerts, (¥ e A . - . 2412 2 0
First ball, ; ; . : 247 3 0
Fancy ball, . ‘ 5 . 2246 0 O
2493 3 0
Casual admissions, . X : 39 4 0
Admissions to see the Minster, : 43 6 0
- 82 10 0
Books for the mornings, . 360 16 7
Ditto evenings, . ‘ ‘ 107 6 6
Ditto and tickets after the Festival, . 40 2 0
_— 508 5 1
Donations, £ " . a ) . 694 15 0
Sale of cloth, :natung, &r: . . - . 239 13 5
16,769 11 6

PAYMENT.
VOCAL FERFORMERs. £ 5. d, £ & &
Madame Catalani, . ; : 630 0 0
Madame Caradori, . . . 210 0 0
Miss Stephens, . 3 . . 210 0 0
MissPaton, . . . . . 210 0 0
Mrs Knyvett, . - . . 1056 6 0
Madame Stockhausen, . ; . 105 0 0
Mr. Br‘hﬂm, . . . 262 ]ﬂ 0
Signor de Begnis, . o . . 126 0 0
Mr. Vaughan, v o . ‘ 106 0 0
Mr. Phillips, - ? . . 94 10 0
Mr. W. huyvett . R “ 52 10 0
Mr. Terrail, . i ; . . 47 5 0
Me BT, o« e ok G 47 5 3
- 2205 0 O
Instramental performers and chorus, ® 4324 12 6
CONDUUTOR AND ASSISTANTS,
Mr. Greatorex, . . : . 150 0 0
Mr. Camidge, ‘ . ‘ " 100 0 0
Dr. Ulmi{lgE, . - . . 12'} 0 0
" Mr. White, ) . . - 120 0 0
' Mr. P, Knapton, . . . . 100 0 0
- — 590 0 0
Loan and preparation of music, . : ‘ . 295 3 9
Organ tuning and altering, &c. . e ol g a ‘ 66 12 ©
Refreshments for principal performers, 4 3 : 39 14 0

'PREPARATIONS IN THE MINSTER i=—

Loan of timber, " . . : 2108 9 11
Clﬂrlh lﬂ.d -ﬂﬂ'rd_' . . . . ﬂﬁﬂ 11 6
Carving, . i . . : 22 0 0
Ironwork, ‘ : ; . 78 10 11
Matting and bnggmg, < . 107 6 0O
Slating, ‘ . . 2318 0
Linen cloth, &r. o . ‘ . 62 7 0 -
Paperhu.ngmgs, . . . : 22016 0
Architects and clerk, - . - 196 18 0
Sundries, 5 . ; . . 15 1 5
— 3087 18 9
CONCERT ROOM.
Two gas chandeliers, " . . 163 8 0
Seat covers, s ‘ . " 83 2 0
Alteration of orchestra, . " . 413 12 6
670 2 6
Use of Assembly-rooms, ' . 105 0 0
Filting up ditto, . . 2 7215 2
s W7 15 2
Fitting up the Guildhall, "I 6 e 37 14 6
CONCERTS AND BALLS.
Lighting, &c. . . . ‘ 87 16 3
Refreshments, a A ‘ » 427 13 0
Quadrille band, i ; ‘ . 195 6 0
710 15 3
Engraving tickets, . . . - 262 13 0
Printing books, gl e 514 2 0
Miscellaneous printing, . . o 126 15 6
Advertising, . . . . . 364 11 3
Suliﬂﬂer}', &E.- . . . - 4.]' 13 0
—— 1313 14 9
Police, : - : = . : . i 302 9 .0
Attendants, . . 4 . . . . 278 2 0
Sundries, ‘ . ; - . . ‘ . 35 17 10
14,135 12 0
Balance, : . 2,631 19 6

16,769 11

After retaining 83.. 19s. 6d. for contingencies, the sum
of 2550.. was paid over to the Directors of the concert-room,
who, when they had paid 1010I. for additional accommoda-
tion and improvements to the property, and reserving 140/,
divided 1400/. among the four infirmaries of York, Leeds,
Hull, and Sheffield. 'The value of the chandeliers and
other fixtures retained, makes the total profit to the chari-
ties about 3000/, The sum of 60l. paid for lodgings for

a noble Duke, was discharged by the chairman from his
private purse,
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THE ORCHESTRA OF THE KING'S THEATRE
AND M. LAPORTE.

Tue dispute which for some months past has existed be-
tween the principal members of the Opera orchestra and
M. Laporte, having ended in an open rupture, and in the
resignation of nearly all the most efficient performers, the
latter have published “ An Explanation of the Differences
existing between the Manager of the Italian Opera and the
non-conforming Members of the late Orchestra. Written
among themselves,”—a pamphlet of fifty octavo pages,
very temperate in language, strong in facts, irrefragable in
argument, and convincing to all who are not determined to
support such an ulien as Bochsa against a body of most
respectable musicians, of native talent that may challenge
competition with the finest performers in Europe. Com-
petition, did we say!—where are to be found the equals of
such artists as Lindley, Nicholson, Willman, Mackintosh,
Harpur, &c. &c.?—they are not to be matched in the
world ; and yet an attempt is made to reduce their sala-
ries, now too low, and to degrade them, though already
too much depressed, by requiring them to sign conditions
which the humblest mechanics would revolt at ; and, what
is worse, more insulting than all the rest, to set over them,
with almost unlimited power, such a man as the notorious
Bochsa !—Nay, to call upon them now to bind themselves
to obey regulations not specified or even hinted at, but
such as it may hereafler suit the caprice or the personal
views of that man to issue!

Receiving this pamphlet just on the eve of going to
press, we have only time to make a few extracts from it,
and to add such remarks as occur at the moment.

A sufficing reason for the publication is given in a
short preface :—* It is probable that the following pages
would never have been written, had not a menace from
M. Bochsa, in October last, first suggested the idea, and,
indeed, intimated the necessity of a public explanation.”

The menace alluded to was uttered in demanding to
have on paper the objections of the band.—** I must,” said
Bochsa, ‘“ have a written proof of your refusal of terms,
as the whole of these proceedings shall come before the
public.” After a threat of this kind, M. Laporte cannot
complain of the orchestra for anticipating him. And
here let ns pause for an instant, to admire the progress
making by impudence :—a man like Bochsa talking of an
appeal to the public, is indeed a sign, an appalling one, of
the times! But let us proceed with the history of the
affair.

 The name of M. Bochsa is too well known to require com-
ment ; nor will it appear strange that such a man, selected as
Managenial representative, should, in advocating the cause of
his absent Principal, have frequently excited disgust, while
striving to produce conviction.

“ M. Laporte having been long in France, left M. Bochsa
charged with the commission of engaging such orchestral per-
formers as might be required. M. Bochsa summoned to his
presence at different times a variety of instrumentalists, by a
proportionate number of circulars. They appeared succes-
sively ; and, according to their respective temperaments, senti-
ments, or necessities, either signed or rejected the * New Re-
gulations.'!  Every principal performer of any celebrity
spurned the 1dea of affixing his signature to ¢ regulations’ ex-
acting obedience ‘ to all rules made, or that ma{; he made'—
regulations, too, proffered by the hand of a ! But we re-
serve exclamations for some future occasion, and proceed to
particulars. The importation of a ¢ whole French band, ready
to embark,” was menaced. * These were to be had at so much
a head ; and nothing but the (benevolent) ¢ desire of encou-
raging naiive talent,” prevented the certain influx of a swarm of
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hungry competitors. Ashamed of detaining the indulgent

reader, we will pass over these scenes in haste.

“ The attempt at intimidation having no effeet on su
stubborn or sceptical auditors, other devices were to be played
off; second instruments were urged, by the allurements of
Emmﬂtiﬂn, to supersede their long-tried friends, the principals,

eaders were applied to for the purpose of removing the effi-
cient and veteran Sp letti. Such acts generally failed ; and
those who declined the temptation look back with conscious
approbation on their conduct. However, a few, from various
motives, engaged with M. Boehsa ; and at last M. Laporte re-
turned to England. As, during his absence, it was a matter
of extreme doubt how far that gentleman would sanction the
‘ new regulations,’ the announcement of his return produced
the sudden determination of addressing to him a letter of re-
spectful remonstrance. This letter was written under strong
suspicions that Bochsa was the real author of the ‘ new regu-
lations.” The suspicion was the more probable, as M. Laporte
was previously distinguished by an apparent dislike to inter-
fering with the band ; and Bochsa had been several times heard
to say, that ¢ next season he would have regulations » dif-
ferent to the present.’” Who is the Solon that produced the
Code, in reality, has not yet transpired. Bochsa firmly denies
being the person, and protests that he has absolutely written
‘ sermons’ to M. Laporte, on the theme of its severity. (The
reader will not, perhaps, much wonder at the inefficacy of M.
Bochsa's ‘sermons;’ and hence, possibly, a part of our mis-
fortune.) But be the ment of invention whose it may, the
reader will perceive that the effect is the same to the band;
for (and we speak it with unfeigned sorrow) M. Laporte pro-
claims the ‘ regulations’ ‘ not unjust.’

The annexed is a summary of the ‘ Rules” proposed to
be inflicted on the band.

“ Fifty Operas to be given at the usual salaries. An un-
specified number to be given on Aalf salaries. And three to be
performed gratis. :

‘ For the purpose of carrying this plan into effect, we are
‘to well understand that the Performers are at a// times to be
at the disposal of the Manager if required (the performances
of the Philharmonic Society and King's Concerts excepted), and
no other engagement to be accepted, without the express sane-
tion of the Manager, who is to consider * how far such indul-
gence may interfere with the business of the theatre, or how far
it may tend to injure its interests.’

‘“ Payments to be made monthly.

““ ¢« Any infringement of these Rules, or of any that may be
made,’ is * to givethe Management discretionary power of penal-
ties and expulsions.’ ‘

“ ¢« An unpermitted absentee will be subject to an immediate
discharge, and to forfeit any proportion ot salary that may be
owing to him." "

The following obvious remarks are made on the above.

“ To play fifty nights on customary terms requires no com-
ment ; but to play on any occasion for Aalf price carries with
it a degree of degradation, not only inimical to our feelings as
men, but also (and surely it may be said without arrogance)
unjust to our reputation as professors. What man of respect-
able feelings and decent circumstances would subscribe to laws
that should leave him, for the time being, searcely anything of
personal liberty > To engage at a morning Coneert is forbidden,
because an Operatic Rehearsal may be called ; to engage at an
evening (Concert is prohibited, because an extra Opera may, by
chanee, seem a safe speculation.

