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ADVERTISEMENT.

ThE present Edition of the “ Musi-
cal Grammar” was advanced nearly to
the end of the Third Part, under the
inspection of its Author, when he was
unhappily prevented from attending to
business of any kind.

Fortunately, however, for the Work,
"my excellent Friend had expressed his -
intentions concerning it, on various.
occasions, especially in the last conversa-
tion we had together; during which he
fully explained himself, on all those
- points which he conceived to. be impor-
tant.

In every respect, therefore, it is hoped,
ad



v ADVERTISEMENT.

that the “ Musical Grammar” may new
be cansidered as presented to the Public
with Dr. CaLrcorr’s latest corrections.
Little has been attempted, in the way of
improvement ; for it would have been .
hazardous, if not presumptuous, to at-

tempt impravemeﬁts in a Work which
has been so long honoured with the

unequivocal approbation of all liberal

and competent judges.

WILLIAM HORSLEY.

‘ Brompton, )
February 22, 1817. §
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MUSICAL GRAMMAR.

PART L.

THE NOTATION OF MUSIC.
e s :

CHAP. I.
OF THE STAFF. )
l F iYE lines dmeover *each“othen

Mausic; thus,

———

'

- QOn these Lmes, and in the Spaces between
ther, the lieads of the Notés aré placed. )

2. The Lines and Spaces of the Staff are
counted upwards, from the lowest to the hzghest

Dbm——————
LINES { —_— . SPACES

Qg . ol
T LT l———

* Sir John Hawkins (vol.i, p. 427) writes the word Stave for
Staff—Dr. Burney,v. ii. p.87: % The regular Staff of four lines
was not generally used in the Church till the 18th-céntury.”

B



2 I. NOTATION.

Every Line, or Space, is called a Degree* :
thus the Staff imcludes nine Degrees, viz. five
Lines, and four Spaces. ,

3. The Notes of Music consist generally of
two parts, a Head and a Stem.

The Head is either open or close (that is,
white or black) ; and must always be placed on
a Line, or in a Space.

The Stem may turn up or down, without
making any difference in the Music,

WHITE NOTES.

On Lines. _ . In Spaces.
I E - —
| . L
P N < |
| .L
BLACK NOTES.
On Lines, - - In Spaces.

. 4. When more than nine Notes are wanted,
the Spaces above and below the Staff are used,
‘and two more Degrees are gained; thus,

e
. p_—

* Christopher Sémpson, Compendium of Practicsl Mudc,
1678 (3d edit), p 2- N




CHAP, 1. STAFF. 3

5. If more Notes than these are required, then
added Lines* are drawn above or below the Staff,
and the Notes are placed on them ; thus,

-- .
. Line ————————
Line ) ————r below, § ———————

above, ) ——————— rom—

4

ry
v

H
I

Any number of Lines may be added above or
below ; thus the Degrees of the Staff are in-
creased at pleasure.

6. In Music for Keved Instruments, when a
Staff is wanted for each hand, they are joined
together by a Brace; the upper Staff for the
right hand part, and the lower Staff for the left.

# The added Lines were formerly called Ledger or Leger,
short or light lines. The latter term is adopted by Mr. Hol-
den, in his Essay (1770), p. 21, art. 56.

B2



4 1. NOTATION,

.. When more than two Staves are joined toge-
ther by the Brace, they contain Music for dif-
ferent voices, ar instruments, to be performed
at the same time, This union of Staves is called
the Score*: - -

* Dr. B. ii.'440: “ The word Score probably originated
from the Bar, which, in its first use, was drawn. through all
the parts, as it shonld be mil ofa piece of music in parnuon
or partitura” . .

Vocal Scores are of two kmds thou for equal, and those
for unequal voices, Egqual voices are all female, or ajl male;
unequal, are female and male intermix¢d. Instrumental
Scores,” have the names of the’ different “parts placed before
the Staves at the commencement. The. wind Instruments,
Trumpets, Horns, Flutes, Clarinetts, Hautboys, and Bas.
soons aboye; the Violins, Tenors and Violoncellos, -below.
In Choral Scores, the Vocal Parts are placed under the In-
struments and the Organ Part, or General Base at the bot-
tom, with the figures comprehending the Harmony' of the
whole Score. The voices of boys are considered the same as
those of females, Those of men ,,age,diw;idgd-according to’
their pitch, into. Counter Tenars, Tenors and Bases, In
double Chorusses, the .two Chairs have each -thei‘r separate
Vocal Parts of Soprana, Alto, Tenor and Basso, braced 1o~
gether to shew their distinction. - Such are those of Handcl’s
Israel in Egypt, Solomon;- &e. - :

.
0




‘CHAP. 1II.
OF THE CLEF,
) ——
SECT. L—OF CLEFS IN GENERAL.
Art. 7. The Notes of Music are named from
the first seven letters of the alphabet,
A, B, CDEF,G.
When the Melody, or Tune, exceeds these se-
ven, the same series of letters must be repeated.
8. A Clef* isa mark representing a letter,
placed at the beginning of the Staff, to deter-
mine the names of the Degrees, and is always
situated on a Line. There are three Clefs:.

