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PREFACE.

TaE author of the following pages has been in
the habit of listening to sounds of every
description, and that with more than ordinary
attention; but none have interested him so
much as the cries of animals, and the song of
birds. In the busy world, or in quiet and re-
pose, he has amused himself with taking down
these germs of melody; and, had his pursuits
led him more into rural life, a more ample col-
lection might have been made. The instances
here recorded are a faithful transcript of the
voice of Nature, and it will strike every one,
that music has had its origin in these simple
and immutable expressions. With these facts .
before him, he has taken a philosophical view
of the science, and endeavoured to explain the
true principles of musical taste and expression ;

but not confining himself to this enquiry, he has
b
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ventured to treat upon other matters in which
sound is concerned. Many of these are for the
first time considered, and he is aware that some
of his opinions may be called in question, and
excite much controversy. In the chapter on the
Analysis of Utterance, the author begs to acknow-
ledge the able assistance of a friend, who has
carried the research to a greater depth than
was at first contemplated. The novelty of the
subjects may claim for this book some attention;
and if it does not elucidate every point upon
which the author has touched, he ventures to
presume that it will suggest to the reader many
facts, curious, entertaining, and instructive.
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CHAPTER I.

ON THE FACULTIES OF THE EAR.

THERE is nothing in nature that arouses our atten-
tion, or impresses our feelings more quickly, than a
sound ; whether it be the tone of sorrow—the note
of joy—the voices of a multitude—the roar of the
winds or the waters—or the soft inflections of the
breeze—we are equally awakened to that sense of
terror, pleasure, or pain, which sounds create in us.

The organ through which these sensations pass
is allowed to be the most curiously wrought of any
part of the human body ; and, from the description
which anatomists give of it, we may infer that the
ear is an instrument of the pulsatile order, and in
action similar to that of a drum. By some writers,
the tympanum® is described as a strained membrane
in the chamber of the ear; not the sole instru-
ment upon which the sounds are formed, but

* It has been ingeniously supposed that the small bone termed the
mallet, which falls upon the tympanum, may be compared to the
dampers on the piano-forte, on the action of which we probably
derive our ideas of loud and soft, as this machinery may have effect
in extinguishing loud sounds and keeping up weak ones.

B
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simply a guard to prevent extraneous bodies enter-
ing the labyrinth of the ear. This certainly may
be one of its uses—but that it vibrates and emits
a sound, called a singing in the ears, cannot be
doubted ; and as a proof that it partakes of the
action of a drum, it is not fitted to receive two loud
sounds in immediate succession—but a weak one,
either before or after a strong one, it will receive
and transmit. The effect of sound upon the ear is
somewhat similar to that of light upon the eye ;—
the knowledge we obtain of surrounding bodies
depends upon the practice and use we make of
these organs, and it may be justly said that we learn
both to see and hear.

Infants, apparently, have no knowledge of ex-
ternal objects, except those which emit or reflect
the strongest lights; as the window, the candle,
or the moon—all of which they apprehend to be
within their reach, and spread out their hands to
touch. It is, then, only by slow degrees that we
learn to see and hear, although our faculties are as
perfect at first asin after-life. Ithasbeen remarked
of those persons born blind and brought to sight,
that all have shown a total ignorance of space or
distance. Cheseldine the anatomist* tells us, that
the boy on whom he operated, on viewing the pro-
spect, put out his hands to touch the church-steeples
which he saw with delight in the distant horizon.

* Born at Borough-Hill, Leicestershire.
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Those are of the quickest sight who are in the
constant habit of using their eyes, and there is a
knack in looking at different objects. Sailors are
superior to landsmen in descrying objects at sea ;
and the astronomer detects phenomena in the hea-
vens which elude the sight of ordinary observers.
The common affairs of life are so constantly calling
into action the faculties of the eye, that its quick-
ness i scarcely confined to any class ; but the facul-
ties of the ear are comparatively unemployed, and
left in a state of idleness.

The formation of the musical ear depends on
early impressions. Infants who are placed within
the constant hearing of musical sounds, soon learn
to appreciate them, and nurses have the merit of
giving the first lessons in melody; for we learn
from the lives of eminent composers, that their
early fondness for the art may be traced to the
ditties of the nursery.

Children brought up in musical families, often
entertained by the sound of musical instruments, so
soon acquire a musical sense as, in some instances,
to be regarded as prodigies. Mozart began to com-
pose at the age of four; and, in a paper read before
the Royal Society by Doctor Burney, it is affirmed
that Crotch played the air of ¢ Let Ambition -fire thy
mind’ when only two years old.

It is extraordinary what an effort nature makes

upon the loss of sight to compensate the deficiency
B 2
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by sharpening the sense of hearing and touch: as
in the case of Huber, the great naturalist, who has
made so many discoveries in the minutie of insects ;
and also Mr. Goff, of Kendal, an eminent botanist,
who can tell the name or species of any plant or
flower by the touch*.

In the improvement, or rather the actual forma-
tion of an ear, we may mention Mr. William Colt-
man, of Leicester, who, blind from his birth, had so
dull an ear when six years old, that he could not
distinguish the tone of a violin from that of a flute ;
at this period he was presented with a piano-forte,
which at first amused him only by its curious struc-
ture: at length, his ear was caught by the sounds,
and he soon began to lay aside his other amuse-
ments, and show an increasing fondness for music.
The rapidity with which his ear was formed and
perfected is certainly without a parallel. On first
hearing the Seventh Symphony of Haydn performed
by a full orchestra, he instantly comprehended the
different modulations in that piece, and played them
on the piano-forte with the greatest accuracy. In
things of common life we may mention that he
ascertains his situation in the street, and his near
approach to objects, by the stroke of his stick. To
distinguish the firm step of a man from the light

* Dogs when blindfolded have the power of finding their way by
the sense of smell: every lane, field, or town has its particular
smell.—Sir Humphry Davy.
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step of a woman is what many can do, but he recog-
nizes his friends by their walk; and can tell the
age, as well as the disposition of strangers, by the
tone of voice,

Doctor Darwin informs us, in his Zoonomia, that
the late Justice Fielding walked for the first time
into his room, when he once visited him, and after
speaking a few words, said ¢ this room is twenty-
two feet long, eighteen wide, and twelve high,’ all
of which he guessed by the ear.

Blind people have a peculiar method of present-
ing the ear, and in some cases acquire the power of
moving it when much interested*. The incessant
use they make of it gives them an indescribable
quickness: they judge of everything by sound; a
soft sonorous voice, with them, is the symbol of
beauty ; and so nice a discerner is a blind person
of the accents of speech, that through the voice he
fancies he can see the soulf. From this idea they
form notions of character that often lead them into
erroneous conclusions.

By practice, the discriminating powers of the ear

* If you notice a string of horses upon travel, you will find that the
first horse points his ear forward, and the last behind him, keeping
watch ; but the intermediate ones, who seem not to be called upon to
do this duty, appear careless and perfectly at their ease.—Dr. Dar-
win's Zoonomia.

+ Sir John Fielding possessed a great faculty of this sort; and he
could recollect every thief that had been brought before him by the
tone and accent of his voice for more than forty years,
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may be carried to the highest degree of perfection.
The success of thieves and gamblers depends upon
its quickness. Since the money has been recoined,
the regularity with which each piece is struck gives
them a uniformity of sound that is very rémarkable ;

the half-crowns having the sound of ﬁ

(Y
Bankers quickly discover the least deviation from

the proper tone, by which they readily detect the
counterfeits. In the tossing up of money, gamblers
can perceive a difference in the sound, whether it
falls upon one side or the other. Pye-men are fur-
nished with a covering to their baskets made of a
smooth plate of metal, by which they take in the
unwary, as they readily tell which side is upper-
most by the sound upon the plate, though concealed
by the hand.

The atmosphere is the grand medium by which
sound is conveyed, though recent discoveries prove
that other bodies conduct it with greater expedi-
tion*, as in the instance of vibrating a tuning fork,
to the stem of which is attached a packthread
string ; on the other end being wrapt round the
little finger, and placed in the chamber of the ear,
the sound will be audibly conveyed to the distance
of two hundred yards, though not perceptible to any

* Some very extraordinary telegraphic inventions are about to be
exhibited, depending upon this principle.



FACULTIES OF THE EAR. 7

bystander. Miners, in boring for coal, can tell by
the sound what substance they are penetrating;
and a recent discovery is that of applying a listen-
ing-tube to the breast to detect the motions of the
heart. The quickness which some persons possess
in distinguishing the smaller sounds, is very re-
markable. A friend of the writer has declared
he could readily perceive the motion of a flea, when
on his nightcap, by the sound emitted by the ma-
chinery of his leaping powers. However extraor-
dinary this may appear, we find a similar statement
is given in the ingenious work upon insects, by
Kirby and Spence, who say, ¢ I know of no other
¢ insect, the tread of which is accompanied by sound,
¢ except indeed the flea, whose steps a lady assured
‘ me she always hears when it passes over her night-
‘ cap, and that it clacks as if it was walking in
¢ pattens!” If we can suppose the ear to be alive
to such delicate vibrations, certainly there is nothing
in the way of sound too difficult for it to achieve®.

* Cats and dogs can hear the movements of their preyat incredible
distances, and that even in the midst of noise, which we should have
thought would have overpowered such effects. Rabbits, when
alarmed, forcibly strike the earth with their feet, by the vibration of
which, they communicate their apprehensions to burrows very
remote. As an instance of the discriminating power of the ear of the
elephant, we may.mention a circumstance that occurred in the me-
morable conflict.of shooting the maddened elephant at Exeter
*Change. ¢ After the soldiers had discharged thirty balls, he stooped,
¢ and deliberately sunk on his haunches. Mr. Herring, conceiving
¢ that a shot had struck him in a vital part, cried out— ¢ He’s down,
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To accustom ourselves to listen with attention, is
the first step to improvement.

Those who have made the least proficiency in
music, must be aware how little capable we are, at
first, of estimating the pitch or relative gradations of
sounds—as being high or low, grave or acute ; and
how unintelligible the nicer distinctions are to an
unpractised ear. As harmony is an inherent pro-
perty of sound, the ear should be first called to the
attention of simple sounds, though, in reality, all are
composed of three, so nicely blended as to appear
but as one; as the tone of St. Paul’s bell, which
we may imitate by putting down the three following

o
notes upon the piano-forte : % This com-

bination produces a rich and sweet sensation upon
the ear, called a concord. After which, we may try
the following combinations, by which we obtain all
the sounds of the octave,

* boys! he's down!" and so he was only for « moment; he leapt up
¢ with renewed vigour, and at least eighty balls were successively
¢ discharged at him from different positions before he fell & second
‘ time. Previous to this, he had nearly brought down the building of
¢ Exeter 'Change by his furious lunges, flying round his den with the
¢ speed of a race horse. In the midst of the crash of timber, and the
¢ hallooing of the assailants, he recognised the voice of his keeper
‘in his usual cry, * Chunee, bite—Chunee, bite ;" which was his
‘ command to kneel, and the noble beast actually knelt, and received
« a volley of balls that terminated his suffering.’
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_§5_§ =
Love all good men.

and which, placed in succession, form the notes of

a peal of eight bells, or what is called the diatonic

scale *.
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By pursuing a course of study in harmony, we
soon acquire what is termed a musical ear, and
ultimately find no difficulty in determining the finest
gradations. From what has been said, it must be
obvious, that the improvement of the ear depends
solely upon the attention with which it is used
and exerted, as has been shown in the instances of
blind people. That there is a knack in listening,
no one can doubt, as we frequently find persons,
who sing and play out of tune, readily distinguish
this defect in others, but have not the habit of de-
tecting the same fault in themselves. The power
we have of recollecting sounds, or calling up former

* A dog, belonging to a change-ringer, used to accompany his
master to the belfry of St. Martin’s Church, in Leicester; and, upon
commencing a peal of changes, he would lay himself quietly down,
nor attempt to stir, tillthe bells began to ring round, which intimated
the finishing of the peal, and which he always noticed. He would
then get up, shake himself, and prepare to be off from an amusement
for which he had less relish than his master.
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impressions, is much greater in some persons than
in others ; but most persons have experienced, that
when they have been delighted with a new air,
without any effort of their own, how it will haunt
them for days.

The faculties of the ear, then, are by no means
fully developed. Every new author in musical com-
position offers some new stimulus to the auditory
sense. The sober strains of the last age would
be considered intolerably dull and stupid by the
listening public of the present day*.” Even the
fine compositions of Mozart are beginning to be
thought heavy when compared with the brilliant
strains of Rossini. The true composer may be said
to ¢ live, move, and have his being’ in the midst of
sounds. To him they are the materials of his art.
Not so with the painter: he loves stillness and
repose, and rambles in search of quiet spots. Ho-
garth rather painted his own feelings in his picture
of the enraged musician, than those of a composer.

It has been remarked, that poets become blind,
and musicians deaf. Homer, Milton, and Delisle—
with Gretry and Beethovent, are instances.

* For many years the lugubrious strains of Corelli were the only
instrumental pieces performed in our theatres, and they were de-
scribed, at that time, as mirth-provoking music before the play.

+ Beethoven~This extraordinary genius was completely deaf for
nearly the last ten years of his life, during which his compositions
have partaken of the most incomprehensible wildness. His imagina-
tion seems to have fed upon the ruins of his sensitive organs. What
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Then may we not suppose, that the decay of the
organ arises from the internal action of the mind,
calling up ideas of light and sound?

To those who have never heard,—what a blank
the creation must appear !—all in motion, yet silent
as death! The horrors of such a scene cannot be
described ; and we may say with Hartley, when we
compare the imperfections of those who have never
heard with those who have never seen, that the ear
is of much more importance to us than the eye.

must we say to his posthumous quartetts? Who dare, at the present
day, avow himself equal to the task of unravelling the hidden mys-
teries they contain ?
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Cuarrer 1II.

NOISE AND SOUND.

THERE is a marked distinction between noise and
musical sound. Noise is a confused mixture of
sounds produced by the concussion of non-elastic
bodies ; whereas musical sound is a pure harmo-
nious effect emanating from a simple elastic body,
as the tone of a bell. It is a curious fact, that
musical sounds fly farther, and are heard at a
greater distance, than those which are more loud
and noisy. If we go on the outside of a town
during a fair, at the distance of a mile, we hear
the musical instruments; but the din of the mul-
titude, which is overpowering in the place, can
scarcely be heard, the noise dying upon the spot.
To those who are conversant with the power of
musical instruments, the following observations
will be fully understood. The violins made at
Cremona about the year 1660 are superior in tone
to any of a later date, age seeming to dispossess
them of their noisy qualities, and leaving nothing
but the pure tone. If a modern violin is played by
the side of one of these instruments, it will appear
much the loudest of the two, but on receding 100
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‘paces, when compared with the Amats, it will be
scarcely heard™.

Organs afford another proof of this observation ;
for we often find those which are overpowering
when near, fail to produce that solemn grandeur of
note at a distance which is the test of their ex-
cellence. The voice of man is endowed with this
purity of tone in a higher degree than any of the
vocal animals, by which, in a state of nature, it
enables him to communicate with his fellows at a
distance very remote . Providence has bestowed

* When Barthelemon led the Opera, connoisseurs would go into
the gallery to hear the effect of his Cremona violin, which at this
distance predominated greatly above all the other instruments;
though in the orchestra it was not perceptibly louder than any of
the rest.

+ Dr. Young states, on the authority of Derham, that the human
voice was heard at Gibraltar, at the distance of ten miles. It is re.
corded in the history of Chester, that it was besieged by the Welsh in
the reign of King John, during the time of its great fair, when the com-
mandant assembled all the minstrels who had come to the place upon
that occasion, and marched them, in the night, with their instruments
playing, against the enemy, who, upon hearing so vast a sound,
were filled with such terror and surprise, that they instantly fled. In
memory of this famous exploit, a meeting of minstrels is annually
kept up to this day, with one of the Dutton family (their royal mas-
ter) at their head, to whom certain privileges are granted. A similar
stratagem was used by the French when they first crossed the Rhine.
The general assembled all the bands of the adjacent regiments upon
the bank opposite to the enemy's posts; and as these bands were
heard by the Austrians to march in different directions, they con-
cluded that the whole French army was in full march upon them:
they retired from their position, and the French achieved the enter-
prise with a handful of men,
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upon children a power of voice, in proportion to
their size, ten times greater than that of an adult.
In a state of nature this serves them as a defence
and protection, for it is well known that infants
have, by their screams, alarmed and kept off the
attacks of the most furious animals. This property
of musical sound in the human voice is strikingly
shown in the cathedrals abroad. Here the mase
is entirely performed in musical sounds, and be-
comes audible to every devotee, however placed in
the remotest part of the church; whereas if the
same service had been read, the sound would not
have travelled beyond the precincts of the choir.
But it is to noises that we look for those causes
which so powerfully stir the imagination. Of all
natural commotions, none affect us more than that
of thunder, the fall of cataracts, the roar of storms,
and the deep swell of the ocean. Probably the
most appalling sound in nature is that of the falls
of Niagara®*, where the waters of the river St.
Lawrence are tumbled into a deep abyss a mile in
width, the roar of which may be heard at the
distance of forty miles! If we can speak of similar
effects by human means, we may mention the
ever-memorable battle of Waterloo, where a hun-
dred thousand combatants were furiously engaged
for eight hours, with all the implements of war!

* An Indian term for the voice of thunder.
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Language falls short of the power of describing
the horrible din of that day; the continued roll of
the artillery bursting into terrific explosions ; the
roar of the musketry, intermingling with the yell
of thousands, and the clash of arms, formed a
climax of noise and sound that made the earth
and spectators tremble. But though nature, in
an angry mood, may powerfully alarm us at times,
yet she more frequently delights us with her pleas-
ing and softer tones, such as the murmuring of
waters, the sighs of the zephyrs, and the whispers
of the evening breeze. Beethoven, in his Pastoral
Symphony, has given us the warm hum of the
insects by the side of the babbling brook; and,
as our musical enterprise enlarges, noises will be
introduced with effect into the modern orchestra
that will give a new feature to our grand per-
formances.

In the drama they ought to form a concomitant
part. As Macbeth says—

* How is it with me, when every noise appals me?>"

These inharmonious sounds may form a new order
of discords, more obscure than those we now
possess—a set of still darker shades by which we
may more forcibly depict the sublime.
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Cuarter III.

THE VOICE.

TaeE human voice, in its tone and accent, is un-
questionably the most pure and sonorous of any
which distinguish the vocal animals. In those
countries where man, like a plant, may be said
to grow and flourish, it expands, ripens, and comes
to perfection; but in the northern and colder
regions, where the mouth is more constantly closed,
the voice is restricted, and escapes with difficulty®.

Greece and Italy, those far-famed countries,
which have been the admiration of the world for
their mild and beautiful climate, have been ever
famous for the vocal art—under a sky so serene,
the voice partakes of that clear and open tone that
at once creates a language pure, free, and har-
monious. This euphony of speech, or aria
parlante, may be regarded as a natural faculty, and
it is but a slight step in these countries to move
into all the beauties of song. In a climate like our
own, where nature has been less generous, it is a

* Captain Parry, in his polar voyage, speaks of the cold being so
intense, that they dare not open their mouths in the outer air, or
expose themselves without a mask,
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rare instance to meet with any voices that are
truly excellent. Many of our words have had
their origin in severer climes, and partake so much
of the nasal and guttural tones as to destroy every
vestige of melody*. These defects may, in a great
measure, be remedied by art, and, if we commence
soon enough, a voice may be made to approach the
excellence. of the Italians. Our method of pro-
ducing vocal sounds is similar to that of a wind
instrument. By a slight percussion of the breath
through the windpipe we produce its key-note and
attendant harmonies of the 3rd, 5th, and 8th. If
we listen attentively, we may hear these intervals
in speaking ; but they are so slightly glanced upon,
and pass with such rapidity, that it requires a nice
ear to detect them. The cries in the streets are
invariably composed of these tones, and naturally
speaking, our voices are limited to these few notes.
Some persons have a greater aptness for the vocal
art than others, probably by a more suitable or-
ganization, but there is not a voice, however
stubborn, but what may be rendered sufficiently
pliant to perform with accuracy the notes of the
diatonic scale. The first and most important
operation is to open the mouth so completely, that
the voice may meet with no obstruction in its

* The Dutch and Northern languages are so guttural, that in the
delivery of some of their words you might suppose the speaker were
choked.

C
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eourse: to do this, the head must be thrown a
little back, while standing in an erect posture,
opening the mouth so as to admit three fingers
set edgewise between the teeth, then by gently
putting forth the voice with the organs steadily
kept in this position, you will produce the first
vocal sound of Au®, asin the word awful. Another
quality of tone may be -acquired by admitting but
two fingers between the teeth, and drawing the
corners of the mouth alike backward as in the act
of smiling : this position will give the sound of the
vowel Ah! as in the word art, less broad, and more
attenuated than the former. This is the best mode
of modelling the voice for singing, and should be
constantly resorted to, till every note from C below
the line, to G above it, can be evenly sustained
in the ascending and descending scales, while you
moderately count four.

DaiLy Lesson.

o |
—r=NIe |
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Ah! - - - - ¢ - - 4 4l 4 e e ..
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A more slender tone may be produced by con-
tracting the mouth so as to admit but one finger

¢ This broad A occurs constantly in the Doric dialect of the
Greek, and its broad pronunciation was sometimes a subject of
discussion amongst that people, not knowing that it was adapted for
musical purposes.—Chatillon. ’ ’
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between the teeth, and which will give the sound
of the diphthong Ea, as in the word earth.

For notes of rapid execution in the upper octave
it will be necessary to contract the organs still
more, poking out the chin a little, which will pro-
duce the still more slender sound of E as in the
word eel. All these positions may be practised
upon the daily lesson, and great attention should
be paid to the manner in which any one good tone
is made, so that you may adopt a similar method
in the others.

In harsh and disagreeable voices the organs are
too much contracted, so that the voice has not a
free and easy passage. The sound thus resisted is
tortured by overcoming the obstacles by which it
is .impeded. These modifications have a similar
action upon the vocal organs to the pressure of the
lips upon the mouth-piece of a wind instrument ;
but in addition to this, the muscles possess the
singular power of lengthening or shortening the
wind-pipe; by depressing the chin, which in effect
widens it for the lower tones, while poking it out
narrows it for the upper®*. Hence it will appear
that the whole of these operations are mechanical,

* Signor Ferlendi, when in this country, performed upon an oboe
in the Opera-house, one of the joints of which was formed of
leather, which he twisted or contracted in a way so like the wind-
pipe, that he produced a talking tone much resembling the human
voice. '

C2
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and that the muscles engaged will require con-
stant practice to bring them into activity and
perfect obedience *,

A full and retentive breath is the only basis
upon which a pure and firm tone can be formed {.
For this, the shoulders should be thrown a little
backward, standing in an easy posture, and opening
the chest, by which a deep inspiration can only be
taken. From these directions it will be discovered
that the point of action in the voice is seated in
the throat near where the hair terminates at the
back of the neck. This place may be considered
as the antechamber to the mouth, in which com-
partment all the beauties of execution must be pre-
pared, never advancing into the mouth, or sinking
into the throat, as the least deviation either one
way or the other, will render the tone harsh and
hard, thick, throaty, and gutturalf. In the as-

* Description of the voice—Haydn and Mozart,

+ There is an art in taking the breath. In rapid music it should
be drawn as quick as possible, and without the least noise. It should
never be replenished in the middle of a word or division, so as to
break a regular succession of notes. By practice, the retention of
the breath can be carried to a great extent. Farinelli could sing
three hundred notes in a breath, while many of our public singers
are ready to drop with exhaustion in getting through the division of
twelve bars in the last song of the Messiah. Though the noise of
drawing the breath has been condemned, yet in the theatre, in scenes
of agitation, the noise adds much to the dramatic effect.

$ Madame Camporese's performance was truly excellent, except
that some of her notes partook of the throaty tone, highly sickening
and disgusting to the ear.
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cending scale the tones should diminish in volume
and increase in brilliancy as they rise upward:
‘to produce this, we gradually lessen the aperture
of the throat, increasing the velocity of the breath ;
and if we were to compare the lowest note in the
voice to the figure and size of a billiard ball, we
should say that the sounds should so diminish,
that the highest should not be larger than a pea.
The lower notes of most voices are formed in the
chest, which may be felt by laying the hand upon
the breast, as the sound produces a very per-
ceptible vibration. This portion of the voice is
called by the Italians the voce de petto, or voice of
the breast. Upon this stands the common voice,
and immediately above it comes the voce de testa
or the voice of the head, the notes of which are
formed at the highest point of the vocal organs.
The tones of the voce de petto are of an instinctive
nature, and are the most passionate that we utter;
they express our inmost feelings, and are termed
the language of the heart, as it is from the region
of the heart that they spring.