‘* Thus, by an act of authority on the part of the Conductor,
we may be capriciously deprived of the profits of from twenty
to thirty Benefit Concerts, merely because a few Operas, at un-
fixed periods, are to be given at HALF price, and three perform-
ances at No price, during a space of many months.”

The just and liberal spirit in which this pamphlet is
written may be collected from the subjoined declaration of
confidence in M. Laporte’s good faith in money matters.

‘* In discussing the subject of ‘ monthly payments,’ we feel it
impossible to found an argument on a doubt of M. Laporte's
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integrity. So fully alive are we to the merits of his character in | is true that the amount for each rehearsal and performance

this particular, that we beg to add our testimony to the general
voice, and to declare unequivocally, that within the time of our
experience, no Manager has possessed a stronger claim to con-
fidence. Still, however, the arrangement is obviously objection-
able, as affording a dangerous precedent. One season spent
under such a mode of payment, and the practice will become a
custom. We grant that with M. Laporte there is no cause of
apprehension ; but who can say the same ofhis successor, who
probably may be an entire stranger? Yet be he who he may,
with what grace can we withhold from him the latitude allowed
to his predecessor ? Would not the refusal amount to almost an
insult? ”

The above extracts are contained in a letter written by
the members of the orchestra to M. Laporte, on the subject
of the proposed regulations. His reply is next inserted,
the arguments in which—very weak ones—are trium-
phantly combatted, and completely demolished in the *‘ Re-
marks on M. Laporte’s letter,” by which it is followed.

Tn order that, in perusing the following extract, the
reader may have the advantage of a comparison, he ought
to know that, one way or other, Madame Pasta and
Madlle. Sontag received something equivalent to 150/ per
night, if not more, for their performances last season ; and
that inferior performers got at the rate of 20, 30, nay 40..
for each night they actually appeared. Let these sums—
many of them paid to persons of ordinary talent—be com-
pared with the remuneration granted to men who have no
equals, and whose places cannot be adequately supplied.
But first we insert that part of M. Laporte’s letter to which

the extract is an answer.

“ « They're not humiliating [the rules] nor even new, as the
gentlemen who feel hurt at the proposal of half-pay for extra
nights, receive that very same half for the rehearsals of the
Philharmonic and Ancient Concerts, which are, in fact, very
excellent morning concerts, and are considered by the subscrib-
ers as important to the subscription as the evening ones.’ ™

Here is the reply.

« It is impossible to reply to this unmeasured assertion
without feelings of regret, that any man should have had his ear
abused by misinformation so gross, and his judgment warped
to a conclusion so erroneous.

“ The same performers who receive 2/. 2s. at the Opera, re-
ceive 31. 3s. for a much less fatiguing performance at the Phil-
harmonic. And those to whom M. }].:;pnrte pays 1/. 1s. and
under, receive for each of the aforesaid concerts 1/ 11s. 64.
So much for the two classes of nightly performances ; and now
for the rehearsals.

“ What allowance is made for those at the Opera? These
amounted to about sixty-five last season, and occupied, on an
average, from three to five hours each. The times fixed for
them would, more than once, have authorized our saying
“ Even Sunday shines no Sabbath day onme.” What remu-

neration has been given, or is proposed to be given, for those |

fatiguing duties? Not a penny! But the Philharmonie
acts upon a widely different principle ; and positively gives
12. 11s. 6d. for a morning's rehearsal of three hours, to the
same persons who at the Italian Opera obtain only 2/. 2s. for a
nightly performance of five hours. This proportion of payment
for rehearsals applies to every member of the Philharmonic
Band: and before we dismiss the subject, we will tell M.
Laporte, that the ‘Subscribers’ to this institution do nof
<« consider the rehearsals as important to the subscription ;' for
no auditor can enter the room during the rehearsal, without the
written sanction of the Directors. This prerogative is circum-
scribed by a boundary too narrow to admit any number that
can, in a professional sense, be said to constitute an audience.
Having despatched M. Laporte's luckless attempt at a hapless
arallel between the Opera and Philharmonic, we now pro-
ceed to the Hanover-square Rooms.
““The performers at the Ancient Concerts are generally (we

believe unexceptionably) paid upon the same liberal plan, It |

does not equal that of the Philharmonic; but still it far
exceeds the vaunted Opera. It is true, also, that the Ancient
Concerts admit subscribers to rehearsals; but then the per-
formers are paid for the entertainment they afford. Now the
Opera House, during last season, admitted at least as nume-
rous an audience to its rehearsals ; but imparted none of its
benefits to the Band, except, indeed, the edifying sight of
‘ honest Iago," on the stage, breaking the time with a long mop-
stick, in order to enhance his consequence by astonishing
the inexperienced. The Ancient Concerts, besides the above-
named advantages, possess others highly pre-eminent over the
Italian Opera. Their payments are secure and liberal, their
performances are regular, and their employment is permanent.
They have no Managers gifted with M. Laporte’'s mode of
reasoning—no conductors blessed with M. Bochsa's mode of
acting. They would not proffer a man chains, of unusual
weight and pressure, and outrage the feelings of nature by
telling him that there is not any evil in their coercion so long as
the wearer will bear them quietly. Such is the substance of
M. iiapurte‘s letter (paragraph 20), if it have any meaning
at all.”

The despicable figure made in this business by M.
Bochsa, is happily exposed in the subsequent pages of the
pamphlet, from which we have no space left for further ex-
tracts; but being published at the small sum of eighteen-
pence—hardly the cost price—it is worth the while of all
who feel interested in musical matters to put themselves in
possession of it forthwith.

The signatures to this * Explanation” are,

“ R. LINDLEY,

C. N1CHOLSON,
Tros. L. WiLLMAN,
JoHN MACKINTOSH,
Henry PrLaTT,
Tuos. HARPER,

S. P. A~xFossi,

F. W. CrovucH,

A word or two in conclusion : —

The gentlemen of the band complain of their being re-
quired to sign agreements for their part of the contract,
and to trust to M. Bochsa's verbal assurance for a liberal
construction of the conditions on his part. Now, though
we are by no means prepared to say that in such a
case they should have taken his word in preference
to his bond, it must not be forgotten that he has
already had many unpleasant things said about his signing
papers, and particularly in cases where he has represented
another person. M. Bochsa may have been through life
so correct a man in all his dealings, that he may continue
to grow older without the least desire to grow more Aonest;
but it is too much to suppose that, with all his experience,
he should not have grown wiser. We are, therefore, bound
to conclude that his determination to abstain in future
from signing papers has resulted from his experience of.
the unpleasant consequences which may occasionally result
from so doing.

If this our apology for M. Bochsa require illustration, it
will be found in the report of the proceedings of the Court
of Assize, in Paris, of the 17th Feb. 1818.

As to the liberal and correct intentions of M. Bochsa
towards the band, can there be the least shadow of doubt ?—
his former history will show what he is capable of doing.
Not to enlarge upon his conduct towards the performers
at the Oratorios, the students of the Royal Academy, the
present Opera band, and indeed to all who ever came
within the reach of his strange and unaccountable influ-
ence—conduct which we may safely venture to pronounce
unmatched in professional history,—his immortal fame.

Jas. TavLor,
WiLLMm. WAGSTAFF,
James RAEg,

Puirip PoweLt,
W. LiNDLEY,
GEORGE ANDERSON,

GEeorGE NICKs,
W. CaArp.”



THE AOLINA.

must for ever rest upon his doings in France, before our
country was benefited by his talents and his virfues.

The niece of Madame de Genlis, and also the son of
that deserted and ill-used lady, can bear testimony to his
domestic worth.

MM. Berton, Boieldieu, Mehul, and Nicolo, may vouch
for his personal integrity as a private friend, and profes-
sional associate.

Lafitte and Co., the Paris bankers, and the share-
holders of the Theatre Feydeau, can prove that a disincli-

nation to sign papers was not formerly among the failings
of M. Bochsa.
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This list of referees to the character of M. Bochsa
might be very much enlarged ; but were we to add to it
the Duke of Wellington, Count Pozzo de Borgo, Count
Decaze, and many other illustrious personages to whom
the fame of Bochsa is familiar, we might raise upon his
cheek, if not the blush of modesty, at least a hectic flush
arising from his consciousness of their being able to say
more of him than the state of his nerves would at all times
bear. |

How could the Opera Band ever have put themselves

in such a situation as to have cause of quarrel with sucH
A MAN'!

THE AZOLINA.

AKNDLEIVIAHNMND

ANOGIELYIRM D
ANOL X LVINMN D

We have great satisfaction in being enabled to lay before
our readers the most accurate and detailed account which
has yet been published of a new musical instrument, now
exciting in an unusual degree the attention of the public;
and to render our description of it more intelligible, have
prefixed to this article a correct representation of the most
complete form in which it has yet been manufactured, of
precisely the same dimensions as the original whence the
drawing wuas made.

The Zorina, from the, griginality of its construction
and the beauty of its effects, is a decided novelty in the
musical art: the expressive sweetness of its tones, the
richness of the harmonies it renders, and the contrasts of
its exulting swells and dying cadences, realize the poetical
descriptions of the Harp of Zolus, and greatly surpass its
practical results ; while the regularity of its scale gives it
advantages of the most important kind, which that instru-
ment does not possess. From the close resemblance of
its tones to those of this harp of the winds, and from the
analogous circumstances under which the sound is pro-
duced in both instances, the name of the ZEolina has been
derived.