The F. “The G.
These are commonly called the Base, the Texor,
and the Treble.

9. The sounds of Music are distinguished

by their djfference in respect of pitch, and di~
vided into High and Low : the high sounds are

* Sir J. H. writes Cliff, i. 431 iii.51, 89; iv.162—Dr, B.
ii. 90: « Clefs were originally nothing more than the letters
of the alphabet, placed opposite to notes of the same name.”

B3



-

6 I. NOTATION.

placed ina Staff with the G Clef, and. called
Tvreble; the low sounds are placed in a Staff
with the F Clef, and called Base.

10. The upper soupds.of the Base, and the
lower ones of the Treble, are also called Te-
nor, and sometlmes placed in a Staff with the
€ Clef.

11. These three Clefs are five chrees‘dls-

tant from each other; the C or Tenor Clef;”

being the Note where the Base ends and the
Treble begins; the G or Treble Clef, is five
Degrées above; and the F or Base, is five De-
grees below, both inclusive.

e T

P - 3
.,&.'_—.—— —

- o -

-

12. All the Degrees of the Staff depend upon
the Clef; and consequently take their names
from that Line on which the €lef is placed. It
must always be remembered, that these Clefs
are representatives of the letters, f ¢ and g*,

K

® ‘The utility of Clefs, in respect of human voices, is exe
plained by Or. B. ii 457—See also Malcolm, p.982; and
Hoalden, p. 20, art. 54.

AT




CHAP. II. CLEF. T

SECT. IL—OF THE G, OR TREBLE CLEF.

13. The G Clef* must turn on the second
Line of the Staff; all the Notes on. that Line

are called g ; the other Degrees take their names
from that, as the Clef Line. . = - o

- e KR
| e

g3 ... On the Clef Line,
‘ .

The nine Dégrees of the Treble Staff are,

%.

d g .¢ - a .
The other added Degrees are reckoned from
these, whether above or bélow,

# The G Clef is a compound character of the letters G and
S, for thesyllable Sov. In old Music, the two letters, G and 8,
are scmetimes seen distinctly marked.—Turner’s Essay (1724),
p- 34; Dr. Pepusch, Treatise on Harmony (1731); Rameau,
‘Treatise (1752)—Sir J. H. iii. 105, ascribes the earliest use of
our present character to Lampadius (1587), ii. 408; iii. 54
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SECT. IIl.—OF THE F, OR BASE CLEF.

15. The F Clef* must be placed on the
fourth Line of the Staff, so that the two dots
are in the third and fourth Spaces: all the
Notes on that Line are caled f; the other De-
grees take their names from that, as the Clef

Line. .
f... ... On the Clef Lige.

The nine Degrees of the Base Staff are,

. GBdfa Ac e g
16 The Degrees above and below the Staff, are,
= S < £
T o i
— =

F b E &

* The F Clef is a compound character, formed originally of
three Notes, one placed on the Line, and twe others in the

adjoining Spaces; tbm.

The C Clef was duungunhed from the F, by having only
the two Notes in the Spaces; and these Clefs were adopted in
the Gregorian, while coloured lines were used for the more
ancient Ambrosian, Chant. Franchinus Gafurius, Practica,
lib. i, cap. 3, fol. 4, b. edit. 1496 and 1502.

PR S

e
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CHAP. II. CLEF.

17. The Note C, on the added Line* below

the Treble, and on that above the Base, are

exactly the same sound; thus the lower Notes
of the Treble may be expressed in the Base,

= aff

cde c de
and the higher Notes of the Base may b

~ pressed in the Treble.

a%EEfﬁ%;

18. The same Notes may be thus written in

both the F and G Clefs,

d —
= e
g &« b e 4 e ¢t

o rFf

' >
o e e

=gt

 —

~

* When the added lines between the Treble and Base fre«
quently occur, it is usual in old Music to find the C Clefs in
both upper and lower Staves.—See Scarlatti’s Lessons, ii. 12,
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»

SECT. IV.—OF THE COUNTER TENOR CLEF, OR
C ON THE THIRD LINE.

19. When the C Clef is placed so that the .

two cross strokes enclose the middie Line, itis
- called the Counter Tenor*, or ViolaClef.

¢ E On the third Line.

The nine Degzees of the Viola Staff are,

These correspond with the Notes in the Treble.

and Base Clefs, given in the Example of Art.
18. :

‘20. The "Counter Tenor Clef is used for the
high voices of men in Vocal Music, and for the
Viola or Tenor Violin ‘in Instrumental Pieces.

