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Socal Music, Alphabetically Arranged. 

AUTUMN WINDS ARE SIGHING. {Harvest Song.]  . : * : 5 HeinworTH 

A ROSY CROWN WE TWINE FOR THEE. [Song]. 2 A ; . Von WEBER 

AWAKE, MY TREMBLING LYRE. [Duet.] ; : : : : x . KELLER 

AT EARLY DAWN AN INFANT’S VOICE. [Song.] 5 j : . Vincent Nove.to 

BRIGHTLY SPEED THE HOURS. [Song.] - A , : * I. MoscHeties 

BREATHE NOT THAT MOUNTAIN CRY. [Duet.] 

BLEST WERE THE DAYS. [Glee.] 5 : : ; : : BASS STEVENSON 

COME, FRIENDS, THE PARTING HOUR IS NIGH. (Glee. ] : : A I. Witus 

FAREWELL TO THE SUNNY GREEN MOUNTAINS. [Song.] . | : Franz Hunten 

GOOD NIGHT, DEAR MOTHER. [Italian Melody.] 

GO AT MOONLIGHT’S FAIRY HOUR. [Trio.] A : ‘ : : . ) Boren 

HARK! SOFTLY HARK! [Serenade. ] Oe ‘ : 5 ‘ C. M. Wezer 

HOW HAPPY HE! {Round, for Six Voices.) . F : 5 : : . Rompere 

HALLELUJAH! — [Canon, four in one.] MM Te Baernavan 

HARK, THE LARK! [Glee.] : . <antiy & A : “ a 5: Cooke 

POWEOVELY SHOW TRANQUIL. [Duct fs . o8. Py ako he g Came Kees 
HAIL! ABODE OF SACRED QUIET. [Song.] : : ‘ . 7 7 DrosiscH 

HAIL! THOU MERRY MONTH OF MAY. [May Song.] a : C. M. Von WeBEn 

HEARD YOU NOT HIS SPIRIT SINGING ? [Terzetto. ] : ; : : : Sart 

HARK! THE PEALING, SOFTLY STEALING, [Duet.] “ 

HOW EACH HOUR FROM NATURE STEALS. [Duet.]  . : : ‘ I. Wits 

HAIL, COLUMBIA! 

PWILD LAY ME DOWN IN-PBAGE.. \:"[Songt}ey see ma NevxKomM 

I SAW AT MORNING THE SUN ARISE. [Songz] . . « «. ©. M. Vow Weser 

PWOULD I WERE A. HAPPY.GHIEDS”; [Song] os) aa ee eee wert 

I THOUGHT MY BRANCH OF CORAL. [Song] . . . . . G. J. Wess 

IT BREAKS, IT BREAKS FROM EASTERN CHAMBERS. [Duet.]} 

LO! MORN IS BREAKING. [Round.] ‘ x 5 . aes ‘ : .. CHERUBINI 

*MID PLEASURES AND PALACES. [Song, arranged for three equal voices: ] ‘ 

MADNESS HAD EASED HER BURNING BRAIN. [Song] . . . Geo. J. Wess 

*MID THE SCENES OF EARLY YOUTH. [Song.] . : . : . M. W. Barrs 

NIGHT’S SHADE NO LONGER. [Chorus.]} a ; ‘ : ‘ a Rossin1 

~ ONWARD FLOAT, THE WAVE DIVIDING. [Canzonet,] ‘ . ‘ . NeEvKomm 

ON THY MOTHER'S BOSOM [Sone] “Soom RY oS e . Howes 

OF LATE SO BRIGHTLY GLOWING. [Song] 

OH! HOW SWEET WHEN DAYLIGHT CLOSES. [Duet] 

O'ER THE FIELDS AND MEADOWS. [Duet] 
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OH, CALL MY BROTHER BACK! [Song.] pe : é Purpps 

PRAISE THE LORD. [Hymn.] 4 

PAY, PAY, PAY! [Chorus of Creditors. ] : “ C. M. Von WEBER 

PACK CLOUDS AWAY. [Song.] : . ‘ ’ ‘ ‘ . Mozart 

SWEET SUMMER IS COMING. [Duet.] KeLier 

SUMMER IS BREATHING. [French Melody.], 

SWEET SPRING IS RETURNING. [Song.] 

SISTER, HOW THIS FADED FLOWER. [Duet.] : : .  Lovis Spor ‘ 

THE MAY-FLY. [Glee.] Dr. Caticorr 

THE SABBATH BELL. [Duet, Trio, or Chorus. ], Nevxomm 

THE STREAMLET. [Song.] SHIELD 

THE SEA! THE SEA! [Song.} Nevxomm 

THE MORNING SMILED O’ER LAKE AND SHORE. [Song.} Borprev . : 

THOU COM’ST TO ME IN DREAMS, DEAREST ANN. [Monody.] J.. Dante. 

*TIS SWEET TO WALK THE FIELDS OF SPRING. [Duet.] 

THE GENEROUS HEART. [Round. }. Joun Parry 

THE MERCY SEAT. [Trio.] SHAaw 

WHEN FLOW’RY MEADOWS DECK THE YEAR. [Madrigal.} . : PALESTRINA 

WHAT! BLAME THEE, CHILD! [ Glee. ] T. Arrwoop 

WOULD’ST GAIN A FRIEND? — [Glee.] ee J. A.C. Hewrote ati Fas 

WINDE, GENTLE EVERGREEN. [Round.] Dr. Wm. Hayes 

WHY, AH WHY, MY HEART THIS SADNESS! [Duet.] : : 2 Moscuetes 

WHEN THE DAY WITH ROSY LIGHT. [Song.] : : : .  F. Srocknavsen 

WHEN THE SPRING AWAKING. [Song, or Duet.] 

WHERE ARE THY BOWERS, O CANAAN? [Quartetto.}  - ; ‘ phd 

WITH PAINTED WINGS SO GAILY. [Duet.] . 

YES ’TIS THE INDIAN DRUM! [ Round. ] * Bisuor 

Kustrumental Music. 

WALTZ a se ‘ . Pye  OFirap 1 4 MARCH ; ‘ : Po cn Webb 

MARCH Ehmmel 2 : GALLOPADE Kuffner 

TYROLIAN: AIR; wire vanrations Kuhlau 4} WALTZ Becihevch 

ORGAN PIECE Rinek 20 : ORGAN PIECE. . Sa gig a Humphries 

OVERTURE, To ua cLEMENZA DI TITO Mozart Fe Q1 : ORGAN VOLUNTARY . mt Broderip 

MARCH, in Tancrepi Rossini 26 : CAVATINE DE LA ZELMIRA Hertz 
4 

CANON, rour IN onE Beethoven. 29.5 ‘GALOPPE . . . Rossini 
\ 

ORGAN PIECE Rinck 36 . WALTZ Hunten 

SONATINA. xo. 1. mpvcartonat Pleyel. $7.3 ORGAN PIEGE |. .! .) 

OVERTURE, To xa cosa RARA Martin 53 : WALTZ Webb 

WALTZ J. A. Keller 57 : VIVI TU, TE NE SCONGUIRO . Doninzeiti 

PASTORALE Haydn 69 : ORGAN PIECE a A 5 . Henkel 
8 

ORGAN VOLUNTARY 84 : WALT Attra oS Ge’ oak Mes Parisen 

WALTZ Keller 85 { RONDINO |. . . . Hunten 

ATR, apnanogp as a vorr._, . unten 86.2). POLONAISE, | “co es aie) ne Kozlowski 

ORGAN VOLUNTARY , . |.  Hahan 94 : ORGAN PIECE . . Zipoli 

RONDO Czerney 101 ORGAN PIECE Rinck 

ORGAN VOLUNTARY Droebs _ 107 3 WALTZ oy ae noe Kuffner 
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MUSICAL LIBRARY. 

WAIBM Ufo.......... JULY, Ws. 

ADDRESS: 
Tue design of the “ Mustcan Lisrary” is to furnish monthly a 

choice collection of music, both vocal and instrumental, sacred and 

secular, presented in such a form as will render it a desirable com- 

panion in the parlor, the social circle, and in private instruction. 

Pieces will be occasionally inserted, suitable for the private practice, 

or public performances, of choirs or singing societies. ‘The music 

will be selected from the works of the best composers, ancient and 

modern. Original compositions may occasionally appear. The 

editors will constantly aim to select such music, and such only, as 
possesses an elevated character, and is really good and worthy of 

preservation: music that shall interest and educate; and while it 
pleases, shall cultivate and refine the taste, and promote a correct and 
accomplished style of performance. Care will also be taken that it 
shall be adapted, as far as possible, to the state of the art in this 

country, and to the wants of the American public. i, 
The department of “fastrumental Music will be conducted princi- 

pally with reference to the Piano Forte. This instrument is deserv- 
edly becoming more and more popular, both for ladies and gentlemen. 
It is extensively manufactured in this country, and as well as in any 
part of the world; and it is now to be found in almost all our towns 
and villages. The music for the Piano Forte will embrace every 
variety of style. Pieces may occasionally be inserted requiring rapidity 
of finger, or power of execution; in general, however, such pieces 
will be taken, as may be performed by those who have made tolerable 
proficiency on the instrument, not forgetting those who are just com- 
mencing, or who have made comparatively but little progress. The 
fingering of difficult or doubtful passages will usually be marked ; and 
dynamic signs, indicating style and manner, will be carefully applied. 

Music for the Organ will be occasionally introduced. This noble 
instrument is becoming very common in the churches of various 
denominations of Christians, and the demand for music appropriate to 
it is constantly increasing. Hitherto, very little music has been pub- 
lished in this country for the Organ ; and many young persons, who 
officiate as organists, and who play psalmody very acceptably, are 
often at a loss for an appropriate voluntary, prelude, or interlude. It 
will be an object of this work to supply this deficiency, so far as its 
limits will allow. A page or two of each number may, perhaps, be 
devoted to Organ voluntaries, preludes, &c., designed either for the 
study of the instrument, or for the purposes of public worship. 

The department of Vocal Music will probably occupy about three- 
fourths of the work, and will embrace both secular and sacred music, 
consisting of songs, duets, glees, anthems, &c., arranged for all the 
different varieties of the human voice, and furnished with a separate 
accompaniment for the Piano Forte or Organ. 

There has been but little secular music published in this country, 
except the common sheet music; and this is usually sold at so high a 
rate, as to prevent its general circulation among all classes of citizens. 
The proprietors of the Musical Library hope to remove this difficulty, 
by presenting good music in a handsome, attractive style, and for 
about one-fourth of the prices at which it is usually sold; relying on 
the prospect of an extended circulation, to enable them to do so. 

It isa very common complaint, that the words of much of the 
music published are more or less objectionable. Indeed, it is not 
uncommon to find such sentiments or allusions in the poetry, as no 

lady would utter, were they not clothed in the melody of song. 
Hence parents and teachers have often found it difficult to select 
such pieces as are admissible, when considered with reference to their 
moral tendency, or to the power of music over the feelings and the 

imagination. If we look back to the songs published from twenty to 
fifty years ago, we shall find them much more objectionable than 
those of the present day; and it is pleasing to observe the improve- 
ment that has been made: but the wheat is still too much mingled 
with the chaff, and a winnowing operation which shall present it 
pure, must not only prove salutary in its general effects, but be a 
relief to the teacher, and a kindness to the pupil. 

The finest composers of glees, too, have often spent their strength 
and exerted their ingenuity in connection with unworthy subjects,— 
subjects calculated to degrade rather than to elevate the human character 
—to debase rather than to refine and improve the feelings. Hence the 
multitude of mere comic, bacchanalian glees, &c. Much has been 
done of late by the Germans to improve the text of social music; and 
some of their best poets and musicians have united to furnish such 
pieces as are at once calculated to please and to improve. The 
editors of the Musical Library hope to be able to present to the 
American public many of these compositions, and it will always be 
an important object with them to give the best specimens in the 
various departments of secular music, with constant reference to the 
importance of a pure text. 

In the department of sacred music, it is not intended to interfere 
with the many valuable collections of Church Music already before 
the public, nor is it expected indeed that much church music will be 
inserted ; but this department will rather consist of such pieces, songs, 
duets, &c., as are of a religious character, and appropriate to the 
domestic or social circle ; including such of the songs of Handel and 
others, as on account of their own intrinsic merit, have become 
standard pieces, or musical classics, and which must necessarily be 
studied and understood by every one who desires to cultivate a pure 
and elevated musical taste, or who wishes to lay any claim to a correct 
musical education. 

In each department of the work, the wants of Teachers will be 
constantly kept in view; and such music will be introduced as shall 
be calculated to advance the pupil, aid the teacher, and thus promote 
the cause of musical education. 

In the letter-press department we shall endeavor to furnish such 
articles, as will contribute to the amusement, or to the instruction, of 
our readers. Believing, as we do, that music should be made a branch 
of common education, and that its general introduction into schools 
and into every system of education, would be attended with the hap- 
piest results, we shall always consider it of the first importance to do, 
all that we can to promote this object, and to extend the influence of 
musical education, both vocal and instrumental, whether it relates 
to children or adults, individuals or classes. We shall endeavor to 
give such information in relation to singing schools, both juvenile and 
adult, as may be interesting and useful; to aid teachers by such sug- 
gestions as our own experience, or the experience of others, may 
dictate; and to point out such modes of proceeding as have been 
found to be successful. It will also form a part of our plan, to give 
instructions as to the formation and conducting of choral societies, 
and choirs of singers; pointing out the qualifications of leaders, 
conductors, accompanists, and members generally ; and the best mode 
of proceeding, both in respect to church music, and to concerts, 
or public performances and exhibitions. Essays on the various 
departments of musical science, theoretical and practical ; musical 
news ; reviews of music and musical publications ; accounts of musical 
societies and performances; biographical notices of musical com- 
posers ; anecdotes of music and of musical men ; and indeed whatever 
may promise to be interesting, shall be given, as far as our limits 
will allow. 
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adapt them to sentiment, demands a just, articulate, emphatic, and in 

NEUKOMM. 
Tue Chevalier Sigismond Neukomm, who was born at Saltzburg in 

1778, began his musical education under the tuition of the excellent 
organist of that town, Weissaner, at the early age of six years, and at 
fifteen was elected organist of that university, where he studied the 
other sciences under the careful superintendence of his father, who 
was a writing-master there. It does not appear that any extraordi- 
nary musical talent showed itself at a very early age in Neukomm, for 
it was not until he was eighteen years old that his determination was 
fixed to follow music as a profession. His mother was nearly related 
to the wife of Michael Haydn, who was induced to initiate young 
Neukomm into the knowledge of the theory of music, and the rules 
of composition, without any other remunerative consideration than 
his occasional assistance in the performance of his duty as court or- 
ganist. His first public occupation was that of chorus master, which 
situation he held for about two years, and in 1798 quitted Saltzburg 
for Vienna, where the celebrated Joseph Haydn was then residing, car- 
rying with him a request from Michael that his brother would receive 
him as his pupil. Haydn, finding that Neukomm profited by his in- 
struction, treated him more like a son than a stranger; and took great 
pains to instil into his mind the best principles of that art which he 
himself had studied with such eminent success. Neukomm was 
Haydn’s pupil for about seven years, and this may account, perhaps, 
for his writings being so frequently composed after the style of this 
great master. From Vienna he took his departure in 1804 for St. 
Petersburgh ; but his stay in Russia was short, owing to a very serious 
malady with which he was seized, and which obliged him to seek a 
more congenial climate ; he therefore proceeded to France, in. the 
capital of which kingdom he made a long sojourn; and produced a 
great number of works, many of which are highly creditable to the 
pupil of Haydn. From Paris, Neukomm returned to Vienna, just in 
time to close the eyes of his master and friend; and in that city the 
allied sovereigns were present at the performance of a mass of his 
composition, in which more than 250 musicians were employed. 
Since which period the chevalier came over to England in the suite of 
Prince Talleyrand ; and first created a popularity here by his compo- 
sition of “The Sea,” written by Barry Cornwall, a song, although it 
cannot boast of much originality, yet it is peculiarly adapted to the 
expression of the poetry. _ 

In 1831, Neukomm composed an oratorio called “ Mount Sinai ;” 
in 1832, he conducted a performance, given in commemoration of the 
centenary of the birth of Haydn, at which about one hundred and 
fifty of the most celebrated professors of music were present, and 
performed a number of Haydn’s compositions. In 1834 he composed 
an oratorio called “ David,” for the Birmingham grand music meeting ; 
for which occasion, the largest room, and the most stupendous organ 
in Europe, were erected: but it seems that the Chevalier did not add 
many laurels to his brow by this composition, or by his extempo- 
raneous performance on the organ, if credence is to be given to 
newspaper reports. However, there is no question but that Neukomm 
has musical talents, and those of a very high order, which his compo- 
sitions sufficiently testify ; but we think his genius has been a little 
over-rated, when it has been put in competition with Haydn and 
Mozart ;—his greatest strength appears to us rather to lie in instru- 
mentation, than in original composition. He is sadly deficient in 
melody, which, after all, is the great test of genius. 

London Musical Magazine. 

ORATORIO OF DAVID. 

This Oratorio, selections from which have been performed at the 
Oratorios of the Choir of the Boston Academy of Music, and Handel 
and Haydn Society, is now in press, and will shortly be published. 
Although the critics by no means agree as to its merit as a whole, 
there can be no doubt that it contains much fine music which will be 
introduced and be popular in large places, where the services of a 
complete orchestra can be secured. We shall endeavor to give a 
more particular notice of this Oratorio in a future number. 

MUSICAL ELOCUTION. 
Tue superiority of the vocal over the instrumental art, consists in 

the more complete and definite expression which the combination of 
words with notes affixes to-a composition. A just articulation is 
therefore the property by which this pre-eminence is conferred and 
secured, inasmuch as, although the addition of the voice may afford 
to an orchestra a new auxiliary, and a finer species of sound, than ean | 
be produced by any instrument, yet, unless the words be distinetly 
pronounced, it bestows nothing beyond such an addition. To give a 
musical and proper effect to a melody, there are three great requisites, 
viz. voice, ear, and science ;—to convey its peculiar beauties, and 

some cases, impassioned enunciation of every syllable. 
Thus the elocution of the art divides itself into two distinct branches, 

one of which is technical, the other intellectual ;—the first is simply 
employed upon pronunciation, which it purifies, ‘regulates, and adapts 
to the utterance of sounds. ‘The other embraces the conception of 
the sense of the author, the dramatic expression of the passion, and 
above all, a nice judgment as to the degrees to which expression, 
under the various situations in which the art is exercised, may with 
propriety be carried. 

The analogy between the elocution of public speaking and that of 
singing is very close—and indeed they scarcely differ at all, except in 
degree. The effects of reading or declamation are produced by the 
quality of tone, by inflexion, emphasis, and by total cessations or pauses. 
Singing seems only to heighten these eflects, by using in a bolder 
manner the same agents: the principles are the same in both. 

GENERAL DIRECTIONS TO SINGERS. No. I. 

POSITION. 

1. The singer should stand perfectly erect; the chest should be 
somewhat expanded and advanced, by pressing the shoulders a little 
downwards and backwards. The head should be quite erect, or thrown 
back in a line with the shoulders; and the direction of the eyes 
should be, as nearly as possible, horizontal. The singer should 
carefully avoid, on the one hand, a formal stiffness or sameness ; and 
on the other, should strenuously guard against a regular or constant 
motion of the head or any part of the body, or any action or move- 
ment having the appearance of affectation or peculiarity. 

2. In singing to a Piano Forte accompaniment, the singer will 
appear to the best advantage, by fronting, or nearly fronting, the right 
or left shoulder of the accompanist, with the head turned wracefully 
towards the Music. When the singer has also to play the accompani- 
ment on the Piano Forte, the instrument should be so placed that 
the performer may face the company, and not sit with the back to them ; 
the seat should be a little lower than for ordinary playing ; the proper 
position of the body should be preserved, and especial care taken 
that the shoulders and chest be not so contracted as to injure, or 
prevent the free and proper delivery of the voice. 

THE MOUTH. 
3. In general, singers do not open the mouth sufficiently wide: a 

few are found on the other extreme; while we occasionally find those 
who naturally open the mouth and lips well, beautifully and advanta- 
geously. It is always the object so to open the mouth as to produce 
the finest quality of tone ; but as no two persons are formed exactly 
alike, no directions can be given which will be equally applicable to 
all. That form which has the most expression is, generally, the best ; 
and this can only be acquired by careful attention to the position of 
the organs, and a length of practice sufficient to make that position 
natural and easy. 

4. Asa general rule, the teeth should be so far apart as freely to 
admit the fore finger between them. Whatever the vowel sound 
may be, the same form and degree of openness should be retained, as 
far as is consistent with the purity of the vowel sounds, as a means of 
preserving uniformity in the quality and quantity of tone. 

5. That form of the mouth which is produced when the lips assume 
a little of the smiling form, and display the edges of six or eight of 
the upper and lower teeth, is beautiful and desirable. Some persons, 
however, cannot show the teeth without distortion, which must always 
be avoided. An agreeable formation, and that which is the most ex- 
pressive, without the appearance of affectation, is the best. Good 
nature, cheerfulness of disposition, buoyancy of spirits, and warmth of 
feeling, contribute much to the proper opening figure of the mouth, 
and to the general good appearance and performance of the singer. 

6. The protrusion of the lips is unfavorable to quality of tone; in 
the vowel sounds of O and U, the singer must be careful not to 
commit this fault. 

7. While the singer is careful to cultivate the habit of opening the 
mouth in such a way as to produce the best possible tone, the very 
great importance of the form and action of the lips and tongue must 
iat be forgotten. Indeed, all the organs of sound must be ‘taught to 
perform their office quickly, promptly, accurately, and with case. 
Every thing like grimace is as unfriendly to good execution and expres- 
sion, as it is offensive to an attentive auditory. It is highly important, 
therefore, to cultivate a natural and agrecable appearance of the 
person and countenance. "To assure themselves of their own propricty 
in these respects, and in order to acquire the habit of directing their 
looks to others while singing, learners should practise frequently 
before a mirror, and also invite ‘the criticism of those in whom they 
have confidence. Mo.ineacx. 

(To be continued.) 
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THE HANDEL AND HAYDN SOCIETY. 
Among the various associations formed for the improvement of 

sacred music, the Boston Handel and Haydn society stands pre-emi- 
nent. Perhaps no other institution has done more for the last 
twenty years to elevate the standard, and to advance the cause of church 
music than this. It was formed, and it commenced its operations at 
a time when musical taste was very low—at a time when almost all 
the old church melodies that in former days had enlivened the devo- 
tion of the Fathers of New England were banished from the house 
of God; and when—instead of the old metrical psalm-tunes, majestic, 
dignified, and solemn, there was, in general use a style of music (if 
music it may be called,) frivolous and unmeaning; abounding in the 
most ill-contrived, absurd, and ridiculous attempts at imitation and 
fugue ; and in which all the laws of harmony and counter-point were 
utterly disregarded, because wholly unknown. 
readers, of forty years of age or more, will not have forgotten such 
tunes as Bridgewater, Majesty, New Durham, Complaint, Contentment, 
Delight, Paradise, and a host of others, alike destitute of merit, which 
they were then accustomed to hear. 

Previous to the time of the Handel and Haydn Society, however, 
considerable effort had been made, both by individuals and by societies, 
for the improvement of church music. Among those who had made 
exertion to correct the public taste, and to introduce a style more pure, 
elevated, and devotional, and whose influence had been already felt 
in some sections of our country, were the late Dr. Chapman of Groton, 
the present Dr. Pierce of Brookline, Dr. Dana of Newburyport; and 
among musical professors and teachers, Law, Holyoke, Albee, and 
others. 

In 1806 “ The Salem Collection,” originally prepared for Rev. Dr. 
Prince’s Congregation, “ selected from the works of the most eminent 
compesers,’ was published. In the preface the publishers lament 
“the most deplorable corruption of taste in church music.” Soon 
after this the “ Middlesex Musical Society” published a valuable col- 
fection of psalmody, in which they rejected all the unmeaning trash 
so much in vogue, and brought up again the old tunes. In their 
preface, in reference to the popular music of the day, they say,— 
“Jt is hoped that the time is not far distant, when none will have the 
temerity to advocate or countenance profaning the house of the Lord, 
by offering a Babel confusion of tongues, as an act of homage in 
divine worship.” In 1809 the “ Lock Hospital collection of Sacred 
Music” was republished in Boston; and not long after the “ Bridge- 
water Collection.” The churches in Boston began to reject the pre- 
vailing style of music, and to introduce a better. This was especially 
the case in the Park Street Church soon after its formation, the Choir 
of which became quite celebrated for its correct and tasteful perform- 
ances under the direction of Mr. Elnathan Duren. 

Thus was the way prepared for the formation of the Handel and 
Haydn Society, which was first organized in 1815. The first meeting 
of gentlemen preparatory to this was held at the hall of Mr. G. 
Graupner, Franklin Street, on Thursday evening, March 30, 1815. 
This meeting was called by Messrs. G. Graupner, Thomas S. Webb, 
and Asa Peabody, and consisted of the following gentlemen, viz :— 
Messrs Graupner, Webb, A. Peabody, Winchester, Withington, S. H. 
Parker, Guild, Dodd, Holt, Bailey, Richardson, Huntington, Eastman, 
Aaron Peabody, M. 8. Parker, and Dr. Mulliken. After a full discus- 
sion of the subject, and a resolution to proceed to the formation of a 
society, Messrs. Webb, A. Peabody, Winchester, Withington, and 
S. H. Parker, were appointed a committee to prepare such rules and 
regulations as might be thought proper. 

On the 13th of April the committee reported to a much larger 
meeting: their report, after free discussion and amendment,—was 
adopted as the constitution of the society :—and on the 20th of April 
the constitution was signed by thirty-one gentlemen; and the first 
election of officers took place, which resulted in the following,— 

First government of the Handel and Haydn Society : 

Tuomas Smitu Wess, President. 
Amasa Wincuester, Vice President. 
NarnanieL Tucker, Treasurer. 
Marruew S. Parxer, Secretary. 
Evnatuan Doren, 
Bensamin Hour, 
JoserH Batuey, 
Cuartes Nouen, 
Esenezer WITHINGTON, 
Joun Dopp, 
Jacos GuiILp 
Wiuxtram K. Purprs, 
SamurL H. Parker, 

(To be continued.) 

Trustees. 

Many of our musical | 

THE ART OF SINGING. 

The existence of an art of singing, to be taught independently of 
voice, taste, and musical knowledge, is hardly known to many teachers 
of vocal Music. ‘The formation of the voice is often left to mere 
chance. Something is taught in relation to style and execution ; but 
how seldom are the powers of the voice clearly ascertained, and 
properly developed. The cultivation of the voice essentially consists 
in its proper formation, delivery and developement. Before this can 
be advantageously done, the pupil must become familiar with the 
elements of Music, so as readily to sing at sight such lessons and 
exercises as may be required. The elementary principles of Music 
should be acquired in classes in childhood, before the voice changes. 
During the time of the change, it should be but little used; but as 
soon as it becomes settled after the change, a judicious private instruc- 
ter is indispensable to all those who wish to acquire the art of singing. 

MUSIC AS A COMMON STUDY. 

In many parts of Switzerland and Germany, vocal Music is one of 
the branches of common school instruction. It is considered as neces- 
sary as reading and writing, and an ability to teach it is regarded as 
an indispensable qualification in an instructer. In consequence of 
such general and early attention to the subject, this important part 
of public worship can be suitably performed by the whole congrega- 
tion. But in addition to this advantage, Music of a chaste and 
elevating moral character, has been introduced to a great extent, and 
with the happiest effect, especially among children and youth, as the 
companion of the fire-side, and the play-ground. In Switzerland, 
this 1s especially the case, where Music is a favorite recreation of the 
young, especially of the poor; a cheering companion in their labors, 
and a substitute for drinking and riot in their social meetings. 

Report of the Boston Academy of Music. 

ITALIAN STYLE. 

BRAHAM. 

Italian singing is a term applied by the vulgar to a display of the 
worst possible taste in the introduction of the most preposterous 
flourishes and cadences, which may be characterized as the filagree 
of the art. The genuine Italian style may be likened to the Corinthian 
order in architecture, at once solid, beautiful, classic and ornamental. 
The principles of the Italian school of singing are as simple as they 
are sound and efficacious. Braham, the first singer in England, is an 
instance of the good effects of the Italian method of vocal teaching. 
Braham ; to whose merits the Italians (not forgetting their Donzelli) 
have paid this high tribute—* Non cé tenore in Italia come Braham.” 
“There is not such a tenor as Braham in Italy.” Though a native of 
England, Braham is an Italian singer. The richness, evenness, and 
permanency of his voice, the purity and power of his production of 
tone; the beauty, finish, and facility of his execution, and his clear 
and distinct articulation, are the results of his Italian education. His 
style is chaste, impressive, and full of feeling. There is no class of 
music which he cannot perform with effect, whether it be the massive 

grandeur of Handel, the quaintness of Purcell, the brilliancy of Ros- 
sini, or the homely sweetness of Dibdin. Nature has been most boun- 
tiful to him, but he has made right use of her munificence. Braham 
presents the rare instance of a singer whose voice is naturally of a fine 
quality, compass and power, judiciously trained, cultivated with assi- 
duity, exercised with genius, and preserved by temperance. 

New Monthly. 

EXTEMPORARY ORNAMENTS. 

Algaroti, a celebrated writer on singing, says, “a singer is rarely 
to be found, who, whether through ignorance, or through an immoder- 
ate desire of pleasing, hath either judgment enough, or inclination, to 
be confined to the subject of the composer, and will not depart from 
it, forgetful of all decorum and truth. Hundreds of common-place 
rhapsodists, and of ridiculous heads, who thrust in matter foreign from 
the subject, are to be met with, for one performer, in whom elegance 
and nature combine, and whose fancy is subordinate to his judgment.” 
Weber once gave a celebrated English singer a severe reproof for 
this kind of folly, at a rehearsal of one of his songs in Oberon.—The 
lady chose to introduce a roulade not at all in keeping with the subject, 
when she was stopped by the composer ; who remarked,—“ Dat is 
vary preety ; but it is not vat I did write.”’—Harmonicon. 
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MUSICAL PUBLICATIONS. 

“The Family Minstrel: devoted to music and musical knowledge, 

as connected with practical education, domestic enjoyments, and the 
worship of God.” By Charles Dingley. i 

This publication may be safely recommended to parents, families, 
ministers, and indeed to all who are interested in the cause of sacred 

music, or who are engaged in its cultivation. It is published on the 
Ist and 15th of each month, in numbers of eight quarto pages. 

Twelve numbers have been already issued. It isa work which prom- 
ises to be useful in the cause of sacred music; we think it well 
deserving of patronage, and cordially wish it success. 

“The American Musical Journal: a monthly repository of musi- 
cal literature, and of standard vocal and instrumental music. New 
York: published by James Dunn, 24 Thames Street.” This work is 
devoted to musical information, criticism, biography, &c. much of 
which is selected from European publications. Each number contains 
a few pages of music for the Piano Forte, or with Piano Forte accom- 
paniment. We regard the literary department, or letter-press matter, 
as far the most important part of this work. The numbers already 
published contain many valuable articles, calculated to impart knowl- 
edge on musical subjects, and to improve the taste; and it cannot 
fail to be interesting to the lovers of music generally. 

“The Musical Magazine. By Thomas Hastings.” This is amonth- 
ly publication devoted to the cause of church music. The name of the 
editor is in itself a sufficient recommendation. Mr. Hastings has 
long been known as a teacher and compiler of church music, and is 
in many respects peculiarly qualified to conduct such a work as the 
Magazine. It should be taken by clergymen, leaders of choirs, and 
singers generally. 

“The Musical Cyclopedia: or the principles of music considered as 
a science and an art ; embracing a complete musical dictionary, and the 
outlines of a musical grammar, and of the theory of sounds and laws 
of harmony ; with directions for the practice of vocal and instrumental 
music, and a description of musical instruments. By William 8S. Porter. 
Boston, published by James Loring, 132 Washington Street.” This 
work embraces—1. A musical dictionary.—2. A musical grammar.— 
3. Harmony.—4. Musical practice, or musical taste—5. Scientific 
principles of music.—6. History of music.—7. Musical instruments. 
The Musical Cyclopedia contains much valuable information, nowhere 
else to be found in a single volume. It should be in the hands of 
every Teacher; and cannot fail to be useful to every one who desires 
to acquire a knowledge of theoretical and practical music. 

THE ODEON—MUSIC THEATRE. 

This building (formerly the Boston Theatre) which has been fitted 
up for the use of the Boston Academy of Music, was opened to the 
public on Wednesday evening, Aug. 5th,* with appropriate exercises. 
The large hall, or principal apartment, was filled in every part. It 
was supposed that twenty-five hundred persons were present. The 
interior arrangements, in respect to the convenient accommodation 
of an audience, the impression on the eye, and the effect of sound, 
gave universal satisfaction. 

The following is the order of exercises : 

Geo. Jas. WesB. 

By the Choir of the Academy. 

1. Voluntary on the Organ. 

2. Chorus. Mozart. 

Let us with a joyful mind, 
Praise the Lord, for he is kind; 
For his mercies shall endure 

Ever faithful, ever sure. 

“© Dona Nobis *? in Mozart’s 12th Mass. 

Rev. F. W. P. Greenwoop. 

4. HYMN. 
Praise ye Jehovah’s name, 
Praise through his courts proclaim, 

Rise and adore: 
High o’er the heavens above, 
Sound his great acts of love, 
While his rich grace we prove, 

Vast as his power. 

3. Prayer. 

Now let the trumpet raise 
Sounds of triumphant praise, 

Wide as his fame: 
There let the harp be found; 
Organs, with solemn sound, 
Roll your deep notes around, 

Filled with his name. 

While his high praise ye sing, 
Strike every sounding string; 

* The present number of the Library, although dated July, was not issued until after 
this time: ; 

Sweet the accord! 

He vital breath bestows, 
Let every breath that flows 
His noblest fame disclose— 

Praise ye the Lord. Tune—AMERICA. 

5. Address. By Samurt A. Extot, Esa. 

6. CHORUS.—Hawnpveu. 
How excellent thy name, O Lord, 

In all the world is known! 
Above the heavens, O King adored, 
How hast thou set thy glorious throne! 

Rey. G. W. Buacpen. 

The address by Mr. Eliot was highly interesting and appropriate. 
As it will undoubtedly be published, we forbear a more extended 
notice of it at the present time. 

The name which the Academy have given to their building, is 
taken from a building in Athens, erected by Pericles as a music 
theatre, and in which musical prizes were contended for. The term 
Odeon was derived from the Greek word signifying “a song,” from 
whence our English word Ode. It is often used by ecclesiastical 
writers to designate the choir of a Church. The Odeon at Athens 
was also used for popular meetings for discussion. Considering the 
corresponding uses to which the building of the Boston Academy is 
to be applied, the name adopted is no less appropriate than con- 
venient. 

The following description of the building is from the Atlas :—This 
building has been completely metamorphosed by the Boston Academy 
of Music, and was opened for the first time on Wednesday evening, 
by an address from Samuel A. Eliot, Esq. That part formerly used 
as the stage has been divided into several apartments. The centre 
room is fifty feet by thirty-three, and thirty feet high. ‘This part of 
the house contains the organ and the speaker’s desk, and will be 
occupied by the choir. Surrounding and above the choir, are several 
rooms of various dimensions, some of which will be improved by the 
Academy, and others let for school rooms and other purposes. — 

In the audience part of the house the partitions of the first and 
second rows, between the boxes and the walls of the building, have 
been removed: thus giving room for widening and extending the 
seats, and bringing in the light from twelve windows. In addition to 
the light thus obtained, two skylights, one over the choir, of nine feet 
in diameter, the other over the centre of the house of twelve feet, 
have been cut through the roof, which in all admit sufficient light to 
render the building pleasant and inviting. The floor of the pit has 
been raised several feet, and has now an inclination of only about 
eighteen inches. ‘This floor and that of the first and second rows are 
covered with neatly finished settees, which are all permanently fixed, 
except those in thé centre of the building. These, though fastened 
to the floor, can be taken away and replaced, should it ever be found 
necessary. The whole number of settees or slips in the three divi- 
sions of the house above-named is one hundred and sixty-one. They 
are placed at sufficient distance to render them convenient, are all 
stuffed, seat and back, and beautifully covered with red moreen, 
presenting to the eye, when contrasted with the white walls of the 
building, an air of ease and comfort seldom witnessed. The third 
and fourth galleries have been repaired, and painted. In other 
respects they have not been altered materially. ‘The communications 
to them, however, have been much improved. 

The saloon, like the other parts of the house, has been put in com- 
plete order ;—the wood-work painted, and the walls colored. This 
room is fifty feet by twenty-five, and for correct proportions and 
classic beauty will compare with any room of its size in the city. 
It is fitted up with a speaker’s stand, and movable settees, and will 
hold about two hundred persons. ‘Two or three evenings in the 
week it will be used by classes of the Boston Lyceum, and the 
remaining evenings by other associations. 

The building thus described will hold, seated, by correct measure- 
ment, fifteen hundred persons, allowing eighteen inches to a person ; 
—namely, body of the house, two hundred and thirty ; first gallery, 
two hundred and eighty-two; second gallery, two hundred and fifty- 
seven; third gallery, three hundred and twenty; and fourth, four 
hundred and twelve. The choir will hold about two hundred. 
Including those who can stand comfortably—if that term may be 
allowed—the building will contain twenty-five hundred ; in a crowded 
state not far from three thousand. 

Every part of the extensive establishment—choir, auditory, saloon, 
and smaller rooms—has been furnished with gas apparatus, so that 
in the evening all parts of it can be beautifully lighted. The public 
have only to examine the alterations and improvements made in this 
building by the Academy, to perceive its admirable adaptation to the 
purposes for which it is designed, as well as to all great public 
occasions. 

7. Concluding prayer and benediction. 
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MUSICAL REVOLUTION IN SWITZERLAND 

The susceptibility of strong mental impressions from Music is one 
of the natural faculties with which our Creator has endowed us. Is 
there not reason to fear that its importance is not sufficiently appre- 
ciated, and its powers not sufficiently called forth? The early history 
of all nations presents instances of its wondrous efficacy. Witness 
the first periods of Greece, Britain, and Scandinavia, and the national 
songs of Tyrtszeus, whom Plato apostrophizes as the divine poet, wise 
and good. Aristotle, though often disposed to contest his master’s 
doctrines, concurs with him here, in attributing to music a great moral 
power. By divine institution, sacred song, of which we have the in- 
spired remains in the Book of Psalms and other parts of the Old Testa- 
ment, formed almost the only social worship of the Hebrew temple. 

At the Reformation this grand instrument of emotion was not 
entirely overlooked. In France, for a time, it produced great effects. 
But the counteraction and destruction of the Reformation in France 
brought down what remained to them of national song to the 
wretched state of chanson and chansonettes, the best of which 
were mere conceits, often tame and silly, and the generality of an 
immoral character ; and, by a just judgment, the music became worthy 
of the song, it was screaming by notes. 

In Germany, the matter took a better course. The German tribes 
had been always addicted to music of great pathos and compass; and 
their language, unpolished as it was, by its copiousness, flexibility, and 
strength, gave them a great advantage over the French. Luther had 
ear, science, and execution. While by his version of the Bible, every 
line of which bears witness to his euphonic taste and judgment, he 
stamped the language with classical dignity, his hymns and his music; 
powerfully seconded by other and superior poets, poured the stream 
of sacred melody through the land. No country can pretend to vie 
with Germany in the richness of its religious music. Its stock of 
Hymns, beginning with the age of the Hussites, but of which few are 
even now obsolete, is moderately stated at seventy thousand : a late 
writer in the Archives du Christianisme (June 28, p. 95,) estimates 
them at more than eighty thousand. In the English we can scarcely 
pretend to the twentieth part of this number! This astonishing 
amount of the German Hymnology is characterized by a decided strain 
rery few indeed are the exceptions) of christian sentiment and 
ervent piety, their versification is most mellifluous, and their tone 

full of tenderness and power. It is a popular treasure of doctrine and 
practice: and it has been a grand means of keeping the flame of reli- 
gion glowing on the cottage-hearths of the peasantry, in many 
happy instances, when a spurious gospel had taken possession of the 
churches. 

The band of devoted men in France and Switzerland, who are 
‘laboring so much in the Lord,’ have not forgotten this department. 
In both those countries, vigorous efforts have been lately made for the 
restoring, or, to speak more properly, the creating of a French national 
psalmody. Among these, distinguished praise is due to Dr. Malan. 
Many new psalms and hymns have been produced, possessing excel- 
lence of both poetry and piety: and suitable melodies have been com- 
posed. Besides Dr. Malan’s volume, the Paris Croix de Cantiques 
has arrived at a third edition ; and a large volume, beautifully printed, 
with the musical notes, has been this year published in that city, with 
the title Chants Chretiens.. Some articles, peculiarly valuable as to 
both science and christian spirit, have appeared on this subject in the 
Archives and the Sémeur. 
That these are among the means by which ‘ the Lord whom we 

seek is preparing his way, and coming to his temple,’ is a persuasion 
which seems to be powerfully confirmed by a most remarkable pheno- 
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menon, which is now operating on a grand scale in the Canton 
of Vaud, and of which we have a large narrative in the Sémeur of 
July 16. We shall endeavour to extract the essence, by selecting 
and abridging. 

In the south-west of Switzerland a Musical Revolution is rapidly 
taking effect. Its watch-word is Harmony ; its object is to givea 
new direction to popular singing; and: its means may be found 
wherever there are persons willing to take a little pains, and who can 
find a leader to give them a little instruction, and to guide their voices 
in singing the charms of their country and the praises of their God. 
Long was it thought that French Switzerland could not march with 
the German cantons in vocal music. Long has the lake of Geneva 
heard little along its shores but coarse, vulgar, and obscene ballads. 
Lately, the students of Geneva and Lausanne have laboured to coun- 
teract this evil, by composing patriotic songs, and endeavouring to give 
them popular circulation. The effort has been happily successful, 
but within a small circle. The attention to religion which is 
making daily progress in Switzerland, has had great effect in improv- 
ing the national singing. New methods have been adopted in many 
schools to train the children to the execution of hymns with a fine 
and simple harmony: and the effects have been so far pleasing. But 
something was wanted to reach the mass of the people ; and that, the 
kindness of Providence has supplied. 

About two years ago, M. Kaupert, a Saxon gentleman, who has 
long resided at Morges, proposed to teach gratuitously the whole 
population of young and willing persons in any village or small town, 
to sing together. ‘The rumour attracted considerable attention, and 
drew forth a variety of opinions. But soon his promises were realiz- 
ed, and all skepticism was silenced. At Morges and in the neighbour- 
ing villages, concerts of the voice alone were heard, producing such a 
noble and simple harmony as no person in the whole country had 
before the least idea of. He was induced to extend his benevolent 
labours. He electrified as it were, the whole side of the Lake down 
to Geneva. Every where, the Magician of Song was followed by 
crowds. The moral effect of this is beyond calculation: already the 
result, in this respect, excites astonishment. 

M. Kaupert commonly began in schools and other large rooms. 
Persons of all ages and of every rank in society flocked to these meet- 
ings. It was soon necessary to ask for the use of the churches: and 
sometimes, large assemblies have been held in the open air. In the 
former places hymns are sung; and in the latter, songs, patriotic or 
descriptive, but all free from any immoral taint. 

His plan is to trace, in a simple and clear manner, upon a large 
black board, the notes of each lesson ; and he furnishes each one of 
his pupils with a card or paper, containing what he judges fit for each 
step of instruction. He usually succeeds in comparatively a short 
time, to qualify these vast masses to execute the simple and touching 
hymn or song, in parts and full concert, enrapturing all who witness 
the scene. 

In the introductory lectures, he strongly affects the imagination and 
the sensibility of his hearers, by his descriptions of the powers and 
the intention of music, to breathe noble and generous sentiments, to 
harmonize the minds and hearts of men, to honour our country, to 
excite admiration of the works of God, and, as the highest point of all, 
to show forth his praises. These large assemblies follow his instruc- 
tions, and catch his manner of execution with an enthusiasm perfectly 
astonishing. His kind manner and untiring patience have a great 
share in producing the effects which so surprise us. 

The great and learned city of Geneva invited the musical philan- 
thropist to visit and charm its population. Some of the higher classes 
¢ 
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became alarmed ; but in the result, they too, were carried down the 
stream. Pastors, professors, magistrates, ladies of the first rank, per- 
sons the most distinguished for learning and science, were seen side 
by side with children and poor people, listening and learning from M. 
Kaupert. When the grand meeting took place, no church could 
receive the multitude, and they repaired to the Plein Palais, in number 
four thousand singers. Here, however, the success did not answer 
expectation: the wind acted unfavourably upon the vibrations of the 
air, and perhaps the distance of the extremes made it impossible to 
keep time. But M. Kaupert was loaded with expressions of admira- 
tion and thanks, and a medal was struck in honour of him; a mark 
of respect which, in Switzerland, is never conferred but upon what is 
judged to be in the highest order of merit. 

At Lausanne, his instructions were sought with universal avidity. 
Many who had been accustomed to spend their evenings in dissipa- 
tion, began to employ them entirely in learning the new style of music. 
Children and their parents, all the schools, the professors and students 
of the college, servants and mistresses, workmen and masters, persons 
who had been the most opposed to each other in religion and politics, 
the inhabitants of different villages distinguished by banners,—all were 
attracted, all seemed to be of one heart and soul. When the previous 
training was complete, a day was fixed for the grand concert. More 
than two thousand singers were arranged in the great church, the 
noblest Gothic building in Switzerland: the flags of villages and 
societies were tastefully arranged on an ivy-clad tower : the vast multi- 
tude who came to hear were disposed within and without: and then 
was sung a hymn and its air of Lurner’s composing,—simple, grave, 
noble. But, O the effect !-_No words can utter it !—The impression 
will never be forgotten. Other hymns were sung ; anda most touch- 
ing patriotic song, the words of which we owe to M. Olivier, named La 
Patrie, ‘Our country, Helvetia! Helvetia!’ 

The happy fruits of this Musical Revolution show themselves 
almost every where. ‘I'he people in the different places keep up their 
singing-meetings. In the summer evenings they are seen in the 

churchyard, or on the village-green. In the streets and on the roads, 

the ear of the passenger is met by the sweet sounds. In these groups 
we perceive some failures of execution, compared with the fine style 

when led by M. Kaupert: but attention and practice will remedy 
them. 

In addition to the above, which we copy from an English publica- 
tion, we have had the pleasure of conversing with a gentleman, a 
merchant of this city, who was at Geneva at the time M. Kaupert was 
giving instructions, and who attended his schools and exhibitions. He 
confirms the above statement, and describes the manner of his teaching 

as the same as that adopted by the Boston Academy of Music, or the 
Pestalozzian method. We are also indebted to the same gentleman 
for a copy of the music, (songs and chorusses,) introduced by M. Kau- 

pert. Among them we find some of the same songs which have been 
already published in this city in the Juvenile Lyre. “See the light is 
fading,” &c. “La Patrie” we hope to be able to give in a future 

number of the Library. We only wait to obtain a translation of the 
words. It cannot be doubted but that the universal introduction of 
music in this country would be attended with results as gratifying as 
have been experienced in Switzerland, or in any other place. It would 
occupy the hours of recreation and amusement, prevent the corrupt- 

ing intercourse of idleness, draw multitudes from the dram-shop and 
the bar-room, and thus prove a powerful auxiliary to the cause of tem- 
perance, and moral improvement. 

HANDEL AND HAYDN SOCIETY. 
[Continued from the First Number. ] 

The first meeting of the Society for the performance of Music was 

held at the Pythian Hall in Pond Street, on the 4th of May, 1815, on 

which occasion a number of pieces, a list of which had been previ- 

ously made out and agreed upon, by the Board of Trustees, from the 

‘Lock Hospital Collection’ and from ‘The Massachusetts Compiler’ 
were ‘sung ina style very flattering to the hopes of the Society.’ 

"These books were adopted as the standard works of the Society, and 

it was customary to select the tunes to be sung, and to give out a list 

of them to the members one week previous to the meeting at which 

they were to be performed, in order to afford an opportunity 
of learning them. It was also the practice of the Board of 

Trustees to sing at their meetings, and thus prepare the way for a 
more accurate performance of the Society: thus the Board met on 

the 30th May, at the house of N. Tucker, Treasurer, attended to the 

business of the meeting, “ performed sundry pieces of music from the 
‘Lock Hospital Collection,’ and after much useful conversation upon 
subjects concerning the Society, closed.” ; 

To place the Society in independent circumstances in relation to 

its financial concerns, seventeen gentlemen (members) came forward 
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and voluntarily loaned the sum of three dollars each, and one gentle- 
man two dollars, making in all the sum of fifty-three dollars, which 
was paid over to the Treasurer and credited in his books. Efforts 
were now made to increase the numbers of the Society, and at the 
second regular meeting for the performance of music on June Ist, 
eighteen new members were admitted. Rapid progress was also 
made in the performance of music, insomuch that at a meeting of 
the Trustees on the Ist of Aug. the bold step was taken of author- 
izing the President “at the next meeting of the Society to appoint at 
that time, such pieces as he shall think most fit to be performed.” 
This was done at the next meeting on the 3d of Aug., under the 
direction of Mr. Joseph Bailey who presided on that occasion, and 
who, after performing other music, introduced HANDEL’S HAL- 
LELUJAH CHORUS, which was then first performed by the Han- 
del and Haydn Society. 

The importance of new music soon became evident, and at a 
meeting of the government on the 3lst of Aug. a committee was 
appointed to “confer with the editors of the Old Colony Collection 
of Anthems, for the purpose of obtaining copies.” It was also 
agreed to introduce the following pieces of music at the next meet- 
ing of the Society, viz: Morden and Alton from the Lock Hospital 
Collection, Harvard College from the Massachusetts Compiler, Halle- 
lujah Chorus, and Tur Heavens are TELLING THE GLORY oF Gop, 
from Haydn’s Creation. 

On the 16th of Sept. 1815, a committee of five was appointed from 
the government “for the purpose of making arrangements for an 
exhibition, so far as to ascertain what music had best be performed, 
and whether accompaniments to the same can be procured ;” and 
at the succeeding meeting the Secretary was authorized to “ purchase 
a suitable number of copies of Haydn’s Creation, for the use of the 
Society.” It was also voted to have printed the following pieces of 
music, viz: 

« Lift up your heads. ” 
“ His yoke is easy.” 
“ Behold the Lamb of God.” 
“When winds breathe soft.” 
“The Lord isa man of war. ” 
“‘He gave them hailstones for rain. ” 
These pieces were soon afterwards published in the Old Colony 

Collection of Anthems, edited and published under the particular 
patronage and direction of the Orp Cotony Musicau Socrery in 
Plymouth County, and the Hanne and Haypn Socierry in Boston. 

(To be continued.) 

IMPORTANCE OF THE SCALE, OR OF VOCAL EXERCISES 

TO THE SINGER. 

Farinella, one of the most distinguished singers that ever lived, was 
instructed in the rudiments of music by his father, but was taught 
singing by Porpora. The following anecdote has been related of this 
distinguished teacher and pupil. When application was made to 
Porpora to receive Farinella as his pupil, being already advanced in 
years and wishing to retire from professional life, he declined. But 
Farinella being determined if possible to avail himself of the instruc- 
tions of so celebrated a teacher, urged his plea with so much importu- 
nity and perseverance that at last the maestro consented to receive 
him, on condition however, that he would pledge himself to pursue 
the exact course which he (Porpora) should point out. To this Fari- 
nella readily consented. When he came for his first lesson, his teacher 
sat down to his table and wrote the scale, together with exercises, &c. 
upon it, upon a sheet of music paper, and handing it to him, said, 
“practise this lesson six or eight hours a day for one year; then 
return and receive another.” Farinella was bound to obey. At the 
end of the year he returned, his master heard him sing, and writing 
another similar lesson, sent him away for the second year. ‘The third, 
fourth and fifth years were also spent in the same practice, at the end 
of which time the pupil, impatient of being kept so long in what he 
supposed to be the preparatory exercises of the art, asked if he could 
not have a song, or some more advanced music or lesson. ‘The Maes- 
tro, after hearing his request, and hearing him sing, replied, “ You 
need no song, or further instruction, you may now go forth and en 
gage in your profession, for you are the best singer in Italy.” 

In connection with the above, we add the following. When 
Mrs. , probably the finest singer who ever visited this country, was 
in Boston, a friend called upon her, and inquired how she acquired 
so great power, compass, and flexibility of voice. She replied, by 
“ the constant practice of the scale, and of vocal exercises ;” adding 
“ T never allow myself to take my breakfast, when well, until I have 
practised the scale two hours.” 

The practice of the scale lies at the foundation of all cultivation of the 
voice, and of all excellence in Singing ; and it is a practice that never 
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grows old, and that never must be laid aside. It is calculated to increase 
the power and compass of the voice, and to improve the quality of tone. 
It should be practised in the different dynamic tones, (see Manual of 
Instruction—* Dynamic Tones”) commencing with the organ tone. It 
is very important that the singer should acquire the power of sustaining 
each sound of the scale, through the whole compass of the voice, with 
perfect equality, beginning, continuing and ending the tone with exactly 
the same degree of power, neither increasing or diminishing ; always 
preserving also, purity of tone, and guarding against any thing like 
trembling, or that is at all opposed to perfect equality, firmness and 
certainty. Each sound should be sustained as long as the breath will 
admit, it being the object of the learner to acquire the ability to sing 

- slow—very slow, rather than quick. Rapid passages and vocal exer- 
cises, like Lanza’s exercises on the scale, for example, are of course 
highly necessary, indispensable indeed to any one who would acquire 
execution ; but this is another kind of practice, and one that does not 
at all interfere with, or supersede the necessity of that slow, tedious, 
self-denying, up-hill mode of improvement which we have here 
pointed out, but which we fear few will have the decision and _perse- 
verance to follow. 

ADDRESS BEFORE THE Boston AcapEmMy oF Music oN THE OPENING 
oF THE Operon, Auaust 5, 1835. By Samuel A. Eliot. 

In our first number we gave some account of the Odeon, a descrip- 
tion of the building, and the order of exercises on the occasion of its 
opening. From the address of Mr. Eliot, the President of the 
Academy, which has since been printed, we make the following 
extracts, thinking that we cannot fill even the small space devoted to 
the literary department of the Library with matter more interesting 
or useful. 

ORIGIN OF THE EFFORTS WHICH LED TO THE ESTABLISHMENT OF 
THE ACADEMY. 

It may be well, first to explain, briefly, how it happens that we are 
assembled in this place to-night; and in order to do this, I must refer 
to the exertions of a distinguished member of the Academy,* advan- 
tageously known to the public, by his judicious and successful labours 
in the cause of education. 

This gentleman, on a tour through Europe, a few years ago, was 
struck with the fact that music is a part of early education to a far 
greater extent than with us, in several of the countries he visited. 
He saw its practicability, and witnessed its good effects; and on his 
return home, he resolved to attempt to rescue the art from the neglect 
in which it had so long been buried among us, and to introduce it as 
a branch of general education. To his efforts, it is principally owing 
that the Boston Academy of Music was established ; and to him, also, 
it is to be ascribed, that so efficient an impulse, and so just a direc- 
tion, was given to its labours at the outset. Having secured the co- 
operation of well known and highly valued professors, the Academy 
proceeded in the formation and instruction of juvenile classes in sing- 
mg, satisfied that the experiment only was wanting to convince the 
public there was nothing visionary in their plans. The experiment | 
succeeded beautifully. Nothing could surpass the favourable recep- | 
tion of the first public performances of the well taught children; and 
‘the interest excited has been gradually and strongly increasing, till it 
was thought advisable, a few months ago, to secure a permanent place | 

for the exhibitions of the Academy. Fortunately its government was 
not found wanting in that spirit of cool, determined enterprise, which, 
without extravagance, produces striking results. A contract was en- 
tered into with the proprietors of this building for a term of years; 
its interior structure was altered ; and it is now presented to you, in 
its new form, not as a theatre, but under a new name, as an Odeon, 

or musical hall, devoted henceforth, to the purposes of art, of science, 
and of religion. 

Desten anp Errects or Music. 
As it was under the auspices of the Academy that this most desira- 

ble change was effected, I shall speak only of the .abjects which it had 
im view from the outset ; and though it may sound strangely to make 
an elaborate eulogy on an art, which, in all ages of the world, has been 
recognised as one of the most delightful that can be practised, and 
which, by no very extravagant exaggeration, has been even called 
divine ; yet so much error has existed among us, both as to its design 
and its effect; it has been so hardly judged, in consequence of the 
bad taste or the bad character of some who have practised it, that it 
may ‘be of use simply to state what effects it is designed and is able 
‘to produce. ‘ 

Nearly all sounds, natural and artificial, from the overwhelming 
erash of the thunder, or the deep toned roar of the cataract, to the 
animated song of the happy bird; from the lowest bass of the organ, 

* William C. Woodbridge. 

to the shrill note of the fife, or the harsh rattle of the drum ; from the 
sublime voice of the tempest, to the gentle sigh of the zephyr; from 
the shout of the man to the laughing prattle of the infant, are adapted 
to excite emotion ; and music is the science of adapting, and the art 
of producing those sounds, and combinations of sound, best suited to 
create the emotions intended to be awakened within us. 

It is manifest, that if any considerable degree of proficiency be 
made in music, it is an agent of great power for good or for evil: and 
in every age, and in every country, powerful emotions have been 
excited by music adapted to the degree of civilization of the people 
and the time. Even in our own unmusical age and nation, who is 
there can resist the contagious effect of the lively march, the solemn 
dirge, or the dance-moving air of the ball-room? These are but 
some of the coarser and more obvious effects of an art susceptible of 
every degree of refinement ;—and the variety of feelings excited by 
music, can be limited only by the capacity of our nature. 

From these appeals to the feelings, the emotions, the passions, music 
derives its moral power; and it is also the direct source of pleasure 
to the ear, from the adaptation of the sounds it produces to give en- 
joyment to that delicate organ ; and it is a very valuable accessory in 
the intellectual developement of the faculties, from the excellent men- 
tal discipline conveyed by the study of its theory and practice. 

To these three points I wish to invite your attention, viz.; its im- 
portance as an auxiliary in education; the pleasure it conveys to the 
ear ; and its power of producing emotion. 

Importance or Music AS AN AUXILIARY IN Epucarion. 

“In a country where the education of the young is so important, 
and has, from the earliest period, received so much attention, and 
excited so deep an interest as in our own, it is certainly singular that 
the aid of music has not been sought to stimulate the attention of the 
youthful student, and introduce those habits of order and method 
‘which are indispensable to the acquisition of the art, and are such 
important means of progress in every species of knowledge. Music 
is at once a charming relaxation from the tedious task, the dry drudge- 
ry of the grammar, the pen, or the slate, and a mode of discipline 
scarcely inferior in efficacy to the dullest lesson of the horn book, 
learned under the fear of the searching experiment of the birch or the 
ferule. It is a study and an amusement, a discipline and a sport. 
It teaches, in the most attractive manner, the advantage of combined, 
harmonious action, of submission to rules, and of strict accuracy. All 
these are necessary to the agreeable result of the practice; and the 
attainment of that result is, itself, stimulus and reward sufficient for 
the required exertion. It produces, ina remarkable degree, the effect 
attributed by a classic poet to all the elegant arts, of softening the 
character and refining the manners. Nothing is more obvious than 
the change of tone, in children of the rougher sex, which follows a 
moderate proficiency in this exquisite accomplishment. Are these 
tendencies of no value, or of slight importance? Surely not. The 
teacher, who experiences so often the want of some agreeable stimulus 
to the flagging attention, and the need of relaxing his own toil, will 
seize upon music with grateful avidity ; while the pupil will wonder 
what has become of the weariness he felt a moment before, and _his 
eye will brighten, and his apprehension quicken, at the first sound of 
the music lesson. 