A single Aolina is thus constructed. A row of from six
to ten parallel rectangular apertures, differing in length ac-
cording to the sound required, are made in a plate of
metal about two inches in length ; elastic metallic lamine,
or springs fixed at one end only, are then accurately fitted
to these openings, but in such a manner that they may
vibrate freely within them without touching their sides.
When at rest, the free ends of the springs stand above the
apertures, leaving them partially open, those producing
the graver sounds being more raised than the others, The

-

breath being directed against one of these springs, throws
it into a vibratory state, and the aperture is thus alter-
nately closed and opened; the current of air being in
this manner periodically intercepted and transmitted, con-
densed and rarefied, undulations are produced correspond-
ing in frequency with the vibrations of the spring. The
number of the vibrations, or the pitch of the sound, is de=-
termined by the length, thickness, and elasticity of the
spring ; nevertheless, the sound is not immediately pro-
duced by the vibrations of the spring, but by the peri-
odically interrupted current of air; and any other means
that can be devised for opening and shutting with the
necessary frequency an aperture through which a current
of air is directed, will produce the same sound. Thus Pro-
fessor Robison produced musical sounds by rapidly open-
ing and closing the passage of a stop-cock through which
a stream of air was passing ; an idea which has been im-
proved upon in the Svren, an acoustical instrument
invented by Baron Cagniard de la Tour,

The ZEolina represented in the wood-cut, consists of
three chords of ten notes each, tuned so as to form the
perfect major chords on the tonic, dominant, and sub-
dominant of the key of A. By this arrangement a com-
plete diatonic scale, extending through three octaves, is
obtained ; any unmodulating melody may, therefore, be
performed upon it, and be accompanied by the three simple
harmonies of the key. Some, more limited in compass,
are constructed only of two chords, and others again con-
sistbut of a single one. The latter are confined to the
imitation of the modulations of the Aolian Harp, and to
the performance of bugle-horn airs. The instruments under

| the improved forms we have described are manufactured
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only by Mr. C. Wheatstone, by whom they were first in-
troduced to the public at the Royal Institution in May
last ; but, in less perfect forms, similar instruments are
universally popular on the Continent. Those made by
Mr. W., with two or three chords, are set in ivory frames,
and all of them are made of argentumy or German silver,
a new metallie alloy, possessing many valuable properties.

To perform on the instrument, the side on: which the
separating ridges are placed should be pressed against the
mouth, and it should be held so that the springs may be
horizontal, and that the one corresponding with the gravest
sound may be the lowest in position. To produce thetones
a gentle breath alone is necessary ; but to give them every
degree of intensity, so as to render the crescendos and di-
minuendos perfectly effective, some management is requi-
site. The clearest sound is obtained when the internal
cavity of the mouth is enlarged to its greatest extent by
the depression of'the tongue ; or, which is the same thing,
when the mouth is in the position proper for pronouncing
the vowel 6. The lips must be sufficiently open to allow
the breath to pass through one, two, three, or more aper-
tures, as may be required, and the free ends of the springs
must be placed opposite the middle of the aperture of the
lips, so that the breath may be directed against those more
readily vibrating parts,

It now only remains for us to trace the history of this
invention. As a musical toy it has not been in use above
a year or two ; but we find the principle fully explained by
Dr. Weber, in his Leges Oscillationis, &c., published in
1827, and he refers us as his source of information to an
article by Strohmann in the Allgemeine Musiculische
Zeilung for 1813.  But the principle was many years be-
fore described by Professor Robison, in the Encyclopedia
Brilannica, under the article Musical Trumpet, and being
unacquainted with any prior claim, we are bound to assign
to this distinguished philosopher the merit of its invention.
As the passage in which his experiment is described is in-
teresting, and an instance of a principle susceptible of a
variety of useful applications having been allowed to re-
main entirely neglected till its re-discovery at a later period,
we shall terminate the article by inserting it. After de-
tailing several imperfect attempts made by him to imitate
the tones of the Aolian harp, he adds :—* Other methods
were tried which promised better : a thin round plate of
metal, properly supported by a spring, wasset in a round
hole, made in another plate not so thin, so as just not to
touch the sides. The air forced through this hole made
the spring plate tremble, dancing in and out, and produced
a very bold and mellow sound. This and similar experi-
ments are highly worth attention, and promise great addi-
tions to our instrumental musie.”

We reserve for a future number the descriptions of
other applications that have been made of this beautiful
and useful discovery, which will show our readers that
Professor Robison’s anticipations are in a fair way of
being fully realized.

EXTRACTS rrom T DIARY or A DILETTANTE.
[Resumed from page 20.]

Dec. 29th, 1828. The New York papers tell us that
much regret is felt in that city on account of the disper-
sion of the Italian Opera, which made an attempt to gain
a settlement in the western hemisphere. What a few
dozen talkers say in such matters, particularly if they are
people of condition, is generally assumed as the opinion of

the many, and often erroneously, as in the present case;
for a friend settled in New York informs me, that the
operas, got up so imperfectly as they were, pleased only a
few who ape the taste of London and Paris, and were dis-
approved by most sensible people. But the loss incurred
by the enterprise is the best test of the opinion entertained
of such representations.

A Philharmonic Society is established at Washington.
I naturally expected that my correspondent: would be brim-
ful of the praises of Haydn, Mozart, and Beethoven,—of
symphonies, overtures, and quartets ; but ne !—it appears
that the music-loving society have performed—what?—
The Poor Gentleman, for the benefit of the ungentleman-
like poor of the city! So much for the lovers of harmony
in the American capital.

30th. ** A Birmingham Amateur” has addressed a
letter to ““The Dilettante,” for the purpose of adding to
his *‘ collection of curious and diverting specimens of
newspaper criticism.” From among the number of cases
sent, I select three, of a writer in a merning paper who
pompously announced that he had made a journey to
Birmingham, on the occasion of the last Festival, in order
to judge for himself. The first proof of skill given by this
musical Aristarchus was, in an account of an evening con-
cert, in which, said he, * Mozart's Sinfonia, (Jupiter) was
sung in fine style by the whole assembled chorus.’” His
qualification was next shown in the following opinion:
—* Mr. Bellamy sung * Thus saith the Lord of Hosts’
very creditably, but the part should have been assigned to
Braham.” He then resolved to once more call evidence of
his ability, to confirm the belief of his readers in the pro-
fundity of his musical knowledge, and Bellamy was again
his witness, who, he says, ‘ gave as much effect as the
limited compass of his voice (an agreeable counter-tenor)
would allow,” &c. The proprietor of the paper put him=
self, methinks, to very unnecessary expense in sending
such a reporter-extraordinary; a common porter would,
most likely, have succeeded far better in a mission of the
kind. If I mistake not it was the same intelligent critic
who onee assured: his readers, that Miss Stephens * led
off the Hailstone Chorus in fine style.”

January 1st, 1829. I am glad to read some good re-
marks on our national opera in the Sun of this evening;
a continuation of an article commenced a few days back in
the same paper. But the author is mistaken when he
supposes that the genuine opera—that is, where the
dialogue is thrown into recitative—is adopted in Germany.
The German opera is a melodrama, like our own, and I
am not aware of the existence of a single one in that
country constructed after the Italian model. His strictures
on the size of our theatres, the engagement of Stars, and
the system of encoring, are quite just, and ought to make
some impression. I wish, however, that the writer would
divest himself of a prejudice which, perhaps unconsciously,
is lurking in his mind against one or two popular per-
formers, who rather follow than lead the public taste,
and therefore are not responsible for the barbarous state
in which it appears in our winter theatres, owing to: the
clamours of a few half-drunken, vulgar people, and the
apathy, the non-resisting spirit, of the major portion of the
audience.

4th. The French seem just to have discovered the
merits of Beethoven’s symphony in C minor. At the first
performance for the present season of the Socicté des Con=
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certs,)on the 21st of December, this stupendous compo-
sition was performed, and received with {ransports of
admiration, almost amounting to frenzy. It met with
nearly as warm a reception at the Philharmonie Concerts,
no less than sixteen years ago, when, owing to the deter-
mined perseverance of one or two of its members, it was
there performed, for the first timé out of Germany. Some
resistance was made to its introduction; even Salomon
thought it mad and impracticable,” and was only induced
by the earnest entreaty of a friend he much valued, to
consent to lead it at a rehearsal, by way of giving it a trial.
But when the band had got through about one-third of the
first movement, he stopped, and, with that candour which
so strongly marked his character, exclaimed, ¢ This is
the finest composition of Beethoven that ever I heard !”

The French orchestra on the above occasion, covered
themselves with glory, we are told; and, doubtless, they
did it justice, for'they havean abundance of skill, and their
enthusiasm is unbounded. Nevertheless, if the audience
were so affected at the performance of this composition by
a band to whom it was new, how would they have felt had
they heard it executed by the Philharmonic orchestra, to
which it 1s almost known by heart ?—Strait waistcoats
would have been necessary.

6th. At Berlin thereis an annual exhibition of musieal
instruments ; and at the last, a piano-forte, with pedal
notes, manufactured by M. Schleipe, was shown, and en-
tirely approved by the many professors who examined its
mechanism and tried its effect. Should ‘these get into
general use, a considerable change may possibly be
brought about in the style of music for this instrument,
which, for some years past, has been losing that high
character which it had attained in the early part of the
present century. On this subject a Sunday paper ob-
serves, that “ rapidity of exeeution will, by-and-bye, give

‘way to the beauty of full performance ; for, in the former,

after a certain degree of skill is obtained, the pleasure of
the hearer does not increase in proportion as the performer
becomes more and more brilliant in his execution; whereas,
in ‘the latter, the greater the number of parts going, and

‘the greater their distinctness and expression, the more com-

plete will be the hearer’s delight.” Certain it is, that

‘whatever new mvention shall correct the present fashion-

able 'style—and novelty alone can combat it—will be
heartily welcomed by those who know how to discriminate
between good and bad in the art. Pedals will give a

greater solidity to piano-forte playing, and bring harmony

more into request. But they are not without their danger;
some half-dozen or so of coxcombs will, perhaps, acquire
an agility of toe, and give us galloping passages an
octave below gamut.  This will be worse than 'the
Linklers, the extra additional notes, and make us wish

again for the tyranny of the fingers, rather than that of
the feet.

9th. Tue Purp-Devious.—When a man is so well
known that all communication, except by direct advertise-
ment, with the honourable part of the London press is
denied him, let him form some sort of lizison with a coun-
try editor ; let him send his paragraphs to this friend, who
probably will insert them ; and thus, as articles of news,
they may creep into many respectable journals, without
being, for some time at least, detected. Such paragraphs
I call puffs-devious. ‘Whoever will look into a certain
Sussex journal may immediately understand what I mean :

‘have their own purposes to answer.

much truth as prevents the falsehoods from being sus-
pected—that the renowned M. Bochsa has formed exactly
the connexion which I describe, and thus occasionally, and
in disguise, gains his point by a délour. The paragraphs
in that paper relative to the Opera House, its repairs and
performers, (half of which, however, are obliged to be con-
tradicted the following week,) are of this description. The
wandering Jews too, or Bohemian Brothers, set up by
Bochsa and Co., come in for their share of notice, which
they owe to the same influence. I am curious to know if
the purveyors of subjecls to the Edinburgh anatomists have
their particular journal also. If not, they are ‘less adroit,
not half the men of the world, that I took them for.