* This is also called ito and Costralto. It borrows the twy
lower lines'of the Treble for its upper Degrees, and the two
upper lines of the Base for its lower Degrees.. The middle

line is the added one between the Treble and Base, ‘This Clef

is used in Handel's 400 Songs, ii. No. 1390: “ O fairest of

ten thousand;” iii. No. 192: “ See the Conquering Hero *

comes ;” v. No 879: « Hide me from day’s garish eye.”
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’

SECT. V.—OF THE TENOR CLEF, OR C ON THE
FOURTH LINE.
21. When the C Clef is placed so that the

two cross strokes -enclose the fourth Lme, itis
called the Tenor Clef*,

H E On the fourth Line,

The nine .;Degrees -of the Tenor Staff m.'e,

f ac e e g bd
These Notes are five Degrees above those in the
Base Clef, Art. 15, p. 8.
22. The Tenor Clef is used for the middle
voices of men, and for the Violoncello or Base

Violin, in Instrumental Music, when the pas-
sage ascends above the Base Staff.

* The Tenor Clef borrows the lowest line of the Treble for
s uppér Degree, and the thred highest lines of the Base for its
lower Degrees. The fourth line is the added one between the
Treble and Base—Examples of this Clef may be found i
Handel’s Songs, i. NMo. 49: “How blest the Maid;” No. 37:
< But oh, sad Virgin;" ii. No,148: % What passion cannot.”
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SECT. VI.—OF THE SOPRANO CLEF, OR C ON
THE FIRST LINE.

23. When the C Clef is placed so that the
two cross strokes enclose the lowest Line, it is
called the Soprano*, or Canto Clef.

¢ ,,:ﬁ‘ Ontheﬁrst'Lme

The nine Degrees of the Sorprano Staff are ;

These Notes are three Degrees below those in
the Treble Clef, Art. 13, p.7.

. 24, The Soprano Clef is used for the voices
of females and children. In ltaly and Germany,
no other Clef is in general use for the Harpsi-
chord; the G Clef being reserved for the Violin,
Flute, &c. \

¢ The Soprano Clef borrows the four loweet lines of the
Treble for its upper Degrees ; and the first line is the added
one between the Treble and Base,~Thése three C Clefs, the
Soprano, Alto, Tenor, with the Base F Cle, form the four
regular Clefs of Choral Counterpoint.—See Dr. Boyce’s Cathe-
dral Music, 8 vols. 1760; and new edition 1786, This Clef
is also used in Handel’s Songs, iii. No. 176: ¢ Hark! he strikes
the golden lyre;” and in his thirteen Italian Puets.
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SECT. VII.—OF TIIE MEZZO SOPRANO, THE
BARITONO, AND HIGH TREBLE CLEFS.
25. In old Vocal Music, the C Clef is placed
_on the second Line, and called the Mezzo So-
prano. -~

acéegh bdfa
26. In old Church Music, the F Clef is placed
on the third Line, and called the Baritono.

S Y 1

Bd fac c e g b
27.In old French Music, the G-Glef is placed
on the first Line, and called the High Treble¥.

® These three Clefs are inserted here, chiefly to shew how
entirely the other Degrees depend on the Clef Line, and to im-
press on the mind, that the Clefs themselves are the.-letters
C, F,and G. Examples of these two first Clefs are found in
Padre Martini, Saggio di Contrappunto, 1774. The last G
Clefis used by Bethizy (Exposition de la Musique, 1764), in
some of the plates at the end of his Work,

(¢
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CHAP. III
OF THE NOTES.

et
SECT. I.—OF NOTES IN GENERAL.

Art. 28. The Notes of Music represent
sounds, with their difference of pitch, and their
duration in time*. These two qualities are
called the Tuné, and Time of Notes.

29. When to any series of the seven letters
the eighth is added, the whole number is termed
an Octavet ; and the word is frequently used to
express the two extreme Notes of the series, the
first and the eighth.

30. That series of the seven letters which be-
gins and ends with C, ascending or descending,
is most satisfactory to the ear. '

cdefgabe

# Qur present Notation was .ceasidersbly improved {if mot
invented) by Guido of Aresso, and Franco of Cologne. Sin
3. H.i.482; ii. 17,140, 217, 23Y.  Dr. R ii; 85, 184, 152, ¢49.

$ The seven letters were formerly calfed Septemaries; but,

a3 they are incomplete and imperfect in their melody or tume

witbout the eighth, dle;an naw terraed .atamc. Butles’s
Principles (1636), p. .
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31. On keyed instruments, these Notes are
performed by striking the long keys, whose
names are known by their situation with respect
y) the short keys, which are generally black.

32. The black keys are placed in alternate
divisions of two and three, throughout the key-
board ; and, as the long key between the tweo
short ones is always D¥, the other six letters
may be readily found from that; E being the
next long key towards the right hand; C the
next towards the left, &c. &c.