But, perhaps, it may be said this is all imaginary. It is a fine 
thing to talk about, but how can it be done? How can a school full 
of children be taught to sing, when it is so difficult to teach a single 
pupil, who has the exclusive attention of a master for four hours of 
every day? The simplest, most direct, and most satisfactory answer 
to this question, is a reference to the schools which have been, and are 
now taught by the professors of the Academy. No difficulty occurs 
in teaching those rudiments of music which are all it is necessary to 
give ; and no doubt can be entertained of the favorable tendency of 

|| the study, by those who will examine for themselves into its result. 
But though this is the shortest, it is by no means the only answer to 
be given. Throughout the whole extent of northern Germany, every 
child who goes to school is as sure to be taught to sing as ‘to read. 
The exceptions are almost as few to the capacity of learning some- 
thing of music, as to that of learning to spell; and serve, in fact, only 
to show the general prevalence of what is erroneously thought so 
rare—an ear for music. The obstacle in this country, and in some 
others, which has produced an opposite impression, is, that the attain- 
ment of musical knowledge has been deferred till a period of life when 
the facility of acquisition is diminished, and the organs are less flexi- 
ble than in early youth ; while the instruction has been given on the 
plan of benefit to the teacher rather than the taught; its difficulties 
have been unnecessarily magnified ; and it has been attempted to make 
every pupil a first rate solo singer. It has, too, been unfortunately 
regarded as a mere accomplishment, which might as well be left to 
the pursuit of the young, the frivolous and the worldly, and was un- 
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worthy the attention of the parent, seriously anxious for the education 
of his child. 

It is the aim of the Academy to correct these errors and to reform 
this unwise practice; to teach the elements of music to as many 
children as possible, at as early an age as practicable, and thus, 
while giving to many the benefit of its discipline, to discover those 
who have any particular aptitude for its prosecution to a more advanc- 
ed degree of skill, and to save, for better purposes, the weary hours 
which have been wasted by so many unhappy daughters of song, in 
attempting the difficult air, or to them impossible bravura. 

It is not necessary to the understanding or enjoyment of good music, 
whether vocal or instrumental, that one should be able to perform it 
one’s self, (an idea that has been strangely prevalent in some of our 
churches,) but some acquaintance with the design of music, and its 
means of accomplishing its own designs, is necessary; and this 
knowledge will be very generally diffused, if the Academy should be 
successful in its plans. Part of the effect, therefore, of the operations 
of our Academy, will be to make good listeners, as well as good per- 
formers, and one is scarcely less desirable than the other. 

It ought not to be omitted, in enumerating the advantages of a 
musical education, that its effect on the physical constitution, on the 
developement and healthy action of the organs principally exercised 
by it, is decidedly beneficial ; and in a country and climate in which 
pulmonary diseases are so prevalent, every remedy, especially of an 
agreeable and preventive kind, should be diligently used. 

An advantage of the mode of teaching adopted by the Academy, 
of numbers together, over the old mode of drilling one at a time, is 
the increased delight which is felt by the learner. A simple melody 
may be charming, but a well arranged harmony is far more so to every 
ear ; and by the combinations of the different parts, every class of 
pupils may be gratified with this additional charm, and every school 
may judge of their own progress, not merely by their increased skill, 
but by the increased pleasure arising from their own performances. 

(To be continued.) 

EXPRESSION IN VOCAL MUSIC. 

When the incomparable Mapame Mara took leave of me on her 
return to the Continent, [ could not help expressing my regret that 
she did not publish those songs of Handel, her matchless performance 
of which, gained her that undisputed preeminence which she enjoyed, 
with the embellishments, &c. with which she enriched them. This in- 
imitable singer replied —“ Indeed, my good friend, you attribute my 
success to a very different cause than the real one—It was not what 
I did, but in the manner in which I did it; I would sing six simple 
notes and produce every effect I could wish. I am sure it was to my 
expression of the words that I owe every thing; people have often 
said to me, Madame Mara, why do you not introduce more pretty 
graces and passages in your songs? To this I always reply, ‘these 
pretty graces, &c. are very pretty to be sure, but the proper expres- 
sion of the words and the Music is a great deal better.” Here is 
an example for young singers. ‘The proper expression of the words 
and the music is a thing which is often neglected. 

Kitchiner on Vocal Music. 

BiU,0 (GG RAC ys 

HAYDN. 

Francis JosepH Haypn was born in March, 1732, at Rohrau, a 
small town about fifteen leagues from Vienna. His father was a 
wheelwright, and his mother, before she married, was cook at the 
chateau of count Harrach, a nobleman residing in the neighbourhood. 

Haydn’s father, besides his trade of wheelwright, was the parish 
sexton. He had a fine tenor voice, and liked music in general, but 
was particularly fond of the organ. During one of those excursions, 
which are often undertaken by German artisans, being at Frankfort 
on the Maine, he learnt to accompany himself a little on the harp; 
and on holydays, after the service of the church, he always amused 
himself with this instrument, while his wife sang. Joseph’s birth did 
not in the least change the peaceable habits of this family. The little 
concert was renewed every week, and the child, placing himself before 
his parents, with two pieces of wood in his hands, one for a violin, 
and the other for a bow, accompanied his mother’s voice. Haydn, 

full of years, and covered with glory, has frequently called to mind 
the simple airs she sung, so deeply were these little melodies impress- 
ed on his musical soul!* A schoolmaster of Haimburg, of the name 
of Frank, and cousin to the wheelwright, came one Sunday to Rohrau, 
and was present during the performance of one of these family trios ; 

* A striking illustration of the importance of early, even nursery, instructions in music. 

when he noticed that the child, then not six years old, beat time with 
the utmost correctness and precision. Frank understood music, and 
begged his relations to allow him to take little Joseph back to Haim- 
burg with him, and attend to his education. They accepted the 
proposition with delight, in the hopes of getting Joseph more easily 
into holy orders, if he should be made to understand music. 

He set off, therefore, for Haimburg, and had been only a few weeks 
at his cousin’s house, when he found there two tambourines. By 
patience and repeated trials, he at length actually produced by means 
of this instrument, which has but two tones, a kind of tune, which 
drew the attention of all those who visited at the school. 

Haydn had by nature a sonorous and pleasing voice. Frank, who, 
to repeat Haydn’s own words, treated his young cousin with more 
blows than bonbons, soon made the little tambourinist play not only 
the violin and other instruments, but likewise taught him to under- 
stand Latin, and to sing at the parish church, in a style that ere long 
made him known throughout the canton. 

Chance now brought to Frank’s house, Reiter, chapel-master of 
St. Stephen’s cathedral at Vienna, who was searching round the 
country for additional voices for his choir; the schoolmaster imme- 
diately-introduced his little relation to him, when Reiter gave him a 
canon to sing at first sight. 

The precision, distinctness of tone, and fire with which it was per- 
formed by the child, astonished Reiter; but, above all, he was en- 
chanted with the beauty of the boy’s voice. He remarked, however, 
that he did not shake, and on asking him, smilingly, the reason, the 
child replied with quickness, “ How should I know how to shake, 
when my cousin himself does not?” ‘Come to me,” said Reiiter to» 
him, “and I will teach you.” He took him on his knees, showed him 
how to make two sounds succeed each other quickly, by holding his 
breath and agitating the top of the pallet. The child succeeded im- 
mediately. Reiiter, delighted with the success of his little pupil, took 
a plate of fine cherries, and emptied them into the boy’s pocket. The 
joy of the latter may be conceived. Haydn often mentioned this little 
incident, and added, laughing, that whenever he made a shake, he 
fancied he still saw these fine cherries. It may easily be concluded 
that Reiter determined on not returning alone to Vienna, and the 
little shaker, then about eight years old, accompanied him thither. 
Haydn has said, that, dating from this time, a single day never passed 
at Reiter’s without his having practised sixteen, and sometimes 
eighteen hours. This is especially remarkable, because, whilst at St. 
Stephen’s, he was almost entirely his own master, the children of the 
choir being only obliged to practise two hoursa day. When Haydn at- 
tained the age of composition, the habit of study was thus already acquir- 
ed: indeed, a musical composer has this great advantage over other 
artists, that his productions are no sooner conceived, than they are 
finished. 

With less precocity of genius than Mozart, who, when only thirteen 
years old, wrote a much admired opera, Hadyn, at the same age, tried 
to compose a mass, which was, not without some reason, ridiculed by 
Reuter, to the great astonishment at first of the young musician ; his good 
sense, however, even at that early age, soon convinced him of the 
justice of its condemnation. He now began to perceive that a knowl- 
edge of counterpoint and of the rules of harmony was requisite ; but 
how was he to learn them? Reiiter did not instruct the children of 
the choir in composition, and never gave more than two lessons in it 
to Haydn. Mozart had an excellent master in his father, who was a 
good violin player. But poor Joseph was less fortunate, being only 
a discarded chorister at Vienna, who must pay for any lessons he re- 
ceived, and who had not a half penny to apply to that purpose; for 
his father, although he had two trades, was so poor, that Joseph hav- 
ing once had his clothes stolen, and having informed his father of the 
circumstance, the poor man with difficulty sent him six florins towards 
refitting his wardrobe. Of course no master in Vienna would give 
lessons gratis, to a little unpatronized chorister; his situation was 
therefore truly embarrassing. He persevered, however, and in the 
first place, like Jean Jacques Rousseau, he purchased, at a second- 
hand shop, some old books on the theory of music, among others the 
treatise by Fux, which he began to study with a degree of assiduity, 
not to be checked even by the tremendous abstruseness of Fux’s rules. 
Alone, and without a master, he laboured on, and made a number of 
little discoveries which were subsequently useful to him. Poor, 
freezing with cold in his garret, without fire, and overcome with sleep, 
he studied on, by the side of his old broken harpsichord, and thought 
himself happy. Thus days and nights flew rapidly by, and he has 
frequently been heard to say, that he never in after-life experienced so 
much felicity. Haydn’s predominant passion was rather the love of 
music than the love of fame; and yet his aspirations after fame had 
not a tinge of ambition in them. He sought more to please himself 
in composing music, than to acquire celebrity. 

(To be continued) 
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Tuirp Annuau Report or tHE Boston Acapemy or Music, 
READ aT THE ANNiversaRY Meerine, May 27, 1835.—Bos- 
ton: Perkins, Marvin & Co. 

Among the various measures adopted by the Government of the 
Boston Academy of Music for promoting the objects of the Institu- 
tion, we regard the Annual Reports as highly important. They are 
calculated to call up attention, to diffuse valuable information, and to 
awaken an interest in the community on a subject hitherto much neg- 
lected, but which needs only to be understood to be appreciated. From 
the third report, recently published, we make the following extracts. 

Leaping Ossect or THE ASSOCIATION. 

*'The Boston Academy of Music is not a musical society in the 
common acceptation of the term. It is not the object of this associ- 
ation to promote among its members a knowledge of music, or to 
gratify their taste, or acquire skill in the performance of it. With 
these matters, as a society, they have nothing to do. The only end 
and aim of those who compose it, is to raise music, as a branch of 
education, to the rank which they think it entitled to hold; to diffuse 
a knowledge of its principles among all classes, and, as subsidiary to 
this end, to endeavour to remove the prejudices which impede its 
progress, and to correct the abuses to which it is liable. In doing 
this, they use the same means which other societies adopt in advanc- 
ing their objects. The only personal advantage which they expect 
to secure by their efforts, is to partake in the gratification which will 
be common to all, when the art is more justly appreciated, and more 
generally and successfully cultivated.” ~ 

Tue CuLTiIvaTION OF BOTH SacrED AnD Secutar Music, 1w- 
CLUDED IN THE DESIGN OF THE ACADEMY. 

“ Nor are the efforts of the Academy exclusively devoted to instruc- 
tion and improvement in sacred music, as has been supposed. Church 
music they do indeed consider the most important department of the 
art; one in which, from its constant recurrence, its practical influence 
on the devotions of the sanctuary, as well as from the defective man- 
ner in which it is usually performed, improvement is most desirable. 
But the views of the Academy, though embracing this branch of the. 
art, are not confined to it. Vocal music of all kinds, secular as well 
as sacred, that which tends to diffuse a chastened cheerfulness around 
the domestic circle, as well as that which elevates the soul to com- 
munion with its Maker, comes within the scope of their design. 
There are occasions when the introduction of music would be both 
agreeable and profitable, but when sacred music would be obviously 
unsuitable. At social meetings, in the season of childhood, under 
various circumstances of life, feelings of joy and innocence, though 
not of a religious character, may be entertained, which are not only 
proper to be expressed in song, but which naturally lead us to such a 
mode of expressing them. There are moments when the gayety of 
our hearts rises so high as to overflow the bounds of gravity, and we 
find ourselves involuntarily giving utterance in singing to the happi- 
ness that reigns within. But if such emotions are natural to man and 
contribute to his real happiness, a due regard to his welfare will teach 
us not to check them, but rather to make provision for their innocent 
indulgence, by instruction in music of a kind adapted to promote and 
express them. Of this the Academy are not unmindful, and accord- 
ingly music, of the character described, forms a part of their plan. 
Their object is not limited to any single department of the art, but 
extends to all branches of it in which any individual may wish and 
need instruction. Their aim is to establish a system so extensive, that 
any one, desirous of a thorough musical education, may be put in the 
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way of having his wants supplied. They hope to introduce music into 
our common schools, as a part of popular education, and by enabling 
the rising generation both to understand the theory and practice of it, 
make that which has heretofore been considered the enviable prerogative 
of the few, a blessing common to all. They wish, especially, that every 
worshipping assembly, of every denomination, should be able to ex- 
press the emotions of their souls to the Father of all, in strains better 
adapted to the subject and occasion which brings them together, than 
those which are now heard in most of the churches in our land.” 

Musicau Pusuiicarions. 

“But in order that the art may produce its proper effect upon 
mankind, it is necessary to provide music which is of a pure charac- 
ter, as well as to cultivate the voice ;—to select that which is suitable 
to be sung, as well as to sing it in a suitable manner. A correct 
musical taste, in its extended sense, comprises something more than 
an ear capable of appreciating sounds and their distinctions. Some- 
thing of a more intellectual nature enters into its composition. 
He who desires to make any great proficiency in the art, should be- 
come in some degree a philosopher, and be able to tell, not only one 
sound from another, but what sounds are suited to express or arouse 
different states of feeling. To do this with accuracy, supposes an 
acquaintance with the depths of the human heart—the fountains of 
thought and feeling—to which the mere casual observer never attains. 
There must be likewise an intimate knowledge of the nature of the human 
voice ; its capacity as it respects modulation, inflection, intonation, etc. 
As the eloquence of the orator consists in felicity of thought, combined 
with felicity of expression, so when deep emotion is expressed in 
appropriate musical sounds, we have the eloquence of music. But if 
those who have excelled as orators, have found it necessary or profit- 
able to study the productions of the masters who preceded them, it 
will be found equally necessary for those who would form a correct 
musical taste, to cultivate an assiduous acquaintance with the works 
of the best composers. ‘To assist them in this object, the Academy 
hope to be able, from time to time, to publish collections, or pieces of 
music in various styles, both sacred and secular.” 

IMPORTANCE OF DRAWING THE Pusiic ATTENTION TO 
THIS SUBJECT. 

“Such is an outline of the objects of the Boston Academy of 
Music. The plan of their operations will, of course, undergo such 
modifications as experience and observation may suggest; keeping, 
however, their eyes constantly fixed upon the end for which the insti- 
tution was formed, viz: Education in Music. Contemplated in this 
point of view, independently of other circumstances, the design ap- 
pears to the Government so important and so desirable, that it would 
seem to carry with it the favorable consideration of all to whom it is 
proposed. But when they look abroad and behold the light in which 
the community regard the subject, they find enough to render their 
hopes of immediate, though not of ultimate success, less sanguine. 
There is apathy to be removed, prejudices to be uprooted, ignorance 
to be enlightened. The attention of the public must be turned to the 
subject and held there, until they have gained some perception of the 
bearing which music has upon popular education, its adaptation to the 
wants of society, and its claim to be admitted as a branch of instruc- 
tion into every system of education ;—that while it has an important 
influence on morals, it gives exercise to the intellect, and strengthens 
the physical organs ;—that while it tends to prepare the heart for the 
worship of God, it will furnish ample means for conducting that wor- 
ship in a suitable manner.” 
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ORATORIO OF DAVID. 
[From the English Musical Library.] 

Davin a Drama well constructed for musical purposes, is a_ brief 
history of the Hebrew King, from his shepherd to his regal state. 
The music is a mixture of the ancient and modern styles, the latter 
predominating. . The airs are all more or less elegant, some of them 
beautiful; the chorussés are grand, both in design and effect. The 
instrumentation throughout shows a boldness, often an originality, 
that proves the author to be far from a mere imitator. Davup is per- 
fectly dramatic ; and this, we consider one of its excelleacies. It re- 
quires such music as The Messiah to render interesting a series of 
texts, in which scarcely any narrative or description is to be found. 
Handel himself did not attempt a second Oratorio without. either 
drama or story. . 

When first we heard that M. Netkomm had chosen as the founda- 
tion of an Oratorio, one which had already been dramatized for the 
Colossus of sacred music, we silently wished that he had selected any 
other for his purpose, fearing that, in treating the same narrative and 
expressing the same passions, either something like an imitation would 
be the result, or that, in avoiding this, a style might be resorted to not 
suited to the dignity and solemnity of a scriptural subject. Our appre- 
hensions, however, were soon dispelled ; there is no point of resemblance 
between the David of the present day, and the Saul of nearly a century 
ago. The living composer has studied the great ancient master, not 
for the purpose of becoming his debtor, but in order to avoid even the 
suspicion. ‘The manner he has adopted is different, inasmuch as it is 
modern, yet, according to our notion, is not less appropriate ; though 
some have thought it too operatic in character, an opinion which does 
not appear to us to be maintainable, judging according to the prevail- 
ing, and we must add, just notions of the present day. 

There is no overture to this work; a short, soft, delicate, pastoral 
symphony supplies the place of what formerly was thought essential to 
an oratorio, and introduces the principal character, David, (a part 
written for a tenor voice,) who, in a few words of recitative, announces 

to his shepherd companions his call to the camp. These join in a 
hymn, a chorus for-four choirs, each for four voices, in £ flat, slow, 
devotional, and accompanied by the organ only. ‘To give the intended 
effect to this, the choirs should be more separated than ordinary orches- 
tras allow, the ingenious design of the composer would then be appa- 
rent, and the reality of the many parts be more distinctly observable. 
Unless performed with a nicety not easily attained, this hymn, which is 
calculated to operate powerfully on any audience, particularly a culti- 
vated one, will hang heavily, and seem long. David then takes leave 
of his friends, in a florid, energetic air, with a brilliant flute accompa- 
niment, but in which we do not find any new thought. 

A very melodious solo for the violoncello now leads to an expressive 
recitative, and a most lovely air, ‘ Retarn O David !’ in which the sister 
of the hero endeavours to dissuade him from warlike pursuits. This, a 
Siciliana in a, gently supplicating in a beautiful characteristic strain, 
proved at Birmingham, and will become everywhere, the most generally 
admired piece in the oratorio. A chorus of Israelites ‘ Behold the 
giant!’ follows, displaying at once the musical skill and general judg- 
ment of the composer. ‘To the vocal parts he assigns little more than 
simple counterpoint, in order to express the wonder, not unmixed with 
awe, inspired by the appearance of Goliah, while the colouring—a bold 
martial accompaniment—is given to the instruments. The giant then 
challenges some one to single combat. ‘This leads to a duet for tenor 
and base, ‘ Come unto me,’ in F sharp minor, between David and Goliah, 

the most original, dramatic, and masterly composition in the work. 
The unusual accompaniment of a trumpet in a minor key is not the 
least remarkable feature here ; and, considered as a musical dialogue, 
in which the strongest feelings of scorn inspired by conscious strength, 
and valour excited by religious confidence, are expressed with force, yet 
without the extravagance that unhappily is so common, we certainly 
cannot name its superior. A battle-symphony in p minor succeeds, in 
which the composer has not exerted much strength. ‘Then comes a 
triumphal chorus, the best part of it being a few measures of solemn 
harmony, at the words 

6 drive them— 

Till night close in upon the fields of blood, 
And darkness veils the slayer and the slain,’ 

The daughter of Saul now appears in the scene. To this part is 
given a song of thanksgiving, solemn and elegant. It becomes ex- 
tremely beautiful at that point where the time is rather quickened, 
and the harmony modulates into a flat. 

The finale to the first part opens with a chorus of tenors, on a per- 
fectly original and equally pleasing subject, which continues through 
the whole, increasing in number of voices and strength of sound, till it 
swells into a full chorus, accompanied by the entire band, including all 
the newest and most powerful brass instruments. The effect of this is 
admirable: and the quartet that immediately follows, ‘ Who can pro- 

claim,’ the best portion of which is a canon in the unison, or octave, on 
a simple but very sweet subject, is not less entitled to praise. This 
finale winds up with a grand chorus, ‘Thou art a God of wonders,’ a 
fugue carried out to a considerable extent, worked in a very musician- 
like manner, and as effective as most fugues are; though certainly not 
to be put in competition with some of Handel’s, and a few by other 
composers of the ancient school. 

The second part of the oratorio is opened by Saul, who here first ap- 
pears in an exceedingly fine air, in two movements; the first, ‘ Come, 
gentle Sleep,’ slow, in a flat, a calm invocation, the words expressed 
with great feeling; the second, ‘ My brain is all on fire,’ presto, in C 
minor, in which the monarch almost franctic with jealousy and suspicion, 
gives vent to his passion, in a bravura full of energy, but devoid of rant 
and of every other kind of vulgarity. This, in a detached state, would 
make a most interesting concert scene, if prefaced by a few explanatory 
words. David then, at Jonathan’s bidding, attempts to soothe the royal 
rage by his harp, and in a gentle, delicious air in a flat,* «I will lay 
me down in peace,’ accompanied by the organ and harp only, makes an 
essay of the power of music on a ‘ mind diseased,’ but fails. A second 
effort is made in a song of a different colour, the accompaniment now 
consisting of harp and corno di bassetto. This, which assumes some- 
what of a dictatorial tone, is intolerable to the king’s ear, who raves, 
and threatens instant death to the ‘base shepherd,’—to the youthful 
lecturer. A very clever chorus ‘ Haste thee away,’ follows, composed 
of short fugal points, the whole sotto voce,—in a whisper, urging David 
to fly the wrath of furious Saul. The design of this has all the merit 
of novelty, and the effect is uncommonly good and striking. 

‘ Dearer to me than all below!’ a leave-taking terzetto in x flat, for 
Saul’s daughter, David, and Jonathan, (a tenor,) is a no less able than 
charming composition in. two movements,—an andante in six-eight 
time, followed by a vivace in common time. The motivi are original 
and melodious, and combined with infinite taste and judgment. This 
also will answer very well as a detached piece. 

A duet between Jonathan and Saul, (tenor and base,) on the eve of 
the fatal battle when both are destined to be slain, the first movement in 
£ minor, the second in £ major, is a spirited composition, and highly 
dramatic. It is this, and perhaps another piece, which has brought on 
the work the reproof of being ‘ operatic.’ If that which is characteristic 
is operatic, then parts of Handel’s gravest oratorios come under the same 
description ; ‘Go, baffled coward, go!’ for instance, the taunting duet 
in Samson. The battle-symphony, which next ensues, is much too 
long, and made up of passages that are anything but uncommon. A 
messenger brings intelligence of the death of the king and his son. 
The announcement is followed by a masterly chorus of lamentation, in 
which the trumpet, sounding minor intervals, produces a wailing effect 
never, we believe, before drawn from this instrument. The high-priest 
now proclaims David king, when a ‘ Coronation Anthem,’— All hail to 
thee, David ! commences, the first chorus of which is a laboured fugue. 
This is succeeded by an air in two movements, allotted to the newly- 
crowned monarch, which is protracted to a most tedious length. The 
last chorus follows, part whereof is a ‘ celestial chorus,’ intended to be 
sung ata distance ; then a fugue,—neither better nor worse than most 
other fugues, and, no doubt, worked out at the expense of much 
valuable time, and in compliance with custom—terminates the 
oratorio. 

On the whole Davin is an oratorio which, although it would be 
unwise to put in competition with Handel’s best, or with the first 
part of Haydn’s Creation, may be safely compared with any other 
composition of the same class, few works of the kind having a just 
pretence to rank with it; and we are persuaded that after a second 
or third hearing it will develope beauties which, however attentive 
and discerning the critic who sits as its judge, will escape notice on a 
first performance. 

* See this air in the first number of this work. 

DANGER OF OVER-EXERTION IN CHILDREN’S SINGING. 

It is undoubtedly a very mistaken notion to suppose that singing, 
even in children, injures the lungs. On the contrary, a moderate 
exercise of the voice tends to strengthen them. — But though the vital 
power be not affected, the vocal organs may be destroyed by over 
exertion, which is always injurious, but highly so to the delicate organ- 
ization of a child. Even in those countries where the infantine voice 
is properly developed, many a good singer is nipped in the bud, by 
over-exertion when young. Not that it always follows that a child 
with a beautiful voice will retain that voice when grown; but the 
probability is greatly diminished by straining the muscles of the throat 
before they acquire their full strength. Children should be taught to 
sing in an easy and natural manner, should never be permitted to 
make great efforts, to sing very high, or very loud, or so long as to 
suffer from fatigue. — slp 
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HANDEL AND HAYDN SOCIETY. 
[Continued from second Number.] 

The Oratorio of the Creation by Haydn, which is now so well 
known and so often performed in this city, was first introduced into 
the rehearsals of the society, on the 5th of October, 1815. The 
work at this time had not been published entire ; but Mr. G. Graup- 
ner, the principal music publisher of the day, furnished the chorusses, 
the different parts being printed on separate sheets. On some 
accounts, it is to be regretted that this practice (reading from separate 
parts) thus early introduced, was so soon discontinued. It is pleasing 
indeed to the performer while singing to trace with the eye the other 
parts; but single parts will certainly make better musical readers, 

- especially in the rhythmical department. The Creation thus intro- 
duced was highly popular in the Society ; a deep interest was excited, 

- and the rehearsals were frequent and well attended. So punctual were 
the members to attend the rehearsals, and so few were absent, that it 
was customary in the minutes of the Society, to notice the number of 
absent members, rather than the number of those who were present. 
In addition to the regular rehearsals of the Society, small parties were 
accustomed to meet at private houses, for the purpose of overcoming 
the difficulties of Haydn’s chorusses. Success was the sure result 
of these exertions. And the Handel and Haydn Society soon had 
the gratification of introducing a large part of this admirable Oratorio 
to an American audience. 

On the 30th October, the first number of the “ Old Colony Collec- 
tion of Anthems,” was used in the Society. Great preparations were 
now made for a public performance, and on the 25th of December 
1815, Christmas evening, the Society gave their first Oratorio, in the 
Stone Chapel, after having had eighteen regular rehearsals, besides 
many other smaller meetings, for learning the music, and numerous 
Trustee meetings, for making the necessary arrangements. 

The Oratorio consisted of three parts, as follows: viz. 
Part I].—F rom tHe Creation. 

In the beginning. 
And the Spirit, &c. 
And God saw. ° 

Rec: 
Cig: 
Rec: 

Arr: Affrighted fled. 
Cuo: A new created world. 
Rec: And God made. 
Cuo: The marvellous work. 
Rec: And God said. 
Arr: Rolling and foaming billows. 
Rec: And God said, let the earth. 
Arr: With verdure clad. 
Rec: And the heavenly host. 
Rec: And God said, &c. 
Air: In splendour bright. 
Cuo: The heavens are telling. 

Part 2. MiIscELLANEOUs. 
Cuo: They played in air. Stevenson. 
Arr: I know that my Redeemer liveth. Handel. 
Cuo: Sing ye unto the Lord our God. Stevens. 
Arr: He shall feed his flock. Handel. 
Cuo: Lift up your hands. Handel. 
Air: Let the bright Seraphim. Handel. 
Durr: By thee with bliss. Haydn. 

Parr 3. 
Durer: The Lord is a man of war. Handel. 
Cuo: He gave them hailstones. Handel. 
Air: ’T is liberty. Handel. 
Durr: Come ever smiling liberty Handel. 
Cuno: When winds breathe soft. Webbe. 
Arr: Oh had I Jubal’s lyre. Handel. 
Cuo: The Lord shall reign. (Horse and rider) Handel. 

Hallelujah Chorus. Handel. 
Solo parts were sustained by the following Ladies and Gentlemen. 

Mrs. Graupner, Mrs. Withington, Messrs. Guild, Singleton, Bailey, 
Huntington, Holt, Dodd, Stebbins, Brown, Winchester, Parker, 
Webb and Phipps. 

Thus it will be perceived that at their very first public performance 
the Society made their selection principally from the highest sources 
of musical genius and art; most of the pieces being taken from the 
works of the two immortal composers whose names they had chosen 
by which to designate their association, Hanpet and Haypn. 

The whole number of persons present at this Oratorio was nine 
hundred and forty-five, and about five hundred dollars were received 
for tickets sold. ‘The Oratorio was received with that approbation by 
the public which it truly merited, and was repeated to a full house, 
at the same place, after rrve more rehearsals, on January 18, 1816, 
without any alterations or additions. 

(To be continued.) 

GENERAL DIRECTIONS TO SINGERS.—No. II. 
THE BREATH. 2 

8. The ability to command, and to manage the breath, with regard 
to its collection, its quantity, and its emission, by means of a good 
position and good capacity of chest, is of the greatest importance to 
the singer. If the breath can be taken when we please, as quickly 
as we please, and in what quantity we please, and if we can hold if, 
or let it go at pleasure, we are enabled to regulate the beauty and 
quantity of the voice, to phrase the words justly, and to sing intelligi- 
bly, intelligently, and expressively. 

9. For the purpose of enabling the singer to manage his breath 
properly, that which has already been said on the position and on 
the mouth is highly important. 

10. The habit of taking a full inspiration, without its being per- 
ceived lower than the waist, should be carefully: cultivated. The 
breath should be taken as in a deep sigh, but more rapidly, and with- 
out noise; and the lungs, thus inflated, should be able to retain the 
breath after the manner of holding it. The voice may thus acquire 
freedom, and may be allowed to float or flow steadily, spontaneously, 
and copiously, with the requisite mildness, sweetness, fulness, smooth- 
ness, elasticity and buoyancy; instead of being dragged or driven 
forth stubbornly, inflexibly, or roughly. 

11. The capacity of the chest may be increased by giving the 
lungs a full inflation suddenly and frequently ; by practising very long 
sounds ; by exercise with the dumb-bells; by running up a stair case, 
a hill, or rising ground, especially in the morning; going slowly at 
first, and gradually increasing faster and faster, taking care to avoid 
over-fatigue, so as to produce panting. 

12. Unnecessary constriction of the waist (tight-lacing) should be 
as strenuously avoided, as over-exertion, or the extremes of heat 
and cold. it contracts the chest, restrains the play of the lungs, 
renders it impossible to sing with ease, and will, if persisted in, des- 
troy the finest voice. Mo.ineavx. 

C. M. VON WEBER.—Born 1787, Diep 1826. 

When the science of sounds began to be studied and we already 
discovered in Haydn and Mozart the pillars that, till now, marked its 
boundaries, and in Beethoven the brazen gate uniting these together ; 
then C. M. Von Weber, like the sun bursting forth in his splendor, 
shone in and adorned the tops of all with brilliancy and glory. Who 
does not know him? Who bewails him not, and feels not his irrepar- 
able loss. Wespeak not of thy merits! Thou art in another world ! 
While we weep o’er thy green grave, Hope cheers us, and we say 
in the words of Claudius :— 

<«* The eagle visits the earth 
Yet remains not, but shaking the dust from his wings, 
He soars aloft, and seeks the sun again.’-— From the German. 

See a beautiful song ‘The Serenade,’ in the first number of the 
Library, by C. M. Von Weber, ‘ Hark! softly hark! beloved, hark !* 

* A typographical error exists in the vocal part of this Song, at the word “ fall ”—first note 
on the third staff; where, instead of a dotted quarter on C Ae, it should be a quarter note on 
C Xe, and an eighth on B; the eighth on B taking the place of the dot. 

BLO GR A-P HY: 

HAYDN. 
[Continued from the Second Number. ] 

It was not of Porpora that Hadyn learnt recitative, as has been re- 
presented ; but he acquired through Porpora the true Italian style of 
singing, and the art of accompanying on the piano-forte, which, to do 
well, is more difficult than is commonly imagined. He was’so fortu- 
nate as to obtain these lessons in the following way. A noble Vene- 
tian, named Corner, was then at Vienna, as ambassador from that 
republic. His Lady was excessively fond of music, and had re- 
tained old Porpora in the hotel of the embassy. Haydn contrived, 
solely from his love for music, to get introduced into the family. He 
was liked, and used to accompany Porpora and his lady to the 
baths of Manensdorff, which was then a fashionable place. Our young 
friend, who was indifferent to every body but the old Neapolitan, 
employed all methods to get into favor with him, and to obtain his 
patronage. He rose very early every morning, beat his coat, brushed 
his shoes, and arranged in the nicest order the old man’s wig. Por- 
pora was ill-tempered beyond conception, and poor Haydn seldom 
obtained more for his trouble than the polite epithet of “ fool,” as 
soon as he entered his room of a morning. But, at length, find- 
ing he was served gralis,and having discovered some of the good 
qualities of his volunteer servant, he would occasionally relax in his 

severity and give Haydn some good advice. Haydn succeeded more 
particularly in obtaining this, whenever he accompanied the beauteous 
Wilhelmine in singing any of Porpora’s own airs, which were filled 
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with difficult basses. Joseph at length acquired the Italian taste in 
singing. The ambassador, surprised at the improvement of the poor 
young man, settled on him, on his return to the city, a monthly pen- 
sion of six sequins, (about three pounds sterling,) and admitted him to 
the table of his secretaries. Haydn was now independent; he bought 
a black coat, and thus attired, went, as soon as it was light, to take 
the part of principal violin at the church of the Fathers of Mercy ; 
from thence he proceeded to the chapel of count Haugwitz, where he 
played the organ; and afterwards sang the tenor at St. Stephen’s. 
He then returned home, having been fully employed all day, and 
passed a great part of the night at his piano. His taste and knowledge 
in composition were thus formed upon the rules and examples which 
he could collect from the different musicians with whom he associated. 
Availing himself of every opportunity of hearing good music, and 
following no one master in particular, be began to form his own 
opinion of what was beautiful in music, but without any idea, at that 
time, of introducing a style of his own. At the age of nineteen, his 
voice broke, and he was obliged to leave his situation in the class of 
soprani at St. Stephen’s, or rather, he was expelled from it. One 
day, in a lively frolic, he took it into his head to cut off the tail of one 
of his companions’ gowns, a crime which was judged unpardonable. 
He had sung eleven years at St. Stephen’s, and the day he left it, his 
only fortune was his rising talent, a poor resource indeed, till it becomes 
known. He had, however, one admirer. Forced to seek a lodging, 
by chance he met with a wig-maker, named Keller, who had often 
noticed and been delighted with the beauty of his voice at the cathe- 
dral, and now offered him an asylum. This: Haydn most gladly 
accepted, and Keller received him as a son, insisted upon his partici- 
pation of their frugal repast, and intrusted to his wife the care of the 
young man’s wardrobe. 

Haydn finding himself thus established in the house of the wig- 
maker, and exempt from all pecuniary cares, pursued his studies 
without interruption, and made rapid progress. His residence here 
had, however, a fatal influence on his after-life. The Germans have 
a mania for marriage; and indeed, among a gentle, affectionate, and 
retiring people, domestic happiness is necessarily a principal object. 
Keller had two daughters; his wife and himself soon began to think 
of uniting the young musician to one of them, and even ventured to 
name the subject to Haydn; who, completely engrossed in his studies, 
had no thoughts to bestow on love, but made no objectiou to the pro- 
posal. He afterwards kept his word with that scrupulous honour 
which was his greatest characteristic, and this union proved far from 
happy. He now began to think of procuring money by some of his 
compositions, and his first productions were some little sonatas for 
the piano, which he sold at a moderate price to the few scholars whom 
he had been able to meet with; also some minuets, allemandes, and 
waltzes. He then wrote, for his amusement, a serenade for three 
voices, which, with two of his friends, he used to perform on fine 
nights in the streets of Vienna. A celebrated buffoon named Curtz, 
commonly called Bernardone, was then director of the theatre of 
Carinthia, and afforded much entertainment to the public by his jokes. 
Crowds were attracted to the theatre by his originality, and by his 
good buffa operas. He had, besides, a pretty wife; an inducement, 
doubtless, to our nocturnal adventurers, to perform their serenade 
under the harlequin’s windows. Curtz was so struck with the origi- 
nality of this music, that he came into the street to inquire who was 
the composer. “TI,” answered Haydn, confidently. “How! you; 
at your age?” “ Every one must have a beginning.” “ Well! this 
is singular enough; come in with me.” Haydn followed the harle- 
quin, was introduced to the pretty wife, and took his leave with the 
poem of an opera, entitled “ The Devil on Two Sticks,” to which he 
was to compose the music. It was finished in a few days, was re- 
ceived with applause, and Haydn received twenty-four sequins (twelve 
pounds) for it. But a nobleman, who had no beauty to boast, dis- 

covering that he was alluded to under the name of “ The Devil on 
Two Sticks,” had the piece prohibited. 

In the composition of this opera, Haydn often said, that it cost 
him more trouble to find out a way to represent the movement of the 
waves in a tempest, than it afterwards did to write a difficult figure. 
Curtz, who had much mind and taste, was very difficult to please 
about this tempest, and neither he nor Haydn had ever seen either 
the sea or a storm. How then could they describe either one or the 
other? Could the happy art be discovered of describing things un- 
known, many great politicians would speak better of virtue. Curtz, 
in the greatest agitation, walked to and fro, and round and round the 
composer, who was seated at his piano. ‘“ Imagine,” said he to him, 
“a high mountain and then a valley, then another mountain and then 
another valley ; these mountains and valleys, following each other 
rapidly, alps and abysses alternately succeeding.” This fine descrip- 
tion had no effect. In vain did Curtz add to it thunder and lightning : 

“Come,” he incessantly repeated, “ now Haydn, describe all these 
horrors distinctly in music, but especially the mountains and valleys.” 
Haydn ran his fingers rapidly over the keys, then across the semitones, 
was prodigal of sevenths, and modulated in an instant from sharp to 
flat ; still Bernardone was not satisfied. At last, the young musician, 
completely out of patience, extended his hands to the two extremities 
of the instrument, and drawing them quickly together over the whole 
keys, exclaimed, “ The devil take the tempest!” “ That’s it! that’s 
it!” cried Bernardone, throwing himself on his neck, and almost 
smothering him with his embraces. Haydn added, that passing some 
years afterwards the straits of Calais in bad weather, he could not 
help laughing the whole time, at the remembrance of the tempest in 
“ The Devil on Two Sticks.” 
When Haydn composed this opera he was in his nineteenth year. 

Mozart, that prodigy of music, wrote his first opera at thirteen, in 
competition with Hasse, who said, after hearing the rehearsal, “ This 
child will eclipse us all.” Haydn’s success, was not, however, so great : 
his talent was not for dramatic music ; and though he has composed 
operas which would do credit to any master, he never attained toa 
“ Clemenza di Tito,” or a“ Don Juan.” About a year after the 
production of the “ Devil on Two Sticks,” Haydn entered on his 
proper career, presenting himself in the lists as composer of six trios. 
The singularity of the style, and the novelty of this description of 
music, gave these pieces an immediate celebrity ; but the grave Ger- 
man musicians warmly attacked the dangerous innovations in them, 
and especially the members of the musical academy, a sort of club of 
amateurs who were patronised by the emperor Charles VI., himself 
one of the most ardent dilettanti of his capital. We may here take 
the opportunity of stating that, before Haydn, no one had an idea of 
an orchestra composed of eighteen sorts of instruments. He is also 
the inventor of the prestissimo, the sole idea of which made the old 
square-toes of Vienna tremble.. Indeed, in music, as in every thing 
else, we have little idea of what the world was even a hundred years 
back. The allegro, for instance, was then only an andantino. Other 
improvements of Haydn were, the obliging the wind instruments to 
execute pianissimo, also the extension of the scale into the heights 
of altissimo. It was at about the age of twenty that he produced his 
first quartet in B. flat, which all the musical amateurs soon learnt by 
heart. About this time he quitted the house of his friend Keller, for 
what cause is not known; but it is certain that his talents, though 
they had already spread his fame, had not yet raised him from indi- 
gence. He was now offered board and lodging by a Mr. Martinez, 
on condition of giving lessons on the piano and in singing to his two 
daughters. It is a singular circumstance, that two apartments in the 
same house then contained the first poet of the age, and the greatest 
symphonist in the world, as Metastasio likewise lodged at the residence 
of Mr. Martinez. The poet, however, being in the employ of the 
emperor Charles VI., lived comfortable at least, whilst poor Haydn 
remained in bed most of the days of winter for want of fuel. The 
delicate and profound sensibility of Metastasio had produced in him a 
Just taste in all the fine arts. He was enthusiastically fond of music, 
and had a considerable knowledge of it. The merits of the young 
German were therefore not lost on him; but, on the contrary, he cul- 
tivated his friendship, a circumstance highly advantageous to Haydn. 
The latter dined with the poet every day, and derived from his conver- 
sation some general rules relative to the fine arts, at the same time 
that he learnt Italian. 

For six long years Haydn endured this conflict against penury, 
which has been the usual concomitant, in the early part of their career, 
of most young artists who have attained to celebrity. If at that time 
he had been patronised by some man of distinction, and sent into 
Italy for two years, with a sufficient pension, nothing would perhaps 
have been wanting to the perfection of his talent; but he had not, 
like Metastasio, his Gravina. At length an opportunity presented 
itself of improving his circumstances, and he quitted the house of 
Martinez, entering into the employment of count Mortzin in 1758. 
This nobleman gave evening musical parties, and had a private orches- 
tra in his pay. By chance the old prince Esterhazy, a passionate 
amateur of music, was present at one of these concerts, which very 
properly commenced with Haydn’s symphony in A? time. The de- 
light of the prince at this piece was unbounded ; and he immediately 
begged count Mortzin to allow him to receive Haydn into his own 
orchestra, of which he proposed making him sub-director. Mortzin 
consented. The author had been prevented that day by indisposition 
from attending the concert ; and as the will of princes, if not instantly 
complied with, is liable to change, or to be forgotten, many months 
elapsed before Haydn, who, of course, was extremely anxious to enter 
into the service of the first-nobleman in Europe, heard any thing more 
on the subject 

(To be continued.) 
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THE CHOIR. No. 1. 

REQUISITES FOR THE FORMATION OF A SINGING CHOIR. 

By a choir is meant a company of singers who perform together, 
in such a way, that each part is sung at the same time; the several 
voices uniting and blending, and thus producing the true effect of 
chorus singing. Such a company needs in the first place, as indis- 
pensably necessary to success, a suitable leader; one who is fully 
competent to conduct the performances and to teach the choir. The 
following are some of the qualifications in a leader. 

1. He must be a man whose general character and influence is such 
as to command the respect, and secure the confidence of the members. 
Without this, all other qualifications will be insufficient. 

2. He must be well-versed in the elementary principles of music— 
both theoretically and practically, having a clear understanding of the 
different departments of Rhythm, Melody and Dynamics. 

3. It is especially important, absolutely indispensable, indeed, that 
he should be a correct timeist. Exact time lies at the very foundation 
of all good chorus singing: without it all is chaos and confusion. 
there is any one qualification in a leader therefore more important than 
all others, it is this. He must be fully competent to mark the time 
with precision, and certainty. 

4, He must have an accurate and quick ear :—accurate, to detect 
wrong singing; the slightest deviations from time, or propriety and 
taste :—quick, to notice any thing wrong in either of the parts, Soprano, 
Alto, Tenor, or Base, although but a single individual be in fault. 

5. He should have sufficient command of language to censure or 
to correct briefly, and definitely, any fault, at any moment, and in any 
case ; or to explain and illustrate whatever requires to be made plain. 

6. He should have had experience as a teacher, especially as an 
instructer of classes, before he can be qualified to instruct or lead a 
choir. 

7. He should be himself a singer, and if to some extent a solo 
singer, so much the better; with a strong, manly voice, and of tolera- 
ble compass, both in high and low tones. 

8. He should understand harmony ; both the doctrine of accords, 
and of counterpoint. 

9. He should be well acquainted with the various styles of music, 
and especially with the works of the old masters of the different 
schools. 

10. He should have a knowledge of the nature of poetry, and a 
taste for it. 

11. He should be so far skilled in elocution as to be able to read 
comparatively well. 

12. If Orchestral accompaniments are employed, he should have 
some knowledge of the compass, power, and appropriate use of the 
different instruments. 

13. He should have sufficient skill upon the Piano Forte to play an 
accompaniment. This is desirable even in case a separate accompanist 
is employed. 

14. He should have the faculty of giving his attention, at the same 
time, to several different things—a quality, the effect not so much of 
natural talent perhaps, as of education and of a business-life. This is 
best acquired in the actual work of teaching a class. 

15. He should be willing to give up the gratification of singing 
himself so as to be able to confine his attention wholly to the perform- 
ance of the choir. 

16. He should have energy, ingenuity, vivacity and life enough to 
- maintain the interest of a choir, during the singing hour, or for a whole 
evening. 

17. His heart must be fully in the work ; he must take delight in it, 

If 

and constantly strive to make the meetings of the choir interesting 
and useful. 

18. He must be punctual. The members of the choir must be 
accustomed to find him present at the hour of meeting. 

19. He must have great patience and forbearance, be able to 
control his feelings, and to govern himself. 

20. He must have firmness and decision, and be able in gentleness, 
kindness and love, to control and govern others. 

QUALIFICATIONS OF THE MEMBERS OF A CHOIR. 
1. A useful member of a choir should be able at least to read 

common church music at sight with tolerable accuracy. 
2. He should be well versed in time, and also in melody, at least so 

far as to be able to execute correctly, all the different successions of 
the diatonic scale. 

3. He should possess a natural taste and Jove for music, and a de- 
sire for cultivation and improvement. 

4. Many of the qualifications required in a leader, are very desirable 
in an individual member of a choir, (see especially 18;) but these it is 
not necessary here to point out. 

Every person who possesses naturally a correct ear and a good voice, 
who has had thorough elementary instruction, who understands both 
in theory and in practice such a course, for example, as is laid down 
in the “ Manual of the Boston Academy, for instruction in the elements 
of vocal music,” and whose taste has been formed on a good model, 
possesses all the necessary musical qualifications for membership in a 
high degree. 

REQUISITES FOR CONSTITUTING A CHOIR. 

To constitute real chorus-singing, there must be a complete union 
of all the voices, and an entire blending of the different parts. The 
individuality of each voice should be so lost, that no person can be 
separately distinguished.—The good chorus-singer will so govern his 
voice, subdue it, and cause it to blend, as to produce this effect. It 
follows that no one of the four parts, Soprano, Alto, Tenor or Base, 
can properly be performed by fwo voices; for then the two voices 
are each distinctly heard singing in unison, producing neither solo 
nor chorus effect. Three is the minimum of voices, which should 
be assigned to one part. 

But the four parts must not be occupied by four times three voices. 
For a certain definite proportion is to be maintained among the four 
parts of a chorus; and in the voices of different individuals there is a 
different degree of power, either natural or acquired by art. 

The proportion established between the parts should not be exactly 
equal ; that is, all four parts of the chorus should not be equally strong 
The Soprano or highest voice, which is the leading part, should be 
most prominent; next to this the lowest part or Base; then the Alto, 
then the Tenor. The reason why the Soprano is or ought to be the 
most prominent, is this, viz: it is the most energetic in expres- 
sion. The hearer watches almost instinctively for the highest or 
Soprano voice ; as we may easily perceive in vocal concerts, where 
the audience direct their attention chiefly to the Soprano. And 
although the Base often contains, in a measure, the foundation of 
the expression, moving along, as it does, by progressions weighty and 
powerful, yet the decorated superstructure is the more sure to be 
found in the Soprano. Here the manifold forms of melody exhibit 
their charms. But in the lowest part, they cannot appear at all, or 
at most but sparingly. Base voices cannot bring out those various and 
beautiful forms of melody which are so constantly heard in the 
Soprano. , 

In singing canons or fugues, however, the parts should be equally 
balanced ; for in such compositions the melody is equally distributed’ 
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among the different parts, and each part becomes equally important. 
In singing with orchestral accompaniments also, the parts may be 

nearly equal ; for here the first violin, leading the instruments, being 
often in unison with the Soprano, renders it more prominent, or else 
rising above it, by accompanying the Alto in octaves, produces an 
agreeable illusion, when the design of the composer is to some extent 
to obscure the leading vocal part. 

In general however, the Soprano should be very prominent above 
the whole. It should be stronger than the Base; the Base stronger 
than the Alto, and the Alto stronger than the Tenor. The compara- 
tive difference cannot be exactly stated on a scale of degrees. Per- 
haps the Soprano should be about a fifth or sixth stronger than the 
Base ; this somewhat stronger than the Alto, and the latter again 
stronger than the Tenor. : 

If three Base singers be adopted as the minimum in a choir, (and 
this is the smallest number allowed,) each of the other parts will 
require more than three. The following proportion, accidental 
inequalities out of the question, will be about the most agreeable. 
Six Soprano voices, four Alto, four Tenor and three Base. There are 
two cases, when these proportions are essentially modified: First, where 
the Soprano or Alto (Female) singers are not fully grown and have 
therefore, less power. Second, where the Alto is performed by Boys: 
in this case on an average, one boy’s voice (in Voce Di Petto) is as 
powerful as that of three girls, or two adult females: indeed the sound 
of a boy’s voice is itself more penetrating than even that of a man’s. 

From sixteen to twenty voices then may be adopted as the minimum 
for constituting a choir of singers. A less number than this cannot 
produce the proper chorus effect even in Pianissimo. This number 
may be indefinitely increased—hundreds of voices and instruments 
are necessary to bring out the sublime effect of Chorus singing. 

(To be continued.) 

SACRED AND SECULAR MUSIC. 

It is common to consider music as either sacred—that is, devoted to 
the purposes of religion, or of the church—or secular, that is, devoted 
to the purposes of recreation, amusement, or social enjoyment. The 
distinction however, is often made by those who seem to have no cor- 
rect idea of its nature, or-of those principles of taste on which it is 
founded. That there is nothing in the nature of musical sounds in 
themselves considered on which to found such a distinction must be 
evident to any one who will bestow a moment’s thought upon the 
subject. Musical tones in themselves considered, or in relation to their 
essential properties, are the same in the Church, the Parlor, or the 
Theatre. In this respect music is analogous to language. We do not 
find any distinction necessary between sacred and secular language ; 
that is, no distinction which is founded on the nature of the language 
itself; but we employ the same words to express the same thoughts and 
feelings in all situations in which we may be placed. 

The true ground for the distinction referred to lies not in the na- 
ture of musical sounds, but in the principles of association, or in style. 
It may be in association—from having been accustomed to hear a 
certain strain under certain circumstances, those circumstances may be 
so wedded to it, or associated with it, as to be brought immediately fresh 
to the mind upon hearing it. A person, for example, who hears a 
particular piece of music at the Theatre, will be sure to recall to mind 
the scenes and circumstances of the Theatre, if he hears the same piece 
afterwards in church; and this notwithstanding the style may be 
quite appropriate to sacred purposes. The introduction of secular 
airs into the Church therefore, is highly improper, and injurious to 
devotional purposes. It is quite possible that music originally designed 
for secular purposes may be safely transferred to the house of worship. 
Gardiner, in his Sacred Melodies, has successfully arranged many 
beatiful melodies as church tunes in this way. In doing this, however, 
the compiler is bound not to come within the limits of those principles 
of association which we have noticed. If the melody orginally 
designed for secular words is appropriate as to Style, and is unknown, 
it may be used for sacred purposes, but not otherwise. The greatest 
care must then be taken in making such a transfer, nor should it ever 
be attempted but by the hands of those who have extensive know!l- 
edge, and experience—and indeed, perhaps it is better to say, that 
unless in extreme cases, it should not be done at all. 

But music may be justly considered as sacred or secular, not only on 
account of association, but also on account of the style in which it is 
written. ''Thus, for example, everybody will acknowledge at once that 
the old German Chorals are certainly in a style appropriate to sacred 
purposes, and that “ Yankee Doodle” and “ Fisher’s Hornpipe” are as 
certainly inappropriate. Church music may be lively, brilliant, anima- 
ting, joyful, cheerful, but it must never be frivolous, or calculated to 

inspire mere merriment and folly. Nothing can exceed the brilliancy 
of some of the movements of Haydn’s Masses, and the masses of 
other distinguished composers, but do we ever find them descending to 

levity or to comic effect? But the Style of music may be unfit for 
sacred purposes, in respect to combination as well as succession of 
sounds—Harmony as well as Melody. ‘There is a wide difference 
between that harmony which is calculated to soothe and elevate the 
feelings, and thus prepare for devotion, and that which is only intended 
to excite our wonder or astonishment, or to call forth the admiration 
of the critic. Here again the analogy of language aids us. How 
evident is it that the language of devotion should be simple and una- 
dorned. Witness the beautiful, and heart-moving passages of the 
church service, or perhaps, the highest example to which we can 
possibly refer is the Lord’s Prayer. What more chaste, pure, unadorned, 
simple, and yet impressive? So also in the music of the Church, both 
melody and harmony should be simple. The harmony especially 
should consist, principally, of those chords which are natural, easy and 
pleasing. Dissonant chords may excite surprise, wonder, amazement— 
but never devotion. ‘This subject, so far as it relates to melody is 
generally understood to some extent, and there is good sense enough in 
the community to exclude from public worship melodies whose style is 
offensive to devotional feeling. But harmony is less understood, and 
many able European Composers in their common church music seem 
to have forgotten the difference between that pure harmony which is 
calculated to lift the heart to heaven, and inspire holy joy, and that, the 
tendency of which is merely to draw to itself. Unnatural, harsh, 
dissonant and grating chords occur in quick succession, more fit to ex- 
press the ravings of despair, than the calm and peaceful quiet of de- 
votion; more like the yellings of the infernal regions, than the 
hallelujahs of heaven. Such music is as unfit for the excitement or 
the expression of religious feeling, as are some of the beautiful, chaste 
and simple Gregorian Melodies to call forth those unholy emotions toa 
which secular music in its Bacchanalian and other prostituted forms 
has too often been devoted. 

EXTRACTS FROM MR. ELIOT’S ADDRESS AT THE 
OPENING OF THE ODEON. 
[Concluded from the Second Number. ] 

ON THE GRATIFICATION TO BE DERIVED FROM music, Mr. Exior 
THUS SPEAKS: 

And what a pleasure is that derived from music! There are many 
refined and high gratifications, which, by the goodness of God, we are 
permitted to taste. Every sense is made the means of enjoyment. 
Every nerve conveys pleasurable sensations to the perceiving mind. 
We cannot look on the works of the Creator, we cannot open our 
eyes, without pleasure ; we cannot satisfy our appetites without at the 
same time gratifying our palates. We cannot breathe the fragrant air 
without delight. But though every sense has thus its appropriate 
pleasures, which are neither few nor small, which are spread around 
us, if we will but observe them, with an abundance which nothing 
but infinite beneficence could have drawn from the stores of infinite 
wisdom and infinite power; yet I cannot hesitate to place foremost in 
these gratifications of sense, that which flows in upon the ear from the 
sweet, the rich, the ever-varying combinations of music. 

Is there any thing which can be compared to the liquid harmony of 
well selected instruments ; the graceful air upon the soft reed ; or the 
delicate touch of the vibrating string; or the noble swell of the soul 
thrilling organ ; unless, indeed, it be the simple strain of a rich voice, 
or the skilful modulations of one well cultivated? But when these 
are united and combined as scientific composers know how to use 
them ; when we listen to the air, the chorus, the overture, the accom- 
paniment, the vocal and the instrumental sounds which are mingled, 
and varied, alternately separated and joined together in exquisite 
melodies, or grand harmony, we drink ina delight which nothing else 
in nature or art can give ; we revel in an ecstacy, waked by the living 
lyre, which cannot be produced by any, the happiest combinations, of 
the other senses. And we enjoy all this with the accompanying con- 
viction of the purity, innocence, and elevation of this mode of spending 
an hour of leisure. Music has been called “ the only sensual pleasure 
without sin.” I cannot go so far, as I should be sorry to think there 
were sin in admiring a beautiful landscape, or enjoying the perfume of 
the exquisite flower. Sin is excess, not temperate enjoyment; and [| 
am far from denying that there may be excessive devotion to music. 
But it is not asserting too much to say that there is a refinement, a 
mixture of intellectual occupation in this pleasure of the ear, which 
can hardly be found in the gratifications of the other senses. 

CONCLUSION :——THE POWER OF MUSIC TO PRODUCE EMOTION. 
Whatever may be said of the power of music over the emotions and 

feelings, will be liable to the charge of exaggeration from those who 
are less sensible to it; and at the same time, it is so great over the 
majority of persons as hardly to be susceptible of exaggeration. If 
the mind is to be excited or soothed, thrilled with horror or with de-. 
light, touched with kindness, or hardened into severity, softened with 
pity, or filled with awe, or stirred to sudden mutiny against the better 
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affections, what can produce these effects with more certainty or power 
than music? Even language, unaided by music, has perhaps less 
effect than music without the aid of language. But when they are 
combined for a given purpose, when melody is wedded to immortal 
verse, then it is that every feeling is under the control of the musi- 
cian, and he can rouse or subdue every emotion of the human breast. 
This must necessarily be stated in general terms, as there is not time 
to illustrate the position in detail. But [ appeal to the recollection 
of every one who hears me; I ask if there is any thing which has left 
upon your memory a deeper impression of tenderness, of reverence, 
of awe, of beauty or of sublimity, than has been produced by the 
concerted pieces, the accompanied airs and choruses, of eminent 
composers. 

Does the mother ever fail to soothe the little irritations of mfancy 
by her gentle song? Was ever a soldier insensible to the angry blast 
of the trumpet? Is it possible to listen without strengthened affection 
to the voices of those we love? Or is there any doubt that music has 
given additional power to the seductions of vicious amusement, as 
well as greater strength to the aspirations of our holier feelings? We 
must cultivate music of a pure and refined character, not merely to 
counteract the effect of that which is not so, but that we may give a 
new power to the better tendencies of our nature, that we may have 
its aid in raising what in us is low, reforming what is wrong, and 
carrying forward to perfection whatever is praiseworthy. 