11¢k. “The harmony of the King’s Theatre,” says the
Examiner of to-day, *“is at present disturbed by the
machinations of the * * % ¥ ¥ % ¥ Profassor, who is
‘at his dirty work again.” It seems that he is employed
in the work of retrenchment, and has commenced with the
weakest and those who are least able to contend with him.””
—The Eraminer is, however, I suspect mistaken, and the
fellow will find that he has at length roused a spirit which
will not easily be allayed. Give @ dog rope enough, &e.
““ Had he endeavoured,” continues the writer, * to lower
some of ‘the salaries of the principal singers and dancers,
little might have been said against it.”” Here is another
error; the principals of both these classes always find
champions among a certain few of the subseribers, who
‘“ But no,”—the
writer goes on,—** he attacks the performers in the orches-
tra, whose acquirements have cost them years of trouble
and exertion, for which they reap less emolument than any
other branch of the musical profession. * * * ¥ % x * % %
The aforesaid highly-respected professor not only wants to
reduce their salaries, but to bind them down not to per-
form at concerts, unless with the permission of the ma-
nager ; so that all concerts and musical performances, not
held under his auspices, are to be deprived of the first ta-
lents in our eountry! KEven LinprLey, the favourite, and
almost the pet of the public, is to be pushed from his stool,
to make room for some foreign performer, most probably
at higher pay, and certainly without half the talent; for it
is understood by every one acquainted with the state of
music on the continent, that he is altogether withont a
rival.” The man’s object is so thoroughly exposed in a
letter from one of the band, published in the Harmonicon
for last October, that it is.needless to say another word on
the subject.

The following lines appear in the same paper :—

THE REPLY.

‘““ Bah ! —talent I" quoth Ntex,—*“ why, scarce one of the band,
““From Leader to Drummer, can sign his own name."”
His auditor answered, ‘“"Tis true, that each hand,
“ In signing your rules seems reluctant or lame ;
“ But each can write his own name, (I'll vouch for my brothers)
*“ Though they yield you the palm, N1ick, in signing another's.”
Tue Ovurcast oF AN OurcasT.?

12th. There is so much good sense in the following re-
marks on MoperN Lyric Poerry, published in The Spec-
lator, last December, that I must give them a place in
my Diary. The writer, however, is not perhaps aware,
that many of 'Purcell’s songs betray a great disregard of
accent, though he was purity itself, compared with many
of his contemporaries. The fact is, and it ought not to be
concealed, that if composers were taught to read lyric

he will perceive—by minor articles which contain just as | verse, they would rarely sel it wrong, as regards accent,
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“ Musical criticism does mot furnish a more frequent
censure than that of defective accentuation. The blame of
such a charge does in some sort lie with the composer;
but the weight of the fault is certainly lightened, when we
consider that the writers of songs, who are generally
ignorant of music, and consequently unskilled in the
choice of words fit for singing, often lead them to use such
as jar against the ear, and are wholly restive, even under
the most careful and artful disposal of the composer. Ex-
cept Moore’s Melodies, which exhibit good specimens of
elegant and correct vocal poetry, the best songs, in point
of smoothness and good accent, happen generally to be
the most nonsensical; for where the authors have not
been fettered with a meaning, they have had more leisure
to be euphonious. The songs of PurceLw, and Dispin’s
Sailor Songs, show that the English language, when pro-
]:n?rl:,r written and set, flows as naturally out of the mouth
in music as any, except the Italian. The present prevail-
ing fashion of a ditty in England, is a bastard production—
neither French, German, Italian, nor native, but a mixture
of the whole. We have been infested with waltz tunes
from Germany and France; and our music has been so
mixed with the melodies of various nations, that it is per-
haps no wonder if our language does not well amalgamate
with a style so heterogeneous. Greater art and some
study of music are to be wished in the writers of songs.
MEeTasTasio was 8o sensible of the delicacy and nicety
requisite in adapting poetry to music, that he spent his
whole life in perfecting himself in the knowledge of them.
Others among the Italian writers have done the same.
MozarT’s operas are throughout but an impassioned kind
of talking. In musical matters of a higher aim than the
mere amusement which is found in songs, it will be found
that the truth of expression depends more on accent than
is thought. A powerful effect cannot be produced where
a bungling artist leaves bare his ill-working machinery
for the beholder to laugh at.”’

13th. The Courier uf this date contains some account
of a Societd Armonica, which is neither more nor less
than an indirect puff of a certain buffo singer. I have
no right to object to this gentleman’s profiting by a sys-
tem which has become so general, but I do object to the
latter part of the paragraph, which may lead the unwary
reader to believe that Miss Childe, whose talents are there
said to have been publicly developed by the person alluded
to, is his pupil. She is the scholar of Signor Coccia, who
brought her before the public at the Hanover Square
Rooms, in 1827, where she appeared to infinitely greater
ild\ antage than on the stage at the English Opera

ouse.

16th.—The annexed is an account of the sums received
at all the theatres in Paris, (the Italian Opera excepted,
which is by subscription,) during the two months of No-
vember and December last; in francs and centimes :(—

S c.

Académie Royale de Mumque, 86,311 00
Théitre Francais, - 64,413 36
Opera-Cnmlque, - - 83,786 61
Odéon, - - - 25,487 05

- Théitre de Madame - 110,425 70
Vaudeville, - - - 54,782 10
Nouveautés, - - - 92,422 50
Carried forward 517,628 32

| or £41,723.
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Brought forward 517,628 32
Variétes, - - - 114,334 55
Gaité, - - - 70,433 S6
Ambigu-Comique, - 53,593 85
Porte St. Martin, - - 124,426 05
Cirque, - - - 120,955 20

Total, - 1,001,371 83
Net produce, - - 792,752 70
Rights of Authors, - 72,068 43
Tax, for the poor, - 91,033 80
Ditto, paid to the Grand Opera, 45,516 90

Total, - 1,001,371 83

It will be seen by the receipts at the minor
theatres, how much melodrames and vaudevilles are in
Paris preferred to the legitimate drama and regular
opera.

17th. The writer of a letter in the Spectalor of this
date, defends the conduct of M. Laporte, in his dispute
with the Band of the Italian Opera, denying the right of
the public to interfere in the matter; and grounds his
argument on the fact of the theatre being a monopoly.
This, in my mind, is the very reason why the public are
entitled to interpose : a monopoly of the kind could not be
suffered on any other terms. What! grant a man an exclu-
sive right to furnish a commodity, and at the same time
keep no check over him,—divest yourself of the right to
inquire into the goodness of the article he alone is licenced
to provide! Such a doctrine was never heard of before.
I do not mean that he is to be rendered liable to legal in-
terference, but I do mean that he is to be governed by
public opinion; and how is such opinion to be declared
except through the medium of the press? It is not enough
to say, * if you do not like my performers, stay away.”
This could not be endured, for there is no other Italian
Opera to go to; and if it is proper to have such a place
of public entertainment, it is quite monstrous to allow a
manager virtually to shut his doors in the public face ; for
such, in point of fact, would be the effect of allowing him
to engage persons whom nobody would go to hear, or to
reject those whose talents, and theirs only, the public
approve as a means of entertainment.

As to the Opera being a losing speculation, I assert
that it generally has been a profitable one; and, if well
managed, could not fail to be a very lucrative concern
to the lessee, as well as a cheaper and better place of
amusement to the subscribers and to the public in general.

e —

MISCELLANEOUS,

Mr. and Mrs. Knyvett, Mr. Vaughan and Mr. Bellamy,
are now on a professional tour through the northern coun-
ties and the south of Scotland, which has proved tolerably
successful.

Mr. R. A. Smith, precentor of St. George’s church,
Edinburgh, died lately in that city. He was the author
of several vocal compositions, sacred as well as secular;
among the latter of which is the popular song of “ The
Flower o' Dunblane. But he deserved well of the musical
world, chiefly by his publications on Scottish and Irish
minstrelsy.
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Review of Music,

Tie MusicaL Buou, an Album of Music, Poetry, and
Prose, for m.pcce.xxix. 4to. Edited by F. H. BurNEY.
(Goulding and D’Almaine, Soko Square.)

IN our last, we cast a glance at the ornamental parts of
the present volume, a publication which may claim the
merit of being the first-born of musical annuals; for
though something on a similar plan preceded it, so far as
relates to the actual time of appearance *, yet it proved a
complete failure, and will soon be forgotten by the few
who happened to open it, if not already vanished from
their memories.

We have now to direct our attention to the interior of
this work, and, regardless of all extrinsic allurements, to
examine with an unprejudiced eye its musical pretensions
chiefly, taking a slight view of the pages devoted ex-
clusively to poetry and prose.

To begin then with the musical part. This comprises
seventeen compositions,—twelve vocal, four for the piano-
forte, and a quadrille. Of unset poetry there are five
pieces. The prose consists of two tales, and a comic
sketch.

Mr. Bishop has a larger share of the volume than any
other of the contributors. He supplies four pieces; two
arrangements, and two original compositions. Of the
first are,—The harp of Ossian, from the powerful pen of
the Lttrick Shepherd, and worthy of it, set to an expressive,
charming Scotish air, with a judicious accompaniment of
simple chords ;—and “ My Emma, my darling,” an invi-
tation to the pleasures of a town life, written by the same,
but in a very different, and by no means so happy a
strain ; the melody, which is unknown to us, being much
on a level with the words. His two new productions
are,—* Oh! tempt me not with jewels bright,” a song in
rather a common style, both words and musie, and set
without much respect for prosody. Thus we have tro-

chees for iambﬁses,—:(_)ﬁ imﬁpf, and To me, instead of

Oh tempt and To me, &ec. His other composition, a glee,
for soprano, countertenor, tenor, and buase, * While the
moon shines bright,” the poetry by Mr. J. Pocock, shews
the experienced and able harmonist ; but we cannot think
that either the music or the measure of the verse is well
adapted to the words: to be in character, this dirge should
be sung extremely slow ; in which case, however, some of
its effect would be lost, for we suppose largo, not molio
adagio, to be intended, though no direction is given.

Mr. Rawlings has one song, ** I have known thee in
the sunshine,” written by Mr. T. Haynes Bayly, whose
part in it pleases us more than that of his colleague, for
there is much feeling in the poetry and but little in the air,
the latter assuming in some degree the manner of the
guaracha. The accent too—(we will have a starling

taught to repeat this word)—the accent is continually
e g.