33. The C+ nearest the middle of the instru-
ment is the Tenor Clef Note; the next G to-
wards the right, is the Treble Clef Note; and the
nearest F towards the left, is the Base Clef-Note.

34. To distinguish the different Notes of the
same letter from each other, the Germans have
adopted a literal Notation, called their Tabla-
turel, which, from its ingenuity and utility, de-

* 'The Keys which enclose the divisions of two shart enes,
are C D E; and the remaiming four, F G A B, have the othes
division of three short ones between them. .

+ The number of Kcys varies on different instrisnénts ; but
the C nearest to the middle is always the Tenor Clef Nate

3 The German Tablature wasinvented in the 16th centory;
aspecimen of it may be seen in the tract entitled Menocher-
dum Andres Reinbardi, Lipsiz, 1604 (s, 8), in the Saville
Collection, Oxford. Dr. B. ii. 121,

c2



16 I. NOTATION. -

serves to be more universally known than it is at
present. .

35. The lowest series of seven Notes, which
includes both the divisions of short keys in the
key-board (beginning with the twe), is called
by the Germans the great Octave*, being ex-
pressed by capital letterst ; thus,

L) o
. r i I

CDEFGARB

36. The next series of seven Notes is calted
the small Octave, expressed with small letters ;

thus,
&1

cde f g ahb
87. The next series commences with the C
Clef Note, including the G Clef; and being

* On some old instruments (particularly Organs) the lowest
Noteon the left hand is the great C; but, in general, Harpsi-
ehords, &c.extend downwards to F F. The six octave Grand
Piano Fortes reach to C C below, and as far as €, four times
marked in the Treble, on the right. It has been observed,
P- 14, that these Octaves are in reality only Septenaries.

4 In our old Scales, the letters below. the Base A were made
double, and those above the Treble Stafftermed iz alf; but the
Septenaries were then reckoned from A, not from C; and
the limits of Base, Tenor, and Tzeble, not accurately defined.

1




CHAP. I1}. NOTES.
expressed by a small stroke over each letter, is
called the once-marked Octave.

Sdc¢f gatb

38. The last series in general use is called the
twice-marked Octave,

ﬁ[——-{-—l— -:—i——-—-

| m—
¢ L = = -

c de f g ab
39. The few Notes below the great Qctave
are marked with double capitals, and caHled
Contra Tones, Those above the Treble form
another sertes, called the thrice-marked Octave*.
40. Any musical example, in which al} the
Notes are of equal length, may be expressed by
this Tablature, without. the assistance of the

* If these Notes were arranged by Septenaries from G, on
the first line of the Base, then the appellations of Base, Tenor,
and Treble, might be more appropriate ; the Base Septenary
would end with the F Clef; the Tenor C Clef would be the
mmiddle note of its own series; and the Treble would begin
with its own G Clef. This is the Gammut given by Butler,
p-18, 17. The more anciens Scales formed their Septenaries
fro A, and the Gammut at G was added below. - Glaresnse
Dodecachordon (1547), lib. i cap. 2, p.S.

: <3
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Staff or of the Clef. According to this Notstion
we may observe,

The F Clef Note is the small f.

The C Clef Note is the once-marked c.

The G Clef Note is the once-marked g.

41. The descending series of these Octaves is
expressed in Notes, thus in the Treble,

cbagfed ¢c BAGFEDC
42, InVocal Music these Noteswere sung with
the syllables introduced, about the year 1022,
by Guido, a Monk of Arezzo, in Tuscany:
UT, RE, MI, FA, SOL, LA*; cailed by his
followers the Hexachord+.

* A particular account of Guido may be found in Dr. B,
ii. 72; M. La Borde (Eseni 1780), iii. 845. :
+ The following Hymn to St. John, is said to be that
whence Guido took the six syllables:
UT queant laxis REsonare fibris,
‘MiIra gestorum FAmuli tuorum,
SOLve polluti LAbii reatum, Sancte Johannes.
They are also comprized in the following line: UT, RE.
levet MlIserum FAtum SOLitosque LAbores.—See Sir Joha
Hawkins's History, i. p. 422.
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The French retain the original six, with the
addition of SI for the seventh *.

UT, RE, MI, FA, SOL, LA, 8I,; UT.
c d e f g a_ b c -

43. The Italians, for the sake of a softer pro~
nunciation, have changed the UT into DO.

DO, RE, MI, FA, SOL, LA, SI, DO t.

44. This general Scale of Notes was for-
merly called the Gammut}, from the Greek
letter Gamma, placed on the lowest line of the
Base Staff, or great G of the German Tabla-
ture.

* The addition of the syllable §i was introduced by Le
Maire. Sir J. H.i. 435; Dr. B. ii. 98.

+ The change of Utto Do, is mentioned by Sir J. H. v.

" 197; Dr, B.ii. 93.