The tones of the voce de testa are of a very
opposite kind to that deep and inward feeling of
the lower voice. 1Its high and piercing cry is
rather the language of imposture than sincerity *,

* On hearing a criminal whipt in a public market-place, I was
persuaded the cry was not that of pain or anguish; and upon
enquiry, I learnt from the jailor that the culprit was so little hurt,
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In the voices of men the voce de testa is sometimes
termed a falsetto, or feigned voice, the tone of
which is similar to the constrained effect of
over-blowing an organ pipe, or a flute. This
fictitious voice is now abandoned by composers of
the present day, as being devoid of strength and
expression. The effect of these voices is strikingly
shown in contrast by those persons who are called
ventriloquists. The celebrated Alexander imitates
the conversation of three persons so completely,
as to deceive the most experienced ear. By de-
pressing the windpipe into the chest, though a
slender man, he utters tones of that breadth and
gravity which might be supposed to come from a
gruff domineering person of gigantic stature: this
is nothing more than employing the voce de petto* ;
and then by contracting the upper part of the
throat, he diminishes these tones into the acute and
feeble voice of a child. With these contrary voices,
interposing his own natural voice occasionally, he
carries on a conversation between a lad and his
surly master with such admirable effect, that

that he said he would undergo the punishment again for half-a-
Crown.

* The howl of wild beasts is of this desecription ;—the roar of
tigers and lions fills us with horror, from the magnitude of chest
required to produce tones so hollow and deep. Depth of voice fills
the mind with an idea of an enormous being; and children in
their frolics frighten each other by imitating these voices.
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besides himself you are led to believe there are
two other persons in an adjacent room. This
exhibition takes place on the stage, and as a
climax to his performance, you hear, while he opens
and shuts a door, the cries of children, dogs, and
cats so well imitated by the skilful manner he
diminishes and swells his voice, that you are com-
pelled to believe the sounds come from persons
at a distance, though the whole proceeds only from
himself.

The natural qualities of the voice are as various
as they are innumerable. We seldom meet with
two alike. The key or pitch of voices is also very
dissimilar, they are generally classed in the fol-
lowing order :—Among females the soprano is the
highest, mezzo soprano the middle, and contralto the
lowest. Those of men are alto, tenor, and bass, and
they are an octave lower in tone than those of
females. The voices of women are more active, and
better adapted for execution than those of men,
while the latter have more passion and pathos. In
excellence they are infinitely more rare, for of the
highest order there appears scarcely more than
one first rate man singer in a generation. To
acquire a good and pleasing tone, every experi-
ment for modifying the voice should be tried ; when-
ever success is obtained to the satisfaction of the
ear, we should accurately notice the position of the
organs, so that we may be enabled to repeat a tone
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of the same quality at pleasure. Considerable
assistance may be obtained, as regards the opening
of the mouth, by practising before a mirror. In
the early schools of Rome, it was the custom
¢ daily to take the pupils beyond the walls, to a
stone celebrated for its echo, which repeated the
same sound several times. Here the scholars were
exercised by making them sing opposite the stone,
which by distinctly repeating the sounds, warned
them of their defects, and they were enabled to
correct their errors with greater ease.’
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CuartER IV.

SPEAKING.

TaE art of speaking consists in putting into action
the various movements of the mouth, so as to con-
vert the vocal tones into words. This is effected by
the aid of the lips, teeth, and tongue; and when
the features are free from defect, we may presume
there is no natural impediment to a correct utter-
ance. As the organs of speech differ as widely in
form as men differ in their faces, it is not wonderful
there should be great dissimilarity in our methods
of talking. The thick lips of the African, or the
spare lips of the Gentoo, are neither of them so well
adapted for perfect execution as those of Euro-
pean fashion: the one mumbles, and the other
lisps; and we may regard the models of beauty as
the best form to produce an agreeable language.
It is said that the French speak in the nose, the
Germans in the throat, and the English through
the teeth®.” These peculiarities arise from the
structure of language, but there is nothing either
natural or pleasing in them.

* The English articulate with the mouth but slightly open, and the
teeth half closed.—Chatilion.
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As the vowel tones are formed by opening the
mouth at certain distances, and simply putting forth
the voice®, it necessarily follows that the vowel tones
must be the same in all languagest. Consonants
are rather noises than tones, which are affixed to
the vowels. They may be compared to the action
which a reed or mouth-piece has upon the tones of
a wind instrument—the breath first striking upon

¢ Vide Chapter on Voice.

+ As in every language we find the vowels incorrectly classed, we
have arranged them below in the order in which they are naturally
formed :—

A d as in Awful—open mouth—tone in the chest.

Veaet as in.Earth, hurt, and urn—closer—ditto.

| a as in 4A /—corners of the mouth little } tone in head.

drawn back
= & asin Hay—more drawn back—teeth } do.
nearer . . e )
é asin He—more drawn—teeth nearl
esed . teeth mearly 1 g,
o as in Owe—Ilips in a circle . . do,
% as in Hoo—ditto, and pouting . do.
DipTHONGS.
t @ asin Ahk-he.

t ey as in He-Aoo,

Having no character to express the second vowel sound, writers
have been perplexed, and have resorted to all the vowel characters
in turn, to indicate this simple sound, as in the following—Earth,
berth, mirth, worth, furth. To rectify these incongruities, it would
be a simple improvement to represent this sound by the diphthong ea.

It is said that a modern inventor has contrived tubes of different
shapes, so that, by simply blowing into them, the vowels are distinctly
sounded.
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the teeth, lips, or tongue, before we make the vowel
sound—as well as immediately after it; as, for
instance, in the word Tea, the breath is held by the
consonant, and exploded upon the vowel E : but in
the word Eat, the reverse takes place; the vocal
tone precedes the consonant, and the ejection of the
breath follows after it. In the word Treat, it is
begun and terminated with the same operation.
The nose and roof of the mouth may be regarded
as the sound-board of the voice. The teeth form
a bridge or barrier upon which the lips and tongue
are constantly playing, and their beauty and regu.
larity contribute much to the neatness of speech.
The action of the tongue is susceptible of high
cultivation ; and upon its activity depends much of
that silvery tone of voice that delights us. With
many, it lies a sluggislx lump in the mouth, as when
pronouncing the letter L, it so blocks up the pas-
sage, that the voice escapes with difficulty*. The
lips are employed in the softer tones, and are
chargeable with the same lassitude of expression.
‘The chin has an important office to perform,
which is, to operate upon the hinge that opens and
shuts the mouth ; for upon its activity we either
disclose a polite or vulgar pronunciation. Every
one must have noticed, in lazy speakers, how the

¢ Women talk better than men, from the superior shape of their
tongues. An ancient writer speaks of their loquacity three thousand
years ago,
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words are drawled out of their mouths—as Nee-o
for No. -Others begin to talk before their mouths
are open, affixing the mouth-closing M to most of
their words—as M-yes for Yes.

It may thus be gathered that the speaking
voice is a curious machine, capable of a variety
of effects; and that the beauty of language de-
pends upon the succession of sounds that it can
execute with ease and fluency. If we wish to
speak well, we should be taught. We have
schools in this country to teach everything but
the art of speaking. As we do not speak by nature
more than we sing by nature, it is as necessary
that we should be practised in the rudiments of
the one as in the rudiments of the other. No
Italian attempts to teach singing but by lessons
in solfaying ; and what is the intent of these les-
sons >—not to improve the voice, as vocalizing for
that purpose is a better method,—but to give ac-
tivity to the mouth in speaking the words. In
the education of a prima donna, not less than three
years are spent in attaining this faculty; but in
the education of a youth for the Senate or the
Church, such a ground-work is never thought of.
He has to learn the grace and polish of speech at
an age when it is too late to acquire excellence, or
to lay aside habits incorrectly formed. In a similar
way to that in which persons are practised in music,
speakers should be practised in the first principles
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of speech, by exercising the different evolutions and
movements of the mouth. Children make their
first efforts upon the natural sound of Ah! to which
they connect an explosive consonant, making the
little words Ta! Ma! Pa! &c. These sounds are
the purest, and by far the most natural, in every
language ; and it is a striking defect that in our
English we are nearly destitute of them. In the
Italian they abound ; but we have not a word that
either begins or ends with them, as in the follow-
ing,— Patria o felicita.

Dr. Johnson and other authorities have laid it
down as a rule of pronunciation, that every letter
should have its proper sound; but.in sounding
many of the letters, we have not agreed as to that
which is proper. How very differently we find tra-
vellers spell the same word which is to convey
to us a new sound! And were we to sound every
letter as Dr. Johnson and others would teach us,
we should literally carry back our language to the
14th century.

There is a natural tendency in all languages to
throw out the rugged parts which improper con-
sonants produce, and to preserve those which are
melodious and agreeable to the ear. The pronun-
ciation of our ancestors, to us, at the present day,
would be an unintelligible jargon. In the lower
ranks, we may still hear some of these rugged ex-
pressions, which have escaped the polish of society.
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That part of our language which is derived from
the Latin, is daily softening down into the more
natural and pleasing accents of the Italians. Fashion
may for a time impose peculiarities of tone and
accent, but the permanent sounds will be only those
which are spoken with ease and are acknowledged
by the musical ear.

Stammering is occasioned by an over-effort to
articulate ; for when the mind of the speaker is so
occupied with his subject as not to allow him time
to reflect upon his defect, he will talk without diffi-
culty. All stammerers can sing, owing to the con-
tinuous sound, and the slight manner in which the
consonants are touched in singing; so a drunken
man can run, though he cannot walk or stand still.
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CHAPTER V.

LANGUAGE.

THE primitive tones of the human voice, which
nature has impressed upon us, and which we utter
instinctively, are, without doubt, the rudiments and
ground-work of speech. The tones of grief, anger,
fear, and surprise, are the same in a savage as in
civilized man, and his ¢ how! at the appearance of
¢ danger, his joy at the sight of his prey,—reiterated
¢ or varied with the change of objects, was probably
“the origin of language in the early ages of the
¢ human race®’ By the curious structure of the
vocal organs, man is capable of making a greater
variety of tones than any other animal, and has at
his command the power of expressing every emo-
tion.

Children have no difficulty in expressing their
wants, their pleasures, or pains, long before they
can speak or understand the meaning of a word.
In the dawn of society, ages may have passed away
with little more converse than what these efforts
would produce; but as the mind developed, and

* Booth's Analytical Dictionary.
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our wants increased, means would be suggested,
by the articulating powers, to break these instinc-
tive tones into particles of imitative sound ; and in
all probability the first words that were uttered
bore some resemblance to the things described, as
the boisterous roar of the sea would call for a bois-
terous expression®. The limited number of these
sounds would at first lead men to describe many
things with different degrees of force; and these
varieties, added to an animated gesture, would
render the primitive language a sort of musical
declamationt. From all that has been handed
down to us, it is evident that the most ancient lan-
guages were composed of simple sounds], as a
simplicity of thought produces a simplicity of ex-
pression. Two or more simple impressions would
form a complex idea, which would lead to the join-
ing of two sounds together. As these combinations
increased, the necessity of recording them would

* The very word Roar, when forcibly pronounced, carries with it
the imitative sound. The same may be said of most of our primitive
words, as splash, scrape, crack, crush, and the like.

+ Dr. Blair observes, that the Chinese, in speaking, vary each
of their words in five different tones, by which they make the word
to signify five different things. Sheridan goes farther, and asserts
that sixty different meanings are given to some words in this way.

1 Sir Joseph Bankes found the South Sea Islanders so purely
vocal, that they could not pronounce any English word loaded with
consonants, The nearest approach they could make, in sound, to his
name, was—Opano. As a specimen of their language, we may men-
tion the name of one of their kings being Ta-ma-ha-ma-ka.
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soon appear, and symbols or letters would be re-
sorted to as the means of retaining them. The
spontaneous sound of the vowel Ah!—the sign of
which is placed at the beginning of all the known
alphabets,—would be the first sound to be recorded ;
and what is more natural than that the form of the
letter should aim at depicting the form of the mouth
requisite for the production of this sound?

Though the original shapes of the letters are lost
and forgotten, yet we can trace some remains of
them in the alphabets of modern times. Our letter
A, probably represented the figure of the mouth
when open; and the bar across it, the line which
the teeth would form in appearance while uttering
this sound.

The upper part of the small letter @ would re-
present the figure of the mouth as but just opened,
and which would give the true sound of this vowel.

The vowel O accurately represents the circular
form of the mouth for that sound.

The letter U, probably, in its original form was
an exact representation of the scooped figure of the
tongue, in uttering that sound.

We might hazard a similar conjecture upon the
consonants. The two semicircles in the letter B re-
present the lips as closely pressed together in the act
of forcing that explosive sound; and the consonant
P, having but one curve, would intimate a slighter

effect of the same kind.
D
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These delineations were probably the first at-
tempts at representing sounds by written characters.
The assembling of them together would be ana-
logous to the recording of musical sounds by notes.

When once registered and made objects of sight,
the uniting them in various ways, so as to form
words, would be an easy and natural expedient®*.

Language then, like music, is partly an imitative
art, and has its origin in an effort to express the
names of things by sounds. Its force will depend
upon the use of the primitive tones, and its beauty
upon the order in which various sounds are ar-
ranged. The present object is to speak of the
English language, the basis of which is formed
upon sounds of the most distant origin, but stamped
with great meaning and force.

If we acknowledge there is a beautiful effect in a
certain series or disposition of speaking sounds, and
that some words are more euphonious than others,
perhaps no circumstance has disfigured our lan-
guage so much as the introduction of words coined
from the Latin and Greek. These words retain
none of their primitive beauty or force. Had they

* In the Eastern world, the Chinese dialects are chiefly, or en-
tirely, monosyllabic, being so in the greatest degree as we advance
eastward. These languages are all characterized by extreme sim-
plicity of structure ; they are destitute of inflections, they have not
less than thirty-seven consonants, fourteen vowels, six diphthongs of
elemental sounds, and the entire effects are brought about by the na-
tural order of juxta-position.—Edinburgh Review, No. LXXXIV.
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not lost the sound with which they were originally
spoken, they would have mingled with our native
tones, and not have remained as dead expressions in
our language, That the Latin was at one time the
spoken language of Italy is an opinion that has
never been doubted. But a musician, who is con-
versant with sounds, and who will take the trouble
to examine its internal structure, must doubt the
truth of this fact altogether. The very plan of it,
in both sense and sound, is contrary to what nature
would point out. That it may have been a modifi-
cation of the mother tongue of Italy—systematically
arranged by learned men for the purpose of express-
ing their thoughts in writing—is more than pro-
bable ; but, that it was the language or common
speech of the people, its structure and contrivance
at once refute. The formation of a language must,
at all times, have been gradual and slow ; nor could
it (from the accidental way in which words arise)
preserve any system or order: but, as the human
mind entered into subjects of deep research, lan-
guage thus formed would be found ‘too cumber-
some for literary purposes,’ and art would suggest
a grammatical contrivance. Hence, in the same
country, we should have a written and a spoken
language. China still retains both these*; and

* A person may be well acquainted with the Chinese language as
spoken, and know nothing of the written one ; and many read it as it
stands in books, and know nothing of the vernacular tongue.

D2



360 LANGUAGE.

why should we not suppose that Rome possessed
the same? The system of classifying words, and
giving them certain inflections and terminations,
has led to such odd combinations of sound, as
cannot naturally be performed by the mouth ; and
the idiom of the Latin is so contrary to that order
in which ideas occur to the mind, that we must
suppose this arrangement to have been the result
of literary taste and contrivance.

We might ask, when, and by whom, was the
Latin tongue destroyed? Some say by the barba-
rians, who overran the country from the North:
but a language could not be laid aside, and another
adopted at once. Others contend that the Goths
cut off the terminations and cases, and improved the
logical arrangement ; but this supposition staggers
credulity itself. Is it not more reasonable to sup-
pose that the present ltalian is the original language
of the Romans, softened and polished by the use of
eighteen hundred years®*? Where are we to look

# Mr. Pinkerton, in an essay on this subject, in the Memoirs of the
American Academy, observes, that he had formerly adopted the very
prevalent opinion, that the pronunciation of the modern Greeks was
grossly corrupt ; but that in the investigation of the subject, which
he was led to make in consequence of conversations with indivi-
duals of the nation, he had found strong reasons for changing his
opinion. He now thinks it in the highest degree probable, that the
Greeks of the present day pronounce very nearly as their ancestors
did, as early as the commencement of the Christian era. Again: it
is well known that scholars, second to none in learning and ingenuity,
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for ¢ that power of song’ which ancient poets speak
of, but in the countries which gave it birth*?
Persons who have an ear for sounds have only to
listen to a language they do not understand, to be
aware of its vocal beauties and defects. The north-
ern tongues are less pleasing than those of milder
climes. The severity of the regions in which they
are spoken keeps the mouth constantly closed, and
the act of speaking is principally performed in the
throat. Such guttural and displeasing effects be-
long not to Greece and Italy. Had we resorted to
these countries for their living tones, instead of the
dead artificial terminations of the Latins, we should
not only have enriched our language with facilities
of expression, but have added to its vocal beauty.
Who can have listened to this humdrum tongue,

have maintained that modem Italian is a form of Latin which was
spoken in the Augustan age.—North American Review, No. LVII,

The Cardinal Bembo and the Marquis Maffei were of opinion that
the ancient Romans had an oral language different from that of
books. It is therefore probable that this, and not the written
language of Italy, was the mother of the present Italian.—Burney,
vol. ii., page 223.

* A modern writer observes, that probably the Etruscan language
was spoken during the time of the Romans, and that the Latin was
a written langunage, and confined to the literati. For if this was not
the case, we must suppose, first, that the Etruscan was rooted out
by the Latins, and that the Latin has again yielded in its turn to a
new tongue; but it is more reasonable to suppose, that when Rome
fell, the Latin fell with it, but the language of the people still remains
in an improved form in the present Italian.
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without noticing the mouth-closing M at the end of
the words, driving the sound through the nose; or
the mean and sibilating us, attached to the name of
their statesmen and generals? These terminations
were never uttered by the people. We hear them
called by the Italians at this day, Marco and An-
tonio: the same bold and heroic appellations, doubt-
less, which the Romans gave them.

The force of a language will depend upon such
words as instantly raise the ideas in the mind ; and
its beauty upon their movement and succession. The
first produces the picture, the second the colouring;
yet we often derive more pleasure and are more
sensibly moved by the tone of voice, than by any
meaning we attach to the words. Madame de Staél
had all her life a sort of organic delight in the
melody of certain verses, altogether abstracted from
any consideration of their sense. She recited them
often with great pomp and emphasis, and said,
¢ That is what I call poetry! it is delicious! and so
much the more, that it does not convey a single
idea to me.” These effects are purely musical; and
the pleasure we derive is similar to that of a strain
of music upon the ear.

Language is made up of words and syllables ;
and these syllables, like notes in music, are of all
possible lengths. Itis a rude and incorrect distinc-
tion which the Latin scholars have made, in classify-
ing them merely into long and short. The word all,
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in length of sound, may be represented by a minim

ﬁ; but the word tndivisible, though com-
All

posed of five syllables, will be spoken in a time

3
=
equally short "e—e-¢— : consequently,

< in-di-vi-si-ble

each syllable in the last word is only one-fifth of
the length of the monosyllable. Since syllables
are of various lengths, we have in them an imme-
diate clue to the rhythm of language. A well con-
structed sentence, simply as it regards the flow of
words, will, when measured by musical notes, have
all the relative proportion of a strain of music,
founded upon the laws of musical expression. If
we inspect the fine Adagios of Haydn and Beet-
hoven, we shall find them composed of sounds
varying in duration from the slowest note to those -
of the greatest quickness; and if we examine a
speech of Shakspeare, or a description of Milton’s,
we shall find them also composed of words pon-
derous and slow, mingled with particles and syllables
of great rapidity.

With respect to rhythm,—a cultivated ear will
find no difficulty in placing the strong expressions
in musical order, so that they shall fall upon the
accented part of the bar*. These words, where pro-

* Vide the Chapter upon Tiux.
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perly sustained by the voice, invariably convey the
sense; and into them, when we speak with feeling,
we infuse the instinctive tone. The smaller words,
which are the mere links of language, should be so
placed that they can be driven together, if the
speaker require room for the display of his voice.

Words may also be said to be of all colours,
shapes, and sizes, like the stones and jewels in
a lapidary’s shop. Their effect in composition will
depend upon the order in which they are strung
together, so as to render them pleasing to the ear*.
The English language, though copious in words, is
not well assorted. It is more powerful than beau-
tiful. We abound in the rougher tones, and are
deficient in those of delicacy.

The sound of che, as in our words cheese and
chest, which gives such softness and flexibility to
the Italian, we are nearly without; and in minute
sounds we are wholly deficient. We have not a
sufficient number of little words like the eyllables
té, pé, ké, &c. ; these particles are useful in accent,
while others less acute are serviceable in filling up
the chinks, and connecting important words. For
these reasons our language is stubborn, and does

* Perhaps a theory might be laid down for the physical gratifica.
tion of the ear, in the same manner as a gastronomical one has been
devised for the delight of the palate.—Carpans, Harmonicon.

Filippo Villani assures us, that the musical modulation of the poetry

of Petrarch addressed to Laura was so sweet, that it was on the lips
of all the world.—Quarterly Review, No. XLVIIL.
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not work so kindly in musical construction as the
Italian,

As an illustration of the above remarks, the fol-
lowing extract from Milton is affixed to musical
notes, by which we may ascertain the time and ac-
cent which the author probably intended.

Jd&lnchen pendalum.,  Tenuto /-;\
o Manb—)
e
= gy
These are thy glo-rious works, pa-rent of
= =

- ' g
eSSt i
good! Al-migh-ty, thine this u-ni-versal frame

Ten. Tenuto 1

22 Nt
Thus wondrous fair, thy-self how wondrous then!

We find in this example eleven sorts of notes,
or eleven syllables of different lengths, which, with
the rests or pauses, make up a rhythmical order.
The notes simply convey to us the exact time in
which the words should be spoken. As yet we
are without efficient characters to represent the
flashing tones of the speaking voice.

It is but a rude distinction which prosodians
make in classing words under the terms

~ ~ NN
Trochee f% " and Tambic 3NV
° J ® L [ >0 [J s
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The two first only prove that the syllables move
in triple time, and the two latter in common. A
cultivated ear will find no difficulty in perceiving
that in these measures syllables may be of all pos-
sible lengths. To prove which, we may put into
notes a poem of Mr. Moore’s, in triple time.
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heart that is hum-ble might hope

for it here.

Subjects of a graver cast require the more stately
march of common time, as in the following :—

S—— — M N
4e—6—0|0-—eo|0—90—0—0|e o |
The Cur-few tolls  -the knell of part-ing day, The
_— _J—
- —1 ] N
p— I S e—— i I
low-ingherd  winds slow-ly o'er the lea,
i B — 'Pf T 1 M-
S—_ - S — o666l 650
Theploughmanhomeward plods his wea-ry way, And
X Y
‘A ° o ° ‘ (3 ‘ () -
leaves the world to darkness and to me.
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One of the principal features of measured poetry
is that of the syllables partaking of a similar and
uniform motion, agreeable to that flow which is
impressed upon them by the laws of melody. In
heroic or blank verse, this measured effect is but
seldom used. The following quotation from Lord
Byron will shew with what success the triple time
is mingled with the common.

S } M o s e B
I BC— i > S S—— v— -~ i~ B
The mind that broods oer  guil-ty woes - - -
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—e¢ o060 -6——|e e [Te™
Is like the scor-pi-on girt with

fire
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In cir-cles nar-row-ing  as it glows,
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The flames & - round the cap-tive close
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Till in - ly search’'d by thousand throes,
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And madd'ning in her i - re, One
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sad and  sole re - lief she knows,
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Thesting she nourish'd for her foes,
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1 B = 11
o e o¢—"—Je 6996l e¢e-—TF]F
Whose ve-nom " ne-ver yet was vain,
- ™
—o—o - ¥ —o— -
Givesbut one pang and cures all  pain,
[ N
e o e e e —
—¢—|-o—0—0—0—|90—0-¢ e
And darts in -to her desperate brain,
Adagio.
— + it i e
| P . - > q .' o-2 . . .
So dothe dark in soul ex - pire.

Language then is an art made up of sounds, by
which we instantly communicate our ideas. In its
earliest stages it simply gave names to things, and
expressed the crude emotions of the human mind ;
but since it has received the intellectual contrivance
of grammar, we are enabled to describe and define
all the properties of matter, and enter into the most
abstruse labyrinths of human reason.