If this be so, is it any thing less than a duty we owe to ourselves 
and to society to watch well what kind of music is to be cultivated 
among us, what kinds of passion are to be excited by it, what kinds 
of feeling are to be stimulated by its sympathetic power? It is for 
the purpose of attempting our part in the performance of this social 
duty, that we now dedicate this hall to pure, and elevating, and holy 

_ harmony. No corrupting influence shall henceforth be spread from 
these walls; but here shall the child be early taught the beauty and 
the charm of an exquisite art. Its own voice shall aid in the devel- 
opement and expansion of the best feelings of its heart; and love to 
its fellow mortal, and a holy fear of its God shall grow with its knowl- 
edge and its stature. Here shall the adult practise on the lessons of 
youth, and with maturer powers bring a stronger feeling, and a more 
cultivated understanding to the execution of the most expressive 
music. Here shall the ear be feasted, and the heart warmed, and the 
soul raised above every thing base or impure, by the sublimity, the 
pathos, the delicate expression which music only can give to language. 
Here shall be trained those who not only feel, but shall acquire the 
power of making others feel those emotions of love, gratitude, and 
reverence to God, and of sympathy and kindness to men which are 
most suitably expressed in the solemn services of the Sabbath; and 
here too, shall be sung those anthems of praise to the Most High, 
which, if they delight us now, will constitute and express the fulness 
of our joy in the more visible presence of Him whose ‘ name is excel- 
lent in all the earth.’ 

MUSIC IN SCHOOLS. 

It is pleasing to hear of the progress which is constantly making in 
the introduction of vocal music into schools and academies. We have 
recently heard of several schools where music has been introduced 
with good success. In several instances ‘Trustees have by a regular 
vote, adopted it as a regular branch of study. During the past sum- 
mer vocal music has been introduced into the Academy at Randolph, 
Mass. to the entire satisfaction of pupils, parents and teachers. At Miss 
Grant’s Female Seminary in Ipswich half an hour for four days in the 
week is devoted to vocal music. Lessons have been given in both of 
the above named institutions by young ladies, Pupils connected with 
the Boston Academy of Music, and on the method laid down in the 
Manual published by the Academy. 

The demand for teachers well qualified, to introduce music is con- 
stantly increasing—indeed nothing so much impedes the progress of 
this work as the want of good Teachers. 

It is highly desirable that Teachers of schools, should themselves 
be qualified to instruct in music. Until this is the case, it cannot 
be generally introduced as a school exercise, for the expense of a 
separate teacher for this department is so great, as necessarily to 
exclude it from all except perhaps a few of the larger and more flour- 
ishing institutions. Nothing can raise music to its proper place 
among the objects of human pursuit and cultivation, but its universal 
introduction as a common and necessary branch of education. 

SENSE AND SOUND. 

It is related of Haydn, that, when about to compose, “ noting down 
his principal idea or theme, and choosing the keys through which he 
wished it to pass, he imagined a little romance which might furnish 
him with musical sentiments and colors,’ The strict connexion 

which thus subsisted between the poetical and the musical imagination 
of Haydn, was of great advantage to him in his compositions. He 
thus introduced into his melodies a sentiment and character which we 
in vain look for in those of his predecessors. 

The musical idea, though originally vigorous and impressive, may be 
clothed in phraseology so clumsy, as to deprive it of all elegance. 
This phraseology is as capable of improvement, as the modes of ex- 
pression in poetic language ; and in the airs of Haydn and Mozart, we 
discover that beautiful connexion, that perpetual variety of expression, 
and that polished elegance of manner, which are so rarely found even 
in the compositions of Corelli, Handel, Gluck, or Arne.-—Busby. 

MUSICAL CHINESE LOVE FEASTS. 

The Chinese have musical love feasts, in which the amusements of 
singing and performing on musical instruments have a much larger 
share than those of eating and drinking. At these entertainments, 
a mandarin always presides, by whom they are regulated, according 
to established ceremony. Afterashort but elegant repast, and between 
the musical performances, some articles of the law are read, and the 
president adds, in the nate, and by the command, of the emperor, 
words to this effect :—“ We are assembled at this solemn festival, to 
encourage each other’s fidelity to our prince, piety to our parents, 
aflection to our brothers and sisters, esteem for our elders, respect for 
our relations, an attachment to our friends, and to promote peace and 
concord among our fellow-citizens and neighbors.” And the airs 
which are sung, and the music which accompanies them, as well as 
that which is purely instrumental, and performed without the voice, 
all tend to the purpose of furthering the main object of the meeting ; 
to harmonize and conciliate universal regard and benevolence. And, 
to the honor of music, the effect sanctions the means.—Musical 
Anecdotes. 

SUCCESSIVE VARIATIONS IN MUSICAL NOTES. 

Nothing in music has varied more than the form of its notes, as 
signs of the relative length of sounds. When the large and the long 
were in general use, the note of smallest value, or shortest duration, was 
a breve, so called, because it was the shortest note then employed. 
To the breve, however, soon succeeded the semibreve, half the length of 
the breve ; which was as quickly followed by the minim, half as long in 
time as the semibreve; to which again were successively added, the 
crotchet, the quaver, the semiquaver, the demisemiquaver, and the 
double demisemiquaver, each diminishing in the same proportion; so 
that the last of these notes is only a one hundred and twenty-eighth part 
of the breve, which, by practice, has been converted from the shortest 
to the longest note. The Pestalozzian method rejects these names 
altogether, and adopts the much more appropriate and significant 
ones of Whole Note, Half Note, Quarter, Eighth, &c. See ‘ Manual 
of Instruction in the Elements of Vocal Music.’ 

HANDEL BORN FOR ALL AGES. 

The late profound musical theorist, Baumgarten, remarking on the 
incessant fluctuation of musical taste, justly observed, that the strong- 

iest possible test of genius, in some of the old compositions, is their 
surviving the age in which they were produced, and becoming the 
admiration of future masters. Handel’s music has received this honor 
in a more eminent degree than that of almost any other composer, 
By Boyce and Battishill the memory of the great German was adored ; 
Mozart was enthusiastic in his praise ; Haydn could not listen to his 
‘Messiah’ without weeping ; and Beethoven has been heard to de- 
clare, that, were he ever to come to England, he should uncover his 
head, and kneel down at his tomb. This seems to prove that Han- 
del, like Shakspeare, was born for all ages, and, in despite of the ver- 
satility of taste, will ever be modern. ; 

ASSIMILATION OF COLORS TO MUSICAL SOUNDS. 

Lewis Bertrand Castel, a Jesuit of Montpellier, whose Physical 
System ranks among the best philosophical works of the early part of 
the last century, and whose Optics of Colors is so greatly esteemed, 
studied vision and the nature of colors, as blended, or contrasted, 
with each other, till his imagination getting the better of his under- 
standing, he confounded the eye with the ear, and associated the 
harmony of tints with that of sounds. Infatuated with this idea, he 
jinvented what he called an Ocular Harpsichord, which was strung 
with colored tapes instead of wires, and being placed in a dark room, 
when the keys were touched, the transparent tapes, which respect- 
ively corresponded with them, became visible ; and the various suc- 
¢essions and combinations of colors, consequent to this operation, pro- 
duced effects on the sight, which his fancy assimilated to the impres- 
sions made on the ear by melody and harmony !—Aneec. of Music, 
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HAYDN. 
[Continued from the Third Number. ] 

A means of recalling the young artist to the mind of the prince was 
eagerly sought by Friedberg, a composer attached to his highness ; | 
and he conceived the idea of making him compose a symphony, to be | 
performed at Eisenstadt, the residence of prince Antony, on his birth- 
day. The composition was completed, and was worthy of its author. | 
On the day of the ceremony, the prince surrounded by his suite, and. 
seated on his throne, was present, as usual, at the concert. Haydn’s 
symphony began, but scarcely was the first allegro half over, than’ 
the prince, interrupting the performers, asked whose was that fine 
composition? ‘ Haydn’s,’ replied Friedberg; and poor Haydn, 
trembling from head to foot, was made to advance. The prince, on | 
seeing him, exclaimed, “ What! is that the music of this little Moor? ” 
(It must be owned Haydn’s complexion justified the appellation.) 
* Well, Moor, henceforth I retain you in my service. What is your 
name?” “Joseph Haydn.” “ Why, I remember that name; I had 
already engaged you; why have I not seen you before?”’ Haydn, 
awed by the majesty which surrounded the prince, made no answer. 
“‘ Go,” added the prince, “and dress yourself as my chapel-master ; | 
command you never to appear again in my presence as you are now. 
You are too little, and have a pitiful looking face. Get a new coat, 
a curled wig, a collar, and red-heeled shoes ; but above all, they must 
be high, that your stature may agree with your mind. You under- 
stand; go, and every thing requisite shall be given you.” 

Haydn kissed the hand of the prince, and went and placed himself 
in a corner of the orchestra, rather unhappy at being obliged to give 
up wearing his own hair, and to disguise his youthful figure. The 
day following, he appeared at the prince’s levee in the grave dress 
which had been appointed to him. He was nominated second pro- 
fessor of music, but always retained among his new companions the 
name of the Moor. 

In consequence of the death of prince Antony, which took place a 
year afterwards, the title descended to prince Nicolas, a yet more 
enthusiastic amateur, if possible, of music than the former. Haydn 
was now obliged to compose a great number of pieces for the baryton, 
a very complex instrument not now in use. It was, however, the 
favorite of his prince, who performed on it himself, and every day 
desired to have a new piece for it on his desk. Most of Haydn’s 
compositions for the baryton were accidentally burnt; those that re- 
main are useless. Haydn said, that the obligation he was under to 
compose so much for this instrument, improved him considerably. 

An event occurred about this period which for some time disturbed 
the tranquillity of Haydn’s life. As soon as he had obtained the means 
of subsistence, he did not forget to fulfil his promise to his old friend 
Keller, of marrying his daughter Anne; but he soon found that she 
was a prude, who had in addition to her tiresome parade of virtue, a 
mania for priests and monks. The house of our poor composer was 
thus constantly beset by them, and he was himself incessantly annoyed 
and interrupted in his studies by their clamorous conversation. Added 
to all this, he was under the necessity, as the only means of living at 
all on good terms with his wife, of composing, gratis, masses and 
motets for the convents of these good fathers; but such an employ- 
ment, imposed on him by her troublesome importunities, could not 
but be extremely disagreeable to a man whose productions were from 
the impulse of his own mind, and poor Haydn at length separated from 
his wife, whom, however, he always, in pecuniary concerns, treated 
with perfect honour. 

Attached to the service of a patron, immensely rich and passionately 
fond of music, Haydn now enjoyed, in the family of prince Esterhazy, 
that happy union of circumstances, where every thing concurred to 
give opportunity for the display of his genius. From this period his 
life was uniform, and devoted to study. He rose early in the morn- 
ing, dressed with extreme neatness, and seated himself at a little table | 
by the side of his piano, where the dinner usually still found him. In 
the evening, he went to the rehearsals, or to the opera, which took 
place four times a week at the palace of the prince. Occasionally, 

- he devoted a morning to hunting; but in general his spare time was 
spent either with his friends, or with Mademoiselle Boselli, a beautiful 
singer, to whom he was much attached. Such, without variation, 
was the tenor of his life for above thirty years, and may account for 
the amazing number of his works, consisting of three classes, instru- 
mental, church music, and operas. In symphony, he is the greaiest | 
of the great; in sacred music, he discovered a new path, capable, 
certainly, of criticism, but which ranks him among the first masters. 

L LIBRARY. 

| Haydn produced in the space of fifty years, five hundred and twenty- 
seven instrumental compositions, without ever copying himself, unless 
‘intentionally. Leonardo da Vinci always carried about with him a 
little book, in which he sketched the singular faces he met with. In 
| the same way, Haydn also carefully noted down ina pocket-book the 
ideas and passages which occurred to him. 

When he was ina happy and cheerful mood, he would hasten to 
his little table, and write subjects for airs and minuets; if he found 

| himself in a tender or melancholy mood, he would write themes for 
andantes and adagios: thus afterwards, when composing, if he wanted 
any particular sort of passage, he had recourse to his magazine. 

Haydn, however, never undertook a symphony unless he felt him- 
self quite disposed for it. He had a diamond ring, which had been 
given him by Frederick II., and he often confessed, that if he had 
forgotten to put this ring on before he sat down to his piano, he 
could not summon a single idea. ‘The paper on which he composed, 
he would have of the finest and best description; and such was the 
neatness and care with which he wrote, that the regularity and dis- 
tinctness of his characters could scarcely be equalled by the best copy- 
ist ; indeed, his notes had such small heads and slender tails, that he 
himself, not without justice, called them his flies’ legs. 

All these preparations made, Haydn commenced his work, by noting 
down his principal idea or theme, and choosing his kev. He had a 
perfect knowledge of the greater or less effect produced by the suc- 
cession of certain chords ; and he sometimes would picture to himself 
a little history, which might convey musical sentiments and colours to 
his mind. 

It has been remarked, that no man ever understood the various 
effects of colours, their relations, and the contrasts that they may 
form, so well as Titian. So Haydn had the most perfect acquaintance 
with all the instruments of which his orchestra was composed. No 
sooner did his imagination furnish him with a passage, a chord, or a 
simple idea, than immediately he saw by what instrument it ought to 
be executed to produce the most agreeable and most sonorous effect. 
Had he any doubts on this subject when composing a symphony, the 
situation which he occupied while at Eisenstadt, afforded him the 
easiest means of clearing them. He assembled the musicians, and 
hada rehearsal ; he made them execute in two or three different ways the 
passage he had in his head, selected which he preferred, then sent away 
the musicians, and continued his work. We often meet with singu- 
lar modulations in Haydn’s compositions; but he felt that what is 
extravagant draws the attention too much from the beautiful. He 
never attempted any extraordinary change without having first prepared 
the ear by degrees for it by the preceding chords; and thus, when it 
occurs, it does not shock the ear by the suddenness of the transition. 
He said that he had borrowed the idea of many of his modulations 
from the works of Bach, and that Bach himself brought them from 
Rome. Haydn confessed the obligations he was under to Emanuel 
Bach, who, previous to Mozart’s birth, was esteemed the first pianist 
in the world ; but he assures us that he owes nothing to the Milanese, 
San Martini, whom he considered as very confused. Haydn, in 
listening to sounds, had early found, to use his own expressions, 
“what was good, what was better, what was bad.” If the question 
was put to him, why he had written such and such a chord, or why 
he had assigned such a passage to one instrument? he never made 
any other than the following simple reply : “I did it, because it went 
best so.” 

Hiaydn had some particular and singular rules for composition, 
which he never would divulge to any one. It is well known that the 
ancient Greek sculptors had certain invariable rules of beauty, called 
canons. 'These rules are lost, and their existence is buried in pro- 
found obscurity. Haydn, it seems, had discovered something of the 
same nature in music. The composer Weigl begged him one day to 
instruct him in these rules, and could obtain nothing more from 
Haydn than this reply, “‘ Try and find them out.” 

He had another very original habit: when he did not intend to ex- 
press by music any particular passion, or any particular images, all 
subjects were alike to him. ‘ The whole art consists,” said he, “ in 
the manner of treating and pursuing a theme.” Frequently, when a 
friend entered as he was about to commence a piece, he would say, 
smiling, ‘“‘ Give me a subject.” Give a subject to Haydn! who 
would have presumed to do so! “Come, come,” said he, “ give me 
any subject that first strikes you, let it be what it may ;” when the 
/person perhaps. felt himself obliged to obey. Many of his finest 
quartets prove this; as they commence by the most insignificant idea, 
| but by degrees this same idea assumes a character, which strengthens, 

In the third style, namely, theatrical music, he was estimable only, | 
chiefly because he was but an imitator. 

increases, and developes itself, till the dwarf rises into a giant before 
our astonished senses. 

(To be continued.) _ 
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MUSICAL HISTORY. 

We propose to insert in the Library aseries of pages on the History 
of Music, and shall probably take as their basis the Historical and 
Biographical work of M. Burgh, published some years since in Europe, 
making such alterations or additions as circumstances may seem to 
require. 

MUSIC OF THE ANCIENTS. 

The infancy of every art and science is involved in impenetrable 
obscurity, and the difficulties, absolutely insurmountable, which con- 
tinually present themselves in tracing their early progress, too frequently 
render the studies of the antiquarian irksome to himself, and useless 
to society. In respect to the music of antiquity, all at present is fable 
or conjecture, the few documents that have survived the irruption of 
the northern nations tending to embarrass rather than to elucidate our 
inquiries. 

The system of harmony adopted by the ancient Greeks was most 
probably invented, or at least brought from Egypt, at that time the 
abode of elegance and refinement, by PyrHacoras, a name sufficiently 
known and revered; but his system, however excellent, is now irre- 
trievably lost. It were useless, therefore, to enumerate the names of 
those who are said to have followed and improved upon his original 
idea; for, in all instances where there are no circumstances which 
constitute character, and familiarize us to the persons spoken of, we 
naturally inquire, “ Who were they *” and, for want of further infor- 
mation, become indifferent as to what is recorded of them. 

The tragedies of Sophocles and Euripides, and indeed all the dramas 
of ancient Greece and Rome, were unquestionably not only sung, but 
also accompanied by musical instruments, probably very much in the 
style of the recitative of the modern serious Italian opera. From 
various circumstances, however, it is conjectured, that this music was 
of a very simple and artless description, and in every respect greatly 
inferior to the performances of the present day. 

« Ancient Greece,” says Mr. Dacier, “had many musicians who 
were not poets, but not one poet who was not a musician, and who 
did not compose the music of his own pieces; for in Greece, music 
was the foundation of all sciences; the education of children was 
begun by it, from a persuasion that nothing great could be expected 
from aman who was ignorant of music.. This probably gave the 
Greek poetry such a superiority over the Latin, as well as over that of 
modern languages ; for at'Rome, poetry and music were two distinct 
sciences, and poets were there obliged to give their pieces to be set by 
musicians, as is the case at present every where else.” 

The admirable Metastasio, a man of elegance and refinement, a 
poet, and a musician, was compelled to restrain his natural propensity 
to the science of harmony ; candidly confessing, that the study of 
modern music required too much time for a man “of letters ever to be 
able to qualify himself for the business of a composer. 

The Greeks indeed, during the time of their education, had no 
language to learn but their own ; hence they had more time for other 
studies. 

But notwithstanding the simplicity of their music, the poets them- 
selves being able to set their own pieces, and to sing them so well to 
the satetachion of the public, is a certain proof that their music had 

not only fewer difficulties, but also fewer excellences than the modern. 
To be at once a great poet and a great musician, appears to our 

conception utterly impossible; otherwise, why should not such a’ 
coincidence of talents frequently occur? Milton studied music, and 
so have many other poets; but to understand it equally well with a 
professor, is a drudgery to which they could not submit: besides, a 
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sing at different pitches in the different registers. 

genius for poetry is so far from including a genius for music, that | 
some of the greatest poets have been unfriendly to its cultivation. 

The Grecian sage, according to Gravina, was at once a philosopher, 
2 poet, and a musician. ‘In separating these characters,” says he, 
‘they have all been weakened: the sphere of philosophy has been 
contracted, ideas have failed in poetry, and force and energy in song. 
Truth is now extinguished from among men, the philosopher no 
longer speaks through the medium of poetry, nor Is poetry any more 
heard through the vehicle of melody.” To our apprehensions, the 
reverse of all this is exactly true; for, being separated, each of these 
professions receives a degree of cultivation which fortifies and renders 
it more powerful. 

The profession of an actor was long honorable among the Greeks. 
Their poets, who were likewise orators, statesmen, and generals, 
performed the principal characters in their own pieces; and even 
Sophocles, the first tragedian who did not appear on the stage, was 
prevented only by the natural imperfection of his voice. 

In the most flourishing era of the Athenian republic, so great was 
the passion of the people for shows and public spectacles, that the 
government, which was at the charge of these exhibitions, has been 
accused by Plutarch, of supporting them ata greater expense than 
their fleets and armies. 

(To be continued.) 

GENERAL DIRECTIONS TO SINGERS. No. 3. 

REGISTERS OF THE VOICE. 

13. In every voice (though in some much more marked than in 
others,) there are three kinds of tone, Registers, or ranges of voice, each 
of which is produced in a different manner, and by means of which, 
either simple or combined, the performer is enabled to sing throughout 
the whole compass required with firmness and equality, preserving 
purity andan agreeable equality of tone. They have been called the 
Chest voice, or Voce di petto; the medium voice; and the Head voice, 

or Voce di testa. 
14. A distinct notion of what is meant by the different registers, 

lies at the foundation of the cultivation of the voice. The pupil 
must be made fully to understand the difference, and must be able to 

This knowledge 
may be obtained by singing loudly, the scale from the lowest to the 
highest convenient pitch, toa simple vowel sound until the two changes, 
first from the R egister di petto to the Medium Register, and second 
from the Medium Register to tne Register di testa, are discovered. In 
this exercise the kind of tone and the manner of producing it, will 
lead to a clear perception of the different Registers. The aid of an 
experienced and judicious teacher is, however, highly important. 

15. A distinct notion of the Registers di petto and di testa may be 
obtained by the performance of the Jodeln introduced into the Swiss 
and Tyrolese airs, where the lower notes are purely di petto, and the 
upper ones purely di testa. 

There are three kinds of tone also perceptible, in the Violoncello, 
the Violin, and particularly in the flute, when these instruments are 
in the hands of accomplished performers. 

16. The extent of the different Registers is different in different 
Be but will usually be found to be nearly as follows, viz: 

. In Soprano voices the Register di petto will be found to extend 
as high as F G or A—second space G clef. The Medium Register 
most “conveniently commences where the di petio stops, and continues 
to C, D or E fourth space. 

The Register di testa commences where the Medium Register stops, 
and continues upwards. 
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2 In Tenor voices the Register di petto does not often naturally 
go higher than G or A below the middle C, though it may be extended 
much higher. The Medium Register will be found between G below 
middle C and its octave. The Register di testa will necessarily 
commence in most voices on G or A above the middle C. It may 
however be easily extended downwards even as far as to the upper notes 
of the Register di petto. 

3. In Base voices the Register di petto usually extends to F G or A(5th 
line F clef,) and the Register di testa commences at middle C, Dand E. 

4. Mezzo-Soprano will not be found to differ much from Bases, ex- 
cept that they are an octave higher. 

17. The tones purely di petto usually want smoothness and sweet- 
ness ; the medium tones are often husky, and want warmth and feeling; 
and those purely di testa, though often pure and sweet, are sometimes 
thin, and in danger of degenerating into shrillness or screaming. 

18. The voice previous to cultivation, or the unpractised voice, with 
its different Registers, may be compared to the Trumpet, Open 
Diapason, and stopt Diapason stops of the Organ: the Trumpet ex- 
tending from the lowest sound to G or A second space G clef; the 
Open Diapason from Base E to Treble C, D or E; and the stopt 
Diapason from middle C upwards. 

Or the Registers di petto, medium, and di testa, in singing, may be 
regarded as analagous to the colors yellow, red, and blue, in painting. 

Of the blending of the Registers we shall speak in a future paper, 
under the head of ‘‘ Formation of the voice.’ Mo.LingEAvux. 

(To be continued.) 

HANDEL AND HAYDN SOCIETY.—No. 4. 
[Continued from the Third Number.] 

On the 9th of February, 1816, the Society was incorporated by an 
act of the legislature of Massachusetts, and at the first meeting after- 
wards it was voted ‘ that all the members of the Handel and Haydn 
Society which was formed and organized on the 20th day of April, 
1815, be invited to become members of the Society under the act of 
Corporation, and that they be and hereby are severally and respect- 
ively admitted members of said Corporation, provided that they shall 
sign the By-laws thereof within three months from this date. 

At the same meeting it was ‘ voted—that Thomas 8S. Webb, and 
Matthew S. Parker, be authorized to contract with James Loring, for 
one hundred and fifty copies of Handel’s Messiah.’ 

At the end of the first year of the existence of the Society, they 
found themselves $233. 85 cts. in debt; but not at all discouraged, 
the Government resolved to renew their efforts, and voted ‘ that there 
shall be a select Oratorio performed by the Society on Thursday 
evening, 30th May’—and a committee of three persons were appointed 
‘ to take into consideration the pieces proposed this evening and such 
as may be selected by them, and to make an arrangement of pieces for 
performance at the Oratorio.’ 

On the 30th May, 1816, after many rehearsals, (the last of which 
took place at 3 o’clock in the afternoon on the day of performance,) 
the Society gave their rHrrp Oratorio at the Stone Chapel, in three 
parts, as follows, viz; PART FIRST. 

1. anruem: O give thanks. Purcell. 
2. soto: Angels ever bright and fair. Mrs. Graupner. Handel. 
3. ANTHEM: Hear my prayer. Kent. 
4. soto: O thou that tellest. Handel. 
5. antHem: Thy praise,O God, shall wake my lyre. D. Nares. 
6. antHem: Teach me, O Lord. Stephens. 

PART SECOND. 
1. rec: In the days of Herod, &c. Handel. 
2. soto: There beneath a lowly shed. Handel. 
3. cHo: Behold the Lamb of God. Handel. 
4. souo: Comfort ye my people. Mrs. Graupner. Handel, 
5. cHo: Hail, Judea, happy land. Handel. 
6. rec: And Jesus went about doing good. Handel. 
7. soto: He was eyes unto the blind. Handel. 
8. rec: Thus far our cause is favored. Handel. 
9. cuo: Behold! the list’ning sun the voice obeys. Handel. 

10. cuo: He gave them hailstones. Handel. 
PART THIRD. 

1. coo: The great Jehovah is our awful theme. Handel. 
2, rec; And God said let the waters, &c. Haydn. 
3. so.o: On mighty pens. Haydn. 
4, trio: Most beautiful, appear. Flaydn. 
5. cHo: The Lord is great. Haydn. 
6. rec: And God created man. Haydn. 
7. soto: In native worth. Haydn. 
8. cno: Achieved is the glorious work. Haydn. 
9. soto: Farewell ye limpid springs and floods. Handel. 

10. anruem: Hosanna! blessed is he. Gregor. 
11. cxo: Hallelujah. Handel. 

_ At this Oratorio six hundred and fifty-three persons were present, 
and three hundred and eleven dollars received for tickets sold. It 
now became necessary to raise money to discharge the debts owing 
by the society, and it was accordingly voted by the government on 
the 12th of July ‘that an assessment of five dollars be laid upon each 
of the members of the society,’ and ‘that the Secretary be, and he is 
hereby authorized and required to collect from each of the members, 
the amount of said assessment, excepting that such members as have 
heretofore made any advances, shall have credit for the same.’ 

The Messiah having been now published, it was ordered by the 
government that the Society should meet once a week, viz: on 
Tuesday evening for the practice of this Oratorio. It was accord- 
ingly introduced into the Society at its next meeting, Oct. 1, 1816. 

It having been made known to the government of the Society, that 
the Rev. Mr. Pierpont had just completed the poem entitled ‘ Airs of 
Palestine,’ it was resolved ‘that Mr. Pierpont be requested to deliver 
the above named Poem before the Handel and Haydn Society, at one 
of their meetings.’ This invitation was accepted on the part of the 
author, and on the 2d of January, 1817, he recited the Poem at the 
Hall in Pond Street, before the Society, and a number of his and 
their friends. The Poem was given in two parts, and a number of 
choruses were performed by the Society. 

On the 27th of January, the government voted ‘ that there shall be 
three public performances, so soon as the Society shall be prepared ; 
that the first performance shall consist of the first part of the Messiah, 
and the first part of the Creation: the second performance shall con- 
sist of the second part of the Messiah, and the second part of the 
Creation: the third performance shall consist of the third part of the 
Messiah, and the third part of the Creation ;—and that between the 
said parts on each evening, there shall be performed a selection of 
suitable pieces to occupy the usual time for such occasions.’ 

(To be continued.) 

THE CHOIR. No. 2. 
LOCATION OF THE CHOIR. 

Of the Room. An oblong form is preferable to a square. It is 
said to be better when the ceiling of the room meets the walls under 
a sharp angle, than when, as is frequently the case, it forms an arch. 
for the latter throws off the current of sound, so as to produce an 
unpleasant echo. A tolerable height only is essential for common 
practice. The more unfavorable the room to musical effect, the greater 
will be the advantages of the leader to detect, and the greater the 
exertions of the choir to prevent anything wrong in time or in tone. 

For the purposes of teaching, and in the common practisings of 
the Choir, the leader must be able to see all the members, aad they to 
see him. The place for the leader is a small distance from the middle 
of the back wall of the room; the lines of singers proceeding from 
him on both sides, in an oblique direction. Ifa separate accompanist 
is employed, he may be by the side of the leader, or perhaps better 
opposite to him. On the right of the leader, stands the Soprano, 
with the Tenor behind it; and on the left of the leader, stands the 
Alto, with the Base behind it. This arangement of the parts is con- 
sidered much better than any other, and should be followed as nearly 
as possible by every choir. The following plan of seating a Church 
Choir according to this method, may serve to make it more plain. 
S—Soprano, A—Alto, T—Tenor, and B—Base. The figures refer 
to the capacity of the singer as S. 1. First Soprano—A. 1. First 
Alto, &c. 

FRONT OF THE GALLERY, OR CHOIR. 

6A.—5A.—4A.— 3A.— 2A.— 1A, §$1.—S2.—S3.—S4.—85.— 86. &e. 
6B.—5B,—4B.—3B.—2B.—1B. T1.—T2,—T3.—T4.—T5.—T6, &e. 

INSTRUMENTS. LEADER. INSTRUMENTS. 
Or if there is an Organ, with a separate Organist— ° 

ORGANIST. LEADER. 
This arrangement brings the leading singers in each of the parts 

together, which is highly favorable not only in chorus, but also in solo 
passages, which of course will be usually assigned to them. The four 
solo singers then should stand in common choir-exercises, at the head 
of each of the four parts. But at exhibitions or public performances, 
they should stand together, in front of the whole, or in the front row 
of the chorus. 

The above arrangement is not intended to apply to common singing 
schools. For these the following plan is considered the best. 

Ten. Ten. Ten. Ten.)B B B B_ B 
Ten. Ten. Ten. Ten.|B B B B_ B 
Ten. Ten. Ten. Ten. >B B B B B 
Tr, oT oe. OE. ol AL OA, Tene ee 
Er. Er Tr. Tr.) AS Aa re 

PIANO FORTE. 
TEACHER. 

BLACK BOARD. 
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The teacher and the Piano Forte should be a little elevated, say 
two feet, which enables him to see all the pupils, and they also to see 
him. This is also a very good method of arrangement for common 
choir practise. In general however, a choir should practise when 
learning, in the same relative situation that they adopt for exhibitions 
or for public performances. 

(To be continued.) 

IS A CAPACITY FOR MUSIC AN UNIVERSAL TALENT? 

As to the question, whether nature furnishes every one with a voice, 

we might as well inquire whether all have by nature the faculty of 
learning to speak. Even the deaf mute has in many instances been 
taught to articulate words intelligibly ; a circumstance which proves 
that such afflicted persons, for the most part, need only the power of 
hearing to make them acquire the command of language. So the man 
who has a musical ear, always shows that he has a voice of one kind 
or other, though perchance a rough one, and one that is not remarkable 
for flexibility. The quality of a person’s voice depends much on habit 
and cultivation. Some persons possess a remarkably fine tone, while 
yet they are unable to confine themselves to any portion of the musical 
scale. Others again, have a disagreeable tone, while they manifest a 
good degree of accuracy in their intonation. The qualities of voice 
may differ in song as they do in speech. LEarly discipline in either 
case, will lead to improvement. Thus much will not be disputed ; and 

if the question here be put, whether every voice is really tuneable, the 
proper answer to it will turn upon the existence or non-existence of a 
musical ear. If nature denies to no one the gift of acquiring a musical 
ear, then every one may learn by practice the art of managing his 
voice. Whether nature has been thus bountiful in her gifts, is the 
only question now before us. 

But what is meant by the gift in question? If it be blind instinct, 
which developes itself without any aid from instruction or example, 
then it is clear that no one ever possesses it. An instance of this sort 
has never yet been recorded. Even the feathered tribes are taught 
to sing by the parent bird. The finest ear of the human race was 
at some period destitute of the faculty of discrimination. On the 
other hand, the dullest ear that can be met with, is found to be suscep- 
tible of improvement at almost any time in life, but particularly in 
infancy and childhood. Nor have we ever been able to discover any 
limits to this improvement, beyond which, an individual could not be 
made to pass, by appropriate instructions and exercises. The faculty 
in question then, is not properly an instinct, because instinct has always 
its limits which are impassable. 

But is not the task of cultivation so very difficult in some cases, as 
to forbid all hope of success? Let facts be allowed to answer this 
inquiry. 

1. Among infants no such cases can be found, as the question sup- 
poses. With fair opportunities for hearing, and suitable inducements 
for imitation, the infant uniformly acquires the language of song with 
as much facility as that of common speech. Short simple clauses of 
melody, like easy words of language, he will soon be found to imi- 
tate, if all the surrounding associations are suited to his taste ; and 
though in either case his first efforts will be rude, he will gradually 
increase in skill till his object is fully attained. In song as in speech, 
the actual progress of the infant, will of course be effected by ten 
thousand little circumstances which are liable to be disregarded by the 
parent or nurse. The health, the disposition, the nervous tempera- 
ment, the courage, the perseverance of the infant, as well as the vari- 
ous methods of training to which it is subjected, are things which 
ought to be taken into the account; and most of all, the influence of 
the very notion which we are now opposing. For the whole work so 
far as concerns singing, seems to be left to chance; while in reference 
to speech alone, the opposite course is pursued. This being the fact, 
it is not wonderful that some infants manifest precocious talent, while 
others seem to take very little interest in the subject. 

Some parents are ready to say that while all their children had equal 
advantages, only a part of them succeeded in learning to sing. Here 
the premises are wrong. Those minuter circumstances which most 
affect the infantile mind, will not and of necessity cannot be very uni- 
form in any family ; and even if they could be so, the children, let it 
be remembered, would require some variety of treatment, as already 
hinted above. Let the same practical good sense be pursued by the 
-parent which he practices in learning [teaching] his child to talk, 
and the result will be as uniform in the one case asin the other. This 
experiment has been too often, and too extensively tried, to admit any 
longer of a rational doubt. 

2. Such cases as the above objection supposes, have no real exis- 
tence among juvenile subjects. All children, it is true, do not learn 
with equal facility. ‘Those who have been allowed to pass the age of 
infancy, even in a musical family, without receiving appropriate in- 
struction, are sometimes found to be dull pupils ; and not unfrequently, 
they require a great deal of attention, as well as the exercise of no 

inconsiderable share of ingenuity and discrimination on the part of the 
teacher, who would be successful. Yet after all, habit, and not physical 
nature, is in fault. The difficulties arise from early neglect ; and in 
no instances that we have ever yet observed, have they been found in- 
surmountable. . Nor has the task for the most part been more laborious 
than would have been required to correct early provincialisms of dia- 
lect. 

But these experiments, it may be said, have been made upon a 
limited scale. Be itso. Yet surely a solitary example might by these 
means, have been discovered, if any such examples had been to be 
found. ; 

Examples of indolence and discouragement indeed, there have been 
in sufficient abundance ; but not of so much real difficulty as to forbid 
hope of success. Some of the hardest subjects have through persever- 
ance made good progress in the art, and even become in their turn 
successful teachers of music. Such a fact alone, is sufficient to do 
away a host of objections. But 

In the third place, the difficulties of which we speak, and which are 
so easily surmounted in infancy and early childhood, are found grad- 
ually to increase with advancing age. ‘The habits of the adult are com- 
paratively inflexible. Where music has been wholly neglected in early 
life, there will often be found an almost entire want of susceptibility to 
musical sounds. Such persons will insist on the reality of physical 
privations. Yet they are mistaken. ‘The cases of greatest difficulty 
are found susceptible of gradual improvement. The progress is some- 
times so slow, we admit, as to afford little expectation of final success, 
where. there is such a general dearth of musical perseverance ; and the 
teacher must not shut his eyes against this fact, if he would discharge all 
the responsibilities that devolve upon him. Still, we say the obstacles are 
not of aphysical nature. They are like the traits of a bad penmanship, 
or the confirmed vulgarities of a provincial dialect. They exist only, 
where there has been some defect in early education, or some subse- 
quent bias of long continuance. 

But our argument is not yet completed. On the supposition that na- 
ture has been so partial in the bestowment of musical susceptibilities, 
as to bestow them upon one person and withhold them altogether from 
another, we have a class of facts, which can in no way be accounted 
for ; but which must forever remain inexplicable. 

1. The most monotonous speakers, to be met with, have one or two 
tones of voice which they constantly repeat with sufficient accuracy 
of pitch, for all the purposes of musical execution. Better speakers, 
though indifferent to music, have a less limited scale. 

2. Of the adult persons among us who insist on the total absence of 
ear or voice, some will readily ascend, and others descend some given 
portion of the scale, either towards the commencement, the middle or 
the termination, while others will produce sounds in a seemingly fortu- 
itous manner, without any reference to the regular intervals. Yet in 
the most difficult cases, some share of susceptibility is discoverable, 
which gives promise of improvement, hoth as to the ear and voice, to 
any extent within the limits of human perseverance. 

3. Subjects the most apparently hopeless, have actually been found, 
by perseverance, to overcome every difficulty. This could not be, on 
the supposition now before us. It would be as impossible, as for a 
man to acquire the faculty of seeing, who should from his birth, have 
been destitute of eyes. 

4. Those who maintain the supposition we are considering, uniformly 
judge of native talent, in reference to the existing musical scales. But 
let them remember that these very scales are to a great extent artificial, 
No one acquires them instinctively, but always by practice. 

The ancient Greeks had a very different scale in use, and one which 
would severely try the most skilful singers to be found at the present 

day. On this principle of procedure therefore, the ancient Greeks 
might condemn us all at the present day, as unnatural singers, and we, 

too, notwithstanding all their refinement in the art, might be allowed 

to retort the charge. The ancient Highlanders, the modern Asiatics, 

and the inhabitants of the Sandwich Islands, have at best but six notes 

in their musical scales. All these nations then, must, on the supposi- 
tion before us, be condemned as unmusical ; and this, notwithstanding 
the fact that they are found like ourselves, to improve under cultivation. 

6. In those countries where musical cultivation is embraced among 
the ordinary branches of education, all are taught to sing with nearly 
equal facility. Witness the schools in Germany and Switzerland, to 

which allusion is so frequently made. So, on the supposition before 

us, it should seem that nature has been the most bountiful just where 

‘cultivation has been the most universal, and the least bountiful where 

‘it has been most neglected. 
But not to enlarge : it must upon the whole, appear perfectly obvious 

to every reflecting mind, that what we have all along been endeavor- 
ing to maintain is emphatically true. Physical nature throws no bar 
in the way of universal cultivation. Let the trial every where com- 

mence with the period of infancy, or even early childhood, and the 

talent in question will be found to be universal.— Musical Magazine. 

a 
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[Continued from third Number.] 

Haydn, when asked to which of his works he gave the preference, 
replied, “ The Seven Words.” 'The following is an explanation of 
the title. A service called the Entierro (funeral of the Redeemer) 
was celebrated at Madrid about fifty years ago. The serious and 
religious feeling of the Spaniards invested this ceremony with amaz-) 
ing pomp and magnificence. The seven words uttered by Jesus on 
the cross were successively explained by the bishop from the pulpit, 
the intervening time between each exposition being filled up by music 
worthy of the sublimity of the subject. This sacred performance was 
circulated, by order of the directors, throughout Europe; and a con- 
siderable reward was offered to any composer who would write seven 
grand symphonies, expressive of the sentiments which the seven words 
of the Saviour were calculated to inspire. Haydn alone made the 
attempt, and produced those symphonies which are very generally 
considered to be the finest of his compositions. Fully to enter into 
their spirit, however, they must be heard with the feelings of a Chris- 
tian. Michael Haydn, the brother of our composer, afterwards added 

words and an air to this sublime instrumental music, and, without 
altering it in any respect, rendered it an accompaniment. Some of 
Haydn’s symphonies were composed for holydays ; and even in the 
sorrow which they express, the characteristic vivacity of Haydn is 
discernible ; and in some parts there are movements of anger, which 
are probably meant to designate the feelings of the Jews and Hebrews 
crucifying their Saviour. 

With rather a severe cast of countenance, and a laconic method 
of expressing himself in conversation, which are usually indications of 

an ill-tempered man, Haydn was gay, humorous, and agreeable. ‘This 
vivacity, however, it is true, was easily repressed by the presence of 
strangers, or people of superior rank. 

His genius naturally led him to employ his instruments to produce 
laughter, and often, at his rehearsals, he gave little pieces of this kind 
to his brother musicians. But we possess few of these compositions. 

Of all Haydn’s comic pieces, the only one extant is that well-known 
symphony, in which all his instruments cease successively, one after 
the other, so that, at the conclusion, the violin is left to perform alone. 

There are three anecdotes connected with this piece, which being 
all attested by eye-witnesses, it is difficult to say which is correct. 
Some say that Haydn, perceiving that the innovations he had made 
in music were offensive to the prince’s musicians, determined to play 
them a trick. He had his symphony performed, without a previous 
rehearsal, before the prince, who had been made acquainted with the 
intention of the thing. The confusion of the performers, who all 
thought they had made some mistake, and especially that of the first 
violin, when at the close of the piece he found he was playing alone, 
afforded much entertainment to the court of Eisenstadt. — It is assert- 
ed, by others, that the prince, intending to dismiss all his band, with 
the exception of Haydn, this ingenious method of describing the 
general departure, and the melancholy that would follow in conse- 
quence, occurred to him; as soon as each musician had finished his 
part, he left the room. The third may be dispensed with. At another 
time Haydn contrived the following singular method to amuse the 
prince and his company. There was a fair held in a small town of 
Hungary, not far from Eisenstadt; thither Haydia went, and bought a 
basket full of children’s whistles, little fiddles, cuckoos, wooden trum- 
pets, and other such instruments. 
ing their compass and character, and composed a most amusing 
symphony with these instruments alone, of which some even performed 
solos : the cuckoo is the bass of this piece. Haydn being in England 
many years after this, observed that the English, who liked his com- 
positions much when the movement was allegro, generally went to 
sleep when it was andante or adagio, whatever their beauties might 
be. He, in consequence wrote an andante, full of sweetness and 
flowing melody, the sound of all the instruments in which gradually 
diminish ; when, from the moment they all arrive at ptanissimo, they 
strike up again together, and, aided by the beating of the kettle-drum, 
make the drowsy audience instantly attend. ; 

Haydn worked incessantly, but with difficulty, which in him could 
not possibly arise from any deficiency of ideas; but his taste was not 
easily satisfied. A symphony cost him a month’s labor, a mass 
almost double that time. His rough copies are filled with different 
passages, ‘oid for one symphony, sufficient ideas are noted down for 
three or four. Haydn himself has said that his greatest happiness 
was study. Solitary and sedate as Newton, and wearing the ring 
given him by the great Frederick, Haydn would seat himself at his 

He then took the trouble of study- ||, 

piano, when, in a few moments, his imagination soared among the 
angelic choirs. Nothing disturbed him at Eisenstadt; he lived solely 
for his art, exempt from any earthly cares, and this uniform anid 
peaceable life, devoted to the occupation most pleasing to himself, 
continued till the death of the prince Nicolas, his patron, in 1789. 

At one time he was requested by the principal managers of the 
theatres of Naples, Milan, Lisbon, Venice, London, &c. to compose 
operas for them. But the love of peaceful retirement, his attachment 
to his prince, and to his own methodical habits, retained bim in Hun- 
gary, and were even more powerful than his wish to pass the mouu- 
tains. [t is probable, had not Mademoiselie Boselli died, he would | 
never have quitted Eisenstadt; but be then began to feel a void in his 
life. He had sent a refusal to the directors of the concert spirituel at 
Paris, but since his favorite no longer existed, he accepted the propo- 
sals of Salomon, who was then giving concerts in London, and who 
thought that a man of such genius as Haydn being on the spot, and 
composing expressly for his concerts, would certainly make them 
fashionable. He gave twenty concerts a year, and offered Haydn one 
hundred sequins (fifty pounds) for each one ; and accordingly he set 
out for London in 1790, when in the fifty-ninth year of hisage. He 
remained there rather more.than a year, and the music he composed 
for these concerts met with universal approbation. His amiable man- 
ners, in addition to his genius, rendered his.success amongst us highly 
flattering to his feelings. 

George IIT., who was fond of no music but Handel’s, still highly 
appreciated that of Haydn, and the German professor met with the 
most flattering reception from him and the queen. Haydn had further 
the honorary degree of doctor of music conferred on him by the 
university of Oxford ; an honor which Handel himself had never ob- 
tained, and which had been bestowed on only four persons since the 
year 1400. Being expected, according to custom on this occasion, 
to give a specimen of musical science to the university, Haydn sent a 
composition, which, whether read from top to bottom, bottom to top, 
or from the middle of the page, or on either side of it, formed an air, 
and acorrect accompaniment. The following isa copy of this singular 
piece of music, which, to be read double, the paper on which it is 
written must be held against the light. 

Canon Cancrizans a3 Voce. Haydn. 
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Haydn left London, delighted with Handel’s music, and in passing 
through Germany, on his return, gave several concerts, which increased 
his little fortune rather more than usual. He received little in money 
from the family of prince Esterhazy ; but the respect he ever met with 
from the members of that noble house, was infinitely more grateful to 
aman of Haydn’s disposition, than any pecuniary advantages would 
have been. He was admitted at all times to the prince’s table, and 
was always presented by his highness with a court dress; when he gave 
a uniform to his orchestra. Haydn brought no more with him from 
London than fifteen thousand florins; (one thousand four hundred 
pounds ;) but some years subsequently be obtained the additional sum 
of one thousand pounds from the sale of the scores of the “ Creation” 
and the “ Four Seasons,” with which he bought a small house and 
garden in the faubourg of Gumpendor‘y, near Schonbrunn. Here he 
received'a very flattering letter from the French institute, nominating 
him one of their members. As Haydn perused this letter he melted 
into tears, and never afterwards alluded to it without expressing a 
feeling of gratitude ; in fact, the letter was expressed in that dignified 
and elegant style of compliment, peculiar to the French nation. 

(To be continued. ) 

“a 
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MUSICAL HISTORY. 

MUSIC OF THE ANCIENTS. 

(Continued from 5th Number.) 

The chorus formed a prominent feature in the tragedy of the an- 
cients. The performers in the odes, or grand chorusses, were multi- 
plied in the time of Auschylus to fifty persons ; their number, however, 
was afterwards reduced by a law to fifteen. Their leader, who was 
called Coryphzeus, frequently spoke in the course of the drama, as a 
single person, either in dialogue with the characters of the piece, or 
to acquaint the audience with what was going forward, as well as 
commiserate virtue in distress, or deplore the unruly passions of the 
vicious. 

The Greek tragedies being composed of fifteen or sixteen hundred 
verses, would be too long, if sung to airs like our operas, and too short 
if spoken. Relaxation however, was necessary both to the actors and 
the audience ; and this, if it did not give birth to the cHorvs, at least 
introduced the custom of having one, by way of interlude, between 
the principal divisions or acts of the piece. 

In respect to the theatrical exhibitions of ancient Rome, Livy ac- 
quaints us, that Andronicus, who first wrote regular plays among the 
Latins, acted in his own pieces, as every author at that time did ; and 
all antiquity asserts, that the first poets were musicians, and that 
music was inseparable from poetry. 

It was the opinion of Fontenelle, in modern times, that musical | 
dramas could never satisfy men of learning and taste, till the poet and 
musician were again united in the same person: and when Rosseau 
both wrote and set to music an opera which was so universally ap- 
proved, and had so long a run during its first representation at Paris, 
he attributed, though perhaps erroneously, its great success to this 
union. 

The number of acts in the Greek tragedy appears to have been in- 
determinate. In the time of Horace however, the division of drama- 
tic performances into five acts seems to have been settled for the 
Roman theatre; and in the comedies of Terence, and tragedies of 
Seneca, that number is invariably adhered to. 

There can be no doubt that the Roman, as well as the Grecian 
drama, was performed in recitative, accompanied by instruments ; for 
there are several passages in Cicero concerning Roscius, which, if the 
ancient actors, Roman as well as Greek, did not declaim in musical 
notes, would be wholly unintelligible. He tells us, that Roscius had 
always said, when age should diminish his force, he would not aban- 
don the stage, but would proportion his performance to his powers, 
and make music conform to the weakness of his voice. This actually 
happened, for the same respectable author informs us, that Roscius, 
in his old age sung in a lower pitch of voice, and made the musicians 
play slower. ; 

To enumerate the various instances of marvellous effects attributed 
by the ancients to the power of music, were a puerile and uninterest- 
ing waste of time. ; 

On a review of the volumes of improbable stories gravely related by 
the most respectable historians and philosophers of Greece and Rome, 
and to this day as gravely quoted by the exclusive admirers of antiqui- 
ty, we can only lament that there appears to be neither beginning nor 
end to the credulity and prejudices of mankind. 

In a moral point of view, the effects of music have been considered 
by ancient writers as eminently salutary in softening the manners, in 
promoting civilization, in exciting or repressing the passions, and im- 

‘ 
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proving the heart. It may be fairly deduced from the multiplicity of 
materials which have descended to us from the most remote antiquity, 
that the best music of every age, however coarse and imperfect, has 
great power over the human affections, and is thought delightful, per- 
fect and inimitable. Hence those hyperbolical praises in every period, 
and in all countries, of sounds which become intolerable to persons of 
taste in future times; and perhaps, the more barbarous the age and 
the music, the more powerful its effects, for in rude ages mankind 
give way to their natural feelings, without admitting any check from 
judgment or discrimination. And even at the present day, it is not 
the most refined and uncommon melody sung in the most exquisite 
manner, or the most artificial and complicated harmony, which has 
the greatest power over the passions of the multitude ; on the contrary, 
the most simple music sung to the most intelligible words, applied to 
a favorite and popular subject, in which the whole audience can occa- 
sionally join, will be more likely to rouse and transport them, than the 
most delicate or learned performance in an opera or an oratorio. 

It is not, therefore, difficult to conceive that the music of the an- 
cients, with all its simplicity, by its strict union with poetry, which 
rendered it more articulate and intelligible, could operate more power- 
fully on the affections than the artificial melody and complicated har- 

|mony of modern times; for though poetry was assisted by ancient 
| music, it is certainly often injured by the modern. 

ON THE MUSIC OF THE EGYPTIANS. 

It is an absurdity to consider Harmony as the invention of man. 
Nature seems to have furnished human industry with the first princi- 
ples of every science : for what is Gzomerry, but the study and imita- 

tion of those proportions by which the world is governed? Astronomy, 
but reflecting upon, and calculating the motion, distances, and magni- 
tude of those visible, but wonderful objects, which nature has placed 
in our view? T'HEoxLoey, but contemplating the works of the Creator, 
adoring him in his attributes, and meditating on the revelations of his 
will? Meprcine, but the discovery and use of what inferior beings 
instinctively find in every wood and field, through which they range, 
when the animal economy is disordered by accident or intemperance ? 
Assisted however by the principles of natural harmony, we cannot 
suppose that the Art or Practice of Music was invented by any one 
man; for music must, equally with every other science, have had 
its infancy, childhood, and youth, previous to the attainment of ma- 
turity. 

Among the ancient Greeks, says Pausanias, rude and _ shapeless 
stones held the place of statues. The first house was doubtless a 
cavern or a hollow tree ; and the first picture, a shadow. Yet has it 
been thought necessary in histories of Architecture and Painting, to 
celebrate the inventors of those arts. 

Thus in music. The voices of animals, the whistling of the winds, 
the fall of waters, the concussions of bodies of various kinds, and 
especially the melody of birds,* as they all contain the essential rudi- 
‘ments of harmony, may easily be supposed to have furnished the 
minds of intelligent creatures with such ideas of sound, as time, and 
the accumulated observation of succeeding ages could not fail to im- 
prove into a system. 

There can be no doubt, that vocal, preceded instrumental music ; 

* Birds were assuredly the most ancient music-teachers. And even to this day, with 
all our boasted refinement, all our natural and artificial exertions, who will be bold enough 
fo assert that even the best performers ever approach the excellence of these instinctive 
musicians, either in fertility of imagination, or in the brilliancy or neatness of execution ? 
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and it has generally been agreed, that the idea of the first flute, or 
Pandean pipe, was suggested by the whistling of a reed. 

At liquidas avium voces imitarier ore 

Ante fuit multo, quam levia carmina cantu 

Concelebrare homines possent, aureisq. juvare. 

Et Zephyri cava per calamorum sibila primum 

. Agresteis docuere cavas inflare cicutas, 

Inde minutatim duleeis didicere querelas, 

Tibia, quas fundit digitis pulsata canentum. 
Lucretius, lib. 5. 

~ Translated by Creech. 
Through all the woods they heard the charming noise 

Of chirping birds, and tried to frame their voice, 

And imitate. Thus birds instructed man, 

And taught them songs, before their at began ; 

And whilst soft evening gales blew o’er the plains, 

ae 
And shook the sounding reeds they taught the swains ; 

And thus the pipe was fram’d, and tuneful reed. 

In tracing the probable antiquity of music, we necessarily revert to 
the annals of Egypt. From the testimony of the most ancient and 
respectable historians it appears, that every art and science originally 
emanated from this fertile source of elegance and civilisation. 

Indeed, we have no authentic accounts of any nation upon earth, 
where a regular government was established, the different ranks and 
orders of the people settled, property ascertained, and the whole regu- 
lated by long custom, and by laws founded upon wisdom and expe- 
rience, in such high antiquity as in Egypt. 

Moses, the Jewish legislator and historian, allows the Egyptians to 
have been a powerful and polished. people, before the arrival of Joseph 
among them. 

That architecture was cultivated in Egypt much earlier than in 
other parts of the known world, appears from the wonderful remains 
of its magnificent and stupendous character, still subsisting in the py- 
ramids ; and of which the antiquity was so remote, even in the days 
of Herodotus, the oldest historian of Greece, that he could neither 
discover the period of their construction, nor procure an explanation 
of the hieroglyphics inscribed upon them, though he travelled through 
that country expressly in search of historical information. 

To the Egyptians has been assigned the invention of Geometry, an 
art necessary for measuring and ascertaining the portions of land be- 
longing to each individual after the annual overflowing of the Nile, by 
which all boundaries were obliterated. As it is allowed by all anti- 
quity, that Pythagoras travelled into Egypt, and was indebted to the 
priests of that country for the chief part of his intelligence, particu- 
larly in the science of music, it is natural to suppose, that the doctrine 
of harmonics, or geometrical mensuration of sounds, and the laws of 
their proportions to each other, were the invention of these early geo- 
Metricians, who had brought the science of calculation to great per- 
fection, long before the arrival of the Samian sage. 

It may not perhaps be entirely uninteresting to collect from Hero- 
dotus, and other ancient historians, the description of music probably 
cultivated by this celebrated people, the nature of their musical instru- 
ments, and the occasions on which they were employed. From these 
authorities, we learn that music was considered as the gift of inspira- 
tion, and was invariably appropriated to the service, and dedicated to 
the honor of those fabulous deities, by whose kindness it was suppos- 
ed to have been imparted to man. 

The lyre, the pipe, the kettle-drum, and the sistrum, appear to have 
been the only musical instruments then in use ; and as we can only 
conjecture what kind of effect these produced—most likely sounds 
horribly discordant to cultivated ears, accustomed to modern refine- | 
ments—it may be sufficient at present to remark, that in all probabil- | 
ity the Egyptians had, during the most flourishing period of their 
empire, a music and instruments of their own, far superior to those of | 
other countries less civilized and less refined: that after their subjec- 
tion by the Persians, this music and these instruments were lost; and 
that under the Ptolemies, music, together with the other arts, was 
brought back into Egypt from Greece, and encouraged at the court of 
Alexandria, more than at any other place in the known world, till the 
captivity and death of Cleopatra, which terminated both the empire 
and history of the Egyptians. ; 

GENERAL DIRECTIONS TO SINGERS. No. 4. 
THE LARGE AND SMALL STYLES, OR VOLUMES OF VOICE. 

19. The large Style, or volume of voice, may be displayed most 
easily and advantageously from a little above the middle, to the lowest 
sounds of the Register di petto; from a little below the middle, to near- 
ly the highest sounds of the Medium Register; and in the upper 
sounds of the Register di testa. It consists in fullness, freeness, and 
copiousness of manner in delivering the voice. 

20. The small Style, or volume of voice, is favorable to the lowest 

| of the three Registers. 

singer. 

sounds of the Register di testa, the Medium Register, and to the highest 
sounds of the Register di petto, Some adult contr’altos, carry their 
Register di petto pure through their whole compass by means of this 
style. ‘ i 
"OL. Between the two extremes of the large and small styles, there 

are various gradations. 
22. The large Style, or volume of voice in singing, may be com- 

pared to breadth of manner in painting ; and that which approaches 
the small Style, or volume, to softness of manner in that art. 

23. Strength is the most favorable to the production of good tone 
from near the lowest sounds to the middle or a little higher of the 
Register di petto ; from near the lowest to almost the highest sounds 

| of the Medium Register ; and about the middle of the Register di testa. 
24. Softness favors the same object in the highest and lowest tones 

25. Strength and softness of voice may be compared to what paint- 
ers understand by these epithets when applied to coloring. 

Mo.ineavx. 
(To be continued.) 

THE CHOIR, No. 3. 
ELEMENTARY RULES. 

By elementary rules here, we mean those which should be observed 
from the first establishment of a singing choir, and at all its exercises ; 
and in general, those primary laws which are absolutely essential to 
propriety, and to improvement. 

Preliminary and important remark. As soon as the singers enter 
the choir, (the place of performance,) they voluntarily put themselves 
under the authority of the leader. Good order and strict discipline 
are as necessary to success in a musical as they are in a military or- 
ganization. The good member of the choir, therefore, no less than 
the good soldier, renders strict and cheerful obedience. The authority 
which is thus voluntarily put into the hands of the leader it is his duty 
to maintain, and to require from all the members the most perfect si- 
lence and attention. 

This course of discipline should commence as soon as the call or 
signal for commencement is given. It is always important to begin 
well. The first sounding of the voices, seems to organize the singers, 
as it were, into one harmonious body, in which each member is more 
or less important, and has his appropriate place and duties to perform. 
It also elevates the spectators, as if by a single impulse, into the pure 
regions of melody. While in all matters of taste, the first impression 
is of great importance ; this is especially the case in the exercise and 
developement of the elegant arts. Let the leader, therefore, and let 
every member of the choir be careful that the very first sound be good, 
and from this moment let the most perfect order, close attention and 
strict propriety prevail. 

Pro bono publico, should be the motto and rule of conduct of every 
member of a choir during the time of organization, or while the choir 
are together. Every thing should be thrown into the public treasury— 
as time, attention, knowledge, capacity, vocal powers, ExampLE. A 
good member of a choir, voluntarily and cheerfully gives up his own 
ease and gratification so far as they may interfere with the general ob- 
ject in view, and yields himself entirely to the purposes of the associa- 
tion. AJ} individuality is thus merged in the general good. 

The following are some of the most common violations of these 
principles, at variance with good order, taste and propriety, and hav- 
ing a tendency to interrupt or to prevent the Bienséance of a choir. 

1. For members to remain together in conversation after the time 
has arrived for the exercises to begin. ‘Those members whose souls 
are truly musical, and who are disposed to do all they can to promote 
the object in view, fly instantly to their places, (if they are not already 
there) at the instant the signal for commencement is given, while 
others will be seen lingering until the piece has been named, or until 
just the moment of performance, or, perhaps even until after the first 
piece is performed. 