1 This succession of Syllables invented by Guido, was also
applicable to the two other Notes, F and G (which form our
Clefs), and their following sounds. Hence arises the word
Gammut, or Gamma Ut, it being the Ut, or first sound of the
G Hezxachord, denoted by the Greek letter T.. Dr B.ii. 87;
Butler, p. 17; Ornithoparcus (Dowland’s Translation, 1609,
p. 10). ) )

The celebrated Prussian Chapel-master, C. H. Graun, em-
ployed the following syllables—da, me, ni, po, tu, la be, which
are adopted by Hiller, in his Anweisung zum Gesange (2d
edit. 1798); not, like those of Guido, to ascertain the inter-
vals of the Scale, but merely to accustom the vocal student to
sing upon all the vowels, intermixed with the principal con-
sonants. ' ’
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SECT. II.—OF THE TUNE OF NOTES.

45. The Tune of Nates depends upon their
relation to each other, and upon the distances
hetween them. The intervals between the De-
grees of the Scale are unequal*; and, as some
are nearly twice the distance of others, the
words Tone, and Semitone, are employed to ex-
press them.

46. Those Notes which on the key-board are
not separated by a short key, are said to be dis-
tant from each other one Semitonet; those
which have a short key inserted between them,
are distant two. Semitones, or one Tone. Thus
the distances between B C and between E F, are
Semitones; and those between CD, DE, FG,
G A, and A B, are Tones:—therefore, every se-
waes of the eight regular Sounds, or of the Oc-
tave, eontains five Tones and two Semitones,

47. The greatest care must be taken not to
misunderstand the words Note and Tone. A

* Holden, p. 2, art. 7; Malcolm, p. 229 (of Degtm),
chap. viii. § 2. '

4 An exception to this rule is found in those organs which
have what are called short Octaves, and in which the two
lower keys are turned to G G and C C, although close toge-
ther like B C. o

3 Even the accurate and learned Butler uses these terms
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Note is the Sound which is heard, or the mark
which represents it on the Staff; but a Tone is
the distance between two Notes, which are
called by the names of two adjoining letters,
and separated by one single key of the instru-
ment. Thus, the distance from A to B is a
Tone; and therefore A is a Tone lower than
B, and B a Tone higher than A.

48. The same observation must be applied to
the Semitones, which are sometimes called,
though improperly, half Notes. The distance
from B to C is a Semitone; therefore B is a
Semitone lower than C, and C is a Semitone
higher than B. ,

49. By comparing the sounds C D E F with
the following sounds G A B C, we find that the
distances of both these fourths* consist exactly

in a vague manner (p. 22). He first says: * From Mi to Fa,
and from La to Pha, is but half a tone; between any other
two Notes there is a whole tone.” Then he adds: “ But in
singing, how to tune each Note and half Note to his fellow,
cannot be declared hy precept.”

# The ancient term for the fourth was Zefrachord; and
since the theory of Rameau has been known, the old ideas on
the subject have been, with some variation, revived. Most
of the modern writers (particularly Holden) have thought it
Necessary to consider the Octave as composed of two fourths,
which are disjoined or separated by a tone. Asa Practical
dntroduction tq Musical Science, this arrangemeat may be
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of two Tomes and a2 Semitone; therefore any
Tune formed by one, will be exactly similar to
that of the other.

s
===

50. These two fourths, .taken in succession,
form a Scale, of which the chief sound being
C, is from thence called the Key Note*. The
descending series of this Scale corresponds

. with the common tune of eight bells.

Scale of C.
P Ascending. L
1 ) .
c‘ﬁ_«v r
Descend_ing.

E' E i) Y
. |
— S’

considered as correct; although theory does not allow the
perfect mathematical equality of the fourths, in respect to
the places of the Tones which compose them.

* The term Key is used by Dr. Pepusch, in the sense of
Church Tone, or Ecclesiastical Mode. In this species of Mu-
sic, the chief Melody, or Plain Chant, was confined to the
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51, The effect of these Notes to the ear, de-
peunds on the position of the Semitones. This
may be easily perceived by playing eight
Notes, from d, or e, or any other part of the
Scale, which will not produce the same melody.

52. But if the same letters, in any Octave
higher or lower, are taken, the same Tune will
be heard.

In this series the two Semitones of the Oc-
tave are found between the third and fourth,

natural sounds of the Scale. Treatise on Har}nqny (1731),
p-65; Sir J. H. i. 360. A particular account 'of the eight
Tones of Jtaly, and the twelve Modes of Gershany, may be
found in Mr: Kollmann’s Essay on Musical Harmony (1796),
chap. xviii. p. 124; alo in Sir J. KL ii. 410-440.
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.

and between the seventh and eighth, of the
ascending Scale¥,

53. This series of sounds, which is performed
on the Organ, &c. with the long keys, is called
the Natural Scale, to distinguish it from that
which employs the short keys intermixed with
the others, called the Chromatic, or Artifi-
cialy.

