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PREFACE.

.
DESCAN'[‘INCE on the v%hw, or effects, ot a
particular science, writers scew: moge stbject to
the anomaly of over-charging, or unider-rating, 1t
peculiar claims to cultwvation and patronage, than
tc any other crror. This remark applies with
phrttcular fotee to disquisitions on the proper-
fics of l\[uswi Treated by, professed thqovist,

“or a scientifis amateur, Harmopy and Mclody

*are apt to rassume moral and Mntellectual import-

ance,—to allect to amclmratc the .!"IC‘dl‘t,‘ and
cdily othe mnd; while, in the estimation of an
author unacquainted with their principles, and
insensible to their real though 'Iimited pretensions;
thev sink, pethaps, into empty recreatiof; and,
represcnted by his coldness, as amusements barely
.ltlomo’ appear little worthv of the philosopher’s

(,ultw'xtlon,‘ o of ((,L'upym«r the leisure hours m'

the' aetlecting porsions of soucl\
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An esteemed ‘writer of our own country >, as-
“serts, That Music raises ngb}%sentimerts, and fills
the mind with great. conceptions ; while a clas-
sie of @ neighbouring nation affirnis, That har-
“mony aims buf to please the ecar, and is qualificd
“only to entertain the idle and cfleminate +. But
assufcedly, neither of these speculatists is per-
fectly correct.  Truth lies between the extremcs
thdy maintain. It Music aspires not to the
value of. cthics, political cconomy, or natural
p‘hilov,ophy, neither does it yield tc the beauty ol
imaginative poetry, or the dignity of the nobler
species of architecture. It mellifluous numbers
and lively descripteon sooth the sense, and enchant
the fancy, and temples and patiaces present to us
images ol synimetry and grandeur, musical com-
position is qualified to charm our ear; awaken or r
“ finest feelings, and :levate the soul. i
Stpsible to the cffects of harmon‘y, and not un-
informed upon tlgé subject of its prirciples, I have
easily be.en iudu(i?_l to devote scyeral months to
the historyyf a scienca, the progress and powers of
which the lcarned ot all ages have not disdained to
discuss and develop ; and may be allowed to con-
fesg, that the task ivas undertaken, not without a
degrec ‘of confidence in the qualificadons derived
from the uninterrupted study of marny years.

3
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'T'o some, pro.nbly, it will appear problegatical,,
whether, since the™ I» “blic already possessed two
English 1Histories of Musics the present under-
taking was ndcessivy : and were the gase Simply a
qucqtion of merit, i@ might soon he decided by
the ‘adinitted claims ofs the works to which | al
Iutle.  But when it is recollected, that Dr.*Bur-
ned’s production occupies four bully quarto vo-
lumes, and that of Sic John Hawkins fire; and
wheu it shall dppcu‘ that not only all the requi-
ite points ‘ot which those writers touch but
a varigty of super-added ]mrtu\ul(us connected with
the more recent state of Music in this and othe:
countries, are included in (wo eolimgs ociuwro, the
propricty of suppijing the lovers apd cultivators
of the scieneg, with a Musical Tistéry upon such
a scale, will scarcely fail to be obvious.

*Though wtth two authors before me reepv(‘tfﬂ)lc
as tllOb(, just mcntloned 1t, was naturalg®i€ *not
mdl.spens'rbk,oto make some qse of the materials
afforded by the, ample latituce of their matter,
and the general justness cot their c¢hticisyn, |
have; I hope, been sparing in the appropriation
of their ldc 15, scruppdous in the adoption of their
language, and, duly careful not't(rdcsccn(l to ser-
vile imitation: But while every invasionof the
praperty of Mawkins, and of Burney, whether
in thei! (‘onccptions, or their cxpressions, is
denied, it wi's not l'perh'lps he impmpor, or
unnbcessary, to (‘oncmat(, lh(‘ feader’s candour’
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towards iy occasionai dissensions from their sen-
timents.  ‘The best upulog,y‘;’h'owevm',. tor differ-
g fiom such precussors, will b deduced from
the wmeddetion which dictated, wnd the independ-
ence which emboldriwd, cri¢icisms equally free
‘and well considered, . )

Bat the present work differs not more n its
critical remarks, than in its plan and conduct, from
the several musical histories, English and foreign,
by whicir it has been preecded.  Designed for the
entertainnient of the general, as v ¢l as intelli-
cenee of the curious, reader, it is sparingly encum-
bered with the dry and unengagiug theories of the
ancicut speculatis®y preferring to dwell upon to-
pics, at once mnore modern, an& better calculated
to invite, and repay, the @mateur’s attention, it
chicfly devotes its pages to the narration of inte-
resting events, and the investigation and enlogiu.a
duc'to'sound science and extraordinary talents.

Nevertheless, the several casts,cor species of
the Grecian and, toman, Jewish and Christian
Music, ha¥e been corsidered ; and their various
principles laid down and discussed.  The charac-
ters and powers of the anctent instruments, and
the abilities of those who excclled as vocal or in-
strumental performers, have also been thought too
worthy of notice to be l‘l(‘gl(’.('.t(‘.(l, vs well as the
effects ascribed to the ancient melopaeia, and
_afterwards to such harmonie: combinations as were
known in the times of the earlicst contrapuntists.
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Of the suhsequeut pmctm’l muslu.ms and
theoretical writers; *he principal have béen ho!
nourably distinguished, thgir respective merits
examined, atd the oblwatlons of thc musical sci-
ence to their indusfry and talents, p’muntly as-
certained, and taithfylly stated. On the more
modern masters of eminence, a still closer s.tten-
té8n has been bestowed.  Their comparative pre-
tensions have heen weighed and determined, and
the learning .md taste ot themstlves, and of their
'times, 1llus‘tr&tod by a variety of examples.t. Y

Though, while cheerfully subseribing to the
opinion, That other countrics have carned the lau-
rels they wear, 1 have not \.ﬂhtcd the. wreaths
acquired by England (wreaths, WhIClI, cherished
as they deserve, will bloom as long ms those cither
of Italy or Germany) yet superlative foreign wmerit
Ras rcceivetl the honours duc. 'The encemiastic®
notlce taken of a Tallis, an, Orkindo Gibhquss, or
a Blow, 1s l)alauce(l by thc Ju.st praise of au
Orlando laasso, a Gluck, 0. a Steffani. It to
the life and works of th(, um‘lvalltd Purcoll a
dist*net and entire chapter "has heen devotcd, the
sublime genius of Handel has received equal ho-
mage : and Haydn and Mozart, Arne and Arngld,
Boyce and Battishill, are the worthy occupiers of
three separate chapters.

A filll delineation of the latterssix composers
was, indecd), tae mor‘- necessary, since by Sir John
Hawkins they au-‘uot even ngmed ; and when
IJr. Burney wrote, their car(.ers were not terini-
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.nated.( To onc¢ ot these ornaments of my time and
country, two reasons have _yrged my particular at-
tention ; the magnitnde of his deserts, and the
slight, I may say, ungenerous,» memion made ot
his merits by the last of our two musical histo-
‘clans.  Dr. Arne was the possessor of talents of
the first order; and an English cetemporary, (his
pupil too!) by weaving for him a crown, woukl
have accumulated honours for himself *.

When I first surveyed my accumnulated mate-
ri\als,,»;o vast and diversified a mass, native and
exotic, presented itself to my attention, that some
degree of perseveratice was negessary, to cxa-
mine, apd somc F.ugment requisite, to discri-
minate—to separate, and to arenge—to approve,
aud to select, the minor authors most worthy of
appearing in cowmpany with examples of superior
merit. Every admitted master couxd not be
diamond of the first lustre: but in a work, from
its compass, needtully choice in is subjects, it
would be expected; that each should.contribute
to the genegal lustre of, the casket.

To make this selection was, at least, a task of
some trouble. To preserve the judgment unper-
plexed—to reject and to adopt by system ; in one
instancs to resist the influcnce of an ever-estimated
name—to subdue, in another, the prejudice exist-

x

[ ]
* Burncy's three years’ tuition undes the composer of Comus,
was, it seems, as 1nsufficient to infuse into<his mind the antdable
liberality, as the practical .aste, of his illustrious naster.
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.n-ig' against obsolete excellence # to decide by the
desert, not tire rer-;:'*ution, of an author ;—% gives
connexion and order to promment incidents, and
Judiciously q,mlt v Ratever would rather Jerve to
surcharge, than to adorn, a concise®though not
unconfprehensive lmtor)—*requned perhaps, not,
ouly much paticnce, but some little ability., To'
the Italian and the English opera, o :sedulous. and
delicate attention was required ; and modern Ger-
man, and linglish, church compasition, demanded
an equally. edreful consideration.  These have
been duly regarded, as well as the general state of
Mustc Iingland, from 1:s carhest cultivation
among us, to the present tivre.,

Thus, though ‘ar general convenifnee, the sub-
ject matter of this unglertuking hasy been limited
te the size in which it is here presented, (and con-
gquenty offered to the public at a price much,
more moderate than that of the works which have

. beer® named) Fruth and justices will sancion my
saying, that nothing matcrial' td the reader’s in-
f()rnmtlon has been omltted * nuihing for'rotten by
which needtul knowlvdﬂe might bt‘ communi-
cated; ot tasteful curjosity gratified ; nothing over-
looked, of a nature calculated to instruct, or to
amuse. )

Further, to, promote these cligible pnrp(.)scs, an-
notations have been freely and copiously sub-
joiucd.. Wahilzesumg, of these convey collgteral
nawative, or suggesgrons elueidatory of the main

voL. I. B b
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text, others, it is’;prosumed, will inform, as eritical
sillustr&tions, or cntertain, 'a}’_ curious anecdotes,
or appropriate commnents. o o

.I—low, far these several, and  desigable objects,
have really been attained, remains for the public
-Judgment to determine. In palliation of the defects
‘of hig work, the author can only plead the haste in
which it has necessarily becn produced. -
merly announced in his Dictionary of Music *, and
lately in his Musical Grammart, the long-pro-
miscd, History has been too frequertly inquired
aftcr: not to have rendered those now concerned
in its publication, anrvious for its speedy appcar-
ance ; apd almost _fh2 whole of the matter has
been written” currcnle calano, prd sent to press
the moment ii, was committed to paper.

It in a work produced under such circum-
stances, the style should not be found pertectly
equal ; ,if, in some instances, the phraseology
should appear prolix, and in others too succinct ;
if the sentiment be not always strictly just, nor
the diction yniforthiy select, candour will concede
somctiing to the urgeney oi' the case, and criti-
cism divide 1ts regret hetween the deficiencies of
the author, and the disadvantages with which he
had to contend. o

Chiswick, July, 1819.

v

* I’ublis.hcd by Sir Richard I’hilli[;;
t Printed for Walkes, and G. and W. B, Whittaker.



CONTENTS.
y VOL:' I.

[
~—— c—

CHAP. I
Page.
Oricry, and early Progress of Music P PCRRRERY 1

, Lot CHAP. IL

The AucienchlJpo:ia 2

. CHAP. 11L

-
Di-puted Counterpoint of the Ancieni.  vessveosesraess 43
[ ]

. = CITADP. 1V.
Reputed LEffects of the Anciet Music vvveee veneeraess 62
CHAP. V.

* .
Ligyptian and Hebrew Music teciviveecsccscrases eeen, S4

[
* ii CIIAP. VL. °
. .
« Ancient Musie, as conneeted with the Grzcian Mythology .. 109
CHAP. VL N .

Musi¢iays and Poets, subsequent to Hesiod and Homer ... 132

CIIAP. VIIL |

The Grecian Games e osvue e iaree fiiivannaiesen 53
.. P)
CIIAP. 1X.
- [ ]
The Ancieat Musical Theorists, «nd their Works .....0.. 169
, CHAP. X

) . . . )
Practieal View of the \teient Music, Vocal, and Iistrumental 205



X1l CONTENTS.

- CHAP. XI.

L] T} .. .“ Pago.
P

Musi¢'of the Ancient Romans ..o {uvenvieiveneanss 229

. CiIAP. XIIL.
Mt of the early Christians to the "Tymé of Guido, and the

Introduction of the modern Organ . ...cvvvesvenaea. 246

K .

CIIAD. }:illl.
State of Music fiom the Thime of Guido to the Formation of

1he Time Lable v ee e secenessecsnasecnnaaceannesss Y6S

. (;IL\I’. XIV.
Invention of the Time Table, and the fusther Progress of Har-

MOnical CompOsiion vues vevevenseeneen teannsaees 208
« ClLIAP. XV.
Mia~trels, Troubadours, &c. &e.—~CGenera) State of Music

fiom the Introductios of the Time Table to the Four-

teenth Contury s v e iy veeniinnennw thennsneaneens 320
.
CHAP. TVI. ’

Ueneral State of Musie, from the Beginning of the Four-
»teenth Clentury to the Thine of Hambow, the Grst Doctor

I Music, s i iine e,

CIIAP. XVIL o
State of Music, from the Uime of [Tambois, the first Doctor

in Music, to the Inveation, of Pymting, oo oo i ..., 382

' CHAP. XVIIL
State of Music, from the Invention of Printing to the Tiwe
of Josquin del Prato. s vvviieaiiiiiiinninn e, 412
. CIIAP. XIX.
Josquin del Prato; and the Ste of Music during the early
part of the Sixteenth Century ovivveiiverneeveneaa.. 415
CHUAP. XX«
State of Music from the c:rly pait of di Sixteenth Century,
to the Reign ¢f Elizabeth, . iiveeeni i fiveneneiveeass 481



HISTORY OF MUSIC.

CIHADL. T

. O’UG[N, AND EARLY PROIRESS, OF MUSIC.

IN contemplating 1> origin of music, a whiter finds him-
self upon the margin of a bpundless and unfnown ocean, wn
ocean i whnch he fears to launch, because he has tor his
guide, neither compass, chart, nor polar star. 1t he keep to
the coust, he finds nothing new, to add to the stock of exist-

g information, or to gratify curipsity; and 1f hg® veifture

“mnto the wild wabte of conjecture, he 1s lost.  He cannot
L

hope that fortune will throw into his way a new continent, or
unvisited island : he'ls on a voyage of discovery & the regions
of imagination, aud out of the very tract of truth and 1eality.
Any ‘on® doubting the veiity of these remaiks, wil soon
arrive at a scttled opinioh,. by comparing the related effects
of the ancient music with the imperfest Ruowledge we have,
not only of the Eyyptian and Grecian instruments, Wit of the
system by which those instruments were tuned, and the
manner in which they were performed. Mugch more sensible,
then, will he bBe oi thei, Juctness, if he pare the vaiious
fables in which it has been attemptetl to account forhe birth
VOL. I : B ’
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of artificial music. ~One of those fanciful narratives bestows
the honour of its parentage upon the’ rismegistus, or thrice-
1llustrtous, Ecyrrian Mercury.  “TheNile,” says Apol-
lodorus, » after having “overflowdd Jthe whole country of
Lg) pt, when 1 retumed within its u.ltuml bounds, left on the
shoie a great number of dead anithals of varicus kipds, and,
amonw the test, a tortoise, thc'ﬂmll of which being dried
and Yvasted by the sun, nothmg was leftswithin the shell out
nerves and Laltl.l.ugcs, which, braced and contracted by dbsic-
cation, were rendered sonorous. Mercury, walking along
the banks of the river, chanced to gtrike his foot against the
shell of this tortoise, was pleased with the §umd it produced,
and upon retlection, conceived the idea of a h/;(’, which in-
strument be afterwands cpnstructed in the form of a tortgise,
stringing it with the diled sinews of deud animals.”

The flute, oy mondfilos, according to Plutarch, was the in-
vention of AvoLLo; while Alhen.m((m Juba’s Theatrical
History ) attrifutes its origin tegthe great Egyptian ruler and
legislator, Osiis.  Its first shape is said to have been that
of a bull’s hoin; and Apuleius, speaking of its uses in ym
mysteries of Isis, calls it the crooked flute. .

\Vilh‘rcspv(t to the Yorms of these in tiuments, whoever
suggested the firstirude wdeas of the fl‘dll‘b and effect of the
lyre, did, anost probably, borrow the appsoximhte conccplions‘
flom the v!l;rnu(ms of J.dlbtelld(’d stiing : and it is natural
to suppose ‘that the jlute, n its original smlplluty, was but a
slight improvement upon the whls,t]mw reed of the field, Of
llus opinion we find the sublime poet, Lucretius, than whom
no .mc‘t nt phllosophbr cver looked into nature, and nature’s
secrets, with a more penetrating eye¥,

* Dr. Burney having found all 'the repmsentatnons of the finte
which ht had seen, to be crooked, and” formq«l pretty much lik¢ fiatural
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Et zephyri cava per Salanwrum sibila primwm
Agresteis docuere cavas v+ flare cicutas,
Inde minutabem dulwis didieere qugrelus,
Tibia quas fygndit d‘/uls pulsata cancentiuom,
Avet per nemora, ac sylvas saltusque veperta, o
Per loca pastorum desegta, atghe otra dia.—Lan. v, 1381.
. .

° .
And moved by gentle gales, their murm’ving sound
The tuneful 1'0&]\, soft wavine, whisper’d round ;
To wake the hollow reed, henee, man acquiged
The meltmg art, and alt the soul wmspired.
Then sounds he lv'unt to breathe, like those we lsear,
When the <ofe pipe s Tutes (Y enchanted ear;
When & the timble finger it replics,
And with the Mended voice in sweetness vies ;—
Mt pipe that now ddlights the lwans and groves,
Wherc’er the solftary shepherd roves,
And speaks the duleet language of the Loveg,

- Busdy.
]
’ ]

But however carly the formation of the tirst musical instru-
ments, we cannot reasonably doubt that their invention was
p?’( ceded by the usc of the natural voice.  Vocal music was a

. L
gilt of nature 5 and a susceptibility favourable to its u‘ccrpﬁon,
“an unacquired pr('pcrty of the ear.  Butat what period vocal
.
music assumed any thing like a systematic regualation of toncs,
L] .

horns, supposed that the fivst nstraments of the flnte hind were sug-
gested by the horns of dead animals ; but qnl('h-a reason ought nof to
have satistied a miug so inquisitive as his.  Graphic represetations of
crooked fluces bring proofs that such flutes have heenin usc ; bat afford
no argument that thty were the first kind of flutes. The horn inad-
vertently u'(‘vmnrr the living breath, might sugoest the idea of the
shawm and trampéet 5 bt the reed, a flute ready formed by the hand of
naturg, and inflated by the%asging gale, séut forth its melodys, and lefi
nothin® 10 man but to improve the music he heand. !
- B 2
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« or intewvals, remalns, and ever must remam. a problem uu-
solved. One fact, neverthelessy '1ppears tolelably certain,
that vocal music could not be reducedsto 4ny settled rule,
without the aid of instruments. A wald and rude succession
of scunds, the.unguided voige mig.ht be capable of produc-

wing; but without instruments, to give order, stabflityy and

" mec janical precision to the distances; to fix their gradations,
and, in a woid, form a determined and mlellmble scale ihe
sounds thewmselves, however agreeable to the raw, untutmed
ear, could not be understood by the mind, and, therefore,
could not be.semiméntu]ly felt. = .

In sayving that vocal music was a natm’:.ll‘gift, I do not
mean that it was wholly unborrowed, perfectly independent
of examp'e.  The notes’of buds, as a living melody,. a ne-
lody not subject to c¢hance, but no Tess counstantly than
agreegbly saluthhg the sense, could not‘l)ut excite human imi-
tation. This 1aca forcibly struck the poet whose verses have
just been quotcd

At liguidas ariun voces imitarier ore
® JAnte fiat multoy quan l@via carmina cantu

. . . .
Concelebrare honfines possent, awreisque ]u'vare.—Lm. v. 1377.
. .

Then with their liquid lays the birds began

To tca('ﬂ the car of Imigative man ;

Lomr ere with pol'sh’d notes he cheer’d the plains,

Or pour’d his extacies in measur'd strains. * Bussr.

.The yopinion that man received his fist musical tuition
from birds, derives no little corroboration from the fact, that
most of the winged tribes are dislinguialn.ed by stheir own
specific and exclusive specimens of seyg. The melody of
the blaghbird is not only composed of certain of the elements
of one of ountwo , modern scales, but of the very nates of
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- C .. '
that scale, which, in combination, form its-fundamental har-
mony. They aré@ the futlowing :

%“271‘ S L It Wi W N N P
@..._.IJ. ~— |
L4

The song of the cuckoo is*well known to consist ofstwo

notcS.
-‘4
—8 1 . —— -
o > By g Bt |
S I . » |
Cuckoo, Cuckoo, Cuckoo.
L
,

Aud Kircher, in 11s Musurgia, has given the melodies of
other tribes of birds, wlich his mgenious indusggry investigated
and ascertained. .

A sufficient reason having been given for’the conclusion,
that vocal melody was boriowed from living models, and that,
though its 1ude state preceded the use of instruments, yet the
music of the voice could not be governed by any systeny, tl] the
_mechahical produgtion and modulation ef sound had prdvided

, the means of arranging and fixing the iwteivals, the mquiry
that next presents it$elf, concerns the inventors and ymprovers
of those ancient instruments, whuse origin we §re best_ able
to tracen ,Of these, the pipe and the lyre were certainly the
two first that were used ;, and though the story of the lortoise-

» L

d 4

* Jlere we have the key-note, with its third, fifth, and eighth ; that
is, the complete common chord, or harmony, of G»
+ Here we have the third and fifih of the key-note; that is, two of
. - .
the cdpponent parts of the common chord, or harmouny, of G.
. [
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shell* may reasonably be doubted, there is no necessity to
rob Mercury of the honour he has so long enjoyed, as the
original fabricator of the latter instrument. It was in the
year of the world 2000 that it wass produced, a distance of
time that hatly as cffectually concealed from antiquarians the
f st form of the lyre, as it has disappointed their incuiry con-
cerning the first number of its rtrings.  Some writers assert
taat it had only three, and that the inventor assimilated these to
as many scasons of the year, summer, winter, and spring-.das-
signing the acute string to the first, the grave to the second, and
the mean to, the thigd.  Others affirm, that his lyre had four
strings;; that the first and fourth were octﬁseq to cach other;
that thc sccond was a fourth from the ilrst the fourth the
same distance from the third, and that from the second tq the
third was a whole tonet. Others, agein, contend that the
lyre of Mcrcury had seven strings.  To gratify curiosity, and
to convince the readers how necessary it is to concede much
to the ancient rpirit of fiction «(cven in historical narration,)
it will be sufficient to submit to him the account left us by

* ft i§’worthy of remark, that the ancient §atues of Ap;ﬂlo, Or-
pheus, aud othets, on basy reliefs, antique marbles, medals, and gems,
do not all favour the supposition, that the Iyre was formed of a tortoise-
shell.  If a stigle sample of this instrument, a part of which consists
of a ‘tortoise-fhell, actually exists in Rome, others are found there
formed of the bones of a goat standing in paralle! positions'; and others,

. & . o
again, constructed of the horns of a bull.  Tsaae Vossius contends,

th.at the condition af l,hcsc remaining monuments of antiquity is
scarcely, such as to demonstrate the real forms of the ancient cithara
or lyre.

+ That is, the two extreme terms being included (which is the uni-
form custon in rhusical reckoning) the sounds of these “four strings

consisted of the first, fourth, fifth, aml eighth, of the octave in which
they lay. B )
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Nicomachus, a follower of Pythagoras. *“ The lyre,” says
he, « formed of fhe sheli, was invented by Mercury ; and the *
knowledge of it, 3s 1§ was constructcd by him of seven strings,
was transmitted go On phem ; ()rpheus communicaged its use
to ‘Thamyris and Lmus the ]'\tter of whom instructed Ier-
cules, feom whom the fmystery passed to Amphion the
Theban, who, to the seven strings of the lyre, built the seven® ‘
gates of "Thebes.” * *

The same author further mforms us, that Orpheus was
afterwards killed by the Thracian women; that they were
reported to have cast hig lyre into thessea, arad that it was
afterwards tlu.o‘vu up at Aatissa, a city of Lesbas; that,
found by certain ﬁshcrs, it was by them brought to Terpander,
who cluried it to Egypt, exquisitely improved, and shewing
it to the Egyptian pfiests, assumed to himself the honour of
its invention.

The pipe, the most simple, and, plobably, the first of
musical instruments, is ascAbed to a vauetj of Inventors, as
Apotlo, Pan, Orpheus, Linus, and many other revered culti-
wators and patrons of music. By some writers, the honour «
of first combining into one instrument, pipes of (hﬂerent
lengtlts, is awardpd to Marsyas; by others, to Sil nu‘s but
Virgil seems to decide the fact, when ho says—

Pan primos calamos cera confungere plures | .
o Ipstituat. Ecroc. 11, 32.
L »
Pan taught to join. with wax unequal reeds ;
Pan lOV(‘b the shepherds, and thei/ flocks he feeds.
DRYDEN,

.
By Isndore, bishop of Seville, and others, after him, this in
[ ] . . . ..
strument, (frequently represented in collections of antiquities,)
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has been called a Pandorium, while some writers have given
it the name of syringa, or the surinx®. ‘

Aniustrument consisting of strings dist 'nd>d upon a frame,
and by their compasative tensity or laxity, rendered capable
of producing different sonuds, or a pipe pesforated at equal
d tances, are insttuments, the simple forms and peawers of
which our mmds might easily doneave, even without the
instinction of the remaming mounuments” of antiquity 5 and,
therefore, I have,prefenied to speak of them betore mentiofi-
ing the instiuments of which we 1cad m the Pentateuch, or
the less ancieht parts®of sacred history ; instinments, with the
figwes emd constructions of which the tr#slators were so
little acquainted, as to be reduced o the necessity of o ren-
deiing the [ebrow appellations as to approach the udarcst,
not to any founded or sanctioned idea ¢ the thimgs named,
but to their own conceptions of those things; conceptious
borrowed from present things, and, consequently, not to be
relied upon, as cOnveying ideas céiresponding with the thigs
of which they speakt.

Any regular construction of a musical insttyiment, as that
of the Iyre, or the pipe, supposes a system ; and a system
once insthuted, openr the road to the pypduction or that
appreciable succession of sounds which forms  melody.

o) .

¥ So called, from Syrinz, a nymph of Arcadia.  Pan becanie
enamoured of her ; but she fled from his embraces, and at her own re-
quest, was changed by the,gods into a reed called syrine.  Pan made
himself a pipe of the réeds into which lus favounte nyinph had been
changed.— Ovip. MET. 1. 691. "

+ How grossly would they deccive themselves who should assimi-
late in their minds the organ handled by those of whom Jubal is ve-
presented to be the father, to the instrument now known among us by
that name! '
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Melody, however, must for a long time have been yague,
evanescent, and unsellhd because it was long before notation
was Inveated.  Je dees not appear, fiom history, that the
Egvptiuns, Phaemciang llcbrews or auy ancient® peoplg,
except the Girecks and Romans, had musicdl characters;
and ¢ver they could bodst of no better symbols of sound
than the lctters of their alph?n.hct, which also served them for
:uil'h.mclicul numbers, and chronological dates.  The art of
notation, nevertheless, was undeistood by the Greeks while
yet the holes of the flute, and the strings of the lyre, were
few, and, consequently, before they thought of thie simplicity
of oxprcs;iug thd joctave of any sound by the sam? sign.
The diatesseron, or fourth, was the constant Jnmtation of the
scale, the extremes of which weie fised, or soni stabiles,
though the ntermediafe sounds were mutable, or sond mobiles :
and the diffcrent vates by which the intermediste stimgs were
tuncd, formed the several genera, or mnqus systems of
graduated tones*, '

The st improvement upon the tetrachord, or fourth, ap-
pears to have leen, that of engrafting upon it a conjunct
tetrachord, which addition extended tlle series Lo a Ilept.u,hfard
or scalé of seven spunds.  The last stmrg of this hept.l( hord
,was added by 'l‘crpnndcr, and this systent, considered as the
second state of the Yyre, was distinguished by lus mme. It
wus the fo”o“ mg :

L]
N . o~ " . . e
* That the diatesseron, or fourth, was a favourite and important

. . .o _ . . "
interval in the ancient music, is manifest from the great systein of two
vctaves having beenxcomposed of five of these tetrachords.
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1
4
L= — B

System of Terpander in modern notation.
‘ —_— e

Firstetrachord®.  Secoud [etrachord.

i)

il be
= hed 3
=

[T

H

'
It will be observed, that cach of these tetrachords’ consists

ll

of g interval of a semitone, fcllowed by two whole tones.
But there were three different systems of fourths: ore in
which the semitone was between the first and sccond string,
as above; one in \vl}ich it was between the second and third
string 5 and one in which it was betiveen tl-? third and fourth
string. o

0

EXAMPLE.
N
Semitone. Semitone. Semitone. ©
¥

t — —1 1 'r

) gl 3 1 i | i =1
w_ﬂ: = — 1 ~ = =

~? | ~ ~? e

o
« — H < :_/

1st & 2d strihg. 2d & 3. 3d & 4th.

w M

* Here are eight notes; but the last sound of the first of these
tetrachords being the sund with the first of the second tetrahord, it
is obvious, that one string would he sufficient for h)c termination of oné
tetrachord, and thc commencement of the other. 1t will also be mani--
fest that the Awo tetrachords meeting in one ‘common sound (A,) are
properly callce conjunet tetrachords, in contra-distinction to a disjunct
tetrachord, that is, to two tetrachords, the first sound of the. second of
which is ene degree higher than the fourth sound of the first, as in the

following example:— -
« . ! ..

\ \Dls_]unct Tetrachord.

1 .

First Tetrachord.

L
-1 Ol

=t

1 o~ < M~ _

A AN DR« AR AR — |

V:_________'_/|

. L)

ssccond Tetrachord.
The sound wlich censtituted the last of the first four, and the first

v -
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To T erpanden 3 lyre of seven strmgs, were afterwards
.

added two other tetrachords; and it continued to be gradu-
ally improved, down to the time of Philolaus: when the
genius of Pythagorus pot only regulated and gave order to
the octave, but investigated the ratios of the consonances,
and glemoustrated, that the foundatxons of sonorous order
lay deeper than had been 1'ln.1gmed " The occasion of his
dléu)\er\, 15 t0o curfious and mterestmg to be omitted.

o Pythagoras,” says Mr. Stanley, in his History of Phi-
losophy, “ being in an intense thought whether he might
invent any instrunmntal kelp to the ear; sohd dnd infallible,
such as the :ﬂght’ both by a compass and a rule, and by a
diopte; or *the touch, by a balance, or by the invention
of mefsures; as he passed by a smith’s shop, by a happy
chance, he heard the iron hammers striking on the anvil, and
rendering sounds most consonant to one another, in all
combinations except one. He observed, in them those
three concords—the diapasbn (octave), the "diapente (fifth),
and the diatesseron (fourth).  But the composition of the
diatesseron and the diapente he found to be discordant.
Apprchending that this new intelligence proceedesd imyme-
diatel} from God, he cnthusiasticall'y lmstencd intothe shop,
and by various trials, finding the difierence of the sounds to
be according fo therweight of the kammers, and wot accord-
ing to the force of those who struck, nor ac;ordiug to the
fashion, of the hammers, nor according to the turning of the
iron which was in beatmg out; having exdctly taken the
weight of the hammers, he went straitway home, and to gne
beam fastened tp the walls, across from one corngr of the

. ’
of the second four of the conjunct tetrachord, was denominated the
mese, or middle.
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room *o the other, lest any difference might arise from
thence, or be suspected to arise fromm the properties of
several beams, tying four strings of tle same substance,
length, and twist, upon each of them he hung a several
veight, fastening it at the lower end, and making the
wngth of the strings altogether ¢qual; then striling the
strings by two at a time interchangeably, he found out the
aforesaid concord, each in its own combination: for that
which was stretzhed by the greatest weight, in resp‘ec‘i of
that which was stretched by the least weight, he found to
sound a diapason. The greatest. weight was of twelve
pounds, the least of six; thence he de@‘::.‘mincd that the
diapason did consist in double proportion, which the weights
themselves did shew. Next he found, that the greatest to
the least but one, which was of cight pounds, sounded a
diapente; wherce he inferred this to consist in the propor-
tion called sesjuialtera, in which proporton the weights
were to one another; Lut unto that which was less than
itself in weight, yct greater than the rest, bemg of nme
pounds, he found it to sound a diatesseron s, and discovered
that; preportionably to the weights, this concord was sesqui-
tertia; which suing ¢f nine pounds is natyrally sesquialtera
to the least; for nifie to six is so, viz. sesquialtera, as the
least but ong, which is «cight, was to that which had the
weight six, in proportion i sesquitertia; and twelve to cight
is sesquialtera; and that which is in the middle, hetween
diapente and diatesseron, whereby diapente exceeds diates-
seroun, is confirmed .to be in sesquioctave proportion, or the
proportivon in which nine is to eight. The system of both
was called diapason, that is, both of the diayente and diates-
seron joined together, as double proportion is corapounded
of sesquialtera and sesquitertia; such as are twelVe, eight,
six, or on the contrary, ¢f diatesseron.and diapente, as duple

3
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proportion i3 compounded of sesquitertia and sesqujaltera,
as twelve, nine, six, being taken in that order.

“ Applying both his hand and eay to the weights which he
bung on, and by ¢hem gonhn ming the proportion of welations,
he ingeniously transferred the common result®of the strings
upon, the cross beam to tie ridge of an instrument which he
called Chordotonos ; and for. stretchm« them proportionally
to’ the weights, hie’ invented pegs, by the turning of which
he distended or relaxed them at pleasure. , Making use of
this foundation as an infallible rule, he extended the experi-
ment to many kmds of instruments, as Well pipts and flutes,
as those whlch h.pve strings; and he found, that tins con-
clusion made by numbers, was invariably consonant m all*.”

Till® the time of this great philosopher and intellectual
musician, the stated *gradation, or order of sounds, was that
which both ancient and modern writers term the diatonic,
as proceeding by tones; that is, speaking ip reference to a
settled key, a progression from the umison fo its fourth, by
two tones and a semitone, two disjunct telrachords of which
constitute our getave in the major mode, and are confessedly

.

* Other writers atfribute the discuv:zry of the consonances to
Diocles, who, they inform us, passing by a polter’s slwp, chanced to
stiike his stick against some empty vessels which wereStanding Yhere,
when obsewing the sounds of grave and acute resulting fiomn the
strokes on vessels of different thagnitudes, he investigated the propor-
tions of music, and found them to be ad '\bpve re'ated.  But the
almost uniform oplmou of mankind gives the invention to l’vlln-rnrn
To whomsoever it bolonus, its muportance is great; since Yt proves
consonance to be founded on geometrical principles, the contempla-
tion of wh;ch and the making them the test of beguty and harmony,
is a pleasure separate aitd distinct from that receivell merely by the ex-
ternal sense. - -
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very natural, and grateful to the ear®.  Refinement, and the
love of novelty, however, by a diffcrent division of the
integral purts of each of the tetrachoids, formed another
series of. progression, to which, from the flexibility of 1ts
nature, they Lave the epithet chromatic ; and to this they
wdded another, stll more subtle, ‘which they termad enhar-
monic. !

In the diatonic genust, the melody procecded by a s‘cmi-
tone and two toncs, as '

7%
(@0

-

ol

The chromatic ] proceedcd by two successive senfitones,
and a minor third, as

%

(&

v L0
pe

. u |
- X I

Ol
-
K

2

vt * TWO DISSUNCT TETRACHORDS,
OR

DIATONIC OCTAVE.

(Masor MODE.) v

1.
£ 1 1 -
[ 3\ 1 ~ < —3
¥ » a >~ N |
[ > L4
-8 —/ ’ —
Y 1st tetrachord. 2d tetrachord.

+ Ca]red diatonic, from its containing a succession of two whole
tones. ¢ .

+ This genus, bolding the middle place between the djatonic and
cnharmonic, has been supposed by Martianus'Capella and Bayennius,

to derive its name from the word chroma, celour.
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.
The enharmonic* proceeded by two quarter tones, and
a major third, as®

B |
L —H .

. . L . .
Thesc®gencra given in rotation, will at once represent the
deﬂrces of which they consist,d, and the order in which Yhose
de"r; es wetre (hspm( -d.

DIATONIC GENDS, or SCALE.

CHROMATIC GENUS, or SCALE.

/m
——— 2 boho 2 :
o= 2= H
e Sud LG 3 o (@) =_:I
(@) b 4 N ehs Yo |
—_— =5©-86 I
___-__'_/

* The enharmonic tctr'\chonl is often c.tlled by Arnsto\mus, and
others, simply kar muma, that is, well ar ranJul -

+ This note, called Proslambanomenos, was added at the botom of
each of jthe scales, forming a kind of foundation for the whole series
of sounds, but not inclnded inethe tetrachords: consequently, the first
tetrachord of each genus commenced at the note immediately follow-
ing the proslambanomenos. The whole series of each scale Was
divided into tetrachdrds ; and the purpose of the curves hdre diawn
under the notes, is 1p designate them.

The oct'ﬂc to the proslambunomenos comploted the sccond tetra-
chord, formed the final of the first oc Lave, and the #itial of the second,
that is, the centre of the two, octaves, apd therefore was galled the
mese,"qr middle sound ot'}'he system ; as that so‘und, rvhich formed the
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ENITARMONIC GENUS, or SCALE.

* e ——
bo
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By these diagrams, we see, that the regular diatonic scale
was similar to our own, masmuch as it consisted of tones
and scmitones i while the elromatic comprised semitones

and minor thirds; and the enharmonic, quarter tones and

-

major thids.
Till the time of Fuclid, these three weze all the genera or
scales m use; but we find that author speaking of a fowth

or mixed genus, the scale of which hie has left us.

FOURTI, or MIXED (x[‘\'UQ(-

' S i —

¥ ‘ PNt o
e = = i e
-——‘.-__———-"—‘-// 1l

According to this scale, six stiings, mstead of four, were

N 0

finalof the first of two conjunct tetrachords, and the in.tial of the
sccond, was denominated the mese, or mddle sound of the hepta-
chord.  Vide note, p. 10. -

* This s gu of the dicsis, or quarter tone, is, from necessity, arbi-
tranly apphcd.  Modern musicians, uot d viding the semitone into
two eqlal po.ctions, have no chmacter by wiuch to imply such
division )

+ This mized genus in mns'e, may not unaptly be comparecl with
the composte o dcn, m arclatecture.  As the ccomposite order is but a
comm \ture of the Cormjuan and the Iguic, so this fourth scale i
only a compound of the Diatonic and Enbarmounic. .
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:cc.luinui, to fill up the tetrachord; and the octave from
proslambanomends to mese, must have been supplie:i with
tnelve®, . 8

The above tnge gelzcr&, as diflciing fiom eacheother in
respect of their intervals, may be said to cotrespond with
the thrce.sculvs of the mederns§ that is, with the diatonie
major sule, the diatonic mutor scale, @nd the Scoteh s ale,
i swhich the fomthwund seventh are omitted.  But not unly
was the music of the ancients, like owr own, founded npon
different scales; it had under the name of modc., a1l onr
different keys.  Yet jug,one remarkable puticular, this
branch of thew s_‘,h‘lcm differed friom onrs; it was confeued to
the minort.* llu- had thewr grave, their middle, and their
acule wmodes 5 but the comparative gravity aud cheerfulness
of cach, related mercly to its locality m the Grear Conv-
rass, which compnsed three octaves and ugtonc; that is,
from ouwr A above G gamut, in the bass, to .B n alt, in the
treble. ’

‘I'he following table, exhibiting the different modes, with

< Avistides Quintilianus, (p. ur.) speaking of the different genera,
says, that the llmlamc genus is manly and severe, the chromatic
sweet and pathetie, :md the pnlzarmonw Animating anmild. With
whatever justice these properties mnght once have been attributed to
the Greewn scales, they will not be recognised by modern ears.
When the same author, in anether place, obscrves that the diatoe
is the most natural of all the genera, we can*comprchend and fecl the
truth of his remark; and the fact, that evén the uninstructed Jic
capable of singing it, ‘confirms the assertion. '

1 This limitation ef the mode, to the minor, speaking gencrally,
must have nnparted a mcl%holv cast to their moludms : yet, strange
as it may appear, no prosision is made in any ofthe-tm'm:u». that have
come down to us, for that gridipal dispositipn of the tunes aud semi-
tones which constitute a raajor key.