2. Unnecessary conversation after being seated. We say unneces- 
sary conversation, and to the attentive member almost all conversation 
is unnecessary. Conversing with one another leads of course to inat- 
tention ; and hence it is not unfrequently the case that a member of a 
choir will have to whisper to his neighbor to ascertain the piece or the 
page, just as the first sound is about to be given, which but a moment 

before had been distinctly announced, and which he was only prevent- 
ed from hearing by carelessness or inattention. 

3. Inattention to the time, or to any thing else properly belonging 
to the performance. Time, however, is more important than any 

thing else, and to attend to this therefore, is the very first duty in a 
If the conductor, or leader do his duty, the time whenever it is 

necessary will be distinctly marked by a motion large enough for all to 
see. In all places, therefore, where there is any difficulty, and espe- 
cially at a pause, (~4) or where there is a change in the movement, 
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as from Adagio to Allegro, &c. every eye should be directed to him, 
and every voice be controlled by his beat. 

4. Whispering or talking during a Solo performance, or during an 
instrumental prelude or interlude, or at any other time while music is 
performing. ‘This is an offence not only against all the laws of musi- 
cal taste and decorum, but against the rules of politeness. It betrays 
not only a want of a proper sense of musical propriety, but also of 
common respect and civility. In an uncultivated audience it may be 
expected from the low and vulgar, if such are there ; but it is a fault 
not to be looked for in a civilized country, and especially in a mem- 
ber of a choir. It is.no small thing to learn to listen to a musical 
performance ; and in this, members of the choir should be an example 
to others. 

5. Sitting down during choir performance. There is but one case 
in which this can be justified, viz. sickness, or an inability to stand up; 
and in this case the member should instantly leave the choir, signifying 
the cause to the leader, so that it may be generally known. When 
here and there a member is seen sitting down during performance, it 
always damps the ardor of those who try to do well. Such persons 
operate asa dead weight, and asa direct draw-back to good perform- 
ance, in which the exertions, the sympathy and the example of every 
one isneeded. A little fatigue is not a sufficient excuse for this fault ; 
if the choir generally manifest this, the exercises should instantly close. 
Indeed the exercises of a choir should always close so.as to prevent 
positive fatigue—mental or physical; for the instant that a musical 
performance becomes wearisome either to the performer or to the 
hearer, or the moment it ceases to please, that moment it becomes use- 
less, and should be given up. 

6. Standing up and gazing at the choir, or at the audience, or at 
any thing else, between the pieces or during a solo performance. This 
is an offence not so much against musical decorum and propriety, as 
it.is against common decency of deportment and gentility of manners. 
Persons who commit this offence must be classed with those who enter 
and walk about a church just before divine service, and perhaps take 
a seat in a pew, and look over a prayer-book, or a psalm-book with 
their hats on; and this while ladies and gentlemen are assembling in 
church. 

7. Turning over the leaves of a music book between the perform- 
ance of pieces, and perhaps humming or whistling. ‘The mere mention 
of this is sufficient. 

8. Sitting still, or taking a seat in the place of the audience for the 
purpose of hearing a performance. ‘This strikes at the root of that 
principle which holds a choir together. Private gratification must be 
sacrificed to the general good. If one has a right to go and be a lis- 
tener, another has the same right, and so on until all are listeners, and 
there are no performers remaining. 

A member of a choir has no more right to leave his place for the 
sake of hearing the performance, than the member of a military com- 
pany has to leave his post for the purpose of seeing the manceuvres of 
his corps. 

9. Leaving the choir before the close of the meeting. We do not 
now speak of leaving during the performance of a piece of music, for 
we do not suppose any choir could be found where this would be tole- 
rated ; but of leaving at recess, or at any intervening time between the 
pieces. ‘There may be cases where this is necessary and proper, but 
in general it is injurious to good order ; and when there are exceptions 
the reasons for them should be generally known to the members. 

10. Finding fault with such rules and regulations as are here im- 
plied, and considering them too strict. 

(To be continued.) 

SELECTIONS: 

MOZART AND CIMAROSA. 

As some of the Parisian musicians and amateurs placed Mozart and 
Cimarosa, as composers, in the same rank of merit, while others de- 
nied their equality, the Emperor Napoleon one day asked Gretry, 
what was the real difference between them; when the discerning mu- 
sician replied, ‘“ Sire, the difference between them is this: Cimarosa 
places the statue upon the stage, and the pedestal in the orchestra ; 
instead of which, Mozart places the statue in the orchestra, and the 
pedestal on the stage :” meaning, that Cimarosa depended for the ef- 
fect he wanted, more.on his melodies than on his accompaniments ; 
while Mozart trusted more to his accompaniments than to his melo- 
dies. Gretry’s reply to the Emperor was correct. 

CHARITY CHILDREN AT ST. PAUL’S. 

Though Haydn, when he visited England, heard all the best musi- 
cal performances, he was in no instance so much affected as when he 
attended the annual performance of the charity children at St. Paul’s. 
The number of voices employed on that occasion are not fewer than 

four thousand ; and the effect is said to be truly astonishing, Haydn 
listened in silence, till he could no longer suppress his feelings: at 
length he exclaimed, loud enough to be heard by all around him, 
«¢ Well, never, till now, did music make upon me the impression I re- 
ceive from this simple, religious, and powerful performance !” 

DR. JOHNSON. 
The late Dr. Johnson’s ear, in respect to the power of appreciating 

musical sounds, was remarkably defective ; nevertheless, he possessed 
a sense of propriety in harmonic composition that gave him an uncon- 
querable distaste to all unmeaning flourish and rapidity of execution. 
Being one night at a concert where an elaborate and florid concerto 
on the violin was performed, after it was over, he asked a gentleman 
who sat near him what it meant ? The question somewhat puzzled the 
amateur, who could only say, that it was very difficult.“ Difficult!” 
answered the learned auditor, “I wish it had been impossible.” 

MUSICAL FLOURISHING. 
Felici Giardini, the very distinguished’ violin performer, who flour- 

ished in England during a great part of the latter half of the last cen- 
tury, was, when a young man, one of the ripienos in the opera orches- 
tra at Naples. Elated with the praise his rising talents excited, he 
became too fond of flourishing and displaying his powers of execution. 
One night Jomelli, the great operatic composer at Naples, on coming 
into the orchestra, happened to seat himself by Giardini, who, ambi- 
tious of letting the Maestro di Capella know what he could do, began, 
in the symphony of a tender and pathetic air, to give a loose to his fin- 
gers and fancy: when the master immediately rewarded him with a 
violent slap in the face. Giardini assured the late Dr. Burney, that 
this was the best lesson he ever received in his life. 

DR. WORGAN AND GEMINIANI. 
The celebrated musician and organist, Dr. Worgan, whose excel- 

lent extemporary voluntaries so much delighted the professors and 
amateurs of the middle and latter part of the last century, possessed a 
fine, free, and flowing fancy ; and, till a certain period of his life, 
composed in a tasteful and elegant style. But, falling into the com- 
pany of Geminiani, he asked that charming composer what quality in 
musical authorship he deemed the most rare and valuable: when re- 
ceiving for answer, that no excellence could compete with that of 
originality, he ever after aimed at nothing else; and, mistaking sin- 
gularity for the beauty to which he was advised to aspire, lost all his 
former ease, warmth, and simplicity, and produced only the most 
quaint and grotesque melodies, that ever mortified the ears, and ex- 
hausted the patience, of the lovers of really good music. 

DR. ARNE AND MISS, BRENT. 
Of all the English singing-masters of the last century, no one was 

so attentive to that first of vocal excellencies, articulation, as Dr. 
Arne. His favorite scholar, Miss Brent, afterwards Mrs. Pinto, and 
the original Mandane, was more remarkable for the distinctness of her 
pronunciation, than any British prima donna that has since appeared. 
The acquisition, however, was made at the expense of great labor 
to the tutor, and no small mortification to the pupil. What he would 
only allow to be difficult, she would often pronounce to be impossible ; 
but he never relaxed in his exactions of her apphieation, till his suecess 
convinced her of her mistake. On one occasion, the lady gave at once 
a striking proof of her impatience and her taste. Exasperated and 
fatigued, she absolutely refused to practise any longer a particular song, 
in which the Doctor was anxious she should be perfect ; upon which he 
threatened to find another singer for her intended part in Artaxerzes. 
The menace was no sooner uttered than she burst into tears, and said, 
she would rather practise night and day, till she pleased him in the 
song, than not be one of the performers of the exquisite musie of that 
opera, about one half of which was then composed. 

Be Or G RoAS? Hes 

HAYDN. 
[Continued from fifth Number.] 

Haypn, who had early discovered the barrenness of ancient sacred 
music, the profane luxuriousness of the modern Italian masses, and 
the monotonous and insipid style of the German hymns, felt that, to 
compose sacred music as it really should be, he must work ona system 
altogether different: he borrowed, therefore, few ideas from dramatic 

music ; but preserved by the solidity of the harmony some resemblance 
to the fine and solemn airs of the ancient school, sustaining, by the 
richness of his orchestra, melodies, solemn, tender, and at the same 
time dignified and brilliant; he even permitted, in his sacred airs, oc- 
casional graces and ornaments, which happily relieve from time to time, 
the general Joftiness and magnificence of his sacred style. 

His only precursor in this style of sacred music was San Martini. 
Long before the composition of the “ Creation,” Haydn had composed, 
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in 1774, one of his first oratorios, entitled ‘ Tobie,’ a work of moderate 
merit, in which but two or three movements announce the great 
master. We have before said that, when in England, he was much 
struck with the music of Handel; and it was from this musician that 
he learnt the art of the sublime. One day he was present at the 
performance of Handel’s Messiah, and on hearing one of the most 
sublime choruses in this piece much admired, remarked, in the most 
pensive tone, ‘ He is indeed the father of us all.’ 

It was in 1795 that Haydn, then sixty-three years of age, undertook 
his great work of the ‘ Creation;’ he labored at it two whole years. 
When any one hastened him in the work, he replied with tranquillity, 
‘IT am long about it, for I wish it to last long.’ 

At the commencement of the year 1798, the oratorio was finished 
and the following Easter was performed, for the first time, in the 

room of the Schwartzenburg palace, at the expense of the Dilettanti 
rN society, who had purchased it of the author. he enthusiasm, delight, 

and applause expressed at this first performance, can scarcely be de-| 
picted ; every thing united to render it more imposing. The choicest 
society of men of letters and amateurs of music filled the saloon, 
which was in every way perfectly adapted for music; Haydn himself 
led the orchestra. The most profound silence, and an almost univer- 
sal feeling of devotion and respect, reigned throughout the assembly 
as the first chords resounded from the instruments. Expectation was 
not deceived. A rapid succession of hitherto unknown beauties un- 
folded themselves to the ear, overcame every hearer, and all agreed 
they had felt, for two successive hours, a delight scarcely possible to 
analyze, produced by excited desires, ever renewed and ever satisfied. 

The ‘Creation’ met with rapid success: at that time every German 
paper was filled with eulogiums on this great effort of genius, and the 
astonishing effect it had produced in Vienna, and the score which 
appeared a few weeks subsequently, satisfied all amateurs of music 
as to the correctness of this statement. The wonderful sale of this 
score, augmented by some hundred louis the limited income of the 
author. The librarian had set both German and English words to the 
oratorio; which were afterwards translated into the Swedish, French, 
Spanish, Bohemian, and Italian languages. The French version is 
pompously flat, as may be judged by its coming from the conservatory 
of the Rue Bergére ; but still the translator was totally innocent of the 
slight effect the ‘ Creation’ produced the first time it was executed at 
Paris ; the fact is, all minds were engaged on another subject, for a 
few minutes before it began at the opera, the infernal machine of the 
third Nivose burst in the Rue Saint Nacaise. Two years after his 
composition of the ‘ Creation, Haydn, animated by success, and en- 
couraged by his friend Van Swieten, composed a new oratorio, entitled 
‘ The Four Seasons.’ The descriptive Baron had drawn the text for 
this work from our Thomson. The music contains less sentiment 
than the ‘Creation,’ but the subject admitted of sallies of gaiety, joy 
at the harvest,and profane love: ‘ The Four Seasons’ would be the 
finest production, in that style, in the world, if the ‘ Creation’ did not 
exist. The music is more scientific and less sublime than that of the 
‘ Creation ;’ but it nevertheless surpasses its elder sister in one point, 
namely, its quartets. The best critique on this work is that of Haydn 
himself, when he was told of the flattering approbation it had met 
with in the palace of Schwartzenburg. ‘I feel much delight at the 
manner in which my music has been received,’ said he, ‘ but I should 
not wish to hear any compliments on the occasion. I am persuaded 
all must feel, as I feel myself, that it is not a ‘ Creation, for the fol- 
lowing reason. In the ‘ Creation, the characters are angels, in this 
they are peasants.’ It was an admirable distinction. 

Haydn’s musical career finished with ‘ The Four Seasons.’ Old age, 
and the labor which this work had cost him, exhausted his strength. 
‘I have done,’ he said, some time after he had completed this oratorio; 
‘my head is no longer what it has been. Formerly, ideas came to me 
oe now I am obliged to seek them, and I am not equal to 
this. 

He composed, however, a few more quartets, but he never could 
finish that numbered 84, although he worked at it, almost uninterrupt- 
edly, three years. Latterly, he amused himself with putting accompani- 
ments to some of the ancient Scotch melodies, for which a London 
music-seller gave him two guineas per song: he arranged nearly 
three hundred in this way ; but, in 1805, he discontinued this employ- 
ment likewise, by order of his physician. 

From this time he never left his villa at Gumpendorff. When he 
wished to remind his friends, that he was still living, he sent them a 
visiting card, with some of his own composition on it. The words on 
the cards were: 

‘Hin ist alle meine kraft. Alt und schwach bin ich.’ 

‘My strength fails me. Iam old and feeble.’ 

The music to these words stops in the middle of the period, and 
without arriving at the cadence, well expresses the languid state of 
the author’s health. 

ee 

See eee 
meine kraft _ Alt Hin ist alle und schwach bin ich. 

About this time it was determined that the ‘ Creation’ should be 
performed, with the Italian words of Carpini, and a hundred and sixty 
musicians met for this purpose, at the palace of prince Lobkowitz. 
They were greatly assisted by the beautiful voices of Madame Frischer, 
of Berlin, Messrs. Weitmiller and Radichi. More than fifteen 
hundred people were present. The poor old man insisted, not- 
withstanding his weakness, upon once more seeing that public assem- 
bled for whom he had labored so much. He was conveyed in his arm- 
chair into the magnificent saloon, where every heart was affected. 
The princess Esterhazy, and Madame de Kurtzbeck, the friend of 
Haydn, met him. ‘The flourishes of the orchestra, and still more the 
agitation of the spectators, announced his arrival. He was placed in 
the middle of three rows of seats, occupied by his friends and the 
principal persons at Vienna. Before the music began, Salieri, the 
director of the orchestra, came to receive Haydn’s orders. ‘They 
embraced ; Salieri then hastened to his place, and, amidst the general 
emotion of the assembly, the orchestra commenced. The effect pro- 
duced by this sacred music, added to the sight of its great composer 
on the point of quitting this world, may be conceived. Surrounded 
by the nobility of Vienna and by his friends, by artists, and by lovely 
women, whose eyes were all fixed on him, listening to the praises of 
God, which he himself had imagined, Haydn bid a glorious adieu to 
the world and to life. 

So much glory and love frequently caused him to weep, and he 
found himself much exhausted at the conclusion of the first act. His 
chair was then brought in, and as he was about to leave the concert- 
room, ordering those who carried him to stop, he first bowed to the 
public, and then turning to the orchestra, with real German feeling, he 
raised his hands to heaven, and with tears in his eyes, blessed the 
former companions of his labors. 

Before Haydn had entered his seventy-eighth year, he was become 
extremely infirm. It was the last of his life. ‘The moment he went 
to the piano-forte, the vertigo returned, and his hands quitted the keys 
to have recourse to his rosary, which was his last consolation. War 
broke out between France and Austria’; this intelligence troubled 
Haydn, and exhausted the remains of his strength. He every mo- 
ment inquired what news there was, went to his piano, and with a 
feeble voice sang, ‘ God save the Emperor, 

The French armies advanced rapidly, and on the night of the 10th 
of May, having reached Schonbrunn, about half a league distant from 
Haydn’s little villa, they fired, the next morning, fifteen hundred 
cannon-shot, only a hundred yards from his house, upon Vienna, that 
town so much beloved by him. He pictured it to himself destroyed 
by fire and sword. Four bombs then fell close to his house, when 
his two servants, with terror depicted in their countenances, ran to 
him; the old man, by an effort, rose from his arm-chair, and with a 
dignified air, cried, ‘Why such alarm! know that, where Haydn is, 
no evil can happen.’ But this exertion was beyond his strength; a 
convulsive shivering prevented him from adding more, and he was im- 
mediately conveyed to his bed. On the 26th of May, he was almost 
completely exhausted; notwithstanding, he had his piano moved 
towards him, and sung three times, with as loud a voice as he 
could, ‘God save the Emperor.’ 

They were his last words. At his piano he became insensible, 

| years and two months. 

| Paris, and a hymn of Cherubini’s composition was sung. 

and expired on the morning of the 3ist, at the age of seventy-eight 
Madame Kurtzbeck had sent to him, dering 

the occupation of Vienna, to beg that he would suffer himself to be 
removed into the city ; but he could not be persuaded to quit his be- 
loved retreat. Mozart’s Requiem was performed a few weeks after- 
wards in honor of him, at the Scotch church. The same homage 
was rendered to his memory at Breslau, and at the conservatory at 

The music 
is worthy of the great man it celebrated. 

The commencement of all Haydn’s scores are inscribed with some 
of the following mottoes : ‘ In Nomine Domint, or‘ Soli Deo gloria’ 
and at the end of them all,‘ Laus Deo.’ If, when he was composing, 
he felt his imagination cool, or that some insurmountable difficulty 
prevented his proceeding, he rose from his piano, took his rosary, and 
began to repeat it. He said this method never failed. ‘ When I was 
working at the ‘Creation,’ said he, ‘I felt myself so penetrated with 
religion, that before I sat down to my piano, I prayed confidently to 
God to give me the talent requisite to praise him worthily.’ 

Haydn’s heir was a farrier, to whom he left thirty-eight thousand 
florins in cash, deducting twelve thousand florins which were be- 
queathed by him to his two faithful servants. His manuscripts, sold 
by auction, were bought by the prince Esterhazy. 
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MUSICAL HISTORY. 
MUSIC OF THE ANCIENTS. 

(Continued from 6th Number.) 

ON THE MUSIC OF THE HEBREWS. 
The genuine simplicity with which the transactions of the early ages 

of the world are recorded in the Sacred Writings, must ever render 
them interesting to readers of true taste; and the chronological ar- 
rangement of those passages, which relate to the progress of music in 
those distant times, will not be entirely useless, as it will at least show, 
that this science has always been connected with the religious ceremo- 
nies, public festivals, and social amusements of mankind. 

The construction and use of musical instruments, have a very early 
place among the inventions attributed to the first inhabitants of the 
globe by Moses. Jubal, the sixth descendant from Cain, is called, 
‘The father of all such as handle the harp and organ.’* This could 
have been but a short time before the Deluge, A. M. 1656: conse- 
quently the world must have been peopled many centuries before 
the invention took place. 

No mention, however, is made in the Scriptures, of the practice of 
music, till more than six hundred years after the Flood. But about 
1739 before Christ, according to the Hebrew chronology, both vocal 
and instrumental music are familiarly spoken of, as things in common 
use. Gen. 31. 

‘And Laban said to Jacob, &c. Wherefore didst thou flee away 
secretly, and steal away from me! and didst not tell me, that I might 
have sent thee away with mirth and with songs, with tabret and with 
harp.’ 

Lebin was a Syrian, and brother to Rebecca, Isaac’s wife ; so that 
the tabret and harp should be ranked among Assyrian instruments. 

After this time the Sacred Text furnishes no musical incident till 
1491 before Christ, when we have the first hymn, or psalm, to the 
Supreme Being upon record. It contains the pious effusions of Mo- 
ses, after the passage of the Red Sea, at the head of the whole people 
of Israel, just escaped from bondage. 

‘Then sang Moses and the Children of Israel this song unto the 
Lord, and spake, saying, 

‘I will sing-unto the Lord, for he hath triumphed gloriously : the 
horse and his rider hath he thrown into the sea,’ Exodus, ch. 15. 

Moses is seconded on this‘occasion by Miriam, the prophetess, and 
sister of Aaron, who took a timbrel in her hand ; ‘ and all the women 
went out after her with timbrels and with dances.’ 

‘ And Miriam answered them, sing ye to the Lord,’ &c. 
Here is an early instance of women being permitted to bear a part 

in the performance of religious rites, as well as of vocal music being 
accompanied by instruments, and by dancing. : 

The dithyrambics, or hymns to Bacchus, of the Greeks, originated 
in Egypt, whence that people originally emigrated. These were con- 
stantly accompanied by instruments and dances. Now, as Miriam | 
was an Egyptian, and just escaped from the country, where she had 
been educated, it is natural to suppose that the dance uséd now, and 
afterwards established by the Hebrews in the celebration of religious 
rites, was but the continuation of an Egyptian custom. 

* With respect to the instrument called an organ, in the English version of this passage, 
it must not be imagined that such a noble and complicated machine is there implied, as 
the present instrument of that name. ‘The commentators on the original Hebrew word, 
say it was a kind of pipe, perhaps similar to the Pandean pipe, already mentioned as a 
primitive invention. It appears that the translators, ancient and modern, of all parts of 
the world, not knowing what were the real forms and properties of the Hebrew instru- 
ments, have given to them the names of such as were of the most common use in their 
respective countries. 

Vou. I. 
Y 
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And we find music and dancing soon after this ceremony, applied 
to another, which was indisputably of the same origin : for the people 
having compelled Aaron, in the absence of his brother, to make them 
a golden calf, in the likeness of the Egyptian idol Apis, were found by 
Moses, on his return to the camp, singing and dancing before it. 

The trumpet of the Jubilee is likewise ordered to be sounded so 
soon after the flight from Egypt, that it must have been an Egyptian 
instrument. 

Moses also having been educated by Pharaoh’s daughter, as her. 
son, ‘ was learned in all the wisdom of the Egyptians.’ Acts 7. 

Nations, in their infancy, have but little leisure for cultivating mu- 
sic, otherwise than as it is connected with religious rites and military 
concerns. Accordingly, we find no other musical instrument mention- 
ed, during the administration of the great Hebrew legislator, than 
trumpets, except the timbrel used by Miriam. 

The trumpets of rams’ horns, used at the siege of Jericho, seem to 
have been merely signals to direct the march of the assailants, and by 
their noise to terrify and dismay the enemy. 

No further mention is made of music, till the Song of Deborah and 
Barak, which appears to have been sung in dialogue, unaccompanied 
by instruments. 

About fifty years after this period, and 1143 before Christ, the un- 
fortunate daughter of Jephtha, upon hearing of her father’s victory over 
the Ammonites, went out to meet him with timbrels and with dances. 

From this time, till Saul was chosen king, 1095 before Christ, the 
Sacred Text is wholly silent in regard to every species of music, with 
the exception of the trumpet in military expeditions. But here an 
incident occurs, which merits particular attention. It is evident from 
many passages in Scripture, that music was as nearly allied to pro- 
phecy as to poetry. Samuel, after secretly anointing Saul king, and 
instructing him in the measures he is to pursue, for establishing him- 
self on the throne, proceeds, ‘ And it shall come to pass, when thou 
art come to the city, (Beth-el,) that thou shalt meet a company of 
prophets coming down from the high place, with a psaltery, a tabret, 
and a pipe, and a harp, before them, and they shall prophecy. And 
the spirit of the Lord will come upon thee, and thou shalt prophecy 
with them.’ 
Many other instances might be cited of this union of music and 

prophecy. King David cultivated music so early, that St. Ambrose 
says, in his preface to the first Psalm, ‘ he had always the gift of pro- 
phecy, and was chosen by God himself, in preference to all other pro- 
phets, to compose psalms.’ 

The Chaldean paraphrase understands by prophecying, ‘adoring 
God, and singing praises unto him.’ 

In pursuing the narrative of musical events furnished by the sacred 
historians, we find that David, on account of his great skill in this 
science, was called in to administer relief by the power of his harp to 
Saul, afflicted with an evil spirit. 

If it be possible for music to operate medicinally with effect, it may 
be imagined to be a palliative at least, if not a cure, for a troubled 
spirit. The human mind when under the pressure of affliction, or 
warped and agitated by the contention of warring passions, seems a 
proper subject for soft, and soothing strains to operate upon. 

Without having recourse to a miracle in the case of Saul, who had 
offended God by his disobedience, the whole of David’s power over 
the disorder of that unfortunate prince, might be attributed to his skil- 
ful and affecting manner of playing upon the harp. ‘ And Saul’s ser- 
vants said unto him, behold now an evil spirit from God troubleth 
thee. Let our Lord now command thy servants which are before 
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thee, to seek out a man who is a cunning player on an harp. And it 
shall come to pass, when the evil spirit from God is upon thee, that 
he shall play with his hand, and thou shalt be well. And Saul said 
unto his servants, provide me now a man that can play well, and bring 
him to me. Then answered one of the servants, and said, Behold, [ 
have seen ason of Jesse, the Bethlehemite, that is cunning in playing, 
and a mighty valiant man, and a man of war ; and prudent in matters, 
and a comely person, and the Lord is with him. 

‘Wherefore Saul sent messengers unto Jesse, and said, Send me 
David, thy son, which is with the sheep. And Jesse took an ass, laden 
with bread, and a bottle of wine, and a kid, and sent them by David 
his son unto Saul. And David came to Saul, and stood before him, 
and he loved him greatly, and he became his armour-bearer. And Saul 
sent to Jesse, saying, Let David thy son stand before me, I pray thee, for 
he hath found favour in my sight. And it came to pass, when the evil 
spirit from God was upon Saul, that David took an harp, and played 
with his hand; so Saul was refreshed, and was well, and the evil spir- 
it departed from him.’ 

Soon after David had given this specimen of his musical skill, we 
find him a volunteer in the army of Saul, giving extraordinary proofs 
of his military prowess, by his victory over Goliah, the champion of 
the Philistines, who had struck such a terror into his countrymen, that 
they all declined accepting his challenge, regarding him as invincible. 
David, returning from the field of battle after his victory over the 
giant, was met by the women of all the cities of Israel, ‘ singing and 
dancing, with tabrets, with joy, and with instruments of music.’ 

‘ And the women answered one another as they played, and said,’ 
&c. 

This is an unquestionable proof of a chant in dialogue, or a dui 
cori, being in early use: and it was this which probably gave rise to 
the manner of chanting the Psalms in the cathedral service. Ps. 68, 
the damsels play with timbrels in the procession before the ark. And 
many other instances might be adduced, of permission being given 
for females to assist in the performance of sacred rites. In 1 Chroni- 
cles, ch. 25, where the musical establishments for religious purposes 
are all enumerated, we are told, ‘that God gave to Heman fourteen 
sons and three daughters. And all these were under the hands of 
their father for song, in the house of the Lord, with cymbals, psalte- 
ries, and harps.’ And Miriam, Deborah, Judith, and Anne, the mother 
of Samuel, were all regarded by the Jews not only as singers, but as 
poetesses and prophetesses. 

In the reign of King David, music was held in the highest estima- 
tion by the Hebrews. The genius of that prince for this science, and 
his attachment to the study and practice of it, as well as the great 
number of musicians whom he appointed for the performance of re- 
ligious ceremonies, could not fail to extend its influence, and augment 
its perfections; for it was during this period, that music was first ad- 
mitted into the ministry of sacrifice, and the worship of the ark. 
‘And David, and all the house of Israel, played before the Lord on 
all manner of instruments, even on harps and on psalteries, and on 
timbrels, and on cornets, and on cymbals.’ 

In the 15th, 16th, and 23d chapters of the first book of Chronicles, 
we find an enumeration of all the musicians employed by David, in 
the service of the ark, before a temple was erected. 

Four thousand of the Levites were appointed to praise the Lord 
with instruments; and the number of those who were ‘ instructed’ and 
‘cunning in song,’ amounted to two hundred and eighty-eight. 

It does not appear from the Sacred Writings, that, before this time, 
any other instruments than trumpets were used in the daily celebra- 
tion of religious rites; though others are mentioned in processions, and 
on occasions of joy are festivity. 

It has ever been the custom of legislators and founders of religious 
systems, to retain part of the former laws, and sacred institutions. 
The Egyptians divided the inhabitants of their country into tribes, 
confining each profession to one family: and as they restricted music 
to the priesthood, the Hebrews, who had their arts and sciences from 
the Egyptians, and who were indulged in some points of resemblance 
to their religious rites, made both the profession of priest and musi- 
cian hereditary in the tribe of Levi. And it appears, that when 
David first regulated the musical establishments for the service of re- 
ligion, not only the select band of singing men and singing women, 
but also the four thousand performers upon instruments, were all se- 
lected from the families of priests and Levites. 

The reign of Solomon, so long, so pacific, and so glorious to the 
Hebrews, may be regarded as the Augustan age of that people ; whose 
prosperity, during that period, not only enabled them to cultivate arts 
and sciences among themselves, but attracted foreigners to visit and 
assist them. And as the Romans, during the time of Augustus and 
his successors, were indebted to the Greeks for a great part of their 
knowledge in the. polite arts, so the Hebrews, under Solomon’s gov- 
ernment, had assistance from Egypt and from Tyre. Music and poe- 

try, which were put upon so respectable a footing in the former reign, 
had their full share of attention in this; for ‘ Solomon appointed, accord- 
ing to the order of David, his father, the courses of the priests to their 
service, and the Levites to their charges, to praise and minister before 
the priests, as the duty of every day required.’ 2d Chronicles, ch. 8, 
verse 14, 

The Hebrews frequently attributed their success in battle to the 
animation excited by the trumpets, which were always blown by 
priests and Levites, whom the people regarded as inspired persons, 
and highly reverenced. 

From the reign of Solomon, which has already been considered as 
the most polished period in the Hebrew annals, the arts and sciences 
began to decline. 

After the destruction of Jerusalem, and its splendid temple by the 
Babylonians, and a long series of calamities, with very few, and tran- 
sient intervals of prosperity, nothing material occurs in the musical 
history of the Hebrews. During the seventy years of their captivity, 
it is natural to suppose, that they were denied the public celebration 
of their religious rites; nor could they have much time for domestic 
amusements or festivity. Music, the darling child of leisure and hap- 
piness, and the contented parent of innocent pleasure, must have been 
abandoned and almost excluded from their wretched dwellings. 
Whatever awakened the recollection of former felicity, could hardly 
have been an acceptable guest during a state of slavery. How beau- 
tifully has the psalmist expressed the natural sentiments of a people 
but lately fallen from a state of prosperity; still tremblingly alive to 
the blessings of freedom, fondly reflecting on their late independency, 
as ona ‘tale that is told, and hence doubly susceptible of the full 
extent of their present hopeless condition. 

‘ By the waters of Babylon we sat down and wept, when we re- 
membered thee, O Sion. As for our harps, we hanged them up upon 
the trees that are therein. For they that led us away captives, re- 
quired of us then a song, and melody in our heaviness: Sing us one 
of the songs of Sion. How shall we sing the Lord’s song in a strange 
land? If I forget thee, O Jerusalem! let my right hand forget her 
cunning.’ Psalm 137. 

It is reasonable to imagine, that their masters, the Chaldeans, like 
all other Eastern nations; addicted to luxury and magnificence, en- 
couraged every art, that could contribute to the gratification of the 
senses. And we find in the prophecies both of Ezekiel and Daniel, 
that the utmost splendor prevailed both in regard to their vestments 
and the furniture of their palaces; that the arts of painting and sculp- 
ture were highly cultivated, and the most grateful and soothing sounds 
conveyed to the ear, by vocal and instrumental music. 

At the end of the Captivity, 536 before Christ, an effort was made, 
by permission of Cyrus, to rebuild the Temple, and re-establish the 
ancient worship of the Hebrews. It does not, however, appear, that 
it was ever restored to its former magnificence, or that music, or any 
other science, ever again flourished among this infatuated people. 
For though the Jews, from this period till the destruction of their sec- 
ond temple by Titus Vespasian, and their consequent total dispersion, 
continued to be a distinct nation, they were not only tributary by 
turns to the Persians, the Egyptians, the Syrians, and the Romans, 
but incessantly distracted by intestine sects and factions, whose in- 
veterate rancour never subsided, even in the midst of the most immi- 
nent dangers from acommon and foreign foe. Thus did their mutual 
animosities contribute more effectually to their destruction, than the 
efforts of their powerful and avowed enemies. 

If the mind be undisturbed, there is no condition so abject, or 
bodily labor so oppressive to the spirits, as to render men insensible 
to the fascination of musical sound: but among the turbulent and un- 
happy, we search in vain for the arts of peace, the certain consequen- 
ces of that contentment, which is the offspring of public and private 
felicity. However varied the customs of different nations, human 
nature has continued the same in all empires, and in every age. 

(To be continued.) 

HANDEL AND DR. GREENE. 

Dr. Maurice Greene, whose compositions whether for the church or: 
the chamber, were never remarkably mellifluous, having solicited 
-Handel’s perusal and opinion of a solo anthem, which he had just 
finished, was invited by the great German to take his coffee with him 
the next morning, when he would say what he thought of it. The 
Doctor was punctual in his attendance, the coffee was served, and a. 
variety of topics discussed ; but not a word said by Handel concerning 
the composition, At length Greene, whose patience was exhausted, 
said with eagerness, and an anxiety which he could no longer conceal, 
‘ Well, Sir, but my anthem—what do you think of it? ‘Oh, your 
antum—ah—why I did tink it vanted air, Dr. Greene.’ ‘ Air, Sir?” 
‘Yes, air; and so I did put it out of de vindow,’ 
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THE CHOIR.—NO, 4. 
RerrosPECTIVE REMARK. Some persons may think, perhaps, that 

in our preceding remarks, we have gone too far, and complain of un- 
necessary severity. But we are fully persuaded that the most perfect 
good order, systematic arrangement and strict discipline are indispen- 
sable to the success of a choir. The analogy between a choir, and a 
military organization is, in respect to these things, perfect. They en- 
ter into the very existence, and constitute, as it were the current of 
life, in both. A choir of singers must have but one object in view, 
viz. perfection in their art; to this every thing else must give way, 
every personal gratification yield. Surely such little selfish feelings 
and considerations as we have alluded to, are never to be allowed for 
a moment to interfere. It is by bringing all these, together with our 
musical capability, personal example and influence, and throwing them 

- all into one common stock, that a capital is created with which to op- 
erate, and which is to be employed under a proper direction for the 
benefit of all concerned. 

COMMENCEMENT OF A PIECE OF MUSIC. 
The choir are to commence, either after a prelude, or where there 

is no prelude, at the signal of the leader. In the former case, no par- 
ticular directions are necessary. If the prelude is printed with the 
vocal parts, the singers have merely to keep the place with the organ. 
or instruments. 
singers should carefully count the time; and in both cases, should be 
quite ready to strike the first sound in exact time, perfect melody, and 
with proper dynamic degree and tone. 

In the latter case, (where there is no prelude,) the organ or other 
instruments should give the proper accord, in which the third should 
predominate, so as to be distinctly heard ; for by this the pitch is most 
accurately fixed in the ear. 

EXAMPLE. 

ess. 

At the moment the accord is given, every singer should glance at 
his book so as to catch the first sound and word, and then instantly 
direct his eyes to the leader for the time. As soon as the accord 
ceases, (and it should be given a tempo, and not with a pause ~\)—the 
leader should distinctly mark one measure, or part of a measure, as 
the case may be, saying, if necessary, in order to make it more sure, 
1, 2, 3, &c. and immediately the chorus prevails. 

If the above directions are followed, if the leader is precise and ac- 
curate, and if every eye is fixed on him, the choir may as easily com- 
mence the first sound together, as they can sing together afterwards 
in the progress of the piece. 

(To be continued.) 

GENERAL DIRECTIONS TO SINGERS.—NO. 5. 
FORMATION OF THE VOICE. 

26. The proper formation of the voice consists in the union and 
blending of the different Registers. The best voices seem to have been 
formed in this way. They are modified, also, by the tone being made 
to ring at, or near the throat ;—from one or both of the arches near 
the soft palate ;—or higher in the head, near to, or at, the posterior 
nostrils. These are called the Throat or Gutteral,—the Palatial,— 
and the Head, or a slightly nasal, modification. Gutteral and Nasal 
are generally understood in the extremes, or the more or less vitiated 
states of the throat and head modification. The qualities sometimes 
perceptible upon voices by impressions made by the mouth, or cheeks, 
the teeth, the tongue, or the lips, are often offensive. That peculiar 
quality of tone which may be called veiled, or cloaked, is also to be 
avoided. The formation of those voices which are the most remarkable 
for beauty and excellence of tone, is slightly, but inoffensively, nasal. 

27. The lowest sounds of the great vocal scale, which may be un- 
-&- 

to (= are formed mostly, of 
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derstood to extend from 

the Register di petto ; the middle sounds, mostly of the medium Regis- 
ter ; and the highest sounds, of the Register di testa. The sounds in- 
termediate to the lowest and middle of the compass, are most favor- 
able to a combination of the Registers di petto and medium: and 

If the prelude is not printed with the vocal parts, the | 

a 

modified by a blending of the Register di petto. 
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those intermediate to the middle and highest sounds, are most favor- 
able to a combination of the Registers medium and di testa. 

28. In base voices, im general, the Register di petto prevails ; being 
modified by a blending of the medium Register, and occasionally of the 
Register di testa. Sometimes the Registers di petto and medium are 
combined ; with, perhaps, a slight blending of the Register di testa. 
Some base voices depend chiefly upon the medium Register, slightly 

The real base voice 
is remarkable for its magnificence and its extent. 

29. Baritone, or Tenor-Base voices, though higher, are constituted 
similarly to Base voices. : 

30. Tenor voices in general, are formed by the medium Register ; 
modified either by a blending of the Register di petto, or of the Reg- 
ister di testa. Sometimes they are formed by a combination of the 
Register di petto and. medium, occasionally modified by the Register 
di testa ; or, by a combination of the Registers medium and di testa, 
occasionally modified by the Register di petto; and sometimes by a 
combination of the three Registers—with an occasional predominancy 
of one or the other, according as the pitch, or as the vowel sound may 
favor the one or the other. 

31. The adult male Alto voice is commonly formed by a blending 
of the Registers medium and di testa. 

32. The Alto of boys is chiefly formed by the Register di petto, 
modified by the medium. 

33. The Mezzo Soprano of boys, is most frequently composed of 
the medium Register, modified by one of the other Registers, accord- 
ing to the pitch, or vowel sounds. 

34. The Alto, or lowest voice of females, is formed of the Register 
di petto, modified by the medium. 

35. The Mezzo Soprano (medium voice of females,) is, in general, 
formed of the Register di petto, modified by a blending of the medium, 
or di testa. Or by a combination of the three Registers, having either the 
one or the other predominating, according to pitch, or vowel sounds. 

36. The Soprano (Treble, Canto,) or highest voice of females is 
formed generally of the medium Register modified by a blending of 
the Register di testa. The admission of the Register di petto here is 
too masculine and coarse in its effect. Mo.tyneavx. 

(To be continued.) 

HANDEL AND HAYDN SOCIETY.—No. 5. 
[Continued from the Fifth Number. ] 

Great preparations were now made for the contemplated public 
performances, or Oratorios. The Society having lost their organist, 
Mr. Stockwell, by death, applied to R. Taylor, of Philadelphia, one of 
the most celebrated performers in the country at that time, to come to 
Boston and officiate. Dr. Jackson was then in Boston, ‘but on ac- 
count of the Handel & Haydn Society being an incorporated body 
(as the committee in their application to Mr. Taylor, say) does not 
associate with them.’ Not succeeding in obtaining Mr. R. Taylor, 
application was made to Mr. S. P. Taylor, of New York, to come 
and take the Organ on the occasion of the contemplated Oratorios. 
This invitation was accepted. Great exertions were constantly made 
to become perfect in the music ; and two meetings in each week were 
regularly held for practice. Mr. Taylor, from New York, met the So- 
ciety on the 28th of March, and on Tuesday evening, the first of April, 
1817, the rourtH Oratorio of the Society was given at the Stone 
Chapel. Agreeably to a previous vote of the Government, the first part 
consisted of the first part of the Messiah, the second part consisted of 
a miscellaneous selection, and the third part consisted of the third 
part of the Creation. 

The second or intermediate part, which of itself would now be con- 
sidered long enough for a public performance, was as follows, viz. 

Soto. Thou didst blow, &c. 
Duet. The Lord is a man of war. 
Cuo. Moses and the Children of Israel. 
Rec. For the horse of Pharaoh. 
Cuo. The Lord shall reign. 
Rec. And Miriam the Prophetess. 
Air. Sing ye to the Lord. 
Cuo. The Lord shall reign. 
Air. Tis Liberty, dear Liberty. ; 
Durr. Come ever smiling Liberty. 
Soro. Strike the Cymbal. 
Cuo. Spread your banners. 
Arr. See advances. 
Cuo. Spread your banners. 
Trio. God of Thunder. 
Cuo. What are nations. 
Soto. What are haughty monarchs now. 

« Cxo. Pride of Princes. 
Soro. This world is all a fleeting show. 
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The rirru Oratorio was performed on the Thursday evening fol- 
lowing of the same week, and consisted of the second part of the 
Messiah, an intermediate selection, and the second part of the Creation. 

The stxrH Oratorio was performed on the Friday following, (the 
next day) and consisted of the third part of the Messiah, an interme- 
diate selection, and the third part of the Creation. 

The intermediate selection was nearly the same in the Fifth and 
Sixth, as it wasin the Fourth Oratorio. 

These performances were so popular that on the fifth of April, the | 
Government voted ‘ that an Oratorio be performed on ‘Tuesday next, | 

to consist of a selection of the best Solos and Choruses from the Ora- | 
torios lately performed, and that the President be authorized to make 
the selection.’ Accordingly, on the eighth inst. (Tuesday) the sEvVENTH | 
Oratorio was given. 

The whole amount received from these four Oratorios (including 
from 60 to 70 tickets to Editors) was sixteen hundred and twenty- 
eight dollars. 

In addition to the services of Mr. Taylor, as organist, the Society | 
were assisted at these Oratorios by Mr. O. Shaw, of Providence, 
who here first brought out the song, afterwards, and even now 
so deservedly popular—‘ This world is all a fleeting show.’ This 
song was of course a great favorite, and was repeated at each perform- 
ance. The approbation bestowed upon Mr. Shaw as a composer, at 
these performances, no doubt operated as an inducement to further 
exertions on his part, so that to this circumstance, perhaps, the public 
are indebted for the several popular and pleasing songs and duets 
which this gentleman has from time to time published. 

(To be continued.) 

HAYDN’S SENTIMENTS ON COMPOSITION. 

‘A musical composition,’ said Haydn, ‘ought to have a natural 
and striking melody ; each idea ought to spring out of the preceding 
passage ; the ornaments should be sparingly and judiciously introduced ; 
and the accompaniments never be overcharged. The rigid rules of 
harmony should rarely be violated, and never without the compensa- 
tion of some inspired effect. When I sit down to compose, I resign 
myself to my feelings and my unrestrained imagination. If fancy 
suggests a happy thought, I endeavor to follow it up; and, while I 
keep sight of my master-subject and general plan, my aim is, to work 
the different passages into a regular and consistent whole. In vocal 
composition, the art of producing beautiful melody may now almost 
be considered as lost: and, when a composer is so fortunate as to 
throw forth a passage that is really melodious, he is sure, as if he be not 
sensible of its excellence, to overwhelm and destroy it, by the fulness 
and superfluity of his instrumental parts.’ 

Concert Room Anecdotes. 

BalsO G RAGA. Ys 

MOZART. 

Mozart, W. A. (Johann Chrysostomus Wolfgang Gottlieb) was born 
at Salzburg, on the 27th of January, 1756. His father having in an 
unusual manner influenced the destiny of his son, and both unfolded | 
and modified his genius, we think it necessary, in the first place, to 
give a short account of his career. Leopold Mozart was the son of 
a bookbinder at Augsburg; he studied at Salzburg, and, in 1762, was 
admitted as one of the musicians of the prince archbishop of Salzburg, 
and was also nominated sub-director of the chapel of that prince. 
The duties of his station leaving him much leisure, he gave lessons on 
the violin and in musical composition; he also published an instruc- | 
tion book for the violin, which met with great success. He married 
Anna Maria Pert.; and it has been remarked by many as a singular 
circumstance, that this couple, who gave birth to an artist so happily 
endowed with the genius of harmony, were universally remarked in| 
Salzburg on account of their extreme beauty. Of seven children, the | 
fruits of this union, two only survived, a girl, named Mary Anne, and. 
a son, the subject of our present memoir. | 

This son had scarcely attained the age of three years when his fa- 
ther began to instruct his sister, then about seven years of age, on the 
harpsicord. From that period young Mozart began to display his| 
astonishing abilities for music. His greatest delight was to endeavor 
to find out thirds on the harpsichord, and nothing could equal his 
pleasure when he discovered that harmonious concord. Arrived at 
the age of four, he had learnt, almost voluntarily, to play several min- 
uets and other pieces of music on the harpsichord. To learn a min- 
uet he required rather more than half an hour, and scarely double that 
time for a much longer piece; after which he would perform them 
with the greatest accuracy and perfectly in time. And at the age of | 
five years, so rapid was his progress, that he already composed some 
trifling pieces of music, which he performed to his father, who carefully | 
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preserved them, to encourage his rising talent. Previous to this pe- 
riod, and ere the little Mozart had discovered any predilection for mu- 
sic, his greatest delight was in the games which usually interest, chil- 
dren of that age, and for them he would even sacrifice his meals. He 
ever displayed proofs of the greatest sensibility and affection; and 
would frequently ask, perhaps ten times a day, to those around him, 
‘Do you love me very much?’ and when in joke they would reply no, 
tears would immediately escape from his eyes. As soon as he began 
to have a notion of music, his love for the gambols of his age entirely 
vanished, and, for any amusement to please him, it became necessary, 
in some way, to introduce music with it. A friend of his parents 
frequently amused himself by playing with this intelligent child; some- 
times by conveying toys in procession from one room to the other; 
whilst he, who had nothing to carry, sang a march, or played it on the 
violin. 

During a few months, Mozart attached himself with great avidity to 
| the ordinary studies of youth, and during that period even sacrificed 
to them his love for music. Whilst learning arithmetic, the tables, 
chairs, walls, and even the floors, were scrawled with figures. The 
energy of his mind enabled him easily to fix his attention on any new 
object that presented itself. Music, however, soon became again his 
favorite pursuit ; and his taste for it soon gained such an ascendency 
over him, that he gave himself up, without reserve, to the occupation 
nature had apparently prescribed for him. His progress never slack- 
ened. Mozart, the father, upon returning home one day with a friend, 
found his son occupied in writing. ‘ What are you about there, my 
dear?’ he demanded. ‘I am composing a concerto for the harpsi- 
chord ; I have almost finished the first part.’ ‘ Let us see this scrawl.’ 
‘ No, if you please, I have not yet finished it.’ His father however 
took the paper, and showed it to his friend ; it was a perfect scrawl of 
notes, hardly legible from the blots of ink. The two friends began to 
laugh heartily at this scribbling; but Mozart, the father, having con- 
sidered it attentively, ‘See, my friend,’ said he, ‘how exactly it is 
composed by rule; tis a pity we cannot make out something of this 
piece ; but it is too difficult, nobody could play it.’ ‘ It is a concerto,’ 
replied the young Mozart, ‘and should be well studied before being 
performed. See, this is the way you should begin.’ He then com- 
menced playing it; but only succeeded in the performance sufficiently 
to discover his idea. Indeed, the composition was a multitude of 
notes placed exactly according to rule, but which presented such 
amazing difficulties, that the most able musician would have found it 
impossible to execute them. 
When he had attained the age of six years, all Mozart’s family, 

consisting of his father, mother, sister, and himself, removed to Mu- 
nich. Here the elector heard the two children perform, who received 
unbounded applause. In the Autumn of this year, (1762) the two 
young virtuosos were presented at the imperial court. The famous 
Wagenseil happened to be in Munich. Young Mozart, who already 
preferred the approbation of a good master to that of any other, beg- 
ged the emperor to allow Wagenseil to be present at his performance. 
‘Send for him,’ said the child, ‘he understands the thing.’ Francis 
I, desired Wagenseil might be called, who resigned to Mozart his 
place at the harpsichord. ‘Sir,’ said the young virtuoso, then six 
years old, ‘I am going to play one of your concertos—you must turn 
over the leaves for me.’ 

One day performing again at court, the emperor Francis I, said in 
joke to the young performer: ‘It is not very difficult to play with 
all the fingers; but to play with one finger, and with the keys hid, 
would indeed excite admiration.’ Without the least appearance of 
surprise at this strange proposal, the child immediately began to play 
with one finger, and with all the precision and neatness imaginable. 
He then begged to have a veil, that he might hide the keys of 
the instrument; and thus he continued to play equally as well as if 
he had long been accustomed to this style of performance. 

Hitherto, our young musician had merely performed on the harpsi- 
chord; but his great genius outstripped all instruction. He had 
brought with him from Vienna to Salzburg a small violin, and he was 
in the habit of amusing himself with the instrument. Wenzl, an able 
violinist, presented himself one day to Mozart, the father, to ask’ his 

opinion of six trios he had just composed. It was agreed that they 
|should be tried, and that Mozart, the father, should play the bass, 
Wenzl the first violin, and Schachtner, trumpeter to the archbishop 
of Salzburg, who happened to be with Mozart at that moment, the 
second ; but the young Mozart entreated so earnestly to be permitted 
to take this last part, that his father, though at first much offended by 
his importunity, at the intercession of Schachtner, at length consented 
to let him perform on his little violin, assisted by his friend Schacht- 
ner. The father had never before heard his son’s performance on 
this instrument; but his admiration was scarcely exceeded by his as+ 
tonishment, when Schachtner, laying aside his violin, declared he was 
entirely useless.’ The child executed with equal success all the six trios, 

(To be continued.) 
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RPAIRG WINN... DBBRBUABY, 18836. 

MUSICAL HISTORY. 
ON THE MUSIC OF THE GREEKS, AS CONNECTED WITH THE FABULOUS 

RESIDENCE OF THE PAGAN DIVINITIES UPON EARTH. 
(Continued from 7th Number.) 

Leaving the music of the Hebrews, the account of which was drawn 
from the only authentic records of the earliest ages of mankind; we 
will now pass into the regions of fiction and fancy, and dwell on those 
ingenious and elegant allegories, which were the delight of our youth, 
and to which we still revert with rapture, yet not unmixed with regret ; 
for the melancholy reflection, that this, our Golden Age, shall never 
return, like an unwelcome visitor, perpetually breaks in upon our 
meditations. 

Though we cannot, as heretofore, wanton unrestrained in those 
Elysian fields, 

© Where erst my careless childhood stray’d, 
A stranger yet to pain’— 

Gray’s Eton College. 

Yet are we not excluded from the society of those pagan divinities, 
under whose fictitious attributes were pourtrayed, with matchless 
beauty, genius, and energy, the passions, the follies, and the virtues of 
man, during the infancy of society. 

The most sensible historians of antiquity divested these deities of || 
their immortality : we will follow their example, and consider them as 
mere human beings, who having materially benefited mankind during 
their lives, were deified after death by the gratitude of posterity. 

Mr. Pope, in his Essay on Man, has admirably described the origin | 
of Deification : 

‘'T’ was virtue only, or in arts, or arms, 
Diffusing blessings, or averting harms; 
The same which in a sire the sons obeyed; 
A prince, the father of his people made. 
On him their second Providence they hung, 
Their law his eye, their oracle his tongue. 
He from the wond’ring furrow called the food, 
Taught to command the fire, control the flood; 
Draw forth the monsters of th’ abyss profound, 

Or fetch th’ aerial eagle to the ground.’ 

Jupiter, the father of gods and men is said to have been born in the 
Isle of Crete, and nursed and brought up in a cave of Mount Ida. 
The first music mentioned in the Grecian history is that of the ‘ [dei 
Dactyli,’* immediately after his birth, and which consisted only of the 
clash of swords, as they danced around him in armour ; similar, in 

point of excellence, to the clash of staves of modern morris dancers. 
This wild story is noticed by Sir Isaac Newton in his Chronology, 

and sufficiently describes the rude state of music on its first introduc- 
tion into Greece. It is not unnatural to suppose, that when this prince 
was grown up, had vanquished his enemies, and was peaceably estab- 
lished on his throne, arts and sciences began to flourish, and especially 
that music was cultivated, through the skill and influence of Apollo 
and his other sons. 

All ancient authors agree, that letters and arts were brought out of 
Pheenicia into Greece by Cadmus, and the Idi Dactyli. Cadmus 
appears to have been contemporary with the Cretan Jupiter, who, in 
the shape of a bull, by which expounders of pagan mythology under- 

* Dicteos referunt curetes ; qui Jovis illum 
Vagitum in Creta quondam occultasse feruntur; 
Cum pueri circum puerum pernice chorea 
Armati in numerum pulsarent eribus era. 

Lucret. 1, 2. ver. 663. 
(Translated by Creech.) 

These represent the armed priests, who strove 
To drown the tender cries of infant Jove; 
By dancing quick, they made a greater sound, 
And beat their armour as they danced around. 

stand the ship in which he sailed, is said to have carried away his 
sister Europa from Sidon. 

The Phoenicians, on their first settling in Greece, gave the name of 
Jupiter to every king, as every Egyptian monarch was called Pharaoh, 
every Roman emperor Cesar, and in modern times, ever Russian 
autocrat, Czar. 

Minerva, or Pallas. 

What can be more beautiful than the allegory that Minerva, the 
goddess of wisdom and virtue, under the figure of a virgin, armed at 
all points, sprang from the brain of Omnipotence ? 

In her character of Musica, ‘ the musician,’ she lays claim to a share 
in musical discoveries. She is said, by Ovid*, to have invented the 
flute, the first improvement upon the syrinx, or Pan’s pipe. The 
form of this primitive instrument need not be described, as it has of 
late been rescued from oblivion by the Pandzean minstrels, and an 

infinity of their humble imitators, to the inexpressible annoyance of 
all learned ears, and to the delight of all the numerous legitimate 
descendants of that profound musical patriarch, Justice Midas. 

The sagacity and penetration of Minerva discovered that it was 
practicable to produce the same variety of tones from a single pipe, 
which had before been effected by means of a number of reeds of 
different lengths, either tied, or fastened together by wax. 

Two other circumstances are related of her, with respect to the 
flute. Perceiving that she was laughed at by Juno and her sister 
Venus, whenever she played the flute in their presence, she deter- 
mined to examine herself in a fountain, for it does not appear in those 
days that a looking-glass was considered, even by ladies of the high- 
est rank, as an indispensable appendage to the toilette. This serving 
as a mirror, convinced her that she had been justly derided for the 
distortion of her countenance, occasioned by swelling her cheeks in 

‘the act of blowing the flute. 
This is one reason assigned for her abandoning that instrument, 

and adopting the lyre. 
But a much better motive is given for this alteration in her senti- 

ments. Observing, that when her brother Apollo played on the lyre, 
his mouth was at liberty, she found that it enabled him to sing and 
play at the same time, and thus afforded an opportunity of uniting 
instruction and pleasure. 

These anecdotes are neither puerile nor improbable ; indeed, many 
of the ancient fables are so ingenious, and contain so delicate a moral, 
that it would discover a taste truly Gothic and barbarous, to condemn 
or reject them. History consists principally of such materials during 
the dark ages of antiquity ; in fact, we have no other records to con- 
sult, than those of poets and mythologists. 

The use of instruments of percussion has been traced as high as 
the birth of Jupiter: it has likewise been shown, that the Greeks 

attributed the improvement of wind instruments to Minerva. It 
remains only to speak of the third species, the tones of which are 
produced by strings. Among these, the first in order and celebrity 
is the lyre, which both the Greeks and Egyptians agree was invented 
by Mercury. 

* Prima terebrato per rara foramina baxo, 
Ut daret, effeci tibia longa sonos. 

Fast. 1. 6. 

By me (a) at first the hollowed box was found, 
When pierced to give variety of sound. 

(a) Minerva speaks, 

he (To be continued.) 
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GENERAL DIRECTIONS TO SINGERS. No. 6. 
{Continued from 7th Number.] 

FORMATION OF THE VOICE, CONTINUED- 
37. Previous to commencing the work of forming the voice, the 

teacher and students should make themselves acquainted with the 
general constitution of the particular voice to be cultivated. (See 23 
to 32 in No. 5.) 

The suggestions in relation to position, opening the mouth, taking 
and emitting the breath, &c. must also be present in the mind of the 
singer, and reduced to practice. 

38. The manner during practice for the improvement of the voice 
should be energetic ;—sometimes dictatorial, dignified, magnificent, 
grand. Cheerfulness and gaiety of temperament, also, are almost as 
necessary for enabling the singer to receive the full benefit of practice, 
as a state of fusion is to wax, in order to its receiving a clear impres- 
sion; and the pleasure for which they prepare the feelings, and the 
good effects which they produce upon the voice and countenance, are 
highly important. Mind, intense interest, and a habit of luxuriating 
upon our own tones in singing, are highly useful in forming the voice. 

39. 'Fhe singer should never continue the exercise of the voice so 
as to produce positive fatigue. Singing after the person or voice be- 
comes tired, is unfriendly to the acquirement of a buoyancy and 
elasticity in delivery.—Henee singers should not distress their vocal 
organs by any violent or painfully protracted exertion. 'Fhey should 
not continue to sing after the throat and mouth become dry by 
exercise ; but, by singing often, energetically, and not too long at a 
time, they should keep up.adue command of their strength, and thus be 
able to commence and continue their practice firmly and cheerfully. 

40. The vowel sounds of the Italian A (as in Far,) open E (as in 
Fare,) and O (as in Awe,) are the most favorable for the Register di 
petto. The sounds of the [taliam close E and O (asin Foteand Foe) 
are the best for the medium Register—and the sounds of the Italian 
I and U (the same as the English ee and 00) are the best assistants for 
the Register di testa. 

ee o § Register Fate ( Medium ee ( Register 
Di petto Foe ( Register oo ( Di Testa. 

Awe Pp 5 

41. The sound of the Italian A (Ah) is the best to sing upon 
while the student is engaged in blending the Registers, or otherwise 
modifying the tone or voice. In some voices, however, this vowel 
sound leads to a coarse and unpleasant tone. 

42. Preparatory exercises for the formation of each of the general 
descriptions of voice wil! be found in the next number of the Library 
in the place of tlie usual letter press matter. ‘The order in- which the 
Registers should be practised is pointed out by the numbers 1, 2 and 
3. Each of the exercises commences with the sound which has been 
generally found to be the best in the Register; and those sounds which 
are not natural in the different Registers, but which must be acquired, 
are represented by black notes. (See Musical Library, No. 9, March, 
1836, 

18. ‘The sounds upon which it is recommended to commence in 
the Registers di petto and medium, should at first be practised with 
the vowel sounds most favorable to their production, in the large style, 
and with strength ; next decreasing the strength, but retaining the 
style; and afterwards with other vowel sounds. The Register di testa 
should be practised with tlie vowel sounds most favorable, softly and 
in a subdued style ; the style and strength should be next incrensed, 
and the more difficult vowel sounds carefully introduced. 