€rroneous.

I have lov'd thee for thy sweet smile when thy

—

* See Harmonicon for December last,

Fen. 1829.

“ smile” is obviously the emphatic word, therefore the
accented part of the measure is its proper place, The
passage may be amended thus ;—

——a "

I
e O

I have lov'd thee for thy sweet smile when thy

The trochees “ beauty,” *“ sickness,” and * proud ones,”

should have had one quaver to each syllable, and the suc-

ceeding monosyllables ought each to have taken two
quavers; thus:—

N ® 7 |
—®
s o o e H
B — J
beau - ty, and thy bloom.
sick - ness, and thy gloom,
proud ones  of the earth,

If Mr. Rawlings compares the above with the following,
which is his own, he will, we feel assured, be candid enough
to acknowledge the correction,

: =

[ |
— — @ S

':'; - 2 V. I

~—” ’

beau - ty, and thy bloom
sick = nmess, and thy gloom
proud ones of the earth

This is a subject we have often dwelt on, and shall
continue to press, knowing its importance, and being per-
suaded that much of the indifference, not to say dislike,
to vocal music, felt by many people of excellent under-
standing and taste, arises from the composer’s neglect of
prosody.

False Rosabel, a song, written by Mr. Bellamy, and
composed by Mr. C. Horn, is in a familiar style, and will
be admired by those who like passages and cadences which
have received the sanction of time.

Mr. Barnett’s name appears twice in this volume: first
to a duet, *“ Will you come where the sweetbriar grows ?”
written by the ingenious Mr. Stoe Van Dyk, whose recent
death we, in common with many others, have much de-
plored ;—and a song, *“ Now the lamp of day has fled,”
the words by Mr. R. Ryan. The duet is very pretty, and
here and there exhibits something like novelty. The
second part might in two or three instances be made to
sing better, but as a whole this is easy and will generally
please. His song, though wanting variety, and possessing
no remarkable feature, is in a style that will secure many
suffrages in its favour.

Both the words and music of a song, *“ My gentle lute,”
owe their birth to Mr. S. Lover, a name quite new to us.
We cannot refrain from expressing our surprise that a
poet knowing enough of the mechanism of musical com-
position to set his own verses, should have been guilty of
such numerous and glaring prosodial errors. Independently
of these, his present production is not destined to im-
mortalize him either as poet or musician. In the latter

G
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character he assuredly is not likely to gain any reputation
for originality of thought or elegance of manuer.

We pass on with much pleasure to a song in the Scotish
manner, ‘“ Pledge me brim to brim,” written with a great
deal of point and spirit, by Mr. Fitz-Ball, and composed by
Mr. Rodwell. There is so much simplicity, such unaf-
fected ease, in the whole of this, that it has every chance of
becoming popular. Would that we could speak in the
same terms of the next thing we turn to!—a song, The
Dream, by Sir John Stevenson, to which we are obliged,
not without considerable regret, to assign a very inferior
rank amongst the pieces in this volume ; a duty the more
painful, because the poetry, by Mrs. Cornwell Baron Wil-
son, is remarkably beautiful, and worthy of an equal and
happy match in its union with the sister art.

To the instrumental portion of this work Mr. Burrowes
and Mr. Holder have contributed waltzes, the aim of which
is to stir up, to exhilarate, by a certain gaiety of manner,
and they succeeded, though both are more remarkable for |
animation and correctness, than for invention. Mr, Kiall-
mark’s air and variations are rather feeble. But there is
some elegance in another thing of the same kind by M.,
Valentine: it is easy, and though not new, is not charge-
able with that wearying triteness which 1s now almost as
common as poaching, swindling, and murder. The quadrille
is composed of airs from the popular French opera, La
Muetle de Portici, and well arranged for the piano-forte.
Of Weber's last composition, his waltz in Ab, republished
here, we need say nothing ; it appeared in the Harmonicon
for December last; our readers therefore may form their
own opinions of its merits.

The prose pieces in this volume are three in number ;—
The Craig Foot, or The Smuggler's Son, * a tale, founded
on fact,” by Edward Fitz-Ball : —Il Fanatico per la Musica,
“ by a Musical Amateur,”—which might have been called
The enraged Diletlante, for it is built on Hogarth’s Enraged
Musician :—and The Music-master of Venice, a brief nar-
rative, by Richard Ryan. On these we cannot bestow any
very high encomiums ; but though they possess no charms
for us, they may nevertheless amuse others, whose tastes |
may, perhaps, be far superior to our own.

By the perusal of the unset poetical part, however, we
have been extremely gratified. This consists of a moral
poem, by Mrs. Cornwell Baron Wilson, under the title of
The place for all!'—The Maid of Neidpath, by Sir Walter
Scott ;—and The Lady of Kienart Tower, *‘ alegend of the
Riesengebirge *,” by J. R. Planché.

Mrs. C. B. Wilson, in unaffected, elegant, harmonious
verse, shews the true stations for different ages, conditions,
and ranks. An exalted morality breathes through the
whole of this short poem; the language is polished and
forcible, the imagery natural, and the colouring warm. Four
detached stanzas we iunsert, by which a tolerably correct
notion may be formed of the whole.

*“ Where is the mother's place 7 Beside
Her infant’s cradle-bed ;

Watching with all a matron’s pride
Th* expanding blossom spread ;
With patient love, unwearied care,
Training each leaf unfolding there.”

- - - - -

Where is the patriot’s place ? Beside
His liege King's regal throne,

Stemming Corruption’s *whelming tide ;
Not striving for his own

But country’s good ; her weal the end

And point o which his actions tend,”

L] L] - L] - L] L L] L] L] L] L] L L]
e ——

# The Riesengebirge is one of the giant-mountains in Silesia,

““ Where is the Hero’s place ? The field
Where struggting foemen lie,
When Valour hifts his spear and shield
For native liberty.
If conquering, with an arm to save :
If conquered, filling Glory’s grave !’

L ] - - - - - - - - » - - . -

The next stanza points out the place chosen by the rich
man, not the station where he ought to be found.

“ Where is the Rich-man’s place ? Alas !
Too ot where Fashion’s train
Throng, the best hours of life to pass
In follies light and vain ;
While Pleasure fills her goblet high,
And wakes unhallowed revelry.”

Sir Walter Scott relates, in four delicious stanzas, the
catastrophe of a story well known in Tweedale ; every line
is a picture, and every thought full of exquisite feeling.

The tale narrated by Mr. Planché is of the fair, but cruel
Cunigunda, whose history is told at length in Russel’s.
German Tour, and we hope will operate as a warning to
all proud, flinty-hearted damsels.

We will not close the present article before we have
stated, as in justice we are bound to do, that The Musical
Bijow is brought out in a very liberal, superior manner,
and, all the circumstances of the trade considered, at a
price, which the most frugal must agree with us in think-
ing remarkable for its moderation.

SACRED MUSIC.

PurceLl’s Sacrep Music, Edited by Vincent NoveLLo.
No. 1. (The Editor, 66, Great Queen Street, and all
the principal dealers.)

Mr. NoverLo is no lingering publisher; his appearance
generally follows close at the heels of his prospectus : and,
moreover, he performs with equal punctuality the promises
he holds out.

This is the anthem written by command for the thankse
giving ordered in 1687, by James II., when his queen was
declared in a state of pregnancy. From its mournful
character,—adhering to the key of G minor with remark-
able pertinacity—the Protestant party might, half in joke,
half in earnest, have given Purcell the credit of joining in
the suspicions and fears excited on that occasion; for a
less joyous composition, from beginning to end, can
hardly be imagined. The flat 3rd, however, was in high
favour at that period, and employed indiscriminaiely
without any regard to the character of the words. Many
of Purcell’s finest anthems are in the minor key, but we
do not number the present among his best; there are
some masterly passages in it, past all doubt, but as a
whole it wants contrast, and is unremittingly sombre. But
we did not mean to criticise Purcell's works in a Review
devoted to new publications.

Mr. Novello'’s editorial fidelity is irreproachable, and we
would be the last to attempt to shake so invaluable a
virtue ; nevertheless, in cases where the composer’s in-
tention is at all doubtful, it is not only allowable, but, in
our opinion, a duty, to exercise a salutary discretion in
correcting manifest errors. A case of this kind occurs
twice or thrice in the present anthem, though we shall
only cite that very striking one to be found in the seventh
and eighth bars of the symphony, page 2, which we are
fully convinced exhibits what was never intended by
Purcell, and that the notes forming three hideous fifths—
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imperfect ones, it is true—must either have been an over-
sight of the author or an error of the copyist.

|
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By changing A at the asterism to G, the evil is remedied.
Indeed we cannot but believe, that the perfect chord, not
that of the 6th, was the composer’s design, whatever he or
his amanuensis may have put down.

This work is engraved and printed on extra-sized plates
and paper, so- that a larger quantity of music is comprised
in a given number of pages than at first appears. Not-
withstanding which, we think that Mr. N. will be acting
with policy hy either increasing the quantity or diminish-
ing the price.

At the end are introduced five chants, by Purcell, by
his father, and by his uncle. That by the latter, generally
known as the Funeral Chant, is so beautiful, and takes
up so little space, that we reprint it here. Dr. Bur-

ney could not discover its merit !
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PIANO-FORTE.

1. La Melancolie et la Gaité, Romance and Roxpo

brillante, composed by F. KALkBRENNER. (Goulding
and D’Almaine.)

2. InTroDUCTION and Ronpo on the air, “ Let us haste
to Kelvin Grove,” with an accompaniment for the
Frute (ad libitum) composed by D. ScHLESINGER.
(Cramer, Addison, and Beale, 201, Regent Street.)

3. DiverTISEMENT, composed by James Satchell.
menti, Collard, aud Collard, 26, Cheapside.)

Tue first of the above is in three movements,—a short
Introduction adasio; a Romanza; and a Rondo, alle-

gretlo, Vivace; all in , The romance is, of course, the

(Cle-
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sentimental part, “ the sweet melancholy,;”” and the
rondo its opposite, or “ sport and youthful jollity.” There
1S more expression, more gentleness and dehcacv. in the
former than Mr. Kalkbrenner usually displays, for his
natural leaning seems to have been towards the brilliant
style. The present work, however, shows that he can be
tranquilly graceful when inclined. He is, in truth, getting
older, and it is but just that, as we add to our stock of
years,—a wealth of w hich we seldom are very ostentatious—

| we should increase in judgment, the parent of taste, an

acquisition so valuable, as almost to reconcile us to the
conditions on which we obtain it, and whereof we ought to
be proud. This requires a good player, by which term
we do not exactly mean one of the slight-o-hand people,
but a performer with a Cramer louch, an active finger, a
free left hand, and some feeling.