V.O L. 1. c
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their appropriate flats and sharps, together with their ancient
deno;)inalions, and their divisions into grave, mean, and
acute, will give the r(.ader a clear i1des of ;their relative cha-
racters, «as well as of their '1fﬁmty to thg modern bearings
and - istinctiens of keys.

* GRAVE MODES.

® .

Key of A Minor ; ——— of B flat Minor ; —- of B i Mi:m'r :
E® 2-b5 D - o
Wi o ) =Y
Iy pmloria.n , ‘u ypoiastian, ¢ Hypophrygian,
® or Hypoionian,
Locrian. or
Hypophrygian.

Of C Minor ; ——— of € ﬁ Minor :

T

2 J;b'—'b—_“ a:gﬁﬁ"—b—‘_ N

Hy powcolian, Hypolydian,
or
Grave Hypolydian.

MIDDLE MODES.

.

Key of D Minor; ———of E flat Minor——aof E B Minor;

s B
¥ L O a o)
T [w Calel N (@) g (o)

— = o)

A4 - D"; ry v

- ~ .
Donan. Lonian} , Phrygian.
or
Tastian.

Of F Minor;- of F 3* Minor;,

F—r——e——F 8 —T

5
bh— B

fEohan. Lydian.
. E
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ACUTE MODES.
Key of G Minow; —* 0f G ﬁ Mmor, ~—————of A Minor;

.
e e s e e
A4

Ad
Hypetrdocian, H’yperiahtian, . Hyperplrygian,
or *or or .
* Mixolydian. * Ilype.rionian. ITy permixoly dian.
.
Of B flat Minor j———of B ) Minor*,
Q Q
LA, TR — N g __= Q
&ty SEF .
—~—b—
°
Hyyperwolian. Hyperlydian.
*

Since these modes correspond in their variations from
cach other, with the manner, and the extent of Yhe differences
in our modern keys, we are left to wondgr at the very
striking and wransporting cffects that ancient authors have
attributed to a mere change from one mode to another,—to
a transition from® scale to scale,—to an elevation or depres-
sion of the same range and descriptiop of intervalst.

Of all the several modes of the Greeks, the Phr_ygum
and the Lydian appear to have been the most opposed to

» .
-

* Thestwq last of these fifteen modes are only octaves, or repli-
cates, of the second and third; for which reason Avistoxenus very
properly rejected them. '

1 In modern muqu,, a change of hey without a change of time, is
not safticient cither to sink or to aunimate, the spirits in aly gieat
degrec; to a changcs of pitch in the scale (for melodial modulation is
no more), a Variation of measure must add iis auxnhm y influence ;
and even then, the result will not be comparable to ' what is related of
the effects of a sudden trans¥ion from the soft Lydian, or grave Dorian,
to the fuﬂous Phrygian, »,

c 2



20 HISTORY OF MUSIC. .

» each cther. Apuleius tells us, that the Lydian was ap-
propriated to the expression of sorrow and complaint; and
the Rhrygian to rcligious ceremoniés;' that is, to the
passionate and vehement ebullitions of phrehetical adoration.
T ws Lucretius, in his description of the public honours
pud to Cybcle, magna deiim mater, the great common
mother of gods, men, and brutee;,

Et Phrygi& stimulat numero cava Tibiu menteis.
B. . 620.

And Phrygian airs the raptur’d soul insplre,
Rouze the strong passions, and to phrenzy fire.
Bu.sy.

And Dryden, in celebrating the powers of Timotheus, was
mindful of the melting magic ot the Lydian mode,

Softly sweet, in Lydian Measures,
Soon he sooth’d the soul to pleasures.
ALEXANDER’S FEasT.

»

Dryden, by the whole cast and allusions of this fine
poem, was evidently of opinion (and ;t would be difficult
not -to think with him) that the surprising effects of the
ancient music are chiefly ascribable to changes of wmeasure.
But to whatéver extent these changes might be carried, both
in the poetry and 1its instrumental accompaniments, the
lyrical numbers of their melodial delivery, we still have to
give the ancient Melopceia credit for arts of expression and
modulation not explained in the treatises that have come
down to us, before we can yield our unqualified belief to
what the gravity of history relates, rot to mention the lively
flourishes of poetry -

3
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CHAP’ IL

THE ANCIENT MELOPEIA.

OF the system. of tha eruditc and philosophical Pytha-
goras*, V\h() s0® sedulously and successfully gleaged the
g'\rdvu of I‘ovptmn science, and to whose instructions Cicero
imput®s whatever knowledge the old Romans might possess,
I shall take no further notice, than to add, that its truth has
been disputed by the noble Ilorentine, Viacentio Galileo,
and disproved by his illustrious son, Galileo, Galilei; refer-
ring the 1cader for a knowledge of the law$ of appreciable
sounds, to Malcolm, Holden, and other of our patient ives-
tigators of that branch of acoustics.

It has been s.ml that the Gnu:l\s employed, for mugical
_signs, the letters of their alphabet.  "I'be method of®applying
those lctters is explained by Boetiuse Speaking in lus
fourth book upon music (chap. 3) of the early manncr of
notation, he says, “'I'he ancient musicians, ‘.To ﬂ\’()i('l the
necessijy of always writing then at length, mvented certain
characters to express the mames of the chords i their scveral

* This philosopher was the founder of the Italie sect, that
tlourishedsin Italy about the time of the expulsign of the Tarquins.
He was also the anthor’of the custom of singing (accompanied by the
flute), the praises of fameds nven, at grest cntertainments, 8 practice
which’is said to have beda introduced by that sgct. |
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genera,and modes ; this shoit method was the more eagerly
embraced, that in case a musician should be inclined to adopt
music to any poem, he might, by meand of these characters,
in the satne manner as the words of the poem were desig-
na’':d by letters, express the music, and transmit it to

_pocterity.”  The author then proceeds to exhibit his ex-
amples, some of which consist of certain lctters imperfectly
formed, some of letters standing rightly, and some of lctters
reversed, while others again are supine, others erect, some
simple, and some compound.

The difference, thercfore, between the ancient and modern
method of notation, is as striking, as the:'advantagc of the
latter is obvious. By the adoption of staves, we obtain an
analogy between the siluations of our notes and the gravity
and acuteness they represent. "I'he ancient notation, defec-
tive In this mest esscutial particular, induced the nccessity
of re-particularizing their signs, by the words acumen and
gravitas, which perpetually occur. It may be true, that
there is no positive likeness or connexion between local
elevation or profundity, and what we call ¢ Zigh or a low
sound ; but the respective assimilations are very natural,
seem to be sanctioned by the fact, that the deeper sounds of
the voice are produced from the lower parts of the larynx,
and the more acute by the higher*, and'by, as it were, ren-

* Mr. Chilmead, the ‘publisher of the Oxford cdition of Aratus,
and of Eratosthcnes de Astris, has annexed to the work three h ymns,
or odes, uf a Greek poct, named Dionysius, with the ancient musical
characters, which he has rerdered by dreves oniy 5 but Kircher, in
his Musurgia, has‘ inserted a fragment of Pindar, with the musical
notes, which he hak explained by the different signs of a breve, semi-
breve, erotchet, and quaver. MeiLowmiuz also has given, from an
ancient manuscript, & 7'e Deum with the Greek characters, and in
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dering  sound visgble, enable us to learn them with ow eyes,
This, however, is not the only advantage of the notation now
in use, over that* of"the ancients. JThey had no characters
to designate the precise length or duration of theif sounds ;
a defect that was very inadcqualely supplied by the measure
and the feet of the verse to wlu(,h the melody was accommo-
dated. 1t is very true, that some among the learned ;who

ha'vq undertaken a translallon of a few remaining fragments
of ancient music, into modern notes, have in particular in-
stances, ventured to render the characters in the original by
acknowledged smps of various duratious ; but it is only fair
to insinuate that *their choice was determived rather” by the
cadence of thc verse, than by any rhythmical designation or
implied temporal precision, observable in any of their chaiac-
teristic archetypes®.”

So far, however, was the notation of the awcients (with all
its defects) adequate to the purposes to whi(.:h they apphed
the powers of music, that it not only furnished the means of
distinguishing the several gencra and the modes, but of
expressing all ke different branches, offices, and operauons

modern notes, consisting of the breve, the sembreve, and the minim :
but upon what “authority those severa] modes of translation were
founded, it would not he casy to discover. e

It would, perhaps, be wrong to discuss this note without obsérving
that the*ZTe*Deum, commonly styled the Song of St. Ambrose, 1s ge-
nerally conjectured to have béen cotaposed jointly by him and St. Au-
gustine, early in the fourth century ; though.Archbishop Usher,as-
cribes it to Nicctius; and sapposes it not to have been composed nll
about the year 000, which was long after the time of An'brose and
Augustine. , *

* Ttis a circamstance of surprise, that this facg escaped the saga-
eity of the ancient Greeks; a fact, the knowled;.,rc of which would
have, determined them i once to consider slower vibratios as the
low, of grave, and the qUicker as the high, or acute,

. o
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of tha Melopeeiay; in which may be included Mutation,
rescmbling our modulation ; Melos, consisting of several
musical sounds of a certuin pitch of ' vofee ; Melodia, or
the singihg of poelry to such sounds; Rhythm, or the ad-
jr stment of ‘sounds 1o equable measures or times; and.
I’vosody, or that adaptation ()I"‘ll'xc length of the sounds to
the gyllubles, which makes music of the poctry, as the melo-
dious variations of the verse cause poctry to be music. -,

Mclopaia had its particular rules, several of which are
come down to us, and are still clear and intelligible. A
principal law was, that an air, ortnclody, should be coms
posed ‘m somc particolar  genus, and bhe chiefly, if not
wholly, confiued to the sounds of some one mode. The
successions, or order of sounds, in each air, as we learn
fiom Euclid, was, m geneial, limited to four kinds. Their
desciiption wilk throw some light upon the nature of ancient
melody. :

Ouc licence, vather than a rule, was, that sounds may
move either ascending or  descending, regularly; that is,

i cousccutive degrees ;—as thus : .

’ ’ i N .
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Secondly, they might proceed by leaps, or intervals,
greater than that of a tone ;—thus
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* A manner of$uccession, ‘called agoge.
+ Called ploche, or interwoven.
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"Thirdly, the sagne sound might be repeated several Smes;
—as thus:
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TRe mutation of the melopeeia corresponded with that
variation, or excursion of the voice, which in the language of
poetry rather than that of music, is calledemodulutiont. In-
stead of being a trdusition from one mode, or key, Lo amother,
it was limite® to a diversified arrangement of sounds in the
same mode; as, in modern music, thus:

&E F EEso—=
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Moutation, howevdr, was occasionully permittgd to trans-
gress the prescribed bounds; passing from one genus to
another 3 from the chromatic, for instance, to the diatonic, or

.

* Called petreia, or weration.

4+ That »wdulation, with the ancients, was no more than the
change of sbunds in singing, or, as we should call &, melody, is clear
from a passage in Bace lmn senior, who, m his ¢ Iutioduction to the
Art Of'Mllbl( by Que.\tmn and Aunswer,”’ asl‘s, “ How many kinds

of modulation there are?™ the answer is, “ Féur.” ¥ And these, he
*
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cnhariaonic, and the contrary. Also mutation took place,
sometimes, in the mode ; as from the Dorian to the Lydian,
or Phrygian, &c. and 'astly, there was a mutation of style;
a- from grave to gay, or from a lmiguid to an impetuous
coain.  But this last kind of mutation was never allowed to
be too sudden, or irelative, lpsi the pleasure ansing from
remjniscénce should be lessencd or destroyed*.  These
rules, it must be confessed, afford us but general noticus of
the ancient modulation ; aud to render them clear and deter-
minate would require the illustration of examples, and the
aid of those minulicc which private and personal tuition
easily conveys, but which we do not find in any one of the
seven treatises collected by the care and industry of Mei-
bomius. ’

An important, because an intellectual and animating part
of the melopd ia, was the rhythm, or measure.

So stiict was the ancient unlon between poetry and
music, that a violation of the rhythm, or time, was an un-
pardonable offencet. Rhythm, eiiher in vocal or mstru-

afterwards tells us, are  rising, falling, repeating the same sound to
different words, and remaining upon, or holding out, a musical tone.”

* It is a‘cemark of Aristoxenus, that the understanding music
depends npon sensation and memory. ‘¢ We must not only,” says he,
¢ feel sounds at the instant they strike the external sense, but
remember those with which it has already been struck, in arder to be
able to compose them together ; for otherwise it will be impossible to
follow a melody or modulation with pleasure to the ear, or to form a
judgme;lt of its degree of excellence in the mind.”

+ Plato refused the titls of musician to every one who was not
perfectly versed in rhythm : Pythagoras used to call rhythm, in
music, male, and melos, female; and Doni has compared rhythm to
design in painting, and melos to colowring: And certain it is, that an
erdinary melody, in, which the time is saongly marked, and the
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mental music, is indispensable: but, if pOSQibIe, less %0 be
spared in the vocal.  Consequently, with the Greeks, almost
the whole of whbse'music was bug a musical recital of
poetry, rhythm was the first object of attenllon. Thein
verses, all composed of long and, short byllables, depended,
for their jast and emphatic delivery, wholly upon this bianch
of the melopeia, whldl includes both accent and quantity.
The goeient rule w.\s, to give the short syllable half the time
of the long: by consequence, the sound which was applied
to the long syllables was equal in duration to two such
sounds as were sung to tlee short syllables. It must be re-
membered thgl the, verses thus sung consisted of a certain
number of feet, formed by these long and short syllables
differenfly combined: and that the rhythm of the mclody
was regulated by these fect; as, whatever was their length,
they were always divided into two parts, equll or unequal,
the first of which was called arsis, elevation, and the sccond
thesis, depression. In like manner, the rhythm of the
melody coiresponded with these fect, was divided into two
parts, equal or mnequal, corresponding with our ascending
and descending parts of a bar, expressed by raising and shd-
ing the hand or foot*, .

accents well placed, is more cffective than oue that fails in those
quahities, &ven though more nemwd and uncommon, aml aided by all
the richness of harmony, and ‘baru,ty of modulation.

* To regulate the tyme was generally the «office of the wmusic
dircctor, or corypheeus, who was placed in the middle of the or’(‘hesha,
amony the wmusicians, and in an exalted and conspicuous situation,
that he miglt be th® more easily scen by the whole band.  To
render thews beating the more andible, their feet were generally fur-
nished with wooden or iron sandals. The time was sometimes beaten
by the ppen right hand wps.? the hollow of the left, and then thé direc-
tor ‘was® called the manuuctor. The ancicnt. measpres, or times,
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This was the rhythm of the ancient vocal music. We
will now consider that ol the instrumental. Iu this, since the
notes were constantly yritten over thd syblables of the verses
+hat wete to be sung, while the quapntity of each syllable was
perfectly understood by musicians, and the duration of each
sound reguluted by the syllables, it did not seem necessary
thgt the time should be marked by any particular sign or
chaacter.  However, for the case and convenience of the
peiformer, a canon, or rule, was given of the rhiythm at the
begining of a lyric peem.  This canon consisted of nothing
but the numbers 1 and 2, that s, the alpla and beta of the
Gieeh alphabet, disposed according to the order of the
bieves and longs which composed and divided each verse
according to the numbers of the feet.  The alpha, or unit,
marked a dreve, because it contained only one portion of
time; and Ufe bele, or binary, marked a long, being cqual to
two portious*.  Rhythm, m Latin, was called numerous ;
and this term, in process of time, was extended to the melody
itself, subjected to certain numbers of rhythms, as appears
from this line of Virgil :

-
f '

Numeros meminy, si verba tenerem.

If T knew the words, I could remember the tune.

were of four kinds; two equal parts; two parts the first of which
was double of the *second, five equal partg, and scven equal parts.
The first of these (answering to our common time) they called equal ;
the second (corresponding with our triple time) they vamed double ;
the second was denominated sesquialter, that is, tno to three ; and the
fourth was called epatritus, that is, three to four. .

* Some of these poetical, or rhythmical canons, are still to be
found’in the Manyal of Hephwstion; the grammarian, who flourished
in the time of the Eimnperor Verus, in the scond century.
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.

It is fortunate for the curious respecting the agcient
rhythm, that, having becn regulated entirely by metrical
feet, it is as well skndwn to us as thg prosody and construc-
tion of the verse ;%so that we have only to apply to the long
and short syllables any two notes, one of which®is twice the
length .of *the other, in order to proceed as exactly as if we
heard, in what manner any partlculu kind of metre was et
with respect to time and cad(’nce,—-to be perfectly acquainted
with that rhythm, which is represented as every thing iu the
ancient music.

I'iom what has been said, it is evident that the Grecks and
Romans lmd.but'two degrees of long and shoit ilotes*#
The time of these may, indecd, have been accelerated or
retarded, but still the same proportion must have been pre-
served ; and all the variatious could only have heen so many
different combinations of these two kinds of ndtes. By this
fact we can account for the facility with \\hlch even the
common people of Grecce could discover .un mistihes In
the length and shortuess of the syllubles, Loth with respect
to the poctry andsthe music; a point of history in which all
writers agree. Hence it appears, that besides the mtcnals
peculiar’ to the mclody, Rhythm, or tmm anust have contrie
buted to characterize the modes, though it has no kind of
connexion with our *flat and sharp heys; and this preseats
to our minds something distinct fiom our modein modes,
taken as keys, and our music in general. To speak truy,

.

* And even the old lozenge and square characters «fill used in the
Cunto Fermg of the Romish church, under the denomination of
Gregoriau nstes, are but of two kinds.

4+ Tartini obscrves, that we make the prosody subservient to the
music,enot the music to ifle prosody ; anll adds, *“that as by the
laws prescribed to the andient musicians, they were opliged to rigor-
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we regard neither the theory nor the practice of the ancient
rhythm, beyond the mere observance of the expression of
the final cadence of verses, or the agicement and similarity
af sound in the last syllables of couplets and triplets, com-
prehending ‘what are denpminated rhyme. And, in fact,
when we examine the proportion subsisting between the
different parts of a melody, constituting time, measure, and
movement, we find it to consist but of two kinds, diffcrently
modified; that of common time, and triple time, with their
compounds.

T'he vention and adoption o musical characters, must,
#or some time, have occasioned infinite labour and perplexity
to the practical musician.  The study of the new relations
was almost a ucw science, and begat, as it were, a vecossity
for his re-acquiing his profession. Not only were these
characters new in their figures, but gifted with different
value and velocity, according to other characters prefixed to a
musical composition, and likewise frequently occurting in the
course of a piece, to announce a change of measure: as
from common time to triple, from quick ‘o slow, and vice
wersa. Other characters were called moods, but they were
so extremely embarrassing and ill understood, till the imven-
tion of bars, by which musical notes were divided into equal
portious, that scarcely two musicians tgreed in their defini-
tion*,  But to this invention of musical signs for Zime, and

ously presetve in their music the quantity of syllables, it was impossi-
ble to prolong a vowel, in singing, beyond the time which belonged
to a syllable : e, on the contrary, often prolong the vowels through
several bars, though in reading, they are often short.”

* Since technical terms, chiefly borrowed from the Italian lan-
guage, have been adopted, these moods, by which the kind of move-
ment, with respect te quick and slow, ns well as the proportivn of the
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to the consequent introduction of bars, we have cegtainly
been much indebted for a rapid advance in the composition
and performance.of’mstrumental music. Not only has it
attained a degrees of energy unknown, till aided by adsciti-
tious advantages, but its expression is now accehtuated ; and
it possesses a cadence and feet of its own more marked and
more sensible than those of poetry, by which its motjons
wefe guided, and to *which théy were subservient*.

Ql.litling the comparatively confined and sterile tracts of
recitative and chanting (for the Greck music was certainly
little more) we mdulge inghe enlarged wld grauffing regions
of the florid son".. Our airs, limited in their freedoth, only
by the accenf and cadence of the words they adorn and illus-
trate, Offer an augmcented scope for the fancy, and a more
favourable display to taste and geniust. To this is to be
added the fact, that our instrumental musie has almost
attained the sentiment and expression of language; that it
actually does speak to the heart and to the passions, and i~

notes, used to he known, serve for no other parpose than tomark the
bumber and kind of.1otes in each bar.

* This great improvement upon the ancient rAythmopaia was first
introduced in the fourteenth century, by John de M, a doctor of
the Sorbonne, and a native of K mrl.uul though the *generalny of
writers syppese him to have been a Nogman. Tt was he who in-
vented characters <ignificativeeof the different duratidus of sounds,
and supplied a system of metr| fical music.  *

1+ It must not, however, be dissembled, that modun melody is lmt
always sufficiently cémphable with the demands of podry ; that, too
frequently, the (inestwentiments and most polished verses are injured
by the composer s inattention to prosody. But Salinas tells us, from
St. Augnstmc, that poets and musicians have ever feen at strife con-
cerning long and short sviables, accents, and quanuty, smse their
respec%i.ve arts have ceascyl to be united in one and the.same person.
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capable of moving and exciting our mterest and our feel-
]nﬂ‘c

To return, however, to the more in.mediatc consideration
of the ancient melopaia : —It was long vexy earnestly wished
that a collettion of some of the most beautiful melodies of
antiquity might be found amung the manuscripts that
haye escaped the ravages of tiine, as a means to acéurately
determine the nature of the ancient music to which such
marvellous effects have been attributed. A few of these
were, at length, discovered; but for the honor of the Greeks,
it becomes us to conclude, that if we have found the form,
we are still strangers to the spirit of lhu. musical composi-
tion; that it is the dody, not the soul, of their melody, we
have obtained; and that with respect to the principle, from
which emanated its resistless influence, of which ancient
writers boast, we remain as uninformed as ever.

At the end of a Greck edition of the astronomical poems
of Aratus, called Pheenomena, and their Scholia, published
at Oxford, in 1672, the anonymous editor, among several
other pieces, has enriched the volume with three hymns,
which he supposed to have been written by a Greek poet,
called Dionysius, of wbich, the first is addressed to tie Muse
Calliope, the second to Apollo, and the third to Nemecsis;
and, foriunately, these hymns are accompanied with the notes
of ancicnt‘music, to which they werc originally sung *

* This precious manuscript was found in Ireland, among the
papers ‘of t# famous Archbishop Usher. The ancient musical cha-
racters being reduced to those in present use:(by the Reverend Mr.
Chilmead, of Christ Church, Oxford, into whose hanﬂs they passed
from the library of Mr. Bernard, fellow of St. John’s College) it ap-
peared that the music -was composed in the Lydian mode, and

“

diatonic genus, . »
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Dr. Buruey, after explaining the manner-in which these
curious fragments’ were discovered, and tracing them *from
Vicenzo Galilel, faghe? of the great Galileo, to the Rev. Mr.
Meud, of Chiist-ghuich, Oxiord, tell us, that “ after being
sifted, collated, and corrected by the most abic eritics in the
Greek language, us well asahe most skilful musicians of the
last and present centuries, h& piesents them 1o lus readers,
not ’01.1]y as they appear in thé onginal manuscript, (that. 18,
with the Greek musical characters over the words) but in the
equivalent and moderu notes.”  The vell ¢f obscurity thus re-
moved, they come betoregthe eye in all their ntve destitu-
tion of beaut\, dmf excite quite as much wonder, tht such
music should ‘ever have becn admired and culogized, as the
accounty which asciibe the astonishing effects of the ancient
melodics, created, before these compositions made their ap-
pearance among us¥*, .

These airs (f airs they can be justly termed) comprise no
other sounds than those of the Lydian modé, yet very fre-
quently change the key and the time, speaking according to
the modern senseeof those words, which shews i what dif-
ferent acceptations the ancients used the terms mode wnd
rhythm, from those in which we emplbv the technieal ex-
pressions time and key. By mode they understood no more
than a certain .degrdb of clevaiion, or acuteness, ‘in their

* Through all the simp]icit;/ of these melodies, »;Inch, as Dr.
Burney correctly observes, somewhat resemble the Canto Fermo of the
Romish Church, the .musician appears to have ained at thcjust eN-
pression of the words. By the appogiaturas, something moie seems
to be meant than meets the eye. Evidently the music does not fully
unfold itself* To affirm that it does. would be to sgy that it is very
bad ; for it is so little susceptlble of harmony, that it would be dlfhcult
to glve'u tolerable bass to either of the compositions, especiall y to the
first. K

VOL. 1. b
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general system, in which the sounds always followed in the
same order; whereas in our music, keys are distinguished
from cach other, not only by their situution in the scale with
respect to high and low but by their different arrangement in
regard f mutable intervals, such as thirds and sixths, which
constit «te major and mino;‘, or sharp and flut keys, besides
the diffrent modifications that these keys receive from fem-
perament, which, in instruments where tones are fixed; are
characterized and diversified by a greater or less degree of
perfection in the intervals and concords, though all the inter-
vals of mujor and iminor keys are nominally, and essentially
the same. o

Dr. Burney, as if sensible that his rcaders in ’general would
deem themselves little obliged to him for presenting. them
with these unintelligible specimens of the ancient melopaia,
the entire exposition of which scems to deter modern patieuce
and defy modern sagacity, says, with diffidence and ingenuous-
ness, “ I know not whether justice has been doue to these
melodies; all T can say is, that no pains have been spared to
place them in the clearest and most fasourable point of
view: and yet, with all the advantages of modern notes and
modern measure, if I had been told that they came 'from the
Cherokces, or the Hottentots, I should not have Leen sur-
prised dt their excellence*.”  The truth 1s, that after all the
light that the most patient and ingenious inquiry can throw
upon these pieces, they are too rude, irregular, and iuclegant
to seem worthy of so ingcnious,”so polished, and sentimental

* The Doctor tried these series of sounds’ in every key, and in
every measure that the feet of the verses would allow;' and as it has
bcen the opinion of some, that the Greek scale and music should be
read i-[ehrew-wise, he even invertei the order of the notes, bat with-
aut being able, to reducerthem to the least'grace or clcgance‘.



HI1STORY OF MUSIC. 35

agpcople as the apcient Greeks. The most charitablg sup-

osition, thercfore, that can be admitted concerning them, is,
that the Greek langua'ge being in itse}f accentuated and sono-
rous, wauted the®less assistance from musical refifiements,;
and that music being with them the slave of poetry, and
wholly gdverned by its fee}, dcnvcd all its merit and eftects
from the excellence of the verse, and sweetness of the vgice
by ‘which it was sung, or rather, recited.

Another ancient composition (found by M. Burette in
the collection of Father Montfaucon, a literary and scientific
antiquarian, knowny to be*in possession ‘of copies of all the
most vuluablg ma't\uscripts in the principal libraries of Eu-
rope) exhibits claims to a somewhat better account than the
pieces we have already described. The words consist of the
first eight verses of the first Pythic of Pindar; and they are
accompanied with the ancient Greek musical notes, which
are the sume as Alypius attributes to the Lydian mode*.
"The first four of these verses have a melody set to them for
one or reveral voices ; the four lust constitute a different me-
lody, at the begiyming of which were (in Greek) the following
words—Clorus sung to the sound of, the.Cithara ; gnd,over
the words of each verse are written, thie characters peculian
to instrumental music; which shews that the second melody
was not only executcd by voices, but accompanicgl by one or
more citharas, playing in unisons, or octaves, to the veice.
The mdody sct to these eight verses is extremely simple,
and composed of only six different sounds; a cogent proof of
the antiquity of the music, since the l_yré'ol‘ seven strings hud

more notes than were suflicicut for its execution, .

* But for the musical characters over the notes, which belon«r to
the Lydum mode, this melody might, with more propriety, he said ta
be in the Phr ygian mode,*

LR
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The whole composition (reduced to modern notes by M.
Burette, in the Memoires de I’ Academie des Inscriptions,
tome 5) consists of thirty-eight bars, some of which are in
triple, arld others in common time; but without any regular,
or orderly interchange of measure. 'The series of the sounds
are, owever, so counected aud-natural, that by ‘ reducing
them (o a stated measure, or time, whether triple or common,
and subscribing a bass, which it is very capable of receiving,
it will have the appcarance and effect of a religious hymu of
the last century.

The following examples (the ome of Burette’s rendering,
and the other a later and cqualized transcript) will both
gratify the reader’s curiosity respecting the ancient construc-
tion of melody, and serve as indices to the aflinity between
the old and the modern school.

ANCIENT GREEK MUSIC,
TO THE
FIRST EIGHT VERSES OF TUE FIRST PYTHIC OF PINDAR,
REDUCED TO MODERN NOTATI:J}I',

.

BY

M. BURETTE.
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Hail, Zolden lyre! ,whosc heav’n-invented string
To Pheabus, and the black-haii’d nine belongs ;

TRANSLATION.

. N .
Who in sweet chorus round the tuneful king,
Mix with thy sou'ndmg chords theiv sacted sopgs.
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The dance, gay queen of pleasure, thee attends ;
Thy jocund strains her list’ning feet inspire:
And each mclodious tongue its voice sus[,:end<,
"Til] thou, great leader of the heav’nly quire,
With wanton art preluding giv’st the sign—
Swells the full concert tlren with harmony divine.
1West’s Pundar, vol. 1. p. 84,

1t will be impossible for the reader to pernse these bold
and animated verses, and not be seusible of the utter insuffi-
ciency of the above music, to express their fire and force.
Bearable as 1t might be, associaled with the words of a
parochial charity hymin, or of a common Jove ditty, in such
company as that of the muse of Pindar, it is beyond tolera-
tion. 'Taking this, then, as a sample of the melopeeia of the
ancients, (and they have left us nothing better by which to
guide our jud;gmcnt, supposing this to be authentic) we are
compelled to <onclude, either that their music possessed
some puwerful adjunct, some extrinsic auxiliary, at the know-
ledge of which we have not been able to anive, or that it
was far from possessing that extraordinary mdluence over the
mihd and the passions, ascribed to it by the fiction of poctry.,
and the zcal and enthusiasm of historians,
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CHAP. I1I.

DISPUTED COUNTERPOINT OF THE ANCIENTS.

HA}"ING exhibited the exposition of the elements of
ancitnt melody, we will now enter upon the consideration of
the arguments in favour of, and against, the opinion, that the
art of Counlerpoint, or composition in parts,"was known to
those early cultivators of Music, the Greck X armonicians.
[t has been rather unfortunate for those whose curiosity
would be satisfied upon this point, that, for the most part, it
has been discussed by writers not qualified by an acquaint-
ance with the science upon which sthe question is founded.
.Some of these authors have failed to distinguish between
simultancous concordance, and the connexion of successive
impressions, as they have confounded the accident of fone
with the permanency of gravityand acuteness, and'the ternt key,
as implying an mdepcndent sound, and as the representative
of the foundation of a scale to cach degree of which it bears
a ccrtain relation, and the intervals of which it prescribes and
governs.  If those of the learned, who have written, cx-pro-
Jesso, have not Leen able to come to an agreement upon a
topic that has excited their most carnest and sedulous in-
quiry, much less would those ignorant of 'the prmcxples of
musc find it possiblé 1o’ solve the problem. Therefore,
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taking no notice of such unqualified disquisitors, we will
weigh the arguments, and collate the opinions of those
whose theoretical ntelligence, entitle tileir‘ dicta to our con-
s'derntion, if not to our implicit contidence.

The most dlstmgmbhed agdvocates for ancient Counterpoint,
are, Gaffurio, Zarlino, Gio. Battista Doni, Isaac V.ossius,
Zac charia Tevo, the Abbé 1"ra§;ruier, and Stillingfleet, author
of The Principles und Power of Harmony. "Those against
it are, Glareanus, Salinas, Bottrigari, Artusi, Cerone, Kepler,
Mersennus, Kircher, Claude Perrault, Wallis, Bontempi,
Burttlc, the Fathers Bougeant and Cerceyu, Padre Martini,
M. 1\Iarpurd and M. Iousseau. .

Gattuiio, in his Practica Musicee utrzucque (’antus, has
affected to quote Bacchius, senior, as his authority for the
ancients having pracused simulianeous harmony; a writer
in whom ot ‘a single word is to be found on the subject.
Bacchius only, treats of the laws of melody, no inquiries
into the nature of which can throw the least light upon those
of harmony, or coiroborate, or weaken, the probability that
harmony was known to the ancients. Zarlirp asserts, (in his
Supplinenti Musicali) that it could not well be Possib]e
that the ancients should have made use of instruments of
many strings, without playing in consonance ; and lays much
stress upom the opportunity afforded them by the hydrau-
licon, or water-organ, to cultivate the science of concording
combination. This is necessitating harmonical knowledge
from plural audibility ; as if to hear a combination of sounds,
were to be enducd with the faculty of understanding their re-
lationir respect of consonance. Dr. Burrey pertinently ob-
serves, that, for a long time, the lyre had but very few strings;
and that it was several ages before their number exceeded
eight. But I should argue that, however numerous the
strings, the science of simultaneoiis concord would not
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necessarily grow out ¢t .uch a provision*. And as o the
hydraulicon, the ide‘l of which was probably suggested by
the Syrinz, or Rstula Panis, evenadmitting, agreeably to
the opinion of Buriotinus and Blanchinus, that it *was ulti-
mately furnished with keys, it myst have beena long time
before,that instrument was renden.d capable of being played
in parts ; and still loxwer ere that science existed by which
alone,its sounds could be systemuucally combined$. Doni,
a Florentine noble-uan, who flourished in the last century
but one, deferds aucient counterpoint with as much perti-
nacity of opinion as dissvnance of argument. "He is un-
willing that the (JT“CI(S and Romans should be robbed of the
honour of its invention and practice ; and yet calls it ne-
micoe delle musica. His reasoning is sometimes specious;
as when he refers to the difference between the vocal and
the instrumental notes of the ancients, and avdils himself of
a striking passage in Plutarch, noticing, thgt though they
used but few strings, yet these were tuned in consonance,
and disposed with art.  But far, indeed, isit from following,
that because the vocal parts and nstrumental accompani-
ments of the ancients did not cousisg of. the same jsoyids,
the two parts together constituted what we mean by Har-
monical Constryction. 'The one purt might be an octave or
fiftcenth ubove the Other}: and the mere possibility of the

+ The doctor himself adduces a case in Point, when he observes,
‘¢ that, for a long time, the Irish harp had a gseater number of strings
than the ancient lyrg, without suggestmg to the performers the idea
of counterpoint, or of pel forming in parts.’

1+ If the hydraullc organs, still to be found in Italy, are to be con-
sidered as femnants of the ancient instruments sq named, they will
excite no very exalted ulca of their powers.

t That this was really the ca$e, plainly appears, from a passage in

Aristotle, (Prob. 39. sect.19.) in which he says; < Antiphony is con-



40 IISTORY. OF MUSIC.

circunstance, would alone be sufficient to invalidate® any
conclusion in favour of the reality of ancient counterpoint,
deduced from an admitied difference between the vocal and
igstrnmental sounds of the Greek music.  And from the
con onant tuning of the strings of the lyre, no argument can
faniy be drawn; since the art of"harmonical evolution is by
NO (neans i necessary consequéuce of a tuning that was re-
gulated purely by a regard to interval, or meclodial relation.
Lew men, pethaps, ever considered this subject with gréater
attention than Doni; but the diflicultics he cncountered
wele insuperable. t

Of all the champions for ancient lmrmonv, none delivered
his sentimeats in more clegant and classical Latin, than
Vossius.  [Tad his 1easoning been as pure as his style, he
would not in his celebrated work (De Poem. Cantu et
Virib. Rhythmi) have attempted to support the poctical
fables, or mythological allegories, relatve to the power of
the ancient music*.  Ile seems to rank among moital sins,
the doubt, that the Giecks mvented and practised counter-
point ; and is Iighly indignant, that the.modems should
presyme to Imagine that they were not masters of the art of

sonance in the octave :”’

and also 1 avother (PProb. 34), where he
inquires, ¢ IVI:_:/ the double fifth and dowble fourth cannot be used in
concert as well us the double octave >’ A query that explains the
nature of that part of the Grecian music which Doni and others
dignify with the name of harmony.

* l{e tells his readers, that ““to build citieg, suriound them with
walls, to assemble or dismiss the people, to LLlLle.t(, the praises of
zods and men, to govern fleets and armies, {o accon pany all -the
functions and ceremonics of peace and war, and to temper the human

passions, were the original oftices of music :”’

and he gravely con-
cludes by observing, ¢ that ancient Greece may be said to hare been
wholly governed by tire lyre.”

1
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consuucung simultancous harmony.  Yet, in one part,of his
work, relaxing a little fiom his rigid maintenance of the
dlg,lllty of the anoient consonance of parts, he says, in favour
‘of 1hythm, ¢ so dong as music flourished in this form (the
rhythmical) so loug flourished that power Which was so
adapted *to excite and c¢dlm tln* passions ¥ The next
favourer of ancient counterpoint, assumes no higher import-
ande than that of a collector and compiler of the opinions of
others.  After citing passages liom the most respectable
writers of antiquity, corroborated by remarks from the most
¢ ninent moderns, m suppoit of the supposmou of a Greek
system of h.umon), e draws from them the condusxon
“ that from the minute and accurate description of concords
by ancient authors, it is natural to suppose they were no
strangers to the use of them.” ke gives it as his opinion,
that harmony, propeily so called, was knoWn before the
time of Plato and Anstote; but that it wag lost, together
with other arts and sciences, during the barbarism of the
middle agest.  The learned academician, I'raquier, was
incapable of beljeving, that antiquity, so enlightened, and so
ingcnious in the cultivation of the fine arts, could hgve,bten
wuomnt of the union of sounds; and thinking that he had
happily discovered, In a passage of Plato, an indubitable

proof that the ancieilts possessed the art of coun'c’r]}oinl, he,

* According to this, a drum, a cymbal, or thé violent stroke ot #he
Curctes and Salii, on their shields, as more emphatically m'xrl\inw the
time, would have prutluccd ctfects even more marvellous tlmn those
to which he so lmplwltly yields his credence.

+ About *the year 1430, according to Vincentia Galilei, who alse
belicved in the verity of an ancient ccusonauce, the restored art was
greatl] improved, its limits extended, and its rules estabhished on

»

puucnplea that still remain®in force.
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in 1716, drew up his opinion in the form of a memoir, and
presented it to the Academy of lnscuptlons and Belles
Lettres. 'The passage alluded to is in the seventh book of
laws ; and runs thus: “ As to the diffcrence and variety in
the accompaniment of the lyre, in which the strings produce
one air, while the melody compobed by the poet produces
ancpher, whence results the assemblage of dense and rare, of
quick and slow, acute and grave, as well as of concord and
discord; besides, the knowing how to adjust the rhythm, or
measure, to all the sounds of the lyre; these are not studies
fit for youth, to whom three years unly aic allowed for learn-
ing what may merely be of use to them. Such contrarieties
of different difficulties in the study and practice.of music, are
too embarrassing, and may render young minds less tit for
sciences, which they ought to learn with facility.” This
passage of Phato, (as M. Burctte, Fraquier’s brother acade-
mician, will be found to shew) brings no proof or even indi-
cation, of the existence of ancient consonance. Not the
least formidable champion of the aucicnts on this subject,
was our countryman, the lcarned and tasteful Stillingfleet,
who, in his Principles and Power of Ilarmony, forming a
commentary upou a musical I'reatise by Tartiri, acquits him-
self as a scholar, a gentleman, and a musician.  After deli-
berately copsidering the vory passage of Plato cited above,
he Jdeduces from it the evidence, that the ancient Greeks
were acquainted with music in parts, but did pot zencrally
make use of it. ‘Turtini*, in his Trattato di Musica, ad-

* Tartini was not, strictly speaking, a man of letters 5 but he was
gifted with native discernment, had well informed himself upon the
subject of dispute, and was capable of that patient research necessary

to arrive at a just conclusion, on any topic involved i the obscurity of
distant ages. [



HISTORY OF MUSsIC. 49

sances the following strong proposition:  that if simulta-
neous harmony was Imown to the Grevks, they could not,
and ought not, to use it, inv order to *arrive at the end pro-
posed;; but ought ‘to employ a single voice in t.helr songs.””