54. In the Vocal Scale of the Solfeggio, the
place of the Semitone is ascertained by the syl-
lables mi fa and si do; between all the others is
the distance of a Tonef. ‘

. 55. As the whole doctrine of Melody, or the
‘Tune of Notes, must depend on a right concep-
tion of the two Semitones, and their places in
the Scale, great attention should be paid to this
part of the subject by every Musical Student.

* The reason why the Semitones fall in these places, and in
00 other, may be found in the theoretical writers, Dr. Holder
. (1781}, p. 112; Malcolm, p. 229 ; Mr. Holden, p. 16, art. 43;
Mazxwell, Essay on Tune (1781), p. 5.

+ Malcolm calls this the Semitonic Scale, p. 291; and the
short Keys Artificial Notes, p. 292. Its more usual name,
Chromatic, will be explained hereafter.—Antoniotto (1760)
terms the Minor Mode Artificial, p. 35. :

1 The word Tonz will be used throughout this Grammar
in this serise, and no other ; although it is applied also to.the
quality of sound in a voice or instrument. Thus it is said,
“ 2 fine Zone is produced from the Violoncello,” &c. ’

. >
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SECT. III.—OF THE TIME OF NOTES.

56. The duration of a Note, with respect to
Time, is known by its particular form ; and the
distinction between Notes in this respect, is
shewn by making them white or black, and by
the Stem and the Hook. (See Art. 3, p. 2.)

The three principal Notes are, the Minim,
the Crotcket, and the Quaver*. »

57. The Minim is a white Note with %

a Stem, made thus,
and is as long as two Crotchets, or four Quavers.

58. The Crotchet is a black Note ——F
with a Stem, made thus, - %—
and is as long as two Quavers.

59. The Quaver is a black Note
with a Stem and a Hook, made thus, %
and may be divided into two Semiquavers, or
four Demisemiquavers.

60. The proportions of these three principal
Notes to each other, are therefore as under,

~ ]
I | I G e
A I - O~ 4
One Two Four

. Minim. Crotchets. Quavers.

* Butler, p. 27, 28, has given a long account of the origihs
of these Notes, from Gafurius, Glareanus, and Listenius. See
also Sir J. H. ii. 146; Dr. B. ii. 167 ; Malcolm, p. 388; Hok
den, p. 34, art. 63.

- D
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61. When the Quaver is divided into smaller
portions, the two following Notes are employed :

The Semiquaver, which is made %
like the Quaver, but with two Hooks, — :

being half the length of the Quaver;

and the Demisemiquaver, which has
three Hooks, —

being one quarter the length of the Quaver.
Their proportions to the Crotchet are,

i — 1 ol AV,
S Siaadai1123113
One Two Four Eight

Crotchet.Quavers. Semiquavers.  Demisemiquavers*,

62. In slow Music, especially that in the
church style, two longer Notes are used; the
Semibreve and the Breve.

The Semibrevet is a round white
Note, without a Stem, ——

. and is as long as two Minims, or four Crotchets.

# The Demisemiquaver also is divided in modern Music,
and the Notes marked with four Hooks: these may be called
half Demisemiquavers, and those which have five Hooks, quar-
ter Demisemiquavers. Playford, Introduction (14th edit. 1700),
P8, calls the first of these a Demiquaver ; which term is also
used by some other writers. See Holden, p. 25, art. 64.

. 4 The Breve and Semibreve are in daily use for our Choir
Service. See Boyce’s Cathedral Music.
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———

The Breve is a square white Note, 1

and is as long as two Semibreves, four Minims,
or eight Crotchets.
The proportions of the three white Notes are

- .
d. ) (@] TT) D) )
™ { ot

One Breve. Two Semibreves. Four Minims.

63. The proportion of our modern Notes,
both white and black, is, therefore,
Lol 'Lf_)

RS S——

1 Semi- 2 Minims. 4 Crotchets. 8 Quavers,
breve.

- 64. Those Notes which are made with Hooks, ‘
may be grouped* together by two, three, aor
four, &e.

» Quavers.
Detached. Grouped.

* The term Groppo, or Group, is commonly limited to
those passages of four Notes in which the first and third are on
_ the same Degree, and the second with the fourth are a Degree
higher and lower. Koch’s Lexicon, p. 684, art. Groppo, die
Walze. Playford (p. 20) calls these Hooks, when joined to-

'_‘gftber, Tyes; a term which, he also remarks (p. 19), is used

for what we now denominate a Shr. As the word Zye is
also applicable to the Ligazure or Bind, the term Group has
been preferred by the Author.

2
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Semiquavers.
Detached. Grouped.

Demisemiquavers.
Detached. Grouped.

— 2 pos

This- method is not only convenient in writing,
but assists” the eye in ascertaining the propor-
tion of the Notes, and is of particplar use in’
Vocal Music, to distinguish the Notes which
are to be sung to each syllable.