Its use depends upon the clearness of its struc-
ture and vocality ; and its beauty upon the musical
disposition of its parts. As it progresses into order
it gradually throws out its asperities ; retaining only
those sounds which are pleasing to the ear. Could
we call up the familiar conversation of ages past,
and anticipate that of the future, the ruggedness
of the one would resemble the Welsh—the softness
of the other the flexible Italian.
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CuaprTEr VI.

ORATORY.

Berore knowledge was conveyed by the art of
writing, or the use of books, men resorted to an
elevated mode of speaking when they had any thing
to communicate, in which the common interests
were concerned ; and as circumstances arose, ora-
tory or public speaking must have prevailed with
the ancients more than ourselves*. The feelings
of a speaker in addressing a large assembly are not
those of common life. He is excited by the multi-
tude around him, and becomes the focal point
of every eye, and every ear. In a situation like
this, his passions are roused ; nature dictates the
tone of voice in which he speaks; and what in
ordinary conversation would be expressed in many
words, he forcibly depicts by a figure. Oratory is
the language of the passions, and we ¢catch fire
by what is kindled in another.” In ordinary speech
we distinguish more nicely, and our descriptions
may come nearer to the truth : but in oratory we

* The improvisatori are, no doubt, relics of the ancient poets and
orators, or musicians, who used to recount their laws and feats to the

lyre.
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yield to sympathy what we refuse to description.
There is a moving tone of voice, as Mr. Burke ob-
serves, an impassioned countenance, and agitated
gesture, which affects independently of the things
about which they are excited; so there are words
which touch and move us, under the influence of
passion, more than any other. It is this moving
tone of voice, and these emphatic words, that con-
stitute the powerful effects of oratory. It is said of
Cesar, when addressing his army, that he chose
long words for their grandeur. It would have been
more correct to say—that he chose sonorous words,
those that were full of sound and would fly to the
farthest point of his battalions®*. A powerful voice
is one of the first requisites of a good speaker, and
he will not fail to use the clearest and best parts
of it for the drift of his discourse, reserving the ex-
tremes for particular effects.

The pitch should be that of a tenor, or middle
voice, Mr. Denman’s is rich and sombre, but
rather too low. Mr. Burke’s was, on the contrary,
too high—a sort of lofty cry—soaring too much
in altof. Clearness and distinctness is an indis-

* In the chapter on Noise it has been shown how much further a
vocal tone will fly than ordinary speech. For this reason the Ca-
tholics adopt the chanting tone, by which the service becomes audible
in every part of the cathedral.

+ Roger Ascham, tutor to Queen Elizabeth, observes, ¢ where a
matter is spoken with an apte voyce for everye affection, the hearers,
for the most part, are moved as the speaker woulde ; but when a man
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pensable quality. An indistinct utterance is not
only painful to the ear, but causes a great labour of
attention, which ought not to be occupied with the
words, but the ideas. From the following descrip-
tion of Lord Chatham, the great Pitt, we may con-
clude that he was an orator of - the first description.
‘His voice was both full and clear; his lowest
whisper was distinctly heard, his middle tones were
sweet, rich, and beautifully varied. When he ele-
vated his voice to its highest pitch, the House was
completely filled with the volume of sound, the
effect was awful, except when he wished to cheer
and animate ; and then he had spirit-stirring notes
which were perfectly irresistible. He frequently
rose on a sudden from a very low to a very high
key (note) ; but it seemed to be without effort. His
diction was remarkably simple, but words were
never chosen with greater ease. He was often
familiar, and even playful; but it was the familiarity
and playfulness of condescension—the lion that
dandled with the kid. The terrible, however, was
his peculiar power. Then the whole house sunk

is alwaye in one tone, like a humble bee, or els now in the top of the
church, now downe that no man knoweth where to have him; or
piping like a reede or roaring like a bull, as some lawyers do, which
thincke they do best when they cry loudest, these shall never move, as
1 have known manye well learned have done, because theyr voyce was
not stayed afore, with learninge to singe. For all voyces great and
small, base and shrill, weak or soft, may be holpen and brought to a
good point by learninge to singe.’
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before him. Still he was dignified and wonderful,
as was his eloquence; it was attended with this
important effect, that it impressed every hearer with
a conviction that there was something in him finer
even than his words; that the man was infinitely
greater than the orator.” It is important that the
tone of voice should invite attention; the finest
strains of eloquence, delivered in the same level
tone, always fail to produce much effect. Musi-
cally speaking, he is the best orator, who has the
greatest number of tones at his command, who
unites the upper and lower voices* to his natural
speaking voice.

Mr. Kean possesses these qualifications in the
highest degree. He has at his command the
greatest number of effects—having a range of tones
from F below the line to F above it—
-
2D S— :

b
vV

== :
the natural key of his voice being that of Bp, a
note lower than Talma’s. His hard guttural tone
upon G is as piercing as the third string of a violon-
cello ; whilst his mezzo and pianissimo expressions
are as soft as from the voice of a woman. He has
three distinct sets of tones; as if he occasionally
played upon a flute, clarinet, and bassoon, which

* That is, the voce dt testa and the voce di petto.
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he uses as the passion dictates. In the scene with
Lady Ann his notes are of the most touching and
persuasive kind, often sprin;g’ing from the harmonics
_of his natural voice, which he elicits with exquisite
delicacy. We shall instance the peculiar softness
of the following expressions: —

> Jo—— C ): i -
S Thkorr

You mock me, mo-ther. Re - - mem-ber.

But the same voice, when moved with a ruder
stroke, -gave the yell and choaked utterance of a
savage.

N
Shylock. ( "'
Oh! if I cancatch him once upon the hip.
bb S Z P

S et——

His tones of furious passion are deep seated in
the chest, like those of the lion and tiger ; and it is
his mastery over these instinctive tones by which
he so powerfully moves his audience. At times
he vomits a torrent of words in a breath, yet
avails himself of all the advantages of deliberation.
His pauses give a grandeur to his performance, and

speak more than words themselves.
E
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not for Venice.

The I'rench actors know nothing of this music of
the voice ; their recitation is disagreeably high
and chanting. In the year 1822 the writer was
present at the play of Regulus, in Paris, and saw
their famous actor Talma, who is certainly a great
exception to this remark. The tone of his voice
was strikingly clear, sonorous, and beautiful. The
following expression showed the richness and depth
of his tones :—

Dr——N—
" .
w o-

pas  en - core.

In his whisper there was something touching and
divine. The character of Regulus, in which he ap-
peared, was evidently intended by his dress and
manner to represent that of Bonaparte ; and, at the

following expression
fr fr
N NN
[ (@S-
Tremblez, tremblez, Ty-rans

the shouts of applause were, if possible, more loud
and uproarious than anything heard in England.
The voice of Cooke was sharp and powerful,
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possessing little variety, and none of the softer in-
flections. In compass and celerity of vocal motion
he was superior to any other orator, which pecu-
liarly adapted him for scenes of villany.

Words lengthen or shorten under the passion
with which they are uttered; in anger we hurry
over them ; in grief we dwell upon them.

Kemble had a voice of very limited powers, and
of a level tone, which, without his talent as an
actor, would have interested little. That hollow-
ness, 80 peculiar to him, rather increased than
diminished certain effects; as in the character of
the Stranger. His haggard look and deep sepul-
chral tones, which struck awfully upon the ear—
¢ like the croak of night's funeral bird’—admirably
qualified him to depict the workings of a mind
weighed down with sorrow and irretrievable ca-
lamity.

So powerfully are we affected by the tone of
voice, that it is often of more importance to the just
representation of character, than any other qualifi-
cation we may possess. The delicious sweetness,
and charming tone of Miss Murray’s voice* can

* A celebrated actress, Mademoiselle Desgarcins, owed her suc-
cess, in part, to this; scarcely had she spoken, or even suffered some
tones to escape, than her hearers were moved; the effect was irre-
sistible: and this magic, on one occasion, realising the marvellous
effects which poetry has ascribed to music, softened some assassins
who had entered the house of that touching actress, who were dis-

armed by the all powerful seduction of her voice.—L. J. Morgav.
E2
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never be forgotten, and the accents of Mjss O’Neil
if possible, were more beautiful than herself*.

Macready, though an actor of great eminence,
possesses but few of these excellencies. His voice
is hard and croaking, and though his figure is well
suited, his tones belong not to Hamlet. By aiming
too much at distinctness he incurs a false pronun-
ciation of the vowels, which proceeds from his
drawing back too much the corners of his mouth;
so that we have scarn for scorn, go farth for go
forth, hkarrible! harrible ! for horrible! horrible!
His sotto voce is more perfect: in the scene where
he gives instruction to the players, he is highly na-
tural and pleasingf.

A voice adapted to the character is as necessary
to the drama, as a particular instrument to the
orchestra, to express the ideas of the composer.

. * Her laugh was captivating! Welch, the traveller, speaks of the
pleasure he had in listening to the laughing of Indian women.

+ The following expressions I heard from Mr. Pemberton, who
evinced a great knowledge of the part, and entered so fully into the
feelings and agitated soul of Hamlet, that it was perfect nature,
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An-gels! and mi-ni-sters of grace de - fend us!
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The great inattention shown to this often renders
the character unnatural and ridiculous ; as in com-
mon life, we meet sometimes a stout athletic man
with the piping voice of a child, and a spare
slender creature with the hollow tones of a giant.
Why are we so convulsed with laughter at the
incomparable Liston? Perhaps the oddity arises
from the junction of his pompous voice with the
mean and senseless characters he personates. It
is like putting the grave and sententious expres-
gion of a Lord Chancellor into the mouth of an
idiot. This swelling of the words in a dignified
character has its due effect, for, as Lord Pembroke
observed, Johnson’s sayings would not have ap-
peared half so extraordinary but for his bow-wow
way.

Liston’s powers are of the highest order. His
voce di petto is perfect, and the range of his voice
is more extensive than any performer upon the
stage. These qualifications would have given him
the greatest advantages in tragedy; but then the
singularity of his performance would have been
destroyed. It is this odd union of voice, face, and
figure, that render him so unlike any other actor,—
so truly comic, with a humour so unique, that no
one has yet dared to imitate him.

At the bar, or in the pulpit, oratory has seldom
risen to the highest pitch' of excellence. There
wants the action and business of the stage to keep
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alive the passions of the mind. It is true the actor
has nothing to do with the invention of the images
or sentiments ; they are furnished by the poet. He
has only to depict them by appropriate voice and
gesture.

Mr. Burke’s oratory was of a contrary kind,—
nothing could exceed the flow of language, and
the powers of his imagination. At the trial of
Warren Hastings, his shrill voice rang through the
hall, but it was cold and ineffective. There wanted
the darker tones to clothe the sublime images of
his fancy. As it regarded the effects of voice, there
was more natural eloquence in the prisoner at the
bar, when he called upon the lords to save him
from the fury of his accusers.

In the pulpit, the want of vocal expression is still
more apparent. The preacher is in too quiet pos-
session of the field. The familiarity of the subject
and the want of novelty beget a sameness of tone
that wearies the attention, and destroys the interest.
As an exception to this remark, we may mention the
performance of the Rev. Mr. Irving, at the Scotch
church, which is purely a musical exhibition, not
a little aided by dress and gesture®. His voice is

* Action contributes much to the power of words. The holding of
the arm close upon the chest, reserving its use till the finger is pointed
towards the audience, to call the attention and mark the sense; even
the lodging of the hand within the bosom of the waistcoat, in an easy
aftitude, relaxes the attention of the audience, and prepares the mind
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that of a clear sonorous basso, of considerable com-
pass. In manner he is slow and reverential, never
hurrying beyond the time of adagio,—carefully
using the right tone for the particular passion. His
prayer, commencing with the words,

= b
NN
B

live, move, and have our be - ing

reminded me of that slow and solemn strain of
deep holding notes, gradually ascending, which
describes the rising of the moon in Haydn’s Crea-
tion*.

Although the advantages of a musical voice have
been fully shown, yet there are speakers of great
eminence but little qualified in this particular. As
an instance, we may mention the extraordinary

to receive new effects. In the dramatic exhibition of the ancients,
the speeches were made through metallic masks, which angmented
the voice sufficiently to fill with sound their vast amphitheatres; and
it is said that one person performed the oral part, and the action was
given to another: yet such was the effect of their pantomimic per-
formance, that Cicero says, it was a contest between him and Roscius,
whether he could express a sentiment in a greater variety of phrases,
or Roscius in a greater variety of intelligible significant gestures.

* T once heard a preacher, after painting the abode of the blessed,
artfully descend into the extreme depths of the petto, to describe the
horrors of the damned.
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powers of the late Rev. Robert Hall, of Leicester,
whose voice was naturally so deficient in strength,
that in a large auditory he was heard with diffi-
culty. Yet the stores of his mind and the brilliancy
of his conceptions place him in the first rank of
orators. His delivery, though feeble, was pecu-
liarly neat and graceful, and when urged by the
fire of his imagination, became so rapid that no
short-hand writer was able to take down his words.
The scintillations of his fancy, and the flow of his
eloquence, may be compared to that of Burke ; and
as a writer of the English language he is not sur-
passed by any one, ancient or modern.

From the earliest state of society to the present
time, the power of oratory has been felt and ac-
knowledged. In savage states, recently discovered,
the chiefs and rulers have obtained their power by
the influence of this noble and enthusiastic art;
and we may conclude that, as language refines,
with grace of action and the pomp of words,
its influence will keep pace with the polish of
society.
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CHarTER VIIL

SINGING

To sing with taste and expression, many qualifica-
tions are required :—first, as music, voice, ear and
execution ; secondly, as language, enunciation,
mind, and action. These, when combined with a
just feeling, constitute the highest point of vocal
excellence. The mode of acquiring the voice has
been explained in a chapter on that subject, and
the delivery of words, under the art of speak-
ing ; but to blend the singing and speaking voice
together—to unite them artificially in song—is a
great achievement. Those who are endowed by
nature with a fine voice frequently bave little
power of showing it under the restraint which
words impose. It is a simple operation to perform
a strain of music upon the voice without words as
upon an instrument ; but to engraft syllables upon
musical sounds without injuring the tone, is a per-
fection which few ever attain. Before this can be
done, the composer must have a just conception of
that alliance which subsists between words and
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sounds, so as to render the composition suitable for
the voice; without this connexion the piece can
never be either effective or pleasing. A composer
may have a quick sense of the beauty of melody,
without a corresponding taste for the beauty of
language. In such cases he is satisfied by “the
charm of the music, and the words are left to shift
for themselves. Here the singer has a task to per-
form, sometimes to substitute other words, and
occasionally so to alter their pronunciation as to
make them accord with the musical expression:
on the ether hand, when na exception can be made
to“the words, to lengthen some notes and shorten
others, as the syllables may require, but never at
the risk of deforming the melody. As an illustra-
tion, the following air is accommodated- to four
different sets of words :—
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The composer has much difficulty in finding syl-
lables short enough for his diminutive notes, our
language being very deficient in this particular. To
remedy this defect, the singer should be careful to
adopt @ neat and pointed pronunciatian of those
particles of language that fall under the shortest
notes. Open syllables should have long open sounds,
and short syllables short sounds; the reverse of this
frequéntly occurs in the best compositions.

These observations touch only the length of syl-
lables, showing that, unless the quantity exactly
coincides with the value of the notes, the musical
expression will be greatly injured, if not entirely
destroyed *. |

A firm and decided tone can only be produced
by a quick opening of the mouth; the want of this
activity in attacking a sound produces a quacking
tone,-like that of a duckt. How often do we
notice a vulgarity in the performance of educated

* No one ever knew better how to adapt language to the peculiari-
ties of musie than Metastasio; by rejecting words unfitted for sing-
ing, by frequently adopting elisions, and words which terminated with
an accented vowel, as ardi, pregd, sara, and artfully intermixing dif-
ferent species of feet, to give variety to the periods corresponding
with musical intervals, and giving room to the singer to breathe, by
dividing lines into halves, in, order to shorten periods and render
thém smoother, by using rhyme discreetly, though without any fixed
law, making it subservient to the ear.—Arteaga.

+ So indifferent performers upon the organ produce a similar
quacking tone upon that instrument, by putting down the key too
leisurely, whereby the valve is not promptly opened.
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persons, occasioned by this negligent manner of
opening the mouth ; not knowing that the drawling
tone arises from a cause so simple and so easy to
be removed. The following slovenly expressions
from a bass singer of eminence will be in the recol-

lection of many.

Doo-ark-ness shall cover the earth.

The Gen-te-oyles shall come to thy le-oyt,
The she-had-dow of death.

The wings 0o-hof the woo-inde.

A soprano of eminence,
Bid me dis-ke-orse, de-ance and play.

Mr. Bartleman had none of this lax and idle
manner. His quickness in putting forth the voice
was his greatest excellence. His firmness might
be compared to one who walks and marches well
with his foot set on the ground and lifted up with-
out any shuffling*.

To sustain the voice in an even tone—to increase
or diminish it gradually—requires great manage-
ment of the breath; for there can be no command
of the voice without a perfect command of breath.
To effect this it is expedient to take a quick and
deep inspiration, filling the chest without the least
noisef, and using it sparingly.

* Dr. Bayley.

+ The pleasure we derive from the performance of one of our first
female singers on the English stage is much diminished, by the dis-

agreeable noise which arises from the bad method of drawing her

breath.
1t is recorded of Farinelli, that he could throw out his voice in one
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It is an unfortunate circumstance for English
singing, that so many of our words begin and end
with the letter S. This offensive sound, which is
made by forcing the breath through the teeth, pre-
dominates so much in our language as to arrest the
attention of all foreigmers ; for, if we listen to the
following line, ¢sing songs of praise, when our
church congregations are holding forth upon Stern-
hold and Hopkins—we have a more deafening hiss
than ever proceeded from an army of geese in Lin-
colnshire. The following line from Dryden is ner-
vous and expressive, but so loaded with S’s as to be
utterly repugnant to everything like musical expres-
sion:

And thrice he slew the slain.

“If our alphabet,’ as Dr. Burney observes, ¢be

critically examined, in order to discover the effect

continuous note, swelling it and then letting it die away, for such a
length of time, as to excite the incredulity of all those who heard him;
who, though unable to detect the artifice, by which he so economised
his breath, supposed he was assisted by some instrument whilst he
renewed his power of respiration.

A friend of the writer, who occupied an apartment in the Fauxbourg
Poissonnier, Paris, was so frequently annoyed by a sound below stairs,
which he thought proceeded from the wind singing through a door,
that he constantly complained to his servant of her neglect in not
closing it. On her assuring him that was not the case, he set about
to discover the cause of this phenomenon; and to his great surprise,
found in the lower apartment the celebrated Crescentini, practising
his sostenuto notes, which he increased and diminished so impercep-
tibly, as to lead to the supposition that it was the swelling and dying
away of the wind.
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which each letter has upon the voice in singing, it
will be found that peculiar letters, as well as com-
binations of letters, have peculiar vices and tenden-
cies to impede: or corrupt musical sound.” As a
means of expunging as much as possible this offen-
give sound, it is a good maxim to turn the plural
nouns into singulars, by cutting off this letter when-
ever the sense will permit *, and often at the end of
a word it may be converted into the more agreeable
sound of Z. Another defect in our language is the
entire want of neat explosive sounds, as bah! dah !
pah! tah! té, pé, ké. These articulations are ne-
cessary to musical expression, and to-obtain them
we are driven to the expedient of joining the last
letter of a word to the following vowel of the next
word, so as to produce this smart and rigorous
effect. For instance, refer to the staccato passage
in Haydn’s chorus, Great and glorious God of
Israelt, where the full orchestra has the following
passage in unison,—

_nﬂ' /.\W

%:El —e — I — ﬁr = Ji—lp_ F ge.
P ﬁj—
Grea-t'an' glo-ris glo-rious  God.

* Though the letter S forms the plurals of French nouns, it is never
sounded. With some persons the sound of the W is equally offensive.
I once heard a clergyman who had so great a fondness for this letter,
that scarcely a sentence of his discourse was uttered without it: upon
inquiry, I found this was the result of habit, for he was a great whistler.

+ Sacred Melodies, vol. iv.



SINGING. 67

This effect can only be produced by joining the
t to the word and, and discarding the d. By other
combinations we can produce the very opposite—
that of a gliding and gentle sensation.

If the various sounds of words be compared to
Jforms, we may say they are of all possible shapes,
and great taste may be shown in uniting them with
musical expression. Our early composers often re-
peated the same word. five or six times together, to
gain an effect, which could not be obtained by
any other means, The witches’ music in Macbeth,
composed by Matthew Lock, carries with it an air
of singularity from this circumstance alone.
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Volume and force of voice are essentially neces-
sary in a public singer. The same powers which
delight us in private life would fail to give satis-
faction and pleasure in a theatre. Like the scenes
upon the stage, the finest touches must be bold and
strong to be felt at a distance.

Catalani’s power was so great as to be offensively
loud to those who were placed near her. None
should venture upon the stage but those who have
acquired, or upon whom nature has bestowed, a
plenitude of voice*. This power of voice confers

* Reynolds, describing some private theatricals given at the Duke
of Marlborough's, where the accomplished families of Spencer and
Russell performed, could not hear one line in twenty, though the
theatre was not larger than would contain 200 persons. Shortly
afterwards a dance was executed so elegantly, as to attract the atten-
tion and applause of the whole audience. Indeed, the ease and grace
when the party assumed their natural characters, made us doubt

whether they were the same persons, who, a few minutes before, ap-
peared so deficient in stage declamation.
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upon the singer, the valuable property of a’ clear
articulation, which enables him to pronounce the
words. distinctly without injuring the tone. Hitherto
we have considered the voice simply as an instru-
ment possessing the additional power of engrafting
words upon its musical tones. We now proceed to
speak ‘of a higher faculty, that of breathing into
these sounds a tone of -passionate feeling. The
singer, who contemplates the sounds merely as they
are marked out by the notes, who has not that in-
ternal sensation of what the author would express,
may execute his task with musical exactness; but,
without this emotion, he will fail to affect his
hearers, for it is an old observation, to produce.a
passion in others, we must first feel it ourselves.

In the chapter upon Language, we have alluded
to the instinctive tones more than once. The tones
of love and hatred are natural inflections of the
voice, intelligible in every language, and understood
by the lowest of our species: it requires not the aid
of words to express them. There is a lightness of
voice for the extacy of joy, as well as a depressed
and weighty tone for that of grief. The composer
takes care to interweave these expressions, by which
he heightens the force of his melody; and if the
singer is sensible of them, he will skilfully blend them
in whatever he performs. These passionate tones,
which so powerfully lay hold of our affections, are

for the most part formed in the chest, and are of
F
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that order termed the voce ds petto. This is the
case with those that express the sensations of sor-
row, pity, love, and regret; while those of joy, rage,
and exultation, &c., are to be referred to the higher
voice, the voce de testa, for we do not quarrel in the
same tones that we love*. The application of these
instinctive tones may be compared to those colours
in a picture by which the painter gives a warmth
to his subject, and which may be termed the colour-
ing of the musical art: nor can we have these
expressions at command, unless we give ourselves
up to that state of feeling which will enable us to
express them.

* The horse rejoices in the applauding tones of the rider’s voice, and
trembles when he changes them to those of anger. What blandish-
ments do we see in the dog, when his master soothes him in kind
notes ; what fear, and even shame, when he changes them to those
of chiding !—SAeridan.
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Cuarrer VII.

ATR.

THE chief excellence of that measured strain of
music called air, resides in the beauty of its melody,
the symmetry of which lays hold of our affections
in a peculiar way. When addressed to the gentler
passions, its tender expressions are more intelligible
than words, of which few are necessary to assist its
meaning ; and the less it is encumbered with them,
the more powerful is its charm. Melody demands
the expression of its own thoughts, before it at-
tempts to express the ideas of the poet; ¢ a means
¢ exclusively its own, and which acts upon us in a
¢ pleasurable way®*.” Its power of calling up ideas

* It is an observation of Madame de Staél, that when the powers of
melody are but feebly felt, we expect that it should faithfully conform
to every variation of the words ; but when the whole soul is affected
by it, everything, except the music itself, is unseasonable, and dis-

tracts the attention, provided there be no opposition between the
F 2
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of the past, upon which the mind loves to dwell, is
often a source of great delight: with music of this
kind, the singer seldom fails to please ; he trusts to
the charm of the melody rather than the force of
the words; recollecting, that ¢ we must first please
the ear before we can touch the hearf.! The follow-
ing lines, taken from Chatterton’s play of Ella,
are joined to a few simple notes, and the suc-
ceeding Aria'is constructed upen a subject taken
from Haydn’s 40th Quartet, both of which are spe-
cimens of simple melody.

words and music. We give ourselves up to that which should always
predominate over the rest: for.the delightful reverie into which it
throws us, annihilates all thoughts which may be expressed by words.
We give ourselves up to the general affections of the soul. Metas-
tasio reduced his language in versification to so limited a number of
words, phrases, and cadences, that they seem always the same; and
-his poetry often produces the effect of a musical instrument, which
conveys no idea, but delights you with its melody.—Quarterly Re-
view, No. XLVIIIL,
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CANZONETTA.
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" BALLAD.