Stillingfleet, instcad of answering this assertion, peaceably
allows «Tartini to doubt of Jthe ancient union of sounds,
during the examinatipn of his book; but in the appendiy,
takes wip the matter scriously. ¢« Dr. Wallis,” seys he,
“ tells us, that the ancicnts had not consorts of two, three,
four, or more purts, or voices. Meibomius declares much
the same thing ; andethis is,’one may almost say, the uniyersal
opinion.  Sowge, however, of the writers on music, have
produced passages out of the ancients, which seem to imply
the contrary, but which are not regarded as conclusive by
others: such as that out of Sencca, (Ep]SllL 84), ¢ Non
vides quam multorum vocibus,” &c. where, pcrhaps nothing
more than octaves are implied.  Another passage, cited by
Tsuac Vossius, De Poemat. Cant. &c. out of the picce de
'.Mundo, attributed to Aristotle, seems to be more to the
purpose, mzooenofes, &c. that is, music, mixing togetha
acute and grave, long and short sounds, forms oue h:rmdny
out of differeut voices. Wallis also has produced a passage
out of Ptolemy, which he thinks may infer music in parts.
(Ptol. Harm. p. 317.) But the strongest which 1’ have met
with, in relation to this long disputed point, is in Plato.”
Stillingfleét then gives his own translation of the very passage,
with a version of which Traguier had alrcady presented his
readers ; professcs to have been as faithful as possible to thé
sense of his original, and draws from it the conclusion} that
the ancients were acyuainted with music in parts, but did not
generally make use of it.. .

In opposition to these speculatists, Glareanus and Salinas
positively deny that the Gredks practised, or had even any
conception of harmonical combiuation. From the Dodeca-
' vor. 1. B
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chordon of the first, and the Treatise on Music by the
second, we collect their opinion to by, that the great musi-
cians of antiquity, when they accompaniced themselves on the
lyre, playcd only in unison with the voice; and that nothing
aps cars in a’ny works that .have come down to us, which can
be urged in proof, that music in consonance was known to
the ancients.  I'he musically-learned cavalier, Hercules
Bourigari, in his Theory of Fundamental Harmory, (a
manusciipt left in the hands of Padre Martini, about the
latter end of the sixteenth century,) says, ‘ as neither ancient
musicians nor ccclesiastics, had characters of ditferent value
to cxplrcss time, or make sounds very long, or very short, they
had cousequently no other measure of time in sin-ging, as far
as I have been able to discover, among the Hebrews,
Greeks, or first ecclesiastics, than that of an articulately
quick, or slow pronunciation; ‘nor were they acquainted
with that diversity of different parts in consonance, which in
modern music constitutes as many different airs as there are
parts set to the principal mclody.”  Artusi, another musical
wiiter of the same century, refuses the sncients all know-
ledge of counterpoint.  “ Iu the first ages of the world,”
says he, ¢ during the infancy of music, there was no such
thing as singing in parts, since counterpoint is a modern in-
vention.” . And Cerone, author of “an excellent musical
treatise in Spanish, speaks to the same purpose. The cele-
brated Kepler was so far from allowing to the ancients any
knowledge of harmony as now practised, that he has given it
23 his opinion, that if they ever had any accompaniment to
their melodies by way of bass, it must have been perfectly
monotonous; such a bass, for instauce, as is produced by the
drone of a bagpipe. “ As to the Greeks, and people still
more ancient,” says Father Mersenius,  we are ignorant
whether they sung in different parts, or accompanied a single
voice with more ‘than one part. They might, indeed, vary
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the sounds of the [yre, or strike several strings togetherpas at
present ; but as all thq ancient books are silent with respect
tp counterpoint, it’ is natural to suppose that antiquity was
unacquainted with the art.” Marsilius Ficinus,.autflor of a
commentary written in the fifteenth century, upon the
Timeeuws of Plato, asserts ﬂ\:!t the Platgnists could not have
understood music so_well as the moderns, since they were
insensible to the pleasure arising from 2hirds and their repli-
cates, which they regarded as discords. It is the opiuion of
Kircher, that although the ancients might use some of the
concords in countegpoint, yet there were .others, such as the
thirds and sixths, so grateful to our ears, that were absolutely
rejected; and that, of the intermixture and relief of discords,
they had not the remotest conception®,

* The weight and authority of Kircher will e\'cust: my presenting
the reader with his apinion, at length. ¢ It has for some time,”’” says
he, ¢ been a question among musicians, whether or net the ancients
made use of seversf parts in their harmony; in order to determine
which, we are to consider their polyodia, as three-fold,—natusal, wrii-
ficial, and unisonous. I call that natural which is not regulated by
any certain rules or precepts, but is perforined by an extemporary and
arbitrary symphony of wany voices, intermuxing acute and grave
sounds ; such as we observe even at this time, happeus amongst a
company of sailors or reapers, and such people, who no "sooner hear
any certain’ melody begun by any one of themn, than some other imme-
diately invents a bass or tenos, ‘and thus produces an extemporary
harmony, not confined by any certain laws, and which is very rude
and imperfect ; and it'is almest always in unisen, or in the octare, and
contains nothing of harmony, and therefore is of no worth. 'That the
Greeks had such'a kind of musie, none can doubt. But the question
is not coneenfing this kind of Polyodia, but whether they had compo-
sitions for several voices, framed according to the rules of art. I
have tahen great pains-to be satistied in this matter; and as in none of
the Greek and Latin writers 1 have met with, aay‘ment,ion is made of
: E 2
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With this subject, the consideration of which has em-
ployed the attention, and excited tke researches, of so
many ingenious antiquarians, literati, and inusicians, no one,
perhaps, was more intimately conversant ‘than Claude Per-
rau't, the celebrated architect*, whose Dissertation upon
the Music of the Ancients, published in 1680, exhibits
strong arguments against the ].)robabililty of the practice of
counterpoint by the ancient Greeks and Romans. Jn his
notes to his translation of Vitruvius, given to the world seven
years before this, he had taken an opportunity of observing,
that neither in Aristoxenus, nor #ny of the Greek authors, a
single‘sentence was to be found, indicating that the ancients
had the least idea of the use of music in parts. Boileau,
in his translation of a certain passage in Longinus, renders
the word paraphoni, by the expression different parts, being
of opinion, tnat the ancients had counterpoint: “ ForI can-
not casily thipk,” says he, ¢ with those who deny the union
of sounds to that music of which such wonders are related ;
since, without parts, there could be no karmony+.” He after-

L3
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this kind of music, it seems to me, that either they were ignorant of it,
or that \hey did not make use of it, as imagining, perhaps, that it
interrupted the melody, aad took away from the energy of the
words.”

* Of this jngenious scholar and artist, M. de Voltaire elivers his
opinion, by affirming, that he was n(;t-only a most accurate naturalist,
profoundly skilled m enechanics, and an excellent architect ; but that
he was endowed with great knowledge and skill in many of the arts,
a famiiiarity with which he acquired without the aid of masters.

1+ The French poet, evidently, was not aware, thet by the term
karmony,. the gncients always understootl what we wmean by the
word melody. That their harmony really was no more than a mere
succession of sounds. Longinus hinfself gives proof positive, when, in
bis Treatise on the Sublime, (cap. 33) he applies the expression Aar-
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wards, however,qmodestly says, ¢ I submit this mattery never-
theless, to the learyed in music; for I huve not sufficient
Jknowledge in the art, to, determine the point.” Angelini
Bontempi (an €xcellent practical musician, 'and‘profound
theonist, as well as a respectable scholar)” after the most
sedulous cxammation of aﬂl‘the ancient geucra, systems and »
proportions, aided by a careful perusal of the Greek authors,
on the subject of music, declares his conviction of the cer-
tamty, that the ancient harmony consisted of only a single
part. Dr. Wallis is a powerful advocate for the same opi-
nion.  Qualitied by a mbre thorough knowledgc of ancient
music than any modern, except Meibomius, to judge and

.
mony to the human voice in the single number.  Boileau, however,
only made a mustake cominon to the writers of other countries. By
many of our own authors, the words harmony and melody are received
as Sy Il"l'ly mous.

I had intended to present my readers with my own explanation of
the termus hurmony and melody, both as they were used by the
ancients, and as they are employed by the moderns: but our excellent
and erudite poet," the late Mr. Mason, has performed the task so
accurately and ably, that I cannot do better than avail myself, as'Dr.
Burney has dune, of his full, perspicuous, and distinetive definitions.
“ The harmony of the ancients was a succession of simple sounds,
according to their scale, with respect to their acuteness or gravity.
Their melody was a succession of these harmonical sounds, according
to the laws of rhythm or metre, or, in other words, accbrding to time,
mcasure, and cadence.  The harmony of the moderns is a successiou
of combined sounds, or chords, according to the laws of counterpoint.
Their melody is what the ancients understooll by harmony; thateis,
a simple succession, of unaccompanied, or unharmomzed sounds.
According to these deﬁmtlom,” adds Mr. Mason, (and, assuredly,
his definitions are correct) ‘“ it appears, that harmony, as we call it,
was unknown to the ancjents ; that they used that term as we use the
term melody, when we spe.ik of it as distinguished from modulated
air; aad that their term melody was applied to what we call air, or

somg.” ' : .
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decidecupon the question before us, he has, in his Appendix
to the [f/armonics of Plolemy, and ya the Philosophical
Translations, treated the ancient music almost with con-
tampt. lu the latter, he expressly says, ““ 1 do not find
amonzst the ‘ancients any footsteps of what we call several
parl. or voiccs (as bass, treble, tenor, &c. sung in cogsort)
ausy ering each other, to compl(‘:lc the music.” M. Burette,
in a Dissertation upon the Symphony of the Ancients, pub-
lished 1723, in the Memoires des Inscriptions, advances
against the supposition of a Greek consonance of parts, a
variety of arguments which have ‘never peen controverted.
Yet, cither by design, or inadvertence, he admits of the
ancient usage of thirds: in allusion to which, Voltaire said,
“ Le sceplique Bayle west pas asses sceptique.””  Burette,
examining the structure of the ancient lyre, and the number
of its strings, ‘thews how fai it was capable of the harmony
of double stops: then making the result of this inquiry the
basis for the determination, whether the ancients availed
themselves of all the powers of the instrument in this parti-
cular, he finds himself obliged to conclude, that no ground
cotld pessibly be derived from it to sanction the opiion of
an ancient consonance of parts. Padre Martmi is too re-
spectable an opponent of ancient counterpoint not to add
great weighy to the above testimonies on his own side of the
question. After inspecting all the repositories, all the arch-
ives of Italy, he relinquishes his primitive opinion in favour
of the ancient Greeks, and avows himself to be satsfied, that
since they limited their concordant intervals to the octave,
fourth, and fifth, with their rephcates, it indubitably robs
them of the merit of having invented and«pracused what we
call couuterpoir}t; and, cer:aily, this decision receives addi-
tional force from the testimony of several writers of the middle
ages, cited in s book, who call musié in parts, the new music,
the new art, the new invention. Mérsennus was not only
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decidedly of opinipn that the ancient Greeks had no counter-
point, but directly depies that it is any reproach to them, to
have been ignorant of it*. | Roussean, in his Musical Dic-
tionary, coincides’with those sentiments.  His ¢ articl'c Coune
terpoint, concludes thus: < It has long ‘been disputed
whether the ancients knew counterpoipt ; but it clearly ap-
pears from the remains of their music and writings, espe-
c1ally'the rules of practice in the third book of Aristoxenus,
that they never had the least idea of it.” And in his dis-
cussion on the word harmony, he says, “ when we reflect,
that of all the people onthe globe, noue are w1l‘hout music
and melody,  yet only the Europeans have h'umony and
chords, and find their mixture agrecable; when we reflect
how 'm:my ages the world has endured, without any of the
nations who have cultivated the polite arts, knowing this
karmony ; that no animal, no bird, or being it nature, pro-
duces any other sound than unison, or other music thun
mere melody ; that neither the oriental languages, so sonorous
and mus.cal, nor the cars of the Greeks, endowed with so

* ¢« Tt is difficult,’” says this father, “to prevail upon modern com-
posers to allow that simple melody is wore agreeable than when it is
accompanied by different parts, because they are in fear of‘duninish-
ing the public esteem for the learning and contrivance of their own
composntlons which, indeed, would be the case, if a method could be
devised of ﬁndmw the most beaut:ful meledies possible, and of execut-
ing them with the utmost perfection.  For it seems as if the art of
composing in parts, which has been practised dnly for these last ham-
dred and fifty, or tiso hundred years, had been invented merely to
supply the defects of air, and to cover the ignorance of modern musi-
cians in this part of melopeia, as practiscd by the Greeks, who have
preserved some vestiges of it in the Levant, according to the testimony
of travellers, who have heard the Persians and modern Greeks.”’ And
this author carries his pnedllectlon for simplicity so far as to say, that
“ as the beauties of a trio ‘cannot be so easily discovered and compre-
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mucly delicacy and sensibility, aud cultivated with so much
art, ever led that enthusiastic and volu‘ptuuus people to the
discovery of our harmony ; that thon music, without it, had
sm.h prodigious eflccts, und uurs such feeble ones, with it;

in sl ort, when we think,” contuiues he, “of its being re.sened
for a northern people, whose cotuse and obtuse oi1ggus are
moj touched with the force aud noisc‘ of voices, than with
the swcctness of uccents, and melody of nflexions, to make
this great discovery, aud to build all the principles and rules
of the art upon it; when,” says he, “ we 1eflect upon all
this, it is hurd to avoid suspecting, that allour harmony, of
which'we are so vain, is only a Gothic and barbarous inven-
tion, which we should never have thought of, if we had been
more sensible to the reul beauties of the art, and to wusic
that is truly uatural and affecting.”  "This latter opinion of
Rousseau, buld and cxtiacrdinary as it may scem, is sur-
passcd by the assertions of Vincenzi, Galilei, and Mersenuus,
who imagine(i that the contrary effects of grave and acute
sounds in different progressions, must mutually weaken and
destioy each other*.

"
2

2

¢ [ N

hended as those of a duo, (the mind and the ear having too many things to
attend to at the same timue ;) when lovers of giusic are more dehghted
with trios than duos, it must proceed from their being more fond of
crorvds and confusion, than of unity and clearness : and he compares
them to those who love to fish in troubled wateis, or who like fighting
pell-mell with the multitude, better than in duel, where a want of
courage and conduct ig inore easily discovered.”

* We read, that when the celebrated composer, Claude le Jeun,
first prasented his pieces of five, six, and seven purts, to the masters
of Italy and Flanders, they regarded them with contempt ; and his
compositions would never have been performed by them,dt he had not
written somethiné‘ in two parts ; in which, however, he at first suc-
ceeded <o ill, that he confessed himszlf te have been ignorant, of the
true principles of music. '



HISTORY OF MUSIC. 57

To these testimonies, if we add the facts, that Plato speaks
of harmony as a curygnt order of sounds, as to acute and
graze ; that the word fiarmony 15 defined by Hesychius and
Suidas, « well-ordered succession ; that Aristotlc (Prob. 33)
says, dntiphony is consonance ip the octave; * that Theo-
cntus (i 18) deccnbes'lhe bride-maids of Helen in the
act of duncing and smcrmrv toueter, one and the scine
melvdy * ; that Aristoxenus and others, speaking of the en-
haimome geaus, are i the habit of calling it harmonia,
meaning that 1ts successive sounds are well arranged; and
further, 1f we consi'dcr, thut the Grecks gave the 'appe.llalion
of hurnony to every thing that possessed proportion, or was
redu. ed 1o un.y systemalic arrangement, we shall find ample
reason Tor concludmg, that the term when used by them n a
musical scnse, imphied melody, and no more; that with the
ancients, musical harmony, hke dramatic harmohy, (as that of
the wty ot character) was a symmetrical order pf impressions,
arising from a cousistent course of actious or operations; so
that 1t was as proper to speak of the karmony of a verse, as
of the harmony of an air; of the karmony of music, as of
the harmony of conduct, or moral pripciples. . o

If, however, any reader be sceptic enough to harbour the
least doubt of the ancients being ignorant of simultancous

consonance, the folldwing .trgumeut will, perhaps, determine
his opinion.

If the Grecks performed music in parts, they composed it
in parts: and if they composed it in parts, not only were
they masters of the art of fabricating chords, but of so moda-
lating their order, so differing and variegating the successive

[ ]
* Aedov Pape wasar &g 1y makog ryxgaTeoiTai.
Chanting one simple melody, advance
, The beauteous bride- maxds, in a well-tin’d dance.

. » Busoy.,
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harmonies, as at once to produce a éongruity in each combi-
nation, and a conuexion and consisteny in the changes: in
a woid, their skill; not confined to the”formation of the
choids, Wwas capable of preparmg and resolving them, accord-
ing to the rufes prescribed by the very natures of Larmonic
str tcture and harmonic evoiution.  An art so estended,
wald infer a code of rules, no less bulky than profound, and
which, as lying m a province of music more abstruze and
more important than the regulations of melody, would first
have engaged the study and attention of the theoretical and
philosophical musicians: yet, in the most elaborate treatises
that the most learned of the aucient writers on the suhject of
music have left us, we do not find a single law relating to
composition in simultaneous parts. In their introductory
chapters, they profess to have treated of, and to have cx-
pounded evely thing comected with the science; they me-
thodically separate the heads of their works; present us,
under their eight proper titles, the arcana of sounds, inter-
vals, systems, genera, lones, mulations, melody, and rhythm,
but say not a word of uniled parts; pm!s to be sung or
pluyed fogether ; mot asyllable upon the subject of counter-
point.  ‘I'he obvious truth is, that they did explain all
they could; for they explained all that concerned the music
with whick they were acquainted—ali that concerned me-
lody. .

To some modern writers, it has appeared strznge, that so
meditative, enlightcned, and refined a people as the Greeks,
who penetrated deeply into the general secrets of science,
should have failed to discover the art of combining musical
parts. DBut would it not have been equally extraordinary,
had they made themselves masters of the most occult branch
of so captivating a science as that of music, written long and
claborate treatises upon its principles and powers, and
wholly omitted to“wpeak of what most demanded their at-
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tention®?  Again ; If the Greeks performed music in parts,
they @wrole it in parts :;y what then has become of their com-
positions in parts 3 Why have they, uot descended to us,
together with their treatises 2 Of the latter description of,
“their works we have many ; what have we of the Yormer?
Another*point, and of nd hght consideration in this long-
agitated question, is, that of “their three genera, or scalgs,
as déliyered and cxpl.um.d to us by their most competent
theotists, two were by no means calculated for the struc-
ture of consonant combination, or cvolution. The two
eontiguous semuones and succeeding hemiditone, or mmor
third of the chromattc genus, were even more hostile to the
conduct than to the formation of harmony. No relation
could have been obtained between one union and another ;
each chord would have constituted an isolated body of
sounds ; and all harmonical connexion or bearih

g, all lead-

* The gencral opinion of Mersennus, as collected from his Har-
mounie Universelle, hes been adduced in a former note; nevertheless,
his very words on this point, will neither be out of place hgre, yndr
supertluous, as appended to, and confirmative of, an argument wlhich
occurred to me long since.

.
Quant auz Grecs, et aur plus anciens, nous ne scavons p.as °ils chan-
toient, a plusieurs voix, et bien qu'ils ne joinissent qu’une vorr a lewrs
instrumens, ils pouvoient neanmoins faive trois ou plusieurs parties sur
la lyre, comme Uon fart encore awjourd’hul, et wne autre avee la vorr.
Joint que les livres que les Grees nous ont luissés de lewr musique, ne
tesmoignent pas qu’ils ayent si bien connu et pratiqué la musique, par-
ticulierement celle qui ‘est « plusienrs parties, comme Pon furl mainte-
nant, et consequeminen il n'est pas raisonable de les prewdre pour nos

Juges en cette gatier e.
Mcr~ensds. Harmonie Universelle. Livre iv. p. 204.

And Kircher, it will be 1emembered, speaks to the same dfect See

the note | given in page 5 of tlus volume.
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ing of the ear from harmony to harmony, as, in simple melody,
it is conducted from note to note, wyuld have been beyond
the achievement of the most comprehensive genius, most
patient exertion, and most subtle management. Much
further, thén; from practicable, would have proved the task
o4 eliciting concording parts {rdm the elements ot the enhar-
#:onic genus, from its two ad:jacent quarter tones and major
third. Should it be objected to this latter reasoning,, that as
having no application to the diatonic genus, it biings no con-
clusive argument against the aucicnt counterpoint, it will
remain to be observed, that since the Gieck writers have
taken so much notice of the characteristic and eflicient dis-
tinctions between the several modes, as the L, ydian and the
Plirygian, they would never have omitted to inform us of
the extraordinary superiority of the clements of the diatonic
over thosetof the chromatic and the cnharmonic genus, as
affording the means of concording construction and modula-
tion. We should have heard of that genus as the master
genus ; as the exclusive foundation of the sublimity of
amassed intonations, and as symbolical of the music of the
spheres*. o

All things, therefore, duly regarded, we are compelled to
conclude, that the ancient Greeks possessed no music similar
to our ‘coppositions in parts ; that the grand pile of sound
upon sound, an under part supporting a complicated super-
structure of coinciding materials, all moving in consentaneous

* Itis not unworthy of remark, that the ecclesiastical modes and
canto fermo of the Romish church, are genera]ly admuitted to be re-
mains of the ancient Greek music ; and that as these Kave ever been
written in manuscript missals without parts, and always been chanted
in unison and octaves, it is a strong presumptive proof, as Dr.' Burney
most justly observes; against the ancients having had countel"point.
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junction, and in principle, ultimately bearing upon a funda-
mental bass, or bed, {ike the waters of a stately river, flow-
ing with a majesty tommensurate with their bulk and weight,
—this august contrtvance transcended the bounds of tHeir con-
" templation, and, by its magnitude and complexity, was neces-

sarily rgsetved for the discotery of a later period than that of
classical Greece. )
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CHAP..1IV.

REPUTED EFFECTS OF THHE ARCIENT MUSIG'..'

WE are now entering the enchanted regions of imagina-
tion ; regions which, in regard of musical power, poetry has
fertilized with all that she could conceive, and cloquence
adorned with all that she could express. 'The reader, whose
expectation looks for prodigies, will not be disappointed ;
nor will his fimcy be ungratified, who delights in decorated hy-
perbole. The Goldcn Legend is not more enriched with
the narative of saintly miracles, than the remains of the
Grecian and Roman historians and philosophers with har-
monical wonders, borrowed from the fanciful Muses, and
commended by the copious and ornate style of mythological
enlhus‘iasm, sccular interest, and tasteful diligence. Gods
and goddesses have succumbed to the domination of sono-
rous appeals, and the spheres have been put in motion but
to.yield thcir mundane music; female chastity has been
preserved, men have been humanized, their manners soft-
encd, and ‘their civilization promoted, by ¢ the concord of
sweet sounds;” -and while the passions have been excited
and repressed hy their influence, bodily disease has felt their
charmful power, and fled !

It is remarkable, that hough a partxcular art or science is
ascribed to oné muse, and a different uccomphshmeut to an-
other, mythology represents the who'e Nine as singers. This
is a historian, that.an astronomer, thyt, again, the inspirer of

2
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tragedy, and that the mistress of comic dialogue; buteach
1s a musician.

¢ ‘Hear the Muses in a ring,
Round about Jove’s altar sing.””
" Milton’s Il Penseroso.

Y

And Apollo is not ouly the sacred source and regulator of
harmony, the heavenly Coryphceus, but the tutelary deity of
carthly musicians, and the plcased awtlitor of their perform-
ances.

L]
.¢ With hymns divine the joyous banquet ends,
The poems lengthen’d till the sun descends :
The Greeks restor’d, the grateful notes proleng ;
Apallo listens, and approves the song.” ’
Pope’s Homer’s Iliad, B. 1.

The geave historian; Polybius, speaking of the crnelty and
mjustice of the »Altolians towards the Cynwtheans, their
neighbours, has the following passage, declaratory of, his
apinion ‘of the influence of music over the morals and man-
ners of nations,

« With regard to the inhabitants of Cyn®tha, whose mis-
fortuncs we have just now mentioned, it is certain, that no
people over.were esteemed so justly to deserve that cruel
treatment to which they.were exposed. Aund since the
Arcadians, in geueral, have been always .celebrated for their
virtue, throughout.Greece; and have obtained the highest
fame, as well from their humane and hospitable disposition,
as from their piety towards the gods, and their veueration
of all things sacred; it may, perhaps, be useful to inguire,
from whence it could arise, that the people of this single
city, though confessed 10 be Arcadiaus, should, on the con-
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trary, be noted, for the savage roughness of their lives and
manners, and distinguished by their v ickedness and cruelty
above all the Greeks. . In my judgment,'this difference has
happenéd from no other cause, than that the Cynatheans,
thr-w away that institution, which their ancestors had esta-
blished with the greatest wisdotn, and with a nice. regard
to. the natural genius, and peculiar disposition of the people
of the country; [ mean, the discipline and exercise of music:
of that genuine and perfect music, which is useful indeed in
every state, but absolutely necessary to the people of Arcadia.
For we ought by no means to wlopt the sentiment that is
thrown out by Ephorus in the preface to his history, and
which, indeed, is very unworthy of that writer, ¢ That music
¢ was invented to deceive and delude mankind.” Nor can it
be supposed, that the Lacedzmonians, and the ancient
Cretans, wete not influenced by some good reason, when,
in the place of trumpets, they inuoduced the sound of
flutes, and harmony of verse, to animate their soldiers in the
time of battle: or that the first Arcedians acted without
strong necessity, who, though their lives and manners, in all
other points, were rigid and austere, incorporated this art
into the very essence of their government ; and c¢bliged, not
their children only, but the young men lik~wise, till they had
gained the.age of thirty years, to persist m its constant study
and practice. For all men know, that Arcadia is almost
the only country in which the children, evenr from their
most tender age, are taught to sing in measure their
songs and hymns, .composed in honor of their gods and
heroes.: and that afterwards, when they- have learned the
music of Timotheus and Philocenus, they assemble once in
every year in the public theatres, at the feast of Bacchus;
and there dance, with emulation, to the sound of flutcs. and
celebrate, according to their proper‘age, (the children, those
that are called the-puerile, aud the young men, the manly
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games. And even in their private feasts and meetings,, they
are never known to gmploy any hired bands of music for
thelr entertainment; but cadl mau is obliged himself to sing
in tum.  For though they may, w 1thout shame or ‘censure,
disown all knowledge of every other science,-tiley dare not,
on the ont, hand, dmsemble'or duly that they are skilled in
music, since the la\vs reqmre, that e‘ely one should be ju-
9tructgd n it;-nor can they, on the other hand, 1efuse to
give some proofs of their skill when asked, because such
refusal would be esteemed dishonourable. They are also
taught to perform, i:l orderpall the military'steps aid motions,
to the sound of instruments : and this is likewise practised
every year in the theatres, at the public charge, and in sight
of all.tht citizens.” Hlampton’s Translation.

Polybius then proceeds to show, that the aucients intro-
duced these customs purely to soften that natwral austerity
of the Arcadians, attiibuted to their cold and heavy atmo-
sphere: aund insists, that their neglect by the Cynatheans,
was the rause of those fierce and savage manners, on account
of which they wege despised and hated by all the other cities
of Arcadia. )

. Homer pl%es a musician over Cl)'temnestm, during. the
absence of Agan‘lemmm, as a guard upon her chastity; and,
1ill he was sent away; her seducer, [Hgisthus, had’no powex

over her aflections :

At first, with worthy shame, and decent pride,
The royal dame his lawless suit denied :
For virtue’s image yet possess’d her wiud, .
Taught by a master of the tuneful kind.
Pope’  Homer’s Llud, B. i

By Plutarch, we are told, that Terpander appeased a
violent sedition among the Lacedmmonians, by the aid of
music” | Dialogue on Music..

.VOL. 1. ’ ¥
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The same author records of Antigenides, what others have
said of Timotheus,—That in perforyning to Alexander a
bold and animated air,.he so roused the warrior’s fury, that
he started from his seat and seized his arms*,

T ythagoras (according tp Boetius) seeing a young man so
infl imed with jealousy, music, andd wine, as to be ;‘esolved to
set. fire to his mistress’s dwelling, restored the lover to his
reason, by causing the Tibicina, or female flute-player, to
change from the Phrygian mode to a grave and -soo'thiug
style.

Thpcydides, as quoted by Aulus Gellius, supports the idea
of the restraining power of music, by what he relates of the
Lacedemonians, who going to battle, were attended by a
Tibicen, playing soft and assuasive melodies, to temper
their martial fire, lest a rash temerity should overcome their
discretion, #nd endanger their success. He also gives in
favour of its pxciting force, an evidence not less positive, in
the case of the same people, who, when their discomfiture
was near at hand, became so re-animated by the music of
the celebrated Tyrteeus, upon his quitting the Lydian mode,
for the Phrygian, that they rushed forward with irresistible
courage, and gained over the Messenians a dﬂisive victory.

»And Diogenes Laertius, Pausanias, and Polyanus, relate
that Solop, the renowned law-giver, ‘by singing an elegy of
hic own camposing, excited the Athenians to a revival of the
war against the Megarians, the renewal of which had been
forbidden {o be proposed, on pain of dcath. Xenophon

‘
* Dryden, in his Alexander’s Fe\ast, has note shown more judgment
in alluding to this story, than felicity in its treatment. '
¢ Sooth’d with the sound, the king gréw vain,
Fouglt all his battles o’er again, . .
And thrice he yapted all his foes, and thrice he slew the slain.”
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speaks of a Thracian prince, who by the sound of flutds and
trumpets made of;rm'v‘ hides, was roused to such a degree of
martial ardour, that he danoed with as much impetuosity and
quickness, as if hé had tried to avoid a dart: and, :;ccording
to Athenzus, the trumpeter, Herodorus, of Megara, pos-
sessed * the power of so 'xighly inspiniting  the troops of
Demetrius, by sounding two tiumpets at a time, during the
siege *of Argos, as to cnable them to move a machine to-
waids the ramparts, the ponderosity of which, had, for several
days, baflled all their endeavours to stir it *, ,

Yielding to thesprinciple of impartiality, I give the be-
lievers of thege antiquated tales, the advantage of the fol-
lowing modern narratives, which, in order to sanction and
defer’d any hberality of faith, only require to be substan-
tiated.

When Ericus, King of Denmark, surnamed the Good,
who reigned abont 1130, returned into his kingdom, and held
the yearly assembly, bg was gieatly pleascd with the industry
both of nis soldiers and artificers. Among others of his at-
tendants, was ont who asserted, that by the power of his
art, he was able to excite in men whatsvever affections he
thought proper; to make the sad cheerful, the cheerful sad,
the angry placid, and such as were pleased, discontented;
and even to drive them into a raging madness : arxl the more
he insisted on his abilitics, the greater was thie hing’s désirc
to try them.* -

The artist, at length, began to repent of his having thus

[ »

* That the sound of trumpets, s‘llould put the amimal spurts in mo-.
tion, and their activity augment the body’s strength, ought net, per-
haps, to extite astonishment: but the case here, stoted wcews to
border on the extravagant. May uot the whole mirzculons part of
this cxploit be construed ifito a signal given by the musician to the
soldiers, for cxerting themseives in concert ? '

FQ
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magn.iﬁed his talent, foreseeing the danger of his making such
experiments on a king ; and he was afr#id, that if he failed in
the performance of what he had undertaken, he should be
esteemed a liar: he therefore entrcated all who had any in-
fluer cc over thie king, to endeavour to divert him from his
intention to make proof of his art; but all without =ffect;
fore.he more desirous he was to evade the trial of his skill,
the more the king insisted on it. When the musician per-
ccived that he could not be excused, he begged that all
weapons capable of doing mischief might be removed; and
took care that some persons shotld be,placed out of the
hearing of the Cithara, who might be called iy to his assist-
ance, and who, if necessity required it, should snatch the in-
strument from his hands, and break it on his head. <
Every thing being thus prepared, the Citharist began to
make proof of his art on the king, who sat with some few
about him in an open hall. First, by a grave mode, he threw
a certain melancholy into the minds of his auditors; but
changing it into one more cheerful, he converted their sad-
ness into mirth, that almost incited his heurers to dancing ;
then, vagying his moduletion, on the sudden he inspired the
king with fury and indignation, which he continued to work
up in him till it was easy to see he was approaching to
frenzy. "The sign was then given for those who were in
waiting to enter ; they first broke the Cithara according to
their directions, and then seized on the king; bat such was
his strength, that he killed some of them with his fist; being
afterwards overwhelmed with several beds, his fury became
paciﬁcg, andy recovering his reason, he was grievously af-
flicted that he had turned hig wrath agaiust his friends.—
(Saxo Grammaticus, in Hist. Danica, edit. Basil, lib. 12, p.
113.) The same author adds, that thé king broke open the
doors of a chamber, and, snatching up a sword, ran four men
through the body ; md that when he returned to his ‘senses,
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he made a pilgrimage to Jernsalem as an expiation vf his
crime. Olaus Magihis (in Hist. Gent. Sept. lib. 15, cap.
28.) and Krantziu$ (in Chron. Regn..Daniz, Sll(.ci"e, ct Nor-
vegi®) who relat® the same story, say that he died in the
island of Cyprus. -

By Hi¢ronymus Magiud (Var. Lect seua Miscell. Venet.
1564) we are told, that when "Cardinal H]ppolylo de Medacis
was adegate in the army at Panngnia, the troops being about
to engage, upon the alarm being sounded by the trumpets
and drums, he was so inflamed with a martial ardour, that,
girding on his sworgl, he mounted his horse, and’ could not
be restrained from charging the enemy at the head of those
whose daty it was to make the onset. And in Bayle (art.
Guudinicl, in not. Vol. I1L p. 205) we find it related, that at
the celebration of the marriage of the Duke of Joyeuse, a
gentleman was so transported with the music 'of Claude le
Jeune, performed at that solemnity, that hc scized his
sword, and swore that, unless prevented, he must fight with
some onu present; but that a sudden change in the music
calmed him *. . . )

These effects of musical sounds, much as they appear to
partake "of the marvellous, shrink into insignificance, when
compared with what are still to be adduced. The medicinal
virtues of ancicnt mélody rival both its moral 2ad mental
operations.  Fever, lunacy, cpilepsy, pestilence, chronic
disorders; and the bite of the viper, have yielded to its influ-

3

* We see by these relations, that to grant the eftects imputed by
history to the ancient 'hmsic’ is to admit the same powers in the mo-
dern, since history lends its grave authority to the wonderful results of
both. A reflecting reader cannot, indeed, peruse such extravagant
stgries, gnd think it more miraculous that they should find believers,
than thatethey should be true N
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ence, But what are even these results of the application of
song and tlre Jyre, compared with thei power to build walls,
attract dolphins, and hymaunize the savage inhabitunts of the
woods *? ‘

That mubie, in either a hiahly polite, or extremely igna-
rani age, 1s capable of great cﬁ'eus, cannot be denied. A
pgnple utterly unacquainted with its prmcnples, whose fee)-
ings are not blunted by its famlhantv, will listen to it as
something supernatural ; while a learned auditory will be
gratified with the elegance, melted with the beauties, and
elevated with the grandeur, begotten by genius upon science,
and conferring honour upon the intellect that produced, and
the taste that enjoys them. That the strong‘er emotions of
the soul may be gradually allayed by the soothing softness, sub-
duced force, liquid tones, and gliding gentleness, of slow and
tender muste, the mind’s languor be wrought to chegrful-
ness aud lulagity by the operations of its brisk and sprightly
strains, the animal spirits put into a new and vigorous acti-
Aity by its 1apid movements and violent tramsitions, and
the warmer and bolder passions become awakened and in-
ﬂ'tmed by its stiong percussions, massy combinations, digni-
ficd dlspoamous, aud rich varieties, almost every suscepuble
heat and cultivated mind, has experienced.  The province
of music 3> the province of passion ;* even when it directly
appeals to the telleet, it 18 indebted to the feelings, It is

..

* That—
« Music huth charms to soothe the savage breast,
T'o soften rocks, and bend the kRottedsoak,—

was an idea of Rowc’s, not the less poetical for being at variance with
reason. Pelhaiis the beauty of the thought becomes heiglitened,
when we reflect, that neither the hosorts, nor the ear, even of marg is
always susceptible of, musical impression, '
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a corporeal motion communicating with, and operating upon
our corporeal natureg and most delights the soul when it
thrills the nerve. *Music furnishes no sensible object, but
readlly becomes connected with whatever being or«circum-
“stance presents itself to its influence. Witl? regard to
passion, imay, perhaps, be nssimilated to abstract reasoning,
with respect to the understanding.  As the one awakens the
mind, the other excitcs the leart, to a determinate dxspost—
tion; but ueither of them applies the stinulated feeling.
To hear the music of a song without understanding the
words, 1s sceing an histonical picture without kmowing its
story: but the story known, and the words understodd, the
musical composition claims.in its motion and its transitions,
an advantage over the picture. The considerate connois-
seur tells the artist, that his figures breathe; but an agitated
audience assures the composer, that his music both lives,
and communicates its animation *,

With “respect to the accounts from Po]ybiu; and Homer,
were they to be understood literally, they would rather prove
the natural and guick sensibility of the Greeks, than the

» - » )

* According to Elian, (1. 2. 44.) Theon, at the exhibition of cne of
his own pictures, representing a soldier ready to fall oa the enemy,
prepared the spectators by employing a Ttbicen to sound the charge.
At the moment when their excited enthusiasm had reached 1ts highest
possible elevation, the painter uncovered his piece, and received thei,
warmest admiration. ’I‘heon, in resorting to this ingenious ma-
neeuvre, manifested the resources of his mind, but betrayed the 1mpo-
tence of his art. Sensible that the still colours on his canvgs could
not move the soul t¢* rage, he with music inflamed his spectators,
whofle kindled imaginations, he knew, would transfer their own emo-
tions to the figures of his picture. The general passion previously
excited, found an object for,its application in the incident represented
by the artist, and demonstratcd its Promethean power.
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superipr excellence of their music, in the early periods of its
progress.  The Grecian lyre, 1t is prt-‘t.ty generally under-
stoud, was, at first, only furmslu,d with three or four '~ll’lﬂ°‘8,
and for wnany ages had not more than seven or eight, by
wlm.l 10 lcgl\late and govern the voice: yet the music of
thosc dark and fabulous times 1s honoured with the miracu-
loug cfleets which have been désaiibed.  But it will be but
candid to inquue, whether, in ages so remote, it was neces-
sary that the science of music, and the art of its perform-
ance, should have attamed any great perfection,.in order to
be capables of opérating so powcnluily upon the human
mind ahd frame *, )

In the case of the sedition of Sparta being‘ appeased by
Terpander, the question, whether it was achieved nhore by
the Iyre, or the language, the music or the poetry of the
enchanter, nmurally suggests itsclf.  As a bard, in the
poetical scnse of the woid, be greatly excelled : and from
what we Hpcnmem.xlh hnow of the power of verse, sung
or recited to musical accompaniment, it secms diflicult not to
conclude, that the animated and tlorid (-\pression of his sen-
timeuts operated upon his Spartan .ludltony, and found
the modtilations of his voice and the suited tones of' his in-
strument, auxiliaries, and no more than auxiliaries+. With
respect to the adventure of Solon, the prepared disposition

.* The Scalds or Bargs'of the Scandm'nlans, availing themselves of
thc weakness of reason and the force of bupelstltlon in their auditors,
boasted § power of disturbing the repose of the dead, and even of
dragaing them out of their gloomy abodes, by ifeans of certain songs

“which they knew how to compose. Note in Cottle’s Eppa.