653. Every Musical Piece. is divided into
equal portions of time, called Measures. These .
are ascertained by straight Lines, called Bars,
drawn down the Staff. All the Notes, therefare,
contained between two Bars, constitute on¢
. Measure®. :

|

' 66. Every Measure must contain a certain

* In common language, the word Bar is used improperly for
Measure. Dr. Burney (asticle Bar, Dr. Rees’ Cyclopzdia) ac-
curately limits the signification of the term as above. Dr. B.
ii. 191. The parts of the Measure are called Zimes, by Mz
Kellmann, Essay on Harmony (1796), p. 73.
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number of Notes, according to the Time mark-
ed at the beginning of the Movement. Thus,
in Common  Time, each Measure includes a
Semibreve, or its value in Minims, Crotchets,
or Quavers, intermixed as the Melody reqeires,
The exact length of the Measure is known by
regularly dividing the Time into equal por-
tions, whether the Notes themselves are long
or short; as every Measure must be precisely
equal in time, during the continuance of the
Movement..

- 67. There are two chief species of Time*,
Common or equal—and TYiple or unequal Time.
In the first, we count two, four, or eight, in
every Measure ; in the last, we count three, or’
six.

68. 1. Common, or Eqnal Time, contains
ene Semibreve, two. Minims, four Crotchets,
eight Quavers, or their value, in every Mea-
sure. This Time is known by a Semicirclet

. % The Germans adopt a third species of ‘Time, cqntaining
four equal parts in a Measure; which will be noticed here-
after, in treating of Rhythm.

4 The cld doctrinesof Zine, Mode, and Prolation, may be
found in Morley, Ravenecroft, and Butler. See an account of
thers¥and of the originat ugmﬁcamof thhmrk, in Ds. B,
u. 183,454 ; 8 J. H. i, 155.

p3
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placed at the begmmng of the Staff, aﬁcr the:
Clef, .thus:

(Handel : 'Sge the conquering). j

O —) 2 i | .4.
— i- F nnet WP NOENE NDEOPY
_a:#ﬂiju
T ) ]
b SN W ) —tn 1 -
H i -
y i )
.

R

69. The barred Semicircle is used to denote
a quicker Movement, and is called .4lla Breve;
because it was formerly written with one Breve
in a Measure, thus :

(Orlando Gibbons, Dr, Boyce, V.1I. 59 :

lap your hands). .
J\ O clap your hands)

ﬁ—'_@ﬁi T T :

This is now more commonly wntten with one

" Semibreve in a Measure, by dividing those of_

the Alla Breve into halves.

(Hapdel, Saul, Dr. Arnold’s edition of Handel’s
Works, No. 112, p.36: Our famtmg cou-
rage) o

R LT Y 1 Jou
| |

N »
A . *

ﬂé#:

[e>g i LI r’ t
70. All othér Measnres ‘ure ‘marked by ﬁgares,‘
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placcd one over the other at the commeéncement
of the Staff.

The figure 2 above the figure 4, indicates
two Crotchets, or one Minim, in each Measure ;
and is called half Time, being the dmsmu of
the Semibreve.

(German Hymn, Pleyil).

=i

71%!1‘:;11051; qsual‘ Measures expressed by
figures placed at the beginning of the Staff, are

the following*:
313 3'6 6]19 9”12
2]4|8]]4|8]i8]16]|8

Of these Figures, the upper one shews how

many parts are contained in the Measure ; and
the lower one represents a word, shewing how

many of these Notes constitute a Semibreve. =

2, signifies Minims ; 4, Crotchets; 8, Quavers,
&c.; as in the following Table:
3 Three {3 Three «{3 Three-

2 Minims 4 Crotchets | 8 Quavers -

6 Six - 6 Six 9 Nine

4 Crotchets {8 Quavers { 16 Semiquavers .
12 Twelve
8 Quavers

# Crassineaw’s Dictionary (1740), p. 292, article Trirrx,
contains a leng dimertation, transjated from Brossard, on the.
ancient method of marking these Measures.
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72. When it is necessary to lengthen a Note
by half its value, a dot¥ is placed after it. Thus,
a dotted Minim is as long as a Minim and a _
Crotchet, or as three Crotchets.

S

—)

i | L | [ N

—  § T .

A dotted Crotchet is as loug as-a Crotch
and a Quaver, or as three Quaverst.

o — W
- | —— | — ‘_F_‘
L} ) v L 4 v
73. II. TrirLE, or unequal Time. -
Of this time there are three different species.
in use ; namely, :

1. Three Minims, .
2. Three Crotchets, > in a Measure}.
3. Three Quavers,

1. One dotted Semibreve, or three Minims,
in every Measure ; thus,

# The dot is also used for other purpeses, viz. tomark thos
Notes which are to be played distinctly ; as also to shew the
place of repetition, &c. as will be explained hereafter,

4 AR the Notes of Music m3y also have a deuble det after
them, which makes them longer by three-fourths. Thusa
Minim twice dotted, is equal to three Crotchets and a half,
or to seven Quavers, &c.