44, The sounds to be acquired in the higher part of the Registers 
di petto and medium, should be practised sometimes in the large style 
and with strength; and sometimes, commencing in a subdued style 
and strength, they should be increased by degrees in both respects. 
The sounds to be acquired in the lower part of the Registers medium 
and di testa, should be commenced softly, and by degrees increased 
to the greatest magnificence of style and strength of which they are 
capable. 

45, When, according to the particular voice, sufficient progress has 
been made in the perception, command, and extent of each of the 
Registers, the singer should strive to. modify the Register di petto by 
the palate and the head; the niedium Register by the throat and the 
head ; and the Register di testa yy the palate and the throat.* By 
these means, the Register di petto acquires brilliancy and sweetness ; 
the medium Register, warmth and sweetness; and the Register di 
testa, brilliancy and warmth.—This also enables the student to unite 
the several qualities of the different Registers. 

46. The sounds at, or near the middle of each of the Registers are, 
generally, the best, and the most easily modified. 
principle in manner which requires the lower sounds to be comparative- 

* English singers often modify by the throat, or the palate; Italian singers, by the 
palate, or the head, near to, or at, the posterior nostrils, 

That general 

ly softer, and the higher sounds comparatively louder, is favorable to 
the attainment of the requisite modifications. 

47. Some Females whose medium Register is husky, sing beautifully 
in the Register di testa. ee 4 

48. The greatest part of Male voices aré the Baritone; and a 
slightly lower treble is the range of voice most common to Females. 

49. The sound should affect the head, throat, and chest, so as to 
make them vibrate—this will add fulness to it. It is highly important 
to practise in very long or slow sounds. 

50. The characteristics of every well-formed voice, are richness, 
clearness, sweetness, fulness, a ringing quality, and a warmth, breadth, 
and strength of tone. 

51. The flow of voice should be smooth, full, and rich. Base 
singers should take especial care that the sounds be not growled out. 

52. The voice, both in Piano and Forte, should possess fulness, 
richness, and sweetness; as, on the one hand, a thinness and poverty 
of tone are disagreeable; and on the other, coarseness is shocking. 

53. The compass of the voice should be increased by small degrees 
at a time—very gradually. Moryneavux.. 

(To be continued. ) 

MUSICAL- FASTE AND EXPRESSION. 

[ Translated from the German, ] 

Musical expression is the golden avis on which the esthetic* of 
harmony turns. It consists in giving to every individual piece, and 
every single idea, its appropriate execution. 

CorRECTNESS, INTELLIGIBILITY, and BEAUTY, are the three great 
requisites of that execution, and consequently of musical expression. 

Correctness consists in accurate reading. This is far more difficult 
than is generally imagined. As in every musical idea is comprehended 
its own peculiar execution, the difficulty consists in the necessity of 
entering into the spirit of those ideas, and forming a representation of 
them, which shall be truly characteristic. In music, as in rhetoric, 
accurate and clear reading must precede fine declamation. To attain 
the power of reading correctly, long and unremitting practice is 
essential ; the works of celebrated masters must be continually studied, 
and the hand or voice disciplined in the execution of difficult and in- 
tricate passages. Simple compositions at the same time must not be 
neglected, for it not unfrequently happens, that they are really the 
most difficult.. Paradoxical as this may appear, it ceases to be so, 
when we consider that to give a proper effect to simple music a deep 
feeling of its beauties is indispensable ; whilst the execution of difficul- 
ties is dependent generally on mechanical dexterity. How often do 
we sce eminent singers of both sexes, and excellent piano-forte play- 
ers, who can overcome the difficulties of an air or concerto with 
astonishing ability, and yet are incapable of doing justice to the 
simplest hymn or ballad. It is only by the incessant practice of 
Solfeggi, and instrumental lessons, that the singer or player can ac- 
quire a facility of reading. 

The second requisite of good musical performance is intelligibility ; 
for that which is difficult to understand can never make an impression: 
in the heart. ‘The instrumental performer should clearly mark every 
passage, nay, every note, or, as a painter would say, give it a sharp 
outline ; he should practise for clearness—staccato passages ; he must 
not allow his instrament to mutter when it should speak, and should 
strive, above all, to render his tones as full, as clear, and as round as 
possible. In the singer, this distinctness is also highly necessary. ;. but, 
unfortunately, the most beautiful poetry is. frequently lost between the 
lips and the teeth. Thus the effect. is merely single where it ought 
to be double ; for, without doubt, the poetry and music should make 
an equal impression on the heart. This negligence on the part of 
singers to articulation, or a correct and elegant delivery of the words, 
accounts, in some measure, for the inattention that is frequently ob- 
servable in the audience during a concert. But we see the difference 
when a beautiful and artless song is sung with proper distinctness and 
expression—every heart and eye are immediately open in acknowledg- 
ment of its influence. A singer should therefore, study his text 
carefully, and enter into the spirit of each word, giving it appropriate 
expression. He sbould guard against the practice of drawling out and 
torturing the vowel sounds, by which the whole articulation is frequent- 
ly rendered feeble and unintelligible, and should be very careful to 
bring out the consonants with great force and energy. 

The third property of musical execution, is beauty. 
He who has a truly sensitive heart, capable at once of feeling with 

the poet and the composer—whose soul is taken prisoner, and is 
carried along with the tide of the song—who has seen the divine 
beauty of harmony unveiled in the hours of devotion,—requires only 
a hint to enable him to enter into the spirit of any piece of music he 
may have to perform. 

* This is-a word borrowed by the Germans from the Greek, and means the philosophy 
of the fine arts, as respects the taste and feelings. 

a 
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‘Beauty in music, however, consists of so many minute and ex- 
quisitely delicate shades, that its definition is impracticable. But! 
youth, full of innocence and grace, is not the less beautiful because | 
the beholder cannot particularize all its charms. Whatever difficulty | 
may be experienced in analyzing beauty, it is still a subject which may ! 
give rise to many interesting observations. | 

The constituted elements of correct musical expression are the full | 
pouring out of the tones, light and pleasing portamento, or the | 
blending one sound into the other; the swelling, rising, falling, and | 
dying away of the tones (Dynamics ;) the introduction of appropriate | 
ornaments with grace and simplicity; the giving to every passage a/| 
beautiful and distinct outline; the soft tremolo, the management of | 
the breath in the singer; the exquisite shake; the melting appogi- 
atura; and finally, the proper appearance of the performer, and the | 
exemplification of appropriate feeling in his countenance, and general | 
deportment. 

ON THE POWERFUL EFFECTS PRODUCED BY MUSIC. 
[London Musical Magazine. ] 

Prayrorp, in the preface to his ‘ Introduction to Music,’ says ‘ Music 
in ancient times was held in as great estimation, reverence, and honor, | 
by the most noble and virtuous persons, as any of the liberal sciences | 
whatsoever ; for the manifold uses thereof, conducing to the life of, 
man. Philosophers accounted it an invention of the gods, bestowing 
it on man, to make them better conditioned than bare nature afforded, 
and conclude a special necessity thereof in the education of children ; 
partly from its natural delight, and partly from the efficacy it hath in 
moving the affections to virtue. 

He continues :— 
‘Of the wonderful power and effects of Music, both sacred and' 

profane history furnishes strong and indubitable proof. And in all 
ages of the world, and in nations more or less civilized, as by a natural 
impulse, we see men have recourse to music when passions of the 
more violent and nobler kind are to be excited, or appeased ; or when 
those of the milder nature are to be raised, soothed, and indulged. 

‘ Athenzeus reports, that Clinias the Pythagorean, who was subject 
to sudden fits of extravagant anger, assumed his lyre to allay the 
tumult of his rising passion. 

‘ Agreeably to these principles, Homer represents Achilles after his 
violent dispute with Agamemnon, having recourse to the same remedy, | 
and calming his spirit by singing to his lyre. 

‘ Timotheus is reported to have fired Alexander to such an extrava- 
gant rage of passion amounting to frenzy, that he slew one of his 
companions; and that by a sudden change of the mode to the Lydian 
measure, he as soon softened the hero to pity and repentance. But 
what is more, Terpander is reported to have quelled a sedition at 
Sparta by the means alone of music.—And sacred history informs us, 
that the-Demon of hatred, which had taken possessionof Saul, was 
cast out by the enchanting and disenchanting harp of that very person | 
who was the object of his rage. Vide Malcolm, ch. 14, $ 3. 

‘Several ancient philosophers and physicians assure us, of the} 
wonderful efficacy of music in the cure of many diseases. And this’ 
has been reported and believed by persons of no mean credit and | 
skill even in modern times, with regard to those who have been stung” 
or bitten by the tarantula. | 

‘ But such cases as these (though they should not be admitted) are 
yet to be considered as out of the ordinary course of things, and ex- 
treme instances of the power of music. Let us therefore briefly 
notice those of a more common nature ;. which, by the concurrent ex- 
perience and testimony of all ages and nations, have invariably ob-, 
tained, in which music has exerted her powers, and mingled her 
mighty, but milder charms.—And it is obvious in the first place to 
remark on these, in a case of the most transcendant nature; which 
is the solemn and sublime services of divine worship; in which, when | 
employed, music is, by way of eminence, very properly styled sacred. | 
In this connexion, music was held, both by ancient philosophers and | 
legislators, of such importance, that the regulation of it in their 

| 
i 

temples was prescribed by the laws; and subject to the inspection of | 
those who were appointed by the state to superintend this important || 
part, as it was deemed, of the commonwealth. And it was held, 
equally criminal to innovate, or disturb the laws and ordinances of 
this part of religious solemnities, as to violate any other established | 
law of the state. This we learn from the high authority of Plato | 
himself. And when it is considered how music, properly chosen and | 
adapted, is fitted to soothe and tranquillize, as well as elevate the mind, 
and thereby fit it in a peculiar manner to receive impressions (suitable | 
to so favourable a state,) of the higher order, we shall evidently per- i| 
ceive how well suited this must be to the solemnities of devotion, by. 
drawing off our attention and affections from the present imperfect 
state; and raising them to the contemplation of divine things, the | 
perfections of the Deity, and spiritual objects; by which means a holy |. 
ardor, reverence, and love are excited; and the mind disposed to! 

receive with delight and joy instruction from the oracles of God 
delivered in his sacred temple—No doubt but the mind of Milton 
had often experienced these effects of sacred music; as he, in his It 
Penseroso, describes them in so sweet and extatic a manner :— 

* There let the pealing: organ blow, 
‘To the full-voic’d choir below, 
In service high, and anthems clear, 
As may with sweetness, through mine ear, 
Dissolve me into extasies, 
And bring all heaven before mine eyes,’ 

‘And here we cannot but remark on, and severely condemn, the 
abuse of sacred music, in our churches, and especially in the cathedrals, 
by whose voluntaries, as they are called, often of such a light and 
desultory nature, as to border on indecency and profanation. Let 
those who have the direction of sacred music, remember how careful 
the heathens were of preserving a solemn, decorous behaviour, in all 
respects, during the time of their religious services in their temples. 

‘ With the ancients, next to the celebration of the praises of their 
gods, was that of celebrating the praise of illustrious men; who, by 
their wisdom, eloquence, heroic and martial deeds, were esteemed the 
benefactors of mankind; and in such an eminent degree, that they 
were deemed and styled demigods ; to whom even divine honors were 
paid; and their deeds of renown made the subject of the triumphant 
song of poets, in such strains, as while they immortalized others, im- 
mortalized themselves.—Witness the sublime strains of the eagle- 
winged, bold, adventurous Prnpar, and the less daring and unrestrain- 
ed, but steady and moderate flight of the Roman swan; whe 
nevertheless, with some portion of our Milton’s elevated spirit, soared 
so high, as to boast, sublimi feriam sidera vertice. 

‘Homer, mighty bard, it was he who first led this august band, and 
Vireit, keeping an attentive eye on this his great and revered master, 
swept his sweetly-tuned accordant lyre with a correct and skilful hand, 
and reduced it to a milder tone than that of his bold original.—These 
were the boasted sons of Greece and Rome.—And so, indeed, were 
‘those of inferior rank: the lofty Statius, and the fatally rash adven- 
turous rival of a vain, conceited tyrant, the eloquent declaimer in the 
sacred cause of freedom, the ill-fated Lucan; whose life was a forfeit 
to his fame. And such was he, our own, to none inferior, who although 
he had, with these, drank deep of the Pierian spring—indeed, so deep, 
that it may be truly said of him, 

‘ Hic totas Heliconis aquas; hic flumina Pindi Tota hausit,’— 

|, yet he drank as deep ‘ ef Siloam’s sacred brook, that flowed fast by 
the oracle of God.’ And his muse, ‘who nightly whisper’d to his 
ear, begirt his honored head, not with fading laurel, or with bays, 
the meed of common bards; but with ‘wreath of Amaranth, with 
which the spirits elect bind their resplendent locks.’—Muron, im- 

|| mortal bard! we bow to thee in homage, such as mortals may to mortals 
pay, as to one, 

* Qui genus humanum ingenio superavit; et omnes 
Preestinxit stellas, exortus uti wtherius sol.’ 

‘ Next we see the sons of harmony of great, though of inferior note 
and fame, who call up kings and heroes from the tomb to ‘tread the 
mimic stage for our amusement ;’ and as the Stagyrite says, to purge 
the solid passions, and elevate the soul; the rival bards Sornocues 

|and Eurrerpes.—Time has graciously spared such relics of their works 
as will gain his sanction and passport through all succeeding ages, as 
far as his records shall extend.—And he, too, our own boasted 
Suakspeare, Nature’s legitimate son, is seated on the rock of Fame 
ai Nature and Genius.—Nor shall his favorite name-diminish or decay, 
t 

“'The cloud-capt towers, the gorgeous palaces, 
The solemn temples, the great globe itself, 
Yea, all which it inherit, shall dissolve,’ 

‘ Nor will Harmony permit us to pass over in silence two other of her 
worthies, Orway and Drynen; the latter of high rank and place.— 
Had we no other proof of his legitimate claims to such eminent 
station, but his celebrated and incomparable ode on the power and 

| wonderful effects of harmony, this would be sufficient to immortalize 
the Poet.’ 

JUBAL, THE INVENTOR OF MUSICAL INSTRUMENTS, 
That human invention was employed in cultivating the useful and. 

indispensable arts, long before the introduction of those whose objects 
are of the curious and pleasing kind, is too probable to be doubted : 
but that, among the earliest of the latter kind, music was attended to, 
we have the most satisfactory proofs. One evidence of this, that will 
not be contested, is the scriptural declaration, that Jubal, the brother 
of Tubal Cain invented and performed on various musical instruments. 
Consequently, music existed before the Flood. Hence, Apollo, 
Orpheus, Amphion, Linus, and Thamyris, are moderns in comparison 
of Jubal and his musical disciples, who perhaps carried the science of 
vocal and instrumental melody farther than their distant: successora 
now called the Ancients. : 
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MOZART. 

[Continued from seventh Number.] 

Each succeeding day discovered fresh proofs of the talents of this 
extraordinary child. He could distinguish and point out the slightest 
variation of sound; and every false or even harsh tone, not softened 
by some harmony, was torture to him. Thus during his infancy, and 
till he had attained the age of ten years, he had an invincible horror 
to the sound of a trumpet, when not used in concert with other in- 
struments ; when any one showed him a trumpet, it made nearly the 
same impression upon him that a pistol would on other children if 
turned towards them. His father imagined he might cure this dis- 
like by sounding a trumpet in his presence, and tried the experi- 
ment, notwithstanding the intreaties of the young Mozart that he 
would spare him this torment ; but at the first blast, he became quite 
pale, fell on the floor, and convulsions would to all appearance have 
ensued, had he not immediately ceased to play. Since his first trial 
on the violin, he frequently made use of that of Schachtner, which 
he admired much for the softness of its tone. One day Schacht- 
ner came to visit Mozart, the father, and found young Wolfgang 
performing on his own little violin. ‘ What is your violin about?’ was 
the first remark of the child to Schachtner, and he then continued to 
play some trifling airs. At length having reflected some moments, 
he said to Schachtner, ‘ Why did not you leave me your violin tuned 
to the same pitch as it was the last time I used it? It is a quarter of 
a tone lower than this one of mine.’ They at first laughed at this ex- 
treme exactness ; but Mozart, the father, who had frequently occasion 
to observe his son’s singular memory for retaining sounds, desired 
Schachtner’s violin might be brought, and to the astonishment of all 
present, it actually proved to be a quarter of a tone below that of the 
child’s. 

Though this wonderful boy could not fail to observe the astonish- 
ment and admiration which his talents excited, he became neither for- 
ward nor vain; a man in talent, he ever remained in all other respects 
the sweetest tempered and most submissive of children. He never 
appeared the least out of humor with the commands of his parents, 
of whatever nature they might be. Even when he had practised 
music nearly the whole day, he would continue to do so without the 
slightest impatience, if such were his father’s wishes. He understood 
and complied with their most trivial signs, and would not even accept 
a sugar plum, without the previous permission of his parents. 

In July, 1763, when Mozart had just. attained his seventh year, his 
whole family left Germany. The fame of the young musician had 
then spread through Europe. He had already excited the greatest ad- 
miration at Munich, and successively at all the electoral courts. In 
the month of November he arrived in Paris, and was introduced to 
play the organ at Versailles, in the king’s chapel, and in the presence 
of the whole court. His success in France, as well as that of his 
sister, almost amounted to enthusiasm. A portrait of his father, 
standing between himself and sister, was engraved after a design of 
Carmontel. It was at Paris that Mozart, then seven years of age, 
composed and published his two first works. They were extremely 
good ; but, it is universally allowed, were retouched by his father. In 
1764, he left Paris for England, where he was received with equal 
approbation, both at court and in the city. The two children then 
began to perform concertos, written in dialogue, on separate harpsi- 
chords. Some of the most difficult pieces of Bach, Handel, and other 
masters, were also presented to the young Mozart, who performed them 
all with the greatest possible accuracy, and in the strictest time. One 
day, in the presence of the king, he executed, from a written bass 
alone, a piece which formed the most enchanting harmony. At 
another time, Christian Bach, music-master to the queen, took the 
little Mozart on his knees, and played a few measures. Mozart then 
continued the air, and they thus performed an entire sonata with such 
precision, that those who were present imagined it was played by the 
same person. (For further interesting particulars of Mozart’s per- 
formances in England, see the Hon. Daines Barrington’s Miscellanies, 
and the Philosop. Transac.) 

During his residence in England, that is to say, at the age of eight 
years, he composed six sonatas, which he dedicated to the queen, and 
had printed in London. 

He returned to France in 1765, and in passing through that coun- 
try he performed on the organ at most of the churches and monaste- 
ries, and from thence continued his journey into Holland, and at the 
Hague composed a symphony for a full orchestra, on occasion of the 
installation of the prince of Orange. Here the two children had a 
serious illness, which nearly proved fatal to them both. 

The Mozart family then returned to Paris for two months, after 
which they bent their steps towards their native country. Soon after 

| both by Hasse and Metastasio, but- was never performed. 

their return to Munich, the elector proposed to the young Mozart a 
musical theme to develope. He immediately obeyed in presence of 
the elector ; and, without the assistance of any instrument, wrote out 
the music, and afterwards performed it, to the great admiration of the 
court and all present. 

Having returned to Salzburg towards the close of the year 1766, 
Wolfgang abandoned himself with renewed ardor to the study of com- 
position, Emmanuel Bach, Hasse, and Handel being his guides and 
model, though he by no means neglected the study of the ancient 
Italian masters. 

In 1768, the children performed at Vienna in presence of the em- 
peror Joseph II, who ordered young Mozart to compose the music 
to the opera buffa entitled ‘La Finta Semplice.’ It was approved 

At this 
time it not unfrequently occurred, that at the houses of the chapel- 
masters Bono and Hasse, Metastasio, the duke of Braganza, the prince 
de Kaunitz, &c. the father would beg that an Italian, or any other 
melody might be given to his son, when Wolfgang would immediately 
subjoin all the instrumental parts in presence of the whole assembly. 

At the consecration of the church belonging to the Orphan’s-house 
he composed the music of the mass, and of a motet, and though then 
only twelve years of age, conducted this musical solemnity in pres- 
ence of all the imperial court. 

In December, 1769, he went with his father into Italy, having some 
months previously to his departure been nominated concert-master to 
the archbishop of Salzburg. It may easily be conceived that our young 
virtuoso was received in the most flattering manner in a country where 
music and the arts are so highly cultivated. 

He first exhibited his talents at Milan, principally at the house of 
count Firmian, governor-general. Nor was he permitted to leave 
Milan till after he had engaged to return and compose the first opera 
for the carnival of 1771. At Bologna, the celebrated P. Martini and 
other musical directors were transported with delight and admiration 
on hearing the boy execute the most difficult fugues on the harpsi- 
chord without hesitation, and with the greatest possible precision. 

He likewise excited equal admiration at Florence, in which city he 
became acquainted with Thomas Linley, who was then about his own 
age. Linley was a pupil of Martini, the celebrated violinist, and per- 
formed on that instrument with equal grace and skill. The friend- 
ship of these two boys soon became excessive. The day of their 
separation Linley gave his friend Mozart a copy of verses which he 
had requested of the celebrated Corinna on that occasion; he ac- 
companied the carriage of Wolfgang to the gate of the town, where 
they parted, both bathed in tears. He arrived at Rome in the Passion- 
week, and on the Wednesday evening went with his father to the 
Sixtine chapel to hear the celebrated Miserere ; a composition which 
it had been prohibited either to give or take a copy, on pain of excom- 
munication. Aware of this prohibition, the boy listened so attentively, 
that on his return home he noted down the whole piece. On Good- 
Friday the same Miserere was again executed. Mozart was again 
present, and, during the performance, held his musical manuscript in 
his hat, by which means he was enabled to make the necessary cor- 
rections. ‘This anecdote created a great sensation in Rome. Soon 
afterwards, Wolfgang was requested to sing this Miserere at a con- 
cert, accompanying himself on the harpsichord. The first soprano, 
(Cristofori) who had sung it at the chapel, was present, and acknowl- 
edged with surprise, that Mozart’s copy was both complete and cor- 
rect. The difficulty of this undertaking was much greater than may 
be imagined. But we beg to be allowed to digress a little here, for 
the purpose of introducing some details concerning the Sixtine chapel, - 
and this remarkable Miserere. 

There are generally thirty-two voices employed in this chapel, with- 
out any kind of instrument, not even an organ, to sustainthem. This 
establishment had attained its highest degree of perfection towards 
the commencement of the eighteenth century; since which time, 
owing to the salaries of its singers having remained nominally the 
same, and therefore being in fact greatly diminished, whilst the opera 
has continued to flourish more and more, and the salaries of good 
theatrical singers have risen to an amount formerly unknown, the 
Sixtine chapel has gradually lost its best performers. 

(To be continued.) 

DR. NARES. 

An eminent composer of the last age (Jonathan Battishill,) hearing 
that Dr. Nares, then master of the children of the King’s Chapel, but 
no wondrous musician, was somewhat unwell, asked what was his 
complaint? Informed that it chiefly consisted of a singing in the 
Doctor’s head, ‘'That’s a favourable symptom,’ says he, ‘for, if there 
be a singing in his head now, who knows but, some time or other, 
there may be music there ?” 



PREPARATORY EXERCISES FOR FORMING THE VOICE. 

FOR SOPRANO VOICES. 

THE SOUNDS REPRESENTED BY THE BLACK NOTES, ARE TO BE ACQUIRED. 

close KE; close O; 
as mn Fate. Foe. 

MS 

~Maerstoso. 

= See 
| evs 

Con DoLcezza. ‘eo as Wea 

i) LU 

Sves. 

A; openE; O; 
asin Far; Fare; Awe, 
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FOR MEZZO SOPRANO OR BASS VOICES. 

THE SOUNDS REPRESENTED BY THE BLACK NOTES, ARE TO BE ACQUIRED. 

NO. 1. REGISTER DI PETTO......The most favorable vowel sounds are the Italian 3 _ A; openE; 0; 
asin-Far; Fare; Awe, 

close E; close O; 
asin Fate. — For. 

Con Enereta & Doucezza. 

RA 0 LSA BS (we 
RE Sen BE OE oO oe 

o o ~o- 
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FOR TENOR VOICES. 

THE SOUNDS REPRESENTED BY THE BLACK NOTES, ARE TO BE ACQUIRED. 

A; openE; QO; 
asin Far; Fare; Awe, 

close E; close O; 
as wn Fate. For. 

= 
MakrstToso. 

o 

| Gaal We 
as EE} 00; 

Vowel sound, the Italian A; (An!) 

Se Con Enereia £ Dotcezza. 
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FOR BARITONE VOICES. 

THE SOUNDS REPRESENTED BY THE BLACK NOTES, ARE TO BE ACQUIRED. 

A; openE; O; 
asin Far; Fare, Awe, 

MagstToso. oer 

Sves, - - - - - - - - - - - - - - - - ~ - - 

NO. 2. MEDIUM REGISTER...... Zhe most favorable vowel sounds are the Italian close E; close O; 
as m Fate. For. 

Sves. - s 4 = - i 2 : lL ch Is u is é £ “ i te D 

&—- 
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MUSICAL HISTORY. 
{Continued from 8th Number.] 

MERCURY, OR HERMES. 

Mercury was the son of Jupiter and Maia, the daughter of Atlas. 
No one of all the heathen divinities had so many functions allotted to 
him as this god: he had constant employment both day and night, 
being the common messenger of the whole Pantheon, particularly of 
his father Jupiter, whom he served with indefatigable industry, and 
sometimes, indeed, in a capacity of no very honorable description. 
Lucian is very pleasant upon the multitude of his avocations; and, 
according to the confession of the Emperor Julian, Mercury was no 
hero, but rather one who inspired mankind with wit, learning, and the 
ornamental arts of life, than with courage. The emperor, however, 
omits some of his attributes, for this god was not only the patron of 
trade, but also of theft and fraud. 

Amphion is said by Pausanias to be the first that erected an altar to 
Mercury, who, in return, invested him with such extraordinary powers 
of music, as to enable him to fortify the city of Thebes, in Beeotia, by 
the mere sound of his lyre.* 

Horace has given us an exquisite description of this god. of pick- 
pockets : 

Thou god of wit, from Atlas sprung, 
Who, by persuasive power of tongue, 
And graceful exercise refined 
The savage race of human kind. 
Hail ! winged messenger of Jove, 
And all th’ immortal powers above, 
Sweet parent of the bending lyre, 
Thy praise shall all its sounds inspire. 

Artful and cunning to conceal 
Whate’er in sportive theft you steal, 
When from the god, who gilds the pole, 
B’en yet a boy, his herds you stole ; 
With angry voice the threat’ning power 
Pade thee thy fraudful prey restore, 
But of his quiver too beguiled, 
Pleased with the theft, Apollo smiled. 

You were the wealthy Priam’s guide, 

When, safe from Againenmon’s pride, 
Through hostile camps, which round him spread 
Their watchful fires, his way he sped. 

Unspotted spirits you consign 
To blissful seats, and joys divine, 
And powerful with thy golden wand, 
The light unbodied crowd command; 
Thus grateful does the office prove 
To gods below, and gods above. 

FrANcris. 

Before we take our leave of the ancient inventors of the syrinx and 
the flute, it may not be superfluous to remark, that instruments exact- 
ly similar were lately found to be in common use in the islands of 
New Amsterdam and Otaheite, in the South Seas. This indisputa- 
bly proves them to be natural to every people emerging from bar- 
barism. 

They were first used by the Egyptians and Greeks during their 
musical infancy, and seem to have been invented in every age by 
nations remote from each other, and between whom it is hardly pos- 
sible that there ever could have been the least intercourse or com- 
munication. 

* The allegory is evident. The characters of poet and musician were always united 
in remote antiquity. When Amphion is said to have built the walls of Thebes by the 
sound of his lyre, we readily conceive that the sweetness of his poetical numbers, and 
the wisdom of his counsel, prevailed upon a rude and barbarous people to submit to law 
and order, to live in society, and to defend themselves from the insults of savage neigh- 
bors, by encircling their town with a wall. 

Apollo. 

The various attributes of this god are well known. From the 
earliest dawn of civilisation he has ever been esteemed the patron of 
the arts, and in a more especial manner, the friend and instructer of 
musicians. 

Though Mercury was the inventor of the lyre, Apollo was the first 
who played upon it with method, and by the accompaniment of his 
voice rendered it the inseparable companion of poetry. 

Mercury made a present of his lyre to Apollo,* as a peace-offering 
and indemnification for the oxen which he had stolen from him. 

¢To Phebus Maia’s son presents the lyre, 
A gift intended to appease his ire ; 
The god receives it gladly, and assays 
The novel instrument a thousand ways. 
With dext’rous skill the plectrum wields, and sings 
With voice accordant to the trembling strings : 
Such strains as men and gods approved, from whence 
The sweet alliance sprung of sound and sense.’ 

It were endless, and. indeed, irrelevant to our subject to enumer- 
ate the many elegant fables connected with the history of Apollo. 
His defeat, however, of the serpent Python, and its consequence, the 
institution of the Pythian games, claim our attention. 

The waters of the Deluge left a slime, whence, says Ovid, sprung 
innumerable monsters ; and among others, the serpent Python, in the 
neighborhood of Parnassus. 

Apollo, armed with his darts, put him to death; which, physically 
explained, implies that the rays of the sun having dissipated the 
noxious steams, those monsters disappeared, that is, the pestilential 
diseases which desolated the country were removed. 

This event gave rise to the institution of the Pythian Games, so 
frequently mentioned in the Grecian History. At first they were 
celebrated once in eight or nine years, but in process of time, at the 
expiration of every fourth year. Music and poetry were, in an 
especial manner, subjects of contention in these games, which were 
instituted in honor of that divinity, who was the immediate patron 
and protector of those arts. It was from the legend of Apollo’s 
victory over Python, that he obtained the name of Pythius; and the 
priestess of his celebrated oracle at Delphos, the appellation of Pythia. 
Archbishop Potter says, that this oracle was very ancient, and flour- 
ished about one hundred years before the Trojan War. As this 
temple of Apollo was the first of that description established and 
respected by the ignorance and credulity of mankind, so was it the 
last that was abandoned, when in more enlightened times oracles 
ceased to be in repute. 

Plutarch was himself a priest of Apollo, and impressed with the 
highest respect for this god, whom he considers to have been the 
inventor, as well as the patron of music. ‘ All sacrifices, says he, 
‘and dances in honor of Apollo, are performed to the sound of flutes. 
The statue of this god at Delos had in its right-hand a bow, and on 
the left stood the Three Graces, who were furnished with three kinds 
of instruments, the lyre, the flute, and the syrinx.’ 

Our account of this divinity shall conclude with part of the cele- 
brated hymn of Callimachus, which, during many ages, was performed 
and heard by the most polished people on the globe, with the utmost 
religious zeal, at the festivals in honor of this god. What has already 
been said, may, perhaps, throw some light upon this beautiful compo- 
sition, which in return will explain and confirm the reasons already 

* Here again the allegory is evident. It is not necessary for a poet and musician to 
be a musical instrument maker; or, in other words, it is no degradation to a man of 
genius to avail himself of the inventions of ingenuity. 
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assigned for the high veneration in which this idol was held by anti- 
quity. The following excellent translation in blank verse is by Prior: 

HYMN TO APOLLO. 

Hah ! How the laurel, great Apollo’s tree, 
And all the eavern shakes ! far off, far off, 
The man, that is unhallowed ; for the god 

Approaches. Hark! He knocks : the gates 
Feel] the glad impulse ; and the severed bars 
Submissive clink against their brazen portals. 
Why do the Delian palms incline their boughs 
Self-moved ? and hov’ring swans, with throats released 
From native silence, carol sounds harmonious? 

Begin, young men, the hymn: let all your harps 
Break their inglorious silence : and the dance, 
In mystic numbers trod, explain the music. 
But first, by ardent prayer, and clear lustration, 
Purge the contagious spots of human weakness : 
Impure no mortal can behold Apollo. 
So may you flourish, favored by the god, 
In youth with happy nuptials, and in age 
With silver hairs, and fair descent of children ; 

So lay foundations for aspiring cities, 
And bless your spreading colonies’ increase. 
Pay sacred rev’rence to Apollo’s song, 
Lest watchful the far shooting god emit 
His fatal arrows. Silent Nature stands ; 

And seas subside, obedient to the sound 
Of Io ! Io Pan! Nor dares Thetis 
Longer bewail her loved Achilles’ death ; 
For Phebus was his foe !—Nor must sad Niobe 
In fruitless sorrow persevere, or weep 
E’en through the Phrygian marble.—Hapless mother, 
Whose fondness could compare her mortal offspring 
To those whom fair Latona bore to Jove. 
Io ! again repeat ye, Io! Pzan! 

Recite Apollo’s praise, till night draws on, 
The ditty still unfinished ; and the day, 
Unequal to the Godhead’s attributes, 
Various, and matter copious of your songs. 

Sublime, at Jove’s right-hand, Apollo sits, 

And thence distributes honor, gracious king, 

And theme of verse perpetual.—From his robe 
Flows light ineffable : his harp, his quiver, 
And Lyctian bow, are gold: with golden sandals 
His feet are shod. Tow rich! how beautiful ! 
Beneath his steps the yellow mineral rises, 
And earth reveals her treasures.—Youth and beauty 
Eternal deck his cheek ; from his fair head 

Perfumes distil their sweets ; and cheerful health, 

His duteous handmaid, through the air improved 
With lavish hand diffuses scents ambrosial. 

The spearman’s arm by thee, great god, directed, 
Sends forth a certain wound.—The laureled bard, 
Inspired by thee, composes verse immortal. 
Taught by thy art divine, the sage physician 
Eludes the urn, and chains, or exiles death. 
Perpetual fires shine hallowed on thy altars, 
When annual the Carnean feast is held: 
The warlike Lybians, clad in armor, lead 
The dance, with clanging swords and shields, they beat 
The dreadful measure. In the chorus join 
Their women, brown, but beautiful; to thee 
Such rites well pleasing. 

The monstrous Python 
Durst tempt thy wrath in vain : for dead he fell 
To thy great strength, and golden arms unequal. 
Io ! while thy unerring hand glanced 
Another, and another dart, the people 
Joyfully repeated Io! fo! Pean ! 
Elance the dart, Apollo ! for the safety 
And health of man gracious thy mother bore thee. 

(To be continued.) 

THE CHOIR.—NO. 5. 

BreatH. That a proper regulation and government of the breath 
belongs to the art of singing, must be manifest to every one who 
attempts the practice of vocal music. The mere natural impulses of 
life must not now be obeyed ; but the breath must be subjected to the 
requisitions of taste, or to the nature of the passage, and to the words, 
to be sung. To such restraints many find it hard to accustom them- 
selves. It is a common fault to inspire too seldom, and too little air 
—hence, in chorusses and long pieces they soon become fatigued, or 
being out of breath, sing in a weary drawling style, without point, 
energy and effect. An attention to this subject, and frequent and 
full inspiration, will prevent that painful and negligent manner so often 
observed in chorus singing. In general the breath should be taken 
at the last of the measure, or on an unaccented part of the measure, 
so that the downward beat may not be weakened or retarded. See 
rules for management of breath in ‘ Manual of Instruction.’ 

Ruytum. This is the most important element in choir exercises. 
The prime characteristic of a choir, is that it unites on the principles 
of musical taste, the many tones of many individuals so as to form 
one harmonious whole. Precision, exactness, close union, and con- 
temporariness of progression are to be sought in a higher degree in this 

——— 

element, than in melody or dynamics. In melody, perfect purity in 
all the voices cannot always be secured ; and in dynamics some voices 
are very likely to predominate and to overbalance others. But in 
rhythm, every deviation is easily discerned, and a very little variation 
will throw the whole choir into disorder and confusion. The vast 
importance of this element cannot be too strongly impressed upon the 
leader and members of a choir. 

Metopy. Correct intonation. Intonation may be incorrect in two 
ways. First, when instead of the prescribed sound of the scale some 
other sound is taken, as 6 for 5, &c. Second, when the prescribed 
sound is taken a little too high or low. Well taught singers will not 
commit the first fault except by mistaking the key; but the latter is 
more common. Purity of intonation in this latter sense, is the same 
to a choir of singers, as neatness is to the general concerns of life; 
and one can be no more dispensed with than the other. He who 
gives a sound out of tune, is a musical sloven, and his performance is 
as offensive to the ear, as is the common sloven to the nose or to 
the eye. Purity of melody is the fruit of the energy of a spirit of 
order. This spirit of order, in music, is nothing less than the math- 
ematical element—The ground work, the foundation on which the 
whole art rests. A choir whose singing is strikingly false, out of tune, 
maintains but a troubled and unhappy existence, and diffuses nothing 
of the freshness and vivacity of cheerfulness and joy. 

In connexion with this subject may be mentioned the common fault 
of rising or falling from the given pitch by a whole choir. This may . 
be the consequence of an inaccurate, wavering, unsteady or negligent 
manner of producing the sounds generally in the choir; or it may be 
the fault of individual singers. It is also often produced by the de- 
livery of the voice in the wrong register—as medium for voce di testa, 
&c. Individual singers who are in danger of impurity of melody, or 
what is the same thing, of rising or falling from the pitch, must 
learn to use their ears more, and their voices less, if they would cor- 
rect a habit most injurious and offensive. ‘They must listen, and not 
sing on in a reckless, careless manner, regardless of musical truth, or 
right and wrong. Nothing, however, can be an effectual cure for one 
of this class of singers, but the careful, and persevering practice of the 
scale in long slow sounds, aided by an instrument in good tune, and 
by the watchful care of a correct teacher. 

Impurity of melody often arises from an abuse of the Crescendo, 
Diminuendo, or Swell. Some teachers not only introduce these 
different dynamic tones from the commencement, but require their 
pupils to practise them as a general thing for all long sounds.. But 
the organ tone (equal) should be first acquired, and with it a habit of 
purity fixed; afterwards the others may follow, but in introducing 
them there is always danger of deviating from the strict truth of 
melody. In the application of Crescendo to high sounds, there is 
great danger of sharping, and in its application to low sounds there 
is the same danger of flating. In the application of Diminuendo to 
high sounds, there is great danger of flating ; and in its application to 
low sounds there is danger of sharping. 

When a choir sinks or rises from the pitch, the leader may often 
correct it by merely calling their attention to the fact; this will put 
those upon their guard who know that they have been accustomed to 
faults of this kind, and will cause the whole to sing with more care 
and attention. If, however, in repeating, the same fault should 
occur, the piece should be laid aside, and some other taken in a dif- 
ferent key. 

(To be continued.) 

NOTICE OF PIECES CONTAINED IN THE FIRST SIX 

NUMBERS OF THE MUSICAL LIBRARY. 

InstrumentaL Music—Piano Forte. ‘This consists of a variety 
of pieces in different styles, as overtures, sonatas, marches, waltzes, &c. 
In the second number will be found the very popular and beautiful 
overture to ‘La Clemenza di Tito,’ by Mozart. This may prove too 
difficult for many, especially for young performers; but so fine a 
composition is well worthy the attention and study of all. To enter 
fully into the spirit of such a piece, however, it is necessary, at least 
for those who are not familiar with orchestral effects, first to hear it 
performed by a complete band, where only the full intention of the 
author can be brought out. 

No. 4, contains a very pleasing and comparatively easy overture by 
Martini, well adapted to the Piano Forte. 

Marcues. No. 1, contains a fine march by Himmel, an admira- 
ble composer both of instrumental and vocal music. 

No. 2, March in Tancredi by Rossini. Both of these are, of course, 
in the style of military music ; exciting, animating and enlivening, they 
should be performed with great spirit, energy and force. 

In No. 3, will be found a beautiful Sonatina by Pleyel, being the 
first of a series, all of which were written by this popular author for the 
express purpose of improving the pupil in execution and in taste. Let 
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it be studied by those who cannot perform it readily, and often played || success by Shield. This piece is worthy of study, and its performance 
over by those who can. An accompaniment designed fora violin, but || cannot fail (if well-done) to soothe, and calm, and make happy. 
which will also answer for a flute, is published with this sonata. Trio: ‘The Sabbath Bell,’ by Neukomm. Simple, chaste, and 

Of the Pastorale in No. 5, it is sufficient to say that it is by Haydn || beautiful. 
—who always wrote well, although certainly not equally well. He is Durtts. ‘Sweet Summer is coming,’ Part 1. ‘How lovely, how 
always chaste and in good taste, nor do we ever find in his works || tranquil, Part 3. Both composed by Carl Keller. They are selected 
evidence of too much haste, carelessness or inattention. from two books of Duetts published by this author, and the words 

No. 6, contains a beautiful air by Auber, arranged for two per- || have been translated by Rev. Ch. T. Brooks for the Library; they-are 
formers, by one of the most distinguished writers for the piano forte || in good taste, and will please, if they are allowed to tell their own 
of the present day, viz: Hinten (pronounced Hinten.) story. 

Watrtzes. Twooriginal waltzes have been furnished for the Library ‘Hail! all hail thou merry month of May,’ Part 4, by C. M. Von 
by Mr. J. A. Keller, professor in the Boston Academy of Music, and || Weber. Very quick, cheerful, animating. Besides its own intrinsic 
teacher of music in the New England Asylum for the Blind, both of || value, it has the name of Weser attached to it. 
which will be found to be pleasing and useful exercises. ‘The Switzer’s Song of Home,’ Part 5,—soft and beautiful. 

The waltz by Kuffner, a popular modern composer, and the Tyro- ‘The Summer’s Shower,’ is by the author of the Glee in Part 6. 
lian Air by Kuhlau, both in No. 1, complete the list of piano forte ‘The Evening Bell, marked on the outside cover by mistake ‘origi- 
music contained in these numbers. nal.’ This is a German piece—words translated and music arranged 

Orean Music. Pieces for the organ by Rinck will be found in || for the Library. Short, simple, and very sweet. 
Nos. 1 & 2. He is one of the best writers for the organ of the present Sones. ‘The Serenade,’ by Weber, Part 1. An important typo- 
day. In furnishing pieces for this instrument we wish to select gener- || graphical error occurred in a part of the impressions of this song, at the 
ally such as require but little execution, and such as in style are || word ‘ fall’—first note on the third staff—it should have been as fol- 
appropriate to public worship. Other short organ pieces will be found || lows, viz. 
in Nos. 5 & 6. #-# 

Vocat Music—Gueers anp Maprieats. The madrigal by Pales- 9 =e &e. 
trina is an interesting specimen of this kind of composition. It must Pieri ee 
never be attempted in less than four parts; each part being essential. fall hele 
The name of Palestrina is one of the most celebrated in musical his- 

tory, as a writer of church music ; but we forbear any further notice of Canzone. ‘To my boat, by Neukomm—Part 1. This is an in- 
him at this time as we intend that a future number shall contain a 4 ? ‘ Ree eaphical skotehvet daislile | pee recy and produces a fine effect, when sung in chorus by a 

The Glee ‘ What, blame thee, child? by Atwood (one of the best ‘On thy Mother’s Bosom,’ Part 2. This is one of the most beautiful 
ae 6 SSE _ aa area originally written for the songs in the six numbers. Hunten, the author, is the same mentioned 
armonicon, and published in that work. Be te hears Drs Cobos No 2ehax Jong beens favorite, above as a composer for the piano forte. The melody is exceedingly 

et Ct : ; delicate, and the whole arranged in the best taste. We are greatly 
‘The Chorus of Creditors,’ we hope will, at least, please those who sell ; |! i, debted to the translator for the words to this song. ‘The Shepherd’s 
and if it can in any instance have a good influence upon the debtor, Farewell,’ Part 3, is by the same author, and of nearly equal excellence. 
it will answer a double purpose. ¢ (pot 7 F 3 : . 2 

‘Home, Sweet Home,’ arranged in three parts, may be noticed in Sr SAwdie wate Iwas pleases every one who-sings i} jor feats, 

ae P Les This has fee the ek pay Eis Ree Sue ‘The Hermitage,’ page 51. This is calculated to be less popular, e las y years. It is so simple, natural and easy, that it canno an es a ae 
fail to continue to please. The second and third voices will add much SCH UE De geome meric nous ar heli edine ae f thi Salar nope fas ‘ A rosy crown we twine for thee,—Another lively and animating 
to the interest of this song, especially where there 1s not a first rate May song—appropriate to a Juvenile Class. 

voice to sing it as a solo. : , ; ; ‘I saw at morning the sun arise,—a delicate and tasteful air by 
‘Friendship,’ No. 2, p. 28, for four men’s voices, is an easy and EW cher B 3 : : 

effective piece. This and the‘ Harvest Song,’ in No. 3, were translated | 

from the German for the Library. Both will be found to be pleasing. |} 
‘The May Fly,’ by Dr. Callcott, No. 3, cannot fail to please all 

who give it an opportunity to speak for itself. It will be sure to ad- 
dress itself to their feelings, and to call forth their sympathies. 

The Glee, ‘Come, Friends, the parting hour is nigh,’ will be found to } 
be an agreeable piece for Soprano, Alto, Tenor,and Base. To give some 
idea of the manner in which we often find it necessary to treat the; 
text, we insert a copy of the words as they are found in the original, 

‘ 

We consider this song, chaste and beautiful. 

‘Good morrow,’ Part 5,—a cheerful song by Mozart. 
‘The sea, the sea!’ by Neukomm. One of his most admired songs. 

i| ¢'The streamlet that flowed round her cot,’—by Shield, one of the 
best writers of English songs. ‘ No composer,’ says the Musical 
Review, ‘ has ever woven so few notes into such sweet and impressive 
melodies, while the construction of the base and harmony is alike nat- 
ural, easy, and unaffected.’ ‘The Streamlet,’ ‘ The Thorn,’ ‘ Let fame 
sound the trumpet,’ ‘ Village Maids,’ and other songs by Shield, continue 
to be popular. 

‘The Spinning Wheel,’—a very merry and cheerful song by the pop- 
ular composer Bore.pieu. 
We have now merely glanced at most of the pieces contained in the 

Library thus far; we only add, that in our future numbers it will be 
our constant aim to select such music, and such only, as possesses an 
elevated character, and is really good and worthy of preservation. 

and also as altered and published in the Library. 

[Or1GINAL.] 

Come Friends, now take the parting cup, 
Since Friends must meet to part at last; 

The sun is set, the moon is up, 
The rain is o’er, the storm is past; 

And feebly beams the glow worm’s light,— 

CHORUS SINGING. 

Tn true chorus singing all individuality should be lost. No one indi- 
}vidual voice should be heard above the rest, either on account of 
strength, or of its peculiar tone. There should be a blending and 
mingling of all the voices, producing a cheering and unearthly effect, 
which cannot be obtained by single voices. 

The smallest number of voices on a part, necessary to produce the 
| true effect of chorus singing is three. When two voices sing together 
they are both heard, and if eight voices sing the different parts, two on 
a part, each voice will be easily distinguished, and chorus effect lost. 
There can hardly be a greater defect in a chorus than one leading prom- 
inent voice, heard above all the rest. Even if the voice is a highly culti- 
vated one; one that is heard with delight as a solo voice, the true 
chorus effect is diminished by its prominence. A voice of this kind 
however, may lead a chorus, and occasionally predominate so as to be 
distinctly heard, and then again be lost in the grand mass of sound— 
now rising and soaring with its beautiful and enchanting tones, and 
then dying away and mingling with the whole, like the colors in the 
rainbow. 

This exception, however, must be carefully confined to a voice 

Proclaim the hour to say ‘ good night.’ 

[ALTERED FOR THE LiBRaArRY.] 

Come Friends, the parting hour is nigh, 
We have but met to part again, 

The sun is set, the moon is high; 
The storm is o’er, and ceased the rain; 

And feekly beams the glow worm’s light,— 
While the drooping flower, 

The drowsy fold and beetle’s flight, 
Proclaim the hour to say ‘ good night.’ 

Rounps anp Canons, are for the most part merely musical curiosi- 
ties, and are principally addressed to the eye, or to the understanding ; 
sometimes, however, they are pleasing in performance; this is usually 
the case with those which are the most simple in their construction. 

The Round by Romberg, in No. 1, is certainly curiously contrived, 
bnt we fear few will have an opportunity of judging of its effect. 
Other specimens of this kind of composition may be found in No. 2, 
(Hallelujah by Beethoven,) and in No. 4, (Winde, gentle evergreen.) 

Trrzerro ‘Heard you not his spirit singing, by Sarti; Part 4. 
This is highly beautiful. It is originally a ‘ Miserere,’ a part of the 
Roman Catholic service ; English words have been adapted with great 

' 
' 

i 
While the drooping flower, l 

The drowsy fold and beetle’s flight 
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naturally good and well cultivated. Unhappily we are too apt to 
think our own voices of this description; and this error often leads 
one whose voice is uncultivated or rough, out of tune, or possessing 
some bad quality of tone, but really strong and powerful, to sing very 
loud, and cause himself to be heard to the no small discomfiture of 
the auditors. It is much the safest course to take it for granted that 
our own voices should never be heard above the rest, and always take 
care to keep them subordinate to the general effect. If singers would 
accustom themselves to listen more to the general effect, it would 
have a tendency to improve choral performances. A. B. 

SOLO SINGING. 

The solo singer must have naturally a good voice. There are but 
few who possess this first requisite of solo singing. All voices are more 
or less defective,—these defects are lost in the union of a multitude as 
in a chorus, but are quickly discovered in a single voice. All voices 
may indeed be improved, but the person who would sing a solo ac- 
ceptably must have a voice naturally of a pleasant and agreeable tone, 
and of sufficient power and compass. It is a great mistake, and a 
very common one, to suppose that because we have a good knowledge 
of music, can sing at sight, &c. that therefore, we may sing in solo 
passages. Indeed, none but those who devote themselves to music as 
a profession can ever expect to make much progress as solo singers; 
for in addition to a superior yoice, great cultivation is indispensably 
necessary. 

The best voices need to go through a regular course of training 
and improvement, if they are to be heard alone in song. Amateur 
singers are not aware of the immense labor required in the cultivation 
of the voice; indeed none can fully know but those who attempt the 
work, and succeed init. In choirs therefore, the great majority ought 
to be contented as chorus singers, and not be offended if solos are not 
assigned to them. In a choir of one hundred good chorus singers, 
capable of performing readily the music of Handel, Haydn, and other 
similar composers, perhaps eight or ten voices may be found, who, with 
proper instruction and cultivation, may sing solos in an agreeable and 
acceptable manner. Let no solo singer, however, expect to excel unless 
to the finest and best quality of voice by nature, years are devoted to 
the laborious work of practice and improvement. 

A.B: 

BipOsGsReAcP eH ay © 

MOZART. 

The Miserere, which is sung twice during the Passion-week, and 
produces such an effect on strangers, was composed about two hun- 
dred years ago, by Gregorio Allegri, one of the descendants of Antonio 
Allegri, well known by the name of Corregio. When the Miserere 
begins, the pope and cardinals prostrate themselves on their knees. 
The last judgment, by Michael Angelo, painted above the altar of 
the chapel, is then discovered brilliantly illumined by tapers. As the 
service advances, these tapers are gradually extinguished. The forms 
of so many miserable creatures, painted with such terrible energy by 
Michael Angelo, now become more and more imposing, from being 
scarcely perceptible by the pale light of the remaining tapers. When 
the Miserere is just about to conclude, the chapel-master, who beats 
time, insensibly gets slower, the singers diminish the strength of their 
voices, the harmony vanishes by degrees, and the sinner, confounded 
before the majesty of his God, and prostrate before his throne, appears 
to await in silence the voice which is to pronounce his doom. This 
piece owes its sublimity more to the manner in which it is sung, and 
the place in which it is executed, than to any individual merit of its 
own. It was composed with the intention of being sung in a peculiar 
manner, so as to produce the most sublime effect, and which it would 
have been impossible to express by precision of notes. The singing 
is certainly, within the chapel, of the most affecting character. The 
same melody is repeated to every verse in the psalm; but this music, 
though precisely the same taken en masse, is not so in the detail. 
Thus it is easily understood, but yet never becomes tedious. It is the 
custom at the Sixtine chapel to accelerate or retard the time on certain 
notes, to swell or diminish the voices according to the sense of the 
words, and even to sing some of the verses quicker than others. The 
following anecdote will prove the extreme difficulty of young Mozart’s 
undertaking, in singing the Miserere. It is related, that the emperor 
Leopold I, who was a great amateur in music, and likewise a good 
composer, sent an ambassador, requesting the pope to allow him to 
have a copy of the Miserere of Allegri, that he might use it in the im- 
perial chapel at Vienna. This wasaccorded. The chapel-master of 
the Sixtine desired that a copy might be taken, which was immediate- 
ly sent to the emperor, who had at that time the best singers of the 
age. Notwithstanding all their talents, the Miserere of Allegri pro- 
duced no other effect at the court of Vienna than that of being con- 

sidered as a most ordinary and dull chant. The emperor and all his 
court imagined that the chapel-master of the pope, wishing to keep 
the Miserere exclusively in the Sixtine chapel, had eluded the order 
of his master, and sent him some common and vulgar composition. 
The emperor immediately sent off a courier to the pope, to complain 
of this want of respect. The pope was so indignant at this disobe- 
dience of the chapel-master, that he immediately dismissed him from 
the situation he held, without even permitting him to vindicate his 
conduct. ‘The poor man prevailed, however, on one of the cardinals 
to undertake to plead his cause, and explain, that the peculiar manner 
of executing this Miserere could not be expressed by notes, nor could 
any one sing it till after repeated lessons from the chapel singers, who 
possessed the tradition. His holiness, who did not understand music 
the least, could hardly comprehend how the same notes could pro- 
duce a different effect at Vienna and at Rome. He, however, per- 
mitted the poor chapel-master to write his own defence, to send to 
Vienna, and in time he was received again into favor. 

It was the remembrance of this well known anecdote that occasion- 
ed such surprise among the Romans, when they heard a child sing 
this Miserere perfectly in the true style, after only two lessons; and 
nothing indeed is more difficult than to excite the astonishment of 
the Romans, as all merit diminishes greatly on entering this celebrated 
city, where all the fine arts, in the highest perfection, are constantly 
displayed. 

It is perhaps the great success Mozart met with in singing this 
Miserere, or the effect that it produced on his own mind, that inclined 
him ever after to a solemn style of music, particularly to that of Han- 
del and of the tender Bocherini. 

From Rome, the Mozarts continued their journey to Naples, where, 
performing on the piano one day at the Conservatorio della Pieta, 
the audience suddenly took it into their heads that a ring which he 
wore on his finger contained a charm; and at length, to pacify their 
doubts, he was obliged to take off the ring. The effect on this super- 
stitious people may be imagined, when, having parted with the talis- 
man, Mozart’s music continued to be equally imposing. Wolfgang 
gave a grand concert at count Kaunitz’s, ambassador from the empe- 
ror, and then returned to Rome. The pope, who had wished much 
to see him, now created him knight of the golden spur. In repassing 
through Bologna, he received a‘still more flattering distinction. After 
the requisite proofs of his talent, which he afforded to all with unusual 
promptitude, he was named, by universal consent, a member of the 
Philharmonic academy. An anthem for four voices was then given 
him to compose, according to the idea formed of his talents: as was 
customary on such occasions, he was shut into a room alone, where 
he concluded his task in half an hour. His previous engagement now 
recalled him to Milan, otherwise he would have obtained, what was 
then considered the greatest honor to musicians that could be con- 
ferred in Italy, namely, that of composing the first opera seria for the 
theatre at Rome. 

On the 26th of December, 1770, two months after his arrival at 
Milan, having at that time not quite accomplished his fifteenth year, 
he produced his ‘ Mithridate,’ a serious opera, which had a run of 
twenty representations. 'To judge of its success, it will be sufficient 
to state, that the manager immediately made a written engagement 
with him for the composition of the first opera for the year 1773. 
This opera’ was called ‘ Lucio Silla, which was equally successful 
with that of ‘ Mithridate,” and was performed twenty-six times in 
succession. During the period which elapsed between these two rep- 
resentations, he first quitted Milan, to pass the few last days of the 
carnival at Venice; and at Verona, which he only passed through, 
they presented him with a patent, as member of the Philharmonic so- 
ciety of thattown. He alsocomposed, in 1771, at Milan, ‘ Ascanio in 
Alba; and in 1772, at Salzburg, ‘Il Sogno di Scipione,’ for the 
election of the new archbishop of Salzburg. Being invited subsequently 
to Vienna, Munich, and Salzburg, he composed, amongst other works, 
‘La Finta Giardiniera, two grand masses for the chapel of the 
elector of Bavaria, and one for the archduke Ferdinand at Salzburg ; 
and on the occasion of the archduke Maximilian remaining for a few 
days at Salzburg, the cantata ‘ /1 Re Pastore.’ This wasin 1775. He 
had now, it may be said, attained the highest perfection of his art, as 
his fame had spread from one end of Europe to the other ; and though 
only nineteen years of age, he could now make choice of any capital 
in Europe to establish himself. His father conceiving that Paris 
would be most suitable for him, in 1777 he commenced his second 
journey into France, accompanied by his mother. Here he had the 
misfortune to lose her, which rendered his residence in Paris in- 
supportable ; added likewise to the state of vocal music in that capital, 
which did not suit his taste, and thus obliged him to compose entirely 
for instruments. Having, therefore, produced a symphony at the 
spiritual concerts, and a few other instrumental pieces, he returned to 
his father at the commencement of the year 1779. 

(To be continued.) ‘ 
te ti 
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THE MUSES. 

The Muses, those celebrated female musicians, formerly so dear to 
men of genius, were originally only singers in the service of Osiris, 
the great Egyptian Bacchus ; but, in succeeding times were distinguish- 
ed as the daughters of Jupiter and Mnemosyne, or Memory. 

They severally presided over some art or science; and an epigram 
of Callimachus explains their attributes in as many lines: 

Calliope the deeds of heroes sings, 
Great Clio sweeps to history the strings; 
Euterpe teaches Mimes their silent show, 
Melpomene presides o’er scenes of wo; 
Terpsichore the flute’s soft-power displays, 
And Erato gives hymns the gods to praise. 
Polymnia’s skill inspires melodious strains, 
Urania wise the starry course explains, 
And gay Thalia’s glass points out where folly reigns. 

BACCHUS. 

This personage seems to nave acted too important a part in musical 
mythology to be omitted; for though he is seldom named in modern 
times, but as a sensual encourager of feasting and jollity, he was re- 
garded in a more respectable light by the ancients, who worshipped 
him under various appellations. In Egypt he was called Osiris, and 
Liber throughout the Roman dominions. 

Osiris, the Egyptian Bacchus, was the son of Jupiter Ammon. 
The Grecian Bacchus, of Thebes, in Beotia, was the offspring of 
Jupiter and Semele. This last, who, according to Sir Isaac Newton, 
was the Great Bacchus, flourished but one “generation before the 
Argonautic expedition. 

He conquered eastward as far as India, returned in triumph, brought 
his victorious army over the Hellespont, subdued Thrace, and intro- 
duced into that country the arts of music, poetry, and dancing. He 
it was, according to Diodorus Siculus, who invented farces and theatres, 
and who first established a music school, exempting from all military 

. 

. functions such musicians as discovered great abilities in their art; on 
which account, says the same author, musicians, formed into. compa- 
nies, have since frequently enjoyed great privileges. 

~ The Dithyrambics, which gave birth to dramatic representations, 
are as ancient as the worship of Bacchus in Greece ; and there is little 
doubt, that the ceremonies of his mysteries gave rise to the pomp and 
illusions of the theatre. Many of the most splendid exhibitions upon 
the stage, for the entertainment of the people of Athens and of Rome, 
were performed upon the festivals of this god; and we are certain, 
that in all the orgies, processions, and triumphs, instituted by the 
ancients to the honor of this prince of bon3vivans, music was an es- 
sential ingredient. 