+ Of this, still more will the reader be perSuaded, when *he consi-
ders the small compass of Terpander’s lyve, and the consequent con-
finement of the range of his melody. . :
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of the minds and feelings of the Athenian youth, enhtncced
by the martial persubsion of his elegiac muse, was so fa-
vourablc to the dperation  of his musical powers, that we
can scarccly be stirprised, they should have Lontlﬂ)utcd te
the influence for which he exegted himsclf: * That brisk
music,,cxercised upon pera’ons heated by wine, should in-
crease the motion of thelr animal spirits, will not much :ar-
prise gny one, any more than it will excite their wonder, that
soft aud gentle strains should gradually moderate their impes~
tuosity; and induce tranquillity, and even sleep *.

At the tales of cpilepsics cwied, and maniads restored,
and the virus of the viper subdued, by the power of musu‘al
uicantation, the reader will smile: vet Ceelins Aurclianus
gravaly®informs us how the enchantment is effccted : viz. by
causing avibration in the fibres of the disordered part: and
Galen as seriously speaks of the cflicacy of the flute, when
played on the seat of the discase. Indeed, many of the
ancients cousider music to be a recipe for every kind of
malady . and Dr. Blu"ncy sagaciously observes on the pro-
bability, that the Juatin word preecinere, to charm away pain,
incanlare, to cnchant, and the English (word incaptagion,
came from the imputed medicinal influence of song. On
this particular branch of musical superstition, Burette has
been explicit and carfdid.  We find him, m his Dissertations.

* The cffects of the flutes of Pythagoras and Damon, like those of
the lyre of Empedocles, are not to be rcgardéd- with that wonder with
which they have generally been viewed. In even the reputed powers of
the latter, what do we find beyond the fact of a turious young han re-
stored to reaspn and sélf-command by the persuasions of good counsel
conveyed to him in lyuc verse, aided by musical, accompaniment ?
And why should we be surpused that the flute of Tunotheus, or of
Antiganedes, should rouse the martial feelings of a mind mceasnntly
levoted*to war, like that of Alexander” .
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on the subject, allowing the possibility that music, by reite-
rated strokes and vibrations given to the nerves, fibres, and
animal spirits, may be wseful in curing dfseases, but at the
same time, not making any concessions *in favour of the
pow<r of andient music over that of the modern  On the
cont ary, he says, thut « very coasse and culgar music is as
likely to operate on such occasions as the most refined and
perfect*. Accqunting for the remedial result, by the oscil-
lations and vibratory action produced in the nerves, and not
by the elegance, beauty, or stiongly-conceived passages of
the music, he conceives that ever the paius of the sciatica
may be relieved by tlie perfoimance of the most indifferent
composition; that is, that the successive sounds may be ca-
pable of giving motion to the humours, and removing the
obstructions which occasion the disorder. And, certainly,
not ouly Burttte, but many modern philosophers, physicians,
and anatomists, have behieved, that musical sounds are cu-
ducd with the power of aflecting not only the mind, but the
nervous system, to a degree that will effect a temporary re-
lief of certain disorders. ¢ It is,”" says M. de Mairan, (in
the Memoius of the Academy of Sciences, 1737) “ from
the mechanical and involuntary connexion between the organ
of hearing, and the consonances excited in the outward air,
Joined 1o the rapid communication of the vibrations of this
organ to the whole nervous system, that we owe the cure of

* The savages of America pretend to perform cures by the noise
and jargon of thewr musical instruments; and every body has heard
of the story of the bitc of the Tarantula, and of the particular tune to
the performance of which the power of the virus yields. it is curlous,
that Dr. Mead, Baglier, and all the learned of their time, should have
had faith in an assertion, the i{allacy of Which philusophical inquiry
has since so satisfacterily proved.
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.
spasmodic disorders, and of fevers 'at;ended with a delirium
and couvulsions, of Which our Memoirs furnjsh numerous
examples.””  From Dr. Bianchini’s, work, consisting of a
collection of all the passages preserved in ancient’ authors,
relative to the medicial applicatign of music by Asclepiades,
it appear§ that music was 'used as a remedy by the Egyp-
tians, Hebrews, Grecks and Rom’ms, not only in acute, but
chroweal disorders. Though most of these instances of the
power of melody over diseases are, perhaps, exaggerated, or
altogether lmagmary, some of them may really have hap-
pened; since great effecty have sometimes arisen’fi om trivial
causes.  Itis by no means difficult to conceive, that as the
poctry of the ancients stimulated the mind, the sounds of
the mdsic gavé motion to the nerves; that the fervid con-
ceptions in the one, and the emphatic mtonatlons of the
other, were sometimes capable of lllﬂuel1c|n51)otll intellect
and sensation, and that transient changes in, the ‘mental or
corporeal economy, might result.  This, it 1s natural to ima-
gine, would be more likelysto take place, as the music was
more simple and, intelligible to the plain untutored ear.
That some extraordinary effects have been produced by
the combination of poetry and music, it would be too much
to deny. So much fable, fable though it be, was not built
upon a vacuum. Sdme basis was necessary to support the
superstructure, light as it is; and this is the only question to
be asked—How has it happeuned, that, occasionally, effects
thus arose from the operation of musical sounds, which, in
our days, those sounds cannot command?+ Why,

*“ When M.usic, heav’nly Maid! was young,
While yét in early Greece she sung,
*Had she more strength, diviner rage,
Than alt which charms this laggard age?”’

'Tht -reason for this appears to be, that in after times,
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musiobecame too refined; that art superseding nature, di-
rected modulated sound more to the tnental than the pas-
sionate faculty; that wstead of remainihg the rude, but
robust and efficient child of fancy and simpflicity, she became
the adopted amtl delicate qffspring of complex science and
sophisti :ated taste. By degrees, *every thing that vag natu-
ralpwa: deserted, and every thing that was artificial adopted.
Harmony, and a multiplicity of parts, destroyed the ynity,
and thereby divided the force of the effect. The ear be-
came cultivated, but sensation enfeebled. All things have
their price ; and the price of a mwore polished and compli-
cated music was, the loss of those irresistible and transporting
excitations, of which we read in the accounts of the ancient
melopeia. What 1 have said in onc of my comménsarics
on a passage in the fifth book of Lucretius, expresses my
sentiments ([®may say my conviction) so fully on this topic,
that I requiest tp be indulged in its insertion in this place.

‘ Since, as a science operating by the emotions it arbitra-
rily excites, music may be fele without ours acquaintance
with its principles, we may conclude that spunds were gra-
tifying tg the ear, gven before they were modulated into ap-
preciable intervals, or supposed to have any harmonic rela-
tion. Poetry spcaks to the mind through the medium of
some sentigent, founded on principles® previously compre-
hended ; and Painting, by the rcpicsentation of objects fa-
miliar to the sense: but Music, as a power opergting by the
variety of the successive vibrationg imparted to the uerve,
warks on the mind and moves the soul, agreeably to the
relation. between the excited tremulations and this or that
passion of our nature. Music, therefore,to arrive at some
of its most powerful effects, had not to wait for thdt scientific
form which it gradually assumed. Not only was the unin-
structed sense better qualified to be impressed, and the pind,
in its most simple state, more subject.to the vibratory’ com-
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munication, but the mechanical force of the sounds was reither
evaded nor"weakened!by auy systematic regulation or re-mo-
delling of the ear’; and th¢ soul, unoccupied by the consi-
deration of the Complicated structure of what it heardy
received at once, pure and unmixed, the sofiorous appeal,
But when Science formed he.r diagram of harmony, her pre-
parations and resolutions of discords, and her diluted :nd
confracted intervals, the general ear began unconsciously to
receive an education, which in part diverted the mind from
the natural impulse it had at first involunt‘\rily obeyed 5 and
though the feelimyg now awakened were more e'legunt and
refined, thepassions were less powerfully roused.

“If we are surprised at the extraordinary effects said to
have «been produced by the Grecian music, especially by
that of their seven modes called the Phrygidn, it is because
we forket, that with the growth of our science, ‘our ears are,
as it were, newly modelled. By the refinement of our me-
lody, and complex construction and evolutions of our har-
mony, we have obtained a sweetness, elegaunce, dignity, and
grandeur, of whigh the ancient Grecks had no conception;
but h'wo lost the means of making, and the fitness for, re-
ceiving, "those powerful and transporting impressions which
their music was calculated to impart, and the comparatively
natural susceptibility Of their ear, to feel. How far the rule
may hold in the other arts, we need not here inquire ; but,
certainly, with respect to music, the most simple is the most
sensible state of the mind ;. the state in which it is most alive
to warm and passionate impressions. - * .

“In vain, were it in our power, would it now be to revive
the softness of the 1.ydian mode, and the fury of the Phry rian ;
to strive to .melt the soul to pity, or exasperate it to rage, by
the power of music; huch less possible were' it to excite its
rapturgs by any efforts of our piesent profound and co'mpli-
cated theory. To admit that the ancients were acquainted
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with eounterpoint, would not be to sanction the extraordinary
relations respeeting the effects of theirsmusic, - " The volu-
minous, . pealing masses of plain harmony, and the puissant
rajesty Of the high-wrought fugue, may imfpress thesoul with
greatness, and‘elevate the solemnity of public devotion; but
will ot kindle the ecstacy of love, or the paroxysm of anger.
Far the dissolving, exhilaiating, and inflaming strains, said to
have been enjoyed by the Greeks, we substitute the.noble
and the sublime; for their simple softuess, a laboured refine-
ment; and indulge in an elegance of expression and gran-
deur of combination, suitable to oar more delicate sentiment,
our tranquil dignity, and profundity of science *.”

Since in a, former page, I have endeavoured to demon-
strate, that Gieek music was indebted to ¢ its combisation
with poctry, for such of the related effects as really may
have occurréd,” it will be but just to show, that the dncient
poetry was uner equal obligations to the charms of music;
that it was imperfect and meflicient without its aid. The
strongest possible proof of the necessity of the aid of music
in poetical recital, is, undoubtedly, to be drown from its con-
stant employment. in the drama. Could the ancients have
dispensed with it in any province of the metric art, that pro-
vince would have been in representative poctry. Not only
the dignit* of the epic muse, and tlie description .of the
padtoral, the rage of the ode, and the palllos; of the elegy,

«* A more decisive tvidence than the following fact cannot be given
or required, that eithcr we are entirely ignorant respecting what consti-
tuted the charm of the Gieek music, or have spoiled our ears by
science and excessive refinement. Meibomius (the lcarned Meibo-
mius, who had dgvoted his life.to the study, of the ancient meopeeia,
and the discovery of its principles and powers) being prevaiied on at
the court of Stockholm to sing Greek stroplm, set his whole :lud.cnco
in a rosr of laughtert
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required to be recommended and enforced by musicadinto-
nation, but even the Mrama, dignified by plot, embellished
by the grace of action, and elevatgd by the influence of
clmracter, incident, and situation, derived an accession of
strength from that melodial auxiliary, wnth which the poet
never yeiftured to dlspensh. that aid by which he added
passion to interest, and arrived at the acmé of his power
over tle souls of his audience.

Even then, that species of peetry which enjoyed every
other support, was dependent on music. And, again, not
only was music necessary o the drama generally, but most
necessary to its higher order. Aristotle calls it the greatest
embellishment that Tragedy can receive. And from innume-
rable, phssages in the ancient writers, we lcain, that all the
dramas of the Greeks and Romans, were not only sung, but
accompanied by musical mstruments, While® metric dia-
logue delighted the eur, and story in representation fixed
and interested the mind, music heightened the passion, and
completed the triumph. Of the advantage of theatrical
music the ancients were, indeed, so sensible, that they never
omitted to avail themselves of its advautaze. Dramatig re-
citation'was comstantly called by the Greeks, melos, melody ;
and by the Latins, modulatio, modus, canticum ; terms which
signify singing*. °

* The t.heat.res of Greece and Tialy were so spacious) that a musi-
eal declamation must have beeh necessa y to nperioomer’s bemg dis-
tinctly heard.  Insuch immeuse arcas, commmon speech would scarcely
have been audible : wnd it is well known, that the neeessity for aug-
menting the force of thic voice first suggested the wdea of the metallic
masks, used |.):y the actor, as speaking ttumpets; and 10 that of the
Echeia, or harmonic vasés, sud by Vitruvius, to have been provided
for the.nugmentation of the gonnd.  But it is diflicult to imagine bow,
even with these, or any other ails, a perforwer pould be heard and
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Th: management of the voice was the actor’s peculiar
care. Nothing was omitted that coul render it more so-
norous ; even i the hgat. of action, it wds governed by the
tones of instruments, that regulated the <ntervals by which
it was to move. The mglos, however, which was used in
the declamation of the actors, was not employéd  in the
cha us. As in the rehearsal of the epic, there were two dif-
ferent kinds of rhapsodists; those who recited, and ,those
who sung ; so i the performance of the druma, there were
those who chanted, and those who melodized; those who de-
claimed in recitative, and those.who vociferated in song.
The first scrved to render speech more articulate, and the
second, to give a morc imposing grandeur to the assemblage
of the dancers whose exhibitions foimed the interiude, or
inter-act, first introduced by Fschylus. Hence, with the
ancients, the word chorus, equally meant a group of singers,
or a company.of dancers¥.

The ancient declamation being but a species of recitative,
though it possessed a poetical rhythm, it could not, in its
measures, be sirictly musical ; it was incapable of partaking
of t‘}mt‘ uniform divisipn of time indispensable to tune, or
air.  Voltaire, speaking of the musical chardcter of the an-
cient drama, asserts in unqualified terms, that the mclopeia
of the ancients was a declamation directly similar to that of

understood, in a theatre capable of containing forty thousand persons,
ag that of Pompey, or twice that number, as that of Ieaurus. (Vide
Pliny, 1. 36. 15.) o :

* Déhncing, in the old drama of the Grecks, sometimes meant no
more than moving and acting gracefully. According, to Lucian, a
single dancer, or mime, was able to express all the inciderts and senti-
ments 6f a whole tragedy, or epic pocm, by durab signs, aided by
music. And, for a long time, singing and dancing were ragularly
nnited, and professed by the same person.

3
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the ;rnodern Italian opera: and feels as well assured, that our
operatical chorus equilly resembles the chorus of the Greek
tragedy.* It seems, that not ouly modern musicians, but
modern poets, flatser themselves, wuh having “discovered, tQ
exactness, what the ancient dramatic music must have been ;
that the former, from theirninlima'cy with musical principles,
and the latter, from their knowledge of poctical constructign,
confidently assume to judge, and to determine. But, after
all, plain good sense, and an assiduous cxamination of the tes-
timonies left us, are the best guides: for iustance, we learn
more from a few Jpassages in Cicero concerning Roscius,
than from the most ingenious conjectures of the l€arned,
whether in science or letters. The Roman orator tells us
{de Oret.) that Roscius had always said, when age should
diminish his force, he would not abandon the stage, but
would®proportion his performance to his poweps, and make
music conform to the weakness of his voice ; which, indeced,
really happened ; for the same author informs us (de Leg.)
that in his old age, that actor sung in a lower pitch of voice,
and made the tibi_gines play slower+. 'This circumstance of

() .
2
d .

* ¢« This 1 know,”” says this celebrated author and critic, ¢ that
our musical tragedics, (opcras) so bewitching by the charms of their
melodies, and magnificence of their decorations, have a défect which
the Greeks always avoided ; a defect which has transfornted the most
beautiful, ond, sin other respects, the most regular tragedies that ever
were written, into monsters : fqr can any thing be more “absurd, than
to terminate every scene by one of those detached airs, which inter;
rupt the business, and destroy the interest of the drama, in order to
afford an opportunity to an effeminate throat, to shine in tnlls sud di-
visions, at the,expence’ of poetry and good sense. (Dissert. sur la
Tragedie Ancienne et Moderne )

+ Our English Roscius Wwas wiser. He quitted the ‘hoards wlnle bis
mental powers, corporeal activity, and the public admiration, were yet
in their zeénith.

YOL. 1. G
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the tjbicines being made to play slower, would alone be
sufficient to prove, that the accompynying music was not
measured melody, or air, since such an’alteration of the time,
in song, would have amounted to a change of the senti-
mental effec., and have ruined the interest it was intended to
support.

Jn the Greek tragedy, Plutauch informs us, the accompa-
mment of the recitation was performed by the cithara, and
other stringed instrumeuts, after the manner in which Archi-
lochus had embellished his jambics ; a position supported by
Athenzus, who (lib. 1. cap. 17. p. 20) speaks of Sophocles
playing the cithara himself, in his tragedy of Thamyris.
But the Roman comedy was accompanied with equal and
unequal flutes, as we learn from all the most ancizut ma-
nuseripts of Terence, *

It appear-, then, that neither tragedy nor comedy, ¥id, or
could, dispense with music : that the dialogue and the chorus
of the one, and the diverbia of the other, were uniformly
under the necessity of being accon¢panied; that is, that
poetry, even when surrounded and adorned by all its other
aids, required, for its command over the p;ssions, the stimu-
lant of appreciable intonation; that the lights and shades of
elocution, without the varieties and beauties of modulated
sound, were impotent; that neither M2lpomene could afflict,
nor Thalia exhilarate, uniess aided by the voice of Polyhymma.

The dramatic music of the ancients is a subject of that
extent and importance, that had the prescribe& pl;m of this
work permitted, it would have excused my devoting a chap-

* Dr. Burney, hefore he had been in Ttaly, thought t'hat these equal
flutes were unisons, and the unequal, octaves to each other ; but the
numerous representations of them, which he afierwards say there
rather shook than confirmed this opinion. .
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ter to its separate discussion. The remarks that have ybeen
offered, will, howeverafford the reader a tolerably perspi-
cuous idea of its nature and extent; and while they serve to
illustrate the posision, that poetry and music are hot only
mutually, but equally, indebted to_each other,. Will convince
the unprejudiced, that not only was it 1mpossxble that music
alone should have worked those wonders, of which we regd,
but that, without poetry, to excite sentiment, and supply an
object upon which to fix that sentiment, melodious sounds
can only awaken gencral and vague sensations, which how-
ever gratifying to our anipal nature, wilf not redch the ra-
tional soul; and that, comsequently, the ancient music,
merely as music, could not produce those effects attributed
to it hy*many of the ancient writers,

G 2
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CHAP. V

EGYPTIAN AND HEBREW MUSIC.

-

AFTER all that has been said of Mercury, Apollo, and
the Muses, as the inventors of Music, from whose ingeruity
it originally sprung, still remains a problem. But if the
praise due tor its first cultivation, is to be awarded to some
one country, that which first distinguished itself by its supe-
rior excellence in other arts and sciences, seems to have the
higher claim to the honour. Where Géometry was invented,
and Architecture exhibited in its most grand and magnificent
aspect, it is perfectly natural to suppose that music first arrived
at some degree of refinement ; that there it first attained the
power to gratify tasteful ears, and sentimental minds. Indeed,
to endeavour to trace the harmonic scierice to a higher source
than that of ancient Egypt, the state of whose music we are
now about to examine, would be a fruitless task,

The assertion of Diodorus Siculus, that the Egyptians
prohibited the cultivation of music, is contradicted by Plato,
who studied and taught in that country thirteen years.

“ Athen. 'The plan which we have been laying down for
the education of youth, was known long ago to the Egyp-
tians, viz. : that nothing but beautiful forms, and fine music,
should be permitted to enter into the assemblies of young
people.  Having settled what those forms and that music
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should be, they exhibited them in their temples ; nor'was it
allowable for painters, or other imitative artists, to innovate,
eor invent, any forms different from' what were ec.tabllshed
nor is it now lawful either in painting, statuary, or any of
the branghes of music, to,make *any alteration. Upon exa-
mining, therefore, you wxll find, that the pictures and statues
made ten thousand years ago, are, in no one particular, better
or worse than what they are now.

“ Clin. What you say is wonderful.

«“ Athen. Yes: it is m the true spisit of legislation and
policy. Other thhgs prncmed among that people ntay, per-
haps, be blameable ; but what they ordained about music is
right;,and it deserves consideration, that they were able to
make laws about things of this kind, firmly establishing such
melody as was fitted to rectify the perversersss of nature.
This must have been the work of the Deity, or of some
divine man; as, in fact, they say in Egypt, that the music
which has been so long prescrved, was composed by Isis,
as was likewise the poctry.” (Plat. p. 789.)

And Herodofs, after telling us, that the Egyptians were
the first who introduced festivals, c_erémonies, and nlediatory
transactions with the gods, says, that at the annual festivities
at Bubastis, where they assembled to worship Diana, men
and women embarked in great numbers ; and that during the
voyage, some of the women heat upon a tabor, while part
of the men played on the pipe; the rest, of both sexes,
singing, and clapping their hands together at the same time.
At every city that lies in their passage, they haul in the
vessel, and some of the women continue their music.» From
this Fathes of History we also learn, that in the proces-
sions of Osiris, or Bacchus, the Egyptian .women carried
the lmages, singing the praises of the god, preceded by a
Slute ; ,and that among other memorable customs, the Egyp-
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tians sung the song of Linus*, like that which was chanted
by the Phoenicians, Cyprians, and other nations, who varied
the name according to ‘the different lang?ages they spoke.
And Straboe {(B. 1.) says, that the children of the Egyptians
werc taught letters, the songs appointed by law, and a cer-
tair species of music establishud by government, exclusive
of 1ll others. T'o these testimonies we may add, that most
of the musical insttuments of the ancient Greeks were of
Egyptian inventiont.

These evidences . of the high estimation and general use
of music, in LEgypt, corroborated by tie proofs still re-
maining at Rome, and at Thebes, render its Ingh antiquity
indubitable.

With the story of Mercury, and the shell of the tortonse
left on the ghore by the Nile, the reader has already been
made acquainted. But it is genecrally inagined, that there
weie two Mercuries in Egypt, both persons of eminent abili-
ties, but who lived at very distant pericds. To these are as-
cribed the invention of the Dichord, or lyre of two strings,
and the Trichord, or lyre of three strings; while the Mo-
naulos s said, by Atuenzus, to have been originally con-
structed by Osiris, first an Egyptian king, and then the proto-
type of almost every other god of antiquity.

‘

# Linus, according to the same author, was by the Egyptians called
Maneros, and thought to have been the only son of the first of their
kiags. Dying in tne flower of his age, he was lamented in this
mournful song.

1 As the triangular lyre, the monaules, or single flute ; the cymbal,
or kettle-drum ; and the sistrum, an instrument of sacrifice, which
was so multiplied by the priests in religiouss ceremonies; and in such
great favour with the Egyptians in general, that Egypt was often
ealled the country qf Sistrums,

3
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Dr. Pococke, in his Description of the East, speak-
ing of the remains of the magnificent tomb of Isman-
des, or Osymandu'os, observes that the walls of its chambers
are still adorned with sculpture, and with z'n,ctruments of
music.  What kind of mstruments these wene, the Doctor
does not explain; but by the following: friendly communica-
tion. from Mr. Bruce, the cclebrated searcher of the soufce
of the Nile, to Dr. Burney, who had requested information
respecting them, we are enabled to form a tolerably accurate
idea of their forms and effects, as well, as of the state of
music in Abyssinia?

.
»¢ Dear Sir,

« I have employed the first leisure that bad weather has
enabled me to steal from the curiosity and kindness of my
friends, to make you two distinct drawings of the musical in-
struments, you desired of me. I sit down now to give you
some particulars relative to them, and to other instruments
of less consequence, which I found in my voyage in Abys-
sinia to the fountains of the Nile.

“ I need not tell you, that I shall think myself owerpaid,
if this, or any thing else in my power, can be of service to
you, or towards' the history of a science, which I have always
cultivated, with more application than genius ; aitd to which
I may say, however, that I owe some of the happiest o-
ments of m life. .

“ I have kept both thedyre and harp of such a size as not
to exceed a quarto page: but I hope you will find, that all
the parts appear distinctly. I did not choose to embarrass
the harp with the figure which is playing upon it, because
this would* necessarily conceal great part of the instrument;
and your business is with the instrument, not with the figure.

“ There are six musical instruments known in Abyssinia;
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the flute, the trumpet, the lceltlc-drum? the tambourine, the
systrum aud the lyre.

“ The four first are.used in war, and are by much the
riost common ; the fifth is dedicated to the service of the
chuich; and the sixth is peculinly au attendant on festivity
ane rejoicings. ‘ L T

" There aie two principal languages in Abyssinia, the
Athiopic, which is the literal, or dead language; aud the
Ambharic, or language of Amhara, spoken by the court:

“The flute in the Athiopic, is called Kwetz, a word
difficult to be written or sounded it ingligh: m the Ambaric
it is called Agiidii; it 1s about the shape ang size of the
German flute, but played upon long-ways, with a mouth-
picce, resembling that of the clainet; its tone is m;t‘loud,
but accompanied with a kind of jar, like a broken hautbois ;
not owing to any accidental defect, but to construction or
design, as it would not be esteemed without it*.

The kettle-drum is called, in both languages, Nagareet,
because all proclamations are made by the souud of this
drum, (these are called Nigdr) if made by governors, they
have_the force of laws W their provinees; but if made by
the kirlg, they arc for all Abyssinia. The kettle-drum is a
mark of sovercign power. Whenever the king promotes a
subject to,be a governor, or his licutenant-general in a pro-
vinee, he gives him a kettle-drum and standard, as his inves-

o

* I think with Dr. Burney, that the jar Mr. Bruce mentions as
confornlable to the construction and design of Lhis tnstrument, must
have arisen either from the vibration of the rced, or $ome unfixed
part of the instrument left lcose for the purpose of that particular
effect. Tt is from the tremulation of their reeds, that the hautbois
and bassoons derive the murmuring thickness of their tones.
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titure. The king has forty-five of these drums always beat-
ing before him when he marches. They are in shape and
size like ou.only they are braced very disadvantagcously ;
for the skin is straiied over the outer rim, ar lip of the drumy
and brought a third down its outside, which ('icadens it ex-
cwdmgly, and deprives it of that clear metallic sound which
ours has.  Each man has but a siugle drum upon the lsft
side of his mule, and beats it with a crooked stick about
three feet long.  Upou the whole, its sound is not disagree-
able, aud I have heard it at an incredible distance.

“ The third instsument¥s the small drum, called Iibiiro,
i Eihiopic and Amharic; though in some parts of Am-
hara, it.is also called Hitimo. It is about half the diame-
ter, ahid twice the length, of our common drumj it is just
the tambourine of Proveuce, only rounded to a point at the
lower end. 'This is beaten always with the hand, and car-
ricd sometimes on foot, somctimes on horselack, when an
inferior ofticer (not haying a Nagarcet) marches.

“The trumpet is called MéEl&ket, and Kenet in Ambaric,
but Keren in &lthiopic (or horn); which shews of what
materials it was anciently formed. ltis now made of a cane
that has less thau half an ch apefture, and about five fect
four inches n length.  To this long stalk is fixed at the end,
a round picce of the neck of a gpurd, which has just the
form of the round eud of our trumpet, and is on*the outside
ornamented *with small white shells; it is all govered over
with parchment, and is a very neat instnment. This trum-
pet sounds only onc note, [, in a loud, hoarse, and ternUle
tone*. It is played slow when on a march, or befpre an

’ L]

»
* This is the description of the New “Zealand truthpet, which is ex-
tremely sonorous ; but when blown by the natives, merely nionoto-

nous. Jtis, however, said to be rcally capable of all the variety of
3 3
tones produced by the European timnpet.
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enemy appears in sight ; but afterwards, it is repeated very
quick, and with great violence, and has the effect upon the
Abyssinian soldiers, of 'transporting them. abs@iitely to fury
and madness, and of making them so regardless of life, as
to throw themselves into the middle of the enemy, which they
de with great gallantry. I huve often, in time of peace,
tned what effect this charge would have upon them, and
found that none who heard it, could continue seated, but
that all rose up, and continued the whole time in motion.

“ The fifth instrument is the sistrum : it is used in the
quick neasure, or in allegros, in ‘singing® psaims of thanks-
giving. Tach priest has a sistruin, which he shakes in a
very threatening manuer at his ncighbour, dancing, leaping,
and turning round, with such an indecent violence, that he
resembles rather a priest of paganism, whence this instru~
ment was derived, than a Christian,

“ The sixth’and last instrument is the /yre, which is never
played solo, but always in accompanying the voice, with
which it plays constantly in unison; nor did I ever hear
music in parls, in any nation, savage or" polished, out of
Eurvpe. This was the last refinement music received, after
it was in possession of complete instruments, and it received
it probably in Italy *,

¢ The lyre has sometimes five, sometimes six, but most
frequently seven strings, made of the strings of raw sheep
or goat skins, but extremely fine, and twisted ; they Tot soon,
are very subject to break in dry "weather, and have scarce

——

* Mr. Bruce, though no musician, speaks on this subject, with the
intelligence of an informed and sound proiessor. Nothing can be
farther from the verge of probability, than that the arcana of counter-
point should have revealed themselves to the early ages of th= world,
or to uncivilized nationg.
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any sound in wet. From the idea, however, of this instru-
ment being to accompany and sustain a voice, one would
thiuk that it was better mounted formerly.

“ The Abyssinians have a tradition, that the sistr um lyre®
and tambouiine, were brought from Egypt mto Aithiopia,
by Thot, in the very first ages of the,world. The flute,
kettle-drum, and trumpet, they say, were brought from Pa-
lestine; with Menelek, the son of their queen of Saba, by
Solomon, who was their first Jewish king.

“ The lyre in Ambharic, is called Bég, (the sheep); in
Ethiopic it is calledd m&sihko; the verb sinko signifies to
strike strings with the fingers : no plectrum is ever used in
Abyssinia; so that mesinko being literally interpreted, will
signify the stringcd inslrument played upon with the fingers.
"This would, seem as if anciently there was no other stringed
iustrument in Abyssinia, nor is there any other still.

¢« Indeed, the guittar is sometimes scen in the hands of
the Mahometans, but ,they have brought it with them from
Arabia, where they go every year for trade or devotion.
This instrument shaving a neck, is from that circumstanee,
surely modern.  Necks were probably inserted aft®restrings
of ditferent lengths and -sizes had beén so multiplied' upon the
harp and lyre, that more could not"be added without con-
fusion. 'This improvement of producing several fotes upon
one string, by shortening it with the momeutary pressure’ of
the fingers, was then introduced, and left little more to do,
besides the invention of the bow, towards bringing stringed
instruments to their utmost perfecuion. ** .

“The sides which constitute the frame of the lyrg, were
anciently composec of the horns of an animal of the gout
kind, called Agazan, about the size of a small cow, and com-
mon in the provinces of Tigre. I have seen several of
these instruments very elegantly made of such horns, which
nature seems to have -haped on purpose. Some of the
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horts of an African species of this animal, may be seen in
M. Buffon’s History of the King of I‘rance’s Cabinet.
They are bent, and less regular than the Abyssinian; but
-after fire- -arms became common in the ‘province of Tigr€,
and the w oods were cut down, this animal being more scarce,
tl e lyre was made of a light red wood : however, it i§ always
oit into a spiral twisted form, in imitation of the ancient
materials of which the lyre was composed. The kingdom
of Tig&, which is the largest and most populous province
of Abyssinia, and was, during many ages, the seat of the
court, was the first which reccived letters, and civil and re-
religious government; it extended once to sthe Red Sea.
Various reasons and revolutions have obliged the inhabitants
to resign their sca-coast to different barbarous nations,
Pagan and Mahonu.lan ; while they were in possession of it,
they say that the Red Sea furnished them with tortoise-shells,
of which they made the bellies of their lyres, as the Egyp-
tians did formerly, according to Apollodorus and Lucian ;
but having now lost that resource, they have adopted in its
place, a particular species of gourd, or pumpkin, very hard
andk thi¥n the bark, sull imitating with the knife the: squares,
compartments, and figure of the shell of the tortoise *.

“ The lyre is generally from three feet to three feet six
mnches bigh; that 1s, from a line drawn through the points of
thé horns, w0 the lower part of the base of the sounding-

* Upon Mount Parthenius there was an exceilent breed of tortoises,
for the pwipose of making the bellies of lyres; but the inhabitants
supposing these anbuals sacred to Pan, would neither use them, nor
suffer strangers to take them'away. (Pausanias, In drcad ad Cal-
cem.) Dr. Burncy justly observes, that this proves it to have been at
one time the common practice in Greece, as well as in Abyssnma and
Egypt, to apply the sllgll of the tortoise to the lyre.
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board. Tt is exceedingly light, and easy of cariage, as an
instrument should naturally be, in so rugged and mountain-
ous a country.

“ When we consider the palts whlch compose this lyre, .
'we cannot deny it the carliest antiquity. Man "n his first
state, was % hunter, and a fsher, and the oldest instrument
was that which partakes of that state¥. The lyre, comy
posed of two principal pieces, owes the one to the horns of
an animal, the other to the shell of a fish.

¢ 1t is probable that the lyre continued with the Ethiopians
in this rude state, as long as,they confined (hemselves to their
rainy, steep and rugged mountains ; and afterwards, "when
many descended from the Nile in Egypt, its portability would
recomneénd it to the extreme heats and weariness of their way.
Uponstheir arrival in Egypt, they took up their habitation in
caves, in the sides of mountains, which are inhalfited to this
day. Even in these circumstances, an instrument larger than
the lyre, must have been inconvenient, and liable to accidents,
m those caverns; but‘when the pcople increased in their

* numbers and coujage, they ventured down into the plain,
and built Thebes. Being now at thejr ease, and in a fine
climate, all nature smiled around them, music and other arts,
were cultivated and refined, and the imperfect Iyre was ex-
tended into an instrument of double its former compass and
volume. The size of the harp could be no® no Tonger an ch-
Jjection; the Nile carried the inhabitants every where easily,
and without effort : and we may naturally suppose, in the fine
evenings of that country, that the Nile was the favourite scene
upon which this instrument was practised; at least the
sphinx and lotus upon its head, seem to hint that it was,
some way connected with the overflowings of the river.

» .

* Mr."Bruce overlooks the rced;-a musical 'm§trumgnt formed by
Nature! Vide Note,
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“ Pehiud the ruins of the Lgyptian Thebes, and a very
little to the N. W. of it, arec a great number of mountains,
hollowed into monstrous caverns ; the sepulchres, accordmcr
to tradition, of the fiust kings of "Thebes. . The most consi-
derable of faese mountalsls thus hollowed, contaius a large
sarcophagus ; there are two panmels, one on eaclr side; on
that of the right is ‘the figure of the Scarabeeus Thebaicus,
supposed to have been the hieroglyphic of immortality?} on
the left is the crocodile, fixed upon the apis with his teeth,
and plunging him into the waves: these are both moulded
into basso relievo,'in the stucco jtself. 'Thisis a sufficient
indication of the grotto, to any onc who may wish to exa-
mine it again. At the end of the passage on' the left hand,
is the picturc of a man playing upon the harp, pdinted in
fresco, and quite entire, e

“ He is tlad in a habit madec like a shirt, such as the
women still wear in Abyssinia, and the men in Nubia. This
seems to be white linen, or muslin, with narrow stripes of
red. Itreaches down to his ancles’; his feet are without
sandals, and bare; his neck and arms are also bhare; his
loose, wide sleeves are gathered above his ‘elbows ; ; his head
is close shaved; he ‘see,ms a corpulent man, of about fifty
years of age, in colour rather of the darkest, for an Egyp»
tian. . '

“'To guess bysthe detail of the figure, the painter should
have had about the same degree of merit with a good sign-
painter in Europe; yet he has represented the action of the
rpusician in a manper never to be mistaken. His left hand
seems employed in the upper part of the instrument, among
the notes in allo, as if in an Arpeggio ; while stooping for-
wards, he seems with his right hand to be begmmng with
the lowest string, and promising to «ascend with the most
rapid execution; this action, so obviously rendered by an
indifferent artist, .shews that it was a common onc in his
time, or in dther words, that great hands were then frequent, -
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and ‘eonsequently, that music was well understood, and, dili-
gently followed.

« If we allow the performer’s stature to be about five feet
tén inches, then we may compute the harp, in its.extreme.
length, to be something less than six feet and a half. It
seems to support itself in ethbno ou its foot, or base, and
needs only the player’s guidahce, to keep it steady. It has
thirteen strings; the length of these, and the force and
hberty with which they are treated, shew that they are made
in a very different manner from those of the lyre.

¢ This instrument 1s of A much more-elegant form than
the triangular Greclan lmrp. It wants the fore-piece’of the
frame, opposite to the longest string, which certainly must
have improved its tone, but must likewise have rendered the
instrument itselfl weaker, and more liable to accidents, if
carriage had not been so convenient in Egypts The back
part is the sounding-board, composed of four thin pieces
of wood, joined together in form of a cone, that is, growing
wider towards the bottom; so that, as the length of the
string increases, lhe square of the (,orrt.spondmg space in
the soundmg—boand in which the tone is to undulate, always
increases in proportion.

“ Besides that, the principles upon which the harp is
constructed, are rational and ingenious ; the ornam.ental parts
are likewise executed in the very best manner; the bottom
and sides of thc frame seem to be veneered, or .inlaid, pro-
bably with ivory, tortoise-shell, and mother-of-pearl, tha
ordinary produce of the neighbouring seas and deserts. It
would be, even now, impossible to ﬁn‘ an instrument with
more taste and elegance. )

¢ Besides the elegance of its outward form, we must ob-
serve, likewise, how near it approached to a-perfect instru-
ment; for it wanted only two strings of having two com-
plete octaves in compass. Whether these, were intentionally
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omitged or not, we cannot now deternine, as we have no
idea of the music or taste of that time; but if the harp be
painted in the proportlons in wluch it was made, it might be
.demonssrated, that it could scarce bear wore than the thir-
teen stringswith which it was furnished. ludecd, the cross
bz would break with the tension, of the four long({st,‘ if they
wre made of the 'size and donsistence, and tuuned to the
p,Lch that ours are at present. '

“ I look upon this instrument, then, as the Theban harp,
before and at the time of Sesostris, who adorned Thebes,
and probably caused it to be painted there, as well as the
other Yigures in the sepulchre of his father, as a monument
of the superiority which Egypt had in musi¢' at that time,
over all the barbarous nations that he had seen or comquered.

¢ Astronomy, and, we may imagine, the other arts, made
arapid progress at this period in Upper Egypt, and conti-
nued to do so_for fifty years after, between which time, and
the Persian conquest, some catastrophe must have happened
that reduced them to their lowest ebb, which historiaus have
mistaken for their original,

“ We know about the time of Sesostns, if, as Sir Isaac
Newton supposes, tlus prince and Sevac were the same,
that in Palestine, the harp had only ten strings; but as Da-
vid, while he played upon it, both danced and sung before
the ark, it is plain that the instrument upon which he played,
could have been but of small volume, and, we may suppose,
little exceeded the weight ofgour guittar ; though the origin
of this harp was. probably Egyptian, and from the days of
Moses, had been refaced in its size, that it might be more
portable in the many peregrinations of the Israclites.