Mr. Schlesinger’s Rondo demands the same sort of
player as to pmﬁmency and execution as the above, but
his composition has little of the expressive in it, the bril-
liant predominates; nevertheless, it is an elegant pro-
duction. The air is universally allowed to be delightful,
and it is here treated in not only a masterly, but a very
attractive manner.

No. 3 is, if we mistake not, by an amateur, for it ex-
hibits much of that novelty in manner which, generally
speaking, is more likely to be met with in the class of
dilettanti than among professional musicians, the ideas
of the latter, from the nature of their daily, their hourly
pursuits, being too often governed by what is constantly
present to them, and which exercises a despotic control over
their minds. But if the professor thus loses in freedom,
he gains in method, or arrangement, and in correctness,
Mr. Satchell, with an unfettered imagination, seems to
have wanted a little of that advice which the laborious
musician, the patient drudge, might have imparted : we
find asperities in his pages—in the first few bars, and the
seventeenth, of the Introduzione, for instance—which an
experienced composer would have smoothed down. Never-
theless there is enough to weigh against these ; a great deal
of melody, much vigour, and a lively fancy, The divertise-
ment consists of an Introduzione alla Marcia, a pleasing
Military Air, a slow Interlude, and a Rondo. It begins in
@, but ends in A; another irregularity which we cannot
countenance. The whole is easy, and of a moderate
length.

e

1. 11 Rivocato, Dussex’s celebrated Duet, Op. 38, newly
arranged, with Frute, or Vionin, and VIOLONCELLO

AccompaNiMeNnTS, (ad lib.) by J. B. CraMER. (Cramer
and Co.)

2. The Ballad, “ Alice Gray,” composed by Mrs. P. MirL-
LARD, arranged with an Introduction and Variations,

by PuiLir Knaprron, (Pettet, 154, Oxford Street.)

No. 1 is the well-known duet for harp and piano-forte in
Eb, arranged for the latter instrument only, but with ac-
companiments that are useful though not essential. We
are rejoiced to see this resuscitation, or rivocato, as Mr.
Cramer calls it: first, because it is a work that deserves
to be rescued from neglect; and secondly, as it probably
is a pledge of other restorations of the same inestimable
composer ; who, in spite of his almost unrivalled merit as a
writer of piano-forte music, is, in the language of Almacks,
said to be pass¢. Such is the destroyiug effect of un-
discriminating, tasteless fashion, which is beginning to
number Mozart among the ancients, and always treats the
ancients (Handel included) as barbarians !

G2
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Mrs. Millard’s pretty melody deserves to be generally
known, and as the pianists outnumber the vocalists, we
yield to circumstances, and welcome so pleasing a ballad,
even in the guise of an air with variations. Mr. Knapton’s
gentleman-usher to it is everything that can be de-
sired ; he has also given the subject and its accompani-
ment as much in conformity to the original as the case
admits ; but his first and second variations are rather
egarées, and his coda drives the melody into a state of ab-
solute distraction. Imagine, reader,—with the last two
lines of the ballad fresh in your memory,—

¢ —— my heart is breaking

1o

For the love of Alice Gray!”—

imagine a dance-movement, in six-eight time, Vivace, as
a winding-up, to an air set—appropriately set—to a de-
sponding lover's dying words!

1. Tue Swiss AIr, as sung by Madlle. Sontag and the
Rainer Family, arranged with Variarions, by T. A,
Rawrinags. (Clementi and Co.)

2. “ Ah! che forse,” the air sung by Signor Velluti, ar-
ranged, with an Introduction, by G. F. KiALLMARK.
(Clementi and Co.)

3. La mia Dorabella, the Trio in Cosi fan tutte, arranged
by Auvaustus MEvEs. (Latour, 50, New Bond Street.)

Mgz. Rawrixags’ variations on the deservedly popular Swiss
air are short, few in number, easy yet showy, and not in
the very common style of such things. They are likewise
well arranged for the hand,—a feature in all Mr. R.’s pub-
lications which is not one of their least recommendations.

Mr. Kiallmark also generally consults the convenience of
the performer. No. 2 is a proof of this, out of which some
degree of brilliancy may be produced at the expense of
very little trouble. This circumstance will operate in its
favour, even on those who think with us that the airhas
been valued much too highly by the admirers of Signor
Velluti. Let us, however, direct Mr. Kiallmark's attention
to certain errata in the base of the fourth dnd ars of
the Aria, and also of the second bar, last!/staff, page 5, of
the quick movement. In the former the ﬁ'tt’hé andeoctaves,
and in the latter the sharp seventh of the 'ke?' falling, are
highly displeasing to a well-educated ear. /

Mr. Meves has announced but ﬂne-th(rd of this diver=
tisement—for such it is—in his title ; he has not only given
us ‘“ La mia Dorabella,” which ukﬁ; a first movement,
but likewise * Di pasta simile” from the same opera, as a
second, and “ E voi ridete” as a third. Such an instance
of omission is indeed a rarity in the present day, when for-
bearance and modesty are not always the attributes of
arrangers. Mr. Meves has done little more than copy
these from the originals: what he has done beyond this he
has done well.

Lrs BAGATELLES.

No. 1. A Frexcu Air, selected and arranged by J. B.
CrAMER.

No. 2. “ Donne, I'’Amore,” ditto by AvcusTus MEevEs.

No. 3. “ The Violet,” ditto by A. Voiar.

No. 4. “ Jock O’Hazeldean,” ditto by T. A. RawwLings.
(Cramer and Co.)

THesE are meant for beginners, and very useful are such
publications, when selected and executed with judgment,
and mixed with graver things, for they encourage the
youthful learner, and train the ear to melody. The four

airs are pretty, and all well calculated for the end in view,
except the second, which is not arranged in so natural and
smooth a manner as the others. An r32, too, here, in the
base of the fourth bar, falling to c instead of rising to g, is
objectionable. The most strict attention to rule should be
paid in the construction of these nursery rondos, for the
future taste of the student much depends on their correct-
ness. It is easy enough to make a good early impression:
very difficult to efface a bad one. Some may perhaps
smile at our stooping to criticise so mere a trifle, but an
error in a horn-book is fraught with more mischief than in
a folio. Each of the above is limited to two pages, and
the price is the minimum ever fixed on musical publi-
cations.

o

Tue FavouriTe Arrs in Rossint’'s New Opera, Le Comte
Ory, arranged, with an accompaniment for the FLuTe,

ad libitum, by T. Latour. (Latour, 50, New Bond
Street ; and Troupenas, Paris.)

As a Piece de Circonstance in honour of the Sacre, or
coronation, of Charles X., Rossini produced Le Voyage
@ Reims, at the Académie Royale de Musique. Being
composed for a temporary purpose, the opera, as a matter
of course, soon ceased to be performed; but the author,
unwilling that the fruits of his labour should be so almost
immediately thrown aside, introduced most of the pieces in
the new work which he had engaged to write for the same
theatre, and thus, with some alterations and many addi-
tions, was formed Le Comte Ory, the copyright whereof,
so far as relates to Great Britain, Mr. Latour bought, and
the two books now before us comprise the best things, or
at least those that are most likely to please here, arranged
for the Piano-forte. Never having heard the opera per-
formed in any shape, and not even having had a glimpse
of the score, it would be rash to deliver any opinion of its
particular merits from an adaptation of this kind ; but we
can with propriety speak of the publication as a collection
of instrumental pieces, in which character it may be said
to contain many movements more distinguished by their
animation and brilliancy than originality, a specimen
of these, the popular chorus, will be found amongst the
music of the present number. The arrangement is made
with that knowledge of what suits the public generally
which Mr. Latour possesses in so eminent a degree; and
in respect to difficulty and style, is on a level with his
adaptations of the other operas of Rossini, as well as those

of Mozart.

SerLect Airs from Mozart's opera Cosi fan tutte, per-
Jormed at the English Opera House under the title of
Tit for Tat, arranged, with a Flute Accompaniment
(ad lib.) by GeorGe PErry. 3 Books. (Pettet.)

So many arrangements of this opera have appeared, that
it would seem to be a work of supererogation to add to
their number. There is no law, certainly, against the
multiplication of such publications, and the facilities
afforded by pewter-plate engraving tempt many to go
before the public, the sale of afew copies covering all
expenses ; while the labour of transcribing the German
vocal scores, and the trouble of making afew alterations in
these,—to which the efforts of most are limited—are hardly
worthy of consideration to those whose time is not wholly
absorbed in other professional pursuits. 'Tis true that
they thus generally enter into competition with very able
and experienced persons, losing, possibly, some credit by



REVIEW: DUETS, PIANO-FORTE MUSIC.

45

the comparison challenged; but this is a question of | minor; the monotonous effect they, consequently, produce

prudence, and for them to consider, not us.

As this arrangement appears to have been suggested by
the performance of the opera with English words, we
naturally expected the Engligh titles to the several pieces ;
instead of which we find the Italian only. This however
matters very little, and we only mention it as an inconsis-
tency. Mr. Perry’s object is to render his adaptation as
easy as possible, and he has succeeded. Indeed such 1is
the comparative simplicity of Cosi fan tutle, that it would
be a difficult task to put it into any difficult form.

GRranD ConcerTo by MozarT, arranged with accompani-
ments of Fuute, VioLiN, and VioLoxceLLo, including
Cadences end Ornaments, expressly wrillen ﬁ}r them by

J. N. Hummer. No. 2, (Chappell, 135, New Bond
Street.)

THis is the second of a set of Mozart's twelve grand con-
certos which a spirited individual is publishing at his own
risk, having engaged M. Hummel to reduce the full orches-
tral accompaniments to three instruments, in order that
these compositions may get into general use; and, like-
wise, to afford the piano-forte part the advantage of the
added notes up to c, in such cases as the author himself
would most likely have employed them, had they existed
in his time. M. Hummel has also written cadences to the
two now edited by him, a practice he is to continue, and if
with the same success that has attended his present effort,
his labours will considerably augment the value of the
work.