THE ballad has less musical pretension than the air;
and as the words claim our attention quite as much
as the tune, there ought to be a perfect consent
between them. With ordinary listeners, this species
of song is more generally felt and understood than
any other. Songs have at all times afforded amuse-
ment and consolation to mankind: every passion
of the human breast has been vented in song. The
short poem of the Greeks, as sung to the lyre, was
of this description, traces of which may be found in
the melodies of every country® It is recorded by
Plutarch and others, that all the guests sang to-
gether at table, in the same strain, the praises of the
divinity, a sacred canticle before meat, and after-
wards for entertainment; each one sang in turn,
holding a branch of myrtle in his hand, which passed
from the last singer to the next. Every profession

* Scotch tunes of the highest antiquity are formed upon a scale in
which the 4th and 7th are omitted, and are probably as ancient as the
lyre of the Greeks, which was limited to six or seven strings. These
tunes, as well as the dress of the Highlanders, were probably brought
by the Roman soldiers into that country.
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and trade had its song : the shepherds, the reapers,
the millers, the weavers, the wodlcarders, the nurses,
and the lovers; and such was the love of music

amongst this refined people, that their songs en-:

tered into all their exhibitions and amusements.

Before music was cultivated as an art, we had, in
common with other countrles, our natjonal songs,
which; with the péople whe sang them, w ere dr1v¢n
by our conquerors into Ireland, Scotland, and Wales,
As the invaders came from all parts of the Continent,
our language and music became a motley collgction
of sounds and words, unlike that of any. gtheg
people;; and though we have gained a language of
great force and extent, yet we have lost aur primi-
tive music, as not a single seng remains that hag
the character of being national.

For simplicity of expressmn, perhaps there Are,
no songs more genuine than those of the Scotch®,
the excellence of which mgy be ascribed to the
vocal simplicity of their language. As a specimen
of pensive sweetness in words and music, we sub-
join the ballad of ¢ Nannie, O.’

* At a concert in London, 1722, it was announced that, at the desire

of several persons of quality, would be perfornied for the first time &

Scottish Song. As specimens of slmphcxty, we may refer to peges
86 and 100.
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My Nanie charming, sweet and young,
Nae art-fy’ wiles to win ye O;

May ill befa’ the flattering tongue,
That wad beguile, my Nanie O:

Her face is fair, her heart is true,’
As spotless as she’s bonnie O;

The Opening flower sa wet wi’ dew,
Nae purer is, than Nanie O.



EXTRACT.

(Carafa.)

AR

TeR

3 C S
Dopo gli affan..ni ----Pire_.ra %
S | -
i i
Da gli dsti ami..ci sgom.
Em-—p-ﬁ—pﬁ—
- | 1 1 1 B X L | ) | —r - )| #&_-
. o \
K VL PR .
--.bra___.t0 il nembo sgom..bra_. .to il
) B S W S | ) & 1 =
_— L E
a F 3
Aure fe..li....ci Di pacein grembo
- __W
Do..po gli af _fan.ni res.__._. pi_-re--_;r\a...

| S - —



BALLAD. 83

The practice of cutting off*thie consonants, or in-
terposing a. vowel, for musical effect, has no parallel
but in the Italian language. 8o attentive are the
8cotch vocalists to a melodious expression, that
they comstaitly introduce them between the words
_ ‘'whenever the meledy demands it. So Madame
_ Catalani, when she first appeared in this country,
intérposed @ vowel besween the consonants of Peter

.Rindar's words, applied .t Paesiello’s melody ¢ Nel
- ¢or-plu sento,” the manner of which may be seen by
turning to ¢ Hope told a flattering tale.’

" BRAVURA.

TaE bravura is the highest species of song in which
the voice is called ‘upom to move ys, more by its
yocal powers than by the words. The bravara bears
little resemblance ta the air or balled, having
neither the regularity. of the ene, nor the s;mphcity
of the other; abounding in passages of execution,
great agility and purity of tone are requisite for
its performance. Its style and movement are under
no other control than what is dictated by the ani-
mated feelings of the performer, who eften passes
from the most gentle to the strongest and fiercest
passions. As under great excitement words are
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found to embarrass a vehement expression of our
thoughts, the musician, in this state of mind, depicts
by a torrent of sounds what is passing in the soul
more quickly than is possible to be done by words.
In the execution of these vocal flights, it is import-
ant that they should move upon a vowel that will
animate and give force to the passion; unless this
is attended to, the effect is frequently tame and vul-
gar, and often ridiculous. Handel has a long divi-
sion‘upon the word snatch, in his Oratorio of Her-
cules ; and the translator of a fine song of Bach’s
has warbled for some seconds upon the last word of
the following couplet :—

On silken wings he cuts the air,
Scared at the thunders of the war.

RECITATIVE.

THis is a species of musical declamation*, in which
the singer interweaves the inflections of the speak-
ing voice. If melody is the poetry of music, reci-
tative may be considered as the prose:.a discourse

* This aria parlante is natural to all the languages of the East. The
Jews to this day read the Scriptures in a singing tone, the same as
Moses read the law upon Mount Sinai. Bishop Heber noticed that
the Hindoos used the word to read, synonymous with our word to
chant. Abdullah, speaking of a bird, said, that early in the morning
it reads (sings) very finely. The Koran, and all the religious books,
are chanted throughout India. :
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in which the performer is neither restricted to sound
nor measure, so long as he keeps to the harmony
_ upon the bar. The perfection of recitative depends

“upon a happy choice of words, in which contrary
emotions are expressed ; nor should the melody of
the words betray the singer into those cries and
psalmodic tones, which render the language flat and
inarticulate : its character should be that of force
and distinctness, and it may be said that we recite
the best when we sing the least. In the opera, the
business of recitative is that of narration in the dra-
matic dialogue, forming a connecting link between
the concerted pieces and the airs. In the works of
the old masters it is carried to a tiresome length.
Though it raises the language of-the stage above
the common dialect, yet it falls very short of the
fascinating powers of song :- without it, the richness
of the airs would lull us into satiety and drowsiness;
for as Rousseau observes, Demosthenes speaking
the whole day would tire in the end ; but it would
not thence follow that Demosthenes was a tiresome
- orator.
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Cuarter IX.

ON VOCAL PERFORMERS.

THE cultivation of the female voice has conferred
upon the musical art a charm never contemplated by
our early composers ; and of late it has been carried
to such perfection as nearly to surpass every instru-
ment in its powers of execution and expression.
Two hundred years ago, a solo for either instru-
ment or voice was unknown ; but such is the love
of exhibition at the present day, that it is found
expedient to impose a fine of five guineas upon any
one performing a solo, either in the Ancient or Phil-
harmonic Concerts. But, as Dr. Burney observes,
instead of this sum being forfeited, if five hundred
had been offered to the individual who could per-
form such a feat at that time, fewer candidates
would have entered the lists, than if the like sum
had been offered for flying from Salisbury steeple
over Old Sarum without a balloon. For the last
one hundred and thirty years we have scarcely pro-
duced more than half a dozen singers of first-rate
eminence of either sex; while Italy has been pous-
ing into this country a crowd of vocalists.
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The humidity of our climate, and the harshness
of our language, are the reasons why we have not
attained to that excellence for which the Italians
have been so justly celebrated; yet rough as our
language is, it is not inferior to the French or Ger-
man, and we have at all times shone as much in the
vocal art as our neighbours, "France has scarcely pro-
duced a singer upon record, and the Germans are
but just commencing the culture of the voice. The
latter, from their intimate knowledge of the science,
possess superior advantages to any other country,
and have little more to do than to rub off the aspe-
rities of their language, to become the first vocalists
of the age.

We learn from the amusing Diary of Pepys, that
women first appeared as actresses upon the stage in
the year 1660; female characters before that time
were sustained by boys*; but as singers, none ap-
peared till the year 1692, when we find it an-
nounced in the London Gazetteer, No. 2834, that the
Italian lady just come over sea, who is so famous

¢ January 3d, 1660.—By coach to the theatre at three o’clock,
where was acted the Beggar's Bush; and here for the first time I saw
women come upon the stage, and which I thought was more to na-
ture.—Pepys’s Diary. Malcolm informs us, that Kynaston, a remark-
ably handsome youth, was to appear one evening before Charles IL ;
the monarch arriving sooner than was expected at the theatre, sent
to demand the reason why the performance had not commenced. The
manager, knowing his partiality for a joke, declared the truth, that
the queen was not then completely shaved.
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JSor her singing, will perform. In 1703, our country-
woman, Mrs. Tofts, made her appearance on the
stage, whom Cibber extols as a handsome woman
with a sweet silver-toned voice. She may be con-
sidered as the first English female that ever sang in
public. -

[3

Mas. ANASTASIA ROBINSON,

Afterwards the Countess of Peterborough, in the
year 1714, appeared upon the Opera stage, with a
success that gave an impulse to the vocal art, and a
sanction to the débutantes of the day*. Scarcely

# Mrs. Anastasia Robinson was descended from a good family in
Leicestershire, and the daughter of a portrait painter, who, having
visited Italy for the improvement of his art, had made himself master
of the Italian language, and acquired a good taste in music. After-
wards being affected with a disorder in his eyes, which terminated in
the loss of sight, he was under the necessity of availing himself of
his daughter's taste for music, for the support of his family. She was
placed under Drs. Croft and Sandoni, and made her appearance in the
opera about the year 1720, quitting the stage upon her marriage with
the gallant Earl of Peterborough. Her intimate acquaintance, Mrs,
Delany, spedks of her as being of a most pleasing, modest counten-
ance, with an easy deportment, and all the manners of a gentlewoman.
Her father's house in Golden Square was frequented by men of genius
and refined teste; among whom the Earl of Peterborough was a
guest, who endeavoured to convince her of his partial regard for her.
But agreeable and artful as he was, she remained very much upon her
guard, which rather increased than diminished his admiration and pas-
sion for her. 8till his pride struggled with his inclination; for all this
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more than one star appeared in the subsequent fifty
years, as. we find no mention of any names but those
of Miss Breat and Miss Young, afterwards the wife
of Dr. Arne. Singing at this time was regarded as
a natural faculty; and those persons whom nature
had endowed with a good voice, were eagerly sought
for. The fame of Richard Elford, a chorister at
Lincoln, had reached the metropolis : he was sent
for on account of his voice, but his person and
action being extremely awkward, he was soon com-

time she was engaged to sing in public—a circumstance very grievous
to her, but, urged by the best of motives, she submitted to it in order
to assist her parents. At length Lord Peterborough made his de-
claration to her. on honourable terms, which she accepted, as she was
sincerely attached to him. He earnestly requested her keeping it a
secret, till it was a more convenient time for him to make it kriown,
to which she readily consented, having a perfect confidence in his
honour. Among the persons of distinction who professed a friend-
ship for Mrs. A, Robinson, were the Earl and Countess of Oxford,
who sattended her when she was privately married. They never lived
under the same roof, till the Earl being seized with a violent fit of
illness, solicited her to attend him to Mount Bevis, which she refused
with firmness, unless she might be permitted to wear her wedding
ring. His haughty spirit was still reluctant to making a declaration
that would have done justice to so worthy a character to whom he
was now umited. Atlength he prevailed upon himself, and appointed a
day, at the house of his niece, for all his nearest relations to meet him,
When they were assembled, he began a most eloquent oration, enu-
merating all the virtues and perfections of Mrs. A. Robinson, declar~
ing his determination to do her that justice which he ought to have
donte long ago, which was, to present her to his family as his wife,
Lady Peterborough, not being apprized of his intention, was so af-
fected, that she fainted away in the midst of the company.
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pelled to leave the stage, and was admitted a
gentleman of the Chapel Royal. The first persons
of any musical education in this country, were Rein-
bold and Beard, who flourished in Handel’s time,
and maintained the principal bass and tenor parts
in his oratorios, Though Dr. Burney describes
the voice of Beard as being of inferior quality,
Rousseau, who had heard him during his visit in
England, speaks of Beard, when compared with the
French vocalists, in terms of admiration. There
can be no doubt that he was the first Englishman
who combined anything like taste in singing with
the intelligence of an actor; and by his superior
knowledge in music and good conduct, he possessed
the favour of the public through a long life. The
next name that claims our attention, is that of

NORRIS,

Who took a bachelor’s degree in Oxford. Gifted
with a fine tenor voice, and a. forcible delivery, he
introduced a style more energetic than that of his
predecessors. The last song in the Messiah, ¢ If
God be for us, who can be against us ?’ now impro-
perly given to a soprano voice, he sang with great
expression, laying the emphasis upon ‘who can be
against us ¥ with peculiar effect. Norris was bred
up in the school of Purcell, whose compositions he
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sang with great fervour-and spirit. - Purcell, in the
previous age, had degraded his ‘muse to-the.sensua-
lities of Charles the Second;: and had written vo-
lumes of catches and glees devoted to drinking and
revelry. The .fashion of the times had.scarcely
risen from a taste so low, when the companionable
qualities of Norris made him a welcome guest with
‘the noble and the great. These :convivial habits
" soon prostrated the powers of an ardent and sensitive
‘mind. His last performance was at the Commemo-
ration of Handel in Westminster Abbey, when. he
was injudiciously brought forward ¢ to produce those
¢ feelings of rapture which in his. better days he
¢ had inspired. Such, however, was his feeble state,
¢ that he could not even hold the book from which
‘he sang. His whole frame was agitated by a
¢ nervous tremor ; and that voice which had formerly
‘ been heard with rapture, now excited the deepest
¢ emotions of pity.’

The following extract from Purcell when em-
blazoned by the voice of Norris, was'a speénmen of
Anacreontic brilliancy.




QUEEN MARYS LAMENTATION. 93

Largo e Affettuoso

ol

| J>"l

N i
L ) o
—

T 1

as

| 2 —e
v I

J

— : d; aumad
8

sigh and lament me in  vain, These walls do but

I

I

A

-

wanton in

pese &
e
L =

-
g ==




SHE
S el

' BALILAD.
A N
et Ver St o7® e @ ﬁ‘"
Ao = : e
; i v I e N :
o/
T T TR e
3 S e et T
R e
T Al NAN d(;lw' \ | y A
L ] ‘ ‘ L] 4 [ ] ‘
a3 f. f i

Qi
\

-
T

m.thc dnrluome

o -
)

— o
| | —A— :
fl 11 - } * B —E
grave its laid, llQe’er néer to rise a_._gain: .
===
1 I3



gnd
Yet Oh gin hearh in mercy soon
- Woud grant the boon I crave; :
And tak this life,now naething worth, || 1 follow whersoeer you lead, -

$in Jamied in his grave:
And see his gentle Spirit comes,
To show me on my way;
Surprizd nae doubt_1 linger here,
Sair wond¥ing at my stay.

I come, I come my Jamie dear,
And Oh wi’ what gude will;

Ye canna lead to ill:

She said and soon a deadly pale_
Her faded cheek possess’d

Her waefa’ heart forgot to beat,
Her sorrows sunk to rest.
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The arrival of Handel in the suite of George the
First was the commencement of a new era in the
vocal art. His compositions drew forth the extra-
ordinary powers of the rival songsters, Cuzzoni and
Faustina, who by their taste and execution im-
parted a new sense, and won the admiration of
every country in Europe. After a lapse of twenty
years, a still greater star arose, when

MADAME MARA

appeared ¢ like a divinsty among mortals.’ This ex-
traordinary vocalist was the first English soprano
who united passion to the power of song. Though
Faustina had shown her brilliant execution, and
Cuzzoni her pathetic tones, yet these wanted the
emotion of the heart. .t was reserved for Mara to
.infuse pathos and dignity into the power of song.
The first display of her talents taok place at the
Commemoration of Handel in Westminster Abbey,
in the year 1784. On her opening the - first day’s
performance,  Dr. Burney says, ¢ though she had
‘ but a few simple notes to perform, they made me
¢ shiver, and I found it diffieult to avoid bursting

‘ into tears.” Her great song was ¢ I-know that my
- G
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Redeemer liveth,’ which she delivered with a majesty
of thought, and force of voice and expression, that
no one gince her day has attempted to imitate.

As we approximate our own time, we shall be
enabled to speak of the singers who have flourished
in this age with more accuracy, in attempting to de-
scribe their particular excellences and defects. The
various qualities of the human voice are innume-
rable ; we perhaps never meet with two alike—some
are strong, bold, and noisy; others, soft and fluty—
many, rough and hard ; and others, sweet and flex-
ible. Though much may be done by the force of
art, in improving our natural qualifications, or in
correcting defects, yet there is a constitutional dif-
ference which should always be strictly attended to,
and upon which the character of every singer should
be formed.

As a striking exception to this remark, and to
show what industry can accomplish, we shall speak
of the attainments of

Mr. HARRISON,

His fondness for music in early life led him to un-
dertake the subjugation of a voice that was naturally
stubborn and restive. By incessant practice, he
rendered it supple and complying. Perhaps there
never was a tone so polished and refined ; but in
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rubbing off the asperities, he so entirely deprived it
of character, that the effect became monotonous and
unmeaning. The charm lay in the liquidity of his
" notes, more than in pathos and feeling. He was
deficient in force, and could only express the softer
and weaker passions: the chief pleasure was a
sensual gratification of sound upon the ear. His
style was limited to songs of an amatory cast, which
he breathed in tones that were luscious and delight-
_ ful. The following are what he chose, and chiefly
sang in public: ¢ Lord, remember David,” ¢ Pleasure
" my former ways resigning, ¢ Where'er you walk,
* A Rose from her bosom had strayed,’” with the fol-
lowing little Air, all of which are to be classed with
the aria or cantabile; and in this style there never
was certainly a more chaste and polished singer.

G2
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Ah Strephoan why should 1. depart,
- From solitude and thee;
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A perfect world to me.
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Ma. SAVILLE,

A vicar-choral of Litchfield, had a fine contralto
voice, and was, perhaps, the greatest singer of his
day. ~His tone was clear and powerful, and of such
extraordinary compass, that he could perform the
parts of either alto, tenor, or bass. He was a man
of a refined taste and cultivated understanding, and
the valued friend of Miss Seward*: enjoying the

* In a letter to the Rev. R. Fellows, Miss Seward thus pours out
her feelings upoh thé death of her companion and friend. ¢ O, sir?
¢ the peace, the gladness, the energy of my heart and spirit have sunk
_ *in a dark gulph, naver more to rise again to light and to cheer the
' blank remainder of my existence. On the fatal second of this month,
¢ Mr. Saville, the dearest friend I had on earth, passed from apparent

¢ health and even gay vivacity, to the silence and ghastliness of death.
¢ Yes, the pure, intelligent, and amiable spirit, fled; never more to
* animate the graceful form and expressive countenance, which age
. co\_i}d not wither, many as were the years he had known. He was
¢ dressing to attend a concert, whither his dearest friends had pre-
* ceded him; when a sudden attack of impeded respiration came on,
“and in less than twenty minutes, his dear and inestimable life
* passed away. Thus, in that short, unwarned period, was a friendship
¢ of thirty-seven years struck from my soul, and with it, all that
< soothed, all that gladdened, its perceptions. O! he was the last
¢ left friend of my youth; remembrance of all I had loved and lost
¢ leaned on his mutual recollection and tender sympathy. His intel-
* ligent smile was the sunshine of my temperate board; the emana-
¢ tions of his naturally endowed mind, cultured and illuminated by a
< just taste for literature and all the fine arts, threw their useful and
¢ cheering light on my intellectual pursuits. Gleams of cheerfulness
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society of a literary circle at Litchfield, he but
seldom visited the metropolis, and escaped that
vortex of glee singing®, which would have deprived
his voice of its noble features. His person and man-
ner were agreeable and commanding; and there
was an energy of expression about him, that won
the hearts of all who enjoyed his company. He ex-
celled in the performance of sacred music, and sang
it with a deep sense of the words, and pious feeling;

¢ seem at intervals to return when 1 am conversing with intelligent
¢ people, but those gleams only faintly play on the surface of my
‘ mind ; a deep sense of desolation has its dwelling in my heart. " I
¢ can no longer talk with Saville, or find his steps in my mansion and
“ my bowers ;” whatever delighted my ear, my eye, and my under-
¢ standing, his society was the vivifying soul. The sublime and cur-
¢ tained rocks, on which 1 this moment gaze, have echoed his harmo-
¢ nious voice in Arne's beautiful hunting song, ¢ With hounds and
 with horns I'll waken the day;" with what spirit, what gaiety, did
¢ he pour that strain amid the echoing mountains !"

Ah! now for comfort whither shall I go?
No more his soothing voice my sorrow cheers !
Those placid eyes with smiles no longer glow,
My hopes to cherish and allay my fears!
*Tis meet I should mourn;
Flow, flow, ye bitter tears!

* This species of music was very fashionahle at the Vocal concerts
established by Harrison and Bartleman, and was sung so extremely
sotto voce, that it was aptly termed whispering. Mrs. Billington's
splendid powers were reduced to the office of taking a part in the har-
monized ballad, ¢ O Nanny, wilt thou gang with me, for the sake
of gratifying the taste of the auditors of these concerts. The employ-
ment of such a singer in a situation so subordinate was like cooping
an eagle to prevent its soaring to the skies.—Parke's Musical Memoirs.
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and we cannot express in higher terms the sub-
limity of his style, than by repeating what Mr. Har-
rison said of him, that he was the ¢ Prince of oratorio
singers.’ Miss Seward erected a monument to his
memory in Litchfield Cathedral, from which we copy
the last six lines :—
Now from that graceful form and beaming face,
Insatiate worms the lingering likeness chase,
But thy pure spirit fled, from pains and fears,
To sinless, changeless, everlasting spheres.

Sleep, then, pale mortal frame, in yon low shrine,
* Till angels wake thee with a note like thine.’

Mgs. BILLINGTON

Appeared immediately after Madame Mara, and at
the age of sixteen commenced her career upon the
English stage. Her voice was of extraordinary
height, extending to G in altissimo; but, agreeable
to that law which seems to govern all voices, it was
proportionably limited in the lower part, scarcely
descending to E upon the line. Her great ardour
for the science induced her to visit the composer
Sacchini, at Paris, under whose instructions she
remained for some time. Afterwards, she visited
Naples, and at the persuasion of Sir W. Hamilton,
our ambassador, she appeared on the great theatre
of S. Carlo, in the opera of Inez di Castro. The
novel sight of an English soprano assuming the
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character of prima donna, was an event so extraor-
dinary in Italy, as to cause considerable emotion
among the Neapolitans. At this time an eruption
of Mount Vesuvius took place, and the superstitious
bigotry of the people attributed the visitation to
the permission granted to a heretic to perform in
S. Carlo. Upon this impression Mrs. Billington
retired ; but not till she had triumphed over the
singers of that country. When she returned to
England, her reputation filled every theatre in
which she appeared : the clear ringing tone of her
voice was highly favourable to a neat execution,
which she possessed in so eminent a degree, as to
surpass all her predecessors. Her shake was bril-
liant and regular; but she wanted that warmth of
feeling so natural to lower voices. As a musician,
she stood higher than any singer of her day; and the
style in which she played the piano-forte rendered
the accompaniment so finished and beautiful, as to
draw from Salomon the expression, ¢ Sair, she sings
wit her fingares.” Indeed, the vocalist who has a
thorough knowledge of the instrument, must ever.
produce an accompaniment of a more suitable tex-
ture, than he who feels not the inclination to vent
his feelings in the power of song.
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JAMES BARTLEMAN,

A gentleman of the Chapel Royal, flourished at the
same period with Harrison. His voice was a rich
and powerful bass, extending from r below the line
to ¥ above it: the upper part was not inferior in
quality and evenness of tone to that of Harrison;
while the lower was full and reedy. His note upon
G was as clear and as well defined as the third
string of a violoncello. With a quick and lively
imagination, he entered at once into the spirit of
every thing he sang. His enunciation was bold
and intrepid. In the recitative, ¢ I rage, I burn, the
feeble god hath stabb’d me to the heart,’ his manner
had all the force of elocution, added to the power
of song. While singing, he had the peculiar habit
of removing his book a little on one side, to give a
better view of his person, every part of which par-
took of the feelings he expressed. Though a little
man, like Roscius, he seemed to have the power of
dilating himself to any size. His action, though
not theatrical, was sufficient to show the workings
of his mind and the energy of his soul. Having no
competitor, he domineered in his art, and presumed
upon founding a style of his own, never reflecting
that it was the fate of music to be ever changing to
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a style more light and refined. The pieces which
" he sang have died with him, as his manner is nearly
forgotten. As -a specimen of his lighter perform-
ance, we subjoin a fragment from Purcell in which
his energies were strikingly shown. He was proud
and haughty, and prejudice formed so strong an in-
gredient in his character, that he refused the offer
of an engagement in an oratorio, where Mozart’s
accompaniments to the Messiah were to be per-
formed.
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The TrREMANDO, or TREMOLO,

Violin. F.'l‘l;;uzw-ﬁn-te.
= S Erars =
Is a quick reiteration of the same note, to express a
trembling sensation. This effect in the early writers
was confined to the voice. Purcell introduces it in
the Frost Scene of King Arthur, upon the words
* What power art thou? Bartleman gave this pas-
sage with a tremulous motion of the voice, repre-
senting the shivering effects of cold.. The same
thing, as applied by Handel in the oratorio of Joshua,
to express the trembling nations, falls miserably
shert of what the words import, and possesses more
of the ridiculous than the sublime. In the Chaos
of the Creation, it admirably represents a sudden
convulsion, or shaking of the earth ; and in another
. part of the same work, when softened into a pia-
pissimo, it reminds us of the buzz and whirl of
insects. The voice has nearly surrendered this
grace to the instruments, as possessing greater
power of expression; yet there are passages of in-
tense feeling, in which the tremolo adds greatly to
the effect of the voice. In Purcell’s song of Mad
Bess, at the words ‘ Cold and hungry am I grown,’
it may be used with great success; and who that
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has ever heard Braham in Jephtha’s Vow, can forget
his incomparable delivery of the words ¢ horrid
thought’? We need no other instance of the power
of the tremolo, when so applied, to depict the work-
ings of the soul. '

Mr. VAUGHAN,

the last of the English school, immediately fol-
lowed the steps of Harrison, as primo tenore, taking
up the whole routine of his songs. With superior
natural qualifications—but yielding to the reigning
taste—he cultivated the same quality of style, re-
pressing that energy which would have carried him
to a higher point of excellence. This chastening of
the voice, when carried so far as to stifle every
spark of fervour in the singer, is as contrary to
good taste, as it is a departure from nature. A pe-
culiar excellence in Mr. Vaughan is the great truth
of his intonation : he is without the fault so com-
mon to the singers of the present day, that of sing-
ing out of tune. By no accident does he ever put
the ear in doubt upon any note that he utters,
which always proves a painful drawback from the
pleasure we receive: under all circumstances his
notes bear the stamp of correctness. Though his
enunciation is not sufficiently vigorous, yet his style
is smooth and agreeable ; and we may justly say,
he is the most faultless singer of the day.
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M KNYVETT.