“ The harp, that approaches nearest to this In antiquity,
is represented* upon a basso-relievo «at Ptolemais, in the
Cyrenaicum, a city built by Ptolemy Philadelphus; and it is

there twice represen'ted,
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“ It has fifteen strings, or two complete octaves ; but the
adding these two notes has occasioned likewise the addition
of a fore-piece, to sustain the cross-bar above, so that its
form is triangulary the extremlty of the base is rounded intp
a ram’s head, which seems to allude to its Thedan original ;
and I should imagine that.this instrument is likewise Egyp-
tian, as no harp with such a fumber of ‘strings has ever bgen
seen, that [ know of, in Grecian sculpture.

“ As the application of pedals has enabled us to disen-
gage the modern harp from its multiplicity of strings, and
brought it nearcr to Theban simplicity, 1 hope our artists,
and Merlin* iu partlcular, will endeavour to introduée into
its form, a litfle of the Theban elegance. It is the favourite
of the ofair sex, and nothing should be spared to make it
beauuful ; for it should be a principal object of mankind to
attach them by every means to music, as it is the only amuse-

* Mr. Bruce here alludes to a most ingenious German mechanie,
who during many years gratified the curious and tasteful, by the public
exhibition of his inventions in Princes-street,‘I{anover-square.n With
a judgmeht unbiassed by his civility in pressing upon my acceptance
for my«elf and friends, a card of gencral admission to his Museum, I
decidedly subscribe o the opinion of his warmest admirers, and add
to theirs my testimony to his mathematical, mechanical, ahd musical

N .

knowledge.
Mr. Merljn’s mind was adequate to the embracing the whole compass

of mechanical science and exeeution ; at least, in the articles connected
with elegant and domestic amusement. One of big ingenious novelties
was a pair of shaites contrived to run on small mctallic wheels. Sup-
plied with a pair of tlicse, he in the character of a Dutchman, nixed
in the group of one of the celebrated Mrs. Corneily’s masquerades
at Carlisle Honse, Soho Square ; when not having provided the means
of retarding his velocity, dr commanding its direction, he impelled
himself pgainst a mirror of more than five hundred pounds value,
dashed it %o atoms, and wounded hin{selt' most seveyely.

VOL. I. H
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ment ¢hat may be enjoyed to excess, and the heart still re-
main virtuous and uncorrupted.

« I shall say nothing of the capabilities of this harp, nor,
what may be proved from it relative to the state of music,
at a time when men were able to make such an instrument;
I shall with patience expeét this detail from you, better qua-
lifed than any one I know in Europe, for this disquisition ;
it is a curious one, and merits your utmost reflection'and
attention, '

“ It overturns all the accounts of the earliest state of an-
cient music and ifistruments in Egypt, and is altogether in
its form, ornaments, and compass, an ‘mcontestable proof,
stronger than a thousand Greek quotations, that geometry,
drawing, mechanics, and music, were at the greatestvperfec-
tion when this harp was made; and that what we thmk in
Egypt was the invention of arts, was only the beginning of
the era of their restoration.

“ ] am, &ec.

“JAMES BRUCE*.”

That many arts, after having arnved at perfection, have
shared' the same fate ag the kingdoms in which tney have
been cultivated, can scarcely be doubted. The instrument
represented upon a hasso-relievo at Ptolemais, and so satis-
fagtorily described by Mr. Bruce, seems to have heen origi-
nally invented in Ethiopia, and not in Greece; for we do
not learn from history, that any of the inhabitants of the

L]

v * I bave presented the reader with the whole of this long letter,
because it not only conveys much curious and valuable information
on a subject directly connected with that bf the state of the ancient
Egyptian and Hebrew music ; but contains many collateral observa-
tions highly worthy of attention. . K
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Grecian states penetrated into that country. Even Alexan-
der the Great never undertook an expedition against the
Ethiopians. . .

" One of the most elegant and curidus of anc:ent musical
instraments, is the Theban lyre. It is, pel'haps, speaking
generally, of no great importance, to_know what kind of
instruments were used, either in Upper or Lower Egypty in
times so remote ; but the Theban lyre has too many claims
to our notice to be passed by in silence. Since it possessed
thirteen strings, three ideas respecting their several degrees,
and the extent of, their scale, will natl;rally present, them-
selves.  Ong will be, that their intervals were semitonic; in
which case, the sounds would correspond with those of the
modern octave. The other, that their adjustment resembled
the Grecian principle of tuning. For instance; if the long-
est string represented Proslambenomenos, the remaining
twelve strings would more than supply all the tones, scmi-
tones, and quarter-tones of the Diatonic, Chromatic, and
Egharmonic genera of the ancients, within the compass of
an octave. The third probable conjecture is, that the
strings furnished the four tetrachords, Hypaton, Meson,
Synemmenon, and Diezeugmenony with Proslambenomenos
for their foundation ; as here given :—

T oS, e
,T—-r__—_—____c_e.e_Q_h.Q___
__1

(@]

DU

_——/
1 23 455 6 7 8 8 9111210111243

* Here arc seventeen notes: but, for the purpose of representing
the signs of the four tetrachords; independent of each other, and
H 2
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Wer can hardly withhold our surprise, that with such a
model before them as an instrument of this compass and
powers, the lovers of music and musical practice, should
bave destended, or retrograded, to the adoption of a lyre of
fewer strings® «Itisa proof of the alternate losses and ac-
qui itions of science. Ptolemy.Soter, Ptolemy Philadel-
plvis, and Prolemy ‘Euergetes, were such sumptuous and
voluptuous princes, that it is impossible to doubt of the High
cultivation of music at Alexandria, during their reigns*, It
is remarkable, that the title of Auletes ( Sute-player) was
given to the father of Cleopatra, gnd the last of the Ptole-
mies. He instituted musical contests at'his palaces, and in
the robe, the buskins, and the crown, and the "bandage and
veil of a Tibicen, disputed the prize with the first musicians
of his time. But however exalted the personages who cul-
tivated musit, and to whatever degree of excellence it was
brought by the, taste and ingenuity of the Lgyptians in remote
antiquity, by the time their country became a Roman province,
they had not only lost all appctite for its enjoyment, but,
according to Diodorus Siculus and Plutarch, actually prohi-
bited itf practicet. That country to which Pythagoras had

thereby rendelmg their distinction the more obvious, the fifth, eighth,
eleventh and twelfth notes, (&, A, C, D) are given twice; so that, in
fact the seventeen express only the sounds of thirteen strings.

* Athenwus (lib. 5.) affirms, that in the Bacchic festival given by
Philadelphus, more than six hundred musicians were employed in the
ckorus; aud that ameng these, there were three hundred performers
on the cithara. And from the same writer (lib. 4.) we learn, that
*¢ there’ never was a people better skilled in music then those of
Alexandvia.” .

4+ Be it howeyer, observed, en passant, that when Diodorus and
Plutarch visited the Egyptians, they were in a state of slavery ; and
though not, like the Jews, in a strange land, yet, like them,, ¢ they
kad hupg their harpe on the willows,” :
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travelled, and where the Samian sage had collected the ma-
terial portion of his musical as well as other scientific know-
dedge, had lost w1th their independence, every elegant pro-
pensity and virtuous ambition, and, with the pencnl the
chissel, the line, and the rule, the flute and l)re were re=
signed, and the cheerful sounds of the flageolet, and the
horn, the syrinx, the trumpet, and the systrum, were hard
no rhore.

On the subject of the music of the Hebrews, it will not
be possible to speak with all the clearness and perspicuity that
would be desirable. Enteloped in almost impenetrable ob-
scurity, it defies elucidation, and discourages research.
Among the inventions attributed by the Jewish lawgiver to
the most remote race of men, the construction and perform-
ance of musical instruments, take a very early station.
Though the Scriptures do not mention the practice of music,
till more than six hundred years after the fiood, (excepting
that Jubal, the sixth, descendant from Cain, is called ¢ The
father of all such as handle the harp and organ”) no one can
reasonably doubt, that long before the Deluge, it was in very
considerable, if not high cultivation. * Guided by thes Hebrew
chronology, we may say, that more than seventeen hundred
years before Christ, musi¢ must have been in familiar use,
because we find it spoken of as understood and practised
about that time. And at a period nearly as low as thitteen
hundred years before Christ, we have the lyrical effusions of
Moses, upon the escape of the people of Israel across the
Red Sea; in which Miriam the prophetéss is represented: as
using a timbrel, followed by women with timbrels and
dances*. )

—

* & [Then sang Moses and the children of Israel this song unto the
Lord, an(l spake, saying, I will sing unto the Lord, for he hath tri-
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Witlout noticing every link of the chain of musical events
furnished by Holy Writ, the circamstance of David having
been called in to administer relief .to Saul afflicted with an,
evil spirit, 'by the palliative powers of his hafp; (1 Sam. xvi. )
his beng met’ when returning from his victory over Gollath
by th. women of all the cities bf Israel, “ singing and
daneing with tabrets, with joy, and with instruments of
music ;7 (1 Sam. xviii.*) the damsels playing with timbrels
in the procession before the ark (Psalm Ixviii. 25) the sons
and daughters of Haman being the musical pupils of their
father +4 David appoiuting four thousand of the Levites to
praise the Lord with instruments,; (1 Chron. gxiii. 5.) the
information in the twenty-fifth chapter of the same book,
that two hundred and fourscore and eight persons were in-
structed and cunning in song ; and again, the intelligence in
the thirty-third chapter, that the singers, chief of the fathers
of the Levitesy who remained in the chambers, were free ;
all these facts are so many evidences to prove, that music
was held in bhigh estimation by the Heb'rews, and very gene-

*

‘ )
- - -
.

umphed gloriously : the horse and his nder hath he thrown into the
sea.”’—Exod. xv. 1.

¢ And Mmam the prophetess, the sister of Aaron, took a timbrel in
her band ; and all the women went out after her with timbrels and
with dances.” , ¢

* And in the following verse, we reads~‘ And the women answered
one another as they* Played, and said,” where the word answered
clearly indicates a musical dialogue; an additional proof that some-
thing like a dramatical management of music then existed.

+ ¢“ God gave to Haman fourteen sons and three daughters. And
all these were under the hands ol their father for song, in the house of
the Lord, with cymbals, psalteries, and harps.” (1 Chron. xxv.) And
Deborah, Judith, and Anne, the mother of Samuel, are all regard’ed by
the Jews as poetesses dng| prophetesses'; that is, singers and musicians,
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rally cultivated among them, especially in solemn and reli-
gious ceremonies.

_ To these striking particulars ought to be added the cure
of Saul. An exAmination of this incident w.onlé involve
the question, whether the evil spixit fled befote the miracu-
lous powér of God, or yielded to the musical skill of David.
Kircher, however, not afraid of making the inquiry, hasgin
his .Musurgia (tom. 2, p. 214, et seq.) venturcd to expatiate
at length upon that extraordinary event, not hesitating to
state it in detail, nor to accompany his account with reason-
ing too curious to le properly omitted in a chapter dedicated
to the reviey of the music of the ancient Egyptians and
Hebrews.

“'That we may be the better able to resolve this question,”
_says Kircher, “ How did David free Saul from tlae evil spirit ?

I shall first quote the words of the Holy Scripture, as found in
the first book of Samuel, chap. xvi. ver. 23. “And it came to
pass, when the evil spirit from God was upon Saul, that
David took a harp, and playcd with his hand : so Saul was re-
Jreshed, and wasywcll, and the evil spirit deparicd from him.
The passage in the holy text informs as very clearly, thes the
evil spitit, whatever it was, was driven away by music; but
how that came to pass is differently explained. The Rab-
bins, speaking on this passage, say, that when David cured
Saul, he played on a cithara of ten strings; they say dlso,
that Dayid .knew that star, by which it was necessary the
music should be regulated, in order to effect the curc: thus
Rabbi Abenezra. But Picus of Miranddta says, that music
sets the spirits in motion, and thereby produces the like
effects on the mind, as a medicine does on the body; from
whence it,;nay be seen, that the comment of Abenezra, is
vain and trifling, and’that David regarded not the aspect of
the stars; but trusting to the power of his instrument, struck
it with' his hand as his fency suggested. *
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¢ And we, rejecting such astrological fictions, assert, that
David freed Saul, not with herbs, potions, or other medica-
ments, as some maintainy, but by the sole force and efficacy of
music. In order to demonstrate which, let it be observed, that
those appllcatlons which unlock the pores, remove obstruc-
tion-, dispel vapours, and chegr ‘the heart, are best calcu-
lated to cure madness, and allay the fury of the mind; now
music produces these effects; for as it consists in sounds,
generated by the motion of the air, it follows that it will at-
tenuate the spirits, which by that motion are rendered
warmer, and more quick in their waction, and so dissipate at
length the melancholy humour. On the contrary, where it
18 necessary to relax the gpirits, and prevent the wounding
or affecting the membranes of the brain; in that case, it is
proper to use slow progressions of sound, that those spirits
and Dbiting vapours, which ascend thither from the sto-
mach, spleen and hypochondria may be quietly dismissed.
Therefore, the music of David might appease Saul, in either
of these two ways of attenuation or dismission : by the one,
he might have expelled the melancholy fiom the cells of
the brajn, or he might, by the other, have dissolved ,it, and
sent it off in thin vapours, by insensible perspiration. In
either case, when the melancholy had left him, he could not
be mad uwil the return of it, he being terrestrial, and as it
were, destitute of action, unless moved thereto by the vital
spirits, which had led him here and there ; but theyhad left
him, when for the sake of the harmony they had flown to
the ears, abandoning, as I may say, their rule over him.
Aund though, upon the cessation of the harmony, they might
return, yet, the patient having been elevated, and rendered
cheerful, the melancholy might have acquired a more favour-
able habit. From all whlch it is marifest, that this effect
proceeded not from any casual sound of the citharay but
from the great art und excellent skill of David in playing on
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it; for, as he had a consummate and penetrating judgment,
and was always in the presence of Saul, as being his armour-
bearer, he must have been perfectly acquainted with the in-
clination and bent’of his mind, and to what pasgions it wa¢
most subject: hence, without doubt, he being enabled, not
so much by his own skill, as impelled by a divine instinct,
knew so dexterously, and with sounds suited to the humour
and distemper of the king, to touch the cithara, or indeed,
any other instrument; for, as hath been mentioned, he was
skilled in the use of no fewer than thirty-six, of different
kinds. [ ’ »

‘It might, be, that at the instant we are speaking of,
David recited some certain rhythmi, proper for his purpose,
and which Saul might delight to hear; or, that by the power
of metrical dancing, J01ned to the melody of the, instrument,
he wrought this effect: for Saul was apt to be affected in
this manner, by the music and dancing of his armour-
bearer ; as he was a youth of a very beautiful aspect, these
roused vp the spirits, and the words, which were rhythmi-
cally joined to ths harmony, tickling the hearing, lifted up the
mind, ag from a dark prison, into the high region of light,
whereby the gloomy spirits which dppressed the heart were
dissipated, and roon: was left for it to dilate itself, which dila-
tation was naturally followed by tranquillity and gladness*.”

* Kircher was a man of considerable learning, and upon most
points that come under his consideration, speaks®ith much sobriety
and judgment: but in the passage just cited, candour must own, he is
fantastic aud extravagant. T will not say with Sir John Hawkins,
that it is hardly possible to compress more nonsense into an equal num-
ber of words than is cordained in this quotation ; but I will readily
allow, that its reasoning is unsubstantial, and proves the author less
fortumﬁe in forming just conclusions, than fertlle in suggesting wild
and vmwnarv systems ot argument:
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Sitice the application of music is purely corporeal, the
animal spirits. are of course, subject to its operation. But
whether David worked.upon the disorder of Saul by means
of the a‘gitafions communicated to the air* by his cithara, (1
mean the agitations of the,air simply as such) or by virtue of
a power arising from the congtitution of melody;—aof that
onlered succession of vibrations which the soul feels and
enjoys, as something congenial with its own aplrituality,land
as independent of the quaatity and quality of tone, " can
never be decided.

Of the musical instruments of the Hekrews, which Rabbi
Hannase, the author of a work called Schilti ,Haggiborim,
says were thirty-six 1n number, nothing certain can be
known. The psalms speak of the lute, the harp, ‘and the
cymbal ; the psaltery, the organ, and the flute ; the cithara,
the cornet, and the sacbut s the dulcimer, the sistrum, the
bells, and the érumpet *. At least, all these different names
are given to them in the various translations. But ncither
the ancient rabbins nor modern Jews are agreed with re-

* The trumpet appears to-have been considered as the most 'sacred
of all the Hebrew instruments. During the life of Moses, none but
the priests b\ew the trumpets, whether in peace or War. And indeed,
in Joshua’s admmlstrauon, we find the office of blowing the trampets
was still confined to the priesthood. To this may be added, the avowal
of the Hebrews, that they owed many of their victoties to the in-
spiring effect of their trumpets. In the twenty-thud chapter of the
first book of Chironieks (tweifth verse) we read—*¢ And behold, God
himself is with us, for our captain, and his priests with sounding
trumpets, to cry alarm against you. And when Judah looked back,
behold, the battle was before and behind, and they ceied unto the
Lord, and the priests sounded with the trumpets.” The trumpet
having been ordered to be sounded, after the flight trom Egypt, seems
to arguc, that it had been brought by the Hebrews from that cddntry H
and that, consequently, it was of Egyj.iian invention.
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spect to the instruments mentioned in the Old Testam'ent.
It would, therefore, be as vain to assign to them the forms
and characters indicated by sheir modern appellatlons, as to
enter upon the widc field of unguided conjecture.

If this resealch would be idle and futile, to éndeavour to
discover: the Jewish theory wquld be more so. If finding
no guides in the correspondence of the names of their instrur
ments with those of some of our own, we are at a loss to
determine what their instruments were; we have still less
evidence to guide us to the discovery of their system.

Kircher thinks thag the psaltery of David has never, been
Justly described. And many have been of opinion, that the
word implied certain genera of harmony, or modulations of
the voice. According to Josephus, the psaltery had twelve
sounds, and was performed on with the fingers. Hilarius,
Didymus, Basilius, and Euthymius, upon what authority we
know not, call it the straitest of all musical instruments:
and Augustine, unsanctioned by any authentic documents,

, assumes, that it was borne by the hand of the player, and
that a part of its gonstruction consisted of a shell, ar con-
cave piece of wood, that caused the strings to rejound.
Hieronimus tells us, that the psaltery had ten strings, and
in its form resembled a square shield: while Hilarius pro-
nounces this instrument to have been the same ac the Na-
blium ; an idea that Kircher himself, on the ground that
the Nabliym, Jike the Psalterium, was struck by both hands,
has adopted, and endeavoured to support, by (.‘.ltln“' the fol-
lowing passage from Ovid : .

Disce etiam duplici genialia Naulia palma
Verrare: conveniunt dulcibus illa modis.
' Acg Amat. lib. 3.1, 327.

Learn with both hands to sweep the Naulian lyre,

* And pour enchantment from th’ according wire.
* .. . Brssy.
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But from so vague a description, no inquisitive mind can
draw any satisfactory conclusion. Aud, surely, to substitute
the harp of David, fer the musical scale or theory of the
Hebrews, ig scarcely less irrational than to confound the Jew-
ish musician, Idithus, with the ancient Orpheus. .

A much later writer than,any here quoted, Gi#mbatista
Martini, of Bologna, has in his Storia Musica, gone into
the most elaborate research upon the ancient Hebrew music.
But a work, the information of which is drawn from few
other sources than those of the Talmud and the lucubra-
tions,of the Rabbins, can only present s with surmised sys-
tems: and every candid inquirer will confess,that to pursue
this investigation, is to follow a subject enveloped in a mist
so dense, as -to evade conjecturc, baffle patience, and defy
even indefatigability.
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CHAP. V1.

ANCIENT MUSIC, AS CONNECTED WITH THE GRECIAN
MYTHOLOGY.

WE are now eutermcr Jpon the visidnary but elegant
scheme of the Grecian religion and deification. Of all
the various regions of fancy, none, perhaps, are so delightful,
so animiting, and so sublime, even in error, as those which
hope and fear, people with beings capable of disposing of
us at their pleasure; beings awfully potent, and whose hands
dispense every evil and every good. 1f men ascribe to these
beings their misfortunes and inconveniences, they view in
them also the sources of their happiness and their gratifica-
tions, and for the cxistence of the arts, the springs of their
most refined elljoynlents, look up to, their mventlve an(‘
creative attributes.

As of all the numerous Pag:m dlylmtles there was not
one to whose protectlou the polite arts were so directly in-
debted as to the god Apollo, so thére was no art to which
that delty was so especially addicted, and to which he was
equally propmous, as Music. Identifying Apollo with the
Sun, mankind, from the harmonious niotion s, 0f his attending
planets, inferred his immediate power and presidency over
‘¢ the concord of sweet sounds*.” »

» »

* Plago, following Pythagoras, makes Apollo and his attendant
Muses the soul of the planets. The Emperor Juljan, viewing the su-
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The power to captivate the ear, and, through the ear, to ex-
cite the affections and the passions, was the most distinguishing
of the numerous attributes of this god; hence he is never

p21stition more rationally, says, It is not without cause, that mankind
have been impiessed with a religious veneration for the sun and
stars. As they must, at all times, have observed that no change, ever
happened in celestial things ; that they were subjected neither to aug-
mentation nor diminution ; and that their motions and laws were
always equal, and proportioned to fheir sitwations in the heavens.
From this admirable order, thereiore, men have reaspnably concluded
that the sun itsclf was cither a God, or the residence of some divi-
nity.”” (Ap. L. Cyril. cont. Julian.)

From this order, they have also devived the idea of the Musie of
the Spheres, a music far surpassing the susceptibility of human sense,
and even transcending the reach of mortal couception. The account
collected by Sfanley upon this subject from Nicomachus, Manobius,
Pliny, and Porphyry, is too curious not {o be worthy of being laid
before the reader.

“ The names of sounds in all probability weve derived from' the
seven stars, which move circularly in the heavens, and compass the
earth. The circumagitation of these bodies must of necessity cause a
sound ; for air being struck from the intervention, of the blow, sends
forth a noise. Nature herself constraining that the violent collision
of two bodics should end in sound.

¢ Now, all bodies which are carried round with noise, onc yiclding
to, and gently receding from the other, must necessarily case sounds
different from each other, in the swiftness of voice, and magnitude of
place, which (according to the reason of their proper sounds, or their
swiftness or the orbs of repressions, in which the impetuous trans-
portauon of each is performed) are either more fluctuating, or, on
‘the contrary, more reluctant. But these three differefices of magni-
tude, celerity and local distance, are manifestly existent in the planets,
which are constantly, with sound, circumagitated through the ethereal
diffusion ; whence every one is called aster, or star, as void of stastis,
or statlon. Moreover, the sound wihich is made by stnkmg the air,
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repr:asented without his lyre in his hand,—that lyre, whose
transporting sounds conquered the pipe of Pan, and the
flute of Mursyas. Apollo, however, it is to be remembered,
was not the original fabricator of the lyre, but received i,
from the inventor, Mercury. e, nevertheless, gave the
first example of performing. upon it with method ; and, by
combining with it the sounds of his voice, made it the coy-
stant companion of poetry. Homer, in his hymn to Mer-
cury, informs us, that the lyre was presented by that god to

.
induceth into the ear something sweet and musical, or harsh and dis-
cordant:’ for if a certain observation of numbers moderate the blow,
it effects a harmony consonant to itsel’s but if it be temerarious, not
governed by measures, there proceeds a troubled, unpleasant noise,
which oftends the ear. Now in heaven, nothing is produced casually,
nothing is temerarious ; but all things there procecd ac.cortling to divine
rules and settled proportions: whence irvefragably isit inferred, that the
sounds which proceed from the conversion of the Celestial Spheres,
are musical. For sound necessarily proceeds from motion, and the
proportion which is in all divine things, caugeth the harmony of, this
sound.” This Pythagoras, first of all the Greeks, conceived in his
mind ; and understood that the spheres sounded something concord-
ant, because of thé necessity of proportion, which never forsakes ce-
lestial beings.””

This notion of the Music of the Spheres has been variously re-
ceived by different authors in different instances. Cicero, Boctius.
and Macrobius, are in its favour, while Valesius and others treat it as
an idle conceit. Our own Milton in a small tract’ called De Sphari-
runt concentu, defended the doctrine: and it has been attempted to be
maintained, upon the strength of varidus passages in the Holy Scrip;
tures, which ‘Huame, however, judiciously observes, are merely the
language of 'metaphor, and only to be understood, as annunciative of
the wonderful proportions observed by the heavenly bodies in their
varioud forms, dimensious, distances, and motions.
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.
Apollo, as a peace-oftering and indenmification for the oxen
which he had stolen fromn him.

. To Phaebus, Mafa’s son presents the Jyre,

A gift intended to appcase his ire;

The God receives it gladly, and essays

The novel instrument a thousand ways. to.
With dext’rous skill the plectrum wields, and sings
With voice accordant to the trembling strings,

Such strains as gods and men approv’d, from whence'
The close alliance sprang of sound and sense.

If in the first uges, Poetry and Music were in constant
coalescence, so was Philosophy and Poetry. All the precepts
of wisdom were delivered in verse. Homer and Hesiod
were the first Grecian philosophers; and hence the great
credit given by their cotemporaries, and those who followed
them, to the maxims of reason and ethics, which soon be-
gan to prevail in their country. Lvery prophecy, and cvery
speculative dogma, was sung. Measured language and
beautiful figures, heightened and adotned by the charms of
musical sound, formed an cnchantment that could not be
resisted; and not unfrequently, the understanding was sub-
ducd by the pleasure 'aﬁgn'dcd to the external sense’ "From
Oenomous, the loss of whose works, a few fragments ex-
cepted, is much to be lamented, we indirectly learn, that
even the hades of Apoilo were musically delivered. This
author, treating the God rather cavalierly, on the subject of
his predictions, says to him, ¢ What dost thou dd" at Del-
phos, wretchedly ¢gmployed as thou art in singing idle, use-
less prophecies ”

Sinte, then, Apollo prophesied in music, gave in melody
the stern decrees of Fate, we are obliged to conclude, that
all his less imposing dicla were sung ; that, in fact, his cur-
rent speech was music ; and that, as the orb of which he is
the living emblem, dispenses light and warmth to the cir-
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cumvolving plancts, so his inspiring breath instilled thie gift
of harmony into the souls of inferior deities ; especially of
the Muses ; siuce, of all the pagas divinities, none are so
immediatcly alliea to the G'od of Song as those harmonious
immortals ; none are known whose powers claim so direct
an affimity with the attribdtes by which that deity is most
distinguished, as the influence of those celebrated female
musisians 3 those soul-enchanting and indispensable patron-
esses of genius and of art. Some ancient writers have as-
serted, that originally, the MMuses were ouly three in num-
ber; but following the peetical fabulists, Homer and He-
siod, most mythologists have admitted nine. They say, that
the citizens of Sicyon having directed three distinguished
sculptors to make each of them statues of the threc original
Muses, they were all so perfectly exccuted, that they knew
not which to prefer, thercfore erected them all; and that
the above authors did no more than furnish their appellations.
In Hesiod’s Theogony, we find them mentioned ; as also in
an epigram of Calliimachus, which not only enumerates the
nine names in so many lines,. but describes their several
powers and offices.

4

Calliope the deeds of heroes sung ;
The choral lyre by Clio first was strung ;
Euterpe the full tragic chorus found ;
Melpomene taught lutes their solothing sound ;
T'erpsichore the ftlute’s soft pow’r display’d;
By Erato the pious hymn was made ;
Polymnia to the dance her care applied; .
Urania wise, the starry course descried 5
And gay Thalig’s glass was hfe’s and manuners’ guidg.
1
Other agthors, however, assign to these sacred choirists,
provinces not exactly dgreeing with the above: and among the
picturgs found in the ruins of Herculaneum, are portraits of
Apollo®and the Muses, in.which the god is seated on a
VOL. I. I
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throne, with a cithara of eleven strings in his left hand, in the
character of Musagetes, or conductor of the Muses. Clio
is represented as the mventress. of history ; the picture of
tEuterpc. is gbliterated ; (but the poets gerferally consider the
flute as her proper symbol) Thalia is made the authoress of
comedy, as Melpomene is of tragedy. Terpsichore presides
ofer the lyre, and Erato appropriates the psaltery, or long
lyre of nine strings. Polymnia is exhibited as a fabulist;
Urania as the patroness of astronomy, and Calliope as'the
inspiring projectress of poetry.

Theugh authors do not concur in regard of the parti-
cular or principal powers and employments of the Muses,
they all, ancient and modern, agree that every one of them
excels in song. Homer, in his Hymn to Apollo, tells us
that—

By turns the Nine delight to sing ;
And in the English Homer’s 1] Penseroso, we read

¢ Hear the Muses in a ring, -
Round about Jove’s altar sing.”

The Muses had their terrestrial secondaries. While they
were delighting the ears of the gods, the Sirens were the
charmers of mortal auditors. The number of thesc cele-
brated . songstresses, inhabitants of the coast of S\icily, was
three : their names were Parthenope, Lygea, and Leucosia.
They have been répresented under more than one form. By
some_ ancient artists, they are exhibited as half-women and
Jalf-fish; by others as half-women and half-birds. Per-
suaded by Juno, they emplated the confidence and temerity
of Pan, Marsyas, and Silenus, by vylng with heavenly skill.
They challenged the Muses, and, vanquished, saw their
golden feathers plycked from their wings, and forried into
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crowns for the embellishment of the heads of their sacred
adversaries.

. So seductive were the-strains of the Syrens, that the
powers of Orpheus were scarcely sufficient to ,savé the Ar-
gonauts, by diverting their attention: and Ulysses experi-
encedethe greatest difficulty in avoiding. their snares. Circe,
apprizing the hero of his danger, says to him earnestly, befére
he leaves her,—

Next where the Syrens dwell, you plough the seas,
Their song is eeath, angl makes destrucuion please.

Fly swift the dang’rous coast! let ev’ry ear
Be stopp’d against the song! ’tis death to hear! Op.1.12.
»

The whole story of the Syrens scems little else than an
allegory, illuspative of the dangerous seduction of thought-
less and enervating pleasure, as opposed to the meditative
and strenuous pursuit of knowledge and wisdom. But as
affording another proof ot the ravishing power of the ancent
melody, it possesses nterest ; and n a general Hjstory of
Music, could not have been omittgd without lepving a
blank *. v

* There are other particulars connected with this fable, which Mr.
Pope, when writing his notes on the twelfth book of the Odyssey,
deemed worthy of being collected.

¢ The critics have greatly laboured to explain v/hat was the founda-
tion of this fiction of the syrens. We are told by some, that the
syreus were queens of certain small islands, named Sirenute, that
lic neas Caprem in Italy, and chiefly inhabited ; the promontory of
Minerva, upBn the top of which that goddess bad a temple, as some
aflirm, was built by Ulysses. Here there was a renowned academy
in thesrcign of the Sirens, famous for elequence and the liberal
scienced, which gave occasion fo the invention' of this fable of the

12
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With the stories of the contests of Pan and Marsyas
with Apollo, L shall suppose the reader to be already ac-
quainted. The punishment of Midas* for his deaision in
favour of the god of the woods, by having*his ears changed
to these of an'ass, and the severer resentment suffered by
Mar:vas | for presuming to digpute the prize with so pre-

a

sweetness of the voice, and attracting songs of the Sirens. But why,
then, are they fabled to be destroycers, and painted in such dreadful
colours? We are told, that at last the students abuscd their know-
ledge, to the colouring of wrong, the curruptiop of manuers, and the
subversion of government: thatis, in the language of poetry, they
were fejgned to be transformed into monsters, and with their wnusic to
have enticed passengers to their ruin, who there consumed their pa-
trimonies, and poisoned their virtues with riot and effeminacy.”

* Midas, Pausanias informs us (in Atticus) was the son of Gordius
and Cybele, and reigned in the greater Phrygia. He was as wealthy
as usurious ; ard, according to the poets, converted into gold what-
ever he touched. . .

+ According to Apulcius, Apollo and Marsyas had tricd their strength
at inveetive and sarcasm, previous to the musical contest; and Mar-
syas was 50 indiscreet as to irritate the god, by opposing his own en-
tangied Jair, his frightful'and shaggy beard, to the flowing Incks, and
the dainty effeminacy of his rival 3 for which he was kissed by all the
Muses.  (Floridor, p. 341.) Ttis to be presumed, that this musician
sct too much value upon the approbation of these harmonious god-
desses, to find such a salute a very pleasant prelude to his being flead
alive ; a fact which, however, it is to be observed, many authors con-
sider as purcly allegorical. The great ingenuity of the musician,
Diodorus Siculus informs us, was evinced ¢ by his invention of a
single and of a double flute ; the power of which, by means 6f holes,
like that of Minerva, expressed all the sounds of the several pipes, of
which the syrinx was composed.” We learn, fromn the same autheor,
‘that Apollo, repenting of his cruelty to Marsyas, broke the strings of
his lyre; and, by consequeml:e, stopped for a time, all further im-
provement upon that instrument, whether in its constructon, or its
practice. The satyr, Silenus, also contended with Apollo; but though
with no better success, escaped the punishment of his temerity.
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eminent an antagonist, scem to prove the high value set
upon the accomplishment of music, and thercfore are wor-
ahy of notice in this place; but Olympus is a pame too
much and too (rcselwdly ievered by the most eminent 8f
the Greek writers, for his lustory not to (.l’.um our imme-
diate attention. 1 cunnot ‘de better thyn give it in the very
words of Dr. Buiney. ¢
“There were two great musicians in anthunty of the
name of Olympus, both of them celebrated performers on
the flute. One flourished before the Trojan war, and
the other was cotemporary with Midas, who died six hun-
dred and ninety-seven ycars before Christ. The first was a
scholar of Maisyas, and.a Mysian ; the second, according to
Suidas, was a Phrygian, and the author of several poems,
which were by some attributed to the first Olympus. But
the most important addition which the disciple of Marsyas
made to the musical knowledge of his time,*was the inven-
tion of the Enharmonic Genus. Plato and Aristotle, as
well as Plutarch, celcbrate his musical and poetical talents;
and tell us, thatesome of his airs were syl subsisting in their
time ¥, Plato says the music of Odympus was, inea parti-
cular manner, adagted to affect and’ animate its hearers; Aris-
totle affirms, that it swelled the soul with enthusiasm; and
Plutarch dcclares, that it surpassed, in simplicity and effect,
every other music then known. According to this biographer,
he was autlror of the Curule song, which caused Alexander to
seize his arms, whef it was performed to him by Antigeni-

-

* The airs of Olympus used in the temple worship during the time
of Pluta.rch., were not more ancient than the Chants, or Canto Fermo,
to some of the hymns of the Romish church: and the melodies now
sung!o many of the hymns and psalms of the Lutherans aud Calvin-
ists, are such as were applied to them at the tinie of the Refornmation,
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des. "To great musical abilities he joined those of poetry ;
and according to Suidas, and Jul. Pollux, he composed ele-
gies, and, other plaintive songs, ‘which were sung to tha
sbund of the flute ; and the melodies of these poems were
so mi ch celebrated in antiquity, for their pathetic and plain-
tive cast, that Aristophanes, in the beginning of his cvmedy
calied The Knights, wherc he introduces the two generals,
Demosthenes and Nicias, travestied into valets, and ‘com-
plainmg of their master, makes them say, “ Let us weep
and wail, like two flutes, breathing some air of Olympus.”
Besides the Curule, or chariot ®air, jurt mentioned, Plu-
tarch ascribes to him several nomes, or airs,.that are fre-
quently mentioned by ancient writers; among which is the
spondean, or cclebrated libation melody. )
Among the first musicians after Apollo, handed down to
us by what may be called fabulous record, is Philammon of
Delphos *. Fle sung to the accompaniment of his lyre.
According to Tatian, he was not only a practical artist, but
a scientific student in music, and flourished as a speculatist
before the time of, Homer: and the scholiast of Apollonius
Rhodiue, spcaking after Pherecydes, affirms, that it was this
musical p'oet, and not Orpheus, who aceompanied the Ar-
gonauts in their expedition +. Little, however, of certainty
can be expected, in regard of the music and musicians of a
period so early: and after all that industry can collect, and
learning and ingenuity suggest, we.are, in a great measure,
left to the reasonableness of our owl conjectures. The
exploits of Amphion, Chiron, Linus, Orpheus, and Mu-

* He invented the dances. performed in the temple of Apolle.
Those who cultivated the fine arts were cakled the sonsof that god;
and Philammon was one of them.

t, If we could confide in this assertion, it would ascertain the time
in which he lived, to 52 the era immediately preceding the Trojan war.
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sxus, are gravely marshalled before us, only to move our
wonder, and excite a curiosity that can never be gratified.

., Of Bwotian Thehes, said to be huilt by Cadmus, Pau-
sanias has left us “a list of sixteen kings, among whom we
'ﬁnd Amphion. He is the first Theban musiclan upon re-
cord. -Homer tells us, that fo secure the crown which he
had usurped, he enclosed thc city ; but says nothing of the
miraculous powers of his lyre ; nothing of his having built
the wall by virtue of its sound *. Pliny supposed him to
have been the inventor of music, and of the citbara; and
both Pliny and Pausaniasesay, that Amphion acquired his
musical knoyledge in Lydia; and that merely because he
brought the art into Greece, he was complimented as the
author of the Lydian mode.

The age immediately after Deucalion’s deluge, cornmonly
called the golden era, produced Chiron+t, styled by Plutarch,
the Wise Centaur. lle was not only a musician, but a dis-
tinguished astronomer and general scholar. He is said to
have been a native of Thessaly, and to have inhabited a
grotto, or cave,,.at the fount of Mount Pclion, which his
renown and leaming rendered the most famous and fre-
quented school throughout Greecer We are told, that one
of his most favourite scholars was the Grecian Bacchus,
“who lcarned of him the revels, orgies, Bacchanalia, and
other ceremonious worship }. The grandfather of Achilles,
he was alsa his tutor: and Apollodorus tells us, that music

* ¢ Formy part,”” says Pausanias, I believe that Amphion only
acquired his musical reputation from his alliance with the fanily of
Tautalus, whose daughter, Niobe, he had married.”

1 According to Sir Isaac Newton’s reckoning.

1 Pausanias speaks of'a place at Athens consecrated to Bacchus the
singers; ““thus named,” says he, ¢ for the same reason that Apollo is
called the chicf and conductor ¢f the Muses.” . Of the three Grecian
Orgia, one was dedicated to € ybele, one to Ceres, and one to Bacchus.
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forméd a piincipal accomplishment in his education*.
Chiron, after a long life of* honour and celebrity, died of an
accndental wound in the knce, given bya poisoned arrow,
shot by his scholar, Ilercules.

W'ih respcct to the priority of Linus and Orpheus,
authors are far from, being agrged ; but the majorityare in
fa%our of the superior antiquity of the former. Thc learned
antiquarian, Archbishop Usher, says that Linus flourished
1280 years before Christ; and Eusebius includes him among
the poets who wrote before the time of Moses. From
Diodosus Siculus, speaking froh Diongsius of Mitylene,
we learn that Linus was the first among the Gwreeks who -
vented verse aid music, as Cadmus first taught that people the
use of letters. 'T'hc same author gives hiin ciedit for having
added the string Lichanos to the Mercurian lyre, and also
for the invention of rhythm aud wmelody, in which Suidas
coincides, and*regards him as the most ancient 6f lyric poets.
Herculcs was one of his pupils. Being both dull and ob-
stinate, he provoked his master to strike him; when, enraged
at the blow, the rebellious scholar seized the lyre, and, with
its frarse, beat out lss tutor’s brains. Pausanias, asserts,
that the Thebans profes§ to have buried him in their city ;
and say, that Philip, the son of Amyntas, excited by a
dream, rentoved his boney into Macedon ; whence, instigated ’
by a second dream, he sent them back to Thebes ‘.