The concerto now published is in ¢, in three movements,
as usual—an allegro maestoso,—common time; an an-
dante, in r, three-four time; and a finale, allegretto, in
two-four time. The greater part of it is in a bold, vigorous
style ; the author seems to be overflowing with spirits:
brilliancy therefore is its characteristic, and to exhilarate
its effect. The performer must not look for many of those
touching passages, those fine, unexpected modulations,
that are so richly spread over most of Mozart’s compo-
sitions, they are thinly scattered here, but runs of semi-
tones,—which were beginning to be fashionable at the time
the concerto was written,—in great abundance. These,
however, are more than expiated by the two invaluable
qualities so conspicuous in this composition, namely, a
very masterly design, and an uninterrupted flow of melody.

1. Taree Wavrzes, composed by James Satcuern, (Cle-
menti and Co.)

2. Tne WeLcH QUADRILLES, composed and arranged by
the author of * The Captive Knight.” (Willis and Co.)

3. Le Parnasse, Nouveau Recueil de Waltzes, composé par

J. De Masarnau. Op. 10. (Willis; Latour; Clementi
and Co.)

No. 1 are, we believe, by an amateur, and contain a great
deal that is remarkably pleasing, and more of novelty than
we have for a long time past met with in the same species
of music. We find a note here and there which an expe-
Tienced person will, for the sake of effect, alter. Among

these are the three p’s, page 6, bar 18, which would be
much improved by a flat.

No. 2 are Welch airs converted into quadrilles, and if
easiness alone were merit, these would be worthy of un-
bounded praise. But they are all in one key, ¢, which

is quite fatiguing.
No. 3 is a collection of waltzes dedicated, with true
French gallantry, aur Muses, one to each. They are all

very pretty, and not by any means common in style, but
shewing a rather superior taste,

DUETS, PIANO-FORTE.

1. Rhinish Carnival, A1r, with Variations, by FERDINAND
Ries. Op. 148, No. 2. (Goulding and D’Almaine.)

2. OverTure to Cosi fan Tutte, arranged by GEeorce
Perry. (Pettet.)

3. OverTURE 0 BEETHOVEN’S Leonora, arranged for two
performers, with accompaniments for Frure, VioLIN,
and VioLoNCELLO, (ad libitum) by W. Warrs. (Cramer
and Co.)

4. Hrrz's QuapriLLes, Les Favorites, arranged and pub-
lished by the same.

NortHiNG can be more simple than the Rhinish Air, which
is in the small compass of twelve bars :—
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Upon this Mr. Ries has written five variations, sparkling,
and, in one or two instances, not very easy, but taken alto-
gether, will rather hestow the reputation of great execu-
torial powers on the performers, than really require them,
This is an enlivening duet, and will please both the per-
formers and hearers, without their being able exactly to
assign a reason for the pleasure they receive, or to mention.
any one particularly striking feature or memorable passage
in the whole composition.

The overture to Cosi fan Tulle is the easiest but not the
best of this class of Mozart's works. It is more in the
Italian than German style, though the great master fre-
quently peeps out, and shews us that even while trifling,
he can do more than most others have done in their gravest
moments. The arrangement is very well executed ; indeed
it could hardly have been otherwise, the simplicity of the:
materials considered.

Beethoven’s overture to Leonora entirely differs in style-
from the foregoing, and required all Mr. Watts’s skill and:
experience so to arrange it as to preserve as much as pos-
sible of those beauties which can only be perfectly developed
by an orchestra, and that a very complete one. It would
be absurd to say that he has retained in his arrangement
all the eftects which the composition is capable of yielding,
but he has made the best use of the score,—from which he
has evidently worked, and not from a German piano-forte
part,—and has conveyed as accurate an idea of the author’s

mever changes, except for a few bars into the relative | intentions as means so comparatively limited would allow.
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The quadrilles, No. 4 of the above, have been noticed
by us, both in their original state, and arranged as duets,
'The present are admirably adapted for very good per-
formers, but rendered, unnecessarily, too difficult for the
generality of those who amuse themselves by playing
dance tunes.

HARP.

1. Graxp ETupkg, consisting of Eraut Stupies ; o which
is added, Rule Britannia, with grand varialions, by
Tueopore LiaBarre, Harpist to the Kina or FRraNCE.
Op. 30. (Mori and Lavenu, New Bond Street.)

Tuose who expect to meet with Studies for the harp that
shall equal as musical compositions some we have for the
piano-forte, will be grievously disappointed. Few people
aim to arrive at the same degree of excellence on the
former as on the latter instrument ; exercises, therefore, of
the masterly kind, difficult consequently to execute, are
not in request, and there is' no adequate motive for pub-
lishing them. Besides which, who is there to produce
such high works? The Vicomte de Marin, the only man
in our time who could have composed whut might have
had a chance of being put on a level with the studies of
Cramer and Moscheles, never set about the task ; and all
of the kind, with which we are acquainted, are of a lower
order; that is, are written for more general purposes;
and, moreover, are mostly devoid of any pretension to
originality.

M. Labarre has here laboured to raise the character of
this class of music, and has partly succeeded—but we can-
not say wholly. He has introduced some bold modula-
tions, and passages which require the utmost command of
hand, together with great activity of foot and finger; pas-
sages that are excellent practice ; but many of the pages
want interest, and hold out but little of that temptation
which stimulates to exertion and rewards industry.

To Rule Britannia are added five variations of the most
brilliant kind, and fit only for first-rate performers; though,
for the convenience of others, he has reduced some of the
difficulties, in additional staves. We have heard the com-
poser of these play them,—and in his hands their effect is
as pleasing as grand.

——

HARP anxp PIANO-FORTE.

Trhe Swiss Air, as sung by Madame Stockhausen at St.
James's Palace, arranged by N. C. Bocnsa., (Latour.)

TuE title of this should be in the plural, for there are four
airs, detached, and in quite different keys. Swiss, Tyro-
lean, and all such mountain melodies, are very pretty, and,
till we are accustomed to them, captivating from their
naivet¢ and newness; but they at length become weari-
some from their great sameness, and we must confess that
they begin to pall upon our ear. These were sung before
the King, at a concert his Majesty gave last year, and
pleased exceedingly. They are arranged in a very easy

manner for both instruments, and comprised in a few |

pages.

—

HARP anp VIOLIN, or FLUTE.

Souvenirs de la Muette de Portici., Auser's Opera,
arranged as @ Duer, by T. LiABArRE, and C. DE BERIOT.
(Clementi and Co.)

Two of the finest performers of the present day have
united their powers to produce what very inferior talents

L
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might have accomplished nearly as well; for this isan
arrangement that does not mean to give the greatest
possible effect that might be obtained from the instruments,
but such as can be extracted from them by performers of
an ordinary kind. To these the present publication may
be recommended, as one that cannot fail to please both
players and hearers: the former because it requires no
areat deal of preparation or exertion; the latter because
the subjects are well chosen from a work which deserves
the popularity it has obtained.

—

VOCAL.
»

GLEE, five voices, “ When should Lovers breathe their vows,
the poetry by L. E. Li; composed by T. F. WALMISLEY.
(Pettet.)

Trio, “ Like as a father,” arranged from Cuerunini's
Canon, * Perfida Clori,” by Josepn Monps. (Eave-
staff, 9, Russell Street, Bloomsbury.) '

DuET, “ Yet a moment, young-eyed Passion,” words by
W. F. CoLrArD, music by Sir JorN STEVENSON. (Cle-
menti and Co.)

Mgr. WaLmisLeY's glee is a piece of very correct vocal
harmony; the parts sing well, to use a technical
phrase, and the poetry is accurately set, except
towards the end, where the repetition of “ glisten” and
“ listen,” produces something hke a play on the words,
which we cannot suppose was intended. Nevertheless, it
wants the touch of genius,—has no distinguishing trait,
and is what any one tolerably conversant in the laws of
counterpoint might have produced without an effort.
Such indeed is the history of the great majority of glees, of
which not five in a hundred are destined to survive a very
few forced performances.

No. 2 is Cherubini’s beautiful canon in the unison, with
sacred words set to it. And this is all that should have
been said in the title-page. We would have added, that
they answer the purpose very well. It is difficult to help
smiling at seeing * Perfida Clori” dedicaled to a reverend
gentleman, nol by the composer, but by an English
musician who happens to have put to it some words from
David’s psalms.

The duet, No. 3, has some pretty passages in it, which
will be very effective if the singer of the upper part be
able to articulate them distinctly and neatly. 1t is in two
movements, an andante and an allegretto; yet the whole
is short.

1. Bacrap, * There is a light about those eyes,” written

and composed by J. Avcustine WabpEg, Esq. (Latour.)
2. Song, *“'Tis the season of friendship,” the words by
W. F. CorrarDp, the music by J. C. CrirroN. (Cle-
menti and Co.)

BaLrtap, “ O my love has an eye of the softest blue,”
words by the late Rev. C. WovLre, composed by F.
Rosinson. (Clementi and Co.)

. Bavrrap, “"Twas sweet to look,” composed and published

by the same.

Barrap, La Nina Morena, {#ranslaled from the
Spanish by J. G. Lockuart, Esq., composed by B. LoNa.
(Clementi and Co.)

. Barrap, “ The Birks of Aberfeldy,” the melody by
Mrs. MiLLArDp ; the symphonies, &c. by P. KNxarToN.
(Pettet.)

. Bavrap, “ Many happy returns,” the words by T. H.

Baviy, Esq., the music arranged by 1. WiLLis.
(Willis and Co.)

ot
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8. Barrap, “ I’ll live, but ne'er shall smile again,” writ-
ten by R. Moracan, Esq., composed by J. BARNETT.
(Pettet.) : :

9, Barrap, “ I gaze upon the moon’s bright beam,”
words by W. WarrINER, Esq., composed by W. Turx-
puLL. (Latour.)

10. Romance, Cupid caught, composed by W. Kirsy.
(Latour.)

11. Barrap, “ Ah! tho’ my harp,” the poetry by W. Mox-
crierF, Esq., composed by J. BLewirt. (Dale, Poultry.)

12. Cavartina, Love’s escape, sung by Miss Love; tlhe
poetry by F. TuornnuiLL, Esq., composed by S. NELSON.

Dale.)

13.
14.| LITTLE SONGS FOR LITTLE SINGERS, composed by J.
15. Green. (Green, 33, Soko Square.)

16.

No. 1 is in a graver and more expressive manner than
most of Mr. Wade’s songs. [t is full of feeling, but not
so original as many of his productions.