Combined with Harrison and Bartleman, was the
still more soft and gentle voice of Knyvett. An
alto of great sweetness and beauty, though destitute
of those lines of expression, without which the
features appear as a blank, his voice is well
adapted to the performance of glees, a style of com-
position then so much admired, that many of the
popular songs of the day were harmonized and con-
verted into this species of composition, to meet the
public taste. Such attention was paid to the blend-
ing and balancing of the voices in these combina-
tions, that the effect was not even exceeded by the
equality and truth of the organ.

This triumvirate gave the temper and tone to our
public performances for years, the character of
which was the unruffled stream of soothing melody.

SOSTENUTO

Is the power of sustaining the voice upon any note,
so that the sound is continued to the end without
the least wavering. This important qualification is
admirably shown in the voices of Knyvett and
Vaughan. To acquire this excellence, the pupil
must begin by sounding the lowest note in his



118 ON VOCAL PERFORMERS.

voice, upon the vowel Ah! steadily holding it
through several bars, ascending and descending
the whole compass. To accomplish this, great at-
tention must be paid to the management of the
breath, which may be so improved by practice, that
it is possible to sustain a sound with perfect even-
ness for more than a minute. On the violin this is
effected by an even drawn bow. Expression so
much depends upon the use of the bow, that modern
writers accurately mark the bowing of every pas-
sage, but which performers seldom attend to. In
Beethoven, the greatest writer for stringed instru-
ments, we find many bars included in one bow;
particularly when he intends to diminish the tone
to pianissimo. This requires skill in slowly mea-
suring out the bow, to insure the effect. As an in-
stance, we may mention the pause note in his quin-
tetto, which is directed to be firmly held in one bow,
while the violin plays a cadenza of three hundred
notes ; and in the fourth sinfonia, there is a holding
note in the viola of forty-one bars, marked to be per-
formed in a single bow, for which ordinary players
take half a dozen, whereby the intention of the
author is completely defeated.
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BRAHAM

During the triumvirate of Harrison, Bartleman, and
Knyvett, the celebrated John Braham appeared at
the English theatre, whose voice for compass, power,
and quality, probably has never been equalled.
Having visited most of the cities in Italy, where he
was received with the highest marks of approba-
tion, he returned to this country in the year 1801,
and accepted an engagement at Covent Garden
theatre. It was a fortunate thing for science, and
particularly for English singing, that so eminent a
performer as Mr. Braham should have arisen at
this period. All the wealth and consequence of the
country had conspired to shut out of the King’s Con-
cert, every thing like improvement in the musical
art; and upon the death of Mr. Harrison, although
Mr. Braham was avowedly the most extraordinary
singer for voice and talent this country had ever pro-
duced, yet he was passed over, and Mr. Vaughan
was preferred as primo tenore of this institution.
To such an extent was this feeling carried, this pre-
judice against the modern art, that for years a junto
united to keep Mr. Braham out of every grand per-
formance in which they were engaged. He, who
had delighted the first cities in Europe, shut out
from the court, was destined to seek applause from
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the pit and gallery of an English theatre, and had
recourse to a style of singing repugnant to his
acknowledged taste and judgment. On his first
appearance in Dublin, he received two thousand
guineas for fifteen nights, and so well satisfied was
the manager of the theatre, that he extended the
engagement to thirty-six performances upon the
same terms. His fame spread so rapidly, that he
was soon engaged at the Italian Opera, and sang
with Billington, Grassini, and Fodor, with such re-
putation, that it was a common saying with the

foreigners, :
Non ¢’ ¢ tenore in Italia come Braham.

As an instance of the very opposite styles to which
he was accustomed, we may quote the observations
of Lord Mount Edgecumb:—¢ It is certain that
‘ Braham has great knowledge of music, and can
¢ sing extremely well. It is, therefore, the more to
‘ be regretted that he should ever do otherwise.
¢ That he should ever quit the natural register of
¢ his voice, by too violent exertion; that he should
¢ depart from a good style and correct taste, which
‘he knows and can follow as well as any man, to
¢ adopt at times the florid and frittered Italian man-
¢ per; at others, to fall into the coarseness and vul-
¢ garity of the English. The fact is, that he can
‘ be two distinct singers, according to the audience
¢ before whom he performs; and that, to gain ap-
¢ plause, he condescends to sing ill at the playhouse,
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¢as he has done well at the Opera*.’ The most
striking feature of Mr. Braham’s singing, is the
neatness of his delivery ; no sound or word is per-
mitted to escape him negligently, or without. being
prepared with vocal accuracy. In temperament he
is naturally cool and quiet, and his enthusiasm is
only roused by the action of his voice. Hear him
in that fine piece of musical elocution ¢ Jephtha's
Vow, in which he depicts all the anguish and
heart-rending feelings of the father offering up an
only child. In his hands this recitative is unques-
tionably the most dramatic of all Handel’s works.
The force of voice with which he delivers cer-
tain passages, then sinking into the most tender
softness upon tremulous tones of horror, are
masterly points of taste and judgment.

In songs.of animation, as ¢ The Death of Nelson,’
‘ the ear-piercing sounds with which he invests a
call to. glory,” have never been approached by his
imitators.

The songs he chose at the Oratorios, and upon
which his fame has chiefly rested, are the following

* His Lordship perhaps was not aware, that by this condescension
to the public taste, Mr. Braham has gained a fortune of a hundred
thousand pounds. Upon the demise of George 1II., Mr. Braham
was, for the first time, commanded to attend the Ancient Concert;
and so highly was he esteemed by the succeeding Monarch, that
when it was found that a concert had been fixed at St. James’s, on
the same night that Mr. Braham's benefit was to take place at Drury
Lane, it was ordered by His Majesty to be postponed, lest it should
be prejudicial to his interests.

H
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—< Camfort ye, my people,” © Total Eclipse,’ © Sotind an
Alarm,” ¢ In Splendour bright, ¢ In Naltve worth.’

In the Concert-room,—¢ Beethoven’s Adelaide,’
¢ Marmion,’ with scenes from the Italian Operas, and
the ballads of the day. The facility with which he
executed every thing he undertook, was as apparent
a8 the spirit with which he at once entered into the
meaning of the author.

The English Theatre at the present moment is
aspiring to the highest perfection, by the introduc-
tion of a series of foreign operas, composed by
Mozart, Rossini, Weber, and Auber ; none of which
could be sustained without talent of this powerful
order. '

CRESCENDO AND DIMINUENDO.
-_____..———"'-—'- >
\

What is more alarming than the gradual increase
of a mighty sound, when it pours upon the ear from
a distance ;—whether it proceeds from the roar of
a multitude, or the raging of a storm, the audi-
tory sense is overwhelmed, and the mind is filled
with imaginary danger! When the increasing
force accumulates to excessive loudness, the vibra-
tions become too great for the soul to bear. There
is also a sublimity in the gradual decrease of sounds.
What filled the mind of the Greeks with more
terror, than the dying accents of the gladiators,
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or the roar of the battle, falling into silence and
death !

It is equally sublime to listen to sounds when
they retire from us. Handel has aimed at this
poetic effect in the ¢Messiah,” when he pictures
the ascent of the heavenly host, giving an idea of
their distance and flight. But it is in the drama
only that we can feel the force of these illusions.
Turn to the finale of ¢ Don Giovanni, where the
force of the voices is so nicely diminished, at every
step as the phalanx marches off the stage, that we
suppose them passing out of sight and hearing.
Cherubini’s ¢ Overture to Anacreon,” has acquired
its celebrity more from the free use of the crescendo
and diminuendo, than from any thing new exhibited
in the composition.

There is no accomplishment in the art of singing
more fascinating than the swelling and dying
away of the voice ;—when used with taste and
judgment, it never fails to delight us. The per-
formance of the ¢ Miserere’ in the Sixtine Chapel
in Rome, so often described by travellers, owes its
shadowy effect to this approaching and retiring of
the sounds. Farinelli moved his audience to a
state of ecstacy by the memner in which he com-
menced his famous song  Son qual nave,” ° the first
‘note of which was taken with such delicacy,
“swelled by minute degrees to such an amazing
‘ volume, and afterwards diminished in the same

He



124 ON VOCAL PERFORMERS.

‘ manner to a mere point, that it was applauded for
‘ five minutes.” Beethoven is the only composer
who has introduced this effect into choral music:
we find it applied at the termination of some of the
choruses in his posthumous Mass ;—here the voices
alone pour upon the ear with an effect like the
swelling and dying away of the storm.

MISS STEPHENS.-

No female singer has continued so long the fa-
vourite of the British public as Miss Stephens.
Her beautiful voice and artless manner are often
delightful; but it is in the simple ballad, which
never rises above general comprehension, that she
excels. Though she has acquired an easy execu-
tion, she is deficient in that fervour which is
requisite to the bravura. Her excellencies and
defects are closely combined: the pretty mode in
which she delivers her words is often disfigured by
the offensive slides introduced between her notes,
a practice so common with inferior singers. The
portamento, or slide, when properly introduced, is
a grace of passionate expression; but, when used
without thought or discretion, is an effect that is
nauseous and ridiculous.

- The silvery tones of her voice are sometimes cast
into shade by the incorrect manner in which she
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ascends from the tonic to the dominant, making the
fifth too flat, a defect common to the greatest
singers; and it happens, unfortunately for Miss
Stephens, that in her celebrated song, ¢ I Znow that
my Redeemer liveth,’ this disagreeable skip occurs
not less than eight different times; but where the
fifth is relieved by the interposition of the third, as
in the following passage, the ¢ sharp forming a
stepping-stone for the voice to light upon, in no
instance was the same interval incorrectly given.

Fa)
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And though worms de - stroy this bo - dy

As songs of execution Miss Stephens chose
¢ Sweet bird,” and ¢ Hush, ye prelty warbling choir,
so highly adapted to show the bird-like tones of her
voice. As sentimental pieces, ¢ In sweetest harmony
they lived,’” ¢ Pious orgies,’ and ¢ Farewell, ye limpid
streams.” These songs called forth her lower notes,
the most impassioned part of her singing ; but the
well-known ballad of ¢ Auld Robin Gray’ was the
most happy exhibition of her powers. The weep-
ing tone and soft lament she threw over this song
gave it a peculiar charm, and though she could
neither astonish nor surprise, her simple manner and
penetrating sweetness of voice touched every heart.



126 ON VOCAL PERFORMERS.

.o DoLcE.

This term expresges the quality of tone in which
the passage over which it is written should be per-
formed, which should be, as the term implies, soft,
smooth, and delicate. Upon the violin this is pro-
duced by drawing a light and swift bow over the
strings near to the finger-board; and, for the
greatest degree of softness, the bow must still re-
cede farther from the bridge ;—by this means a tone
may be acquired, resembling that of the musical
glasses, or the lower tones of the flute. Before this
can be obtained on the voice the organs must be
brought into the most pliant state, and used with
the greatest delicacy. When this term is applied
to instrumental music, it is generally to those mor-
ceauz of melody that are so peculiarly adapted to the
voice, and the performer cannot express them better
than by taking the vocal tones as his model.

INNOCENTE.

This term implies a simple, artless manner of
performing a strain, without any marked features of
‘expression. The following dramatic scene, written
by poor Chatterton, that never tq be forgotten youth,
may serve as an example. |
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Mps. SALMON

Was the pride of English singers. Nature had
lavished upon her a voice, extensive, sweet, and
powerful, with a warbling flexibility never attained
by art. Her tones were not only pure, but rich;
and the manner in which she threw them out gave
them a liquidity that steeped the ear with delight.
Her voice partook more of the powers of an instru-
ment than of a singer, especially when unshackled
by words, to which, in fact, she paid but little at-
tention. Her object was tone, with execution, and
in this respect she surpassed every other performer.
Her voice had all the colour of the rainbow, and
her great faculty was that of adapting the colour of
her tones to the note she had to perform: naturally
warm, her notes had a refulgent glow; yet she
could cool them down to the mild ray of a moon-
beam. Depending upon these superior gifts, she
was careless to a fault in her mode of using her
words ; in this respect she was more to be censured
than admired. Her power of sustaining a note was
remarkable; and the neat manner ih which she
recovered her breath was an example to all singers.
Her execution was delicate and felicitous ; and her
fancy unbounded. That beautiful ornament, the
shake, sparkléed in her voice with all the lustre
of a diamond ; and though lavish in the use of it,
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she never abated the first sensations of delight.
She introduced a second-rate song of Handel’s,
¢ From mighty kings,’ which she sung with such
dazzling effect, that she made it always-the prime
object of the feast. Whatever she adopted, no one
presumed to touch—such was the charm of her
voice, and the magic of her powers!

THE SHAKE.
A Ir

1
—
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<
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This embellishment is the most refined of all the
graces. Peculiar to this country, and not much
practised by foreigners, it is never unwelcome to
an English ear, and is considered as an indispen-
sable requisite to every great performer. It is
rather ornamental than graceful, and its application
to melody is like the use of brilliants in dress,
to adorn that which would otherwise appear flat
and vulgar. . As the shake is purely artificial, it
rarely enters into the passions; it belongs solely
to the beautiful, and is seldom omitted where taste
and elegance are united. 'We never can execute it
with a just expression, unless the vowel upon which
it is performed is favourable to the production of a
pure and pliant tone. A notion prevails that it can
be acquired as a separate accomplishment, in the



ON VOCAL PERFORMERS, 133

early stages of vocal tuition; but this is not the
case. The possession of it depends upon the pro-
gress we make in execution; we only approximate
it as we make these advances, and wultimately it will
come of itself. When the shake rises out of a note,
as in the air ¢ He that ruleth Israel,’ in the oratorio
of Judah, and in this way it is most conveniently
begun, it appears with peculiar beauty. No exam-
ple of this effect was more exquisitely shown than
by Mrs. Salmon.

Great variety may be given to it, by combining
the forzando, crescendo, or diminuendo.

Formerly compositions were crowded with shakes
and trills*, which produced a pert and unmeaning
effect ; but since the introduction of other graces,
we find them more sparingly used. In instrumen-
tal compositions, the shake has assumed a new
character. Mozart, in his admired opera of the
¢ Zauberflote, at the ascent of the genii into the
clouds, by a series of butterfly shakes has given
such an indescribable lightness to the piece, as
apparently to waft the vision by its airiness from
the sight. On the contrary, Cherubini, in his
overture to Anacreon, has a close succession of them
upon all the stringed instruments, which imparts a
force of expression that carries the sounds to a
higher climax than was ever before heard.

* Some of which were termed by our forefathers a double relish.



134 ON VOCAL PERFORMERS.

GRASSINI

Was the first female singer who appeared on the
Italian theatre with a contralto voice, that part
having been previously sustained by men. Her
tones, though purely feminine, were so new, that
they were received with distrust; and some time
elapsed before the audience were reconciled to
a voice which was thought greatly too low for
a woman. Her compass did not exceed ten notes,
from A in the bass to c in the treble; but such
was their rich and mellow quality, that they
formed a new species of delight in the vocal art.
Her pathos and feeling became the more evident
when contrasted with the cold and fluty tones
of Billington. She was beautiful and graceful ; and
her acting was superior to all those who had pre-
ceded her. From the introduction of Grassini,
we may date one of the greatest improvements in
the opera, that of the duetto for female voices, in
which Rossini has shown such exquisite and in-
comparable taste.
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MADAME CATALANI,

The most splendid vocalist of the age, made her
appearance in this country, in the year 1806 ; and
such was her extraordinary power of voice, that it
was said, ¢ place her at the top of St. Paul’s, and
she will be heard at the Opera House.” In compass
it extended from A in the bass, to ¢ in alt,
every note of which was as firm as the tone of a
trumpet. Her middle voice, when subdued, pos-
sessed a quality of tone that was delightful: the
notes G, A, and B, being produced in a way similar
to the tone we make in laughing. The force of her
execution was extraordinary ; she would run through
the scale of semitones with the rapidity of lightning,
and jump back again over two octaves at once.
Her soul was full of music, and her energy so great,
that she sustained the whole weight of the Opera
throughout a season, driving every other competitor
from the stage. As a musician she was below
mediocrity, possessing scarcely the knowledge of
a third-rate performer; but by a quick percep-
tion and sensibility, she concealed these defects
even from the learned.

Her figure was elegant and commanding, and
her face could assume a terrific aspect, or the most



136 ON VOCAL PERFORMERS.

captivating smiles. As an actress, she was emi-
nently great; and; as a tragedian, full of grace
and dignity. With these splendid gifts, she de-
based the Opera. during her reign to the lowest
degree; for so intoxicated was the audience with
her individual vocal powers, that she was per-
mitted to mangle and cut up-the finest compositions
to serve as mere vehicles to exhibit her extraor-
dinary powers. "Soon after her arrival she acquired
sufficient knowledge of our language to repeat the
words of ¢ Rule Britannia,’ and ¢ God save the King,’
which she sang in the English theatres, and at all
the music meetings, with a power of voice that
ovewhelmed every instrument in the orchestra*.

* When Captain Montague was cruizing off Brighton, Madame
Catalani was invited, with other ladies, to a brilliant féte on board his
frigate. The Captain went in his launch on shore, manned by more
than twenty men, to escort the fair freight on board, and as the boat
was cutting through the waves, Madame Catalani without any pre-
vious notice, commenced the air of ¢ Rule Britannta’ Had a voice
from the great deep spoken, the effect could not have been more
instantaneous and sublime. The sailors, not knowing whom they
were rowing, were so astonished and enchanted into imactivity, that
with one accord they rested upon their oars, while tears trembled in
the eyes of many of them. ¢ You see, Madame,’ said the Captain, ¢ the
effect this favourite air has upon these brave men, when sung by the
finest voice in the world. I have been in many victorious battles,
but never felt any excitement equal to this. On arriving on board,
the sailors, with his consent, entreated her to repeat the strain: she
complied with the request with increased effect, and with so much
goodnature, that when she quitted the ship, they cheered her until
she reached the shore. '
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Nor was Madame Catalani confined to songs of this
deafening cast: the preceding air of Paesiello’s she
sang with great tenderness, all’ Italiano, interposing
occasionally a vowel to prevent the collision of con-
sonants.

Her origin, it is said, was that of a match girl, in
Rome; but in her career she visited every court in
Europe, where the most profuse presents were
showered upon her by kings and princes. Having
amassed vast treasures in money and jewels*, her
voice and beauty gone, she has retired to her do-
main and palazzo, in the country that.gave her
birth.

* After her first visit to England, in which she cleared more than
ninety thousand pounds, she purchased a diamond necklace of the
Queen of Portugal, for sixteen thousand guineas, and in addition,
gave four thousand more for the tiara and earrings.
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SYNCOPE
Is that beating, or pulsing effect, which is produced
by striking a note just before or after the accented
part of the measure or bar, by which the regular
motion of the parts is thwarted, or broken in upon,
and which effect is continued by connecting the
short or driving note in one bar, with the short note

in the next, thus:—
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This musical expression has, no doubt, been sug-
gested by those flutterings or palpitations which
we feel imn a state of fear and alarm, and which
result from some sudden interruption or perturba-
tion of our spirits. As the pulse may aptly represent
the movement of the equal parts of a bar of music,
any interruption of this motion produces the falter-
ing sensation we now describe. Mozart has used
this effect to depict the tenderest emotions; and
when the mind is thrown into a state of hurry and
agitation, it well expresses the conflict of contending
passions.

This thwarting of the measure was often success-
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fully used by Madame Catalani in passages repre-
senting hesitation and doubt; and when accom-
panied with a suitable action, its effect is highly
dramatic.

RONZL

Madame Renzi di Begnis appeared in the year
1821, when the stage was occupied by Camporese
and Bellochi; and it has been said of her, in the
terms of Burke, ¢ surely never alighted on the stage,
which she was destined to adorn, so beautiful a
vision.” It is not within the design of these essays
to deseribe every star which has risen and set, but
those only of the first magnitude. Camporese
claimed attention more by that genuine grace which
her rank and station in life gave her, than by her
merits as a singer ; and Bellochi, deficient in this,
maintained her place only by the truth and solidity
of her vocal powers. But on Ronzi nature had
lavished all her excellences. With an arch and
beautiful face, and slender voice, she executed
every thing with all the neatness and reedy preci-
sion of the oboe*. Her comic powers were finely
shown in those duettos written purposely for her
and her husband, by Rossini, and which were

# This instrument she could imitate exactly, by rather closing her
mouth. -



144 ON VOCAL PERFORMERS.

accompanied with such an exquisite action and
witty look, that certainly she was in these perfor-
mances the most fascinating creature that ever

stepped on the stage.

PASTA.

Madame Pasta is unquestionably the first trage-
dian of the age: she is the only prima donna that
combines the highest powers of singing and acting.
Although she has been preceded by Grassini, Cata-
lani, Fodor, Ronzi, Bellochi, and Camporese, yet,
great as these vocalists have been, she has sur-
passed them all. When she first appeared in this
country, she made little impression; but in her
retirementshe has formed her voice upon the finest
model. Though naturally a mezzo soprano, by inde-
fatigable practice she has carried her tones into
the highest octave, with a beauty of form and
cleverness of production never elicited by nature®.
Her tones of the chest are full of the deepest pas-

* Her tones may be compared to the following
figure, broad and full at the bottom, assuming all
the richness of purple, diminishing in size as they
ascend, and increasing to the highest point of bright-

ness,
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sion, while those of the upper voice are sparkling
with brilliancy. In fact she seems to possess two
distinct voices—using them at pleasure; as, upon
the repetition of a passage, you might suppose it
proceeded from the voice of another person. In
scenes of terror, she has the faculty of shading her
tones, or throwing a veil of huskiness over them,
which adds much to the tragic effect. This peculiar
expression is uttered with such intense feeling as
to produce in her countenance a wild and savage -
stare, often accompanied with frantic degrees of
passion. Her inventive faculties are of the highest
order, and she fearlessly indulges in the suggestions
of her imagination. The manner in which she
decorates the music of Rossini, which is already
hung round with every possible ornament, is so
ingenious and new, that we are convinced that she
feels infinitely more than she has power to express.
It is only in the theatre that Madame Pasta is seen
to the greatest advantage; she seems out of her
element in any other place—she wants the area of
the stage to move upon, its attendant bustle and
scenery to excite her to action. There, and there
only, can we hear the powers of her voice. In the
concert-room. she is comparatively cold and lifeless.
The wildness of her mind, like the leopard’s eye, is
looking for motion, upon which her energy and
imagination depend. In the church she is more
animated than in the concert-room; and in a stupen-
I
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dous building like York Cathedral, she would be
excited to launch her powers to their utmost extent.
She is great in proportion to her excitement; and
had she lived in the days of ancient Rome, and
appeared upon the vast stage of the Coliseum,
before an audience of one hundred thousand persons,
she would have drawn down thunders of applause,
and would have been deified by the Roman people.