-

% One of the best remains of antique painting now subsisting, is a
picture dug out of Herculaneum, in which Chiron is rcpresented
teachmg the young Achilles to play on the lyre. That ancient au-
thors all agree in thinking the knowledge of music one of the neces-
sary acquisitions, of kings and heroes, is certain. Néc' fides didicit,
nec natare, was in antiguity, a reproach to every man above the rank
of a plebeian. '

1 Plutarch, speaking after Heraclides of Pontus, speaks of certain

dirges written by Linus ; but they are not mentioned by any other an-
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Homer, in his description of the shield of Achilles, has
not omitted the tribute due to this illustrious poet and mu-
sician :

To these a youth awakes the warbling strings,”
Whose tender lay the fate of Linus sings 3

In measured dince, bebiftd him movesthe train,
. Tune soft the voice, and answer to the strain *.

Of the great merit of another ancient and venerable name
among the Greek pocts and musicians, Apollonius Rhodius
speaks in the stromgest tefms. Orpleus, he says, enjoyed
an cstablished and exalted reputation as carly as the time
of the Argonautic expedition, in which he was himself an
adventurer; and by the music of his lyre, not only incited
the Argonauts to labour at the oar with extraotdinary ardour,
but even silenced the Syrens by the superiority of his strains.
Of the abilities, and acquirements, of this renowned bard,
Dr. Cudworth speaks in a vefy full and ample manner.
After combating the supposed opinion of Aristotle, that no
such man as Orpheus ever existed, (an idea erroncously de-
rived by some modern writers fromea passage in Ciczro)
the Doctor proceeds to tell us, that*Orpheus was the son of
Oeager, by birtlr a Thracian, the father, or chief founder of
the mythological and allegoiical | theology an.ongst the
Grecks, and of all their most sacred and religious rites and
mysterigs; who is commonly supposed to have lived before
the Trojan war; that is, in the time of the Israelitish judges,

cient author. Many songs of that kind, however, were conferred in
honour of his memory. -

* The ancicnt Greeks annually lamented the death of this their
first poct: and, as Pausanias relates, before the yearly sacrifice to the
Mnses.gn Mount Helicon, the obsequics of Linus were performed,
and he had a shrinc and statue erected to him in that place.
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or at'least to have been senior both to Hesiod and Homer,
and to have died a violent* death ; some saying that he was
killed by a thunderbolt; thoughsmost writers affirm, that e
wvas torn to pxeces by Thracian women*. For which rea- .
son, *a the viston of Herus Pamphylius, in Plato, Orpheus’s
soul passing into another body, i§ said to have choserr that of
a&swun, a reputed musical animal, on account of the great
hatred he had conceived for all women, from the- death
which they had inflicted ou him. And the historic truthi of
Orpheus, was achnowledged not ouly by Plato, but also by
Isocrages, (wlho lived before Anistotle), in his oration in
praise of Busiris; and confirmed by the grave historian
Diodorus Siculus, who says, that Orpheus diligently applied
himself to litaratwe ; and that when he had learned the
mythological paic of theology, he travelled into Egypt,
where he soon became the greatest proficient among the
Giceks in the mysteries of relwlon, theology, and poetry +.”
( Intellectual System.)

Oipheus is umversally allowed to have excelled in poetry
and mwgsic; especiully on the lyre; so that his successors
werg cgutent to be his imitators : whereas, says Plutarch, ke
adopted 720 model ; for before his time, no music was known,
except a few airs for the flutef. Lvery one is acquainted

* From some of the ancient writers we learn, that the bard’s lyre
happening te fall into the Hcbrus during his struggle with Ms female
murderers, it was cariied by the waters to Leshos, where it was taken
up, and deposited in the temple of Apollo.

1 Sir Isaac Newton has traced the family of Orpheus for several
&gencerations. ‘¢ Sisac,” says this great man, ¢¢ passing over the Hel-
lespont, conquered Thrace, killed Lycurgus, king of .that country,
and gave his kingdom, and one of his singing-women, to Qeagrus,
the son of Tharops, and father of Orpheus; hence Orpheus is said
to have had the muse Calliope for his mother.”

1 Orpheus was pretﬁ generally regarded as a magician, as  well as
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with the incident of Orpheus’s success in drawing his wife
from the infernal regions, purely by the power of his lyre,
ard ultimately losmg her agam, from looking back u pon her
before she had reached the upper air. Virgil relates the -
transaction beautifully; and Dryden has not disgraced his

description. .

<

" . All dangers past, at length the lovely bride
In safety goes, with her melodions guide 5
Longing the common light again to share,
And draw the vital breath of upper air ;.
He first, and elose behInd him follow’d she,
For sugh was Proserpine’s severe (ecree.
When strong desires the impatient youth invade,
“By little caution, and much love betray’d :
A fault which easy pardon may reccive,
Were lovers judges, or could hell forgive,
For near the confines of etherial light,
And longing for the glimmering of a sight, *
Th’ unwary lover cast a look belund,
Forgetful of the law, nor master of his mind.
Straight all his hopes exhal’d in empty smoke ;
And his long toils were forfeit for a look. Geory. 4.
. . & ©
To the strings added by Amphioi to the Mercurian lyre,
(consisting originally of only four, at the most) Orpheus
contributed others, thereby completing the second tetra
chord, which two tetrachords, being conjunct, would con-
stitute a, heptachord, or that series of seven sounds implied
by the following verses in the sixth book of the /Eneid;

which may be regarded as historical. )

master in the arts of poety and music.  Many writers speak of him
as the mventm of that species ot necromancy called evocation of the
manes, 0\ raising grhosts ; and this is sancuioncd by the hymns he has
loft, which can he regardcd oniy-as so many picces of incantation.
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—— Threicius longa cum veste sacerdos
Obloquitur numeris septem discrimina vocum :
Jamque cadem digitis, jam pectine pulsat cburno. v. 645.

1

Tl.us trauslated by Dryden:

- 4
The Thracian bard surrounded by the rest
There stands conspicuous in his flowing vest:
His iy my fingers, and harmonious quill,
Strike sev’n distinguish’d notes, and seven they fill.

Pausanias informns us, that the hymng,of this musical pa-
triarch, though not nuincrous, were rapturously admired;
and that the Lycomides, an Athenian family, knew them all
by heart.  Aund we find Pindar, in lis fourth Pytlic, saying,
or to speak poctically, siging, “ Ol, Orpheus, father of the
lIyre and of song!  Orpheus, whomn the universe celcbrates,
and whosc ske is Apollo¥*

According to Plato and other writers, the inheritor of the
Iyre of Orpheus was his own illustrious son, Musweus .
He was born at Athens 1120 years before Christ, and was
craated chicf of the Eleusinian mysteries, instituted in honor
of Ceres.  This philosopher, astronomer, priest, poet, and
musician, (for he combined in his own peison and faculties
all those -haracters in a very eminent degree) was one of the
first versifiers of the oracles.  Vugil celebrates Musaus in
the character of Hierophant, or priest of Cerss, among the
most illustiious mortals who have merited a place in Ely-
sium,

* Those in the very first' rank of poctical and musical excellence,
and those only, were called the sons of this deity.

+ Some, however, dispute the descent of Musgus from Orpheus ;
and say, that he was.gnly the disciple of that great master of the lyre.
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Though Plutarch does not include this scientific and dis-
tinguished scholar ih his catalogut of musicians, yet, since
his hymus were set to mustc, and sung by himself, in the
mysteries, his title’ to a place among the sons of Apolla,
docs not require to be defended. «It was the habit of Mu-
saeus toeretire to a certain hill pear the citadel of Athens, for
the purpose of meditation: on which account, it was called
Museum. None of his works have reached modern times ;
and even in those of Pausanias, there only remained a hymn
to Ceres, which he produced for the use of the Lycomedes.

Among the first goets and musicians of Greece, o yet
remain to be mentioned; Lumolpus and Melampus. These
were both priests of Ceres, and the authors of hymns dedi-
cated to her worship.

Eumolpus, as appears from the Oxford marbles, was the
son of Muscus, and the publisher of his father’s verses.
He united in himsclf the three characters that in the early
ages of the world, almost constantly went together; the
priest, poet, aund musician ; qualifications for which, he
chiefly obtained ip Egypt, to which country, like most of his
accomplished compatriots, he travelled for the acquistion of
knowledge. Unremitted applicationt rendered Eumolpus so
eminent, and enabled bim to so greatly distinguish himself at
Athens, as Hierophant in the Eleusinian mjysteries, that (as
we are told by Diodorus Siculus) the priests and singers
were afterwards known by the appellation of the FEumol-
pides. .

Melampus did not visit Egypt lcss profitably than Eumol-
pus. However extended his acquirements there in pusic,
it should scem, that at his rcturn, hie assumed the professions
of a physigian and a diviner ; arts, the union of which, he
had witnessed in the great scene of his studies. In both
these faculties he was highly skilled ; and in his practice of
the first, was so fortunate as to restore to health, the two
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daughters of Preetus, king of Argos, who laboured under an
atrabilious complaint; in return for which service, he re-
ceived the hand of one of his royal patients*.

* Since Melampus'was by profission a diviner, as well asa physi-
uau, he must have included in his character the qualities of a poet
and practical musician: and poetical and musical accomplishments
were held in much too high estecm, not to be supposed to have contri-
buted to his obtaining this illustrious and munificent honour.

As poctr y and mausic were necessary ministrants to divination, so
dancing was the almost indispensable cnmpamon of music and poetry.
The following description, or rather painting of a dance, in the
eighteenth book of the Iliad, is too lively, and too satisfuactory, to be
properly omitted in this note. The Grecks had two sorts of dances,
the Pymhic, and the merely festive dance. Both in a degrec are
here represented clearly.

A figur’d dance succeeds: such once was seen

In lofiy Gnossus, for the Cretan qucen,

Form’d by Dwdalean art, a comely band

Of youths and maidens, bounding hand ir hand;

The maids in soft-cymarrs of linen drest;

The youths all gracoful in the glossy vest ;

Of those, the locks with flow’ry wreaths enroll'd ;

Oof gxese, the sides adorn’d with swords of gold,

That glitt’ring gay, {rom silver belts depend.

Now all at once they rise, now all descend,

With well-taught feet : now shape, in oblique ways,

Confus’dly regular the moving maze.

Now forth =t once, too swift for sight they spring,

And undistinguish’d, blend the flying ring. Pore.

This elegant and animated picture is not so explicit in regard of
the military manner of dancing, as of that exhibitory of the joys of
peace. This deficiency, however, is well supplied by the fine descrip-
tion given by Lucretius in his second book, of the procession of
Cybele, - .
4
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To fill up the interval between the Argonautic expedition
and the regular celebration of the @lympic games, it will not
now be unreasonable to take.notice of the chief of the bards
mentioned in the $liad and Odyssey ; poems in which thee
"harmonic art is often alluded to,and always'with rapture
and encomium; though not, in every instance, so distinctly, as
to make it evident whether the author is extolling the powers
of music, or verse; or of verse and music in cohjunction.

The instruments chiefly, if not exclusivelv, mentioned by
Homer, are the lyre, the flute, aud the syrinz ; the latter
two of which, as path becn already mentioned, were of
Egyptian origm. lIle introduces the name of the trumpet;
but it is pretty generally agreed, that however common the
use of fhat inflauie might be in the time of the poet, it was

Lo! armed hands for pious antics fam’d,

(Phrygian Curetes by the Grecians nam’d)

Leap wildly round (while victim blood distains

Their furious forms) and shake their ratiling chains.

On well-brac*l drums their hands transported beat,

Tohollow cymbals move their madde’d feet ;

The roaring horns increase the horfid sounds,

And threat’ning music to the skies rchounds ;

‘While Phrygian airs the raptor’d soul inspire,

Rouse the strong passions, and to phrenzy fire. Bussy.

It may not be superfluous to observe, that Cybels, the daughter of
Meon, a Phrygian king, who exposcd her upon a mountain called
Cybele, after being suckled by wild beasts, was fostered by shepherds,
and by them named after the mountain on which she had been left.
As she grew up, she surpassed all her companions as wuch ih wis-
dom and talents, as in beauty of person ; for she invented a ﬂute,.
composed of many pipes, and was the first of that coputry who intro-
duced the use of dances and cymbals. Hence, when celcbrated as
the mother of the gods, those were the chief instrwments with which
she was saluted. ’ *
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unknown to the Greeks during the Trojan war*. Accord-
ing to Plutarch, the flute and lyre were the principal military
instruments ; and it was the former that the Lacedemonians
used when approaching the enemy, performing upon it the
relody appertaining to the song or hymn addressed to Cas-
tor.  The same wiiter informs us, that the Cretans played
their military marches on the lyre. We find, however, that
at the siege of Troy, heralds gave the signal of battle with
their voices. Nestor (in the Iliad, book the second) says to

Agamemnon,—

Now bid thy heralds sound the loud alarms,
And call the squadrons sheath’d in brazen arms.

At feasts and banquets, celestial and terrestrial, “the lyre

was the instrument preferred :

Thus the blest gods the genial day prolong

In feasts ambrosial, and celestial song ;

Apollo tun'd the lyre, the Muses-round

With voice alternate aid the silver sound. I L 1.

Ang in the Odysscy, Homer thus describes the reccption
of Telemachus at the palace of Menelaus in Sparta ;

Wihile this gay friendly troop the king surround,

With festival and mirth the roofs resound :

A bard amid the joyous circle sings

High airs, attemper’d to the vocal strings 4. « Op. 1. 4.

* Archbishop Potter says in his Archeologia Graca, that before
the invention of trumpets, the first signals of battle were lighted
torches ; and that to them'succeeded shell- tishes, whick were sounded
like trumpets.

t The general panegyric Homer puts in the mouth of Ulysses,
upon the pleasure_i produced by poetry and music, is worthy ot nouce.
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L

Both Achilles and Paris are represented to us as profi-
cients on the lyre. When Agamemnon’s ambassadors
arrived at the tent of the Grecian hero,

B

()
Amus’d at ease, the god-like man they found,
Pleas’d with the solemnn harp’s harmonious sound.

And when the Trojan lover declines the combat with Me-
nelaus, Hector speaks reproachfully of— . '

His graceful form, instilling soft desire,

His curling tresses, and his sylvan lyre. IL. 1. 3.
L]

Among thc.: bar(;s, rhapsodists, or musical scers, immor-
talized by the father of poetry, Tiresias is the most ancient ;
and no®prophet in the Grecian annals was more celebrated.
Circe, directing Ulysses to consult him in the shades, says—

There seek the Theban bard depriv’d of sight,
Within irradiate with prophetic light. Op. L. 2.

In the Catalogue of Ships, Thamyris is introduced as
having contended with the Muses :

“Too daring bard ! whose unsucc.esshll pride

Th’ immortal Muses in their art defied :

Th’ avenging Muses of the light of day

Depriv’d his eyes, and snatch’d his voice away %;

Tlow sweet the produgts of a peaceful reign ;
The heav’n-taught poet and enchanting sfrain ! Op. 1. 9.

And Maximus Tyrius, alluding to the festive scene described, in the
succeeding lines, liberally observes, that the poet, by representing as
social compaay in the midst of their entertainments, dehghted with
song and music, intended” to recommend a more noble pleasure than
that of gating and drinking.

* We learn from Pausanias, that the celebratcd painter Polygnus,

VOL, 1. K
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No more his heav’nly voice was hcard to sing,

His band no morc awak’d the silver string. In.L2
L]

Of Demodocus Homer speaks with the generous rapture
»f one bard admiring the exalted genius-of another. The
ki*g of the Pheeacians being about to entertain Ulysses, he
makes that monarch say— .

Let none to strangers, honours due disclaim 3

Be there Demodocus, the bard of fame,

Taught by the gods to please when high he sings

The vocal lay, responsive to the strings *. Op. 1. 8.

Not is he less liberal in his praises of Phemius, said by
Eustathius to have been the brother of Demodocus.

To Phemius was consign’d the chorded lyre,
Whose hand reluctant touch’d the warbling wire :

in his picture of the descent of Ulysses iuto hell, represented Tha-
myris with his eyes put out. According to the same author, this un-
fortunate bard was not only the subject of painting and poetry, but of
sculpture ; since ameong-the statues which decorated Mount Helicon,
he saw one of Thamyris, biind, and with a broken lyre in his hand.
Diodorus Siculus says he learnt music of Linus. Pliny informs us,
that he wags the first who performed on an instrument without the
voice. Plato compares him with Orpheus: and Clemens Alexandri-
nus calls him the inventor of the Dorian mode.

* Homer, who by some has been thought to represent himself in
the person of Demodocus, allows him the gift of inspiration ; and in-
timates that he sufig and played extempore, when he says,

« The bard advancing, meditates the lay. Op. 1. 8.

The'instrument on which he excelled was the phorminx. It ought
not to be omitted, that (as we read in Pluterch’s De Musica) he wrote

the Fall of Troy in verse, and also a poem called the Nuptials of
Venus. *
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Phemius whose voice divine could sweetest sing'
High strains, responsive to thg vocal string. Op. L. 1,

* And in other pgssages of the same book, conveying to us
» ideas of the kind of songs usually performed at royal ban-
quets, and showing to what,an extent the immediate inspira-
tion of poets was accredited, further and still higher praise
is bestowed upon this minstrel. « Phemius,.the sweet, the
heav'n-instructed bard,” who “ High on a radiant throne,
sublime in state,” is requested to sing ¢ What ancient
bards in HaLL and BOWER, have told,” and “ To tune what
graces LVERY ¥EAST, the LYRE.” g
From Homer, then, alone, we might collect, that an-
ciently, poetry and music were in coustant union, and uni-
versally honoured * ; that the great masters of those arts
were estecmed and caressed by kings, princes, and heroes ;
that no banquet or public solemuity was complete without
the tributary skill of the poet and musician; and that the
general companion and supporter of the voice, was the lyre.

* A stronger proof cannot be adduceq.of.the importanoe z;'ive.n to
music in Homer’s time, and the ages anterior to his own, than that of
his feeling it necessary to give it a place in four of the twelve com-
partments of his Shield of Achilles. . .

K 2
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CHAP. VIL

MUSICIANS AND POETS, SUBSEQUENT TO HESIOD
AND HOMER.

THE almost total blank in literature, from the ‘time of
Homer to that of Sappho, from that of Sappho to the age
of Anacreon, and between the birth of Anacreon and the
appearance of Pindar, renders it impossible to be regularly
progressive in this stage of our history. As we proceed,
large fertilized spots will exhibit themselves amid a barren
waste ; and we must be content, that if the intermediate
spaces arc nearly destitute both of flowers and grain, we
can transport ourselves from one scene of pleasure and
pleuty to another, and are not necessitated, like other travel-
lers, to epcounter the fatigue of traversing the intervening de-
serts. When, however, I call these spaces intervening deserts,
the appellation is not to be understood rigidly. The distance
between one genius of the verv first ordeg, and another of
the same rank, is not wholly unoccupied with specimens of
merit sufficiently illustrious, perhaps, to be entitled to, and
_ to repay, our attention.

Among these, the £rst presented to our notice, is Thaletas
of Crete. This Poet-musician, by sbme writers confounded
with Thales, lived about three hundred years after the Tro-
jan war. He was so distinguished in philosophy and poli-
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tics, that Lycurgus, when cstablishing his new form of go-
vernment, was glad to avail himself of his advice. From
Plato and Plutarch we learn, that his manner of singing
was highly captivating ; and that his odes were so many ext
hortations to obedience and concord. Athéuzus tells us,
that tire Spartans long continued to sipg his melodies; and
it appears that he was the first who composed the J1ypor-
chemes * for the armed, or military dance. )

Thaletas was succeeded by Eumelus. Of his produc-
tions not much is now known. Pausanias and other au-
thors, however, speak of *his talents, and quote his works,
not only as the productions of a musician and poet, but as
an historian. He flourished between seven and eight hun-
dred y::ars before Christ. It has been very truly observed,
that if he wrote the history of Corinth, his own country, as
several writcrs have declared, it must have been composed
in verse; because, in his time, prose-writing Wwas unknown
in Greece. FLumelus’s history, therefore, it is most proba-
ble, frrmed a kiud of Aistorical ballad; a production not
very unlike our own old poetical legends, which were origi-
nally syng to the flute, or lyre. His name is so obscure,sthat,
except for the purpose of preserving something like a chain
of characters, however distant the links, I should scarcely
have suffered him to detain me from the notice®of a name
so much better known, and of so much more interest.

Archilochus, the inventor of Dramatic Melody, was born
at Paros ; and according to modern chronology, flourished
about one century later than Eumelus ; though Herodotus
says he was cotemporary with Candaules and Gygeg, kings

* The composition called Hyporchemes, consisted of a kind of poetry

intendd to be sung to the sound of flutes and citharas, during a mili-
tary dance, :
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of Lydia; but Plutarch gives him the credit of having done
more for the advancement of poetry and music than any
other bard of antiquity. Archilochus discovered an eatly at
tachment to poetry®nd music; yet these arts had nbt charms
svilicient to detain him from the army. The very first en-
gigement, however, in which hz was engaged, proved that
nature had not designed him for a soldier. In a word, it was
his misfortune to lose his buckler, which, to repeat a plea-
santry of his own, he felt it was much easier for a man to
renew, than to restore his existence. This disgrace so af-
fected Liycambes, the father of his mistress, that he refused
him his daughter, to whom he had long been betrothed.

Archilochus, among many other mental qualifications, pos-
sessed the powers of a satirist; the exercise of whicl, it ap-
pears, created him many enemies. But hislyrical and musical
talents are what chicfly concern our present inquiry. Ile was
largely gified with invention. He discovered, Plutarch tells
us, the Rhythmopeeia of trimeter iambics, the sudden tran-
sition from one kind of rhythm to auother, and the manner
of accoinpanying those irregular mecasures upon the lyre *;
whié€h latter invention,'as a peculiarity in lyric poetry, consti-
tutes him the author of ‘that species of versification. Also
to his ingenuity is ascribed the origin of Epodes t.

* * Itis worthy of remark, that since, according to the nature of the
ancicnt recitution, the measure of the verse rigorously governed the
melody to which it was set, this operation was nothing less than mu-
sical composition perpetually diversified.

+ In, the most general acceptation of the word, an Epode is a com-
nsosition consisting of a number of lyric verses of different construc-
tion, comprised in a single stanza. But in a less common sense, it
impiied a small lyric poem, composed in Trémeter Iambics, of six feet,
and Dimeters of four feet, aiternately. Tn process of time, the signi-
fication of the word Epode was extended to every poem which had a
short verse placed at the end of several that were longer.
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From an epigram in the Anthologia, as also from the
cpistles of Cicero, it appears, that the name of Archilochus
vied, in the regard it challenged, with that of Homer,himself.

. And Aristophanes, the most -scrupulous critic of his time,
said, the longest poem of Archilochus was to him always
the mast acceptable. )

Of Tyrtaus, an Athenian general and musigian, all anti-
quity speaks, as the admired composer of military songs and
airs ; and also as an excellent musical performer. A memo-
rable victory obtained by thc Lacedemonians in their second
war with the Messenians, about 685 years before Christ, was
attributed to <he animating sound of a new flute ¥, invented,
and played upon, by Tyrtceus. So powerful, indeed, were
his compositions, that, according to Lycurgus the orator,
the Spartans made a law, that previous to their going upon
any military expedition, they should all be summoned to the
king’s tent, to hear the songs of Tyrtwus. ‘A celebrated
song and dance performed at festivals by three choirs, was
also or bis production. In the performance of this com-
position, the firstechoir consisted of old men, the second of
young mcn, and the third of boys. 'The dispositior? of°this
choral dialogue was as follows:

* From this, anl many similar instances, in proof of the effects of
the flute in animating the soldiers, besides the fact, that in warlike
expeditions, it was the instrument more generally used than any
other, it is evident, that its construction and character must have
been very different frem that of the modern flute, as well as from
that simple form and soft mellowness of tone of the original .pipe or
rced. Probably, it was of the cornute kind; an idea sanctioned by.
the following verses in ,the description of the mysic used in, the
procession of Cybele. (Vide Lucretius, 1. 2.)

[ ]
The roaring horns incre.ase the horrid souuds,

And threat’ning music to the sky rebounds. Busay.
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Old Men.—1In youth, our souls with martial ardour glow’d.
Young Men.—We present glory seek: Point out the road.
Boys.—Though now with children e can only class,

"Our future deeds, we hope, will your’s surpass.

On the extraordinary talents of Terpander, most of the
ancient wiiters expatiate ; thowgh scarcely any two of them
agree concerning the time and place of his birth. Accord-
ing to the Oxford marbles, he was the son of Derdencus of
Lesbos, and flourished about 670 years before Christ.
From the same source we learn, that ke taught the nomes,
or airsy of the lyre and flule, which he performed himself
upon this last instrument, in concert wilh eolher players
upon the flute. In confimation of the general opimign, that
he added three strings to the lyre, which, till his time, had
only four, both Euclid and Strabo quote two verses, which
they ascribe to Terpander himself* :

The Tetrachord’s restraint we now, despise,
The sev'n-string’d Lyre a nobler strain supplies.
To the genius of. Terpander, the Grecks, it is said,
owed the introduction of notation, for ascertaining and pre-

If to this we add the circumstance, that Lysander, the Spartan ge-
neral, beat down the walls of Athens, and burned the Athenian ships
to the sound of flutes, we shall want no further proof, that the tones
and power of the ancient tibwa were sufliciently boisterous to come
under the description of thosc of the clarion.

, ¥ If, however, the hymn to Mercury, which is attributed to Homer,
and in which the seven-stringed lyre is mentioned, be genuine, it de-
prives Terpander of this glory. But it is only bewy just to him, to
observe, that the learned have great doubts respecting its authenticity ;
and that the Marbles tell us the Lacedemonians were offended by his
innoyations. - '

2
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serving mclody; which, till his time, was traditionary and
fleeting *. ‘

Plutarch cnumcmtes among the other composmons of this
distinguished vet and 1musician, his cxcellent poems, ot
hymns, for the cithara, in heroic werse, which,” in after times,
were wsed by the rhapsodists, as prologues to the poems of
Homer. But it does not appear that his name derived more
lustre from any talent than from his accomp.lishmems as a
citharist, and as a performer on the flutet. 1lis skill on
these instruments obtained him the first prize in the musical
contests at the Casnean games ; and four prizes at the Py-
thic gamesy,

Mimnermus was a musician and lyric poet of Smyrna;
aud flounshed at the beginmng of the sixth century before
the Christian cra. He first attracted notice, and obtained
admiration, by his cxcellent performance (on the flute) of a
nome called Cradias, usually played at Athéns during the
march, or procession, of the victims of expiation. Accord-
ing tv Athenaus, he was the inventor of the peutameler
zerse : and his genius shone so conspicuously in his elegies,
(which Horace prefeired to those of Callimachus) asdo place
him in the highest of the bardic® ranks, 'l‘hesé, and his

[}

* 1Tt is, nevertheless, to be observed, that the honour of inventing
the first musical characters, has, by Alipius and Gawdentius, becn
awarded to I’y thagoras.

+ The flute, Aristotle informs us, after its first’ invention, was used
by mean people, and deemed an ignoble instrument, unworfhy of a
free nan, till after the invasion and defeat of the Persians; whep
ease, afluence, and luxury, soon so augmented its estimation, that it
was a disgrace to a person of birth not to be master of its performance.

Fol a full account of the four principal Grecian games, viz. the
()1 _/mpw, the Pythue, the Nemean, and the fsthmean, see the following
chapter.
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poem upon the battle between the people of Smyrna and’
the Lydians, under Gyges, together with his Narno*, an
exquisite elegiac composition extdlled and quoted by Strabc,
induced Propertius to declare, that, in his opggion, his verses
vere more valuable than «ll the writings of Homer. And
1lorace, struck with the beauty of some lines of this® poct-
rausician, written in his earlier years, and preserved by Sto-
bacus, bears testimony to his talents in describing the passion
of love. Their scnse is as follows:

« Say, what is lifc, and all its pride,
If Love’s pure pleasure be denied ?
O, snatch me hence, ye Fates, whene’er
His tender joys I cease to share.
Now let us cull each fragraut flow’r,
YVhile youth’s bright season grants the pow’r ;
For frozen age will soon destroy
The 10rce to give or take a joy ;
And then, a prey to pain and care,
Avoided by the young and fair ;
The sun’s blest beams will loathsome grow,
And only shine on scenes of woe.

e o
v

After Mimnermus, we find no lyric poet whose works have
survived, till we descend to the time of Stesichorus, who,
Athenzeus informs us, was born at Himera in Sicily, and who,
according to the most authentic chronologers, died near the
end of the fifth century before Christ. His “original name
was Tisias ; but, as some say, he acquired that of Stesi-
chorus, from the changes he made in the manner of per-
forming the dithyrambic chorus, which was sung and danced

w

* Nanno, according to Athenteus, was a young and beautiful girl,
an excellent performer on the flute, and with whom, in his old age,

Mimnermus was deeply enamoured.
4
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round the altar of Bacchus; while others, among whom is
Suidas, affirm that he was so calléd, because he was the first
who accompanied a chorus’ with citharodia, or singing to
Lhe lyre.

Quintilian, who speaks of the *poems of Stesichorus as
extant In his time, gives them a high character. Of these,
however, only  few fragments are remaining. His genius
led him to the projecting several musical irhprovements,
among which, Plutarch mentions the changes he made in the
Harmalion, or chariot air, composed by Olympus *.

Of Simonides, who flouTrished much about the same time
as Stesichorws, it will be necessary to speak somewhat more
at largg. Though there were several poets and musicians
of that namne, the eldest, born 538 years antcrior to Christ,
was the most illustrious. He was a native of Ccos,
and had the honour of being the preceptor of Pindar.
Among his numerous poetical productions, are many songs
of victory and triumph at the public games, at which he
himselt gained the prize in elegiac poetry, when Alschylus
was his competstor; and another when he was fourscore
years of aget. o

The tender, sweet, and plaintivé character of hls verse,
procured him the appellation of Melicertes; and of the
tearful eye of his muse every one spoke. Both® Plato and
Cicero give him the character, not only of an excellent

* The Harmatian air was so denominated, as Hesychius jnforms
us, on account of its imitating the rapid motion of a chariot wheel 3
orbecause its fire and spirit was calculated to animate the horses that
drew the chariot in battle® y .

t From Suidas we learn, that he added four letters to the Greek
alphabet~ and Pliny gives him cruht as the contributor of an eighth
string to the lyre ; claims which, however, it is difficult to allow him.
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poet and musician, but speak in admiration of his wisdom
and virtue : and Dr. Jolmson (Adventurer, No. 89) says
“ Simonides was celebrated by-the ancicnts for the sweef-
mess, co;l;eclness, and purity of his style, and Lis uiresistible |
skill in " 10ving the passions.”

This distinguished genius Jlived to his nineticth ycar.
Such aa extraordinary longevity afforded him the opportunity
of peisonally knowing many of the first chaiacters in anti-
quity. Xenophon in his Dialogue upon Tyranny, makes
him one of the interlocutors with icio, king of Syracuse *.

Not, the least cuiious part of the history of Simonides,
is, that being frequently applied to by the yictors at the
games, to write odes in their praise, he would never gratify
their vanity till he had secured the sumn for which “he  sti-
pulated. He had two coffers, he told his employers ; one
for the deposit of honours, verbal thanks, and promiscs,
and the othereto receive his pecuniary rewards. Ile added,
that as he charged the latter coffer, he found it filled ; but
that however liberally the first was supplied, it still remained
empty . .

Beng asked by Hiero’s queen, whether it was mjost de-
siable to be learned of rich, he answcred that it was far
better to be rich; for the learned were always dependent on
the rich, ar.d waiting at their doors; but he never saw rich
men waiting at the doors of the learned. Carrying the
principle of economy to the excess of selling part of the
provision with which his table. was furnished by Iiero,

.

* The reader will not fail to recollect the story of Hiero’s demand-
'ing' to know of Sunonides the nature of' God: and that after much
meditation he gave that despot the answer hg should have returned at
first :—that the nature of God was inscrutable.

+ Simonides is said to have been the first who sold his rhuse to
the best bidder, ‘
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,

some one on the part of the king reprobated his meanness;
upon which he said, he so acted fer two reasons; to display
to the world the magnificence ofe his patron, and to show his
own frugality. Ome maxim of his, (never out of his recol~

*lcction) was, that it is better to Jeave money to your enc-
mies, after death, than to be troublesonlne to your friends,
while living *.

We are now approaching the most exalted Ijric genius of
Greece : but impatience to contemplate his refulgence must
not prevent our taking a glance at a great though inferior
luminary.  Simonides left, behind him a nephew (born at
Cos) who rivalled his uncle’s talents.  Bacchilydes, like his

relation and tutor, sung the victories of Hiero at the public
[

* Dionysius has peeserved the following fragment of this poet.
The occasion is as interesting as the ideas are natural and beautiful.
Danat being, by her merciless father, enclosed in a chest, and thrown
into the sea with her child, when night comes on, and a storm arises,
which threatens to overset the chest, weeping, and embracing the
young Perseus, shf exclaims :

v

» Sweet child! what anguish does,thy mother know,e
Ere cruel grief has taught thy tears to flow!
Amidst the roaring wind’s tremendous sound,
Which threats destruction as it howls around,
In balmy sleep thou licst, as at‘the breast,
Without one bitter thought to break thy rest,
Whie in pale, glimm’ring interrupted light,
The moon but shows the horrors of the night.
Didst thou but know, sweet innocent! our woes,
Not opiate’s pow’r thy eyelids now could close.
Sleep on, sweet babe ! ye waves in silence roll,
And lull, oh lull to rest my tortur’d soul.

There is a second great poet and musician of the name of Simo-
nides, recorded on the Marbles, supposed to have been the grandson

of @& present ; and who, in 478 B. C. gained the prize in the games
at Athens. :

B
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games. He was also the author of numerous Love Verses,
Prosodies, Dithyrambics, Hymens, Peans, Hyporchemes,
and Parthenia, or songs to be sung by a chorus of virgins
at festivals. Unfortunately, though his chiims to our notice
are great, the. particulars now known of him are limited to
thesc. This historical defect, hcwever, permits us jo pass
with less delay to the history of Pindar.

PiNDAR, whose genius, every hero, prince, and potentate,
was prone to court, whose muse of fire was retained and
pensioned at Delphos, was a native of Thebes, in Beotia,
and born about 520 years beforg the Christian era. From
his f.nther, a flute-player by profession, he recelved his first
musical instructions. His second teacher was Myrtis, a
lady distinguished by her talénts for lyric poetry. AMyrtis
had also a female pupil of the name of Corinna, who, more
advanced in her studies than Pindar, contributed to facilitate
his progress. . Shewing:-his fair fellow pupil the exordium of
a poem, in which he had crowded an immense variety of
historical subjects, she, smiling, told lnm, he should sow witk
the hand, and not empty his whole sack at once. He was
not, however, long in outstripping the knowledge of his
tulonesses, whom he quitted for the instruction of Simo-
nides, then in extreme old age.

The instjtution of public trials of poetical and musical merit
was now so general through Greece, that the famv of a
young student and practitioner could be promoted only by
his entering the lists ; and it so happened that both Myrtis
and Corinna publicly disputed the prize with him at Thebes.
Over the former he obtained a vietory ; but was vanquished
by Corinna no less than five different times *,

* Pausanias attributes these victories of Corinna to the partiality of
the judges, more sensible to the charms of beauty than to thewers
of music and poetry. A.very natural conjecture.
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The hypercritics and satirists, taking advantage of 'the
impression made on the public mind by these his defeats,
traduced, abused, and turned into ridicule, his poetical and
musical abilities. o But this treatment he was wisé enougl
to turn to his own account, by making it the spur to his
future industry. His ﬁrst,measu're was to quit Thebes:
after which he arduously and incessantly exerted himself to
remove other faults besides those of which ill-nature and
sarcasm had made him sensible, and soon became the won-
der and delight of Greece.

His performances then frequently graced and dignified
the four great festivals of the Olympian, Pythian, Nemean
and Isthmeah games. Those candidates for fame, who
were ambitious of having their achievements celebrated by
Pindar, applied to him for an ode, which was always sung in
the Prytaneum, or town hall of Olympia, before it was
performed at the triumphal entry *. ,

The character of a poet, Pausanias says, was positively
consecrated in th® person of- Pindar, by the god of verse
himself, whose oracle commanded the inhabitants of Del-
phos to set apait for that bard one half of the first-fruit
offerings, brought by the religious tg his shrine, and to allow
him a conspicuous place in his temple .

According to Fabricius, Pindar lived to.the agg of ninety ;

* Gratian agvises the man who would arrive at the most consum-
mate greatness, to perform ex{raordinary actions, and then secure a
good poet. But this latter provision could not always be made: and
those conquerors who were not so fortunate as to have poets and mu-
sicians for their friends, or so rich as to be able to purchase 8des for
their owa particular victories, were content to have the old Hymn to
Hercules of Archilochus performed by a hand of musicians ; or if
they could not afford that.expense, to get it sung by their friends.

+ In consequence of this divine favour, an iron chair was provided
for Pindar, and placed ir the temple. This chuir, sitting in which
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but the chronology of Dr. Blair makes it appear that he
died 437 years before Christ, at the age of eighty-six. The
Thebans erected a monument to him in the Hippodrome:
and his renown continued so great, that hsg posterity derived
fromn it consilerable honours and privileges. Itis an inci-
dent as striking in the page of listory, as honourablg to the
character of Alexander, that when that warrior attacked the
city of Thebes, he gave express orders to his soldiers to
spare the house and family of Pindar. One, and one: only
circumstance, is to be compared with this mark of honour:
When the Lacedemonians ravaged Beeotia, and burned the
capitai, these words were written upon the door of the bard:*
Forbear to burn this house ; it was the dwelling of Pindar.

Concerning the cclebrated musician and poet, Pylades
of Megalopolis, no more is known than the few particu-
lars, or rather single incident, transmitted to us by Plutarch
and Pausanias. He lived in the time of Philopeemen, ge-
neral of the Achwan league. This hero, soon after he had
gained the battle of Mantinea, happened‘to visit the theatre
during the Nemean games, while the musicians were dis-
puting the musical prize. At the moment he entered, Py-
lades, actompanied by the lyre, was singing the beginning
of a song composed by Timotheus, culled the Persians.
The wordg were—

Behold the hero from whose glorious deeds
Our greatest blessing, liberty, proceeds!

This extraordinary coincidence struck the whole assem-
bly with pleasure and surprise. Roused to instant enthu-
.siasm by the exact application of the verse to the general’s

* ‘

the bard sung his hymns in honour of the god, was remaining in the

-

time of Pausanias.’



HISTORY OF MUSIC. 145
/

late victory, the energy with which it was uttered, and the
excellence of the siuger’s voice, the auditors cast their eyes
upon Philopwmen, burst iato violeut applauses, and felt
confident of cntirely recovering the dignity they had “lost by
“former defeats. . ¢

We will now take a view®of the great poet-musician, the
fire, vigour, and accidental appropriateness of whose verses
formed the basis of this remarkable incident in ‘the life of a
general, who, proposing Epaminondas for his model, was
not unsuccessful in imitating the prudence and the simpli-
city, the-courage, skill, and disinterestedness, of that, cele-
brated Theban.