This we gather from the unquestionable evidence of ancient sculp- 
ture, where we perceive, that not only musicians, male and female, 
regaled him with the lyre, the flute, and with song, but that he was 
accompanied by fawns and satyrs, playing upon timbrels, cymbals, 
bag-pipes, and horns. 

The orgies, or feasts of this divinity, undoubtedly originated in 
Egypt, where Osiris was the model of the Grecian Bacchus ; whence 
they passed into Greece, Italy, and Gaul, and were adopted almost 
throughout the whole pagan world. At first they were observed with 
simplicity and decorum, but afterwards degenerated into extreme folly 
and licentiousness ; at length, historians assure us, that the debauch- 
eries practised at their celebration during the night-time became so 
enormous, as to compel the Roman Senate, in the 556th year of the 
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empire. 

PAN. 

This rustic and subordinate deity claims our next notice as the 
supposed inventor of the musical instrument which bears his name. 
The following pretty fable, translated by Dryden, from Ovid’s Me- 
tamorphoses, will it is hoped, apologize for our introducing this serub 
of antiquity into such genteel society. 

A nymph of late appeared, as Dian chaste, 
Whose beauteous form all other nymphs surpassed; 
The pride and joy of all Arcadia’s plains, 
Beloved by deities, ador’d by swains. 
Syrinx her name, by Sylvans oft pursued, 
As oft would she the wanton gods delude 
Descending from Lyczus, Pan admires 
The matchless nymph, and burns with new desires. 
A crown of pine upon his head he wore, 
And vainly strove her pity to implore; 
For, ’ere he could begin, she took her flight, 
And winged with fear she soon was out of sight; 
Nor stayed to hear the courtship of the god, 
But bent her course to Ladon’s gentle flood, 
There by the river stopped, and tired before 
Relief from water nymphs her prayers implore. 
Now while the am’rous god with speedy pace, 
Just thought to strain her in a fond embrace, 
He fills his arms with reeds, new rising on the place. 
And while he sighs, his ill success to find, 
Tr: tender canes were shaken by the wind, 
Aed breath’d a mournful air, unheard before, 
Which greatly Pan surprised, yet pleased him more. 
Admiring this new music, ‘ Thou, he said, 
‘ Who can’st not be the partner of my bed, 
At least shall be the consort of my mind, 
And often, often to my lips be joined !” 
The tuneful reeds he formed, and waxed with care, 
Which still retain the name of his ungrateful fair. 

THE SIRENS. 

Parthenope, Lygea, and Leucosia, were the names of these celebra- 
ted allegorical songstresses of Sicily. They were stationed on the’ 
coast of. that renowned island, the terror and destruction of mariners, 
and were represented as half women and half fish; of course, their 
beauties were displayed, and their deformity concealed. Let Homer, 
their inimitable historian, describe them to the English reader in the 
matchless language of his translator Pope. Of Homer’s mythology 
we may justly say, as of the witches and Fairyland of Shakspeare, 
our immortal bard : 

¢ Within that circle none could walk but he!” 

Homer introduces us to these ladies in the twelfth Book of the 
Odyssey, where, with his characteristic knowledge of human nature, 
he represents the goddess Circe, herself one of the frail sisterhood, 
gravely admonishing Ulysses to fly from the insidious blandishments 
of impure associates. 

Next, where the Syrens dwell, you plough the seas, 
Their song is death, and makes destruction please. 
Unblest the man whom music wins to stay 
Near the curst shore, and listen to the lay ; 
No more that wretch shall view the joys of life, 
His blooming offspring, or his beauteous wife. 

Fly swift the dang’rous coast ! let ev’ry ear 
Be stopped against the song ! ’tis death to hear ! 
Firm to the mast thyself with chains be bound, 
Nor trust thy virtue to th’ enchanting sound. 
If mad with transport, freedom thou demand. 
Be ev’ry fetter strained, and added band to band. 
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And Ulysses himself, upon his arrival on the coast 
dresses his companions in the following admirable lines : 

O friends ! O ! ever partners of my woes ! 
Attend while I, what heaven foredooms, disclose, 
Hear, all! Fate hangs o’er all! On you it lies 
To live or perish: to be safe, be wise ! 
In flow’ry meads the sportive Sirens play, 
Touch the soft lyre, and tune the vocal lay ; 
Me, me alone, with fetters firmly bound, 
The gods allow to hear the dang’rous sound, 

Then follows the account which the hero himself gives of them: 
While yet I speak, the winged galley flies, 
And lo ! the Siren shores like mists arise ! 
Sunk were at once the winds ; the air above, 
And waves below, at once forgot to move ! 
Some demon calmed the air, and smoothed the deep, 
Hushed the Joud winds, and chained the waves to sleep. 
Now ey’ry sail we furl, each oar we ply, 
Lashed by the stroke, the frothy waters fly ; 
The ductile wax, with busy hands I mould, 
And cleft in fragments, and the fragments rolled : 
Th aerial region now grew warm with day, 
The wax dissolved beneath the burning ray ; 
Then ey’ry ear I barred against the strain, 
And from excess of frenzy locked the brain. 
Now round the mast my mates the fetters rolled, 

And bound me limb by limb, with fold on fold ; 

Then bending to the stroke, the active train 

Plunge all at once their bars, and cleave the main. 
While to the shore the rapid vessel flies, 
Our swift approach the Siren quire descries , 
Celestial music warbles from their tongue, 
And thus the sweet deluders tune the song. 

O! stay ! O, pride of Greece, Ulysses, stay, 
O ! stop thy course, and listen to our Jay ! 
Blest is the man, ordained our voice to hear, 

The song instructs the soul, and charms the ear. 
Approach ! 'Thy soul shall into raptures rise, 
Approach ! and Jearn new wisdom from the wise ! 
We know, whate’er the kings of mighty name 
Achieved at Ilion, in the field of fame ; 
Whate’er beneath the sun’s bright journey lies— 
O! stay ! and learn new wisdom from the wise ! 
Thus the sweet charmers warbled o’er the main, 

My soul takes wing to meet the heavenly strain : 
I give the sign, and struggle to be free, 
Swift row my mates, and shoot along the sea ; 
New chains they add, and rapid urge the way, 
Till dying off, the distant sounds decay ; 
Then scudding swiftly from the dang’rous ground, 
The deafened ear unlocked, the chains unbound. 

Pope, in his note on this passage, says: ‘There are several things 
remarkable in this short song of the Sirens. One of the first words 
they speak is the name of Ulysses: this shows that they had a kind 
of omniscience, and it could not fail to raise the curiosity of a wise 
man to be acquainted with persons of such extensive knowledge. The 
song is well adapted to the character of Ulysses: it is not pleasure or 
dalliance with which they tempt that hero, but a promise of wisdom, 
and a recital of the war of Troy, and his own glory. Homer (says 
Cicero) saw that his fable could not be approved, if he made his hero 
to be taken with a mere song; the Sirens, therefore, promise knowl- 
edge, the desire of which might probably prove stronger than the love 
of his country. To desire to know all things, whether useful or tri- 
fling, is a faulty curiosity ; but to be led by the contemplation of things 
great and noble, to a thirst of knowledge, is an instance of greatness 
of soul.’ 

of Cicily, ad- 

The moral, inculcated by this beautiful fable, is so clear and _forci- 
ble, as to require very little explanation. Who need be informed, that 
those, who suffer themselves to be captivated by the blandishments of 
licentious beauty, however splendid her accomplishments, however 
fascinating her powers of song—for ever lose sight of the rational 
‘joys of life ; by becoming, at least, indifferent to the society of their 
wives and children? Or, how can we possibly escape destruction, but 
by the expedient of the wise Ulysses—by stopping our ears against 
the siren voice of flattery? and by resolutely binding in the fetters of 
reason those unruly appetites which are ever struggling to overpower 

_ our intellectual faculties? We are likewise admonished, not to trust 
in our own virtue and sufficiency, but to ‘fly from temptation; for 
every age has its Sirens, every Siren (and indolence among the num- 
ber) her votaries; and when beauty and talents, both powerful in 
themselves, are united to refined libertinism, arrayed in the robe of 
elegance, what but instantaneous flight can possibly protect us from 
the attractive circle of such potent charms. 

(To be continued.) 

TEACHING SINGING. 

Teachers of singing too often begin at the wrong end; thatis, they 
teach the use of the voice before it is formed. They not only do not 
‘understand the right method of training the vocal organs, but many 
are not aware that the voice requires to be developed by art, or even 

| the gymnastics of the voice, which the enlightened professor directs 
according to the strength or weakness of particular parts of the vocal 
organs, and in proportion to the progressive advancement of the pupil. 
The voice is a beautiful instrument of nature’s own workmanship ; 
the singer is the performer upon it; as well may an untaught person 
expect to bring out tones from a violin like Paganini or De Beriot, or 
to play upon the piano-forte like Cramer or Moscheles, as an unedu- 
cated or badly taught singer to bring out the latent powers of his voice. 
Some knowledge, at least, of the instrument he professes to teach is 
expected of the master; but for the teaching of singing, the qualifica- 
tion of being able to sing at all is not always thought necessary: and 
a knowledge of the voice is a requisite that does not enter into the 
head of either master or pupil. Singing-masters in general are, in 
fact, most ignorant of the precise thing they are required to be best 
acquainted with: and no wonder; they were never taught it them- 
selves. To give an adequate notion of the extent of professional 
ignorance upon this point would fill a volume: to instance individuals 
by name would be invidious, and averse from the object we have in 
view and the spirit in which we pursue it. 

Mistaking basses for baritones, and baritones for tenors, is of com- 
mon occurrence. What would the reader think, for instance, of a 
gentleman, but too well known among the London choirs, cultivating 
a contralto for a high soprano, or of a singing-master in pretty good 
practice confounding the terms in the nomenclature of voices? 'T'o 
give one among many instances of the fatal effects of mistaking the 
character of a voice :—Sapio came out as a tenor, whereas his voice 
is naturally a fine baritone of very high quality. By the aid of a good 
chest and a great deal of energy, he forced it up beyond its natural 
compass, and the consequence was that a season or two as a dramatic 
singer fairly wound him up. His feeling and impulse only accelera- 
ted this result; a huskiness came over his voice, and ‘its intonation 
was no longer under control. Mr. Sapio occasionally appears at con- 
certs; and while we admire his expression, and the richness of some 
of his notes not yet destroyed, we lament to perceive the difficulty 
which he experiences in executing a piece of any length without get- 
ting out of tune. 

The study of voices is one of extreme nicety and difficulty. More- 
over it is a science not wholly communicable: it must be based upon 
theory, but reared by individual experience. Experiments without 
number—and many fatal ones—are made upon others by incompetent 
persons, which have not even the advantage of adding to the knowl- 
edge of the experimentalizer. Most vocal instructors are rather 
music-teachers than singing-masters. They give their pupils a knowl- 
edge of the signs and sounds of the language of music; enable his 
eye and ear to sympathize a little by practice, teaching him perhaps to 
sing well at sight,—a useful acquisition, doubtless, and not to be un- 
dervalued. They give him, too, a little stock of dry flourishes ; but 
vocal execution in the true sense of the term, they cannot teach, 
being themselves utterly ignorant of its nature and of the principle on 

| which it depends—the proper production of tone. ‘This is a sweeping 
| assertion ; but so few are the exceptions, that they only serve to prove 
the rule. The system of the majority of sot disant singing-masters 
is so much alike, that a sketch of the operations of one may serve as 
a sample of the whole. The reader who may have witnessed, or been 
so unfortunate as to endure the infliction of what is complacently 
termed a ‘singing lesson,’ will judge of its truth, and thus be able to 
test the validity of our assertion. Whether the ‘victim’—a cant 
term for a pupil, in use among the craft, whose expressiveness insinu- 
ates a lurking consciousness of the humbug—be an amateur or pro- 
fessional, the illustration will equally apply. 

The principal difficulty in giving an ordinary singing lesson is to fill 
up the hour prescribed for the operation. The master having, with 
due deliberation, deposited his hat, great coat, and umbrella, and pas- 
sed the customary salutations and compliments, after a preliminary 
warm of his hands, sits down to the piano, on which he places his 
| watch, by way of indicating how precious is his time. After running 
over the keys in a few extemporaneous flourishes, the patient is direct- 
ed to sing the scale, the master accompanying with full chords so 
loudly as to drown the voice of the singer, and calling out now and 
then as the din rises to its height, ‘Crescendo,’ ‘Open your mouth.’ 
The pupil having sung a few notes, alternately humming and bawling 
in the pianos and fortes, his voice, strained beyond its powers, cracks 
in a furious effort to raise above the accompaniment. An interval of 
five minutes, equally acceptable to master and pupil, is occupied by a 
lecture on ‘not forcing the voice ;’ and the pupil, arriving at the 7th 
of the scale, quite overcome with his previous exertions, sings the note 
flat; then succeeds another welcome interval, which is filled up by an 
equally edifying discourse on the expediency of singing in tune. In 
what way he is to avoid forcing his voice and by what means he is to 
insure correct intonation, the pupil is left to guess. A few passages 
for the practice of taking intervals being next gone through, some new 

what voice it is they have to assist in developing. Vocal exercises ar:| |piece of music—chosen as likely to please friends, but with no definite 
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object as far as the pupil’s progress is concerned—is placed on the 
desk ; and the master having exhibited his skill by singing it over in 
his best manner, the pupil follows, carefully copying the master’s 
peculiarities, who directs him to be careful in articulating the words 
distinctly. The master then displays a patent pencil of approved 
neatness, and leisurely inserts some trills and flourishes, carefully 
eschewing such as he himself cannot execute, and terminating with a 
cadence and a sorry attempt at a shake. The pupil discouraged, and 
the master tired, both see with satisfaction that the prescribed term 
has expired; and the master takes his leave under a running fire of 
instructive common-places, and posts off to another ‘ victim,’ where a 
similar scene is enacted, and a like sum extracted. ‘This farce would 
be harmless if nothing were taught; but the pupil unhappily acquires 
by these means a fatal facility in a false method ; and his voice is ad- 
vanced by ‘ easy stages’ on the ‘ road to ruin.’. 

In proof of this, a whole hecatomb of ‘victims’ to bad teaching 
might be instanced. Singers with fine voices and good taste, who 
promised well, every now and then appear in the concert-room or on 
the stage; but suddenly, after a longer or shorter lapse of time, and 
a more or less gradual declension of powers, disappear, and are heard 
no more of. Voices break down at the time when an artist, properly 
educated, is in his prime. The more natural ability the singer posses- 
ses too, unfortunately, the sooner is he lost to the public. His taste 
and feeling lead him to strive at vocal expression that tries the half- 
formed voice and ill-taught singer most severely. 

‘The qualifications requisite to make a perfectly accomplished vocal- 
ist are neither few nor of an ordinary kind, and their combination 1n 
the same individual is rare indeed. A voice of fine quality, extensive 
compass, and great power, at perfect command ; correctness of ear, 
taste, and judgment; a knowledge of the science of music; industry, 
and sensibility—these can hardly be expected to co-exist in due pro- 
portion in one person: but to the possession of nearly all these quali- 
ties, developed more or less in a high degree, must the vocalist, 
ambitious of permanent reputation, aspire. Braham we have already 
instanced, and he isa solitary example among English vocalists. Wil- 
son, however, is a delightful and improving singer ; his voice is natur- 
ally melodious and even, and since he has returned to the tuition of 
Crevelli, it has increased in volume and flexibility. He brings out his 
voice well and articulates distinctly, and his style is chaste and expres- 
sive, though in dramatic singing he is not impassioned enough. He 
promises to become a first-rate artist, by virtue of his steadiness and 
perseverance. Whether his feeling will break through the Scotch 
mist that hangs round it remains to be seen; we think ‘he has it in 
him.’ H. Phillips has been fortunate in coming before the public and 
-making a stand at a time when there was none to oppose him. His 
natural powers are limited, but he has increased them by careful and 
persevering practice. Like all self-taught men, he has his defects ; 
he has a trick of jerking out his notes in an unpleasant manner—he 
is apt to sing in his throat—and in extending the compass of his voice 
he has rendered it uneven, requiring all his tact to conceal this defect ; 
he has likewise a tendency to sing out of tune—the effect of forcing 
his voice beyond its powers. To look on the other side of the picture, 
his conception is good—his expression full of feeling—his style of 
singing is chaste and free from vulgar embellishments—he throws out ! 
his tone well—and his execution is smooth and polished. 

Miss Romer bids fair to become the first female English singer. 
She has a magnificent voice, and is taking the proper course for im- 
proving it. Her execution, when we last heard her, was crude and 
unfinished, and her voice left too much to its own guidance ; but there 
was a deep feeling that promised to get the better of all the bad habits 
and uncertainty that impeded her. Her improvement was manifest 
in her last performance of La Somnambula. 

Mrs. Wood was never a favorite of ours. To deny her claim to 
extraordinary powers would be absurd. Her voice is by nature rich, 
powerful, and of extensive compass; but she appears to produce it 
with difficulty, and the straining has a painful effect. An appearance 
of ease on the part of the singer is essential to the perfect enjoyment 
of a vocal performance. Mrs. Wood has what we should term an 
artificial and uneasy style of singing: ever striving after effects that 
she does not often succeed in producing. This is particularly evident 
in compositions of a light character—ballads especially—which re- 
quire ease and simplicity of style. Wanting naturally that thorough 
feeling which would regulate the style and execution of the singer, 
she endeavours to supply its place by long pauses, abrupt transitions 
from forte to piano, and sudden gushings of sound—tricks evidently 
the result of a vicious system and false taste. As an artist, too, she 
falls far short of perfection: the distortion of her face is at once a 
proof that she sings with effort, and has an imperfect production of 
tone; her articulation, too, is almost unintelligible. An auditor at a 
concert, without a programme, might almost be at a loss to know in 
what language she was singing. Her execution is neat and brilliant ; 
but she exercises it without judgment and with no reserve-—A want 

of natural taste and feeling makes her reputation rest wholly on her 
skill as an artist ; and, clever as she is, she has not art enough to con- 
ceal her deficiencies. Her last appearance in London was a very un- 
favorable one, displaying her defects increased and her beauties 
diminished. 

Miss Shirreff had, we understand, before she began to practise, a 
very beautiful voice, but, by some process, that which should have 
developed and strengthened it has tended the other way ; she is, how- 
ever, a delightful vocalist in many respects. She sings with gusto 
(where the music suits her,) and at all times well in tune, and with 
great precision and brilliancy, and her articulation is remarkably dis- 
tinct. 

(To be continued.) 

[Extract of a letter lately received from the Chevalier Sigismond Neukomm by one of 
the Editors of the Musical Library.] 

‘I see with the greatest satisfaction, that in that part of the new 
world where you dwell, our divine art is more seriously attended to 
than in our ancient Europe, where they are tired of every thing, and 
have sunk so low as to think that to tickle the ear is to make music. 
You have adopted the true and only way to secure to the music of 
your continent a future as durable as it will be glorious. Sacred music 
is the only kind that is imperishable. ‘The composer, who faithfully 
devotes himself to it, renounces at once the applause of the multitude. 
His inspirations arise from conviction. His ideas, or, I should say, his 

sentiments, vivified by the rich conceptions of harmony, and by the 

charms of a melody at once pure and noble, are sure of finding an 
echo in the soul of every well organized being. It is not so with 
profane music; the composer of this sort wishes and must endeavor 
to please the profanum vulgus; all means are lawful; a vague 
expression and often even a false one, is sufficient to captivate the at- 
tention for a moment, and hence the caprices of what is called taste, 
but which ought to be called fashion. 

‘These ephemeral notes divert us a moment and die on the ear, 
without ever reaching the heart; they resemble soap bubbles, which 
after having glistened a moment with all the colors of the rainbow, 
burst, and leave no traces of their having been. 

‘The pains you are taking for the musical education of a people, 
who in so many other respects, have given such great proofs of 
superior intelligence, will eventually be successful. One of the most 
efficacious measures, which have been adopted, is certainly that of 
organizing the elementary instruction of singing in primary schools, 
(‘suffer little children to come unto me!’) They doso in several parts 
of our Germany ; and it is the surest way to introduce music into the 
spirit of a nation.’ 

THE CHOIR. No. 6. 

Power. Every exertion of human power, directed to the attainment 
of a definite end, requires an effort. The leader of a choir, therefore, 
must require of his singers some effort, and, indeed, one that is uni- 
form and continued. One of the most common causes of failure in 
choir singing is the want of care, effort, and appropriate exertion. 
Good vocal execution requires the most constant and watchful atten- 
tion, and claims for the time being the exclusive appropriation of the 
mental and physical man. 

In choir singing, that degree of strength which is commonly put 
forth in performance, may be adopted as a mean, or standard for the 
regulation of power, to be increased or diminished as circumstances 
may require. It is essential to correct performance, that the whole 
choir, as well as each individual, should have a particular mean for its 
usual standard; and that the same person should always have the 
same mean. ‘This is to be understood, however, only of the average ; 
for we would not be understood to say that all passages, or that all 
the notes of the same passage are to be given with an equal degree 
of strength: this would be a transgression of one of the first rules 
of musical performance. We are to sing now Forte, now Piano, but 
still there is to be some general standard by which all dynamic degrees 
are to be regulated. 

In gencral, perhaps, choirs are apt to sing too loud; mistaking noise 
for music, they suppose that the louder it is, the better. But this isan 
error fatal to good execution, and one that we should constantly 
guard against. Still, however, the voice in its power must be brought 
out, and in many pieces of sacred music the effect is principally de- 
pendent on this element. ‘This is usually the case with the exclama- 
tory, or climacteric passages that always occur in Choruses and 
Anthems. In such passages it is seldom necessary to enjoin modera- 
tion. A large part of religious poetry, especially the doxological part, 
consists of nothing but exclamations and single poetical words, ex- 
pressed only by the proper application of power. A full voice ever 
accompanies a heart filled with gratitude and praise, and is the in- 
fallible outlet of the overflowing emotious of religious joy and exulta- 
tion. ‘Is any merry, let him sing psalms.’ 
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Owing to our natural constitution, every developement of mental 

feeling has its animal side—it is, as a physiologist would say, depen- 

dent on and connected with the animal organization. By education, 
the animal should be made subservient to the human, that the human 

may show itself and exert its influence with the dignity of the spirit- 
ual. This is to be effected by the gymnastic department of education, 
and in the genuine gymnastics of education, every exercise of power 
must be natural. A choir therefore being a higher kind of gymnasium, 
should admit nothing false or inconsistent with the natural and appro- 
priate organs, such as may be heard in choral singing among the illit- 
erate, approaching to screaming or yelling. With respect to power 
then, we must never ‘o’erstep the modesty of nature,’ but always 
adapt our Fortes and Fortissimos to the nature of the vocal organs. 

Singers who have not been properly educated, while they may exert 
themselves conformably to nature, may nevertheless sing in a manner 
quite unconformable to their musical organs. Power they may in- 
crease ; but, by a false effort—or from want of the knowledge of the 
proper delivery of the voice, the sound may be dissipated, smothered 
and lost. When, for example, we draw the tongue back into the 
throat, the human sound is transformed into the howling of a beast. 
Singers of feeling, and even those whose feelings are cultivated, may 
utter such sounds. ‘The cultivation of the feelings will not prevent 
this, nor will anything do it but the proper education of the organs— 
or a cultivation of singing adapted to the organs of sound. That a 
choir, being an association of human beings, should, in this sense, 
sing humanly, is the more desirable, because performances of a con- 
trary kind are so often heard. Is not the coarseness, inelegance, and 
want of propriety and skill in the application of power, one of the 
principal means why choral singing is no more esteemed according 
to its dignity and merit, by persons of education and refinement ? 

(To be continued.) 

BLOG RA PH Y¥:."% 

MOZART. 
(Continued from No 10.) 

He next composed the opera of ‘ Idomeneo,’ under the most favoura- 
ble auspices, having been called to Vienna by the commands of his 
sovereign the archbishop of Salzburg. Whilst there, the elector of 
Bavaria requested an opera for the theatre of Munich. Mozart was 
then five and twenty, and being deeply in love with a young lady to 
whom he was afterwards united, love and ambition combined to exalt 
his genius to the highest degree, and he produced this opera of ‘ fd- 
omeneo ;’ which he always considered as among his best, and from! 
which he has even borrowed many ideas for subsequent composition. 

From Munich, Mozart went to Vienna, where he entered the service 
of the emperor, to whom he remained attached the rest of his life ; 
and though he was but indifferently treated, persisted in refusing 
many more advantageous offers which were made to him on-the part 
of other sovereigns, and particularly by the king of Prussia. 

The following anecdote will prove the truth of this assertion. In 
one of his journeys to Berlin, the king, Frederic William II., offered 
him three thousand crowns per annum if he would remain at his court, 
and superintend his orchestra. Mozart only replied, ‘Ought I to quit 
my good emperor?’ nowithstanding, at this period, he had no fixed 
salary at Vienna. One of his friends reproaching him with the im- 
prudence and folly of not accepting the advantageous proposition of 
the king of Prussia: ‘I like to live at Vienna,’ replied Mozart, ‘ the 
emperor is fond of me, and I don’t value money.’ 

Some vexatious occurrences at court excited him, however, to de- 
‘mand his dismissal of Joseph; but one word from the prince, who 
really loved his composer, and more particularly his music, made him 
instantly change his mind. He was not sufficiently cunning to take 
advantage of this favourable opportunity to demand a fixed salary ; 
but the emperor at length decided this himself: unfortunately, 
however, he consulted some enemies of Mozart as to what would be 
right to give him, and they proposed the small sum of eight hundred 
florins. This was never augmented. He received it as chamber 
composer, but in that capacity he never did any thing. At one time 
he was legally asked, in consequence of one of those general orders 
of government so frequent at Vienna, what pension he received from 
the court? He wrote back word in asealed note: ‘'Too much for what 
I have done: too little for what I might have done.’ 

‘[? Enlevement du Serai? was performed in 1782. Joseph II. re- 
marked to Mozart, ‘ It is too grand for our ears ; there are a prodigious 
quantity of notes.’ ‘That is precisely the thing,’ replied the young 
artist. It was during the composition of this opera that he married 
Miss Weber, a musical amateur of the first merit. He had two 
children by this marriage. 

It was Joseph II. who desired Mozart to set to music the ‘ Marriage 
of Figaro, a piece then much in vogue at all the theatres. He] 

obeyed, and this opera was performed at Prague the whole of the’ 
winter of 1787. Mozart went that winter himself to Prague, and 
there composed for the Bohemians his opera of ‘Don Giovanni,’ 
which met with still more brilliant success than even the ‘ Marriage 
of Iigaro. The first representations of ‘ Don Giovanni’ were not 
very well received at Vienna. Its merits were one day discussed at 
a large assembly, where most of the connoisseurs of the capital were 
assembled, and amongst others, Haydn; Mozart not being himself 
present. Everybody agreed in considering it a work of great merit, 
brilliancy, and richness of imagination ; but each found something to 
blame. All had given their opinion, with the exception of Haydn. 
At length they begged he would do so likewise. ‘I am not capable 
of judging in this dispute,’ he replied with his usual modesty ; ‘all 
that I know is, that Mozart is certainly the greatest composer now in 
existence.’ Mozart acted at all times with the same generosity towards: 
Haydn. A composer of Vienna of some merit, but who could not in 
any way perceive or appreciate the beauties of Haydn, enjoyed a 
spiteful pleasure in discovering every trifling incorrectness which crept 
into the compositions of that great master. He perpetually came to’ 
Mozart with the greatest glee, to display any symphony or quatuor of 
Haydn,*in which, after having put it into score, he had discovered 
some little negligence of style. Mozart always endeavored to change: 
the subject of conversation; his patience at length being totally ex- 
hausted, ‘ Sir,’ he replied one day in rather an abrupt manner, ‘if you: 
and I were melted down together, we should not even then make one 
Haydn.’ Mozart also dedicated a work of quatuors to Haydn, which 
may be looked upon as the best he ever produced in this style. He 
observed, that this dedication was due to him, as it was from Haydn. 
he first learnt this species of composition. 

The death of this great genius took place on the 5th of December, 
1792, when he had not attained his thirty-sixth year. Indefatigable 
to the last, he produced in the concluding few months of his life, his 
three chef-d’ euvres, ‘ The Enchanted Flute, ‘ Clemenza di Tito,’ 
and a ‘ Requiem,’ which he had scarcely time to finish. 

It was during the composition of the first of these operas, that he 
began to be subject to fainting fits. He was particularly partial to his 
opera of ‘ The Enchanted Flute, though he was not very fond of. 
some particular morceaux in it, which had been the most admired by’ 
the public. The state of debility in which he was, precluded the 
possibility of his leading the orchestra more than the nine or ten first 
representations. When he was no longer able to attend the theatre,: 
he would place his watch by his side, and appeared to follow the or- 
chestra in idea: ‘ There is the first act over,’ he would say; ‘ Now they 
are singing such or such an air,’ &c.; and then a fit of melancholy 
would seize him, and he fancied that ‘he should not long enjoy life. 
A singular incident accelerated the effect of this fatal presentiment, 

and as this incident was the occasion of his composing his famous 
Requiem, one of his chef-d’ @uvres, we shall enter into minute details 
concerning it. 

One day when Mozart was plunged into a profound reverie, he 
heard a carriage stop at his door. A stranger was announced who. 
begged to speak to him: a middle-aged man, well dressed, and of-a 
noble and imposing appearance, was then shown in. ‘I am commis- 
sioned, sir,’ said he, addressing Mozart, ‘by a person of rank, to call 
on you.’ ‘Who is that person?’ interrupted: Mozart. ‘He does not! 
choose to be known,’ replied the stranger. ‘Very well; what does 
he wish?’ ‘ He has just lost a friend who was very dear to him, and 
whose memory he must eternally cherish; and intending to celebrate, 
her death by a solemn service every year, wishes you to compose a 
Requiem for the occasion.’ Mozart was much struck at the grave 
manner and tone of voice in which. this address was pronounced, and: 
with the mystery which appeared to envelope this adventure. He: 
promised to compose the Requiem. The unknown continued: 
‘Exert all your genius in this work ; you will labor for a connoisseur, 
in music.’ ‘So much the better.’ ‘ How Jong will you require to do 
it?? “A month.’ ‘Very weil; I will return ina month. How much 
will you charge for the work ?’? ‘A hundred ducats.’ The. unknown, 
counted them immediately on the table, and disappeared. 

Mozart remained plunged for some moments in profound reflection ; 
then suddenly demanded a pen, ink, and paper, and notwithstanding 
the remonstrances of his wife, began’to write. This rage for com- 
posing continued several days; he wrote almost the whole day ana 
night, with increasing ardor as he advanced ; but his health, already 
feeble, could not long support this enthusiasm, and one morning he 
fell senseless on the floor, which obliged him for a time to suspend his 
labors. ‘Two or three days after, his wife endeavouring to divert his 
attention from the melancholy ideas which possessed it, he replied 
quickly, ‘I am persuaded that I am composing this Requiem for 
myself; it will do for my funeral service.’ Nothing could dispel this 
idea from his mind. 

; (To be continued.) 
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TEACHING SINGING. 
(Continued from No. 11.) 

A voice would seem at first thought to be the prime requisite for a 
singer; but though there never perhaps existed a person witha natur- 
ally fine organ Ww tho could not be drilled into a decent singer by a 
good master, there are hundreds whose vocal powers have been de- 

- stroyed by want of cultivation or bad teaching; so that a fine voice is 
not the all in all. Atkins is a striking instance of the fallacy of the 
maxim that, ‘of one hundred requisites to make a singer, a voice is 
ninety-nine.’ His voice is naturally a bass of extraordinary weight, 
fine quality, and great compass; but from his method—or rather want 
of method —of producing it, its powers are not brought out, and it 
has an unpleasant coarseness of tone.—Style or execution he has 
none; and he has a faculty very rare among basses—that of singing 
rather sharp. A knowledge of the proper way to produce its tones 
and to manage its powers, however, may be said to combine all the 
essentials of a singer sine qua non. Without this knowledge, cer- 
tainly all the others are dangerous in their exercise, or at least neutral- 
ized in effect; while its possession alone has atoned for the most 
lamentable natural deficiencies. On it mainly depend the quality, 
power, and permanence of the voice and facility of execution. In 
like manner, a correct ear, taste, and judgment will generally be found 
accompanying the union of musical sense and sensibility ; while the 
degree of skill in the exercise of the voice, and of proficiency in 
musical science, will depend upon the application and industry of the 
pupil. The mere art of singing—that is, producing musical sounds 
with the voice—is mechanical; but it cannot be acquired without the 
aid of an instructer who understands the nature of voices theoreti- 
cally and practically. He should not only be acquainted with the 
mode in which the voice is produced, and the natural action of the 
vocal organs, but with the causes of defects, their operation on the 
voice, and the way to remedy them. He should have studied the vo- 
cal organization anatomically, and the physical effects consequent on 
their faulty and undue exercise: quinsy, catarrh, and other diseases 
of the throat he may leave to the physician; but he should be a voice- 
doctor in so far as regards the injuries whose cause and cure depend 
on a proper and improper mode of singing. The physician, however, 
who might devote a little of his time to the study of the effects of local 
diseases on the vocal organs, would strike out a line of practice hither- 
to, we believe, almost unknown; he would find, alas! but too many 
patients, and we fear a large proportion of them vocally mcurable. 

To improve and mature good qualities, no less than to remedy and 
eradicate defects, to strengthen the weak points, and to supply imper- 
fections, also form material parts of the duty of a master of the art of 
singing. One instance may suffice to illustrate the severity of the old 
Italian mode of practising. Marchesi, whom some may even yet re- 
member, spent two years, it is said, improving and strengthening two 
or three notes in his voice. Of course, this and similar anecdotes are 
to be taken cum grana. Practical experience, grafted on sound the- 
oretical knowledge, being an indispensable qualification of a singing- 
master, it follows that he should exemplify, in his own mode and style 
of singing, those principles which he would inculcate in his pupil: thus 
is that test supplied which the reader has doubtless been seeking for in 
the all-scientific professor who is required to make the all-accomplish- 
ed singer. A bad singer cannot be a good teacher. By a bad sin- 
ger is meant one who does not produce his tone properly ; whose in- 
tonation is faulty; who cannot, in short, do with his voice what he 
pleases. The volume of the voice may be buta thread, and but a span 
in extent, but the slender column of sound will rise from the chest 

round, pure, and free from flaw: its bulkier portion will be subdued to 
the proportion of its slenderer parts; which will have been increased in 
size and strength by careful culture; there will be no straining of 
weak notes or shouting on loud ones—no vain endeavor to reach above 
or below the ascertained limits of itscompass. The column of sound 
will have a base and a capital, as well as asolid shaft; and though com- 
posed of tones originally different in quality, they will, by cultivation, 
have become so blended one with the other, that the line of separation 
will scarcely be distinguishable; it will form one complete, smooth, and 
harmonious whole; moreover, the ornaments will be such as adorn the 
classic structure of melody, which it assists in raising. There will be 
nothing redundant nor heterogeneous; all will be chaste, and in pure 
taste. 

The professor whose voice is thus formed, and whose skill is thus 
exercised, is alone perfectly competent to form the voice and taste of 
the singer; and should he have the advantages of such a master, im- 
plicit faith in his skill, reliance on his judgment, and obedience to his 
directions, are the least that the pupil can evince. In whatever de- 
gree he infringes the rules laid down for him, he does injury to him- 
self and injustice to his tutor; and sooner or later he will have reason 
to repent. The best masters cannot always make fine singers; much 
depends upon the pupil after all. The ill-success of some of the vocal 
students of the Royal Academy is a favorite theme of congratulation 
with the numerous professional enemies of that excellent, though much 
reviled institution. Too much occasion has been afforded for the attacks 
made upon it: but on the other hand, too little credit has been given for 
what it has really done towards establishing a school of vocal and in- 
strumental instruction in thiscountry. Its professors include the high- 
est names in the musical profession, and their attention and zeal are 
exemplary. But their individual exertions can avail butlittle with 
careless pupils. The old saying, “you may lead a horse to the water, 
but you cannot make him drink,” is a homely but apt illustration of 
the state of things that neutralizes the strenuous efforts of the professors. 
Students of singing are necessarily adults; or at least such as have ar- 
rived at years of discretion. They cannot be subject to the same con- 
trol as junior pupils; and their diligence and docility must depend on 
themselves. The Academy has unluckily had some lazy young persons, 
who, though in some instances they may have had fine voices, have ta- 
ken no pains to improve them ; and the consequence is, “they have done 
nothing.” Theirs is the fault and the loss; but the Academy bears 
the blame. The experiments however, have as yet been few. The 
Conservatory at Naples is the growth of centuries ; the Musical Acad- 
emy of London has not been established fourteen years. Let us hope 
better things of the present set of vocal students: the instrumentalists 
have not given so much cause for dissatisfaction. Of the vocal pupils 
of the Academy, Mr. and Mrs. Séguin have been most frequently be- 
fore the public. E. Seguin has a very fine bass voice of great weight 
and compass, and considerable flexibility. For several years we never 
heard him without regret that so noble a voice should belong to one 
who seemed either to set so little value on its possession as to bestow 
no care on its cultivation, or to overrate it so much as to think it re- 
quired none. He has, we hope and believe, latterly begun to apply 
himself to study; indeed, his singing already evinces the good effects 
of steady practice. If he aspire to aught beyond the provoking station 
of mediocrity, however, he must persevere still more. He cannot 
have forgotten the care and pains bestowed upon him while he was 
in the Academy, nor the advice given him. It is not too late for him 
to profit by both; we trust he will for his own sake. 

Mrs. Seguin is a favourable specimen of the teaching of the Royal 
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Academy. Her singing is more artist-like than perhaps any other En- 
glish female vocalist. Her voice is certainly not of a pleasing quality ; 
though powerful and well produced, its tone is harsh and unmusical. 
She is, moreover, sadly deficient in one of the greatest of all requisites 
viz. expression. Her appearance last season, was, nevertheless, highly 
creditable to her. As an artist she stood her ground well, even by 
the side of Grisi. It is scarcely to be expected, however, that she 
will attain a higher distinction than that of a correct and useful per- 
former. ‘ 

To return once more to the voice. The true natural character of 
the voice being determined, the power of producing its tones pure, 
and free from natural or acquired defects—of sustaining the notes 
firmly—of passing from one to another with facility and smoothness— 
of maintaining a pure, even tone throughout all the varieties of 
intonation, the changes of time, the degree of power required ; in 
short, of expressing the sense of the sounds correctly, and developing 
the true character of the composition by giving effect to the lights and 
shades, and conveying to the hearer by the tones of the voice the 
ideas and the emotions embodied by the composer; all this is the la- 
borious duty of the enlightened instructer to teach, and the not less 
laborious and difficult task of the docile, intelligent, and persevering 
pupil to learn. How all this is to be done is not to be told by us, nor 
perhaps by any one in print, viva voce tuition alone can impart it to the 
apt and patient scholar. London Magazine. 

PAUSES IN SINGING. f 

By pause we here mean, stopping, cessation of sound, and not that 
prolongation of sound technically called the pause. Some choirs pay 
no regard to the structure of the poetry as requiring either grammatical 
or rhetorical pauses, but sing from the beginning to the end of a hymn 
without the least reference to this, or to the essential properties of mu- 
sical elocution. Others are in the habit of paying particular attention 
to punctuation, or grammatical stops; for a comma they stop long 
enough to count one, for a semicolon two, &c ; according to the old 
go-to-school rule. The performance in the first case is destitute of 
character, the sentiment of the poetry is not brought out, or under- 
stood. In the latter case, the performance becomes mechanical, for- 
mal, school-boyish, unmeaning. A proper medium between the two 
is desirable. It is not so much the grammatical as the rhetorical pause 
that should be observed in music ; to pay proper attention to this the 
poetry must be well understood, and indeed the performer must be in 
many respects a good reader. The grammatical pause should always 
be obtained, not by a loss of time, or by suspending the regular divi- 
sions, or marking of the time, but by shortening the note previous to 
the pause just so much as is required for pausing. But if the note 
previous to the pause be continued its full length, and then a pause be 
observed, the measurement of the time is lost, and a most important 
property of music destroyed viz: Rhythm. ‘The following example 
may serve as an illustration ; 

1 

er cern emt =r 
Sears! ica ea _ a cs 

Teach Us, henceforth, how to live— 

Q 
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b ras jie ad. aaron ties aE (aa (2 EA BN 

Si ease aera ae 
Teach us, henceforth, how to live— 

If, in the first example, the second notes in the first and second 
measures, be sung as written, or receive their full length, and then a 
pause be observed, the rhythmical relation of the musical phrase or 
section is destroyed: disorder or confusion in rhythmn is introduced. 
The punctuation may be observed, however, as at example 2, where 
the notes preceding the pause are made shorter, and the exact meas- 
urement of the time preserved. It is in this way mostly, if not alto- 
gether, that punctuation should be observed. 

The Rhetorical pause should, also, generally, be obtained in the 
same way; but there are occasional examples where, to produce the 
full effect of this, the measurement of the time must be suspended. 
This is done by introducing the musical (technical) pause (>) upon 
a note or rest. ‘This should, however, be but seldom used, as where 
there is something very striking, or climacteric in the verse; once, per- 
haps, in the course of a psalmor hymn. Tt should never‘be attempted 
unless there is great certainty of a correct judgment in the case, and 
also of a successful performance. 

An example occurs in the 127th Hymn, Church Psalmody, 4th stan- 
za, which may serve as an illustration. 

“Ye mortals! catch the sound, . 
Redeemed by him from hell, 
And send the echo round 
The globe on which you dwell. 

Transported cry, | Hath left the dead~N 
** Jesus who bled, | No more to die.”? 

-OL2 
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- ted, ery, ‘Je - sus, who bled, Hath 
—~ Adagio. 

een Pere 
left the dead— No more to die. 

(See the tune Stow, Bos. Ac. Coll. p. 191.) 

It would betray a want of judgment, however, to introduce this into 
the third stanza, or twice in the same hymn, notwithstanding the 
words are exactly the same. 

Correct time is the most essential property of music, the rhythmi- 
cal movement must not be broken, unless it be in extraordinary cases. 

Those choirs, therefore, which are accustomed to suspend the time, 
even though it be for an instant, in order to obtain a pause, do much to 
destroy all the good effect of a performance. 

por 

THE CHOIR. No. 7. 

Worps.—The sound of the human voice may be considered as 
having a relation to the words, similar to that which matter does to 
spirit; it is the veil of them—although it be an ethereal one. The 
circumfluence of this ethereal, may be considered as a kind of musical 
atmosphere. If, in singing, the words are lost in this atmosphere,— 
if they are too much obscured, improperly formed, or smothered—all 
the magnificence is mere appearance. ‘The grandeur of the chorus is 
lost; it is fulness without clearness ; or rather, if the words are not 
heard and understood, it is clearness without truth. If the choir is to 
be truly worthy, this point must be thoroughly and practically under- 
stood. 

The Chorus gives utterance to the deepest and highest thoughts 
and feelings that ever arise in the human mind. When in moral songs 
the love of man is celebrated, it is one of the most tender and affecting 
of all human things ;—but when the chorus gives utterance to the sub- 
lime emotions of religion, and the love of God is celebrated, we seem 
to be carried as near to the throne of eternal holiness and truth, as 
our earthly tabernacle will permit. But it is the poetry and not the 
music that directs the mind, and gives a determinate character to the 
feelings. How important then that the teacher should, from the very 
commencement, be faithful in all that relates to thisdepartment. The 
Choir leader too, must not fail to exercise a constant watchfulness here ; 
and see that words are combined with sounds in a manner fitted to the 
human organs. The proper union of the words with the sounds, is es- 
sential to skill'in execution—without it, there can be no correct and 
elegant exhibition of vocal music. 

The human voice, as has often been said, is, in reality, a musical 
instrument constructed by the great Author of our being. It is an in- 
strument that has vastly more of significancy and effect than any of 
human invention. The singer himself,in the act of learning, receives 
the music into his soul; he enjoys it from the head-spring, from the 
fountain, which supplies the breath of life, he is satisfied with the full 
enjoyment of melody. The sympathies of the hearer, also, are awa- 
kened by this animated instrument; for there is a kindred feeling, 
however it may be undeveloped, innate within him. He feels with 
the performer, and his heart sings with him. In social singing, com- 
munity of feeling also excites the mind to consciousness and thought. 
And organic uniformity, which confers the ability to join in harmoni- 
ous strains, is a bond of sympathy which unites men in the strongest 
and most delightful agreement. 

The instrument of singing is two-fold, viz: the organs of vocal sounds, 
and of speech, or of articulation. The pronouncing of words in 
singing bears about the same relation to musical sounds that drawing 
does to painting. Now those teachers who neglect speech, lay 
on their colors, not perhaps upon a bad drawing, but upon a ground 
wholly irregular and without drawing. And again, as in painting, the 
drawing is rather the support of thought, and the color, the support of 
feeling, and the former is more sensible, the latter more spiritual; such 
in music is the relation of the words to the sound. Cultivation of the 
one to the neglect of the other is therefore not a mere half-education, 
but a positive mis-education. 

It is not our intention to give in this place any particular rules for 
articulation. This has been often done ; we will however, just glance 
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at the two leading principles, which lie at the foundation of this subject 
Vowe.s.—The musical sound must not change the character of the 

vowel—the proper sound of which must always be preserved pure and 
unchanged. There is no more common fault than that which results 
from the violation of this rule. 

Consonants.—Considered in connection with rhythm, the conso- 
nants like a border should make the length of the sound still more 
perceptible. In connexion with melody, the proper delivery of the 
consonants is most difficult at a high pitch. In connexion with 
dynamics, we should take care that the consonants be distinctly heard 
in the softest passages, and especially at the beginning and ending of 
the swell. —<—— 

The consonants are always to be delivered with comparatively great 
force—the power of doing this can only be acquired by careful and 
continued practice, under the direction of a skilful teacher. 

Bo GOR ASP eH VY. 

MOZART. 
(Continued from 11th Number.) 

As he continued his work, he felt his strength diminishing from day 
to day, whilst his score advanced slowly. The month he had re- 
quested being expired, the stranger one day suddenly reappeared: “J 
have found it impossible,” said Mozart, “to keep my word.” “It is 
of no consequence,” replied the stranger. ‘How much more time do 
you require?” ‘A month. The work has become more interesting 
than I imagined, and I have extended it to a much greater length than 
I had at first intended.” ‘In that case it is right to augment the 
price; here are fifty ducats more.” “Sir,” said Mozart, more aston- 
ished than ever, “who are you, then?” “That has nothing to do 
with the subject; -I shall return within the month.” Mozart immedi- 
ately called one of his servants and desired him to follow this extraor- 
dinary man, and find out who he was; but the awkward servant re- 
turned, saying he could not trace his steps. 

Poor Mozart now took it into his head that the 4inknown was nota 
being of this world, and that he had been sent to warn him of his ap- 
proaching end. He applied with greater diligence than ever to his 
Requiem, which he looked upon as the most lasting monument of his 
genius. During this labor, he frequently fell into alarming fainting fits. 
The unknown returned at the stated time, and claimed the Requiem— 
the work was unfinished—Mozart was no more! P 

The day of his death he desired the Requiem might be brought to 
him. “Was I not right,” he said, “when I assured you I was compo- 
sing this Requiem for myself?” and tears escaped from his eyes. It 
was his last farewell to his art: his widow has preserved the score. * 

“ [domeneo” and “ Don Giovanni” were his favorite operas. He 
did not like to speak of his own works, and if he did, it was in as few 
wordsas possible. With regard to “ Don Giovanni,” he said one day, 
“That opera was not composed for the public of Vienna, it suited bet- 
ter the audience at Prague; but to say the truth, I composed it sole- 
ly for myself and friends.” 

When an idea struck him, nothing could divert him from his ocecu- 
pation. He would compose in the midst of his friends, and passed 
whole nights in the study of his art. Sometimes he only just finish- 
ed a piece in time for its execution ; this occured in the case of his 
overture to “Don Giovanni,” which he composed the night preceding 
the first representation, and after the last general rehearsal of the op- 
era had taken place. Some people have imagined they have perceiv- 
ed in this overture the passages where Mozart was overcome by sleep, 
and those where he suddenly awoke. 

Mozart judged his own works with severity. One day, when per- 
forming one of the most admired airs of the “ Enlevement du Serail,” 
“That is good in a room,” he observed ; “ but for the theatre, it is too 
insignificant. When composing it, I felt much delight in it, and 
thought nothing too long.” ~ 

No musician ever embraced the art so extensively. He excelled in 
all styles, from the symphony to the.dance ; from operas to the most 
simple ballads. As a virtuoso, Mozart was one of the first pianists in 
Europe. He played with the most rapid execution, and his left hand 
was particularly correct and excellent. 

But his most brilliant and solid glory is founded upon his talents as 
a composer. His compositions are principally admired for the ama- 
zing fertility of the ideas, the clear and happy designs, and systems 
followed up with much dexterity, but in which the most profound sci- 
ence is never destructive of grace; his works are also remarkable for 
a new and ingenious arrangement of the orchestra and wind instru- 
ments. Lastly, he had an extraordinary talent for introducing into his 
accompaniments the richness of symphony combined with unrivalled 
expression, energy, and fancy. 

* This score, (together with the additions of Susmayer, who finished the Requiem) 
was published at Offenbach, in 1826, by A. Andre, with the consent and approbation of 
the widow. 

A genius so brilliant could not fail to excite the most lively en- 
thusiasm. Numbers of servile imitators endeavored to follow his 
footsteps ; but as is generally the case, the beauties of the model de- 
generated into errors in their hands. They have only succeeded in 
patching up heavy and common designs with endless trouble and pe- 
dantic affectation. They have, it is true, like Mozart, loaded their full 
pieces with the whole mass of instruments, but they have been unable 
to produce any great effect; and the vocal parts, equally dull and in- 
significant, are lost in the noise of the orchestra. ‘They have forgot- 
ten that two things are essentially requisite to form a good composer ; 
innate genius, and a style, resulting from well-directed study. 

Gifted with every natural talent, Mozart and Gluck studied the best 
Italian masters in the very bosom of that country, and on the Italian 
language which inspired them, they composed their principal chief-d’ 
g@uvres. They have thus traced the path which must be pursued by 
all who would attain to the same degree of perfection. 

Mozart has been accused of interesting himself in his own music 
alone, and of being acquainted with no other compositions. There is 
a little exaggeration in this reproach. His whole life was thoroughly 
occupied either in composing or travelling, so that he had little time 
to attend to the compositions of others; but he approved with the 
greatest candour every thing that was really good: he was the enemy 
only of mediocrity in talent. He did justice to the most simple music, 
as long as there was some traits of originality or genius in it. 

Extreme disinterestedness united with benevolence were the principal 
traits in the character of this great man: he gave without discrimina- 
tion, and expended his money without any prudence. 

Music-sellers, managers, and other avaricious people, greatly abused 
his known disinterestedness. For this reason few of his compositions 
for the piano were of the slightest profit to himself. He wrote them 
generally out of good-nature for his friends, who expressed a wish to 
possess some piece from his hand for their own particular use; in such 
cases, he was obliged to conform to the degree of talent which each 
person possessed, which accounts for the many compositions for the 
harpsichord that appear so little worthy of him. Artaria, a music-sel- 
ler at Vienna, and some others in his line, found means to procure 
copies of these pieces, and published them without the permission of 
the author, and without offering any remuneration. 

One day, the manager of a theatre, whose affairs were in a very des- 
perate state, presented himself to Mozart, stating his embarrassments, 
and adding, “ You are the only- man in the world who can relieve me 
from my difficulties.” “Me,” replied Mozart, “how so?” “By com- 
posing for me an opera entirely adapted to the taste of those who fre- 
quent my theatre; it may to a certain degree be a work both to 
please connoisseurs and to your own glory ; but above all, remember 
it is to please a class of people who do not understand fine music. I 
will take care to let you have the poem directly, and that the scenery 
shall be beautiful; in a word, let it be entirely.conformable to the pres- 
ent taste.” Mozart, softened by the entreaties of the poor man, prom- 
ised to undertake the matter. ‘How much do you ask for this?’ re- 
plied the manager. ‘“ Why you have nothing to give,” said Mozart : 
“listen, however, we can arrange it in the way that your mind may 
be at ease, and that I may not entirely lose the fruits of my time and 
trouble. [I will give the score to you alone, you may pay me what 
you choose, but on this express condition, that you upon no account 
let any one have a copy : if the opera gets about, I will sell it tosome 
other manager.” ‘The director, charmed with the generosity of Mo- 
zart, exhausted himself in promises. Mozart immediately set about 
the music, and composed it exactly in the style directed. The opera 
came out, the theatre was filled, and its beauties were extolled through- 
out Germany ; some weeks after it appeared at five or six different 
theatres, but without any one having received their copies with the 
cognizance of the distressed manager. Mozart was very prompt in 
acquiring new habits. The health of his wife was very precarious ; 
he was passionately fond of her; and in a long illness she had, he al- 
ways advanced to meet those who came to see her, with his finger 
to his lips, as a sign they should not make a noise. His wife got well, 
but long after he always met his friends when they came to see him 
with his finger to his mouth, and speaking in a whisper. 

Daring her illness, he would sometimes ride out very early alone, 
but always, before going, left a small note for his wife by her bedside, 
in the form of a prescription from a physician. The following is a 
copy of one of them: ‘Good day, my dear love, i hope you have 

slept well, and that nothing has disturbed you; be careful you do not 
take cold, and that you do not hurt yourself in stooping : do not vex 
yourself with the servants; avoid all uneasiness till my return ; take 
great care of yourself. I shall be home at nine o’clock.” 

Constance Weber was an excellent companion for Mozart, and fre- 

quently gave him very prudent advice. Mozart’s income was consid- 
erable ; but owing to his careless expenditures, and the embarrassment 

of his domestic affairs, he left his family but the glory of his name- 

and the protection of the public of Vienna. After his death the in- 
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habitants of Vienna testified their gratitude for the pleasures he had 
afforded them by their kindness to his family. ; 

In the latter years of Mozart’s life, his health, which had always 
been delicate, rapidly declined. | Like all people of strong imagination, 
he was ever anticipating future evil, and the idea that he should live 
but a short time continually haunted his mind: at those periods he 
would labour with such energy, rapidity, and force of attention, that 
he frequently became totally indifferent to all that did not concern his 
art. Everybody perceived he was ruining his health by this excessive 
study. His wife and friends did all they could to draw off his attention; 
and for their gratification he would frequently accompany them in their 
walks and visits,and would quietly allow himself to be conducted any- 
where by them, but his mind was always wandering. He seldom over- 
came this habitual and silent melancholy, but when the idea of his 
approaching dissolution awakened him to renewed terrors. His wife, 
distracted with fear at his singular habits, endeavored to draw around 
him all those friends in whose society he most delighted, and took 
care they should arrive about the time when, after many hours of labor, 
he naturally required recreation and repose. ‘These visits pleased him, 
but never made him desist from pursuing his studies: they talked, they 
endeavored to engage him in conversation, but all to no purpose ; and* 
if they actually addressed him, he would make some reply totally un- 
connected with the subject, or else answering in monosyllables, and 
would immediately continue to write. 

Mozart labored under a weak state of health during his whole life ; 
he was thin and pale, and though the shape of his face was singular, 
his physiognomy had no striking character in it, but that of extreme 
irritability. His countenance varied every instant, but indicated noth- 
ing further than the pain or pleasure of the moment. He had a hab- 
it which is generally supposed to denote stupidity ; namely, perpetual 
motion of the body, and was continually either twirling his hands, or 
striking his feet upon the ground. His hands were so decidedly form- 
ed for the harpsichord, that he was extremely unskilful at any thing 
else. At dinner his wife almost always carved his food ; and if he 
happened to be obliged to do so himself, he performed it with the 
greatest difficulty and awkwardness. 

This same man who, as an artist, had attained the highest degree 
of excellence from his earliest youth, ever remained a child in all the 
other relations of life. He had no self-command ; order in his domes- 
tic affairs, a right employment of his money, temperance, or a reason- 
able choice in his pleasures, were not amongst the virtues he practised; 
indeed he was ever led astray by the pleasures of the moment. His 
mind was constantly absorbed in a mass of ideas which rendered him 
totally incapable of reflection on what we call serious subjects, so that 
during his whole life, he was in want of a guide to direct him in the 
passing business of the day. His father was fully sensible of his weak- 
ness, which made him request his wife to accompany their son in his 
journey to Paris in 1777, his own engagements at Salzburg precluding 
the possibility of his absence from that town. With all these eccen- 
tricities, Mozart becamea being of a superior order, the moment he placed 
himself before the piano. His soul then rose above all the weakness- 
es of his nature, and his whole attention seemed rapt in the sole ob- 
ject for which he was born, the harmony of sounds. ‘The fullest or- 
chestra did not prevent his observing the slightest false note, and he 
would point out with the most astonishing precision the exact instru- 
ment on which the error had been committed. Mozart, when he went 
to Berlin, did not arrive there till latein the evening. He had scarce- 
ly stept from the carriage when he asked the waiter of the inn what op- 
era was to be performed that night?“ LZ’ Enlevement du Serail,’” was 
the answer. “ That is delightful,” he hastily replied, and immediately 
was on his road to the theatre. He placed himself at the entrance of 
the pit, to hear without being seen ; but he soon found himself close 
to the orchestra, at one moment praising the performance of particular 
airs, and at another exclaiming against the manner in which certain 
parts were performed. ‘The director had allowed himself slightly to va- 
ry one of the airs: when they came to it, Mozart, unable any longer to 
contain himself, in a loud voice corrected the orchestra, and told them 
the manner in which they should play the movement. All eyes were 
fixed on the man in a great coat who occasioned such confusion. 
Some persons immediately recognised Mozart, and in a minute the 
musicians learnt that he was among the spectators. Several of the 
performers, amongst others a very good singer, were so much struck 
with this information, that they refused to appear on the stage. The 
director complained to Mozart of the dilemma in which he found him- 
self placed: the great composer instantly repaired behind the scenes, 
and succeeded, by the praises he bestowed on the general performance, 
in making them continue the opera. 