CADENZA.

By this term is meant, that extempore flourish upon
a voice or instrument which is introduced at the will
of the performer to exhibit a display of taste or
talent. When this is made the vehicle of new and
appropriate effects, and conducted with skill, it may
be tolerated ; but when it is reserved for the unpre-
meditated flights of illiterate musicians, who fain
would treat us with their facilities, it too often
proves but the mere empty wandering of ignorance
and folly.

Great science is requisite for the introduction
and management of this species of embellishment,
as the ear is sensible of any deviation from that
course which a correct harmony prescribes. Good
taste requires that the style of the cadenza should
be drawn from the ideas of the piece it is intended
to adorn. Madame Pasta’s invention in this de-
partment of singing is felicitous in the extreme.
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There is also a sort of minor cadence which
singers are constantly seeking opportunities to
introduce ; if these are not rightly applied, they
rather injure than improve the effect. As an in-
stance, we may quote that passage in the Creation,

¢ With softer beams and milder light,
Bteps on the silver Moon through silent night,’

where a singer of great estimation, not contented
with what Haydn had written, ran a chromatic
cadenza upon the word silent—utterly destroying
that soft and beautiful effect which the author had
achieved by a gentle inflection of the voice. Rather
than simplicity should be so offended, it would be
better to concede the right of a terminating cadence
to the singer altogether, as a tribute to his vanity.
To secure the purity of art from these merry-
andrew tricks, Rossini has scarcely left a loophole
in his compositions into which they can be thrust;
and Weber was so highly offended with two of our
first-rate vocalists at a rehearsal, that he took them
severely to task for attempting to improve his com-
positions. ’

The highest delicacy of style is required in the
execution of these embellishments, which the singer
is only enabled to give by the selection of a proper
vowel on which they are performed. Camporese,
though generally refined, literally worried the end
of her cadences, and dmgusted when she might
have charmed.

I2



148 ON VOCAL PERFORMERS.

MALIBRAN GARCIA

Already exhibits most extraordinary powers: to
tread the stage with Pasta, to enter the lists and
prove a formidable rival, are circumstances un-
looked for in so young a person. As a tragedian,
she cannot rank with Pasta, but Pasta is only a
tragedian—Malibran promises the most diversified
talents. Her performance of Ninetta, in La Gazza
Ladra, melts you to tears; and her playfulness as
Zerlina, in Don Giovanni, is quite enchanting.
Her voice has great beauty and freshness, but in
compass it scarcely reaches that of a soprano, as it
is evident she performs with more ease the parts of
a mezzo. As a musician she evinces considerable
knowledge, and as an actress a sensibility and
vivacity that is perfect nature.- These accomplish-
ments, added to a pleasing person and an interest-
ing face, must ultimately place her at the head of
the dramatic art in this and every other country.

APPOGIATURA, OR LEANING NOTE.

This grace is derived from nature, and belongs to
that class of sounds that lie above or below the
harmonic tones of the speaking voice: we never
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hear it but when the voice is under the dominion of
the passions; as in the feelings of joy, supplication,
despair, rage, &c. The voice then, by exceeding
its usual limits, glances upon this upper tone
before it rests upon the natural one; but when the
gpirits are languid, as in a state of sorrow, it is but
by an effort that we reach the natural tone, first
stepping upon the semitone below, which latter
effect may be termed the sub-appogiatura. As
this grace springs from the passions, it will be found
to enter into all those expressions in which the
heart is concerned. It is one of the first tones
which children use, for in their ecstacies or imagi-
nary woes it forms the most prominent feature of
their cries. This natural intonation, in the hands
of a musician, becomes the most sensible note of his
art. The character by which it is expressed is of
a smaller size

=
than the other notes, and it may be said to rob the
note it precedes of half its value. 'When used as a
cadence note at the close of a piece, its duration is
more lengthened, and by modern authors is written

thus :—

or —o
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The touch note, or transient note of animation, is
written in a similar way to the appogiatura, though
its office is the very reverse of imparting smooth-
ness and flexibility : it is

£ —1

gl__._

to give force and strength to the note to which it is
prefixed, and is struck with such energy, that it
may be said to be driven into the note to which it
is attached. 'The touch note precedes most of the
simple sounds that we hear, whether they proceed
from sonorous bodies, or the voices of men and
animals. The modern authors use it in forcible ex-

pressions; and in Beethoven, we find it prefixed to
the same note.

LRI

Y X
These adjuncts may be doubled,
U €
or varied in a thousand ways, from which an infi-
nite variety of graces may be formed. The appogi-
atura, in an harmonic point of view, forms the

highest class of discords : as in the following com-
bination, every note of the scale is struck, of which
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the upper four resolve themselves as appogiatura
notes into the common chord.

|

;. Vo
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When so employed, the harmony may be said to
be suspended ; but when substantially or emphati-
cally used, this combination is termed the chord of
the 13th.

MADEMOISELLE SONTAG,

Musically speaking, is the first prima donna of the
age. The height and clearness of her voice
surpasses everything that has been heard. To the
stage she is a valuable acquisition, as she can com-
pass those difficulties with ease, which have cost
others years of toil even to struggle through. It
is not in the nature of a cerulean voice, like Mlle.
Sontag’s, to move us with that passion which we

" feel from those of a deeper hue. Like the war-

blings of a bird, there is a silver tone of satisfaction,
a sparkling joy, that shines in whatever she sings.
Among voices it is a rarity to meet with one so
elevated and so bright: such qualities enable the
composer to take a range of effect in the upper
octaves, which, unhappily for the art, none but a
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Sontag can perform. Her execution is of the most
rapid kind ; she performs Rode’s Variatians, writter-
as a masterpiece for the violin, with a velocity and
neatness exceeding that of the most finished flute-
player. As an actress she is cold and lifeless com-
pared with either Malibran or ‘Pasta; but as a
singer, she stands by the side of either with en-
viable greatness. Her pretty figure and engaging
smiles have contributed to set off the lustre of her
voice—blandishments which have diffused her fame
throughout Europe. ¢ What!’ exclaims the Berlin
Gazette, ¢ what is to become of Berlin, during the
¢ absence of this idol? the goddess of song! the
¢ tenth muse of modern times ! what is to become of
¢ our conversaziones ? how does the city lie desolate !
¢ what mournful silence hovers over her walls*!’

_ * Some of these éxiravaganzae.: were set down to the absurd con-
duct of the English nobleman, who was facetiously dubbed * Lord
Monday, because he always followed Sontag (Sunday).
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StaccaTto, MareaTO, AND LEGATO.

The first of these terms, written thus,—

U
1 -»-

."—-—i
——F

implies that the note should be struck in a short
and pointed manner; it is expressed by a dash,
and is usually applied to forcible passages.

The next term, Marcato, is expressed by a spot
put over the head of the note—

..

..,._'5_-0-

implying that the notes should be struck short, or
spotted in a more light and tender manner ; aiming
at neatness rather than a sharp brevity. This effect
is produced upon the violin by letting the bow
rebound from note to note, including many in the
same bow. This species of execution, when applied
to the voice in quick and lofty passages, is one of
its greatest beauties. Sontag exhibits this grace in
Rode’s air, with a brilliancy never before equalled.
To achieve this, a peculiar conformation of the vocal
organs is necessary ; contracting the upper part of
the throat to the vowel tone of Ea, as in the word
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earth, striking every note separately, with a delicate
distinctness, and in the same breath. There is
another expression which is readily exhibited on
the violin, called the dead-accent, which is produced
by attacking the note boldly,—pressing the bow
with a dead weight upon the string, which instantly

stops the vibration. . It is sometimes written thus,—
0

L —

‘ [ . . [ -

+ Phe Pizzicato upon stringed instruments forms
the best staccato for pianissimo passages.

.

\—,J % ; o
This expression is the very oppesite to the fore- .
going ; it implies that the notes should be performed
in a cloge, . gliding manper, holding each note
smoothly till the next is struck; its character is
a circumflex, or curve, L
A specimen of the Stretto or-Marcato is ex-

hibited in the following little dramatic scene. '
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( Beethoven.

6th QUARTETTO, Op: I8,
>
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MISS FANNY AYTON

Is the only English soprano of eminence who has
appeared upon the Opera stage since the time of
Mrs. Billington. Having been educated in Italy,
she is perfectly free from that heavy style- which,
our language is apt to produce. Though limited
in voice, her vivacity never fails to carry her
through the part of a préma donna with a lively and
dramatic effect. Her execution and enunciation
are of the most rapid kind. In the opera of Ce-
nerentola, she utters more than twenty syllables in
a second of time, with a neatness and precision nqt
easily surpassed. This facile manner, added to an
agreeable pefson and clever action, render her an
ornament to the stage. Her first appearance was
at Venice, in an opera written for her by Peruchini;
and she afterwards obtained great applause in most
of the cities in Italy. In 1828 she made her
début in this country as Ninetta, in La Gazza
Ladra, with great success; and an engagement was
offered her of considerable extent, had she con-
sented to Italianize her name to Atonins.
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MADAME CARADORI,

A prima donna of great excellence, but of less com-
manding powers than her contemporaries, Malibran
and Pasta. For the spacious area of the Opera-
house, her voice, though of the purest kind, was too
small ; and that feebleness which in this place was
deemed a defect, added to that grace and delicacy
which in her was a distinguished charm. How
can she be better described than by the elegant pen
of Lord Mount Edgecumbe, who speaks of her as
being without a fault? ¢ Her voice is sweet, but
‘ not strong; her knowledge of music very great;
¢ her taste and style excellent, full of delicacy and
¢ expression. In a room she is a perfect singer; her
¢ genteel and particularly modest manner, combined
‘with a very agreeable person and countenance,
¢ render her a pleasing, though not a surprising
¢ performer.’

SLIDE OR PORTAMENTO.

‘V
A\ AN 2
N

The slide is a grace of much simplicity and beauty,
evidently drawn from nature : it expresses the most
tender and affectionate emotions. We hear it in
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those little gusts of passion which mothers use in
caressing their infants; and in the language of
nature, it is one of our most endearing tones.

This effect is produced by a gradual raising of
the voice from any given tone to a higher, in one
unbroken stream of sound. On the violin it is
simply produced by sliding up the finger in close
contact with the string, during an even-drawn bow.
The descending grace is exactly similar, but in
opposite progression. The Portamento, or carriage
of the voice, as the Italians term it, is an easy mode
of sliding from one tone to another. Hence second-
rate singers find it a convenient method of encoun-
tering those notes which lie at remote and awkward
distances. In some voices it is so fixed by habit,
that two bars cannot be sung without it. When
8o used, it utterly destroys every pretence to good
singing, by interposing an effect of the most sicken-
ing kind: when used with discretion, it adds much
to the force of expression; and in Madame Cara-
dori, it was a grace both tender and agreeable.

The violinist Paganini, the present wonder of the
world, plays an entire cantabile upon one string,
sliding through all the intervals with a single finger,
—the effect of which is so plaintive and desolate, as
to move his audience to tears. Velluti, the first
singing-master of the age, uses this grace with in-
comparable beauty; in his voice it imparts a ten-
derness not to be described.
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As we have no character to indicate when this
effect should be used, it is proposed that a curve
line shall extend from the throat of the first note
over the head of the following. This will be a
mark sufficiently distinct in appearance from the
common curve or circumflex.

MADAME PISARONI

Is acknowledged to be the very ugliest woman in
creation, and in most respects certainly the finest
singer. So deficient is she in beauty and personal
charms, that she deems it prudent to send before
her a faithful picture of herself, to prevent disap-
pointment, before she engages with those who have
not gazed upon her. In person she is squat and
dowdy, and her countenance might pass for that of
a man, did she not so distort it at times as to be
scarcely human. Her voice is a contralto of the
richest quality, and her style is so energetic and
penetrating, that she seems to dig out the musical
sense by the force of her expression. From con-
tinually personating the characters of men, her act-
ing, as well as her singing, has a bold and intrepid
air. She never mistakes her own powers so much
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as when she attempts those of the softer sex.
Some of her tones are of the most extraordinary
kind, which she effects in an odd way, by turning
up one corner of her mouth: obviously aware of
this unsightliness, she is constantly waving either
one hand or the other before her face, to hide the
grotesque appearance which she makes®.

In Italy a8 a singer she is adored, but in this
country she made but little impression. Her song
¢ Elena, oh ts ch' to chiama, in the character of Mal-
colm, in La Donna del Lago, is a superb performance,
full of that deep feeling for which she is so cele-
brated. Had not Nature so utterly deprived her
even of a tolerable appearance, Madame Pisaroni
would have been esteemed the most surprising and
captivating singer the world has ever produced.

LABLACHE.

This extraordinary singer, in person, is a giant, and
has a voice equal to that of ten ordinary men. It
is said of Stentor, who went to the Trojan war, that
his voice in loudness equalled that of fifty; and

* Les tons de sa voix sont quelquefois tout-d-fait uniques. Elle
les produit par des contortions du visage trds bizarres. ¢ Détour-
‘ nant le coin de sa bouche, comme si elle vouloit cracher dans ton
¢ oreille.— Hon. Horace Walpole.
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probably fifty moderate voices would not surpass
the powerful tones of Lablache. Upon the notes
c and D, above the lines, the chorus and orchestra
of the Opera House are completely overwhelmed
when he chooses to let loose his lungs upon them.
We have before spoken of Placci’s articulating
powers, but this faculty in Lablache is still more
wonderful. In the Matrimonio of Cimarosa, he
utters twenty syllables in a second of time so dis-
tinctly, that they may be heard in the remotest part
of the theatre. As Leporello, in Don Giovanni,
the weight of his voice in the following passage

N - T\
it a1 —a—

= 1

Guar - date, Guar - date

is truly appalling. In sliding from the upper note
to the lower, the instinctive tone which he intro-
duces of a frightened man is so perfectly natural
as to fill the audience with the same portion of fear
with which he is overwhelmed. His voice is highly
flexible, having none of that stiffness usual to bass
voices ; and though so loud in the upper notes as
scarcely to be borne, he is unusually weak in those
below the lines®.

* The voice of the celebrated Reichel, of Vienna, is formed upon
the opposite plan, whose lower tones are compared to that of a
double bass, descending to B}, the lowest note but one upon that
instrument.
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For so large a man his activity is remarkable;
all his movements are light and easy, and. his

vivacity and humour are of the most exquisite
kind.

ForzaNpo, f%, or sf, or —.

This striking effect forms a strong feature in the
character of modern music; we never find it ex-
pressed in any author before the time of Haydn.
It may be described as a forcible expression of
sound, which is no sooner uttered than it drops
into the utmost degree of softness. It has its
origin in the ebullition of our passions. We hear
it in the expressions of joy, rage, and despair, &c.
Indeed it is natural to persons under any violent
emotion. Perhaps of all human expressions it is
the most terrible, because it impresses us with an
idea of agony, and we regard it as an expiring
effort. It properly belongs to the sublime, although
it may be so burlesqued as to assume a ridiculous
character. Like all other forcible expressions, its
meaning will depend upon the situation and manner
in which it is used. In the following little air, My
Mother chides me, its character is that of tender-
ness. But as used in choral music, by Beethoven,
its effect is rather that of violence; as may be
K
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seen in the following passage, which commences a
fugue in the chorus-of Babylon is fallen®.

Fuga, >> >> T >>= 5 '

S T Tr e ey e s e T
S

I willbreak - - - - - - - her gates of brass
This effect is produced upon the violin, by striking
the note with a firm and strong bow; which is no
sooner commenced, than it is lightened, and falls
into a soft and continued sound. Its influence
upon the wind mstruments is similar to that upon
the voice. |

®* Taken from Beethoven's Posthumous Mass, and adqpted to
English words by the Author. ‘
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HUMAN EXPRESSIONS.
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'REINFORZANDO, 7f <,

Is the opposite effect: it is the sudden increase of
sound, from that of softness to loudness, and is
expressed by the characters above.

TiME.
The art of keeping time is indispensable, and is an
attainment of much less difficulty than many sup-
pose. If we consult our internal feelings, we
gather at once a correct notion of it from the vibra-
tions of the pulse or from our manner of walking.
If we listen to the sound of our own step, we find
it equal and regular; corresponding with what is
termed ordinary time in music. The walking pace
of a man may be represented by the foIlowmg

measure—
: —i)

Tl

— e N S

the heel coming to the ground upon the semiquaver,
and the toe upon the dotted.quaver. Probably
the time in which we walk is governed by the
action of the heart; and those who step alike,
have pulses beating in the same time. To walk
faster than this gives us the sensation of hurry;

2



176 TIME.

and to walk slower that of loitering®. The mere
recurrence of sounds at regular intervals by no
means constitutes the properties of musical time;
accent is necessary to parcel them out into those
portions which rhythm and the ear approve. If
we listen to the trotting of a horse, or the tread of
our own feet, we cannot but notice that each alter-
nate step is louder than the other—

—d)

)

] 'l s 1
—t

Andante. e = =

= * = * = °* = °

41

by which we throw the sounds into the order of
common time. '

But if we listen to the amble or canter{ of a
horse

o — -

LJ

(] [ 3 [ ]

we hear every third step to be louder than the
other two ; owing to the first and third foot striking
the ground together. This regularity throws the
sounds into the order of triple time. To one or

* We are sooner out of breath when we run in a pace that is not
in unison with the pulse, or the play of the lungs; as it is evident
these motions in some measure coincide. The heart may be regarded
as the interior pendulum which regulates these motions; as the
pendulum arms regulate the steps.

+ The pace which pilgrims went on horseback to Thomas 2
Becket's tomb, or the Canterbury gallop.
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other of these descriptions may be referred every
sort of time. Varieties, it is true, may be formed
by playing the movement faster or slower, or by
extending the bars so as to ‘include a greater
number of notes; but the principle remains the
same. The different degrees of speed with which
strains of music may be performed are indicated by
the following terms :—

Adagio—The slowest time : the movement of
the crotchet nearly accords with the beat-
ing of the pulse®.

Largo.

Larghetto.

Andante.—Middle time : the quavers accord
with the trottmg of a horse.

Andantino.

Allegretto.

Allegro.—Quick time : about as fast again as
the slowest.

Presto and Prestissimo.—Still quicker.

These times are performed much slower in the
church, than either in the concert-room or the
theatre; and we might remark that in the Adagio
the notes should be well sustained ; the ornaments

* The pulse, in the time of Hippocrates, was probably not more
than sixty beats in a minute ; from which probably originates our
smallest division of time, denominated the moment or second, which
divides the day into 86,400 parts. As the human species refine,
probably the pulse quickens; and so completely are we machines,
that like a clock, the faster we go, the sooner we are down.
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smooth and flowing; the Appogiaturas slow; the
Trills fluent and gently swelled ; and the whole
to be marked rather by delay than hurry.

The features of the Allegro are lightness, fire,
and vivacity ; the most flowing passages should be
marked with point and animation. Thus we have
Adagio, Andante, and Allegro, as the three grand
divisions of time: the other terms which lie be-
tween mark the intermediate gradations.

The most uncivilized nations, by an attention to
the step, perform the most intricate evolutions with
exactness, where the metrical effects of music are
utterly unknown. Soldiers are compelled to pre-
serve an exact pace, when marching in a body,
however defective the ear. Armies are moved with
the greatest regularity in the time of & march, which
is always in common time. The -Persians; who
have no skill in music, vary the rhythm in so
masterly a manner, that their music not only pleases
the ignorant, but even the learned®. Artisans; such
as smiths, tailors, paviors, who work in unison with
the pulse, acquire habits of keeping time with the
greatest correctness. Stage-coach men have the
faculty of ascertaining the lapse of time, almost
with the regularity of a watch, by an attention to
the pace of their horses.

The most ready and effectual method of acquir-
ing a knowledge of musical time, is that of playing

» Sir Gore Ousley.
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in concert; and the larger the band, the greater is
the probability that it will be correctly kept*.
Nothing is more essential to the due performance
of music, than adjusting the time to the inten-
tion and meaning of the author. Many performers
of the present day are guilty of a great mistake
in playing the modern music too fast, erroneously
supposing that quickness is a necessary cha-
racter to distinguish it from the old. Haydn was
so offended at the rude and hurried manner in
which he found his music driven by the English,
when he first visited this country, that he sent for
the family of the Moralts from Vienna, to show the
Londoners the time and expression with which he
intended his quartettos to be playedt. Kiesewetter
also, in leading Beethoven’s symphonies at the
Philharmonic Concert, insisted strongly upon their
being played slower than that orchestra had been
accustomed to perform them. The propensity which
performers have to hurry the movements beyond
their natural pace, for the purpose of showing their
agility, has compelled many authors to affix a pen-

* It has been found that in a watchmaker's shop the timepieces
or clocks, connected with the same wall or shelf, have such a sympa-
thetic effect in keeping time, that they stop those which beat in irre-
gular time; and if any are at rest, set agoing those which beat
accurately.

- 1 He constantly complained of the Minuet’s being played much
too fast. The party of the Moralts, during their stay, were invited
to the houses of the nobility, and Haydn was always present.
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dulum length, to express the time of the crotchet or
quaver, at the head of each movement. Some of
the most striking effects are produced by the change
of time. ¢ The slow naturally leads to sorrow, but
‘ the gay and lively air excites a joy in us, so that
¢ the feet can hardly be restrained from dancing.’
Destroy the time or thwart the measure, and you
rob the strain of its interest and its charm. The
less the ear is made sensible of anything mecha-
nical in the giving or keeping the time, whether
by hand, fiddlestick, gesticulation, or otherwise, the
more fully will the effect of melody and harmony be
allowed to operate, and the more deeply will the
mind be penetrated with the feelings intended to
be awakened *.

Having shown the importance of fixing upon a
right time, we may remark, that for points of taste
and expression it may occasionally be broken, ¢. e.
accelerated or retarded ; which instances are gene-
rally marked by the terms accelerando, morendo,
retardando, and the like.

ON SILENCE AND THE PAUSE.

~
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The pause signifies, that the note or rest over which

* Kandler.
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it is placed is to be continued beyond its given
time. Some of the most striking effects in music
depend upon a due observance of this character;
yet it is often inconsiderately passed over, and
when noticed, but seldom or ever sufficiently dwelt
upon. Musical rhythm demands a regularity of
measure, and, whether the suspense be upon the
note or the rest, its duration may generally be
ascertained to be a fixed and determinate length.
When the pause is upon the rest, an interval of
repose is given to the ear, in which it is refreshed
for new impressions. As an instance of its effect in
raising the mind to an idea of vastness, we may
refer to that which occurs in the dedication of
Solomon’s Temple in the Oratorio of Judah,—

¢ Behold the Heaven of Heavens cannot contain thee ;
How much less—the House that I have builded !’

Here the musician Aas given a language to silence
itself; and the imagination fills up the void which
the absence of sound has created *.

The pause should be but sparingly used; a too
frequent repetition of it tortures and destroys

* If we could dare to picture the abode of the Deity by anything
earthly, we should place his habitation in the Alps, amid those icy
palaces and everlasting snows. A writer observes ¢ that the ocean is
* the fittest emblem, and conveys the deepest impression, of God's
¢ immensity and eternity: the Alps of his unapproachable power and
¢ everlasting unchangeableness. In the sea, wave succeeds wave,
¢ for ever and for ever; billows swell upon billow, and you see no
¢ end thereof: but in the Alps, man’s work enters not there. In the
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the melody. In the Eagle Song of the Creation,
Haydn has introduced it not less than ten times,
which renders the performance of that beautiful
piece uneven and disjointed. The writer once
witnessed the powerful effects of the pause, in the
‘performance of the Overture to Der Freischiits,
.when conducted by Weber himself*. Near the
- conclusion of that masterly composition, arnd just
before the movement bursts into the major key,
there occurs a pause, which would have been pre-
maturely brokent, had not the great composer

“vast wild he sees no trace of man, and dwells among scenery
< stamped only with its Creator’s immutability and power. Nature

*¢ is always interesting. Elsewhere she is lovely and beautiful: here
¢ she is awful and sublime. Elsewhere she shrouds all things into
¢ a temporary repose, again to clothe them with surpassing beauty
¢ and verdure ; but here there is no change : such as the first winter
¢ beheld them after they sprang from the hands of their great Archi-
¢ tect, such they still remain—like himself, unchangeable and unap-
« proachable. The voice of man cannot reach that upper air, to dis-
A turb ‘ the sacred calm that breathes around,” that stilly silence
¢ which holds for ever, save where the lauwine wakes it with a voice
¢ of thunder! In scenes like these, the soul is roused to a more
¢ worthy contemplation of the Almighty Author of Creation. Lan-
¢ guages were formed in plains, and they have no words adequate to
¢ represent the sensations which are felt amid these icy pinnacles and
¢ towering Alps, clothed with the spotless mantle of everlasting
¢ snow.’