Timotheus, son of Thersander, or Philopolis, and one of
the most shining ornaments of antiquity, was born at Mile-
tus, an lonian city of Cara, 346G years before Christ.  His
cxcellence lay in lyric and dithyrambic poetry, and the per-
formance of the cithara. FHe 1s said to have added four
strings to the seven, of which the lyre then cousisted *,
The fi.st time he perf(;rnxcci in the assembly of the people

L hd *

* This is the account given by Pausahias: but Suidas. says. the
Grecian lyre had already nine strings, and that Timotheus only added
two : but the famous Senatus Consultum settles the question. v

The greatest progressive improvement of this instrument, as generall y
stated, is that from the time of Amphion to that of Terpander, a period
of 856 ycars. ‘Tt had only four strings; when the latter, by adding
to it three new ones, extended itd scale to a heptachord. One hundred
and fifty years after this period, Pythagoras added’ an eighth string,
completing the octave.

To the strings that were afterwards added to these (by wluch the
scale was extended to two octaves) there are various claimants, which,
perhaps, only in'oves, that music was cultivated at the spme time, in if-
ferent countries; and that the inhabitants of each country invented and
improveli their own instruments, some of which were confounded with
those of other parts of Greece, witich they resembled.

VOL. I. L
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he experienced such violent marks of disapprobation, that
had not his cotemporary, Euripides, been sensible of his
extraordinary abilities, and encouraged him to pursue a pro-
fession in which he afterwards so highly suwcceeded, he would
have abandoned it for ever.

Lt seems cxtremely likely, that the great offence given to
h's countrymen, by bis innovation upon the then state of the
lyre, was in a great measure the calise of his unfavourable
reception at his first public appearance *. How decided
the opposition was to his extension of the scale, is evident,
from the following curious decrge of antiquity (or Spartan
Act of Parliament) preserved by Boethius : —

« Whereas 'Timoturus the Milesian, coming to our
city, has dishonoured our ancient music, and despising the
lyre of scven strings, has, by the introduction of a greater
varicty of noles, corrupted the ears of our youth; and by
the number of his strings, and the novelly of his melody,
has given to our music an effeminate and artificial dress, in-
stead of the plain and orderly onc in which it has khitherto
appeared ; rendering melody infamous, by composing in
the chl:omatic, instead of the eiharmonic ;

“ The Kings and the, Ephori, have, therefore, resolved to
pass censure upon ‘T1moTHEVS for these things : and, far-
thes, to oblige him to cut all the supcrfluous strings of his
eleven, leaving only the s:vEN ToNEs; and lo ban’sh him
Jrom our city ; that men may be warned for the future, not
to introduce inlo Sparla any unbeccoming cusloms.”

Timotheus, however, was afterwards pardonedt; and rose

e

* Severe as we find this' edict, Timotheus was not the first who
used eleven strings. Mclauippidas had long before performed on a
Iyre with twelve strings. P

1 In the relation of this aflair, 23 given by Athenseus, we find it
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to such cxulted celebrity, that he received from the Ephesians
the immense sum of a thousand spieces of gold, as his re-
ward for composing and setling to music a poem in honour
of Diana. * : .

According to the account left of this extraordinary genius,
by Suidas, his poetical and musical compositions were very
numerous, and of various hinds. They are said to have
consisted of nineteen nomes, or canticles, in*hexameters ;
thirty-six proems, or preludes; eighteen dithyrambics ;
twenty-one /iymns; the poem in honour of Diana; one
pancgyric ; four trygedics {the Persians, Phinidus, laer-
les, aud Niobe),and the rhapsody on the Birth of Bucchus ;
to which are to Le added, cighteen books of nomes, or airs,
compofed expressly for the cithara, and sct to cight thou-
sand verses; and a thousund prooimiae, or preludes, for the
nontes of the tlute, as mentioned by Stephen of Byzantinm.

The same anthor informs 1, that Timotheussdied in Ma-
cedonia, at the advanced age of nincty-seven *.

Amcng the (lis‘tiugm'ahcd musicians of ancient Greece,
few held a higher, station than AnticrN1DES.  We lcarn
from Suidas, that he was a native of Thebes, in Roeofia,
and the <on of Satyrus, a cclebratedeflute-player.  He stu-
died under Philoxenus, to whom hé became lute-player in
ordinary, constantly accompanying him in the musical airs
which that cclebrated poet-musician set to his own verses.

added, that swhen the public officer was on the point of executing the
sentenee by eatting off the new strings, Tiunothe us, percciving a hittle
statuc in the same place, with a lyre in its hand of eleven chord$, and
directing to 1t the attention of ihe judges, was acquitted.

* According to the Magbles (certainly much better authority) he
was only ninety when he died.

Stephen Byzantium fixes his death in the fourth year of the 105th
Olympiad, two ycars betoi: the bitth of Alexander the Great; whence

na
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By attention and practice, aided by the instruction of so ex-
cellent a master, he brought the art of flute-playing to
greater perfection than it bad ever reached before; and when
<he quitted Philoxenus, obtained pupils of“the first class, and
wis caressed® by the greatest princes. Pericles, having un-
certaken the education of his nephew Alcibiades, preferred
Antigenides for his flute-master.

According to Athenzus, it was Antigenides who per-
formed upon the flute at the nuptials of Iphicrates, when
that Athenian general espoused the daughter of Cotys, King
of Thrace: and it is to him that Plutarch attritutes the
power that, by the performance of the Harmatian air ata
banquet, transported Alexander to such a degree, that he
seized his arms, and was on the point of attacking his
guests ¥, .

Howeyer high the repatation of this musician, he was too
sensible of the precarlousness of public favour, to place in
it any great confidence, or to suffer himself to be elated by
the applause of the multitude. Endeavouring to inspire
his pupil Ismenias with the same sentiment, and to teach
him to despise the judgment of the populace, one day he
consoled him on the coldness of his auditors, by saying,
Mihi cane et Musis : Sing to me and the Muses.

Antigeuides had so great a command of the flute, that he
could express with it minute intervals and infleXions of
sound : and, according to Apuleius, play in all the modes.
But such a variety of execution necessitated many novelties
in the construction of the instrument: among these, one

-

it would appear that this Timotheus was not the famous performer
on the flute, so much esteemed by that prince, and over whose pas-
sions his musical powers are said to have had such an entire cummand.
* The same stody has been told of Timotheus.
2
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was, an increase in the number of its holes, which, probably,
not only extended the compass, but rendered the tones more
flexible and various *. Hi¢ innovations were not confined
o the instrument liself: he appeared in public with delicate *
Milesian slippers, and a robe of saffron colour, called Cro-
colon. *° ‘e

A bon mot of the general Epaminondas (himself a skilful
musician) relative to Antigenides, is recorded by Plutarch.
The Theban leader, upon being informed, as if to alarm
him, that the Athenians had sent troops into the Pelopon-
nessus, équipped with entite new arms, asked  Whether
Antigenides was disturbed when he saw new flutes in the
hands of Tellis | £

If Dorion is entitled to a place among these poetical
and musical luminaries, it is, perhaps, more on account of
his wit than his professional superiority. He, however, dis-
tinguished himsclf, by introducing a number of changes in
the music of his time;; and was at the head of a sect of per-
formers, opponents to another sect, of which Antigenmdes
was the chief. Though both his poetry and his music are
lost, many of his pleasantries are preserved. o o

Being at Milo in Egypt, and unable to procure a.lodging,
he inquired of a priest, who was sacrificing in a chapel, to

* Theopbrast'us, in his Tlistory of Plants, has recordetl how, and
at what season, Antigenides cut the reeds for his flute, in order to ob-
tain such as should be capable of expressing all the delicacy and re-
finements in which he prided himself. .

1+ A Greek lyric poet and musician, the father of Brasidas, the
famous Lacedemonian general, to whose memory a superb monument
was raised ; and in whose *honour public festivals werd held at Lace-
demon, called Brasidein. Tellis, by the jut of Epaminondas’s jeu
Desprit, Uid not, as a flute-player, rival the talents of his son as a
general, ’
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what divinity it was dedicated, who answered, 7o Jupiter,
and to Neptune.  “ How* should I be able,” says Dorion,
“to get alodging in a place where the gods are obligud to
‘lie double 2”7 '

Suppmg with Nicocreon in the Island of Cyprus, and
tdmirmg a rich cup of gold .that was placed on the side-
hoard,— The goldsmith will make you just such another,”
says the prince, ¢ whenever you please.” ¢ He'll obey your
orders much better than mine, Sir,” answered Dorion ; “so
let me have that, and do you bespeak another.”

Upon hearng the description® of a tempest, in the Nau-
plius of Timotheus, Dorion said, he had sewn a better m a
boiling caldron.

Beiug robbed of a gouty shoe at a banquet, ¢ The only
harm I wish the thief,” says he, “is, that my shoe may fit
him.” .

Dorion’s *wit and talents made him a welcome guest
wherever he went.  Philip of Macedon often invited him to
his parties of pleasure, which he never failed to animate and
delight

The number of illustrious poet-musicians in antiquity is
too great to admit the fuclusion of cvery one. The present
list is, perhaps, already too long; but it is impossible to re-

fuse the faims of a lady to our notice; a lady whose merits
rank so high as those of Lgmia. -

T'his celcbrated female was as much admired for her abi-
liles as a flute-player, as for her wit aud beanty. If an
exquisite engraving of her head upou an amethyst, with the
veil aud bandage of her profession, which was in the pos-
session of the lare King of France, proves her to have been
uncommonly handsome; the honours her talents received,
sui"ﬁcicntly tegtify their power over the hearts and minds of
her hearers. “

Lamia was thes daughter of Cleanora, mistress to Deme-
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trius Poliorcetes, at whose court she became the object of

universal admiration. But her parsonal charms and abilities
were not long limited to so narrow a sphere as that of a
siugle court, cityyor country. From Athens, the place of
“her birth, she travelled into LEgypt, whither she was at-
tracted by the fame of its flute-players. Her person and
performance soon engaged the attention of Piolemy Soter,
with whom she abided till she beeceme the capttve of Deme-
trius, who contending with Ptolemy for the Island of Cy-
prus, conquered him m a sea engagement, and took prisoners
his wives and domegtics. .

The prince whose captive Lamia became, conceived for
her the most violent passion. At her request, he conferred
such cxtiaordinary benefits upon the Athcnians, that they
rendered him divine honours ; and m gratitude for the influ-
cuce she had exercised in ther favour, dedicated to her a
temple, under the name of Venus Lamia *. .

Theseare the chief and most celchbrated poet-musicians
of Gr:ece, subsequent to the times of 1lcsiod and Homer;
excepting such as Anacrcon, Alschylus, Sophocles, Kuri-
pides, and 'lhrocntus, who, though they all ﬁouuslled be-
fore the separation of Music and Poetry, are. not* only too
well known, for their characters aiid lives to require to be
related here, but have so long been familiar to us simply as
poets dnd dramatists, that a smusical account of them would
seem foreigy from ther established fame and recognised

merits . .

* A great number of Grecian Tibicine, or female flute-flayers,
are mentioned by Athcnzus; and yet, by the account which Parmenio®
gives to Alexander of thefemale musicians in the servucc of Dtmus,
the use of the flute among ladics, appears to have beeu much more
generafin Persia than in Greece.

t And it is scarcely necessary %o observe, that of nawes obscure as
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From the time of Alexander the Great, down to which
we have traced the principal professors of the poetical and
musical arts, but few masters of eminence are upon record.
Of these notice will hereafter be taken. . '

We are now about to take a view of those national insti-
t.ions, which not only 6pened a ficld for the display of
G ccian genius, Grecian taste, and Grecian emulation ; but
which, from their memorable character and important ob-
jects, have been made so many grand bases for chronological
calculation, and historical certainty.

Aunthes, Polyodes, Zenodemus, Zenoeritus, Telesilla, Rlianus, Ibycus,
and other lyrics, no memorials remain sufficiently interesting to entitle
them to any detailed notice.



CHAP. VIII.
THYE, GRECIAN GAMES.

OF the Grrecian Gamus, or PUBLIC SrorTs, consist-
g of trials of skl arts and bodily excrcises, and intituted
in honour of* distinguished personages, or auspicious cvents,
there werc a great variety; but of these, the chief were, the
Olympic Games, founded, according to some, by Hercules ;
the Pythian Ciames, first cstablished, as Pausanias informs
us, by Jason, or Diomedes, King of Etolia, and re-cstablished
by Iphitus; the Nemwan Games, instituted by Adrastus,
and subsequently augimented by [lercules; the Isthmean
Games, founded in commemoration of Melicertes; and the
Panathenaan Gumes, appointed in honour of Mincrva.

The Orymric Gamis, which LommulCCd in the’yedr of
the world 2886, were held at the, bcgmnmg of every fifth
year, on the banks of the Alpheus, near Olympia, a city of
Elis, ip honour of Olympian Jupiter, and comprised per-
sonal combats, chariot-races, and musical contests,

It is rematkable, that Homer does not once montion these
games ; which, as dedicated to Jupiter, and forming by their
regular returns, those measures or divisions of chronology
most generally adopted, were superior in consequencesto all
the others*. It is true, that at first, the Olympic Games

* O& the superionty of these yames over the others, no evidence
=an be stronger than that deducible from the speech of Socrates to the
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were observed onlv occasionally, at very distant aud irie-
gular periods; but in the year 776 before Christ, their cele-
bration was fixed for every fifueth month, or the second
month after the expiraticn of four ycars, and were made to
se°ve as epochas. In the first of these, the Olympiad {rom
which chronol(;gers reckon, Coreebus, the Elan, was the victor.

Whether thcse gz.nucs, which had their name from the
god in whose’ hon'mir they were ordained, or from the city
of Olympia, ncar which they were held, were originally in-
stituted for 1¢elizious or civil purposes; they, in process of
time, became so important to all Greere, that evury state
and city felt a deep and constant interest in their celebiation.
From Mr. West's Dissertation on the Olympic Guines, the
source which supplied Dr. Burney with the greater part of
his description of the mauner of their exercise, we learn
that they were both rcligious and political.  Respect and
veneration for the gods, but particularly for Jupiter, the in-
genious translator of Pindar obscrves, were impressed by
the noble and magnificent temple and statues erected to him
at Olympia, as well as by religious rites and ceremonics.
By the horse-race, the breed and management of that useful
animal was promoted; in the foot-race, manly speed and
activity. Add to this, that a noble thirst of excellence and
victory was excited by the various other feats of manhood

Judges, after his condemnation ; because it is praise only by inference,
and net an intended eulogy. Required to pass scntence on himself,
and to name the death he preferred, he said, ¢ For my attempts to
teach the Aihenian youth justice and moderation, and to render the
rest of my countrymen more happy, let me be maintained at the pub-
Yic cxpense the remaining ycars of my lfe in the Prytaneum; an
honour, O Athenians! which T deserve more than the victors at the
Olympic games. TuEY make their countrymen more happy in appear-
ance, but I made you'so in reality.”
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and dexterity performed on these occasions, and the higher
and more useful feelings awakened and calied mnto play.
But though Mr. West tells us, that “ these assemblies were
frequented by peisons of the greatest eminence i all the
arts of peace, such as historians, orators, phildbsophers, poets
and painters; who perceiving that the most compendious way
to fame was through Olympia, were then induced to exhi-
bit their best performances, at the time of the cclebration of
the Olympic Games;” he bas wholly omitted to mcution
poetical and ausical contests, though both had fiequent ad-
missiofi there. 'I'he PENTATHLON, or five bodily egercises,
of leaping, running, throwing the quoit or dart, boxing, and
wiestlng, were all, it appears, accompanied with the flute.
Pythocntus, of Sicyon, as we learn from Pausanias, played
six times on the flute, during the exercise of the Pentathion,
at Olympia; and in testimony of his shill, a pillar and statue
were erected to him.  "T'he same author wforms us, that the
horse-race was accompanied by the trumpet, and the cha-
riot-race by the flute *.

The ninety-first Olympiad, 1t is worthy of remark, was
honowed with the dramatic exertions of Xecnophou and
Ewipides, who disputed the priz¢ in that specicg of poctry.
The lyrical parts of the composili'(ms were, of course, set to
music, and accompanicd by instruments, as when performed
on the stage.

The flute was a universal favouritc with the Greceks; but

* Near Olympia there was a Gymnasiuwm called LolichmiBin, which
was open at all times to those who were desirous of trying théir
powers n poetical and musical exercises: and ‘tlmugh sometimes
music was performed independently of poetry, poctry was never re-
eited®without music
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the trumpet, nevertheless, was an instrument, to the practice
of which they much attended. In the ninety-sixth Olym-
piad, a prize was instituted at the- Olympic Games, for the
best peiformer on the trumpet* ; and the 'first of these ho-
ncurs gained there, was adjudged to Timceus of Elis. In
tlie same year, another was obtained by Crates, the conntry-
man of Timaeus, on the cornet, or horn. Archias of Hybla
in Sicily, was victor on the Zrumpet at three scveral Olym-
piads: and the famous trumpeter, Heroderus of Mégara,
carried off the prize ten several times, (some say fiftcen,) and
was, Athenxus informs us, victor in the whole circle of sa-
cred games, having, by turns, been crowned at the Olym-
pian, Pythian, Nemean, and Isthmeant. According to
some authors, Herodorus was as remarhable for his gigantic
figure, as for the strength of his lungs; which were so
powerful, that his performance could not be heard with
safety, unless t a great distance. The exertions used by
the ancients in blowing the flute and the trumpet, were so
great, that for the preservation of their cheeks, they were
obliged to use a capistrum, or muzzle, which, however, was
not always adequate to the purpose. According to Lucian,
Harmonideés, a juvenile scholar of Timotheus, at his first

.

* The trumpet, not known, or not in use, at the time of the Trojan
war, was one of the instruments of later invention and slower improve-
ment, than some others; and is supposed, for a long time, to have
been in so very imperfect state, as to have served, at first, only as a
rough and noisy signal of battle.

+ These trumpeters appear, speaking gencrally, to have been
heralds and public criers, who at the games, gave the signal for en-
waging, and annoupced the successcs. They also proclaimied peace
and war, and were employed to sound siguals of sacrifice and silence,
at religious ccremonies. .
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public performance, began his flute solo with so violent a
blast, that he breathed into the instrument his Jast breath * :
and from an epigram of Archias, the Hybl®an, we learn,
that that trumpeter dedicated a statue to Apollo, in ‘gratitude
for that deity’s preservation of hig cheeks aud blood-vesscls,
while, with his utmost force, he proclaimed the Olympic
Games. :

A prominent and important feature of thede games, was
the musical recitations of the Rhapsodists. Their exercises
chiefly consisted of pasticios, or collections of favourite pas-
sages of poctry and music from different masters,.autl of
various styles, which they repeated to the accompaniment of
the citharat. The Emperor Nero’s ambition to rival every
other Yhapsodist of his time, impelled him to enlist himself
among the performers at these games; at which he was con-
tent to submit himself to all the disciphine and rigour of
the Olympic laws, as also to the self-humiliating practice of
supplicating the favourable decision of the Nomodictai, or
umpizes. This is méntioned, not so much as an mstance of
the prostitution.of imperial diguity, as to demonstrate, that
poetic?-musical excercises, formed a considerable portipn of
the Olympic exhibitions. Indeed, we have .every reason to
conclude, that at these numerous and splendid assembiies,
poetry and music formed the principal sources of gratifica-
tion ;*and that, as the media for embellishing and applauding
other provipces of the arts, as well as the various corporeal

* By this, it would appear, that the power or fuluess ofethe tone
constituted one of the principal exccllencies in instrumental perforne-
ance ; at least, in thosc of the inflatile kind.

+ Not unfrequently, however, they rchearsed entirte poems. °It is
on regord, that Cleomenes sung, hy memory, a very long one, com-
posed by Empedocles, and callgd The Ecpuations.
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feats thcre exhibited, these intellectual and elegant accom-

plishments must have been, both as accompaniments and
codas, indispensable adjuncts.  [lonour, the chief ncitement
to the cdndidates m all the sacr~d games, demanded the ap-
plausive voices of bards and musicians ; and found its best
support in their rhapsodical descriptions and celebrations *.
It is to the eager and univeisal demand for these, that we owe
the noblc odes*of Pindar ; and to the same demand, but for the
ravages of time, we should huve been indebted for the posses-
sion of many valuable specimens of Greek eulog.suc poctry.
The hymns composcd by Sumonides and Bacchyhles, in
honour of Hiero, would not have bccn less gratitying to
modern taste, than satisfuctory to the curious; nor would a
single sample of the numerous productions of the *other
great poets and musiciaus of antiquity have proved wanting
in their own mterest, or unattended by cur veueration.

The fate agd condition of the ancient pociical and mu-
sical panegyrists, corresponded with the services they ren-
dered the Olympic victors by their ddes, which were per-
formed in processions aud temples with u,ll\rlous zeal and
solemmtl They werc held in the lucrhest esiev, and
distinguistred by the publjc regard, and the houours univer-
sally conferred upon their names, Indeed, the successful
candidates of every description were so exalted in the public
estimation, and so amply protected, that 1t may be said$ they
had nothing to apprehend from the vicissitudes ot fortune +;

* Though the victors in the Pentathlon were entitled to a reward
of about 500 drachma, or sixtecn pounds, it does not appear, that in
the hOIae or chariot-race, any other prize was bestuwed on the con-
quunr than an ofive erown.

1 Solon found the rewards of the victors of the Olympic anddsth-
mean games so great, that he deewed tt necessary to reduce them.
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and.while all their wants were gratuitously supplied, status
aries were ambitious of the honopr of representing them in
brass and marble *. .
* According to $t. Chrysostom, the Olympic Games cons
tinued to be celebrated with splendour till the end of the
fourth century. .

The Pyrr.an GAMES were instituted in commemora-
tion, and i honour, of Apollo’s destruction of the serpent
Python. They were celecbrated in a place called Pythium,
situated in Macedonia, and also at Delphit.  Though more
ancient thau the Olympic Ludi, they never equalled them
in fame. They comienced in the third year of the forty-
cighth Olympiad, from which_time, the Greeks reckoned
sometpmes by (Mympiads and sometimes by Pythiades.
At their origm, they were held every eight years, but after-
wards became quadrenaialy which served for an epocha for
the inhabitanis of Delphif. At first they were devoted to

* The sacred gyve of Olympia, Pausanias informs us, contamed
above five hundred statues of gods and heroes of the first clgss, yvith-
out inchuding thosc that had been placedethere in honour df less im-
portant personages. ’

{ About the ycar G642 of their city, the Romans adopted these
games, under the appellation of AporLiNares Luor

+ Swm; always persisted in writing Delphos, instead of Delphi ;
aml the word Delphi was a subject of violent dispute between Boyle
and Bentley.  Boyle, on the ground of common usage, defended Del-
phos. Bentley rejected it as a barbarism, and as being merely the
accusative of the word Delphi. The story the latter tells in ridicule
of Boyle’s veneration for custom, vight or wrong, is amusin®. “ A
Popish pricst,”” says he, * for more than thirty ycars, had if
his breviary, read mumpszmus, instead of sumpsimus; and when a
learned man apprized lum of his blunder, he repﬁed ¢ Aye, well
well; J have always vead it so; and shall not now change my old
mumpsimus for your new sumpsimus.’
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poctical and musical contests, but were soon extended to the
other exercises of the Pancratium performed in the Olym-
pic Games. Pausanias, speaking of the original exercises
in these games, says that the prize, which® first consisted of
a vreath of beech lcavey, and afterwards of a crown of
lauacl, was adjudged to him who had composed and sung
the best hymo in honour of Apollo.  The first victor at the
Pythian Games was Chrysomethis of Crete, the son of
Carmanor, who purified Apollo after he had killed the' Py-
thon. "T'he second and third prizes were obtained by Phi-
lammon, the son of Chrysomncthis, and Thamyris, the son of
Philammon. Sometimes, the crown was bestowed upon the
merits of cxecution only, as jn the case of Eleutherus, who
won it purcly by the power and sweetness of his voice.
That the Pythiun GGames were conducted with the great-
est order and solemmity, is obvious from the ciicumstance,
that the P, thii, whose especial oflice it was to consult the
oracle at Delphi, and who, on account of their high and
sacted character, were, like the kings, maintained at the
public é}pcnsc, always attended them in state, sitting in the
most distinguished place. It is also pretty clear that they
diffcred from the Olympiads little more than in name.
They were attended by all the genius, learning, and skill,
of that part, of Greece in which they were celebrated, and
witnessed by the most " exalted and revered characters *,

i
.

* Among the distinguished victories gained at Delphi, and men-
tioned by Pausanias, are that of Pylades upon the cithara, about the
94th Pythiad; und that of the Pythic Laurel obtained, according to
Suetonius and Dio Cassius, by Nero, sixty-six years afterwards, and
carried by that emperor to Rome. To these may be added, the two
Pythie conquests ‘recorded in the Oxford Marbles, and many others,
winch C. Ant. Septimius Publius, the Citharcedist, won, duriag the
reign of Septimius Neverus, ahout the end of the second century.
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Plutarch informs us, that to the musical premiums given
at Delphi, one for tragedy was added, mn later times; and
that, by degrees, a great variety of contests was admitted;
an.long which weré trials in the graphic art; that is, exhibi-
tions of paintings. This institution, second odly to that of
Olympia, continued, accordiyg to the testimony of many
ancient authors, several ceituries after the establishment of
the Christian religion, )

The NemEAN Games, first instituted by Adrastus (as
already obseived) were afterwards re-established and aug-
mented, in honour gf the eonquest obtained by te,cul-s
over the Nemzan lion*.  They were celebrated in, or near
to, the town of Nemaa, in Argolis, every third, or according
to somd writers, ciery fifth vear. At these festivals, the
Argives, the Coiinthians, and the inhabitants of Cleonce,
generally presided, by tuns. Like the Olvmpic and the
Pythian games, they were gymnical and equestiaan, as well
as poetical and musical, and served as an era to the Argives
and the surrounding cou.ntry.

The Nemaan games were of such high antiquity, that the
time of their origin is not correctly known. From thg sub-
jects of ;h%Nemazan odes of Pindar, it is clear that their
exercises corresponded with those of Olympia and Pythium.
Did any doubt exist upon the subject of this institution, in-
cluding %in its amusements poetical and musical trials, the
passage from Plutarch respecting Philopemon and Pylades,
noticed in the last chapter, would be sufficicnt to remove it.
But the fact is, that 'Timotheus, and many of the most re-
nowned of the ancient poet-musicians, exhibited their abili-
ties at Nemaa, and that these games were conducted with

# This animal, bora of the hundred-headed Typhon, infested the
neighbourhood of Nemeea, and kept'the inhabitants in pei petual alarm.
VOL. I. M
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great pomp and solemnity. They were always opened with
sacrificing to Nemaan Jove, appointing that deity a priest,
and proclaiming rewards for those who should prove victors.
“Till the war with the Medes, these rewards consisted of olive
crowns ; wheh a blow the Argives received in that struggle,
¢ wised them to change the olive crown, for one composed
ot smallage, a funeral plant *.

The IstumiaNn GamEs received their names from the
Isthmus of Corinth, where they were first observed. ' They
were Instituted as early as 1326 years before Christ; and for
many years, continued uninterrupted. Not long after their
discontinuance (the cause of which is not understood) The-
seus, in honour of Neptune, whom he proclaimed to be his
father, 1einstated them. But though their renewal was no-
minally in honour of that deity, they were really celebrated
in commemoration of Melicertes, who was changed into a
sea-god, when his mother Ino had thrown herself into the
ocean with him in her arms. According to some writers,

* Some attribute the firdt institution of these games o the follow
ing circumstances :—The seven chiefs, they say, sent to Thebes,
under the ~onduct of Polynices, being on their journey cxtremely
oppressed with thirst, met with Hypsipyle of Lemnos, who had in
her arms Opheltes, son of Lycurgus, priest of Jupiter, and Eurydice.
They requesting her to show them some water, she laid the child
down on the grass, and conductced thém to a well.  In her absence, a
venomous serpent killed the child; upon which the nurse, from an
excess of grief, grew desperate. The chiefs, at their return with her,
killed the serpent, buried the young Opheltes, and, to divert Hypsi-
pyle, appointed the Nemaean Games. Those who thus account for the
arigin of this ipstitution, add, that it was always usual for an orator
to pronounce a funeral oration, in memory of the death of Opheltes;

and that those who distributed the prizes were always dfessed in
mourning. ~ '
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they were repeated every third year; but others say they
were quinqueunial ; and others again assert, that they were
observed every third, and every fifth year; the hrst order
bemg ordained i} honowr of Neptune, and the second in
*‘commemoration of the son of Ino, Howeverthis may have
been, the Isthmian Games®were held so sacred and invio-
lable, that the greatest public calamity was not allowed to
interrupt their regular observance. Combats of cvery kind,
especially those consisting of poetical and musical rivalry,
were exhibited on the Isthmus, and the victors were rewarded
with garlands of pjue leaves ; in lieu of which, howgver, in
process of time, a crown of dry parsley was substituted *,

Dr. Burney has very properly detailed a narrative in Livy
of an Interesting event; which occurred during the celebra-
tion of these games, after the defeat of Philip of Macedou,
who had been in possession of the principal part of Greece.
The account is as follows :—

¢ The time,” says Livy, “ for obsecrving the Isthmian
Games had now arrived. There was always a great con-
course of people. at them, from the natural curiosity of the
Greeks, who delighted in witnessing all kinds of qompats
and bodily exercises, as well as frem the cenyvenicnces of
the situation, between two seas, for the inhabitants of the
different provinces to assemble. But being, at this tine,
anxiou$ to know their own fate, and that of their country,
all Greece fJocked thither, the greater part silently fore-
boding the worst, and some not scrupling openly'lo express
their fears. At length the Romans took their places at the
games, aud a herald, with a trumpet, in the usual manner,

L] ]
* Plutarch and Strabo say, that aiter a time, the wreath of pine-
leaves avas resumed, and that to this was added a reward of one
hundred silver drachunee. ‘
M 2
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advanced into the middle of the Arena, as if to pronounce
the common form of words ; but when silence was ordered,
bhe proclaimed, that the Romanr senate and people, and
T. Quintius Flaminius, their general, after vanquishing
Philip and ‘his Macedanians, declared the Corinthians,
F hoceeans, all the Locrians, tht island Eubcea, the Mag-~
nesians, Thessaloniuns, Perrhcebi, Acheans, and Phthiotes,
all which states had been possessed by Philip, were free,
independent, nnd subject only to their own laws. The joy
of the whole assembly, on hearing this proclamation, was too
great to be expressed. The spectators cpuld scarcely credit
what they heard; they regarded each other with astonish-
ment, as if they had waked out of a dream. Each diffident
of his own ears, with what particularly concerned ‘nimself
and his own country, inquired of his neighbour what had
been said. The herald was even called back, so strong a
desire had tkey all, not only to hear, but to see again the
messenger of their liberty; and they had the satisfaction to
hear him repeat the decree. When the news was fully con-
firmed, they expressed their joy in such loud and reiterated
shouts of applause, that it was evident, lib'erty was dearer to
them thdn all.the other.advantages of life *.”

So long as paganism continued to be the established
religion' of Greece, the Isthmian Games, by which the
years were reckoned, as among the Romans from the con-
sular government, were celebrated with great magnificence
and splendor; and even when Corinth was sacked and
burnt by Mummius, they were not omitted .

* Plutarch, (v. 7. Flamin.) says the shputs of the people on this
occasion, were so loud, that some crows which happened to be flying
over their heads, fell dead into the Stadium, . -

+ These games Were of such ceicbrity, and the concourse at them



HISTORY OF MUSIC. 165

The PANATHEN £AN GAMES, so deuommated because
established m honour of Mmerva, the patroness of Athens,
were first appointed by Orpheus, and called Atherea : but
Theseus afterwards renewed, or re-modelled them, when
they were celebrated by q/f the ‘tribes of Athens, and re-
ceived the appellation by which they have been since dis-
tinguished. .

In the first year of their institution, these festivals were
observed only during one day; but subsequently, the time
was prolonged, and the celebration was conducted with
great [;omp and %olemnity. Horse-races and foot-races,
with torchesy dances by boys in armour, and gymnical trials,
followgd by musical countentious on the harp and flute, (first
ordained by Pericles¥) constituted the exhibitions in which
the first musical victor was the lyrist Phrynis of Mitylene .

was so great, that only the prime persons of the most distinguished
cities could have places at them. The Athenians had only as much
space allotted ther; as the sail of a ship, which they sent yoall_y to
Delos, cduld cover. .

* Pericles, once a disciple of the musician Damon, and an cxcel-
lent musical performer himself, and than whom antiquity cannot boast
a more accomplished character, was equally a judge and encourager
of all tle arts. Plutarch, in the life of this illustrious man, tells us,
¢“that the Muses bore a principal share in all the public spectacles with
which he entcrtained the people. Not only did he reguldte and aug-
ment the poetical and musical eonflicis at the Panathenean Games,
but built the Odeum, or music-room, in which poets and musicians
daily exercised themselves in their art, and rchearsed new composi-
tions, before they were performned in the theatre. And it is worthy of'e
notice, that it was Pericles who invited to Athens the renowned Anti-
genides. * . *

+ In the songs, they celebrated the generous undertaking of Har-
modius and Aristogitou, who oppgsed the Pisistratides, and of Thra.
sybulus, who delivered Atheus from its thirty tyrants.

4
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Homer’s poems were sung; aud the poets contended in
four plays, called from their numbcr, Tetralogia. Con-
quest was rewarded with a vessel of oil, apd a crown made
of the olives which grew in the groves of Academus, and
w. re sacred to Minerva. "The rites and ceremomes were of
th: most sumptuous and magmficent description.  In the
procession, Minerva’s sacred Peplus, or wlite garment,
without slecves, and woven by a select number of virgins,
was borue along by them, attended by two young girls under
eleven years of age, attired m wlutce, omamented with gold:
and no person was permitted to appear ui dycd habiliments,

At the period of celebraung the Panatheneun Games, it
was usual to proclaim a general amnesty in favour of pri-
soners, and to present golden crowns to such as had de-
served well of their country. Of these festivals there were
two kinds ; t|‘1e greater, exhibited cvery five years, and the
lesser, observed every three years. The greater festivals
were more splendid and pompous than the lesser.  In the
greater, it was that the grand procession of the Peplus was
obscrved, the ceremonies of which were too important and
imposihg not to demand particular notice in this account
of the chief Grecian games.

In the ceramicus *, without the city, an engine was
erected in the form of a ship, upon which Minerva’s garment,
embroidered with gold, and having upon it the represcntation
of the ackievements of the goddess, was suspended as a
sail ; and the whole, put in motion by subterrancous ma-
chines, was conveyed to the temple of Ceres Elcusinia, and
thence to the citadel, where the Peplus was placed upon

' Minerva’s statue, which was laid upon a bed woven, or

.

.
* A bay of Cariay now called Kcramo, which received its original
name from Ceramus, a town in its vicinity.
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strewed, with flowers. Persons of all ages, of every sex and
every quality, attended the procession, which was preceded by
old men and women, carrying ohve branches in thelr hands,
and followed by men of full aze, bem ing shields and spears,
and attended by a certain number of foreigners® After these,
came the women, accomphnied by the wives of the fo-
reigners, Then succecded young men crowned with millet,
and singing hymns to the goddess; and after them select vir-
gins of the noblest fmmhies, carrving baskets filled with arti-
cles necessary for the celebranou, and attended by the daugh-
ters of the forcignery, who bore in thor hands umbiellys and
little scats 5 qnd boys m uniforms brought up the rear ¥,

To the poraoolers which hive been mentioned m this ac-
count Of the fire prncipal pubic games, ov fostvals of an-
cient Greecc, it1s proper to add wome votice of the orations,
the delivery of whicl formed a part of the soloam portion
of the cercmonies of them all. These incladed cach hiud,
or province of the art; the demonstiative; deliberative, and
judicial, mcluding evchl subdivision of cach ; of which sub-
divisions, however, the principal were the panegyrical or
laudatory, the origmator of which is not known; gud  the
epicedial, or funeral, first introduced by Solon. To render
the panegyrics the more solemn and imposing, the speakers
commenced with the eulogy of the deity, or monarch, or
hero, itf whose honour the games were celebrated ; then they
descended to,the praise of the people of the country where
the festival was held; then Jo the presiding mugl;lrutes. and
then to the victors 1 the various contests. "They were pre-
ceded, or followed, and sometimes both, by hymus, or other

. .

* Tt was the custom in this and every quinqnennial. festival, to pray
for the® prosperity of the Platwans, whose services had been so con-
spicuous at the battle of Marathoh

- . 3 .
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vocal performances, analogous to the orator’s subject, and
thus were so connected with the musical part of the exhibi-
tions as to render some remarks-upon them not only relevapt,
but necessary, in a chapter, the object of which has been
t» elucidate,'generally, the character, extent, and tendency, of
the principal GrEcian Gamks, and especially whatever
n them bears any relation to the subject of this History.
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CHAP. IX.

THE ANCIENT MUSICAL THEORISTS, AND THEIR
WORKS.

NQ national ordinations more important to the progress
of the ancient music, could, perhaps, have occurred, than
those which formed the subject of the preceding chapter.
'The Grecian Games, by exciting universal emulation, and
rewarding real merit, went directly to the two grand means
for promoting improyement, both in theory and exccution.
Genius and science, taste and skill, were produced to the
light; excelleneies were displayed and applauded, and defects
exposed and disapproved. Yet then, as now (and, flo doubt,
as ever) licences were occasionally permitted 'which not only
deviated from general taste and propriety, but disturbed both
the measure and sense of the verse. The strings of the
lyre, and the holes of the flute, increased in number, tempted
even Lasus) Timotheus, and Phrynis, to admit Jdrregulanties
in their verse, for the purpose of exercising their augmented
powers of performance. Aristotle, disgusted at these inno-
vations, declares his disapprobation in the strongese terms.
“ I hate,” says the philosopher, ¢ the difficulties and tricKs
practised at the pulec festivals, where the musiciav, ingtead
of recollecting what is the object of his talent, endeavours
only'to flatter the corrupt taste of the multitude.”

Plato, Aristoxenus, and Plutarch, all theorists, make
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similar complaints: and Athenzus gives a passage from the
second of these writers, which represents him saying, « I
and a few others, recollecting what music once was, and
considering what it now is, mnitate the people of Possido-
ni' m, who anuually cclebrate a festival after the Greek
mmuer, in order o keep up the memory of what they
once were; and before they depart, with tears, depiore the
barl wous state Lo which they are brought by the Tus-
caus aud Romans.”  That the ancint Greek musicians,
like the musiciuiis of every other age and country, might,
by their creased power of exceuticn, be somelimes
seduced into extiavagances, is extremely probi bic; and
that a misplaced vamty might bimg such extravagances
before the public, and that they nught iind too much in-
dulgence from the public taste, we will wot disputes; but if
these eccentiicitics offended, by quitting the prescribed
tract, they often led to the discovery of a new soil, brought
to view unknown beautics, and spread and diversified the
scene of science. The enemy to innovation is a foe 10 im-
provemeut.  Without imnovation, the strings of the lyre
could never have been multiplied, and the world must have
been coutented with a monochord : without innovation, the
holes of the flute would be stll confived to their first num-
ber ; nay, it must have remamed without any perforations at
all : and again, without innovation, science itself must have
stood still, or rather, never have had birth; or being born,
could not have been cherished, strengthened, maturated,
brought from infancy to youth, from youth to manhood, and
set fairly on its journey towards perfection; and then our
rpecies had been unbenefited by the nrental powers of such
singularly-gifted men as Pythagoras, Lasus, Aristoxenus,
Euclid, Didymus, and Ptolemy ; theorists whose learning
and labours we are about to consider. !
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PYTHAGORAS,

‘Pytllagoras, bofn at Samos, the son of a person’ of dis-
tinction, capable of giving him a syperior education, blended
with his other numerous stidies, those of poetry and music.
Not content with the knowledge to be acquired in s own
country, he travelled into Egypt * and Chaldea, whence,
after collecting whatever was to be lcarnt fram the priests
and their symbolic writings, upon the subjects of science and
general policy, he teturned, to adorn and instruct hig native
island, where he was publicly saluted with the name of so-
phist, o1 wise man; but he preferred to be called a philo-
sophet’, or lover of wisdom +. After visiting the republics of
Elis and Sparta, he retired to Magna Grecia, where he tfixed
his habitation in the town of Crotona. It was here that he
founded the sect afterwards denominated e ltalian. His

knowledge and skill in music, medicine, mathematics, and na-

* ¢« At the ()ly.mpic Games,” said Pythagoras, ¢ some are at-
tracted fny the desire of” obtainig crowng and honnars, wlnle.cur.iosily
draws others, and a wish to contemplate whatever deserves notice in
that cclebrated assembly @ thus, on the more extensive theatre of the
world, :avhile many struggle for renown, and numbers padht for the ad-
vantages of furtune, a few, and, indeed, atfew only, who are ncither
desirous of’ money, nor ambitious of fame, are sufticiently gratified, to
be spectators of the wonder, the hurry, and the magm’ﬁcence of the
scene.”’