No. 2 is in praise of Christmas festivities, therefore
comes too late, perhaps our readers may say, but is, never-
theless, in good time. It is a song, and a chorus for
three voices, part of the former and the whole of the
latter being the delightful Venetian duet, *“ O pescator
dell’ onda,” a little altered, and a base part added to the
choral part.

Nos. 3 and 4 both shew a refined taste, and apparently
are the production of a good musician. The words are set
with care, and the accompaniments are excellent. We do not
often meet with ballads possessing so much merit as these.

The words of No. 5 are set with considerable ability, and
the task was not an easy one to an inexperienced com-
poser. The air is pleasing, and the accompaniment good.
We would recommend Mr. Long to expunge the Bb from
the second chord of Eb in the ninth bar.

No. 6 is a charming ballad. 'The fair author of the
melody has a right to claim by far the greatest share of the
praise due to this, for her’s is the rarest talent; but some-
thing is due to Mr. Knapton for what he has done, which
evinces a very correct taste.

No.7 is a well known and admired air, but we can-
not at this moment call to mind its title. The words are
here set twice, however, and we must confess our pre-
ference for the former of the two.

Nos. 8 and 9 are faultless, but do not indicate any effort.

The next three arve likewise free from actual error, but
not containing a single note that is entitled to the critic’s
observation.

No. 13, 14, 15, and 16 may be called nursery ballads.
They are printed in octavo, with a pretty lithographed
frontispiece to each, and composed, both with regard
to air and accompaniment, in the simplest manner pos-
sible. The last is the Tyrolean air, ** The Swiss boy,”
put into the easiest form that could be devised. These
are all calculated to answer the purpose they have in
view: they pretend to verylittle, and that little they per-
form. The songs here noticed are numbers 2, 3, 5, and
6: we have not received the intermediate numbers.

This is a selection in the form of a divertisement, from
the very popular opera of Auber, containing a few of the
most favourite airs blended in one piece. In addition to
the piano-forte part, those for the violin, and for the flute,
are printed separately, each of which is within the reach

of very moderate performers, The duet is of a rea-
sonable length,
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VIOLIN.

FantAsiA, with an accompaniment for the Piano-Forte,
composed by P. Rope. Op. 24. No. 7. (Monzani and
Hill, 28, Regent Street.)

Tuis is nof a Fantasia, but an air, with a slow introductory
movement. Be, however, its title what it may, it is a
most graceful composition, and ought to be possessed and
valued by all violin players, whether amateur or profes-
sional. To the former some passages in it will appear
difficult ; but to either the fine, pure taste displayed in
every page, almost in every bar, will be as improving as
gratifying.

FLUTE.

1. Sociar Pieces, with an accompaniment for the Piano-

Forte, by CuarLes NicuorLsoN. No. 1. (Clementi
and Co.) '

2. BarcarorrA from the opera of Fiorella, by Augen,
arranged as a Roxpo, with an accompaniment for the
Piano-Forte, by I.. Drouer. No. 12. (Monzani and
Hill.)

3. FirreeN Tyrovian Mevopies, arranged with ems=
bellishments, by C. N. Weiss. (Cocks and Co.)

4, Troubadour du Tage, with Variations, and an accom-
paniment for Piano-Forte (ad lib.) composed by GEorGE
Price. (Cocks and Co.)

O~ opening No. 1, we were agreeably surprised by a
Preface, wherein are promulgated opinions which we have
often luboured to impress on our readers, and, are in-
clined to hope, not unsuccessfully. “ Mr. Nicholson,”
we are here told, * has been induced to commence a work
of this kind, from the many complaints made respecting
the difficulties of modern compositions, and which indeed
are frequently so great, as to require more time and
trouble to overcome them than most are inclined to bestow,
and to deter many from even attempting them.” This
declaration from the most brilliant flutist in the world
ought to have, and will have, its weight, for it is high
time that the eyes of all musicians should be opened,
whatever instrument they may profess, to their own interests
and to the interest of the art itself. To publish what
none but themselves can play, and what they accomplish
by dint of great labour only, is not merely to deter the
reasonable amateur, but to strike at the very root of
music, by substituting difficulties which no one really
enjoys, for taste and expression which everybody admires.
Mr. Nicholson has given in this first number of his laud-
able work, a Spaunish, an old Irish, and a Russian air,
together with a Rondo of his own, all of them pleasing
and easy; and the accompaniment is so exceedingly
simple, that it may be played by the merest tyro, if a good
timeist. He has in fact realized the hope expressed in his
preface, for these compositions ** are such as will afford
much of the usual gratification with but little of the
usual toil.”

The lover of the grand in music must seek for grati-
fication in the Barcarolle ; its charm is in its simplicity,
No. 2 is an instance of this; the air never changes the
key, except an occasional cadence to its relative minor and
dominant: nevertheless there is something in it so na-
tional, so natural, and the rhythm is so distinct and com~
prehensible, that it will affect those who are obtuse to more

| scientific things, The flute part is midway, between the
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extremes, in point of execution; and the aeccompaniment
easy.

No. 3 contains chiefly the airs sung by the Rainers, with
a few others that have been performed since that family in-
troduced a taste for the melodies of the Tyrol. Most of
these have two variations added to them, which, with the
ornamental notes, are written with judgment.

No. 4 is a French air, and an admired one too, though
we never could find out the reason why, but it is not the
composition of Mr. Price, as the wording of his title-page
might lead some to suppose. The variations on it are
more difficult than so meagre a subject can justify; but
after an inspection made rather in haste, we do not here

find any errors to complain of.

FLUTE anpo PIANO-FORTE.

1. De Bewtor’s favourile Air varied, arranged by C. N.
Weiss, No. 1. (Boosey and Co.)

2. Ditto, No. 2.

Nos. 1 and 2 have, in their original form, as violin pieces,
been reviewed in this work, We are always glad to see
compositions in which so much taste is manifested, put
into as many different shapes as they can be made to
assume without sustaining any serious injury, because by

.such means they become better known, the author receives

greater encouragement, and the pleasure they afford is
more widely diffused. As now arranged for the flute, their
effect is very good ; not equal to that of the violin, cer-
tainly, but quite sufficient to justify the adaptation.

The copy of these sent to us has the original violin part
printed over the piano-forte accompaniment, and the flute
part is detached. Whether this was intentional or not, we
are not qualified to say, but are very sure that such an
arrangement renders the work doubly useful.

=

GUITAR.

1. Gruriant’s three Ronpos for two GuiTars, revised and

fingered by G. H. Derwort. (Paine and Hopkins.)

2. Dolce ed Utile, @ melange, §ec. Nos. 15 and 16. (Wessel
and Stodart, Frith Street.)

3. Turee ItaLiaN Ariertas by Asiont, arranged by
J. A. Nuske. (Ewer and Johanning, Tichborne Street.)

‘Duerts for guitars '—what a feast for those who delectate
“in congregated nasal twangs! But, seriously, this instru-

ment, <o romantic and charming in its natural vocation, is
little better than a mockery when florid compositions, such
as most of these, are given to it. The guitar is for the
bower, or the boudoir, and to accompany tender tales of
love. It is not amiss as a companion to the dessert, to
assist the voice in a romance, or in an unpretending arietta.
But give to it brilliant compositions, requiring the execu-
tion of a violinist, and suited, so far as manner 1s con-
«cerned, to the concert-room, it then becomes as ineffective
as a piping bullfinch perched on a trombone in the midst
of a great military band.

No. 2 contains a rondino, an Irish air, and two waltzes,
by Giuliani also.

No. 3 ought perhaps to have been placed among the
vocal music. It comprises * Ah che sento il destino,”—
« Chisento intorno,”—and  Se resto sullido,” well-known
airs by Bonifazio Asioli, with a good guitar accom-
paniment,

THE DRAMA,

| Foreign Musical Report
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PARIS.

Tuae revolutions in the history of the arts are productive
of singularities scarcely less remarkable than those effected
in the history of nations. The habit acquired by the pia-
nists of the present day, of overcoming the greatest difficul-
ties, and that contracted by the public, of hearing a
multitude of notes played in movements of the most rapid
kind, are the causes why the fine music of the old school
has fallen, if not into disrepute, at least into disuse. Not
only Haydn and Mozart, but even Dussek and Clementi,
have become little else than historical names, in regard to
modern virtuosi. There is no difficulty in accounting for
this. These gentlemen’s great tact is in surmounting the
most elaborate difficulties, and in executing tours de force
calculated to surprise and to astonish. There is little or
nothing of all this in the music of the masters we have
just named : to do justice to their compositions, soul,
feeling, and expression are required ; and in these qualities
the greater part of the modern artists do not superabound.
It is therefore impossible that the antiquated sonatas of
Haydn, and the old-fashioned quatuors and concertos of
Mozart, in a word, all the Gothie music of the times pre-
ceding the new revolution, can maintain their ground in
our days. Beethoven may still shine in the orchestra ; but
at the piano, he is nothing.

From an article in the Leipsic Musical Gazette of Decem=
ber last, we learn that Meyerbeer is at present in Berlin,
and that he has nearly completed his new opera, from the
pen of M. Scribe, which is to be entitled Robert le Diable,

The PBrama,

Tuge attractions at both theatres have been, according to
custom at such a season, their pantomimes. At Drury
Lane, musical performances are suspended during Braham’s

absence. He is, or has been, performing at Bath.

At Covent Garden, a new opera was produced, on the
15th ult., under the title of The Nymph of the Grotlo;
or, @ Daughter’'s Vow, written by Mr. Dimoxp, and com-
posed by Messrs. Liverarr and Lege. This is altogether

| so feeble a work, that, at present at least, pressed as we

are for room, we will say no more about it.  Should it con-
tinue to be performed, we shall consider it worthy of further
notice,—not out of respect to the piece, but in deference to
public opinion, |

ROYAL ACADEMY OF MUSIC.

O~ Saturday, the 24th ult., and on the féllowing Tuesday,
the pupils of this institution, and Siguor De Begnis, re-
peated the two operas which they before gave, cast and
performed in exactly the same manner: the Barbicre di
Siviglia on the first day, and L'Tnganno Felice on the last.
The theatre (the English Opera House) was respect-
ably attended on both occasions, the state of the weather
considered, which has been much against all theatrical

performances.

—

* In consequence of the great influx of matter of temporary interest,
after the first part of the present Number had been sent to the press, our

Foreign Report, for the present month, is little more than nominal.