* On Weber's entrance, the audience rose, and the applause was
immense. He acknowledged the compliment by repeated bows, and,
-standing in the front of the singers on the stage, directed the whole
of the first part.—Parke's Memoirs.

+ The suspense was carried to the length of four bars of the slow
‘time.

R
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turned round ‘upon his troops, and stayed their
fierce impetuosity. The band breaking loose from
this bondage and unexpected restraint, produced a
rush of harmony nearly too much for the senses to
bear. After the movement of Tu cA’ accendi, in
which Madame Pasta exerts such powers of. mind
and voice, she does not immediately proceed, as -
others. have done before her, but suddenly stops.
This dead silence, for a few seconds, greatly en-
hances the beauty of the glittering air which
follows.

When many voices and instruments are to act in
concert, it is better that the duration of the pause
should be expressed by rests than in the usual
indefinite way. Turn to Haydn’s magnificent cho-
rus of Great and Glorious God of Israel®. Here
the bar’s rest for all the parts ensures a recom-
‘mencement of the strain by a single blow—a crash
of harmony that is not to be obtained by other

means. In a full orchestra, where the pause is
" upon the note, it is incumbent upon the voices to
retain the sound rather longer than the instru-
ments ; and as the sounds retire, the female voices
should be the last to quit the ear. A sudden and
dead silence, in the midst of a rush of piercing
sounds, obliterates the previous effects. We meet
with this in the Twelfth Grand Sinfonia of Haydn,
where all the parts are silenced for two bars : during

* Page 420 of the Sacred Melodie;;, vol. iv.



184 PAUSE.

this cessation, the sounds fade away, and the com-
poser falls upon the full chord of a new key, with-
out the aid of modulation. In Beethoven’s Quin-
tet, Op. 20, a pause note is held for the space of a
minute while the violin performs a Cadenza of 131
notes. - This expedient effaces from the mind the
beautiful morceau, Gracious Father*, without which
the return of the subject would have appeared but
flat and uninteresting.

ACCENT.

By accent, we commonly mean that stress or force
put upon a word or sound which renders it more
conspicuous than others, by which a particular
sense or rhythm is given to the musical phrase or
sentence ; as in the case of Godwin, Earl of Kent,
who said to the Archbishop of Canterbury, ¢ Give
me Boesham ;' the prelate, at a loss to comprehend
his meaning, hesitating, replied,—* I give you Boe-
sham ! The artful Earl immediately took posses-
gion of the estate, and supported his claim by
repeating the Archbishop’s reply before the King,
corroborated by his attendants, who were placed
within hearing.

In the following strain, the character and mean-

* Vide Chapter on Composition,
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ing of the music will entirely depend upon which
note the stress or accent falls. By being placed
upon the first of every four, the movement is thrown
into common time ; but when placed upon the first
of every three, into triple ; although the notes are
precisely the same.
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The ear takes no pleasure in listening to a succes-
sion of unaccented or monotonous sounds: so far
from stimulating its attention, it tires and grows
weary with the uniformity. From the peculiar
structure of the ear, we learn that the different
degrees of loud and soft constitute one of its
greatest pleasures, and that it is unfitted to receive
two sounds of equal force in succession.. An
accented sound invariably robs the following one of
its energy; and this is natural,—for after the weight
of voice has been thrown upon the accented note,
the following is uttered under a degree of exhaus-
tion, and consequently is rendered weaker. When
the accent is removed from the first note of the bar
to the second or fourth, it is called a false accent.
This, by disturbing the rhythm, imparts a peculiar
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movement to the strain, upon which depend its
leading features and character, as instanced in
national “airs, the polonaise, and the waltz, &c.
Haydn, by this means, will convert a few bars of
triple time into common, in the middle of a move-
ment, with a capricious effect. ' '

It has been observed that the walking pace of a
man is in common time, and that armies are always
moved in this measure. But in Venice, where the
people are constantly moving upon the water, the
motion of the boat suggests the flowing ease of
triple time, in which all their celebrated airs and
barcaro]les are written*. Rousseau informs us, that
these airs are composed and sung by the gon-
doliers,: and have so much melody and an accent
go pleasing, that there is no musician in Italy but
piques himself on knowing and singing them. The
liberty that the gondoliers have of visiting all the
theatres gratis, gives them an opportunity of form-
ing an ear to all the niceties of music and a correct
taste. .

Under the term accent, we must speak of other
effects attending sounds without any reference to

- * Witness the beautiful barcarolle in Auber's Masaniello. 1k
rowing a boat, the oars are thrown into the movement of triple time,
which is speedily communicated to the wave. A beautiful illustration
is to be found in Mr. Moore's words and music—

‘ Row, brothers, row, the stream runs fast ;
The rapids are near, and the day-light past.'
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their loudness or softness. The same note may be
struck on a drum with a glove or a stick, but the
accent of it will be different. The note of the
harpsichord wire is the same with that of the
piano-forte, but the accent is not so,—the sounds of
the one being produced by a quill, those of the
other by a hammer. The natural accent of every
instrument is different, and the performer is
enabled to vary it at pleasure, by certain methods
of playing. This is particularly the case with the
violin, on which every variety of accent may be
produced by means of the bow. As but few
characters have been yet adopted that will suffi-
ciently express these varieties, it is evident that
the kind of accent-given to any note will depend on
the taste and fancy of the individual: it will not
therefore appear surprising, that the effect of the
same music should often be very dissimilar in the
hands of different performers. ‘

CoLOUR.

Every one who has attentively listened to sounds,
must have noticed, that besides their acuteness and
gravity, loudness or softness, shape and figure,
there is another quality belonging to them, which
musicians have agreed to denominate colour. The
answer of the blind man, who, on being asked what
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idea he had of scarlet, replied that it was like the
sound of a trumpet, is less absurd than may at first
be apprehended. If, as Sir Isaac Newton supposed,
the impulse upon the nerves of the eye produced by
colours is similar in kind or degree to that pro-
duced upon the ear by sounds, the impression upon
the sensorium, or seat of sensation in the brain, will
probably be the same, or so nearly so, that the ideas
of the respective external objects will be associated
in the mind. According to this theory, the dif-
ferent musical instruments may be characterized
by correspondent colours, so as to be fancifully
classed in the following manner.

WiIND INSTRUMENTS.

Trombone—Deep red. Flute—S8ky blue.
Trumpet—Scarlet. Diapason—Deeper blue.
Clarionette—Orange. Double Diapason—Purple.
Oboe—VYellow. Horn—Violet.

Bassoon (Alto)—Deep yellow.

StriNGED INSTRUMENTS.

Violin—Pink. Violoncello—Red.
Viola—Rose. Double Bass—Deep crimson red.

In addition to what the preceding scale expresses,
let it be understood, that the lowest notes of each
instrument partake of the darkest shades of its
colour, and as they ascend they become of a lighter
hue, as may be expressed by the following figures.
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The sinfonia in the Creation, which represents
the rising sun, is an exemplification of this theory.
In the commencement of this piece, our attention is
attracted by a soft streaming note from the violins,
which is scarcely discernible till the rays. of sound
which issue from the second violin diverge into
the chord of the second; to which is gradually
imparted a greater fulness of colour, as the viols
and violoncellos steal in with expanding harmony.
At the fifth bar, the oboes begin to shed their
yellow lustre, while the flute silvers the mounting
rays of the violin, as the notes continue ascending
to the highest point of brightness; the orange, the
scarlet, and the purple unite in the increasing
splendour, and the glorious orb at length appears
refulgent with the brightest beams of harmony.

In the human voice, the shades of colour are still
more perceptible. The lowest tones are formed in
the chest, partake of the most sombre hues, and
forcibly express our inmost feelings ; as they ascend,
they become more bright and cheerful, expressing
the more lively sensations of mirth and joy. It is
in the utterance of these tones that we disclose
where the soul of music lies concealed.

There is then independently of words a language
of nature, in which the passions are universally and
instinctively uttered, and if we attend to them, we
shall find that they may all be referred to the gra-
dations of the musical scale. The tones of grief

L
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are those of the minor third, and those of joy or
exultation, the harmony of the major. It is the
business of the composer to supply the modulation
with these tones by which the passions may be
awakened.

CHAPTER X.

EXCLAMATIONS.

The ear of the musician is constantly awake to
every sort of sound, but none excite his attention
more than the exclamations of the human voice—
a class of sounds never noticed by the composers of
a prévious age. We can scarcely turn over a page
of Haydn, Mozart, or Beethoven, but we find traces
of these passionate tones. In our conversation we
often hear those expressions which delight us ; but
the sounds are too evanescent to be caught or
readily set down in notes. In our deliberate ex-
pressions the tones are more decided, and are easily

represented, as in the common salutation—
*

— 'Jr!
How dy'e do> Pretty well thank ye.

T

\

* This and the next passage may be imitated by sliding the finger
on the strings of a violoncello.
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How d'ye do? Pret-ty well - thauak ye.

- In the following, where a female is calling to her
daughter

- 1 a L 1 .
1 !
X ' =
Sa - reh, Sa - rah,

the voice is put forth with greater energy, and by
the force of the last syllable mounts up to the
octave. The next instance is that of a more sub-
dued tone, yet not so low as that of conversation.

— -
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h
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Ma - ri-a, Ma - ri-a.

The following from Hamlet’s mother, when he is
accusing her, is peculiarly sweet and natural ;

N A— — P
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What have I  done?

The following are imitations of laughter, which
Handel and Weber have written -

Ol
P

Eh, - - eh, eh, eh, eh, eh, eh, eh,
L2
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L'Allegro t] Pensieroso.—HANDEL.

s
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Eh, eh, eh,eh,eh, eh, eh, eh, eh, eh, eh, eh, eh,eh, eh.

Other exclamations, less sonorous, are all founded
upon a musical phraseology; even the grimaces
under the dominion of Morpheus :
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Au ch, Au ch, Au ch.

Haydn has given us a more elaborate mstance of
yawning in his 57th Quartett.
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Nor are we confined to simple expirations of this
sort: we find the following specimen of an agree-
able sneeze in the minuet of his Eighth Grand
Sinfonia,—

J o
and in some other composition of his, we find the
following satisfactory cough—

A
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Among those of a less concordant nature, we may
instance the brawling voices of three persons in a
passion, introduced by Beethoven in his Third Trio,
Op. 9.

A —
Frof

Such a clatter of sounds indicate rage and ferocity :
these tones escape us in the ebullitions of our worst

passions, and are heard in the savage murmurs of
wild beasts. -

RRR

HumaN Criks.

We take but little interest in the cries of animals,
except those of our own species. Children have
ho difficulty in expressing their wants, their plea-
sures, and pains, by their cries, long before they
know the use or meaning of a word ; and it is sur-
prising to see with what energy they will evince
the strongest passions. If we attend to these
sounds, we shall soon discover what a fruitful
source they have been, in giving hints to the com-
poser and musician. The following is the puling
cry of a spoiled child— '

I A D
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Rossini has imitated the sobbing of a child in the.
pensive duet Ebbere per miz memoria, in Gasza

Ladra.

: - P‘ 4=:'=!‘—ﬁ—
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Madame De Staé] informs us that Crocodiles imi-
tate the cry of children so perfectly, as to allure
and entrap their mothers. In the following strain
we may notice the little spiteful voice of one child
wantonly teasing another :—

ey =

ya-e ya-e - - - - - - - - - . ya-e ya!

The fugue in the overture to the Zauberflote, is
obviously taken from a petulant feeling of this kind.
It is said of Mozart that he had a peevish wife,—
a lady hard to please, who frequently broke in upon
his studies, when in her waspish humour; and it
was in one of these freaks that he caught from
Madame the singular subject of this noted piece.
The snatch upon the semiquavers is the very
essence of irritability.
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ya, ye, &c.
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The foilowing is of a more lugubrious cast—a
person weighed down with sorrow and pain.
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Beethoven has adopted this as the motivo of his
Third Trio, Op. 9. The following inflection of

voice, is the endearing tone of a mother fondling
her child.

e _
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This passage is elegantly interwoven in Haydn’s
Fifty-Eighth Quartett. We derive some of our first
germs of melody from the spontaneous songs of
children. The following morgeaus are from chil-
dren at play; the natural ebullitions of mirth and

.ga.lety.
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Tah-e - {a, Tah-e - ta, Tah-e - ta.

Another,
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té tah-e,
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This, with a slight alteration, has formed the well-
known strain in Figaro—
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and a similar idea forms the subject of the Canone
al roverscio of Mozart's First Quintett:

ot e
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In describing the Voce di petto, it has been re-
marked that children in their gambols will, by a
sudden growling * of the voice, attempt unawares to
frighten each other :
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— Sm— Pr— I
g—s,! T s
——0—0—i 1

_‘_ll_

Woo, woo, woo, wou, W00, W00, W00, WOU.
Beethoven obviously is indebted to this freakish
burst, for the opening subject of his celebrated
symphony in C Minor. And in the Opera of
Semiramide, in a wild movement, Rossini has in-
troduced the frolicksome squealings of the little
urchins, with admirable effect.

* ¢ Doctor Johnson, who was a large man, with a capdcious chest,
¢ frightened a little girl, representing himself as a giant ; telling her,
‘in a hollow voice, that he lived in a cave, and he would take her
¢ with him.'— Boswell's Tour.
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Criks oF ANimMaLs.—Docs.

Dogs in a state of nature never bark ; they simply
whine, howl, and growl: this explosive noise is
only found among those which are domesticated.
Sonnini speaks of the shepherds’ dogs in the wilds
of Egypt as not having this faculty ; and Colum-
bus found the dogs which he had previously car-
ried to America, to have lost their propensity to
barking. The ancients were aware of this circum-
stance. Isaiah compares the blind watchmen of
Israel, to these animals, ¢ they are dumb—they
cannot bark.” But, on the contrary, David com-
pares the noise of his enemies, to the ¢ dogs round
about the city.” Hence the barking of a dog is an
acquired faculty; an effort to speak which he
derives from his associating with man. ¢ The dog
¢ indicates his different feelings by different tones
¢ of voice; and thus the shepherd’s dog (in Eng-
¢ land) has a command over his flock, without using
¢ positive violence. Their tones are so marked,
¢ that they are recognised as expressive of anger or
¢ fear. The horse knows from the bark of a dog
* when he may expect an attack upon his heels*.’
It cannot be doubted that dogs in this country
bark more and fight less than formerly. This may

* Library of Entertaining Knowledge.
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be accounted for by the civilization of the lower
orders, who have gained a higher taste in their
sports and pastimes than badger-baitings and dog-
fights; and it may with truth be asserted, that the
march of intellect has had its influence even upon
the canine race, in destroying that natural ferocity
for war, which (happily for the world) is now spent
more in words than in blows.

. It has not fallen within the writer’s pursuits to
have much knowledge of dogs, but it would be an
amusing investigation to analyse their language,
which is not only curious but copious. That they
understand the general force of language, and the
particular meaning of many words, cannot be
doubted. Miss Hawkins tells us, that the little dog
Mrs. Garrick used to take to the play, had so fine
an ear, that he always knew his master by the tone
of voice from the other actors, and showed great
signs of joy when he was speaking.

Though the barking of a dog is an inarticulate
sound, yet, if he is brought by the side of a piano-
forte while barking, you may distinctly hear the
notes upon which his bark is made, reflected by the
instrument. The following are the notes of a dog
barking with excess of pleasure, upon going out
with his master.
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The yelp of a cur, whose foot has been trod upon. '
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The whine of a dog tied up.
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A mastiff dog.
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The bark of a great dog introduced into sckerzo, by
Haydn in his Thirty-eighth Quartetto.
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If we would listen to the graver animals, we
must walk into the meadows where the buttercups
spring through the long grass.—¢ There lies the
¢ dairy farm, surrounded with the peaceful but noisy
¢ kine. In luxuriant keep, they browse and bask
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‘in the summer’s sun, or seek the beechen shade.
" ¢ —Their lowing, though rude and rough, is music
‘to the farmer’s ear ;—save one, who moans the
‘ loss of her sportive young.—With wandering eye
“ and anxious look—she grieves the livelong day.’
From these their harmless tones, we may collect the
notes of joy, as well as those of pain.
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Hogrsks.

The horse is a more silent animal. You never hear
him but when he has lost his companions. More
fearful than the ox, he flies at the approach of dan-
ger, and his neighing ¢ resounds the forest through’
—mounted on a rising ground, he looks and listens
with ears erect for his fellows, and calls to them
with a clear and laughing voice. *To the horse
¢ thou hast given strength and clothed his neck
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¢ with thunder.—He saith among the trumpets, ha I'

‘ha! and smelleth the battle afar off *.’
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Though his shrill and piercing whinney passes
through every semitone of the scale, he varies it
but little, and has no other song.

‘THE Ass.

Among the vocalists, the submissive ass ranks but
as a rough and rude performer. His meek and
lowly look would indicate a gentler voice. Though
coarse, his notes are passing sweet compared to
those of his brother mule, who, when he opens
his hideous throat, puts every admiring friend to
flight. In a less vulgar tone, Jack begins his bray
with a modest whistle; rising gradually to the top
of his powers, like the progressive eloquence of a
well-adjusted oration, declining thus to an empha-
tic close.

Una corde.
fr . m o\
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* Job, chap. xxxix.
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The poet has described him as singing in * sonorous’
octaves, lqud- and clear,’
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but to neither of these strains is he confined.
Haydn has copied one of his ejaculations in his
Seventy-sixth Quartett with great success.
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CuarTer XI.

THE VIOLIN.

It is now two hundred years, since Anthony Wood
speaks of the first violin being introduced into a
concert of viols at Oxford ; which instrument, upon
close inspection, was pronounced by all the connois-
seurs present to be a mere bauble, never likely to
be used in the performance of music with any
success. Though it resembled the viol in many
respects, yet, as it was stripped of its frets, in
the opinion of these judges, it was an instrument
that could not be handled with any truth or cer-
tainty. But the very removal of these mechanical
helps has conferred upon it a power of expression
never contemplated by our forefathers*. The vio-
lin had its origin in Italy, about the year 1600;
but those which are esteemed of the greatest value

* The frets upon a viol were narrow ridges of wood, just raised
above the finger-board, crossing it at right angles, and were sg
placed, that the finger casually falling between the frets, the string
was stopped in tune. In the guitar they still remain as a guide to
ignorance, and an impediment to taste and expression.
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were made at a later period, about 1650, at Cre-
mona, by the family of A. and J. Amati, and
their contemporary Stradvarius, of the same place,
These instruments are found to be very much supe-
rior to any that have been made since that time,
which acknowledged excellence is chiefly attributed
to their age*. The Amati is rather smaller in size
than the violins of the present day, and is easily
recognised by its peculiar sweetness of tone. The
Stradivari is larger and louder; and is so highly
esteemed, that many have been sold for the sum of
two hundred guineast. The violin has not altered
its shape for the last 180 years ; yet the method of
performing upon it has been highly improved. At
intervals it seems to have waited for the advance of
the art, and more especially for the cultivation of

* It is an opinion confirmed by experience, and confessed by the
rest of Europe, that the brilliant sky of Italy communicates to musi-
cal instruments an inexpressible delicacy, which they do not possess
in other climes.—Arteaga.

+ During the siege of Valenciennes, General Bosville was in treaty
with a French musician in the enemy's camp, for a Cremona violin,
and as soon as the bargain was struck, the instrument was sent for by
a flag of truce. The latter circumstance, of the flag of truce, got into
the newspapers, and raised the funds two per cent.!

Parke, in his memoirs, informs us, General Bosville being very tall,
Colonel Freemantle said good-humouredly to him, ¢ When you go
< into battle, Bosville, be sure to keep your head down, or you will
¢ be popped off presently, while a little fellow, such as I, may escape.’
This pleasantry was prophetic, for General Bosville, in the first en-
gagement he was in, was shot through the head.
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the female voice. Under the hands of Corelli and
Tartini it aimed at no other effects than had pre-
viously been produced by the organ and harpsicord;
such as double stops and arpeggio passages, which
it was ill adapted to perform. As science improved,
it relinquished these impossibilities, and in the
hands of Geminiani and Giardini partook more of
passion and simplicity. When the era had arrived
in which Haydn begun to animate the art with
natural sounds and inflections, music made by
rule was abandoned for that which was simple
and melodious. Then the violin began to develope
its powers. The great range of its effects entitle it
to the first consideration among musicians, as the
best means of expressing the thoughts of the
composer; but the period at which it made the
greatest advances towards perfection was soon after
the cultivation of the female voice. From this
beautiful auxiliary it received its first lessons in
pathos and feeling, and in return it has taught the
voice grace and execution. The compass of the
violin is more extensive than that of the voice:
within its range it has a scale of four octaves, and
as each string differs so much in quality of tone, it
may be considered as possessing in many instances
a fourfold effect. But the most striking powers of
the instrument may be said to reside in the bow,
and such are the vast variety of accents to be pro-
duced by a skilful management of it, that a single
M
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bar of music, acéording to the French school, may
be bowed fifty-four. different ways*. :

To speak of the violinists who have dls'tmgulshed
themselves in the early stages of the art would now
be of little interest; but to glance at the eminent
performers of the present- day may have its use as
matter of taste and history. The first introduction
of the violin at court, was at the restoration of
Charles the Second; who, during his exile in
France, was so captivated with its sprightly tones
that he -established 2. band ef violinists in this
country, after the mannerof Louis the Fourteenth,
at the head of which was placed Nicholas Matteis.
The Honourable Mr. North speaks of this artist in
the following terms:—‘ he was an excellent musi-
¢ cian, and performed wonderfully upon the violin
¢ His manner was singular, excelling all that had
¢ been heard in England. before. His arcata, his
‘ shakes, divisions, indeed his whole style of per-
¢ formance was surprising,—every stroke of his bow
¢ was a mouthful.’

*- Vide Baillot, Method du Violom,—a work conspicuous
for its lesrning and taste, from which the annexed plate is
extracted.

Sir Gore Ouseley met with an instrument in Persia, resembling
the violin, the belly of which was formed of parehment highly
strained, and wpon which was get the bridge. The tone was soft and
agreeable; and in the night time, when it was chiefly used, had a
singular and pleasing effect. In Congo they have a delicate instru-
ment of the vial kind, strung with the hair of an elephant's tail,
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THE SWITZER Boy.
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Matteis was highly countenanced by the dilet-
tanti of that day.. Dr. Walgrave, Sir Roger
L’Estrange, and Mr. Bridgeman, under-secretary
of state. Through the influence of these gentle-
men, Matteis, though poor, in a new way, soon
amassed a considerable sum of money. Could
these worthies be now introduced into our concert-
rooms, what would they say to the prodlgles of the
présent day ?°

Such are the .varied powers of the violin, and
the extent of knowledge now displayed, that if we
attend to the different styles, we shall not find two
performers who treat the instrument alike.

Cramer, for firmness and fullness of tone, in the
old school, is without a rival.

Spagnoletti, though less forcible, is distinguished
in the modern by a style chaste and delicate.

Mori has extraordinary execution and beautiful
articulation.

Vaceari, the Spaniard, is all gaiety and lightness,
having none of the dark shades of the Germans ;
his notes are like the glitter of the diamond.

Spohr is full of ease and grace, and rather sings
than plays.

Yaniewitz and Kieswetter are purely German—

dark, grand, and forcible.
| M2
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Baillot combines the Italian and German schools
together, and probably is the greatest master, hav+
ing the greatest number of effects at command.

The bow of Kieswetter is swift and darting. At
times he lays his ear upon the instrument, as if
listening to the sounds withinside it, pressing it
upwards with apparent delight.

Yaniewitz is furious ;—his whole body partakes
of the movement he is engaged in.

Spagnoletti is mild and gentle.

Mori, quick and active, but too eager to be
graceful.

Spohr, for so large a man*, has much grace and
suppleness of bow.

In Baillot we have the Talma of the art—an in-
exhaustible mine of expression and emotion.