1+ The numbers this 7'heorist assigned to the several sonorous pro-
portions, have been given in a former chapter. But how much of
his system was founded on experiment, and sanctioned by demonstra-
tion, cannot now be ascertained.  The great obstruction that Pytha-
goras had to encounter i this profound research, was in the difficulty
of defgrmining and comparing the respective bearings of vibrations,
the least velocities of' wluch aré too quick to be counted, or even dis-
tinguished. )
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tural philosophy drew round him a great number of pupils, and
friends and admirers, even'amidst the voluptuousness that pre=
vailed gmong the inhabitants of that pla(.:e, whose manners
his lessons of morality aud wisdom quickly reformed. “His
venerable aspect, harmonious voice, persuasive eloquence,
und extensive knowledge, combined with the reputation ac-
quired by his travels, and the prizes he had obtained at the
Olympic games, secured the esteem and admiiation .of all,
especially of his pupils, among whom lis authority was
such, that in any dispute among themselves, the weight of
any assertion depended upon whether #ie master said so ;
an expiession which became proverbial, in jurare in verba
magisiri. ‘

Pythagoras considered numbers as the priuciples of every
thing ; and perceived in them, the regularity, correspond-
ence, beauty, and harmony, given to the universe, by its
Creator. THe importance he attributed to numbers, formed
the ground of his inquiry respecting musical proportion,
and led him to the discovery of the numbers expressive of
the relations of the sounds produced by..the blacksmith’s
hamemers : a discovery to which music originally owed the
honourable appellation “of science. Peiceiving that sound,
considered in respect of the vibrations from which it re-
sulted, was reducible to appreciable quantities, he made it
the subject of arithmetical calculation; and by the aid of
numerical characters, rendered the ratios of these quantitics
visible.

This discovery did not only give birth to various inaudible
species of music, under the denomination of Divine, Mun-
«dune, and Elementary, but led to the considering of musical
ratios as the types of order and proportion in all things.
Harmony was pronounced to include in itself the essence of
virtue, friendship, good government, celestial motiow, the
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human soul, and God himself *.  Accordingly, Aristides
Quintilianus assures us, . that music comprehends arith-
metlc, geometry, physics, and metaphysics ; and teaches
every principle afpertaining to the nature of the soul, and
“the construction of the universe; and in confirmation of
this doctrine, quotes from a writer of the name of Panac-

9>~

mus, a * divine saying,’” -comprehending a most curious ac-
count of the end and husiness of musie, and informing us,
that its province is not only to arange congruous sounds,
but to unite and harmomze every thing m nature.

Nothing is morg certain, thun that Pythagoras regarded
Music as somethmg celestial and divine ; and that he consi-
dered it as conducive to health, and the composwe of the
mind. * For these salutary effects, it appears, vocal music
was preferred to insttumental, and that of the lyre to the
melody of the flutet. From the Egyptians he borrowed
the custom, and uniformly adopted it, of havig his pupils
lulled to sleep every night, and waked every morning, by the
soothiag appeal of sweet sounds.

From the school of Pythagoras sprang many illustrious
Musical leeorzsts, most of whom left treatises behmd them
that long continued to be studied, as the great guldes to

* Fortun‘atgly, both Philosophy and Music have since been con-
tented with an earthly abode. 'The one is limited to pfinciples that
mortals can ynderstand, and the other to sounds that human ears can
receive. ’

+ The reason given for these preferences is, that the musig, of the
lyre was more decent and sedate thau that of the flute; and that thes
lyre allowed the performer to add to the quantity of its sounds, the
sense and sweetness of vlrse, the influence of poetry, and the beduty
of articulation.
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science and truth. But the genius of this sage, not circum-
scribed to speculation, cuggested practical improvements.
Among these, was the addition of an eighth string to the
Ivre, the scale of which, till his time, was that of Terpander,
omprising oaly a heptachord, or serics of seven sounds*
"I'o a musical, rather than a general biography of the Samian
philosopher, the other numerous particulars concerning him
transmitted to us by Diogenes, Porphyry, lamblicus, and
other ancient authors, have been deemed superfluous. Ac-
cording to most chronologers, Pythagoras died 497 years
before Christ, at the age of seventy-onc. :

LASUS.

Lasus, who, according to Suidas, was a native of Her-
mione, a city of Peloponnesus, in the kingdom of Argos,
flourished in the fifty-eighth Olympiad ; that isy 548 years
before the Christian era. Of all the Musical Theorists,
he is the most ancient. His industry, however, was not
confined to speculation; the practice of music had a large
share of his attention, and also, of course, poetical exercises.
In ¢hece he excelled all his cotemporaries: and had the
honour of being the first who introduced dithyrambic com-
position, and circular dances in the public games ; the merit
of which inventions was rewarded with a premium+. Paetry
and mathematics were the predominant objects of his medita-

L

* Many ancient writers are of opinion, that previous fo the addition
of this eighth string, the scale of the lyre contained two conjoint tetra-
Jchords, E, F, G, A; A, B flat, C, D ; and that Pythagoras, by super-
adding a sound, and varyiag the pitch of the fifth, (B flat) constructed
a ncw system, as follows: E, F, G, A; B (aatural) C, D, E, forming
two disjunct tetrachords.

1 Plutarch sayg he was the first who changed any thing in the
ancient music.
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tions ; in all which faculties he not only shone himself, but
endeavoured to promote their cubtivation in others; and for
tlns purpose, established periodical conferences, or what we
should now term donverzationi *.

Of the circular choruses, or dances, some;, denying him
the honour of the authorship, will only allow him the merit
of their improvement, insisting that Arion was the inventor;
and this, indecd, is as much as the scholiast *Aristophanes,
pretends to demonstrate . .

Thongh Lasus lived to a good old age, the events of his
life now known, upfortunately, are but few. Among those
which time has not buried in oblivion, we meet with one
incident, which does as much honour to his moral principles
as to Bis sagacity. . He detected and cxposed a holy fraud.
Herodotus, in his Polymnia, or seventh book, informs us,
that the poet Onomacritus (to whom some ascribe the com-
positions generally attributed to Orpheus) pretending to find
oracular predictions In the verses of Muswus, for the curious
in fuiurity, Lasus discovered that the supposed diviner was
i the habit of surreptitiously foisting into the text of Mu-
s&us, such pres:;ges as pleased lus fancy, or suited §is jnte-
rest. .lnstigated by one of these motives, the” impostor
inserted in the verses, the predictiony (hat all the islands in
the neighbourhood of Lemnos would b- swallowed up.
This #buse of the credulous, Lasus developed, aud tiyp-
parchus, with whose contidence Onomacritus had long been
honoured, bamshed him from Athens.

* In meetings established by one of the Seven Sages of Greece, no:
only music and poetry, lwit general philosophy, and every sciencs, no
doubt, would be amouy the subjects of discussion.

+ O thesc dances, whieh were performed round the altay, both the
poetry and the music were dithyrambic.
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Though only a few fragments of Lasus have reached our
times, his productions, both in poetry and music, appear to
have been numerous. Athenzus: speaks of a hymn written
by Lasus, in which the sigma, or letter S i¥ wholly omitted ;
ard also of an ode, entitted The Centaurs, from which the
same consonant has been carefully excluded. This aversion
to a letter, which, in verse, never cai occur 0o rarely, proves
at least the exwraordinary delicacy of an ear which could not
be gratified in this particular, but at the expense of much
labour and patience.

The musical discoveries of Lasus were valuable at the
time théy were made, and deserve to be mentioned. I re-
cord them in the words of Dr. Burney. '

« First,” says the Doctor, “ Aristoxenus, in speaking of
the nature of sound, attributes to Lasus, m common with
certin Epigouans, a heterodox opinion, that sound had a
latitude. Meibomius is perplexed by the passage, but is
inclined to think it means only, that in sustaining a note, the
voice varied a little upward and downward, and did not
strictly keep to one mathematical line of tone. This expli-
cation, !jowever, 15 not satisfactory ; for the 'expressiqn natu-
rally leads to the idea of a temperant ; and seems to say,
that the ntonation of the scale admitted of some variety;
in other words, that the exact ratio of intervals might be
departed from without offending the ear*. And what is
said of Lasus by Plutarch, in lus Dialogue on Music, ren-

* A passage of Galen, quoted by Dr. Smith in his Harmonics,
sanctions this idea. ‘It is probable,” says the philosopher, ‘¢ that
in the lyre, the accurate tuning is one, and individual ; but the prac-
tical, tuning admits of latitude.”” Though the ancient Theorists do
not speak of temperament, this remark of Galen goes far to show, that
they had such a resource for accommodating the intervals o their
several scales, -~
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ders this idea still more probable. He is there mentioned
as a great innovator, who imitated the compass and variety
of wind instruments; as well as Epigonius, who was the
inventor of the Instrument of forty strings. Among the
" corruptions complained of in the ,new Musicy the frequent
and licentious transitions *from” one mode and genus to
another, were not the least.  If, therefore, the object of this
multiplication of strings may be supposed to have been the
convenience of having an instrument ready tuned for all the
modes, like our piano-forte, it seems probable that both
Lasus and Epiuonips might bave been temperers, and have
accommodated their doctrine to their practice.

Swomllv, Theon of Smyrna testifies, that Lasus, as well
as the*Pythagorean [Tippasus of Metapontus, made use of
two vases of the same size and tone, in order to calculate
the exact ratio or proportion of concords. For, by having
ouc of the vases empty, and filling the other half full of
water, he made them octaves to each other : and filling one a
fourth part full, and the other a third, he produced by the per-
cussion of the two vessels, the concords of fourth and fifth;
fiom wl.lich pmc.ess resulted the proportions of these thice
concords comtained in the uumbers 3, ¢, 3, 4 %.

Thirdly, Lasus, according to Plutarch, introduced a di-
thyrambic licence, or irregularity, into musical measure, or

.

rhythn?; and upon his lyre, imitated the compass and varicty
of the flute.

* The fallacy of this theory modern experiment has evinced.
Most glusses, by being half {illed with water, become lowered one
whole tone ; and when quite filled, are found to drop abouta maJor
sixth. The musical insgrument suggested to Mr. Delaval, by, the
tones produced from drinking-glasses, by Mr. Puckendge of Ireland,
and the improvement upon that instrument by Dr. Franklin, have
shown, that the tones do not vary in the proportions stated by Lasus.

VOL. 1, N



178 HISTORY OF MUSIC,

We are nqt to wonder, if, in an age when music was in its
infancy, false calculations.sometimes supplied the place of
true discovery; but should ratker, in candour, admit even
the ingenuity of failure, and applaud ever§ aim at scientific
¢ lvancement : again, if, in times when mechanical improve-
ments were tardy, and innovation, if not a crime, a subject
of censure, invention suggested- an cxtended system of
sounds, new powers of execution, or a more varied and em-
phatic expiession, we are but just, in admitting the claims of
this Musical Theorist to our honourable notice. His pio-
ductions, we find, were numerous, and of a quality to ex-
cite the admiration of his countrymen. He cultivated the
mathematics ; the poetical Muse was indulgent to his ambi-
tion: and musicians, both theoretical and practical, were
indebted to his labour and his ingenuity.

ARISTOXENUS.

Aristoxenus, born at Tarentum, in Italy, about A. M. 3610,
one of the disciples of Aristotle, and deeply versed in music,
philosophy, and history, was the son of a musician. He first
studied uuder his father; but subsequently, and successively,
became the papil of Lamprius, Erythraus, Xegophilus, and
lastly, of the philosopher of Stagira, whom he expected to suc-
ceed in his school, but had the mortification to see its presi-
dency left to Theophrastus, which excited his disgust, and pre-
judiced him against his illustrious master. He wrote on the
above branches of learning four hundred and fifty-three vo-
lumes, among which were treatises on various parts of
music ; as the rhythmic, the metric, the organic, and the

_elements of harmonics ; of all which, however, the only re-
mains are his THREE Booxs on the latter of these subjects*.

* Yet the writings of Aristoxenus on other subjects, are freyuently
quoted by ancient authors.
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In the first of these, the Theorist gives the explana-
tion of the genera, and of theire colours, or species; and
some general definitions of terms, particularly those of
sound interval, ahd system. His second contains an asser-
.tlon, which, however unintelligible at this day, 4s to be found
in the writings of all the®ancient philosophers; viz. that
music has a tendency to improve or corrupt the morals *.
Aristoxenus did not think, with Pythagoras, that the un-
derstanding 1s the ultimate judge of intervals; and that no
system can justly be called harmonical, unless there be in it
a mathematical coiycidence. On the coutrary, he expressly
asserts in his, second book, that “ by the external sense, we
judge of the magnitude of an interval, and by the under-
standing, consider, and dccide upon, its several powers.”
And, again, he says, ¢ the nature of melody is best disco-
vered by the perception of scnse, and is retained by the me-
mory ; and there is no other way of arriving «at the know-

” and further, he observes, “that as it is not

ledge of music :
necessary for him who writes an iambic, to attend to the
arithinetical propgrtions of the feet of which it is composed,
so it is not necessary for him who composes a Phrygian
cantus, to attend to the ratio of the sounds proper ‘thereto.”
This position is obviously accurate. 'The 1w.usical com-
poser takes his stand between the mere practitioner, and the
philosophical theorist; and, as in order to his composing well,
it is not indisgpeusable that he should be a performer, neither
is there any necessity for his being acquainted with the laws
of generated sound. In fact, sounds are not music, scientifi-

* Plutarch is strenuous in the support of this opinion ; and Avisto-"
phanes, in his CLoubs, pyts into the mouth of Justice, a speech to the
same effect. Add to this, that it is weil known what ‘effects the Spar-
tans attgibuted to Music, sinee they made it an essential in the educa-
tion of their youth,

N 2
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cally speaking, but only the clements of music; and with
respect to the composer; are precisely as colours to the
painter : materials, with the effects of which, by their arti-
ficial order and disposition, he is immediately concerned;
but whose origin and occult constitution, need not employ
his meditation *,

Proceeding on this ground of reasoning, Aristoxenus, in
direct opposition to the Pythagoreans, persisted in_relying
on the ear, as the ultimate judge of the measure, both of the
consonants and dissonants ; and estimated both, not by ratios,
but intervals. His opponents were cqunlly pertindcious in
affirming, that the same consonants and dissonants were to
be judged of, not by intervals, but ratios ; and the principles
upon which the two parties defended their opinions, became
subjects of violent contention. The consequence of this
discrepancy, so far as it related to music, was, that for a
long while, musicians, according as they adopted the one or
the other of these doctrines, were denominated Pythago-
reans, or Aristoxenians, e )

Against the position of Pythagoras there certainly lay a
streng, objection, inasmuch as, by wholly consulting the
reason, and mot the eat, it accommodated harmonical pro-
portions to incongruous intervals. And if Aristoxenus car-
ried his p-inciple to the extent of entirely rejecting reason,
which they asserted he did, his dictum was erroneous’; since
by referring to the sense alone, he rendered the very funda-
mental laws of the harmonical science incapable of demon-
stration *}.

ek

* This Musical Theorist was not always equally correct and
perspicuous.  Cicero and others have so often pronounced his works
unintelligible, that we are almost obliged to conclude, he did not
constantly comprehend himself. v

4 Ptolemy, who undertook the task of reviewing this controversy,

4
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The power of Aristoxenus to hold a contest with the
principles and reasoning of Pythugoras was highly honour-
able to Ius dbllllle‘i and leatning: and it would, perhaps, be
, as great an m]uatlce to the first as to the latter, not to ac-
l\nowlcdg( , that their physical tenets concernidg the produc-
tion of sound, and the causes of gravity and acuteness, have
been confirmed B8 modern philosophy : and their metaphy-
sical speculations on the foundation and nature of conso-
nance, approved and adepted by modern writess of no.incon-
siderable reputation.

The titles of scvaral of the lost works of this Musical Theo-
rist, quoted by Athenmus and others, have been collected by
Meursius, in his notes upon this author ; and by Tonsus and
Menage. Thosc which concern Music are the following :

1. Of Performers on the Ilute, and concerning Flutes

and other Musical Iustruments.

2. Of the Manner of boring or piercing Flates.

3. Of Music in general *,

4. Of the Tragic Dance.

EUCLID.

"This great geometrician and Misical Thedrist,.ﬂourished
about 277 years before Christ. He distinguished himself by
his writings on the sciences of music and mathensatics. His
fifieen books of problems and theorems, with demonstra-
tions, in which he digests and regulates all the pure funda-
mental principles taught by Thales, Pythagoras, Eudoxus,
and other illustrious philosophers, are well known to the

very accurately discriminates the several offices of reason and sense;
that is, the sense of heaing. : .

* This, a different work from his Harmonics, “as devoted to the
rhythhical, metrical, l'r(,:tnu‘al} poetical, and hypocritical parts of

Music, combined with a History of Music and Musicians
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learned. Besides these, he produced an JIntroduction to
“I1armontcs, followed by his Section of the Canon, a tract
comprising clear definitions of the several parts of Greek
music *, ¢

In this little but valuable treatise, Euclid displays all the
~loseness, clearness, and method of the mathematician. 'The
sense is compressed, but satisfactory; dife words aie few,
but every word conveys information. No work upon the
ancient music has come down, at once so dense and lucid,
so limited In language, and pregnant with intelligence. If
his object was (and such it appears to have been) © reduce
to a scientific and elementary abridgment, the more diffused
speculations of Aristoxenus, and, im a degree, to make the
work his own, that object he has accomplished. But he has
effected more than this, in as far as he has been to Aris-
toxcnus, what D’Alembert was to Rameau, not only an
abridger, but*a corrector.

Till, in his Scction of the Canon, Euclid gave his de-
monstration concerning the magnitude of the octave, it was
not known that that interval consisted of somewhat less than
six svhele tones : nor, till he made the discovery, was it con-
ceived that a -fourth is*less than two tones and a half, and
a fifth not equal to three and a half 4.

Euclid established a school at Alexandria, which became
so famous, that from his age to the time of the Saracen

.

* This work, professing to treat of Sounds, Intervals, Genera,

Syatomf, Keys, Mutations, and Melopeia, as the seven parts of which
Music consists, would alone be sufficient to show, that the Greck

music was limited to meludy.

4 But though this proves the necessity of a temperament upon in-
struments whose tones are fixed, he gives no rule for one: and this
has been mged by, ~ome modern writers, in support of the opinlon, that
such instruments were not generally used by the ancients.

2
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conquest, no mathematician was found, who had not studied

there.
. He enjoyed the intimacy and esteem of Plato, who, on

being asked concerning the building an altar at Athens, re-
ferred his inquirers to The mathematician at Alexandria.

DIDYMTUS.

This musician, the immediate precursor of Ptolemy, is
cntitled to a place in a History of Music, were it only on
account of his being the first who introduced into the scale
the mirnor lonc, md, by consequence, the practical major
third, which harmenized the whole system, and pointed out
the road to counter-point.

Didymus was a cotemporary with the emperor Nero, and
studied at Alexandria. He wrote upon grammar and medi-
cine, as well as upon music: and though his works are all
lost, his fame has lived, and a dispute betweerr him and Pto-
lemy, produced so much notice in that writer, of his harmo-
nical doctrines, that the essence of them may be said to
have been preserved. Ptolemy confesses that Didjmus
was well versed in the canon and harmonic divisionsy there-
fore, judging cven from the testintony of aw antagonist, he
must have been an able Musical Theorist; and is, perhaps,
besides being the rival of Ptolemy in his owne province of
study,.better cntitled than Guido, to the glory of being the
original fourder of modern harmony, or music in parts *.

Doni says, that the best species of diapaso.n, and that
which is the most repletc with harmony, was that iuvented
by Didymus. Ptolemy, however, objects to il_us not ac-

(] * .
* Guido, by his Mycrolugus, seems, both in theor.y and practice, to
have gerupulously abided Ly this division of the scale into major tones

and limmas. ¢
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cording with the judgment of the ear. This being a ques-
tion of the sense rather than of science, it is the office of
the sense, rather than of science, to determine it. But what
shall we hope from so capricious an arbiter 2 Modern ears
a ¢ best pleased with Ptokemy’s arrangement : in the seven-
t.enth century, the diapason of Didymus was preferred.

PTOLEMY.

Ptolemy (or Claudius Ptolemeus) according to bludas,
and the evidence in his own Magne Synlaxis, flourished
in the reign of the Limperor Marcus Aurelius Antoninus;
that is, about the middle of the second century of the
Christian era. He¢ was born at Pelusium, anciently the
principal key of Egypt. Learned in music, as well as as-
tronomy, he constituted new scales*, corrected those of
former times, and wrote a number of treatises on the har-
monic sciencey one of which, in three books, is copious and
profound. In the first chapter of the first book of this
work, ylelding as, indeed, he too often does, to the sugges-
tions of a luxuriant and uncontrolled imagination, he assigns
the gntfnon of harmony, which he makes to be sense and
reason: the former of these, he tells us, discovers what 1s
nearly allied to truth, and sanctions that which is accurate ;
as the lattex ascertains the accurate, and approves whatever
13 allied to truth, In the third chapter, treating of the causes
of acuteness and gravity, he compares the windpipe to a
flute ; and remarks, as a subject of wonder, that power or

* He suggested no fewer than three new forms of the diatonic
scale. Five others were invented by Archytas of Tarentum, Aris-
toxenus, Eratosthenes, and Didymus ; most of which, however, ac-

cordmg to our pres:nt ideas of harmony and temperament, seem but
to differ in deformity.
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faculty which enables a singer readily and instantaneously to
hit those degrees of dilatation anid contraction necessary to
the production of sounds in any given proportion sof grave
or acute. In the sixth chapter, we find him condemning
the Pythagoreans, and i'n the * ninth, the .Aristoxenians,
in their adjustments of the consonances: the former, as
not sufficiently attending to the ear, the latter, as submitting
all to the determination of the external sense.  For the cor-
rection of the different methods employed *by these two
sects, he contrived an instrument of the most simple con-
struction, and, iu*truth, nothing morc than a monochord,
which he called the harmonic canon, and which has pre-
served that appellation in the writings of succeeding authors.

Ilow the monochord of Pythagoras was constructed, is
not known ; but whatever were its form and divisions, Pto-
lemy charges the followers of that philosopher with not
knowing how to reason about the cousonances *. At the
same time, he condemps the division of Aristoxenus, as well
as that of Archytas of Tarentum, whose dcfimtion of the
genera by the igterjacent intervals, rather than by the ratios
of the sounds themselves, he heavily censmes. ¢

Ptolemy, gifted with a facility In calculalion, scems to
have delighted in speculations upon the scale. Ilaviig
tried many systems, it is, pethaps, no subject®of wonder,
that he should have hit upon onc that should become per-
manent; nor does it follow, as some have hastily, concluded,
that because it suits our present practice, counterpoint was
among its objects, or that Ptolemy had arrived at the con-
ception of that advanced state of composition. .

It is but just to say, that this distinguished astronomes

* "Phe scale of the Pythagorcans, as the Abbé Roussier has shewn,
consisted of a series of perfect fifths,
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and musician, was the most learned, close, and philosophical
writer among the younger Greeks. Ou the subject of the
sonorout scieuce, he appears to have had the merit of being
unshackled by authority ; and not to have been deficient in
¢ just and manly sense of the superiority of his own know-
ludge and discernment *. Caudour, however, must confess,
that too confident a reliance on his own powers sometimes led
Ptolemy into eccentricities : and that as often as he'set his
foot within the beloved circle 6f imagination, the philosopher
was transformed by its magic into a visionary. 'Then it was,
that, deserting accurate reasoning and deghonstration, he was
the sport of his own dreams ; saw music in the-human soul,
and the celestial motions ; discovered the principle of con-
cupisceunce in the cighth, fifth, and fourth of the octave, and
found that some of the human virtues were dialonic, some
chromaltic, and others enhurmonic.

GERASENUS.

This philosopher and musician, the author of an Intro-
duction'to IHlarmony, lived in the last century hefore Christ,
and ‘wad Lorn in Gerasa, in Arabia, from which city he de-
rived his name. Nichomachus Gerasenus was a follower of
Pythagoras ; and it is by the above work that we know how his
master discovered the consonances. Professing, in his book,
to be a Pythagorean, he considers the human voice as emit-
ting sounds which are commensurable by intervals, 2s when

.
« * The ruling law with, the ancients seems to have been that of
keepit.g unmoved the soni stabiles of the tetrackords; that is, the
sounds forming the extremities of their fodrths: but in the disposi-
tion of the two intermediate sounds, they often yielded to the sugges-
tions of unguidedeaprice. Hence all the various colours, or $hades,
of the three genera.
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we are said to sing ; or incommensurable, as when we con-
verse by the medium of speech.® In this latter use of the
voice, he says, we are not restricted by any rule ; but that in
the former, we are bound to an observance of those inter-
vals in which harmony consists. * :

Deluded by the prevailing extravagances of the imagina-
tion, Gerasenus supposed the sounds and their names to be
taken from the seven planets in the heavens which surround
this earth; for it is said, observes he, that aH bodies which
are carried round with any considerable degree of velocity,
must nécessarily cause a sound, weaker or stronger, more
grave, or more acute, according to their several magnitudes
and ::-elerlties, or the repression of the orb wherein they
act. 'The system he builds on this fantastic idea is curious.
The motion of Saturn, the most distant from us, says he,
produces the gravest sound ; and that of the moon, the low-
est of the orbs, the acutest sound. He thén proceeds to
expound the analogy between the motions of the other pla-
nets and the intermediate chords *.

This treatise, swvritten at the request of some learned fe-
male cotemporary, to whom the work is expressly dedieated,
contains all the musical knowledge® of the time in which it
was written, and proves the author to have been a profound
theorist; though, both by its internal evidence, &s well as by
lis own confession, it is but the part of-a woik he intended
to write. What other works Gerasenus producegd, and when
and where he died, is not known.

* The ancients were not unanimously of opinion that the graver
sounds were produced lay the bodies of greatest magnitude.  Cicero,
in particular, is by Glareanus (in his Dodecachordon) said.to have
maintdined, that the lessce bodies produce the gravest sounds, and the
greater the more acute.
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PLUTARCH.

Plutarch, a native of Chxronea, and descended of a re-
spectable family, was not only a philosopher, mathematician,
and historian, but one of the most distinguished of the au-
cient theoretical musicians.  After travelling to Egypt and
Grecce in quest of kuowledge, he returned to Rome, where
he opened a school, and where he continued to dwell, till the
death of his imperial patron, Trajan, who was so sensible of
his great abilities, as to honour bim with the office of consul.
Soon after this event, e returned to Chzronea, where he
closely applied himself to study, and wrote the greater part
of his works; among which we find his Symposiacs, a dis-
course containing more of the history of ancient music and
musicians, than 1s to be met with any where else. It is
written in dialogue, and is truly curious. The speakers me
Onesicrates, Soterichus, and Lystas ; the latter of whom,
at the request of Onesicrates, gives a velation of the origin
and progress of the harmonic scicnce, down to the time at
which he writes, which would alone almost.furnish a substi-
tute for its regular history. Not to insert this composition,
would be to omit the most satisfactory clucidation of which
the several accounts of the Grecian music are capable.
says the in-

’

“ Accordmng to the assertion of Heraclides,’
terlocutor, Lysias, “ Amphion, the son of Jupiter aud An-
tiope, was the inventor of the harp, and of Iyii¢ poesy; and
in the same age, Linus the Eubean composcd elegies;
Anthes of Authedon, in Beeotia, was the author of hymns,
and Pierius of Pieria, of verses in honour of the Muses;
Philammon the Delplian also wrote a poem, in celebration
of the nativity of Latona, Diana, and Apollo; and was the
original institutor of the dances performed before the temple
of Delphos. Lhamyris, of Tliacian extraction, had the
finest voice, and was the best singer of his time; for which
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reason he is by the poets feigned to have contended with
the Muses; he wrought into a pdem the war of the Titans
3gainst the gods Demodocus the Corcyrean, grote in
verse the history "of the destruction of T roy, and the nup-
tials of Vulcan and Venus. Tos him succeeded Phemius
of Ithaca, who composed a poem upon the return of those
who came back with Agamemnon from the siege of Troy;
and besides that these poems were sevcrally written by the
person above named, they were also set to masical notes by
their respective authors. The same Heraclides also writes,
that Térpander- was the institutor of those laws by which
the metre of verses, and, consequently, the musical measure,
were rcgulated and according to these rules, he set musical
notes, both to his own and Homer’s words, and sung them
at the public games, to the music of the lyre. Clonas, an
epic and elegiac poet, taking Terpander for his example,
constituted rules which should adjust and govern the tuning
and the melody of flutes, or pipes, and similar wind instru-
ments; and in this, he was followed by Polymnestes the
Colophonian. .

“ Tijmotheus is said to have made lIyric preludes to his
epic poems, and to have first intrdduced the dithyrambic, a
melody adapted to the songs in the praise of Bacchus,
whlch songs required a violent motion of the body, and
certain diversities in the measure.

“ Terpander, one of the most ancient of musicians, is
recorded to have been four times a victor at the Pythian
gares,

“ Alexander the historian informs us, that Qlympus
brought into Greece the practice of touching the strings of
the lyre with a quill ; for before his time, they were vibrated
by the fingers: and that Hyaguis was the fifst that sung to
the pipe, and Marsyas, his son, the next; and that both
these were prior to Olympus. He farther says, that Ter-
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pander imitated Ilomer in his verses, and Orpheus in his
music ; but that Orpheusimitated no one. That Clonas,
who was some time later than Terpander, was, as the Arca-
dians afhrm, a native of Tegea, a city of *Arcadia ; lhough
others contend that he was born in Thebes ; and that after
Terpandcc and Clonas, flourished Archilochus: yet some
writers aftirm, that Ardalus the Troezenian, taught wind
music before Clonus.

“The music appropriated to the lyre under the regula-
tions of Lerpander, continued without any variation, till
Phrynis, who altered both the ancient rules, and the form
of the instrument to which they were adai)ted, had acquired
considerable fame.

 Olympus, a Phrygian, and a player on the flute; invented
a certain measure in honour of Apollo, which he called
Polycephalus, or of many heads. This Olympus, as it is
said, was destended from the first Olympus, the son of
Marsyas, who, taught by his father to play on the flute,
first brought into Greece the laws of harmony. Others
ascribe the mvention of the Polycephalus to Ciates, the
disciplegof Olympus. The same Olympus was the author
of the Harmatian moode(as Glaucus testifies in his treatise
of the ancient poets) and, as some think, also of the Orthian
mood. There was anollxex mood in use among the an-
clents, termed Crodias, in which Hipponax the Mimner-
mian greatly delighted. Sarcados of Argos, heing himself
a good poe;, composed the music.to several odes and elegies,
and became thrice a victor at the Pythian games. It is said
that this Sacadas, in conjunction with Polymnestes, invented
dhree of the moods, the Dorian, the Phrygian, aud the
Lydian; and that the former .composed a strophe, the
music of which was a commixture of all- the: three. The
original constitution of the modes was, undoubtedly, by Ter-
pander, at Sparta; but it was nluch improved by Thales the
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Gortynian, Xenedamus the Cytherean, Xenocritus the
Liocrian, and Polymucstes the Colophonian.

“ Aristoxenus ascribes to O'ympus the invention of the
enharmonic genud ; for betore lus time, there were no other
than the diatonic and chromatic ggnera. .

“ As to the mcasurcs®of tune, they were invented at
different periods, and by diticrent persons. Terpander,
amongst other impiovements which he made in music, in-
troduced those grave and decent measures ,which are its
greatest ornament : after him, besides those of Terpander,
which be did not uject Polymnestes brought into use other
measures of his own; in which he was imitated by Thales
and bacadas, both of whom, however, though of fertile in-
ventions, kept within the bounds of decorum  Other im-
provements were also made by Stesichorus and Alemas, who,
nevertheless, receded not from the ancient forms; but
Croxus, Timotheus, and Philoxenus, and othets of the same
age, affecting greater novelty, depaited from the plainness
and majesty of the ancient music.”

Soterichus, who is represented as not only skilled in the
science, but generally and eminently learned, spe::ks thyis of
the invention and progress of musie; .

“ Music was not the invention of any mortal; but we owe
it to the god Apollo. The flyte was invented neither by
Marsyhs, nor Olympus, nor Hyagnis; but Apollo invented
both that and the lyre, and, in a word, all manner of vocal
and instrumental music. This is manifest from the dances
and sacrifices which were solemnized in honour of Apollo.
His statue, placed in the temple of D«los, holds in his 1right
hand a bow, and at his left the Graces stand, with cach 3
musical instrument in her hand, one bearing a lyre, another
a flute, and another a shepherd’s pipe; and this statue is
reported to be as arcient as the time of Hercules.” The
youth ‘also that carries the "tempic laurcl mto Delphos, is
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attended by one playing on the flute. Venerable, therefore,
is music, as being the invention of gods; but the artists of
these latfer times, disdaining its 4ncient majesty, have intro-
duced an effeminate kind of melody, mere sound without
encrgy- 'The*Lydian maode, as first instituted, was very
plaintive, and suited only to lamentations; wherefore, Plato,
in his Republic, utterly rejects it. * Aristoxenus, in the first
book of his Harmonics, relates that Olympus sung an elegy
in that mode an the death of Python; though some attribuie
the invention of the Lydian mode to Menalippides, and
others to Torebus. Pindar asserts, that it - was used at the
nuptials of Niobe; Aristoxenus, that it was invented by
Sappho, and that-the tragedians lcarned it of her, and con-
jowned it with the Dorian: but others say, that Pythocleides
the flute performer, aud also Lysis the Athenian, invented
this conjunction of the Dorian with the Lydian mode. As
to the softer Liydian, which was of a nature contrary to the
Lydian properly so called, and more resembling the Ionian,
it is said to have been first introduced by Damon the Athe-
nian.  Plato deseivedly rejected the effeminate modes,
and ,made choice of the Dorian, as more suitable to warlike
tempers; not that we are to suppose him ignorant of what
Aristoxenus has said in his second book, that in a wary and
circumspect government, advantages might be derived from
the use of the other modes; for Plato attributed much to
music, as having been a hearer of Draco the Athenian,
and Metellus of Agrigentum; but it was the consideration
of its superior dignity and majesty, that induced _his prefer-
ence of the Dorian mode, together with the circumstance,
that the supplications and hymns to the gods, tragical la-
mentations, and sometimes lcve-verses, were also composed
in 1t; but he:contented himself with such songs as were
made in honour of Mars and Minerva; or those that were
usually sung at the solenn offerings called Spondalia. The
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Lydian and Ionian modes were chiefly employed by the tra-
gedians ; ang with these also Plato was well acquainted.

¢ As to thei mstruments of the ancients, they were generally
of a narrow compass- the lyre used by Olympus, Terpan-

" der, and their followers, had but three chords ;*but this is not
to be imputed to their ignbrance; for those musicians who
made use of more were greatly their mferlors, both i n skl
and practice.

“The chromatic genus was formerly uséd.by those who
performed on the ‘lyre; but by the tragedians never. Itis
certainly of greater_antiquity than the enharmonic ; yet the
preference shewn to the diatonic and enharmonic, far from
being the resul tofscanty science, was the effect of judgment.
'Telephanes of Mcgara was so great an enemy to the syrinx,
or reed-pipe, that he would never suffer it to be joined to the
tibia, or flute, or to that other pipe made of wood, generally
of the lote-tree; and for that reason, he forebore to go to
the Pythian games. In short, if a man is to be deemed
ignorant of that of which he makes no use, there will be
found a great number of ignorant persons in this age; for’
we gee llmt the ddmlrers of the Dorian mode make gno, use
of the Antlgemdum method of conuposition : and other mu-
sicians refuse to imitate Timotheus, being bewitched with
the trifling and idle poems of Polycides. .

“ If*we compare antiquity with the present times, we
shall find thap formerly, there was a great variety in music,
and that the diversitics of measure were then more esteemcd
than now. We are lovers of l*'ning; they preferred measure
and time ; plain it is, therefore, that it was not on account of
their ignorance, but in consequence of their Judgmeut thaty
the anclents refrained from broken measures; and if Plato
prcferred the Dorian®to the other modes, it was only be-
cause he was the better musician.

“ Anstotle, a disciple of Plato, thus labowrs to convince

YOL. I. °
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the world of the majesty and celestial character of music.
¢ Harmony,” saith he, ¢is of a divine, noble, and angelic.
natue ; being fowfold as to its “efficacy, it has two medic,
the one arithmetical, the other harmonical. As for its num-
bers, its dimensions, and excesses of intervals, they are best
disccvered by number and equality of measure, the whole
systein being contained in two tetrachords.’

“ The ancient Greeks were very careful to have their
childien (horou':rhly instructed in the principles of music,
since they degmed it of great use in forming their minds,
and exciting in them a love of decency, sobriety, and virtue :
they also found it a powerful incentive to valour, and, ac-
cordingly, made usc of pipes, or flutés, when they advanced
to battle. The Laccdemonians and the Cretans did the
same ; and in our times, the truympet, succeeding the pipe,
as morc sonorous, is used for the same purpose. T'he Ar-
gives, indeed, -at their wrestling-matches, made use of fifes
called Schenia, which sort of exercise was first instituted in
honour of Danaus, but afterwards consecrated to Jupiter
" Schenius, or the Mighty ; and at this day, itis the custom to
employfifes at the games called PENTATHLA, which consist
of cufling, rutining; dancing, hurling the ball, and wfcstling.
But among the aucients, music ‘in_the theatres was never
known ; fo. either they employed it wholly in the education
of their youth, or contined it within the walls of their tem-
ples; but now our musiciang study only compositions for
the stage. .

«If it should be demand‘-ls music ever to remain the
same, and is there no room for new inventiops? The an-
-swer is, that new inventions are aliowed, so they be grave
and decent; the ancients tl emselves were continually add-
ing to, and improving their music. Even the whole Mixo-
lydian mode was a new invention ; such also were the Or-
thian_and Trochean eongs; and, if we may believe Pindar,
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T'erpander was the invcntm'. of the Scholian song; and Ar-
chilochus of the iambic and divers other nezsurcs, which
the tfapedians borrowed from him, and Cnox:m from them.
'The Hypolydnn mode was the invention of Polvmnestes,
who also was the first that taught the mamer of alternately
soft and loud. Ol)mpuq, beside that he, in a great mea-
swe, regulated the ancient Greek nusic, discovered and
introduced the cnharmonic genus, md also the®Prosodiac,
the Chorian, and the Bacchian measures; A1l which, it is
nranifest, were aof ancient invention. But Lasus Hermio-
nensis, applying’these measures to his dithyrambic composi-
tions, and making use of an instrument with many bells, by
the addition of tones and hemitones, made an absolute inno-
vation in the aggient “nusic. Tn like manner, Menalippides
the lyric p