Music was in fine, the great occupation of Mozart’s life, and at the 
same time his most pleasing recreation. From his earliest infancy 

persuasion was never necessary to place him at the piano. On the . 
contrary, it required care to prevent him from over-fatiguing himself 
and injuring his health. He had always a marked predilection for per- . 
forming at night. When he placed himself at the harpsichord at nine 
o'clock ; he never quitted it ull midnight, and indeed, at tines, he was 
almost obliged to be forced from the instrument, or he would have 
continued preluding away the whole night. In the usual routine of 
life, he was the mildest of human beings, but the least noise during 
music would cause in him the most violent indignation. He was far. 
above that affected and misplaced modesty, which requires so many 
professors of the art to be continually solicited before they will gratify 
the audience. Frequently some of the great lords of Vienna reproach- 
ed him for performing indifferently to all who requested him. An am- 
ateur of that city hearing that Mozart was to pass through on one of 
his expeditions, engaged him to pass an evening at his house, and, on 
his accepting the invitation, assembled a numerous society, that they 
might have the satisfaction of hearing his wonderful performance. 
Mozart arrived, said little, and soon placed himself at the piano. 
Thinking that he was surrounded by connoisseurs, he commenced, in 
slow time, to execute some music replete with the softest harmony, 
wishing to prepare his auditors for the developement of the piece he 
intended to perform. The society found this very dull. Soon his 
air became more lively; this they thought rather pretty. He now 
changed the character of the music into a studied, solemn, elevated, 

and striking style of harmony, and at the same time far more difficult; 
some ladies in the assembly began to think it decidedly tiresome, and 
whispered to each other a few satirical words; soon, half the compa- 
ny began to talk. The master of the house was on thorns, and at 
length Mozart discovered the impression his music made on the audi- 
ence. He, however, did not quit his first idea, but developed it with 
all the impetuosity of which he was capable. Still no attention was 
paid. He then began to remonstrate with his audience in rather an 
abrupt manner, though still continuing to play ; fortunately his re- 
bukes were in Italian, therefore few people understood him. Silence 
however, was again in a degree restored. When his anger was a lit- 
tle appeased, he could not help laughing himself at his own impetuos- 
ity; he then tried a more popular style, and concluded by playing a 
well-known air, upon which he extemporized variations, and enraptured 
the whole assembly. Mozart soon after this left the room, having pre- 
viously invited the master of the house and a few other select connois- 
seurs to join him at the inn, where he kept them to supper ; and up- 

on their begging him again to perform, he immediately complied, be- 
| coming once more so rapt in his subject that he forgot himself till mid- 
night. 
"The following anecdote is also related of Mozart. An old tuner 

having put some strings to Mozart’s harpsichord, “ My good friend,” 
said Mozart, ‘ how much doI owe you? I leave this place tomorrow.” 
The poor man regarding him rather as a god than a human being, re- 
plied, totally disconcerted, humbled, and stammering, “ Imperial maj- 
esty.... Monsieur le Maitre de Chapelle de sa majeste imperiale. ... 
I cannot.... It is true I have frequently been here.... Well, give me 
a crown.” ‘A crown!” said Mozart, “a good fellow like yourself de- 
serves more than a crown,” and he gave him several ducats. ‘The 
good man retired, repeating still, with a very low bow, “ Ah! imperi- 
al majesty.” 

It is well known that the baron Van Swieten, a great friend of 
Haydn’s, said ‘that if Mozart had lived, he would have plucked from 
Haydn the sceptre of instrumental music.” In the opera buffa, how- 
ever, he wanted gaiety, and in this respect he was inferior to Galluppi, 
Guglielmi, and Sarti. 

Porpora, Durante, Leo, and. Alexander Scarlatti, were amongst his 
most favorite composers ; but he esteemed Handel more than any of 
them. He knew by heart most of the works of this great master. 
“Of all of us,”’ he would say, ‘‘ Handel understands best how to pro- 
duce a grand effect ; when he chooses it, he can strike like a thunder- 
bolt.” Of Jomelli, he said: ‘ That artist has some points in which he 
shines and will ever shine; but he should not have left those points to 
endeavor to compose in the ancient church style.” He did not admire 
Vincenzo Martini, whose “‘ Cosa rara’” was then meeting with great 
applause. “There are a few pretty things,” he would say, “but twen- 
ty years hence, no one will listen to them.” 

With regard to Mozart’s opera of “ Figaro,” the first reflection that 
occurs is, that the musician, governed by his natural sensibility, has 
changed into real passion the trifling incident which, in Beaumarchais, 
amused the amiable inhabitants of the castle of Aquas Frescas. It is 
however a chef-de’ euvre of tenderness and melancholy, and absolute- 
ly exempt from all importunate mixture of majesty and tragedy: no 
piece in the world can be compared to the “Nozze de I'igaro.” 

(To be continued.) 
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TYROLIAN AIR: 
Wiru Variations, sy F. KUHLAU, or Corennacen.. 

Lie iat tr 

fe Beer 

-O- 
70a see 

(S gad _ te sear aes ppg ome Ca eer Ak 

= te sorales 
Ill. 2d time 8va alta. “ftten, 

ptemieepr tt Sees eh trreaisnee= Garris see? a 
2d time 8va alta. 

2 © e 6 aa hae 2 Be a £e- oo i 
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6 [July, 
EL WILL AY .MeE DD O Whe LNs PE A CORE 

From THe Oratorio or Davin....Composep By THE CuevALier SIGISMOND NEUKOMM. 

I will lay me down in peace, - - - - And 
Harp. - a o i — 

a Es SS ooiek sa sg a et B12 FINO Se 
pia. | 

oe ee ae me Neal Bre = wb a Sa Sue =e SSS Re ea Rae er oe 3 = ae eu Se Se tear ao a 
2 on 

RSS e aa a 

ANDANTE., 

take rest, and take my rest: For it is tHene is thou, Lord, 

~ ia peed rubpes tae Rae a SEE 
=e 2a et E aL i —Se- = f— oe 

= ee oe Se =a 
eS at <a tra : 

we See ee ae sag fo ee Se <i 
on - ly, that makest Ae to —— i safe - --------- 

aa SEaSaaen = = == Faaeze = = Saree = SEES | 
ae =a mi PBs ss rea 

THE SAME, ARRANGED FOR FOUR VOICES, FOR THIS WORK. 

TENOR oral 

= ne hie a cee ese 
sald as i =a tle. od al Tere 

pe ae 

For it is thou, it is thou, Lord, on - ly that makest me to dwell in safe = «== « 
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HYMN OF PRAISE. 

Worps sy S. F. Smiru......... Music From THE GERMAN......... ARRANGED EXPRESSLY FOR THIS WORK. 

1st SOPRANO. 

2d SOPRANO. 

Praise the 

BASS. 

ety | = Praise the 

aaa fe E aS Sse pare etes 
ACCOMP’T. ~ Se lle eo be sometitetttttth tt awe 

——— 

ae Sc a 

Lord! Praise the Lord, when blush - ing morning Wakes the blossoms Cave with dew; Praise him 

Seen peet peepee a er ee 2 re 

Lord! Praise the Lord, when blush - ing morning Wakes the blossoms fresh wine dew; Praise him 

SS Fe Saeco eee es 
Lord! Praise the Lord, when rae: - ing morning Wakes the blos - soms fresh with dew; Praise him 

pee sili eer als fe = 2g fae te 
Ek, i fe 

Se SF 
when revived creation Beams with beauties fair and new. 

aa onal ivi aa a am mar 

SS @ ; ; ; 52 ee a & 
when revived creation Beams with beauties fair and new. 

oo revived creation Beams with beauties a, ay new. 

aa nt imme i ziret ies 2 4- ae = oe i[g=ii 
| TF 

Praise the Lord! Praise the Lord! Praise the Lord! 
Praise the Lord, when early breezes Praise the Lord, and may his blessing Praise the Lord, ye hosts of tosh 

Come so fragrant from the flowers; Guide us in the way of truth; Angels, sing your sweetest lays; 
Praise, thou willow, by the brook side; Keep our feet from paths of error; All things, utter forth his glory; 

Praise, ye birds among the bowers. Make us pious in our youth, Sound aloud Jehovyah’s praise. 
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SWEET SUMMER IS COMING. 

THE WORDS TRANSLATED FROM THE GERMAN, PY CHARLES T. BROOKS. 

MUSIC BY CARL KELLER..,... ARRANGED AS A DUETT FOR TWO SOPRANOS, EXPRESSLY FOR THIS WORK. 

Sweet summer is coming, a 

of , Sweet summer 1 coming, How 

ots ee — Pr re 5 “Ee Le ee = =r —— 
@ oe =a @ ae | 
[——— 3.2 6. =e Stee: ay pees ga 

eo. 
Bee: | oe 

7 oes — o_ | PP, s ne l —p— 

Ee 7 = eee 
—-- 

we) Gi eee eee 

ACCOMP’T. ae 

ae): 

SS ee eee 
gaily sings the lark at morn; The wild bee is humming es - round the flowery _ thorn. What 

2. eae pia. As awe. © 

= siS=Ss : = aa ieee eat os wine 

aes opr ree eso: 
gaily sings the lark at morn; The wild bee is humming A - round the ae thorn. 

+ mepere | eecrel conepel eeemerrsi re ==: o—-e—_--— 
a ae 

—— 

eek le a ee eee AD sg aoe = Eis | 

grove and in_ vale. Aye! summer, thou art coming, | 



* 

1835.) a 9 
# i) ia: Lee 

it Mowe Rea = : | : ~~ |_ 2. 
Ke 7 pete — 1 
@ rio ee oe ie = => Fe Soom) Salo ome ae 

feel th’ inspir - ing _ gale; Aye! summer, thou art coming, Thou mildest, loveliest, hail! 

Tl, Yee ca 

feel th’ inspir - ing gale; cet summer, thou art coming, Thou mildest, loveliest, hail! 

At ‘ ie = fp | Ea ay —~— ee a eee ae aa aa ae oe oboe | i ee es eee os mee ees SE ee eat 

— 

a fren Oe ee f 

Hark! Sieh hark! be - loved, hark! The night - ingale_ is sweetly 

ALLEGRETTO. 

List, softly list! beloved, list! Now, near I call, I call thee, come! 
Thou slumberest soft in rosy bowers ; My lute for thee I touch: and kneeling, 
But spring must lose its blooming flowers, My song upon the still night stealing, 
The graces fly with flying hours ; Shall fill thy soul with gentlest feeling : 

List! list! list! list! . Come! come! come! come! 
VOL. I. . 
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MaprRIGAL,—_ WHEN FLOW’RY MEADOWS. 

PALESTRINA. (1590.) 
77) nemesis e. 0g ter om ioaiv aero 

SOPRANO. a Bie ee oS == oe 
—'— ——-'|_-_- gf __— See ee 

When flow’ry meadows deck the year, 

When flow’ry meadows deck the year, deck the 
Bh SaaS ai esas SES De TAREE Se ee 

TENOR, . ae SEM Se a aby a 
ne Se — eee ea S ee 

When flow’ry meadows deck the 

BASS. 

ACCOMP’T. 

5 be 

(a 
AY ce eerie eS 

when flow’ -ry meadows, flow’-ry meadows deck the year, And sport - ing 

——— = eae ee ae ee 
@ pa Fe EE tS Sees se 

-o-__ 

flow’ - ry mea - - dows,  flow’ry mea - - dows deck the year, - - And 

AY Mii ae: SL ema =r ame: 2 metal aa z a= See 2 == 2 
year, when flow’ - ry meadows deck the year, and sport - - - ing, 

(J: _# 9 __»_, 
+ —_ + # =e 

mea - dows deck the 

SSS SSeS teeses Se 
lambkins play, - - sporting, sporting lambkins play, sporting, sporting 

# "sso 
—T we 

. . 
- sport-ing lamb - kins, and _ sport-ing lambkins play, and sporting, sporting 

7 ie frye eee ate \ ae: ee a ae 
) a IEE) Ba: é 

CCS Se ER Ea as eee ee 

sport - ing lambkins, and sporting, sporting lambkins play and 
@ @ : =— = 

sporting lambkins, lambkins play, and ~ sporting, sporting lambkins play, and 
Belo Le | | ! 
V hail Slee ee = 

(ay rae ees a prema oe ae a Sal aa! 
WY EI] 5 2 Pita eal Ss ae 

| a oS -o- Tf - eo S 
: i) Seal? aaa 

2 —=d Tee CT a eee rs ie : a 2 o A Se vce! Ne ESTE ee = 2 
—eTuns Se a ea ee i ee eee 

a. SS ee 2 ie ns RnR MP GPA cae Sa 
EREAE SY I BSA 



sporting Jambkins play, play, the soe des 

Sos ae eee pee Iles Setar = 
sporting lamb kins play, When spangled Po re- 

sporting, sporting 

spangled fields re - new’d appear, when gled fields renew’d ap- 

pear, and mu. - - sic mu- sic wakes the day and mu - - sic 



12 | [July, 

eS ae ee O [Larose = 

wakes the day, wakes ine day, sic 

ry ae ee ee i CO WORSE RES 

- - the day, =. > «- and TOUS eae te sic, MU -2+) 5 "= sic 

fe — ee 
as, the day ,— Then dic did Chloe, then did my Chloe leave her _bow’r to hear 

AY pp yp 

NSE 

wakes - the day ,— Then did Chloe, then did my Chloe leave her bow - er, 

oe : ee fae 4 = [wt = ee ae 1 —_ —g—_}-—_— 

i ae J EE 
wakes the day,— Then did Chloe, then did my Chloe leave her bow - er, 

lay, then did Chlo-e, then did my 
A+ SEE SEE RL EUR EP 
aE: =e rahe] -———_}- | —___] jaa ee 

fay Cee Ee aa aa a = ( SZ Sr 
Then did Chlo - e, then - - did Chlo - e then didmy Chlo-e 

Then did Chlo - e, then did my Chlo - e leave - - - her bow’r 

Chlo - e, then did my Chlo-e leave her bow - --- er, then did my Chlo-e 
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Chlo - e leave her bow - - er, Warm’d by my love she said ‘no 

e_-o- 

hear my _ ten - der lay, she said ‘no 

Sate Eien : — SSeS eS ee a eM NS = ED 

To hear my lay, 

pow’r shall lead ~ - my heart a - stray,’ Wari 

pow’ shall lead 

pow’ shall lead my 

she 

Pare 

oT a 
P L$ ———_——— ——— = 

(-—— a ee ee AG, Se i LS. 

by my love she said ‘not = powr shall lead my heart - a - stray.’ 

- - she said ‘no powr - shall lead my heart - - a stray.’ 

pop Sse Ss SE re SH, aed jE _ 
i S- ee ce | 

heart - - - apiece Nahe ead said ‘no pow’r shall lead my heart a - stray.’ 

eakelin cialin: es my oe aN a - pee ee ee shall _—_ lead oy heart a - stray.’ 2 ana 
J SS = | tt er 



14 [July, 
CANZON ETA—— 1 0 MAO a 

On - ward float, the aes di 

ALLEGRETTO. 

; fa On ra — 
ee 

NEUKOMM.., 

ae =} 
@ 2.1. Oc. @.- aie 

a eae = 

bark, serene - - ly eli - ding, Lightly stray by shore and willow, O’er the bright and 

fai - - ry _billow, On - ward float, _ the wave - - - - di-vi - - ding, 

| 
se 

a 

- se - rene - - ly- - - 
—___—_—___—________— 
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=. iN S NT We ; ee 
lightful *tis to wander Where the fresh’ning streams mean - der: On - ward float, _ the 

di - vi - ding, 

- SS e ESses ae == Sasa = fe 
float, the wave - - --- se - rene--ly- — gli - ding, 

- friending, Let who sae beneath them cower, 



16 [July, 
cae et Fae hae mI SW Sk —_ om f—t9—0— og 0 trp ey te te Pa =ra c= | C = feed : a EE (Se ae eae — Tt 

Here at peace I scorn their power. Gilded snares and tri - - - umphs_ hol - - low, Oh! that 
A ul pam: cS 

12 ecu ree ee 
,— # —— oe =a 

Sea Sree ee 
To rejoin your tumults never, Here to find such rest forev - - - - er. 

On - - ward float, the wave - di - vi - ding, Go --- my bark --_ se- rene - - ly 

Se 
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Wi AT, BLAME THEE, CH FLD. 

A GLEr, FOR THREE Voices.....Composep By THOMAS ATTWOOD. 

ee eS = ; 
: Poe, - p< Bid Do > gaat 

What! blame thes child, of the woodland wild, Who chirpest now so cheer -i- - ly! What 

Allegretto. 

1st SOPRANO. 

# techs ? pales eee = See 

2d SOPRANO. oo ne te EES +t — ~ 

What! blame thes, child, of the woodland wild, Who chirpest now so cheer -i- - ly! What 

Ly ee oe 
Cie = —e@ Sg BASS aA = f ious = = ae 33 eee ane sree == f 

What! blame thee, child, of the Sea wild, Who chirpest now so eo -i- -ly! What 

a or a SH FH oe 4 

ACCOMP’. 

ered 

Cae CON CE 
V. ' ray taieen Enea ae 
Sore thee, child, of the rah wild, Who a now so cheer - i - ly § Oh! vette again your 

(are a Dae sae a see art eater se 
blame hes; child, of the woodland wild, Who chirpest now so cheer -1i- ly; Oh! warble again your 

a 
Pins ee sre eee “ 

33 S555 SSS 
blame thee, child, of the woodland wild, Who chirpest now so cheer -1i - ly; 

| 
ee =o gost og ees 

See S re aS See Ea 

page Sa tiger iss? 4 
art - - less strain, ae plays on my heart so mer - ri - - ly, ne plays on my heart so 

— a5 ees =Salgae= fas = = an re 
art - - less strain, That plays - - - - -.-.- mer - ri - - ly, That plays on my heart so SS ee 

your strain, That plays on my heart so’ mer - ri - - ly, ‘That plays on my heart so 



mer - ri- ly. That plays on my heart so mer - ri - ly. Oh! warble again your art - less strain, Oh! 

See eee a Ses = 
ee oetce re — Hee oes = = nae eres amma evens 2 = st 

mer - ri-ly, That plays on my heart so mer - ri - ly. Oh! war ------------- ble, Oh! 

lor = pire Git os —_——| g—__ 

2 Sa | EE Se ee 
mer - ri- ly, That plays on my heart so mer - ri - ly. Oh! warble again your artless strain, Oh! 

Est Fe : ! | emaeniesea = «Varna 4 eee os S_— ai : — Seats oeras # a =r= = Pg eg ig eae eS = Hi Oar 8 gel ee ee 
6+ i SS A = —o. CS ae ——ly -—— 

ed eee for. — rag Cerraeew ar” ¥ 
= eB NES ST) es Nees Get ee Aan ae ee a 

Tt 6 wg PEF pn lt 9 gee aig ieeee ieee es 

eae tle SUM ritard. gm dolce, a tempo. 
pc eee aweiee FEEL ‘= a, a oe ee es ee EES Ves aa ial a ae a 
CEPR Tse Seis tee ¥ fons ee eee Ane at (65 =e! 

22 ee ate ers Sse | Pea Eee oe 

war - - - - - - - - ble your art- less strain, Oh! warble again your 

i pee Sones ae a es wo Saree ae 

SSS ) oy ae eee Sa 

warble again rote art - less strain, a - gain your art - less strain, Oh! warble again your 

——— 
: i — bm Te —-— — 

Sane gs oe eg 
warble again your art - less strain, Oh! warble again your art - less strain, - - - - - - - - 

dolce. 
re = OR eee RAS pee a es ape ee Fe SS ee 
Sa Ae SE ; SoS vee ue we Cr eae 2° AN SE See 

artless strain, That plays on my heart so merri - ly, Oh! warble again your artless strain, That 

Lier rem meee OE ian ee aes ee ‘= ee Chee 

=e beset 
-@ 

artless strain, That plays on my heart so merri-ly, Oh! war - - - ble, That 

merri - ly, Oh! 
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ad lib. “~ a tempo. A rR oN 

1 eR ey 3 ee 2 Se re ee p 
ae eee ee ee Se (SA EE Sa aa) C = = A é y no 

plays on my heart so mer - ri - - ly, That plays . on my heart so mer - ri - - ly. 

Le or a ee oN (as 23S eee a 
SSS er —e-t-°— a 

plays on my heart so mer - ri - - ly, That plays on my heart so mer - ri - -ly. 

reed 2 aan arm! 

ere | — rd S25 22 eae eae eee 
plays on my heart so mer - ri - - ly, That plays on my heart so mer - ri - - ly. 

Pm 

SS SS 
C1 Gat Fe Ee gee 

—— 

: —— i ie bate re ea = 7 Eee Tr 
Sa ee Se 

Hs Os UNG DA 

For Six EQUAL VOICES......000 Composep sy ROMBERG, 

SSS 
happy he whose humble heart, No 

Se 
i - dle wishes fret ; He 

fs eee 
ne’er shall fee] the bitter smart sting of vain regret,— 

pas - sion’s fierce 

check _ their dread - ful speed, 

rest - - less fires, Nor |tame their ra - - ging,{| rest - - less fires. 
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SEG Cir PIEC ES fiOgRe To SO eG A ae 

Composep sy Cu. H. RINCK. 

ae eee 
| Pee #4 Pie mE Lt 

ea Lepbe th 
| 

—— 
laa (Pa Se 

ata-e 

Co ele 

fe “ss ———— ae : . 

Hee ee Set 
-@- 

ta Bio : — arte  _- 

=a 
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Cave Ret URE 

OCEA CE PEN 7:4. DIT BIO: 
MOZART. 

CONT AE EDAD AT IDS OTOL ELE OODINI EL ODI POR EODEL PE PODOLD CODLOOEL OFELIA ME OE 



#0 0 0 @ © 8 
° Ss fies Re SaaS 



be 

‘: =.= ee SS SSS 
v f 

_ hey ae =a. | See oe eee 

Wk _9-0- _@- _@- ; frereer eee ree o- 

Se 

° eg SE 
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| MARCH; IN TANCRED I. 
ROSSINI. 

seo >. 
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; 8 

-o—£° aoe ants ia 

SSS iaeze: 
e-ot- zeiy : 

—_— 

1G Tete etig OY 
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‘ON THY MOTHER’S BOSOM: 

Worps TRANSLATED FROM THE GERMAN OF KORNER, By C. T. BROOKS, ror rus work. 

Music sy F. HUNTEN. 
ene e prone. 

pp perdendosr oa 

Softly with feeling. 

2S ee serait re So
e erie MESS 

= 

mon. thy mother’s bo -som gently rest thee, Sweet - est babe, from sorrow thou art 
2 Joy - ous hours! ah, — still fond chee dream - ing, Through your blissful scenes delights to 

SEs ie 
ee See) ys) a 
Sees Se 

free ; Calm - ly dream _ nor care nor grief mo - lest thee, That soft breast is all the world to 
rove; On life’s o - cean though but dimly gleaming, Shines the starlight of a moth - er’s 

ee eames | 

That om heeneti; is ae a ond to — 

Shines the starlight of a moth - er’s love. 
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FRIENDSHIP. 

Wouldst gain a friend? Put up thy gold! Wouldst gain a friend? Wouldst gaina 

Ff, Sakon TENOR, —— = ff 
AY mame A Sana ee Se ee z pene ee! 
Ab 4 er a YE ims BEY eta toe at geet 
eee are : - mas a! fi Ps te 

Wouldst gain a friend? Wouldst gain a friend? Put up thy gold! Wouldst gain a 

FIRST BASS. Lk if oO 
i) i eas ee aes WE a SRNR Weer oe Soe 
AS 9 Jae oi eee Baa By ae eee 

Ge best ee si Beri Eee ———— Es 
= SRE SSRI Ee) 

Wouldst gain a friend? Put up thy gold! 

= 

IP | its 

a Fy ee, | 
Pg # |. SRESeee Dee PS é a} | oes pS Ee Pe Gee ae eee ee eae IRIE Gees TE a) Le ee 

ESE Serr ae 
CS ae TE | 

Wouldst gain a friend? 

eee weemamaa Bee ames) ScRear wana eed MRGORU RRM 0S 
, eee ee v 2 NAET ) PMY ISLE Wed P OT ee 8 ~<a Pp ee 

#O- 

e Ri Fe bs ee ra afi 

Ct ee = 
b eae lea a ae a 

friend ? Put up thy gold! No_ gold a friend can buy— No gold a friend can buy; There’s 

(he) ae dolce mf 
v a et elt 9 —o— 0 |= +5. ——__ +- = — a — 
fon b i _| & x ae Ge = 

AY Zetteaerr oS es os ; o = 

friend? Put up thy gold! No  golda friend canbuy— No golda friend can buy; There’s 

Wouldst gain afriend? Put up thy gold! No gold a friend can buy— No gold a friend can buy; There’s 

dolce nm 
nes ERS er Fl El ae EE evi hae t= eae 

\- D B+ ee ed —<h —— aay BE | a a | ean eS , 

BES, fee 7s Ft i | plese -—f— pepe 

Wouldst gaina friend? Put up thy gold! No _ gold a friend can buy— No golda friend can buy There’s 

OD MM eens Ss papel esc od foe ae pee fp 

> 6 6 Oo e he - o te De ZS, i 

as ee Re 
waess ai pl {ae yg a | i 4 DEORE | 

er aie ot eet ea — — ol 

was 4 a, 
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fo tee Leee-A ae quae eae trp pete Ht Semaaciaest 

that more bright than brightest gold In friendship’s sparkling eye— In ide sparkling eye, In oon sparkling eye. 

OD Taal -—-F4 ez Ss 3S icecro es 
a hae [4 ot Sea a are 

———as some ar as oeo be ae sale f foal 
that more bright than brightest gold In friendship’s sparkling eye— In friendship’s sparkling eye, In friendship’s sparkling eye. 

that more bright than brightest gold In friendship’s sparkling eye— In friendship’s sparkling eye, In friendship’s sparkling eye. 

that more bright than brightest gold In friendship’s sparkling eye— In friendship’s sparkling eye, In friendship’s sparkling eye. 

CosgN, Ocho FO: UR TN OuN-E. 
Composep sy BEETHOVEN. 

Hal- le - Ju - jah! Hal-le +» lue\2* jah! A - - - men, A - men. --- 
: | ! 

SOPRANO. 

ALTO. 

TENOR. 

lu - jah! Hal - le - lu - jah! 
= Ya Se ata 

BASS. —- cmt is at ~— a 
Hal - le - lu - jah! Hal- le - 

Hal - le jah! 

- jah! % men 
E -_~ 

r AY MPD 4 oY Pee 
Ke — a +S aS ee ae = 

A - men - A - men - Mal - le - - lu - jah A. -- -. ‘men Ac---... mew 
~O—| os ee ee la 2) eee Aa 

Ca SP OCe Om l) P eat}. -~-|— a seid ie ees ee ee aeses cea ac! 
lu - = sani A -. men. - ~ \-item = -..Hal-le - lu - jah! A_ - men, 
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HOME>. S°WoE Eee Wes 

ARRANGED FOR THREE EQUAL VOICES. 

— 

"Mid pleasures and palaces, Tho’ we may roam, Be it ev - er so humble, There’s no place like 

’Mid pleasures and, palaces, Tho’ we may roam, Be it ev - er so humble, There’s no place like 

: i Sea | 2 Et 
-9- - -@ -o- -@- -o- 

"Mid pleasures and palaces, Tho’ we may roam, Be it ev - er so humble, There’s no place like 

pee ne 
home! A charm from the skies seems to hallow us there, Which seek thro’ the world, is not met with else- 

a ae mR a ne =— 

eer eee ee ee ee 
home! A charm from the skies seems to hallow us there, Which seek thro’ the world, is not met with else- 

SSS SS 
-g- -g- ae 

home! A ve from the skies seems to oe us there, Which seek thro’ the world, is not met with cee 

a eee eee aL 

Se ee ee 
where. Home! home! sweet, sweet home, There’s no place like home, There’s no place like home. 

od 

where. Home! home! sweet, sweet home, There’s no place like home, There’s no place like home. 

SSS SS SSS -O- 

where. home! sweet, sweet home, There’s no place like home. 
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SECOND VERSE. oe 

Sor. 

An ex - ile from home, ea: dazzles in vain; Oh, give me my lowly thatched cottage again - ‘The 

give me my lowly thatched cottage ae “The 

o 
birds singing gai - ly, that came at my call; Give me them with that peace of mind, dearer than all. 

Ra Re 

(26S 6S eS aa a ee 
birds singing gai - ly, that came at my call; Give me them with that peace of mand dearer than all. 

Se a ee 
75 Lt Sa Na NN See ee ee fess s 

-@- |. -@- 

birds singing gai - ly, that came at my call; Give me them with that peace of mind, dearer than all. 

a 1 a 
y ~\2 @ 2 EN ir ee) La ee (ry) eee Fd ' es [a os i i er ee | 
(a D oa 

oo 5 a al areas 

3 —g—* | e3$ ro femme aa Sa Pa fem stn at 

; ia) ve —S oe PE; ___ 
5 ] 2a : é a SaaS See ee eer ete, eae ee ee eee | 

——* 

Home! home! sweet, sweet home! There’s no place like home, There’s no place like home! 

home! sweet, sweet home! There’s no place like home! 

fee oat ae 

ot — wes rwes 

& -0- - 
(OG ae DE EE iG "SR Gaa etre Bh 

: eS (= i. ret! (. me=—re. | a @ [Per CAS 
eae Cars ee il Ee eS OS a ee ee Shes Si A TS a 
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: GLEE—H ARK! THE LARK? 

Dr. COOKE. 

PD 
Ist SOPRANO. |/xb—~ eee 

NL, —— 

Hark ! hark ! the lark at heav’n’s gate sings, ae ! hark ! the 

: yD = ae 5 = aay aa TENOR. At Ser a fe et ee ae 
SG © BRIESD [DATO EAA > eee wise 

Hark ! hark ! the lark at heav’n’s gate sings, ae ! _ hark! 

o- be = = 
Kf O waar Ee roe = im » SSS Saas — 

Hark ! hark ! the lark at heav’n’s gate sings, Hark ! hark ! 

2 
e @e 

om ee oe ees eed ot ee pass,” E Se ee Oe ee es ee ee 
, Hark ! hark ! the lark at heav’n’s gate sings, Hark ! hark ! the 

‘ACCOMP’ T. 

7 ff 

lark at heav’n’s gate And Phebus ’gins a - rise, - - His steeds - ~~ to 

ee ae 
lark at heav’n’s gate sings And Phebus ‘gins - rise, His steeds to wa - ter at those 

heav’n’s at Phebus ‘gins a - rise, - - - 

Gio e ae 

~~ lark~ at heay’n’s gate sings, And Phebus “gins a - rise, His steeds to wa - - - ter 



Qnd : E a ae Pf eS eS Fg ey aie aes me | “He 
$e Ls 

at those springs On lic’d fiow’rs cha - 

wa - ter at those springs On_ cha - lic’d flow’rs that 

ee ee ee 

pap Re le eee 
ae | : ; 

And wink - ing ma-ry-buds be - gin To _ ope their 

ma - ry - buds 

aa 
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sroier bin) 2 

pret - ty is; My la - dy sweet, a - rise ! m, la - dy sweet, a - rise! - my 4 Se y 

5 Si eataeee sis ee ya: —__—_~—_—e eo — -—}— fj} -2—— rere See ee eee Se ee 
pret - ty is; My la = ‘dy sweet, a - rise ! a - rise! - my 

ps == — (yea eae oa ee ae pe ae Fe ee 
My la - dy sweet, a - rise ! - a - rise! - - 

With eve - ry thing that pret - ty is; My la - dy sweet, a- 

rise! -~ With eve - ry 

i= pop — oe ee 
With eve - ry thing that 

ie aa 
ae 

la - dy sweet, a - rise! 

rise ! a - rise! a - rise! my la - dy sweet, a- rise! a - rise ! 

==] == eee 
rise ! a - rise! a - rise! my la - dy sweet, a- rise! a - rise ! 

la - dy sweet, a - rise! 

dala 
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CHORUS OF CREDITORS. [anon nassan 

C. M. VON WEBER. 

1st TENOR. 

Pay, pay, pay! Wewill no longer 
aes 

wait, Sir, 

2d TENOR. 

Pout a pay! ! 

BASS. 

ACCOMP’ T. 

Sir, Aye at the lowest rate, Aye, 

SEE ne Le 
See ae 

Sir, Aye, at the lowest rate, Aye, 

at the lowest Sir, Aye, at the lowest rate, 

PEE eS. aT Se 

Se ne 
| Pay, pay, 7 we 

Sir, Aye ‘at the at the lowest rate, We sold you cheap we “say, lowest rate, 
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ot ae ian ma tba de ff Se 4 i ae Ra ogee Mins NAR RE Ee . aan Nee — 
BSS e r= = — Pa a sat a = j 

sold you cheap we say Sir, Aye at the lowest rate, Pay, pay, pay, Pay, pay, pay. . 7 

Lf oo ise Diese 7 Gs RE aa Ee SS Reece eo pec eeae MMA LE as erates a a 1 2 men eam Manan Bee Eas see ms jp te el = a HE 
50 0 Oe ee oa uA = 

sold you cheap we say Sir, Aye at the lowest rate Pay, pay, pay, Pay, pay, pay. . 
Ponies. 

. If ae Ee j 
B® = = te. ig Tad 4 7 BRT a Ba! rami es = a ; ee 

sold you cheap we say Sir, Aye at the lowest rate, Pay, pay pay, Pay, pay, pay. 

‘Ses ERR SS EOS ee a eam meee 
Gaara ee et ee eee a 

a ee a ee ce ca Se ee 4 
oS SS SS a See a ees le eee | 

° 

PELECT-PIECES FOR. THE ORGAN. No. @ 
Comrosep sy RINCK. 

SWELL. 

Op. & St. DIAP. ae 
| 

| a 
eReae ors a ae 

CHOIR. Peg) gat ea ot Tal g,¢ | 9 —-re— 
STOP DIAP. 

a iy 
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VIOLIN, 

oR 

FLUTE. 

PIANO 

- FORTE. 

SONATINA. NO. I. (EpucaTIonaL 

Comrosep sy IGNACE PLEYEL. 

eS 
De ———— 
ee ee ee ee Se 

Allegro Moderato ett te + 3 
I 
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ae aa u ee SSesr = 
oe fo 

Pe _-¢- zea ee Sphere eng fig tk ) 
ea pete tte h earater rere terre treet eeeecese: 
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Flute, 8va higher. 

RONDO. 

SS—= Seater 

eoreeehes 

SSeee —s pede 

Wek rk Re ee eee tee sre a eats = —— “e ees aa : 

9 85% 9 % 

——_@- = ro ae 

SS see ce 

Sea oes roe igig f aie 
i Us aides tes aD. nen Daa Pelee yi 

A 0 
Ne a 



Flute with Piano Forte. 
RSE 6 Ai wes | i 

Pe OO ee 
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-.:Durtt—HOW LOVELY, HOW TRANQUIL.’ | 
Worps TRANSLATED FROM THE German, By C. T. BROOKS, ror THIs work...Music BY CARL KELLER. 

_ SOPRANO. 

How love ly, how tran - quil, the*> si 

~ ‘TENOR. 

J 8 Sea A eds 3 aie nearer dare 

PIANO : re -. a eee 
FORTE | ee ee 

Se ee 
ae 

2S 
stars shed a glo - -ry e - ter 

“e f 
- ly bright. 

=i eas = = oie 

nal 

when the spirit is lift - ed heavenward, home - - - - ward, by some mysterious pow’r; Aye, homeward by 

solemn se - rene - ly bright, bids passion 

ix 

night, 

es EH gue een). <n a Ss: Ea = S| 8 

22 ae EE c= eae 
some myste - rious power. - The si - lent night, se -.rene - ly bright, bids passion 

bee : lt aac 
oo BNE a oxaes te 3e 

SS 

t | ‘ { 
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(= SS 
and heals the troubled breast. All hail, sa - cred slumber ; It charms away all sorrow, 

slumber ; It charms away all sorrow, and heals the troubled breast. 

wide ta, Lu 

si- lence, blessed balm of the spi - - rit, thy presence is rap - ture, a calm, holy 

mf 
o- 

——= 

OE Vicia, Mh sii da 

a 
si-lence, blessed balm of the spi - - rit, 

cres. 

rapture, dear to the soul, a calm holy rapture, dear to the soul. Yes ho - - - li - est 

ee eet 
Yes, rapture, dear to the soul, a calm holy rapture, dear to the soul. 

si - lence, thy ma - gic brings rap - ture and _ peace to the soul. 

See ey a ee, 
a 
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Giras;—"T HE MAYOR LY 2 

Dr. CALLCOTT. 

P 
a ZS y = i a a on Sey Ted a 

sed 9 la ae cd Pa eae 2 eee ee eet oe ao 2 CS. : ae Sn eae Wot iae Based ES TET 
Poor in - sect ! Poor  in- sect! What a__siit - tle day, 

2d SOPRANO. 

Poor in - sect ! Poor in = sect! What a iit - tle day, 
ALLEGRETTO. 

0 4 ! ! ! ! * ™ 

{Cs ce ae ret meats ‘os oe ae 
4 Ss zi eke area a-- ‘Seamenred moet eos os : 

88 = : Pp 

ACCOMP’ T. : 
! ! aaa ! ig 

+9 - — 5 SO 
= #4 Oe eebee Beat Aer nara Pan es) a A a eS 

ifs wee A Be OEE FTE ae Ae 
Poor in - sect ! Poor in - sect ! What a _ iit - tle 

ry a a — a EE ee WE = corns (iS SRS SCOR ee 
A_ = ed TT) ETE iS es “ae a) 
— ae ear Gee EE CSS ane | gg 98 6 -— 2 =a S=— esi 

what a _ lit - tle day of sun - ny bliss is thine, vials = == May, oF aaa sun-ny 

“@- 

what a lit - tle day of sun - ny bliss is thine, what a day of sun-ny 

Benes seer a= = | 
day, what a lit - tle day, what a lit - tle day of sunny 

Bet pee ans eee a tease aaa S 
bliss is thine ! And yet thou spread’st thy light wings gay, and yet thou spread’st thy light wings 

gay, and yet thou spread’st thy light wings 

bliss is thine! And yet thou spread’st thy light wings gay, and yet thou  spread’st thy light wings 



them bid’st them syst Lea shine, and bid’st spread - ing 

eat i OR ae 

bid’st them spreading shine, and bid’st them spread - ing 

spreading shine. shine. Thou humm’st - - - - - - - - thy tune, Thou 
cres. R 

#— Se ~ a er oe 
~an Sanenaneas of 

= caer a a f-2==2 = === } a —- —" 
— _—$ $$ $$ ~ — g—_ oe 

Un - et stay a OP he blast, un -mind- ful of the 

cres. 

il, aie Se = ear abel Sue | = —s _— ee | 

SS ——s Se err e a as eee 
humm’st thy short and bu - sy tune, Un - are of the 

= Sega le ees =e —=- | oa 

cres. - e 
Se = /O A 

pec PE - 
un - mind-ful of the blast. 

blast, un- mind - ful of the _ blast, es ae while ‘’tis burn - ing noon, and 

And care-less, while  ’tis burn - ing 

un - mind - ful of the blast, And care - less, while ‘tis 
a Aehies 12 
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fe 
care - less, while ‘tis burn - ing noon, How short that noon has 

‘tis burn - ing noon, How _ short that noon has 

How short that noon has 

while care - less burn - ing noon, How short, how short that 

cres. 
at es ey eee 

= 2a —— === ——— a 
rime Soria Te Scag pies FEESie 
burn - ing noon, an eare - less while *tis burn - ing noon, How short, how short that 

— 

short that 

ees eee = 

Sse ES aS 2 

noon has past! shower would lay, would lay thy beau - - ty 

@- tl 

has past! A shower would a would lay thy beau - - ty 

low, A shower would lay, would lay thy beau - - ty low, The 

y Sages 
“ay 
AY, 

-o- 

low, A shower would lay, would lay thy - beau - - ty low. 

BT eer ee wee 
4 {|__| 5 a SI 

ee i eae 7 La DT Se! 

ed ig Oe Bhat oh 15 ea 

Re eT 

beau - - - - - - ty low. 

+ 
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04 a a oe (oar Pee 2 RA EE PE ad 

SS )—_—_ = #9 id 6. er Z Ee ee ee 

dew of  twi - light be - - + - thy storm of 

The tor - rent of thy o - -ver-throw, the tor - rent of thy 

ETS TOA CREPES CETTE GES EP e o_o pea L OSES Sk EAE | peenounenea ese 
. Pa rik I a) 

| 

=e Saath EH aes eee i = Ee 2 <a 
SSE eS ee ene Pe la spire 

The tor--rent of thy o - - ver - throw, thy storm of des - - ti - - ny. 
aN 

oe 5 = cements eer | —f— ae <p 
—_#e— 

y= Ge 

des - - - ti - ny, thy storm of des - - ti - - ny. 

11 ats oo aa CO ere 0-5 —?- — ae eS * 

eer oa 
5 oe -o- AN — neers ©. — _—$_$__$_———____, = —__—__—_—__“2. 

c paar Sion PE aT AE EIT Ea SSS : a ao 
© - ~ ver - throw, the tor -- rent of thy o -- ver - throw, thy storm of des - - ti- - ny, 

in - - sect, spread _ thy 

ee eee SS Ss Se ee Sa et 

Then, then, in - - sect, then, 

a 

g Gio ee | 

thy shin - ing wing, Hum = on thy bu - - - sy 
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SS SS eee 
lay, hum on thy bu - sy lay, man, like thee, has 

pe ee 
lay, hum on thy bu - sy lays man, like thee, has but his 

: a SSS eae SR VERE EE Be res aor 

mez. | 

on thy bu - -sy lay, thy bu - sy lay, For man, like thee, has but his 

eer i ac aie aa == = = 
CAN A A | aa fs 3) ee ae 1 

spring, For man, like thee, has but his spring; Like thine, it fades @---- 
peering ears = R= 

SEE ETO RR be a ps ae al _ »_ ik eee eee ral fant ia a Se ee 
spring, For man, like thee, has but his spring; Liken thine, it fades a---- 

sg Re gh ee ee ee aaa re as Gee Sd 
@ a oe. t<@ s @ coi ake) <g=a ee 

aS a er Tae Sa eS Se aTST SEK ae aa 

gg Ne ee ee = ee =a 

oS ama Fe ere = Se me mee a t= “gs Se ay 
spring, For man, like thee, has his cree Like thine, ? ea a---- 

SSS 
For man, like thee, 

Ss ope o——s 

his spring, nie man, like thee, 

but his spring? Like thine, Like thine it fades Wm b= ert)! WAY. 

RE eae Reg = Sa 9 NS 
5 a a ee 

but his spring; Like thine, Like thine it fades oe 

but his spring; Like thine, Like thine it fades a- - - - - way. 

wt 
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HARVEST SONG. 
GLEE.....FOR MEN’S VOICES..... Worps rrom THE German.....Music sy J. C. HEINWORTH. 

Pe 6-5. Le 29 20 ee 
ist TENOR. ae a 

a Sema a 

Autumn winds are sighing; Summer glories dying; Harvest time is nigh: Cooler breezes 

o__ a. wrmo (SS =er A= a | 
Autumn winds are sighing; Summer glories dying; Harvest time is nigh: Cooler breezes 

a a aes - - 

Pop eo | Pee saan toe 2 wes, CPS = bee. ni TS EAP EAE Pea eg Pre 
By ee Lt 

Autumn winds are sighing ; Summer glories dying; Harvest time is nigh: 

i 
2n BASS. 

PIANO 

FORTE. 

cres. 

Sa ae a eer ee wee _ ee eer a 

quiver - ing, Thro’ the pine groves shiver - ing, Sweep the troubled sky, Sweep the troubled, troubled sky. 
OC ee me 

quiver - ing, Thro’ the pine groves shiver - ing, Sweep the troubled sky, Sweep the troubled, troubled sky. 

 — =— ~=— SS JB mi - ete ar 

Cooler breezes quivering, Thro’ the pine, &c. Sweep the troubled sky, Sweep the troubled, troubled sky. 
CPO8s we 1, es 

e -O— tS Sees sie 
Cooler breezes quivering, Thro’ the pine, &c. Sweep the troubled sky, Sweep the troubled, troubled sky. 

2 3 4 
See the fields, how yellow ! Now the lads are springing ; _ Then when day declineth, .  - 
Clusters bright and mellow, Maidens blithe are singing ; When the mild moon shineth, = 

Gleam on every hill! Swells the harvest strain; Tabors sweetly sound ; Res 
Nectar fills the fountains, Every field rejoices ; Music softly sounding, 
Crowns the sunny mountains, Thousand thankful voices Fairy feet are bounding, 

Runs in every rill, Mingle on the plain, O’er the moonlit ground, 
Runs in every, every rill. Mingle, mingle on the plain. _ Over the moonlit, moonlit ground 
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LO Va Reh y-23R- OCS ae | 

NEWLY ARRANGED, EXPRESSLY FOR THIS Work. 

glowing, Lovely rose; 

ALLEGR’TTO. 

i 

here beheld thee growing, Lovely rose, Thou seem’st some angel’s care. Summer’s breath was warm a- 

care. Summer’s breath was warm around thee; Summer’s beam with beauty crown’d thee, So sweetly 

i oo 
y*—e¢ ow @ | 

The blast too rudely blowing, Alas! hath laid thee low. No fresh’ning dew of morning, To thee shall day restore. 
Lovely rose, Now amid thy native bed, Tevet rose, Zephyrs soft, that late caress’d thee; 

Thy tender form o’erthrowing, Envious weeds with branches spread, Thy infant buds adorning, Evening smiles, that parting bless’d thee} 
Lovely rose, Unkindly grow. Lovely rose, Return no more. 
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THE HERMITAGE. 

Beats oni gteasnws Music sy C. L. DROBISCH. 

Sal = 

= } 

Hail! a - bode ofsa-cred qui-et, Deep em-bo -som’din the glen, Far es - 

a 
oy ave ooo oe ' $8 
ADAGIO. 

- 
re aE eee 

. 

woo fair Wis-dom, meet her Mu-sing these wild scenesa-mong; Hereher gifts ap- pear far sweet-er, Than where 

ae 
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52 | [September, _ 
THE SHEPHERD’S FAREWELL. : | 

Worpbs TRANSLATED FROM THE German or GOETHE, ror ruis work, sy CHARLES T. BROOKS. 

Music composrep sy FRANZ HUNTEN. 

to the Farewell sunny green mountains, Farewell to each shady soft plain; 

well, ye cool, sil - ve - — i never — see you a- gaint, ee more may I_ greet you, gay 

= eet ee ie oe 
See fers vaso 4 =p 2 A eres - 

e Bae , SELLY, Ha ae 
ee Ss & 

* iy P 7 
WW es aT e 

° =e a eae oe ae sreks z 0“ e| 

r 4 

=S=ace = nf nat eet SS 

o- Er 

Sate iiee 
méa - - = eae ee as a glittering ee morning’s gold beam; - - - - lon- ger be-hold the soft 

ete a RA oy 

ea sae ss ae = 
eS a SSS 

PS ia ae ca ~— 

it ae - - - - dows, Nor twi - - - light’s lin - - ger - erie beam. 

Saren 
ee aor ate ree eee ae 
a awa a age og oe 

~- 

eo —s - en 
lh mae 

Salon wage 
Fond flock must I leave you forever? Farewell, pst ye sunny green es 

And guide you, and guard you no more? - Farewell to each shady soft plain; 
My heart whispers bitterly—never— Farewell ye cool silvery fountains, 

Our sweet sunny rambles are o’er. I ne’er may see you again! 
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) OVERTURE 

TO MARTINI’S OPERA OF LA COSA RARA. 

THE THREE OPENING MEASURES, AND THE FIVE CONCLUDING ONES, ARE ADDED TO THE ORIGINAL COPY. 

ALLEGRO, non motro. 

MAESTOSO. 

| 
4 aa 1 +} ee ee ee 

— = ioostes 
& ee a ae —he- ES 

ie -@-° 
a 

e e -6- -9- e @| 

e E ee 6. e—— eaves a re as 2 a ea as o_o 6" a ro 3-8 SRG Y Poe aw Se 

faces 

= cres. 

ey a a 5 tole peat ar wes A 
oe ee ee eee (fepee EE EES SSE 

| St 

; e e ‘ a... e s e ar e : e 

(otic = ee og oe a 
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We AEE 7, 

Comrosep sy J. A. KELLER, Proressor 1n tHe Boston Acapemy or Music. 

ee=—— aN : 
! 

2 Ee 
oa ee 

-o- o- 
gf 

At pag tg tpg tg epee 
( S528 Be Seeset SS ee ee ee 

aes =e Ae 

ee pat Pees dolce Oe ne a 

ro sige 
oe. f- ae: ‘ a

 “Pink ped. 

rie 



o8 [ October, 

May Sonc,-‘HAIL! THOU MERRY MONTH OF MAY,’ 

- For Two voices.......... Composep sy C. M. VON WEBER. 

is 
=I ie E ney, FER = == 

Hail! all hail! thou mer - ry month of May! re will has - ten 

—— === SiS oe =F 

Hail! all hail! thou mer - ry ie of May! We will has ten Ue ine 

ALtecRErto. (F
SS She

s as = 

woods a - way, Among the flow’rs so sweet and ae Then a-way to hail the merry, merry May, The 

JENS 

ent ae sees 
i! 

(Bee aes al aa | | ee 
18) & SSaas a= ==——- EEEep 

2 Sere [ae eee Se ee ae 
mer - ry o> - ry May. Pe a - way, to. hail the mer- ry, mer-ry month of May. 

SSS ee ee ae 
mer-ry mer- ry May. Then a - way, to hail the mer-ry, mer-ry month of May. 
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aes 

Hark! hark!hark! To hail the month of | May, How the  songsters warble on each spray! And 

a. be gat uy J Mnla adsl 

eS ee 
Hark! hark! hark! To hail the month of May, How the  songsters warble on each spray! And 

Ne 
Ca ; Ease eae) =e — ae eT | | = —e— o__3___@ 

= ee eee ee ee 2 “s 

: fe P 
SSN So Soe Ge Se are, Wee are we sr WAY (one Pe EE 5 
et Ss ———s ———— bea = = o— Bet SS a srr a 

we will be as blithe as they, Then a- way, to hail the mer-ry, mer-ry May, The 

BME a8 <2 je ie OO Be she XL Bed tp ae 

ee Oe 
we will be as blithe as they, Then a- way, to hail the mer-ry, mer-ry May, The 

SSeS > 

Se eee ee eae Ss A fe ee ee —_# 

mer-ry, mer-ry May, Then a-way, to hail the mer -ry, mer-ry month of May. 

~ Pe ee ee ee 
: aoe cae 

mer-ry, mer-ry May, Then a- way, to hail the mer -ry, mer - ry month of May. 
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THE SABBATH BELL. 

Music sy NEUKOMM Re ee fe Arrancep as A Duert, Trio ow Cuorvs. 

LARGHETTO. 

Ist SOPRANO: , 

1. The Sabbath bell, so full and swelling, Whose rich vi - brations greet the ear, To me in solemn 
2d SOPRANO: 

mf 

SS See Se 
1. The Sabbath bell, so full and swelling, eee rich vi - brations greet the ear, To me in solemn 

in Be 

ee eS rs 
1. The Sabbath bell, so full and eae Whose rich vi - brations greet the ear, To me in solemn 

Tipe: <e REESE ae 

See aS ee = ee E See seeoesSee Ss. EE 

Sara eaeat a eae eaeaasae 
note seems telling, ad faith, of hope, of heaven near; My heart with ho-ly joy is Be ele From 

SS SS SSS 
note seems telling, me faith, of = of heaven near ; ge heart with ho-ly joy is bounding, From 

ie a ee ree 
note seems telling, af faith, of hope, of heayen near; My heart with ho-ly joy is bounding, From 

Sa 
@ 

‘S 



eres. dim. 
ash | as ees a . mor ww = I 

(G25 a sa ee eee eee Se 
earth my thoughts are on the wing, Whene’er the welcome call is agate That bids me join the 

earth my thoughts are on the wing, Whene’er the welcome call is sounding, That bids me join the 

dim. p 

earth my thoughts are on the wing, Whene’er the welcome call is _ sounding, That bids me join the 

ee my = 
So oe = 

Zep ore eee er 
choir and sing; Whene’er the welcome call is sounding, That bids me join the choir and sing. 

Ore aS EE 
choir and sing ; Whene’er the welcome call is sounding, That bids me join ae choir and sing. 

e SS. a Pen re Ss. Le ee OU. (Sa ee Se es rae == Ef 
Sear See aaa Serie eso pe oe ee ae ae tee os 

choir and sing ; Whene’er the call —_is sounding, That bids me join the choir and sing. 

ae 

And while I hear the organ pealing, 

And raptured voices shouting praise, 

While round the holy altar kneeling, 
The tranquil eye of prayer I raise, 

Sweet dews of heaven seem o’er me falling, 

Subduing all my soul to love ; 
I seem to hear some seraph calling, 

To bid me join the choir above. 
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| fs ed ae At Ope Rad ie Oe 

From a MISERERE, composep sy SARTI, wirn Eneiisuh worps apaptrep To ir By SHIELD. 

= 
Heard you not his spirit singing? Hark! his passing bell is ringing, 

=SSss oS 
Hark! his passing bell is ringing, 

ee 
—— 

Heard you not his spirit singing? 

How loved the good, whom 

v 3 Sf ——— $e 

a @o—_ eee ee Se eee MOE = @ Sass ee ——— = 
How loved the good, whom saints and an - ee: love. Soon will he tune his 

eee 
How loved the good, whom saints and an - nee love. Soon will he tune his 

3 
saints, whom  saintsand an- gels love. Soon Rei he tune eer his harp - - - - 

9 Eo eo SS 
yi Bey fl fits _[=oa 4 ee = @= : 

KY Seite andigiinctt ha way r$ @ Li a POUT ot IF a 

a ipo til angie 

2 @ Homey 



top ere ee See SSS wee 

har - monies that heavencan hear ---- de - - lighted, Soothing past pains 

hae a eee: | Si reser eee es a ay re OT RTE SET 

Vs Sa DARA a *-rieeee eS f= emite EE AY an as ae =— ee ien > eee eT Se 

meet him, | 
Re 

A-# aes 2 Weeds (5k 5 Gel fa RR RA Ben GS bad = 
© ; reais! Ewan =o =| ar a ae et 
NSU, ‘Cacao 

meet him, 

Martyr and _ prophet 

nies that heaven can hear de - lighted, 

Cher - ub and Ser-aph meet him, 

ee 
‘Meas aS 



oem 
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greet him, 

greet him, melt - - - ing, sooth - - ing, sooth - ing pains, 

eS eRe oxi panes a MES A dine a ee 

a a 

SS 
L ——" 

= 

ga ee ee 
i We Sa ee ee i etd skies. Sooth - - - - ing 

ee oe ees Sena! Sesrc weceniemmemace ss os" 
js 8 $= 25 2 =. ae oe E = oa. = 

Soothing pains by new-born raptures well re - quited, Sooth - - - - ing 
-@- ~ e _— 

Soothing pains by new-born raptures well re - quited, 

| | 

pains, past pains and grief. 

{Sy ae ome ees Ae Se dee eo ee a 

ee 
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i er 

2a see eee 
Hear you not his spirit — sing - - ing? He whose passing bell is ring - - ing. 

SS SS See 2 Pile SR EE 
a=. SS as rs Ea | are aeaer. ~ | es Seam Se | : 

Hear you not his aN sing - - ing? He whose passing bell is ring - - ing. 

Melting strains, ease his pains; See him rise, see him rise, Soaring 

iene to eee pert ee Sake eee = Sa 

 ====== ges SS 5 = 
Melting strains, ease his pains; See him rise, 

9 oe  . ares 1 

| Sees Sess ares 
thro’ vaulted skies, Light in streams glo - ry beams. 

Av _ _—— SESE See == 
sing - - - ing, de - - feed in streams of glo---ry beams. 

SS aoe Le a Lees = o—— | 
CE ee ae Saas = 3 wea sree 

see him soaring thro’ the vaulted skies, instreamsof glo---ry beams, 
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ion ROS Y..C:R.O WNWE.. TA LN E FOR T Hea 

Worps From THE GERMAN...............Music By C. M. VON WEBER. 

fea = ae | a | 

= aoe 5. crowh Wwe 

Sao ee 

—- eee 

ir a 

ee =F rT eee fas AS = cera Spee a= oe. 8 be = seas 
——— ee sje saertate 
twine for thee, a Hao Fons . rich - est Rati We lead thee on, ae joy and glee A - 

pe Te eS See 
-mid our youthful plea - sure. Atk i take ns sy the ro-sy crown 

(PERS ae soe Bai iEEEE == Rae i 
e 1 ! 

@ @ ree Sa 
PaaS eS eee eee SSS ere Fawn ery 4 

p Flo - ra’s rich - est trea - sure , Flo - - ra’s___ rich - est tia’ - -sure. 

52 Tape RATE See 

ae BESS ae 2 ee 
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Coro. — pe 

‘O—b ete ee Ee ee ce Meee RI CRE Te a a as el & na io i eae a re ——— er a ee 
és sp 7 ' F < SX 2 Sa Soa na ea 

Take, oh! take the ro --sy the ro - sy crown Pro - ra’s richest 

fe ! ! ! ! 

-pLite Lie ft te ttt 
be aie e =z “~0— 

ro --sy the ro- sy 

-ra’s___ rich - est 

? 

—-- 

P 
crown, Flo - ra’s richest 

We bade the fairest flow’rs that blow, 

Their varied tribute render ; 

To shine above that brow of snow, 

With soft and lovely splendor. 

Take, oh! take, &c. 

Then wear, dear maid, the wreath we twine, 

Thy fairy ringlets shading ; 

And be its charms the types of thine, 

In all except in fading. 

Take, oh! take, &c. 
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‘I SAW AT-MORNING THE SUN ARIS Eg 

WoRrDS FROM THE GERMAN. ccsccccescees Music sy C. M. VON WEBER. , 

ee 
Abs bee 

MODERATO. |W —4 ___@ 

I saw at morn-ing the sun a - rise, I 

skies. saw at evening his golden I Fae alae 

= 
glow, smiling when sinking 

= fe ae
 aS 2 

Ah! such I thought me,.is virtue’s Way, And when life’s journey at length is done, 
More bright and brighter to perfect day; She sinks to rest like th’ evening sun. 

Rounp—WINDE, GENTLE EVERGREEN.’ 
Dr. WILLIAM HAYES. 

(ee Seo rereecae oe =bealE 
Winde, gentle ev-er-green, to form a shade A - round the ha! where Sophocles is laid. 

tr 

dere ers eer ay Ss a is | earn ree eee es eres eee ee ese 
Sweet i - vy, winde thy boughs, and in-ter - twine With ir ing ro-ses ae the clustering vine. 

! parr 

= ee . = pao Ee = sae aaa 

a - ful. em - eae of the lays he sung. 

| 
last - ing leaves, with beauties hung, Prove 

} | 
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RAS TOR A LE: 

Composep sy HAYDN.......... From nis Ctuvre 4 xe. 

ALLEGRETTO 
INNOCENTE. 

gigagesas 
pep R $-$-3-3__— 

-- e+ 0-0—-@- ae 
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RE, 

oa 

A GA [HS LA NE - 
4o- m 

a ny Hs i ET es 

@ o-— ceaeres @o-— eaetsoe ine, Wie RE ae eee re A 1 |! ri) as a 

‘ares 
| 
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|T WOULD 1I1WERE A HAPPY CHILD: 

Worps sy BYRON.........0 Music sy EBERWEIN. 

LARGHETTO. 

1. I would I were a hap - py child, Still dwelling 
2. Place me a - long the rocks I love, Which sound to 

in - my High - land 
o - cean’s wild - est 

roaming through the i Or bounding 
ask but this, a Through scenes my 

o’er the dark blue wave! 
youth hath known he - fore. 

: wear 
nes —e—@ ules 7A) 7 hs 4 a a -@- a —+ 

é | >! 
Se OOO = e -0—0—, ba Ser : ep perpeten citer ———————— 7 tea ae _ = H 
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GOOD MORROW.’ | 

Tue Worps sy THOMAS HEYWOOD. (1638.).......csseeeeees Music sy MOZART. 