To perform upon the violin with pathos and feel-
ing, requires that magic touch of the bow, which

* Spohr has been compared to Giardini, whose powerful tone was
ascribed to the peculiar formation of his fingers, which were remark-
ably broad at the ends ; and such was his muscular strength, that he
could squeeze the sides of a pewter pot together at a grasp. May we
not attribute this similarity of tone to the same cause ; Spohr being
a stout, athletic man. Dragonetti has the hand of a giant, and it is
related of Crosdill, the greatest violoncellist this country ever pro-
duced, that he could bend a kitchen poker round his arm !
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is not easily described or acquired ; perhaps no one
master is competent to teach it. A thorough know-
ledge can only be obtained by a close observation
of the peculiar excellencies of every first-rate per-
former. We might go farther, and say that every
style is occasionally requisite, from the neatness and
precision of Vaccari, even down to the shuffling
tone of Shaw*. He is the greatest master who has
at his command the greatest variety of expressions
of the bow. Of all living artists, no one has
evinced such consummate skill in this particular as
Dragonetti. Although his instrument, the double
bass, is a giant among violins, he has so conquered
its unwieldiness, and destroyed its roughness, that
in the middle of the thunder he creates, he can
chain you by the exquisite softness of his bow! A
singular taste is shown in the manner in which he
approaches a note, the effect of which is heard be-
fore he actually strikes it. Nor is this all, the
manner in which he sustains and quits it is equally
tasteful and expressive. His extraordinary powers
are more strikingly shown in his single accompani-
ment of the voice—then we hear the pianissimo of
his lower notes, which fill the mind with depth and
vastness . The eminent violinists, just enumerated,
i* * A country-dance player in Leicester.

+ The musical parties at Devonshire House are seldom entertained
with a performance of more than four professors at the same time.

A Sontag, Moscheles at the piano-forte, Puzzi on the horn, and Dra-
gonetti at the double bass. No doubt a delightful quartetto, full
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are all of the Viotti school, except Cramer. Viotti
was the first who entered scientifically upon the
study of the bow, and so far transcended the know-
ledge of his master, Pugnani, that his style formed
a new era in the art of playing the violin. At the
' commencement of the French revolution he left that
country for England, and continued the delight and
admiration of the British public till the year 1798,
when he was ordered to quit the country, on the
supposition that he was in league with the repub-
lican government. He departed for Holland, but
not till after his school was fully established.

We now come to speak of a second era, distin-
guished by a manner of treating the instrument
much more extraordinary than any we have men-
tioned. Of this style we know no more than has
been imparted to us by that finished violinist De
Beriot. This young artist possesses a truth of in-
tonation, and mastery of the bow, greatly exceeding
every other performer that has visited this country.
But we doubt, even with such talents, whether he
would have gained so high a portion of public
favour, had it not been for a novelty which he has
caught from the celebrated Paganini. The extra-
ordinary performance of the latter is said to have
~had its origin in the following circumstances.

of rich and beautiful effects. In this singular combination, his
Grace not only shows his taste in the art, but that he knows how
to get the cream, without the parade and bustle of an orchestra.
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During the revolutionary war in Italy, less fortunate
than Viotti, Paganini was seized as a suspected
person, or, as some have it, for the murder of his
inamorata, and thrown into prison, where he was
confined in a dungeon for some years®. Having a
violin with one string only, by incessant practice he
acquired an execution, so truly astonishing, as to
enable him to play more upon this single string
than others could play upon four. His powers in
accompanying the voice are so great, that his tones
are not to be distinguished from those of the singer.
A German writer, who has heard him, speaks of
his performance as being fiend-like; and he attri-
butes his unaccountable effect to a new mode of
tuning the instrument. Paganini, however, has just
arrived in this country. He was accompanied by
his favourite pupil Oury, who, for the honour of
England, is likely to become one of the most power-
ful and graceful performers upon the violin this
country has ever produced. He made his appear-
ance at the Opera-House, June 3d, 1831 ; but the

* Frederick the Great, who was a skilful flute playelf, acquired his
talent in a similar way. Having disobeyed the injunction of his ty-
rannical father, in marrying the daughter of Count Le Catt, he was
upon the point of being executed with the Count, when he was res-
cued by the populace from the scaffold, and his sentence commuted
into some years’ imprisonment in & dark cell. In this place he learnt
the fife of a boy who had access to him. When he ascended the
throne, he placed Graun at the head of his music, who composed a

flute concerto for his majesty, to play on every evening throughout
the year.
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exhibition of his talent so infinitely surpassed the
power of language to express, or even imagination
to conceive, that we prefer giving the following
enthusiastic sketch, written at the moment, to con-
vey an idea of the marvellous impression he made
upon the audience, rather than attempt a more
gober description :—

. ¢ I placed myself at the Opera doer two hours
and a half before the concert began ; presently the
crowd of musicians and violinists filled the Colon-
nade to suffocation, all anxious to get the front seat,
because they had to pay for their places, Paganini
not giving a single ticket away. The concert opened
with Beethoven’s Second Sinfony, admirably per-
formed by the Philharmonic band; after which
Lablache sung ¢ Largo al Factotum,” with much
applause, and was encored. A breathless silence
then ensued, and every eye was watching the entré
of this extraordinary violinist, and as he glided
from the side scenes to the front of the stage an
involuntary cheering burst from every part of the
house, many rising from their seats to view the
spectre, during the thunder of this unprecedented
cheering—his gaunt and extraordinary appearance
being more like that of a devotee about to suffer
martyrdom, than one to delight you with his art.
With the tip of his bow he set off the orchestra in
a grand military movement, with a force and viva«
city as surprising as it was new. At the termina-
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tion of this introduction he commenced with a soft
streamy note of celestial quality ; and with three or
four .whips of his’ bow elicited points of sound as
bright as the stars. A scream of astonishment and
delight burst from the audience at the novelty of this
effect. Immediately execution followed that was
equally indescribable, in which were intermingled
tones more than human, which seemed to be wrung
from the deepest anguish of a broken heart. After
this the audience were enraptured by a lively strain,
in which was heard, commingled with the tones of
the instrument, those of the voice, with the pizzicato
of the guitar, forming a compound of exquisite
beauty. If it were possible to aim at a description
of his manner, we should say that you would take the
violin to be a wild animal which he is endeavouring
to quiet in his bosom, and which he occasionally,
fiend-like, lashes with his bow ; this he dashes upon
the strings as you would whip with a walking
switch, tearing from the creature the most horrid
as well as delightful tones.

¢ He has long legs and arms, and the hands in
his playing often assume the attitude of prayer,
with the fingers pointed upwards. The highest
notes (contrary to every thing we have learnt) are
produced as the hand recedes from the bridge,
overturning all our previous notions of the art.
During these effects a book caught fire upon one of
the desks, which burnt for some time unobserved
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by the musicians, who could neither see nor hear,
though repeatedly called to by the audience, any
thing but the feats of this wonderful performer.

¢ Some few pieces were played by the orchestra
that gave some repose to the admiring audience.
He then entered upon his celebrated performance of
the single string, introducing the air of ¢ Nel cor
pid sento” (Hope told a flattering tale), in which he
imparted a tone so “ plaintive and desolate, that the
heart was torn by it;” in the midst of this he was so
outré—so comic—as to occasion the loudest bursts
of laughter. This feat was uproariously encored.
He then retired to put on the three other strings,
and ended this miraculous performance with the
richest arpeggios and echoes, intermingled with new
effects, that no language can describe. Though he
withdrew amidst a confusion of huzzas and bravos
that completely drowned the full orchestra, yet he
was called for to receive the homage of the
audience ; and was so apparently affected, that he
would have dropped had he not been supported by
Laporte and Costa.

¢ There was no trick in his playing; it was all
fair, scientific execution, opening to us a new order
of sounds, the highest of which ascended two oc-
taves above C in alt.
. A German writer observes, ¢ He is the first artiste
on his instrument alive. He has thrown to an im-
measurable distance the whole fiddling world of
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Germany. His native Italy lays ‘all its bows and
strings, with adoring homage, at his feét. The
French violinists tremble for their fame as he ap-
. proaches to their confines; and the first flourish of
his bow is dreaded as the earthquake which is to
shake the Conservatoire over the heads of its learned
professors.’

With a weak organization, Paganini is one of the
most forcible examples of the almost superhuman
strength which results from the exaltation of mind
produced by genius. When he seizes the violin, it
seems that a star descends on him, and inspires him
with fire from heaven. He instantly loses his weak-
ness—a new existence opens to him ; he is another
creature ; and during the musical action, his strength
is more than quintupled. After having perfermed
a concerto, his symptoms are those of a man
under an attack of epilepsy: his livid and cold
gkin is covered with a profuse perspiration ; his
pulse is scarcely to be felt; and when questioned on
any subject, he answers only in monosyllables. The
night after his concert he never sleeps, and con-
tinues in an agitation which sometimes lasts for
two or three days. These facts have been com-
municated by Dr. Bennett, who attended Paganini
during his stay in Vienna*.

The murder of his wife, and the story of his im-
prisonment, being still involved in mystery, induced

* Imbert de Laphaleque.
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a particular friend to press him for an explanation
how he had acquired the magical power upon this
instrument. He replied,—‘ I was playing at the
court of Lucca, tothe princess (Napoleon’s favourite
sister), and another fascinating creature, that must
be nameless, who, I flattered myself, felt a penchant
for me, and was never absent from my performance;
on my own side, I had long been her admirer. Our
mutual fondness became gradually stronger and
stronger ; but we were forced to conceal it, and by
this means its strength and fervour were greatly
enhanced. One day I promised to surprise her at
the next concert, with a musical joke, which should
convey an allusion to our attachment; and I ac-
cordingly gave notice at court that I should bring
forward a musical novelty, under the title of a
Love Scene. The whole world was on tiptoe; and
on the evening appointed I made my appearance,
violin in hand. I had previously robbed it of the
two middle strings, so that none but the E and G
remained. The first string being designed to play
the maiden’s part, and the lowest the youth’s. I
began with a species of dialogue, in which I at-
tempted to introduce movements analogous to tran-
sient bickerings and reconciliations between the
lovers. Now my strings growled, and then sighed ;
and anon, lisped, hesitated, joked, and joyed, till
at last they sported with merry jubilee. Shortly
both souls joined once more in harmony, and the
- appeased lovers’ quarrel led to a Pas de deux, which
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terminated in a brilliant Coda. This brilliant fan-
tasia of mine was greeted with loud applause. The
lady, to whom every scene referred, rewarded me
by looks of delight, and full of sweetness ; and the
- princess was charmed into such amiable condescen-
sion, that she loaded me with encomiums; asking
me, whether, since I could produce so much with
two strings, it would not be possible to gratify them
by playing only on one. I yielded instant assent,
The idea tickled my fancy; and as the Emperor’s
birth-day was at hand, I composed a sonata for the
G string, which I entitled ¢ Napoleon ;' and played
before the court with so much effect, that a canta-
bile, given by Cimarosa, fell without producing any
impression upon the hearers. This is the genuine
and original cause of my predilection for the G
string. People were afterwards importunate to
hear more of this performance, and in this way I
became day by day a greater adept in this mystery
of handling the bow*’ How little the ancients
were aware of these effects! Corelli, who was the
greatest performer and composer of his day, has
not even called into action the fourth string either
of the viola or violoncello {, upon which this genius,
Paganini, produces such new and surprising effects.

The compass of the violin has risen, with its
execution, to a boundless height. In the time of

¢ Harmonscon, No. XXXV.
+ The whole of his Sonatas may be performed without either of
these strings.
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Lully, scarcely a note was struck out of the fixed
position of the hand, as it was not uncommon, when
the note C above the lines occurred, for the leader
to cry out ‘ Gar l'ut, (mind the C,) as a difficulty
which required an effort to overcome.

We need go no farther back than the time of
Giardini, to show the rapid advances which execu-
tion has made. The prince of Wales laid before
this great performer, at Carlton-house, the first set
of Pleyel’s quartetts (then just published), desiring
to hear them. Giardini commenced, but was so
completely set fast in one of the movements, as to
shut the book, and declare that they were too diffi-
cult for any person to perform*! At the present
day we have ascended two octaves higher in the
scale than a previous age attempted, and have
acquired a rapidity and distinctness of execution
then deemed impossible. These attainments, how-
ever, are not those which confer upon the violin its
highest powers; its expression, in the hands of a
master, entitles it to our admiration, and claims for
it a command and rank above every other instru-
ment in the orchestra.

" * Corelli, when at the court of Naples, on being pressed by Scar-
latti to perform his first concerto, excused himself by saying, there
was not sufficient time for the repeated rehearsals it would require to
pexfect the ripieno parts, before he could consent to bring it before
the court. The compositions of this great man are extraordinary
for the age in which he lived. As specimens of harmony, they are
pure and without alloy ; and their correctness proves what has been
said of him, that he spent his life in finishing them.
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CuarTer XII.

BIRDS.

UnQUuEsTIONABLY we derive many hints for musical
composition from the ¢ song of earliest birds’—from
the sweet warble of their wood-notes wild. In the
summer time, the inquisitive and restless robin i
early up, to wake the morn—
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and the ¢ blackbird, with his chkink, chink, mounts
the towering ash, to wake the day.’

The lark is in the air, and at < Heaven’s gate
sings ;’ while the throstle on the tree,

With warbling tune
Welcomes in sweet rosy June.
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Nor is the night without its choir—the woodlark,
and that chantress of the grove, the nightingale.
Her song has been admired through every age for
its soft and plaintive note; and as she sings in a
lower voice than other birds, her performance in
the night time resounds with a beautiful and solemn
melody :—
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Handel has closely copied her in the following
strain—

</

Sweet bird that shunn'st the noise of folly,
Most musical—most melancholy !

It is difficult to account for so small a creature
as a bird making a tone as loud as some animals a
thousand times its size ; but a recent discovery has
shown, that in birds the lungs have several open-
ings, communicating with corresponding air-bags
or cells, which fill the whole cavity of the body,
from the neck downwards, and into which the air
passes and repasses in the progress of breathing.
This is not all; the very bones are hollow, from
which air-pipes are conveyed to the most solid parts
of the body, even into the quills and feathers : this
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air being rarefied by the heat of the body, adds to
their levity. By forcing the air out of the body,
they can dart down from the greatest heights with
astonishing velocity. No doubt the same machinery
forms the basis of their vocal powers, and at once
solves the mystery.

The tones of the smaller birds are so lofty, and
above the reach of the ear, that it is scarcely pos-
sible to take them down; but their mezzo notes are
much lower, and are more readily caught*. The
following are the notes of a canary bird—
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which may be considered as the medium height of
its song.

The lowest notes belong to the cormorant, who
is the basso in his tribe. His capacious chest,
when filled with air, enables him to keep under

* Dr. Wollaston supposes  there are many sounds in the upper
octaves inaudible to us, but which are perceptible to birds;' and
in the descending scale probably they do not hear much below
middle D in the bass; and it is questionable if the human ear can
perceive a sound lower than double double C.

N
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water longer than any other ; and, from the same
cause also, he makes the deepest tones.
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Their favourite haunt is Craig y Deryn® a
mountain in North Wales, which you never pass in
the evening without hearing their trombone notes
harmonizing with the sublimity of the scene.

Persons who have not attended to birds, suppose
that every one of the same species sings the same
song ; but although there is a general resemblance,
many varieties may be noticed. Thus, ¢ The London
bird-catchers { prefer the song of the Kentish gold-

* Welch for ¢ rock of birds.*

4+ The summer bird-catchers are the most barbarous, who entrap
only singing birds, and take them without regard to their having
young—which may perish by their absence—or to that harsh change
from the enjoyment of summer sunshine and pleasures, to the cap-
tivity of a cage. When I see their nets spread in the field, I wish
them all manner of villainous ill luck, and I never omit a favourable
opportunity of deranging or destroying lime twigs when they fall in
my way. None of our customs mark our selfishness more than that
of keeping singing birds in perpetual confinement, making the
pleasure of our ears their misfortune, and that sweet gift which God
has given them, wherewith to make themselves happy and the country
delightful, the curse of their lives. This practice is detestable,
doubly so, in the capture of msgratory birds, who have not merely
the common love of liberty, but the instinct of migration to struggle
with; and it may be safely asserted, that out of every ten nightingales
so caught, nine pine away and die. The bird-catchers declare them
to be the most easily taken of all birds, and scarcely can any one of
these glorious songsters (created by the Deity to fly from land to
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finches, and the Essex chaffinches, and the Surrey
nightingales, to those of Middlesex.” These vari-
eties may be compared to the dialects of different
provinces. Probably it is the elegant shape and
beauty of a bird, as well as its charm of voice,
that induces people to entail upon themselves the
trouble of keeping them in cages. If these little
prisoners could add words to their song, how would
they bemoan their loss of liberty! Whether on the
wing, or on the tree, how sportive and how gay
they are! but murderous man pursues them to the
thicket and the grove. It is an observation of the
amiable Mr. Howitt, that shooting is, of all field
sports, the least cruel ; the brutal mind will exhibit
its ferocity in everything, and in nothing has that
brutality been more evinced, than in that wholesale
butchery which many gentlemen have of late years
thought fit to boast of in the newspapers, deeming
it an honour to slaughter some hundred brace of
birds in a day ; but the practised sportsman, not
led on by the blood-thirstiness of a Cossack, nor by
the vanity, worthy of an idiot, nor by the pleasure
of seeing an unfortunate animal run gasping for
breath, and dying with fear, will single out his
victim and destroy it in a moment. How different
the sensibility and nobleness of mind of a Byron,

land, and crown the pleasantness of spring with delicious music)
alight in a copse or thicket, but these kidnappers are upon it.—
Howitt's Book of the Seasons.

N 2



230 BIRDS.

who says, ¢ The last bird I ever fired at was an
eaglet, on the shore of the gulf of Lepanto. It was
only wounded, and I tried to save it; but it pined
and died, and I never did since, and never will
attempt the death of another bird *.’

Fowls have a brisk and lively note in the morn-
ing—
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but they loiter, and have a drawling tone in the

evening—
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Of all the feathered tribe, the crowing of the

cock is the most shrill and sonorous. Before the
dawn, when every thing is still, he may be heard
at the distance of three or four milest. His cry
consists of five notes, generally in the key of B.
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* Moore's Byron.

+ Mr. Waterton, in his fearless wanderings, describes the campa-
nero as being heard at the distance of three miles. His note is like
the sound of a distant convent bell, which keeps tolling every other
minute, in the extensive wilds of Demerara, with such effect, that
Acteeon would stop, and Orpheus would drop his lute to listen—so
sweet, 50 novel, and romantic, is the toll of the pretty snow-white
campanero.
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The following are the notes of a bantam,
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which essentially differ from those of the game-cock ;
probably the same species would be found to have
the same notes. The gallant chanticleer has, at his
command, his amorous phrases, and his terms of
defiance*, as well as his song. By his crowing
‘he has been distinguished in every age as the
¢ countryman’s clock and ’larum; as the watchman
¢ that proclaims the divisions of the night.’

When Buonaparte returned from Elba, the crow-
ing of the cocks was taken as a certain omen of his
regaining the throne ; and such was the enthusiasm
of the French people, that they confidently believed,
and declared they heard every cock distinctly shout
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Vi-ve I'Em-pe - reur!
which exclamation had the effect of rousing the na-

tion from one end to the other.

Who has not noticed the gallantry of this noble
bird in the midst of his mates? With what a soft

* That great observer, the Rev. Mr. White of 8elborne, informs us,
that a chicken of four or five days' old, if held up to a window, where
there are flies, will immediately seize its prey, with little twitterings
of complacency ; but if you tender it a wasp, at once its note becomes
harsh, and expressive of disapprobation, and a sense of danger.
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and courteous tone he invites his party to the feast,
presenting to each a favourite grain, with a polite-
ness that would do honour to man! Animals so
gifted are not only endowed with mind, but pro-
bably enjoy all the pleasures of conversation and
society. If we turn to the Minuetto in the Second
Quartett of Mozart, we find he has transferred the
language of this chatty brood, with great skill, into
that beautiful composition.

¢ No sooner has a hen laid, than she rushes forth
‘with a clamorous joy, which the whole brood
¢ adopt—
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¢ The tumult is not confined to the family concerned,
‘ but catches, from yard to yard, and spreads to
‘ every home-stead within hearing, till at last the
¢ whole village is in an uproar.’

Haydn has adopted this riotous passage as the
Finale to his Twentieth Quartetto.

The cluck, cluck of the hen, which she repeats,

at distant intervals, to her chickens*, serves to keep
her straggling brood about her, and within hearing;

* Dr. Clarke, in describing the Egyptian mode of hatching eggs
in ovens, mentions, that on the eighteenth day, an Arab enters the
ovens, stooping, and treading upon stones, so placed that he may
walk among the eggs, clucking like a hen, and continues this curious
mimickry till the whole are hatched.
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but the moment she changes this into a sort of
chattering cry, it is understood by her young ones
as a call to partake of what she has found.
Rossini has adopted many of these cackling pas-
sages in his operas, and to keep the resemblance
as close as possible, he has given them to the oboes
and clarionets. Beethoven has also listened to
these exclamations, as the subject of the following
scherzo,
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in his Third Sinfonia, is obviously derived from
these barn-door conversations.

The next vocalist that claims our attention is the
cuckoo, without whose song we scarce can call it
spring. The plough-boy bids him welcome in the
early morn. Borne by fragrant gales, he leaves his
distant home, for our sunny spots—the coppice and
the mead. Children mark his well-known song,

crying—
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Cuc - koo, Cuc - koo.

O how sweet “tis, in the spring,
To hear the welcome cuckoe sing*.

* The song of the cuckoo I have invariably found in Leicestershire
to be in the key of D. If the cuckoos in other countries should be



234 BIRDS.

This noted bird is a foreign musician, and, like
many others, remarkable for his cunning, as well as
his song. They lay their eggs in the nests of other
birds, which are no sooner hatched and fed, than
the young cuckoo, with lawless strength, bundles
out ‘his brother nestlings, and takes complete pos-
session. Thus obtaining bed and board at others’
cost, he stays and sings; and having passed the
summer with us, bids John Bull adieu, and goes
abroad.

Parrots, like cuckoos, form their notes deep in
the throat, and show great aptitude in imitating the
human voice. A most remarkable instance I met
with at Mr. Braham’s villa in Brompton. A lady,
who had great admiration for his talents, presented
him with a parrot, on which she had bestowed
great pains in teaching it to talk. After dinner,

found to accord with this curious fact, as nature is pretty much the
same, we may take these notes as a standard of pitch. White of
Selborne observes, ¢ I have tried all the owls in this neighbourhood
¢ with a pitch-pipe, and found them to hoot in B flat, and the cuckoos
¢ to sing in the key of D.' Although we have a standard of weights
and measures, we are yet without a standard of pitch, in consequence
of which we seldom find two instruments alike. The pitch has long
been known ‘to be rising through the two last centuries, which is
alluded to in the Chapter upon Bells. It is obviously higher in
England than most other countries. The organs abroad are nearly a
note below our Opers pitch, and some of the modern wind instruments
half a note above concert pitch. When determined, the standard of
the notes C and A might properly be lodged in the Royal Academy

of Music, from which all key-forks should only be allowed to
proceed.
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during a pause in the conversation, I was startled
by a voice from one corner of the room calling out,
in a strong hearty manner, ¢ Come, Braham, give
us a song!’ Nothing could exceed the surprise
and admiration of the company. The request being
repeated, and not answered, the parrot struck up
the first verse of ¢ God save the King,’ in a clear,
warbling tone, aiming at the style of the singer,
and sang it through. The ease with which this
bird was taught, was equally surprising with the
performance. The same lady prepared him to ac-
cost Catalani, when dining with Mr. Braham, which
so alarmed Madame, that she nearly fell from her
chair. Upon his commencing ¢ Rule Britannia,” in
a loud and intrepid tone, the chantress fell on her
knees before the bird, exclaiming, in terms of de-
light, her admiration of its talents.

This parrot has only been exceeded by Lord
Kelley’s, who, upon being asked to sing, replied—
‘I never sing on a Sunday.’ ¢ Never mind that,
¢ Poll, come give us a song.” ¢ No, excuse me, I've
¢ got a cold—don’t you hear how hoarse I am?’
This extraordinary creature performed the three
verses entire of ‘ God save the King,’ words and
music, without hesitation, from the beginning to
the end.

The call of the owl is simply the reiteration of
one note ; Dr. Arne has copied it in Shakspeare’s
song in the Tempest :—
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Where the bee sucks, there lurk I:
In a cowslip's bell I lie,
There I crouch, when owls do cry
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The parental regard which birds show for their
young is worthy of remark. Their natural timi-
dity, upon the appearance of danger, is converted
into a degree of courage and boldness, truly sur-
prising. ¢ A turkey, when she eyes a kite hovering
¢ in air, uses the note of <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>