ALLEGRETTO. 

b we 

wel - come, day, With night we ban-ish sor-row; Sweet air, blow soft; mount, larks, a - loft, To 
red - breast, Sing birds in ev -ery  fur-row; And _ from each hill let mu sic shrill Give 

S22 
cres. : 

-O 

7 IN aiser tana Ai MRE CGT Lae ee 
bid my love good -mor-row! Wings from the wind to pleaseher mind, Notes from the lark I'll 
to my love good - mor-row! Black-bird and thrush, in  ev’-ry — bush, Thou lin- net, chirp and 

bor - row; Bird, prune thy wing, gay warb-lers, sing, To bid my love good-mor-row! To 
spar -row; Ye __ pret - ty elves, a - mong yourselves, Sing to my love good-mor - row! Sing 

aoe 

bid my love good - mor-row! 
to my _ love good - mor-row! 
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THE SWITZER’S SONG OF HOME. 

Arrancep as a Durettr sy I. MOSCHELLES. 

ANDANTE 

EspPREssivo. 

- “2, 
— en 

lat _Ig@, ~ Jen eo _@__9 o z 

Sar ae a ——— 92 

we gs 

nae eas Siac re 

oe ’mid scenes like these de - cline? Where all tho’ strange, ul joy and glad - ness, Oh! 

as ae = —R a sae “1 
= 2 ite = i RL Gea sd eee Se eee ae on come ae EE =e eae 

Why, ’mid scenes like these de - cline ? Where all tho’ si strange, Fig joy re fade ness, Oh! 

jf Ft a ae BU EE 
° Ee as pe _ Smee ane ce : —— 

Se z mae 
say, what Ae can yet be thine? --- es. say ape: ae eS can yet Be pasate. 

ee SS ARR (RT Rr ae Se REE EAR Ieee Ses foe om var =f 

Oh! say what wis Wish ca be thine? 

oo oo or 

= eae, 
All that’s dear to me is wanting, Give me those, I are no Rie 

Lone and cheerless here I roam; Those that bless the humble dome, 
_ For stranger’s joys howe’er enchanting, Where dwell my father and my mother, 

Can never be to me like Home, Oh! give me back my native Home, 
Can never be to me like Home. Qh! give me back my native Home. 
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ANDANTE, 

y ET Oe see es A = a oi ee ee 

ee eee oe ee eee ree rea 

sone,—- THE S TREAWLOET? 

Composep sy SHIELD. 

Bde FD Tl 

[November, 

—— ee 
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. JER ‘San | 

coe Music sy THE CuEvatier SIGISMOND NEUKOMM. 

i fl a pep eee 
ap ee foe : = ee a oe 

TRUMPETS. 

nal a ort e- : Jemeliieemelicone sa 
“lee oe = et E 

SRO it gg 1G ees retieh et ts 
| 

aie Jet oe — 

o © a 

sf 

the Sea,-- the o- --pen 

t : Sot tig i ae | 

the The blue, the fresh,” - er free, the 
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iA = Le al BG eee. Fee Pe ake 
TO Seige OAs PP | a 
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Without a mark, without a bound, It runneth the 

ieee ae a cradled Ay ne 5 es Or like a cradled 

crea - - ture 
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: 6 hs a a pd a a Rta 
—— Se ae er = it) eR arses —_g— a ¥ — [| 

ev -er be. With the blue above, and the blue below, And si - lence where - so - - 

EN | 
AY 4-4 eae 5 | a 

is mer oe, ——1— ete ee te ae Soe bat an fon ear Nicaea 
ee ST Og $s 3 retanamel 0%) ms 

es ——— -@- 

Ne 

P 

— eee 
| Se re OT pees Slo Sani cees came Sa IS es ee —-—* 

-9- -o- -e- 
“~ 

> 

ee a ee BE Soe Sees = Somes ose = bs saane"e" bau Deer sue Secon <> ea eee _————— 

eer - - - - OP: it aes storm - ------- should come, --- - - - - and a - - 
aw 

-@- -o- 

tre eat CT camasrecoret e i eager 
ps == ee 
I shall _ ride and sleep ; What matter? what matter? 

shall ride and sleep. 



Boatswain’s Whistle. 

I love, O, how T love to ride The waves were white, and red the morn, 
On the fierce, foaming, bursting tide, In the noisy hour when I was born; 
When every mad wave drowns the moon,  ~ And the whale it whistled, the porpoise rolled, 
Or whistles aloft his tempest tune, And the dolphins bared their backs of gold; 
And tells how goeth the world below, And never was heard such an outcry wild, 
And why the sou’-west blast doth blow! As welcomed to earth the ocean child. 
I never was on the dull tame shore, I have lived, since then, in calm and strife, 
But I loved the great sea more and more, Full fifty summers, a rover’s life, 
And backwards flew to her billowy breast, With wealth to spend, and a power to range, 
Like a bird that seeketh its mother’s nest; But never have sought or sighed for change; 
And a mother she was and is to me, And death, whenever he come to me, 
For I was born on the open sea. Shall come on the wide, unbounded sea. 

Die NN G BBL: 
ARRANGED EXPRESSLY FOR THIS Work. 

Hark! the peal-ing, Soft - ly 
~ 

Ist SOPRANO. 

i il 
2p SOPRANO. oa 

acd. 
pase OP rg 2 Se ee ieee ee ee ee (Eee ee an gs Sal . ees : Sn Hane a: Hi Peta. 

ANDANTINO. 

ped. - 
A) ped s Oi ig e 

steal - ing, Eve - - - ning bell, Sweet -ly ech--oed Down the dell. 

i were a Sete ea a Es FNS 
ee ee ze 

steal - ing, Five - - - ning bell, Sweet -ly ech--oed Down the dell. 

P= eer 
 SSSa2 22sre== 

S=5 2t2-5 
Welcome, welcome Day is sleeping, Grove and mountain, Happy hour, 
Is thy music, Flowers are weeping Flood and fountain May thy power 

Silvery bell! Tears of dew; Faintly gleam Till my breast ; 
r _Sweetly telling Stars are peeping, In the ruddy Each wild passion 

Day’s farewell. Ever true. Sunset stream. ~ Soothe to rest. 
VOL. I. 21 
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Duett.—S UMMER’S SHOWER. 

Worps sy S. BEAZLEY.......... Music sy I. WILLIS. 

How each hour from  na-ture steals a 

ne = 
How each hour on na-ture steals a 

ANDANTE 

CON 

ESPRESSIONE. 

pass = Ses 
charm a--way. Summer’s shower will dim the _ brightest ray; Beauty’s power 

yy ee ee ae Sa a eee 
SS Spe eeers ee ae core = es = eae 

oe ay - way Summer’s shower will dim the hrighteat ray ; Beauty’s power as 

Paso SS otal oo ee 

=e 
ge SE OT Ks 

ae [ y 
RAR | @ 

lentando. 
a ig et EY Sly TIE en ge a a = rE ET “s oa =a Fa ee ee 

fleeting _is as sum-mer_ ro- ses; But the flower re-gains its bloom as 
lentando. ! | - 

y V ae * 7 

=e ee eee eee eee 
fleeting is as sum-mer ro- ses; But the flower Tre- gains its bloom as 

Ce 
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Che lib. tempo \mo. _ 

oe Bee ee ee ree ee er eee oe eee 
spring unclo - ses: Thuseach hour or gives or steals some charm a - way, So a shower will 

: ad lib. 

Dy eS === 4-b—* Ss i eine a Ee Sk = — ( Siete aa Ss ae ee eee eee 2, 
— e — 

spring unclo - ses; Thuseach hour or gives or steals some charm a- way, So a shower will 

But while showers may sparkle in the sun-ny beam, Beauty’s 

[Ee Rarony ee a 
ae ss, dees 

an DME ar a \—r, RE! pe 
-@- Y -O- -z - * me -@- ; a 

But while showers may sparkle in the sun-ny beam, Beauty’s 

—m ad hb. 

Fa lar pated oe 
are vanished like a dream. ---- Thus each hour from nature steals a charm a - way, flowers 

m ad lb 

Spee spear eee eee = = e pa 

Moat Te in y+ o—e—F Fan Seerescsl mae 
07a AL a 

flowers are vanished like a dream. ---- Thus each hour from nature steals a charm a - way, 
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Summer’s shower will dim the brightest day. 

Summer’s shower will dim the brightest day. 

ADAGIO. 
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AT Rye BY. A UB alah: 

ARRANGED AS A DUETT, FOR TWO PERFORMERS ON THE Piano Forts, sy FRANCOIS. HUNTEN. 

Ree Nee 

- 8 = $8 rae ¢ oe ae tee Soe: 
i ee Ss Eee ; is ui 

Sim kao F spe Pe ee ae: 

ALLEGRETTO. 

mae wept 
ea a Sa eile oak ae eee 

Ge a ee - 

SO A a emg ein a, 
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Ag Ligon eon Ube Re. 

ARRANGED AS A DUETT, FOR TWO PERFORMERS ON THE Piano Forte, ay FRANCOIS HUNTEN. 

PRIMA. 

Ry (oa ee eS 

(oJ ester 
ALLEGRETTO. 
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SECONDA. 

sostenuto. 

aE ao Ws 
=e a ie ea aes ine ae 

f 

=a SS : 
4 

i 
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THE SPINNING WHEEL: 

Music sy BOIELDIEU. 

emia 
ALLEGRETTO. pia. z oS isa “ = ise : : SAEs: 

—--“-e-_-6- “_g—_|¢__| @-_| 0-5-6 
Se Pall Tr ar -@ @ o 

p= = ae 
= i a ge ae oT a Sh ee 

j === srbrerk. = cae terete? i 
Ceo Speer ia se oe 

— ee eee ee Ree eS STU, ON Es FO es 

, Eee AE 

morning smiled o’er lake and shore, The groves with chirpings — rung, 

AY cE AE NRL ARENT SO Uy.) EET we 2 eas 
@ — g§—itg eet oat aren or es oe eee 

seated at her cottage door, A love - ly mai-den sung; And as she trilled her 



ae py spi - rit 

Aaa a ca ie ARS "A ENG IGN Ma me PMG en SN =a 
ee = an ee S296 a ois a" mel ate 

\ Se £ ea 

still around thee fe The hum - ble et ee guile a - - part; Ah! 
ramets 

-@- - 0-6. _- 8 Se 

ee eee Sy eae 

Scien 7s 
=.= ee 

(Fa) 

Sing on, thou lightsome PEE socee ind still around thee 
Pie ce : 

pee ee pera 

The hum - ble peace from guile a - - part; 
eo os ure 

zs ome 
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would thy lot were mine. 

——/ 

The evening traced its shadows slow, And _ still the feathered throng Were 

aida amon Pome oO 
! : _ oo a 

| SET OR fae ce emeceten en ee Se CEN IETS PO GY TRE a ORNS Bes —— eee oe ee E 

a 
Pa EE 
ie ae 
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ay tae 

7 _~—____i@ 

wheel went round, And seemed her joy — to 

in - - nocence was - ek aN ------ Sing on thou lightsome he ieee And 
——s 

pans ee | 3 .. 

— fa == re ar oat eae | : 

ev - er round thee shine ' Lhe» peacefrom evi = - Hee harm a - - part; a 

See eee 

on, thou lightsome heart! And ev-er round thee 

o--— 00" +o 5 Sanam ee eedoeder a at 

es ees ee 
ee eee — 

Sing 

ie jae 

ev'--ry harm = a- - part; lot The peace from hee would thy 
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THE CORAL BRANCH. 

Worps sy Mrs. S. J. HALE... Music sy G. J. WEBB. 

1. I thought my branch of co - ral, 
2. It builds its coral palaces Than 

ANDANTE. 

Un-til I Jearned a_ lit - tle worm Had made it in _ the 
more high: And then, the struc - ture to complete, The lit-tle | worm must 

pret-ty shrub might be, 
lof - ty hills 

Where dark wa - ters sleep, The co - ral in - sect lives, But 
When co--ral I_ see, That,dy - ing I should leave Some 

Down, down so deep, 
Thus teach - ing me, 

— 

ee SS 

rests not there, With toil and care, It up-ward, up - ward strives,But rests not there,With 
good work here, My friends to cheer, When o’er my tomb they grieve, Some good work here, My 

toil and care, It up - ward, up - ward strives. 
friends to cheer, When o’er my tomb they grieve. 
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(Girs—COME FRIENDS, THE PARTING HOUR IS NIGH. 
Music sy I. WILLIS. 

ANDANTE 

CON 

ESPRESSION. 

SOPRANO. 

Fane ae the part - ing hour the part - ing hour is Pe We 

have but met to pa a - gain; 

sp UR ae ee zee 
AIT IE Sec 20 OD skies 

have but met to part a - gain;to part a-gain; The sun is_ set, the moon is high, the moon is high, f 

es 
is set, the moon is high, the moon is high. The have but met to part a - gain; 



p Tee = ee — 

eS eee ee as foie res ean ares as oe 
Bead flow - er, ae eee: fold and oe - tle’s flight Pro - Dpectit! the if 

——— 

While Re eee untear, er, a low-ay fold and bee - j= ’s flight ae 7 Hougs to 

es See 
— — 2 See ee =et | page a ee 

While the ae - - - - ing flower, The drow - sy —, - ee ’s flight, Pro- claim the hour to 

i seers iene ois cee 
em — droop - m8 Se The drow - ach te 8 | ime - tle ’s sere ey tet Pro-claimthe hour to 

eee He 

ee ee cen ee ae laa 

Good night, good ene good night good good night good a night ae ae cites good night, 

es ee 

ae aaa aa aaa <p 
iCatai (hs 2 Opoe sk Re 

night, ea ate good night, good night =< se ae 
! See ee 

ra == ee 

aes goad night, oiaaee night, 

eee = a cei pent le =e rye a ee 
erry ya good night, good night, 
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good night, good night, good night, good night. 

fae 

Monopyr—DEAREST ANN, DEAREST ANN. 

Worps sy R. FITZGERALD... css Music sy JOHN DANIEL. 

LENTO 
CON 

ESPRES. 

pp 
fi mr i ei ere eee > 

Sg peat (ones seem yf 2 aes E rE ae cameo Aaa eae aa us 8 nan oa” and era! 3.09 z 
1. Thou com’stto me in dreams, Dearest Ann, dearest Ann! And my bro-ken — spir - it deems, Dearest Ann! I 

Thou art far a-way from me, Dearest Ann, dearest Ann! And. I would I were with thee, Dearest Ann! For in 

see thee in the night, Midst ce-les-tial be-ings bright,In the realms of last - ing light, Dearest Ann ! 
yon-der world so fair, Where all good and bright things are, Thou art one a- mong them there, Dearest Ann! 
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eri oor. LU NTR Res 

Tue Music arrancep sy I. MOSCHELES. 

_ ANDANTINO eae ital 

QUASI 

ALLEGRETTO. 

Pas $e 
# eee es ee cres oO 



While 

- [December, 

on a 

the glad Ech - - - - oes vy - ing Through 

as AER ee eo 
PO ao 

Alps on alps ascending, 

He with wakeful horn, 

Sport with labour blending, 

Hails the upward morn. 

While the glad &c. 

Sweetly to reward him, 

Then, at day ’s soft wane, 

Oh, what strains accord him 

Welcome home again ! 

While the glad &c. 
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RONDO. 

Comrosep sy CHARLES CZERNEY, 

loco. — « 8va. 60. enn neers nae 

| Sica eal| Pet 
a i | a | fated cal SSS et 

===. == ae 
s SS aT) 2 LL ay Z — 2" 

| a 2 i -o- —He- -e- : se 
4 > 

3 By 3 ie oa 
e PR a Ee 

es epee e— -0- 
2 a 
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=a 7 ee + 

4 3 4 a i 

Pestbeet ettstectecdstestertectent este ste 
ST gh Ve => ee 

SS 
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e ete: e- 7 aia ik a 

Ng steel eae fiver tO See =Ser ae z= 
LE AS a ae ee pee was —€: 
é Cogan Pome pata Eo Loan: Lk eee meee a ae : se 
B ; Ai vie = $ te 
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ae Pane 

carr as ge Pat ote ao eee 
taes me 

SU tae Uae gO | Ae 
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iy Pe 
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Poh | x pe & athe Eitan 

ae we ie we ee = ali —a
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| 
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Ay leee eee £9. 
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SSESESE etea 
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Ef 28 
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ew tttes le eee oe oie a ee 
° yf e ) ‘ 
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DUETT.—_-MORNING. 

ARRANGED WITH SYMPHONIES AND ACCOMPANIMENT EXPRESSLY FoR THIS Work. 

ALLEGRO. 

It breaks, it breaks from east - - - - ern cham - bers, The gold --en 
2d. Soprano. 

SS eee 
It breaks, it breaks from east - - - ern 

- ing ray | All hail! thou bright and bless - ed morning |! All hail! thou 
a, 

——_9 
ey Sees) ney 

new born day. All hail! thou new born day. 

morn-ing! All hail! thou new born day. All hail! thou new born 



It bursts, it bursts from eastern chambers, I welcome thee, O lovely morning ! 
A flood of glorious light! — - And thank the kindly power, 

He comes, he comes, the sun in splendor, Whose smile of love bids darkness vanish, 
Victorious o ’er the night ! And wakes the morning hour. 

Op leGr ANG Vv OF UPNe De AS Ky. 

Composep sy J. A, DROEBS. 

ANDANTE \ Paree: f eee re cies — 

LARGHETTO. € = Soe ae zee os < == ae 

! oa _. Pete =: rod 

= ee azeee Bisa ioe ere) apeates me OE I LA 
b—|\— ig Ose 7 =< - o- @ 3 — D 3—¢ 2 mame ra go: o — 
oe ; plese Se rs +8 a a oat Fits [ ot¢ 2 aie Ie: ti 

a Pe ee a 
| a | 

Sreeiteere a SS ieee aie. 5 — zs = ee 
| | 

A c= 
See “ara foe res: ss ei re 

ages yt Nos is te or SS a gale th cEEEE ee Sei 
3 9. 1 eav ae ieee oie ree lpia 
—ae Sete S8ce. 2 eee 
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DUVUETT.— SUMMER TS BREADEING: 

A Frenco MELODY... ARRANGED EXPRESSLY FOR THIS Work. 

ANDANTINO. 

Sum - mer is breathing Sweets on the 

e ee- e 

gale, Ro - ses are blooming Fresh in the vale, Sun - beams are playing 

ee ee ce ofr reat reeize eH 
Sat Ti acca SS eee 

Bright : are the glances Thine! eyes 
-@-> 

O’er the blue sea ; 

aaa must I leave am Long ere the morrow, 
Weeping alone, Far shall I be, 

Oh! who'll protect thee, Friendless, forsaken, 
When I am gone; Far, love, from thee. 
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CHoosus— NIGHT’S SHADE NO LONGER? 

Music sy ROSSINI. 

ALLEGRO. 

Night’s shade no 

‘fi oe 
preued ae) aera cs 

Night’s shade 
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- Te Dark - ness” re - - - - - - - - ring has - tens a 
————* _——_ 

Sh eae Saag ts =e wa at 

na - ture Sag - CES, Dark - ness_ re - - - - - has - tens 

2s Se ae eee oe a tS 
na - jure ah siren - fe Dark ness” re - - - - - - - ring teh Sy tens vi 

#- 

preteye 22. Z serie = gee errata 
oss os o- beers Sree ae en ae a Cah Oe AER ned GSA Bu s— —p ee eae pd tHE 

4 

| 

=e 
way. Figel - - ing oi <r - ness, morn ad - 

o 
id nak Sak Is ae Ser sia gases ? aman ae aE EE ake SEES 2 SB eeu AT €] a eee 
way. Bean - - ing with bright - - ness, morn - - - ing ad - 

ee a 
rr es eee eae ta oo, et eg eeseerey o eeeen  es sce: ae Coe eam eee is. can paree ( TAD sal BSE ai aC 

oe ee Ee, et eae) Fae ie CS ER SEE RY [msaanes Sees Gorm oN tae ST a 

Way. Beam - - Sing with poet -- ness, ‘mom - -- ing ad - 

Van’ - = Cés, Smi - we with ne ae a - sure, wel - comes the 

rere eet 
Valle maces. Smi - ling eer plea -' sure, wel - comes the 



Beam - ing with bright - - - - ness, morn - ing ad - - - van - - - =- ces, 

ee 
Beam - ing with bright - - - - ness, morn - ing ad = = - van - - - - 8, 

ee Se a ee Segoe oie = o——+ 
DEES 2 SPREE 6S WEISS a ee aa fe Ge a 

Beam - ing with bright - - - - ness, morn - ing ad - - - van - = + - ces, 
; __—_ —__—_____@ @- = eee ee ———$—<—$$ — ———— ——_ —_——_—__. 

“Fae eee ea Pen rl Real a jaa 
es a Ei on 

Beam - ing with bright - - - - ness, morn - ing ad - - - van - - - - ces, 
AT a PT a ae aenEEEEEEEEEEE 

—— 

Smi - ling with plea - - -_ sure, wel - - - comes the day. 
oh: NET it eect LAME EE oa eae NS a Zs SSS = od oe a 

Smi - ling with plea - - - - sure, wel - - - comes the day. 

Smi - ling with plea - - -_ sure, wel - - - comes the day. 

Ja jg Sen ae ee ee eee eet Ser 5 si 2) aa il i ae OTE 
ned oe So sauarssemeas Sea Gis tomie Fa 

Smi - ling with plea - - - sure, wel - - - comes 

exe ? 
Pre F 

Beam - ing with bright - - - - ness, morn - ing 
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Smi - ling seehipled - - - sure wel -- comes the y pti s shade no 

a ae oe 
Smi - ling with plea - - - sure Ww —— - - comes as wr beuseee Pore no 

ea ee ees 
sini tae fac plea - - - sure Ww “do - - comes the ame 

tert opt tie ef so Pe -o = =tatpepe ttt Etter — oe es 
eet oe ne ere 

lon - - - - - ger na - ture’ en - - - tran - ces, Dark -ness re - - ti - - ring, 

, hs iscsi #9 nfl awe 2 e——- Pw 4 g ey ie ,, Sra 

‘ es eras See ae = ne =fZ Z—— mae ane = =H ORB Galea cee =e =: 

| lon---- - ger na - ture en -- - po - Enh Dark -ness re - - ti -- ring, 

a peat aa eee ee 
- 

lon - - --- ger ae - 1 = tare en - - iran | - CE Dark -ness re - - ti - - ring, 

has - - ene a---- way TnasBent teat - ing with bright - - - - ness, morn -ing ad 

= 
a--- - Way. Beam - ing with bright - - - - ness, morm-ing ad has - tens 

has - tens a---- Way. Beam - ing with bright - - - ness, mom -ing ad - 



MAYOR. 

Sore ae ee ge 
Beam - ing with bright - - - - ness, mom - ing ( ad - - - van - - - =- ces, 

: | = 
et: 7a Bee Se 

Beam - ing with bright - - - - ness, morn - ing es do - - - van - - - - 
a SLL SR re hase 

(ae iz — =e 

Beam - ing > with bright - - - = ness, mom - or - - - van - - - - ces, 

00 —— 

E ae ee 

morn - ing ad - - - van - - - - ces, 

Smi - ling with plea - - - - sure, wel - - - comes the day. 

Smi - ling with _plea - - - sure, wel - - - comes the day. 

Smi - ling with plea - - - sure, tat - - - comes . day. 
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Coro f 

4-*#|—_ aa ae at ie ba snus Sree ca ae eared ae —— = “s-9 Cees a ty AG Wc SRO 4 oe 
@ [te tg gg =< pogo. WY Bis BR eeT Sie fo —— 4 A! A om oS 

Beaming with bright - - - ness, morning ad - - van - - - - ces, ae with plea - - - sure, 

AV Riavalae | fee E pe: ae == : 
Beaming with bright - - - ness, morning ad -- van---- ces, Smiling Se: plea - - - sure, 
poms ao errs 

Beaming with bright - - - ness, morning rae --van---- ces, Smiling eine ees - - - sure, 

nde ae 

wel - comes __ the Beam - ing. with miei oi ae ----- ness, 

Qa 3 ccartenmaniel SSE coer 

wel - comes __ the Beam - ing with bright Meee ----- ness, 

g : ee — 
wel - comes the day. Beam - ing with bright - - - - - ness, 

-O- @ —— -O e Artin eee De aed 
V Bil ea i Rima Oia Raees- 

W ie ae Sins eee ee ical 

p-@-@- —@- 

aaa Sees 7 

morn - ing fen ---van--- ces, Smi- ling with plea - - - - sure, wel - comes the 
ie ae eae 
V fait is —_ oS | = (arse Soe Sie Soe I PEP HA YORE AT 

mom - ing ad -- + van-~-- ces, Smi- ling with plea - - - - sure, wel-comes_ the- 

SASS St 
plea - - - - sure, weblie comers the 



a= areas Sree = 

sets ie 

tet See 

Smi - ling with plea - - - sure, = comes — day, 

gene ee eres ei anaes Se ft see TSS! 

= SS ae = ee ee 8 OST 

Smi - ling with plea - - - sure, wel - comes: the eae the day, the 

7 NU BS POSE SEPT SNA AAC Bi (isms 2 
os =a —= fe? See Erman ao eee a Ge ae ame er — ois eae 

Smi - ling with plea - - - sure, wel - comes the day, the day, the 

- ee tone Phere e eb ey: Fe # 0-6 6 -o-— Jp: 
-6- eaaasaas a 96388 2a ona . ar fe {— a +S. —-e na at 
en ae 8 oo Sa ee ig S care ; a, 
a aoa fee —— en — fs —| =a my iS pe nian e_ —— 

@0 08 #0 Se ‘2. i z -6- 

= = 3 — md <piFS aT = oe ead = — eS a 

k ae; ? so Ane 

Te Zl= =F 

pete fite pease gre “yea 
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WHEN THE DAY WITH ROSY LIG He 
A Swiss Song.....ARRANGED BY F. STOCKHAUSEN. 

1. When the day with ro- sy eres Tn. the morning 
2, Oh! ’tis sweet at ear- ly ‘day, To climb the mountain’s 

ALLEGRO. 

glad ap - ae And the dus - ky shades of night, Melt a- way in dew-y tears, Up the sunny 
| rocky steep, And hear the birds and blossoms gay Wakening from their happy sleep. Noon may have its 

roam, To bid good morrow’ to the flowers, And wa-ken in their highland home, The 
glare, Eve its twi-light and its dew, Night its soft and _ cool-ing air, But 

_ 

pir psi aeaiaiian 
minstrelsof the bowers. PACES sue coahtbensicle ah oare tose) ae es ak te gee ae a neemn Res a OI See 

vive me mor- ning blue. 

: = 
pan caer recs —— oe 

Sage ca 

> , 
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MARCH, 

Comrosep sy GEO. J. WEBB. 

eee 
64 = gee Eateniacaiamentdanaa 2g—o— 

— 

MAESTOSO. pia. e staccato. — Ln 
Pe epee ie 

v4 

7 54
 cage 

. D—4 
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at ee be eee Feet ga : nae ft _# oe etek —9—e-e 

squaialagess = ee 4 
bee 2 9 mea oe ¢ 0 

SAC SE ae Senc RS 
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GALLOPADE, 

Composep sy JOS. KUFFNER. 

Bo Ne 
TRIO. . con eae Woe: k 

pe EFL EE EE £3 fest, 
leggieramente. 

a. 0. 
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WA IT: 2, 

Composep sy L. VAN BEETHOVEN. 

* RISOLUTO. 1 nb ianae ae a A i ee Ag ey 
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SPRING SONG. 

ARRANGED WITH SYMPHONIES AND ACCOMPANIMENT EXPRESSLY FOR THIS WORK. 

ee eens 
Sweet spring is 

== 
Sweet spring is 

3S sp 
(ge Basties ore! Tees a “te aia ae 

Pia e Legato. ANDANTE. (eae 
aalt-— Peer vee: as na i 

She breathes on the plain, And mea - - - turn - ing, 

turn - ing She _ breathes on the plain, And mea - - - dows are blooming In 

@ caer eet 
oe o—_ 

es 
ies” ty a--- jm - And fair is the 

Se 
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o ———s 

Rue, And green is the — grove; soft is shower, That 
ia 

a SS _—————-——- 

a eee ot aa 

flower, And, 2 green) is ithe... prove: And ae is shower, That 

ae ee Sides ae S70 SBT Bay Single aie OLA ee 

Efe fea = 2 eee a 

falls from a ---- bove. 

_- 2 se ee ee 
falls from a - - - - bove. 

Full gladly I greet thee, And then, O, thou kind one, Now welcome, thou loved one, 
Thou loveliest guest ! Thou camest so mild, Again and again, 

Ah! long have we waited And mountain and meadow, And bring us full many 
By thee to be blest! And rivulet smiled ; Bright days in thy train; 

Stern Winter threw o’er us, The voice of thy music And bid the soft Summer 
His heavy cold chain, Was heard in the grove, Not linger so long — _ 

We longed to be breathing The balm of thy breezes E’en now we are waiting 
In freedom again. Invited to rove. To greet him in song. 

Ockh.G ACN LP eR Cur 

Comrosep By HUMPHRIES. 

== ae Sager eles i = Sarees 
Se sites: eee —— Saar a eee 
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Durett.—THE SEASONS. 

ARRANGED WITH SYMPHONIES AND ACCOMPANIMENT EXPRESSLY FOR THIS Work. 

ALLEGRETTO, 

Y Mg irre eee ee ee ee - aos 
AL a pee ESET aes Ba] re i el a ae ae Sey 

"cS aga moma We arene Ea See geee oon — « : S o— 

Tis. “sweet. to walk the fields of Spring, When first the feathered warblers 
iprine ree 7 pe SS ET TR TIE a 
————— ——— SP 
AY fo ee bets is Santee PD edd ieee 3B SANT Oe Anes cer ea : 

"Tis sweet to walk the fields of Spring, When first the feathered warblers 

sing; When peeping forth ‘mid youth - ful green, The mod - est 

oh 

ee om 

-_ 



r rT) ; ; 

Oh, sweet the breath of Summer’s morn, "Tis sweet, aye sweet, when Winter’s blast 
And sweet the sight of golden corn, On Autumn’s fruitful fields has past; 
And sweet at evening’s silent hour, Earth folds her snowy mantle round, 
The balmy breeze, the fragrant flower. And lies in wint’ry slumbers bound. 

"Tis sweet when Autumn’s glories shine, To every season then, we sing, 
When smiling clusters deck the vine, Sweet Summer time and sparkling Spring, 
When bends the heavy tree, and pours And Autumn rich, and Winter drear, 
In Autumn’s lap its richest stores. To grateful hearts they all are dear. 

G_O-Ogb> - NA-G-H-T D-E-A-R .M.O THER? 

ITALIAN MELODY. 

ae 3 

ANDANTINO. 

Fits. ory Sauena x C-fug e 
POC neers eae PE] re =a 

Mer-cies un - - end~ ing, Through thy sweet slumbers, Beam from a = - bove; Round thy still 

rf Cis Si o..¢ 

Se = 
SSS ae Ee 
Shadows of beau - ty, Whis - pers of love. 

. a 

Ad — : —— dean Pied A) eS eee Sl aed LS Vee Ae ARI ae 

a = Bl Bot al a se \O= eee sete Ace Go| 6 ea 
ii @ Ps A y Wain Sais : 

Farewell, dear Mother! - Peace be around thee, 
"Till sleep be driven, And may kind Heaven, 
Be her dominion, Grant thee a blessing,— 
Balmy and light, Mother, Good Night ! 

VOL. I. 32 a 
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THE GENEROUS HEART. 
A Rovunp, compose sy JOHN PARRY. 

3p VOICE. 

2p VOICE. 

ist VOICE. 

The generous heart will nev - er prove, A 

traitor to the cause of love. 

trai - tor to the cause of love. No, no, no, no, 

| £ 
ER EE ET aque at ese) eee eee 

faith - ful to the cause will prove. The generous 
l 



nev - er _prove, A trai - - - tor to the cause of love. No, no, no, no, 

The gen’rous 

= = a a aT OEE Rae Ania: saa ie 

heart will never prove, A traitor to the cause of love. The generous heart will 

Jaa ee sae er 
No, no, no, no, but faith - - ful to the cause will prove. The gen’rous 

nev - er prove, A trai - - tor to the cause of love. No, no, no, no, 

will never prove, A traitor tothe cause of love. The generous heart will 
—~ g a ee ae ee wg fo 2 eo 

nev - er prove, A trai-tor to the cause of love. 

z a a 
es @ 

oe . . @ 

No, no, no, no, but faithful to the cause — will prove. 

Seale ae 
EL oe a Ss ae 

| | r 
: ce CS REN, eas ae 

oy ee 
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f. — tr ae 

+ i rae on <me comers Si Se obs Soa & Seen] é a ae See 
7 iene —27— es oy cence ==] Pg ' 
iO) a eee eee att eee ita 4 SEPA 

nev - - - er prove, A trai - - - - tor to the cause of “Jove. 

= 
ry D 

ty i i 1 

iN RS eB) 

No, no, no, no, 

©, GUANO SP Obs Na AS 

Composep sy R. BRODERIP. 

Diapasons. | 

LARGO. 

=== 22 SS ‘== =ta= ==: pe — so gt ge a eo a S- os 9 6 3 “es 2 cat 

: Ze  Seewiy Sae , EEC 6) a eee 

SS Se ee =e 



1836.) " 129 
Trio.—FORGET ME NOT. 

Music sy HIMMEL..............ccc000 ARRANGED EXPRESSLY FOR THIS Work. 

1st Soprano. (qu — — 
RU, = Tae fas ees ie aT =a 

Go at moonlight’s fai-ry hour, Where the 
Stl =e 5 po 
Yep =f = = Joe oe mel 

Se oma ae ———— eee ees os OT hw ee eg 
Go at moonlight’s. fai-ry hour, Where the 

3p Soprano. (Ab —=——_ =—— | ae me mee pe 
oz = 

- -@- 
=| 

Go at moonlight’s fai-ry hour, Where the 

LARGH’TO. 

ry 
VI ry f 

eC)” 
wy) i aa aa a 

silvery rip - ples shine; Mark a lit- tle, love-ly flower: Be that love-iy  flow’ret 

silvery rip - ples shine; Mark a lit - tle, love : ly flower: Be that love-ly  flow’ret 

2%) a: Oo -o- 
silvery rip - ples shine; Mark a lit - tle, love-ly flower: 

a a oo oe oe es es aa See —— Sa ar ee ae ee oe : 
Y i Puee grees ee Oe 

Sa Ea -e- a -O -@- eZ = ih it ae -6- 

A | 1 
BY L_,-—— R s 

(= = 

; : : Se — : thing, Be that love - ly flow’ret ee neg a __ ritenuto. 

-@- 

a 
aed a a SLT Ree : Foo 

CC : 

Mild as heaven’s own blue, it beameth, And methinks its blue eyes glisten, 
Like a clear and cloudless sky; Full of love and tender thought; 

Image of true love, it seemeth While from far it whispers, listen, 
To the heart sweet words to say. ‘O, forget, forget me not!’ 

VOL. I. 33 
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DoetT.—A WAKE, OMY TRE Meeps Y Roe 

WorDs TRANSLATED FROM THE GERMAN, BY C. T. BROOKS......Music sy C. KELLER. 

ARRANGED EXPRESSLY FoR THIS Work. 

con = 

aaa my Cates = On evening’s quivering breezes, And 
—— 

Awake, ae trembling lyre! On evening’s quivering breezes, And 

Basa? ts 

ee os 
cS 

aes ae sae — EE 
aoe Se a aa eee ne 

agg ok Doe as aa zai ee 

oe ome =e SS me Cae 

let thy bina, mu - - sic, Steal soft- ly o’er the wea - ry, And soothe their souls to _ rest. 

let thy silvery mu - - sic, Steal soft-ly o’er the wea - ry, And soothe their souls to rest. 



_ eye shall see the glo - - ry, The ear shall hear the music, Aye, the mu-sic of the blest. 
—— 

thy sil - very mu - - sic Steal soft-ly o’er the 

wea--ry, And soothe their souls to rest. 
4 _# 4d lib. dim. a tempo. 
Oa SA aM 

——_— ses ee ait Sess _Y 

(0 =f 

; wea--ry, And soothe their souls to _ rest. pp lentando. 8 

i -  ———_—— SS —————— ¢ —— oe ee ee 
yh eee oS oo - FF Cc eo ot oe | 

(c) 5 - oy 2 eS 
—Giee : ‘ Ea aey Dee WY WC . i Sa ee pe O-le@- @ TI 
SS eee Bere Cate aac eed ees fae ea! 
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“OHHOWSWEET WHEN DAYLIGHT CLOSES,’ 

From tHe GERMAN 

ee BoP 
Brother! then how sweet to rove eee the meadow and the grove, ae themeadow and the ¢ i 

Oh, how sweet, Oh, how sweet when day - light clo - - - ses. 

O, how sweet when day is ending, O, how sweet the bell’s low pealing, 
And the golden sun descending, On the ear so softly stealing,— 
Sweet to hear our songs ascending, Home we go with grateful feeling, 

Brothers ! from the starlit grove,— Thank the God who reigns above, 
Songs of gladness and of love. . And with songs of praise and love, 

O, how sweet, Sink to rest, 
O how sweet when day is ending. Sink to rest, with grateful feeling. 
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SMV A DINE: DE TA ZEDMLR A. 

Composep sy HENRI HERTZ. 

ALLEGRO MopErato, A 
—— e 

TEMA. 
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GALOPPE. 

From tHe Opera or GUILLAUME TELL............ By ROSSINI. 
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THE ODN ANAT ¢ Sc Re ree eis as: 

Tue Music composep sy VINCENT NOVELLO. 

LARGHETTO 

CON 

ESPRESSIONE. 

Ce Bile >a aed rarirrsta ee Sl ; 
om San eee Se oe Se [# 

ee zr eee 

with fer - - vour glowed, 

== a 
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joined, its eyes were _ raised, And bent were its lit - tle knees. 
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Devoto, e con espress. 

Iath - er a - bove! my  anx - - ious Prayeranh Would ay to 

Sas aes 
tse? Tsar Soe Gates 

( cs as iin 

eh dolce. ria 7h 

gy Soe ae 

Thee, O Lord, as-- 

Fath - er, God! 

-cred knee, Look 
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down on those whose ten - - der cares, are im-i - tating Thee: Look 

those, look 

May length of days, -with honor crowned, On_ earth their 

hap - py 

E. oe 

Ded EG (2S een 

<9 
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7 a Stee = pore 1 as a a ea ee bg ea ee eee 
(C > DE SA UN ioe Sees ee ae ae era ergo et : 

por - - tion be, On earth their hap - - py por --- tion be. 

And smil-ing che-rubs whis - per peace, And smil - ing che - rubs whisper 

Sgr 

ANDANTE. dolce e soave. ——— nica ae. | 
J2 2 oS ee ee ee ee ee 

== se Pews tua cara = Se 
+o- -6- to Se oe 

peace, When death their souls sets free, When death their souls sets free; And  smil - ing” 
a ae! 

an 
oe | 

e ie ion rallen. 

ee bee ea 7 
cher - ubs___ whis - - per_ peace, And  smil - ing cher - ubs_ whis - - per peace, When 

CRE US Pon 

abe se 

¢-——? 
ZZ rallen. 
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death, when death their souls sets free. 
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LE! Re See, DED oat el eae 

TYROLIENNE....For oNE or TWO Voices. 

Breathe not 

ge oc oS oe 
Breathe not that mountain 

ALLEGRETTO. 

AMABILE. 

witch-e-ry in each word! Past scenes its sounds re - new, To mem’-ry dear, 

witch -e-ry in each word! 

ae 
foe aos a 

oe AE A a ———— 
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(= Saear= $= be 9 ba SS 
Home ae ae ati I view. Lov’d voi - ces. hear! Sweet Ranz des 

Home once again I iew. Lov’d voi - ces des hear! Sweet Ranz 

Vaches! like you, what strain can 

as Goeicie 7 amie aS aa (See Sie eee 
Vaches! like you, what strain can sae Tra - ou, Tra - ou, Tra -0 ou, 

-—— 0-6 RPE MEN KW OL A EY 
ears 3 Pig a EE 

; ae scope 73 
-0- -@- e / aes Poca’ 

Veer a 

Traou, Tra - - - - ou, Fee Tra ~~ = -0t fo er Tra == 0, 

== ee == = oe = 
oe ee SEY 

Traou, it Sake lita. ce Sue Taos lites oy Tya" one 

+ 
gue ene reer 

_ Saar — (area = Ye SR DRE ter ere eR ee 

Tra - - - ou, Tra - - ou, Traou! 

°. e e 

Tra - - - ou, Tra - - ou, sor eae —0 6 9 © fs 
abe — fre SPAS, —— = 

Yet it is death to sound He glory flies! 
To absent hearts that strain! Chief of unnumbered fights, 

For madness still is found : For home he dies! 
A follower in its train! Sweet Ranz de Vaches! 
The warrior’s heart it blights, Thy strains still wake our sighs! —Traou, &o 
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Rounp—LO! MORN IS BREAKING. 

Music sy. CHERUBINI. 

i ee 
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or See earn -o— ear ee 

” lst Soprano. 3 Hs B— : a is. = os ee 
1S a EE TR ay Pe Sor ee oe pe 

ANDANTINO 

SOSTENUTO. 

Lo! Morn is_ break - ing, Slow -- ly a - wak - - ing, 

Night’s veil di- - vid - - - ing,  Oer o-cean_ glid- - - - ing, Steals the first 
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7p = 

AS. SE rei ee Raat eS th 
1 jes (ee Led ein meee 

light of the new com - ing day. Lo! Morn is break - - - ing, Slow - - ly 

2p Soprano. 

== — ete |S ——— er 
Lo! Morn is break - - ing, 

Slow - - ly a- -Wwak - - - - ing, Night’s veil di - - vid - - - - ing, O’er o - cean 

—— He ) seed ee ae eee ae 

Slow -- ly a- - -wak - - - ing, Night’s veil di - vid - - - - ing, O’er oO - - cean 

glid - - - - ing, Steals the light of the com - - - ing day. 

glid---- ing, Steals the first light of the com -- - ing day. Lo! Morn is 

a: = da TI 5 
fan eT ees ey ET al 
RY, a Ss ee SSan SS eco! 
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Lo! Morn is break - - - ing, Slow - - - ly a - - wak - - - ing, 

break - - - - - ing. Slow - - - - ly, slow - - - ly a - - wak - - - ing, 

3D SoPRANo. 
YD : i ie case aii erie) pi 

fe — eo pa Fewes ar wie eer sab Ay ae at 
WY am pawl Jeg eres Dies See ee a 

is break - - ing, 

Night’s veil di - - vid- - - - ing, O’er ocean _ glid - - - - ing, 

yD rere ici oan i ae 
- ran | | ~ a oS levee: iri | a 

Night’s veil di - - vid - - - - ing, O’er ocean glid - - - - ing, Steals the 

ee 
o - cean glid - - - - ing, Steals the first 

EN 
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(CEC San a eer TMD aT RRS ET - 3 sae UTE 
= = ee d yaad ae ae : 

"ea 

Steals ------------- the day. Lo! Morn is break - - ing, 

light of the com - - - ing day. Lo!’ Morn is break - - - ing, 

—— p i ee: 
asm peta SR tg ee PEND PE — ar is as a oo ee ee 

light of the com - - - ing day. Lo! Morn is break - - ing. 

(an a | Brier 7 



Night’s _ veil 

|S eee 
Slow - - - ly a - wak - - ing, Night's veil di - ioe ---- i 

———— a af a eS 4 

——- oe < SS fae rw yee 
——— @-- 3 — ———| 

eae oe SS 
Slow - - - ly a - wak - - ing, Abt veil di - - vid - - - ing O’er ocean 

I 
———— | aria 

glid - - - ing Steals the first light of the new com - - ing day. 

te a ie wee | 

SS SS aes i ces 

Over ocean glid - ---- ing, Steals the new com - - ing day. 
la 

Steals the light of the new com - - ing day. 

ADAGIO. 

erg sie = 
cbse? Firaere sothe 
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TWEE aR Oye: ks 

ARRANGED AS A SONG, IN ONE OR TWO PARTS, WITH SYMPHONIES AND ACCOMPANIMENT, EXPRESSLY FoR THIS Work. 

: oor |e 

iS van ie 
& 1a Pes ry VY BEL 
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: met CJ oe Ores See as is rl 7 (eo): STS ae pee ae : 
2 fT a mm Lace Sane Me MGR cee Leen od 18 ba :oaw 8S eee oe ee es deter eee ee ae 

< ‘ $ Ss By ee -0- 4 ere eee te + | 
Z ; FA gata : : =. aS ss fee ee | a _|¢ = Pt gk — 

re pierre ine i y f 2 y 6 

Pain When the Spring a - wak - ing, Winter's chains is_ break - ing, : f 
to 

= 

~~ Bright ’mid sparkling green, Many a_ rose is seen, Bright ’mid sparkling green, 
. r) 

Many a rose is_ seen. 1-2 . ©. -e- 
3 x te geet -@ 1+ 3 ° -@- 

) See Sore cers [—S et oy satu wre a avant =£ =—s mae 6 ares 2 (jg — a ) en —_ St |__| |—__= aes eee A 
a~ —~@- x 

1 1 Sten 

a re a a _ PSR Der a Se le = ce 1 as A 
SS ae Sele tar eo non ray SEB 

Morning’s first faint flushing, _ Ah! too brightly glowing, Mortal! life’s short hour, f 
Sees them softly blushing ; _ Soon chill Autumn blowing, Fades like that frail flower ; 
Evening’s peaceful close, _ Thy short day shall close, Time is on the wing — 
Loves the fragrant rose. ~~ Lovely, fleeting rose ! O! improve thy Spring. 
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NOD NV  ToU psa ONG SS" CORN ay). 
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DuEeTT.—SISTER, HOW THIS FADED FLOWER. 

From THE Opera or ‘Jessonpa, sy LOUIS SPHOR. 

ee 
Sis - ter, 

ee 

See —e- @ Ho: Sart 

pre ig =o 6.6 ee ee 

Sis - ter, 

ALLEGRO. 

cres. “lO earings 
ee ee 

this fa --- ded flow --- er, Wakes re - membrance of _ the past; Tho’ its 

“os 
ge 

how this fa---ded flow ---er, Wakes re - Highs Wwe of the past; Tho’ its 
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bloom is gone, gone at last, Still it owns . a ma-- gic power; For his 

is gone, gone at Jast, 
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hand the gift be - stowed. For his hand the gift be - stowed. 

hand the gift be - stowed, For bie hand the 5% be - fomeal While in 

=a ae = 2 og? ee 
cal Ai ae Fee ae 

still 2 Or as con - - stant 

[oe a Sea SON es 

heart 
ae 

stray - - ing, Ab -- sence sure will work no ill; _ Yes, his heart is con - stant 
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bloom is gone, gone ° at last, Still it owns a ma-- gic’ power; For his 

bloom is gone, gone at Jast, 
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orese ek pa Mette pf 

SS ee 
hand the gift be - stowed. - For his hand the gift be - stowed. The 

ee : ae Ta 
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hand the gift be - stowed, For his hand the gift be - stowed, The 
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GLEE Bob RS eis Wiebe Rint ae ehh ees as | 

ComposED BY Sir J. A. STEVENSON. 

SS Seer 
Blest were the days a Vas held her reign, And shepherds sought her, on the 

SSeS 2 
Blest were the days when wisdom held her reign, And shepherds sought her, on the - 

2S SS 
Blest ess the oth when Tilden held her reign, And eee a ae on the 
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tS Sy ESS 
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2d Soprano. 
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SS SS 
in the secret grove, aa truth she wedded in the secret grove, Immor - - - tal truth, Im - 
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Oh! haste fair maids, Oh! haste fair maids, blest - their love. 
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MADNESS HAD EASED HER BURNING BRAIN. : 
Music composep sy GEO. J. WEBB......... Worns sy — S. M. CHESTER. 
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| 7 SIMPLICITY. 

A WALTZ, Composep EXPRESSLY FoR THIS Work sy E. R. HANSEN, Proressor or Music, Provipence, R. I. 
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POLONAISE. | 

Comrosep sy KOZLOWSKI, or WARSAW. 
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Qa ASR TOE Te TOny 

By ROSSINI. 

O Ked-ron, Where peace and love do 

eee ose eee ee | 22 pian ames 
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Where are thy bowers, Q Ca - - - naan, That sweet a---bode of 

[a 
leap Pe pees EES TCO Where are thy banks, O  Ked - ron, Where 

cE Oe eae re Be rael ; | thy banks, O  Ked - ron, Where 



love and peace - - - do dwell; anita bowers, O 

Where are thy bowers, 

love and _ peace do dwell ; 
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thy banks, O  Ked- ron. Where love and _ peace do 

O Ked-ron, Where love and_ peace 

Where are thy bow’rs, O Ca - - - - naan, That sweet a - - - bode of 

7 
r) 

oa tara eke vi a 
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O Kedron, Where love and peace do 

Kedron, Where love and peace do 



Ked - - - - ron, Where love and _ peace do dwell, Where love and peace do 

ys : > 

ee 
Ked - - - - ron, Where 

Ked - - - - ron, Where love and _ peace do dwell, Where love and peace do 

ho be Lin, Roath LAT DA ie A Sassen ke Are 

a 
dwell, Where love and_ peace do dwell Where are thy banks, O 

> 
Sere Cit en ee pear Lee ee eeeera*? ; Smee 
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and peace do dwell, Where are thy banks, O 

dwell, Where love and _ peace do dwell, Where are thy banks, O 

dwell, Where love and_ peace 



Ked - - - ron, Where love and peace do dwell, Where - - - 

Ked - - - ron, Where love and peace do dwell, Where 

Ked - - - ron, Where love and peace do dwell Where 
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Ked - - - ron, Where love and peace do dwell, Where 

love and peace ---------- do dwell. 
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love | and , peace---------- do dwell. 



1836.] ) 177 
Sone.—’MID THE SCENES OF EARLY YOUTH. 

Music sy M. W. BALFE. 

ANDANTE 

SOSTENUTO. 

con espressione. 
y D ae a ceil bs ee jaqeaee 

(6° See earser eo awe ——— PARE Tied cates 

| "Mid the scenes of . ear - ly 

Memory _ still delights to _ stray; Scenes re-plete with love and 

ee 

wreath, In that maze, that maze of stream and tree, - +--+ - Beats there 

fo 
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still a heart to breathe One sad 

dim. 

Sparkling do those fountains flow, 

As when there I loved to stray 4 

Trees and flowers, do ye grow 

By the silent way? 

Where those bowers of myrtle wreath, 

In that maze of stream and tree, 

Beats there still a heart to breathe 

| One sad sigh for me? - 
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ARRANGED WITH SYMPHONIES AND ACCOMPANIMENT EXPRESSLY FOR THIS Work. 

ALLEGRETTO. |" D 

W WEN Ga PRE, SEO ae l @scttie e  gig  g =" 
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fe avureern ear He Elda ies @ ccvalren festa moe [ee 
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The fra - grantmeadow flow-ers All fresh from A -pril showers, The 

ee er es 
—S———- wd Ei vids Saree ae =r 

poo ae ee 
flowers so pure and bright, Ah! they are his de-light, Ah! they are his de - 

e— nar past Bee Ba ree ana ae ai Sma aa 
os Bn ts nea nee p=FS wt 

pees so pure andbright, Ah! they are cae de - Tent, Ah! they are his” | “de-- 

gaia Settee eee ===
 = 

: 

At early dawn he sallies ; Yet, ah, how short his hour, 

To range the verdant vallies, _ He seems a flying flower—- 

And then with eager lips, At morning bright and gay, 

Each honied flower to sip, Ere night he fades away ! 
~ 
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ORR THE FIELDS. AND MEADOWS. 

ARRANGED WITH SYMPHONIES AND ACCOMPANIMENT EXPRESSLY FOR THIS Work. For oNE OR TWO VOICES. 

ALLEGRETTO. 

O’er the fields and 

he ree eee 
= 2 

UES 
= PO sean nae a errr 
meadows, Dark and deep -’ning shad - ows Came stealing on; 

—a;—— 
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"Mid the fields , of 

Like the silver gleaming, __ Thus we tell the story 
Soft the light was streaming Of all human glory— 

O’er hill and vale; 'T is bright to day ; 
But the dark clouds gliding, ’Ere the dawn of morrow, 
Soon her glory hiding, ’*Mid the clouds of sorrow, 

Made night grow pale. 46 It fades away. 
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YES, ’TIS THE INDIAN DRUM 

A ROUND ror Turee Vorces, sy HENRY R. BISHOP. 

3 Dae foe 
2 —— 

ANDANTINO, [82 en 
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Yes, tis the Indian drum, The woods and rocks a- - 

ae 
Bs ees So eee eee ais ieee at 
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Echo the warlike sound, 
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; espress. 
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come, they come, they come,--- they come,--- they come. 
ie Srconp Voice. 

See Pe Sie DG es Bo: ae a SES ae 

See eae eo 
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and rocks a - - round, 
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Yes, ‘tis the In - - dian drum; The woods 

a jaet= PES 3 =e 
Echo. the warlike ~ Bet, he rocks a.- - - come - 
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The 

SSS eS Seas 
Seater Ra Eel ESA a 22 we 
b-—— S REESE a — 

aon Ded Co a CI tha hia a oe TA a 
Echo the warlike sound, sane the warlike caine | They 
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sound, see the eS foun, They come, ae come, they 
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come,---- they come, they come, 
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——— 
Hark, ’tis the Indian, 



Hark! ’tis the In - dian drum; The woods and rocks a- - 

ei ey eee eR Ni i Be a jae (eerie ome 
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- - = The woods and rocks a - - - round, E ---cho the warlike 
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They come, they come, they 

they come, they come. 

ee ee ee eee meer” 
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come, - - - - they come, - they come. - - - Hark ! 
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come, - - - - they come, -- - they come. - - - 
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drum; - - - - - The woods and rocks a - - - round, - - Eo. - cho | the, warlike 

Baie eve 

iS. ae, ee = a ee 

=e Ra AL OF A pease Spe eT eee 
sound, They come, they come, they E - cho the warlike 

E - cho the warlike sound, E--cho the warlike sound, 
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come - -. theycome - - - - they come - - - Yes tis the Indian 
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Se 
the drum Yes, et sane Tide 

Indian the drum ’tis 

ae ara —+----—-—— 

drum - - - - - - - - - - - - the drum, Hark! bask cee ae. come, ae ee ee 

a: S&S e---—_ 
(yy gee Be PEE 

drum, Hark! hark! ae come, maar ‘hark! they 
! ae ee 

drum, Hark! hark! they come, hark! hark! they 

come, hark! hark! they come, they come, they come. - - - - 

! 1 dim Balik es 

aes Sees eee 
come, hark! hark! they come, they come, they come. - - - - 

; 
dim AN 
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KT ee 

(aie 
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ma ca 
come, hark! hark! they come, they come, they come. - - - - 
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"Sone. -‘OH! CALL MY BROTHER BACK: 

Worns BY MRS. HEMANS wirneccscsssscrcsssssesecenes Music sy T. B. PHIPPS. 

_ 

ANDANTE. 

AFFETTUOSO. 

=e ee = eo os 
a my brother back to me, I can - not ule, a-lone - - - - - Pine Sani mer comes with 

cross the sunbeam’s track, - - I care notnow to chase - its flight, Oh! call my _ brother 

He would not hear my voice, fair child! And has he left the birds and flow’ rs ? 
He may not come to thee, And must I call m vain ? 

The face that once like spring-time smiled, And through the long, long summer hours 
On earth no more thou’ It see. , Will he not come again ? 

A rose’s brief, bright life of joy, And by the brook, and in the glade 
Such unto him was giv’n ; Are all our wand’rings o’er ? 

Go ! thou must play alone my boy, Oh ! while my brother with me staid, 
Thy brother is in Heav’n! Would I had lov’d him more! 

*The small notes are for the second and third stanzas, 
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TH EAE GN" SS BAR : ei aes 

ComposED AND ARRANGED FOR THREE Voices, By OLIVER SHAW. 

Se See ie 
From ev’ - - - ry stor - ae wind - - - that blows, See ev’ - ry 

2d. TREBLE. f | ee = Ses pes oie ae 

From ev’ - - - ry stor - my Remar ys - - - that blows, From ev’ - ry 

Ist. TREBLE. 

a aparia? Sas. = ae a 
Base. d a an ——— se aa ee ee 

{cesal 

From ev’ - - - rv stor - my ee ear that blows, From ev’ - ry 

Sei eae aie 
Piano Forte. 

swell - ing 
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treat— "Tis found be - neath the mer - - - cy seat, Tis found. be 

ae faceae gee ttm: 4 eee ae = Sais 
treat— "Tis found ibe - neath the mer - - - cy seat, "Tis found. be - 

"Tis found be - neath the mer - - - cy seat, ante found | “Hest 
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the mer - - cy seat. 

. There is a place where Jesus sheds There is a scene where spirits blend, 
The oil of gladness on our heads; Where friend holds fellowship with friend ; 
A place, of all on earth most sweet, Tho’ sunder’d far by faith, they meet 
It is the blood-bought mercy seat. Around one common mercy seat. 

There, there on eagle-wings we soar, 
And sin and sense molest no more, 
And heaven comes down our souls to greet, 
And glory crowns the mercy seat. 

ORGAN PIECE. 

Composep By RINCK. 
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HAIL, COLUMBIA! 

NATIONAL AIR, wirn THE ORIGINAL WORDS. 

BSS ce Ses 

pie tapatapats 
5 jammies 

MAESTOSO. 

i a 

Hail! Colum - bia, hap-py land! Hail! ye _ he - roes, 

: eG Ba: pel :==> re 

Who fought ane bled in freedom’s cause, Who fought and bled . ene 



Ev - - er grate - ful for the 
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prize, 

round our 

o 
Rallying lib - - er- - - ty, 

<i 
Se at 

brothers 

Immortal Patriots! rise once more! 
Defend your rights, defend your shore; 

Let no rude foe, with impious hand, 
Let no rude foe, with impious hand, 

Invade the shrine where sacred lies, 
Of toil and blood, the well earned prize; 

While offering peace, sincere and just, 
In heaven we place a manly trust, 

That truth and justice may prevail, 
And every scheme of bondage fail! 

Firm, united, &c. 

joined, Peace 

POD ODN ALLOA AAD DDI EDLD DODD LDDIDLDDL PDS OOD RI ODDOL LAPD DIOP AN 

Sound, sound the trump of fame! 
Let Wasuineron’s great name 

Ring through the world with loud applause! 
Ring through the world with loud applause! 

Let every clime, to freedom dear, 
Listen with a joyful ear; 

With equal skill, with steady power, 
He governs in the fearful hour 

Of horrid war, or guides with ease, 
The happier time of honest peace. 

Firm, united, &c. 
Behold the chief, who now commands, 
Once more to serve his country stands, 

The rock on which the storm will beat! 
The rock on which the storm will beat! 

But armed in virtue, firm and true, 
His hopes are fixed on heaven and you 
When hope was sinking in dismay, 
When gloom obscured Columbia’s day, 

His steady mind, from changes free, 
Resolved on death or Lizerty. 

Firm, united, &c. 
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Composep sy JOSEPH KUFFNER, 



Ra soca) 

Sostice 
B
e
e
 

L
S
 

r
i
n
e
 

es
as
 

uo
me
es
tc
es
 

we
es
 

ate
 

hr
s 

S
e
y
 

Si
ti
ti
s3
 ee
 

i 
Y 

pe 
ta
et
 

ev
i 

B
e
e
n
e
 

a
 

ase
ere

 
y
s
 

S
o
e
 

p
e
a
s
e
 
o
a
 

Be an 

a setae KSEE oh! 