¢ These three species are very similar, particolarly if the
two last are perfdrmed slowly ; the accents of ail three being.,
- alike. - .
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(Handel’s Italian Songs, No. 64, Perdi Prati '
—Alcina).

§§t§* S tcetdo

===

2. One dotted Minim, or three Crotchets, in
every Measure.

(H.S. I. No. 66: Fell rage—Saul).

. &
' et

T

3. One dotted Crotchet, or three Quavers, in
every Measure.

(H. S. II. 128: No, let the guilty tremble—
Saul).

.}%ﬁ; DR

74. When two Measures of three Crotchets,
or of three Quavers, are united in one, by the-
omission of a Bar, the Time is called Com-..
pound Common ;—Common, because every Mea-
sure is equally divided; and Compound, because
ench half is 8 single Measuse of Triple,
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I1I. Compounp CoMMoN TiME has three spe-
cies, in general use;

1. Six Crotchets,

2. Six Quavers, ;in every Measure.

3. Twelve Quavers,

(1.) Six Crotchets, or two Measures, of three
Crotchets each, joined in one.

(H. S. II. No. 124: Every _]oy——Solom(m)

—D
%Z:é.! i .é".:—_r
K> f— = L_l - 1_ 1

(2.) Siz Quavers, or two Measures, of three
Quavers each, joined in one.

(H. S. IV. No. 287: Sound an alarm—
Judas Maccabeus).

S — F;
WJF .
17 A | S S—
¢ V-t Pt

75. When two Measures of six Quavers are
further united into one, they form a double
Compound of twelve Quavers in each Measure,
and are equal to four Measures of three Qua-
vers. The omission of the Bars makes some
difference in the appearance of the Music, and
influences the counting, according to the de-
gwee of quickness in which the piece is per-
formed. Bat, in other respects, the division




CHAP. III. NOTES. 35

of the Measure has no power of altering the
real nature of the Time or Tﬁne; nor can the
Auditor perceive whether the Triple Time per-
formed be expressed by the figures

12 6 3

8 8 U8
- (38.) Twelve Quavers, or one Measure of
twice six Quavers, or four times three Qua-
vers. -

(H.S. I. No.54: The peasant tasies—Jo=-
seph*).

The same Melody in six Quavers :
=T FRES

The same Melody in three Quavers :

2.
—

1 L.

It may perhaps be useful to those who do
not perfectly understand the value of the
Notes, to separate this double Compound into
“single Compound and into simple Triple; and
also fo turn three Quaver time into six and

* Seealnot.hePatoralSymphonymtheMunzh and the
last Movement in Corelli’s 8th Concerto.
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twelve Quavers, ‘ by striking out the interme-
diate Bars which separate the Measure.
76. 1V. Corrounp TrirLE TiME.
Compound Triple Time is formed by divid-
ing the Measures of simple Triple into nine
parts, and by dotting the Measure Note* of the
original Time. Of this there arc three species:

1. Three Minims divided into nine Crot-

chets.

2. Three Crotchets dmded into mne Qua-
vers.

. 3. Three Qu'lvers divided into nine Semi-
quavers.

(1) Nine Crotchets, or three Minim T’mc,
dmded into Tnplets

(Handel’s Italian Duett, No. 5, p. 8l: Va
Speme—Randall’s edit.)
AO

PR S S 3 2
AY § PRV P D . . 3 PO . By
] RS-0 An BN s S

The commencement of this Movement, and
its other Measures, are simple Triple ; thus,

Y e
1 1 | T

- ' - —
# By Measure Note, is meant that which measures the Time
in the lower of the two figures, Art. 71, p.31.

L
[ 4 e |
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By thus changing the Notation, the advan-
tage is gained of presenting the simple Mea-
sures clear to the éye, without the mcumbt&cc
of a dot to each Minim*.

(2) Nine Quavers, or three Crotchet Tlme,
d’xvxded into Triplets.

o

(H. S.1V. No. 319: Consider, fond thepha'd
© —Adcdis and Galaies). '

The commencement of thi.;' S;ﬁ'g;',fand thg
other parts, are in simple Triple*; thus,"

) 'R ..

(3.) Nine Semiquavers, or three Quaver
Time, divided into Triplets. 4

(H S. II. No. 156: Hush, ye pretty warb-
" ling choir—Acis and Galatea) .

Ll L LY L 1 L T
"--—-_-—---"——‘--




3 I. NOTATION.
The vecal pat of this soug is im simple
Triple; thus,

77. From these two species of Compound
Time (Common and Triple), arise various
" kinds of mixt Measures, which are in some
parts equally, and in others unequally divided®,

(H. 8. V. No. 315 : I’ te the well-trod stage
—L’ Alegro).

!

The Tripletst of Common Time, which are
here found in the place of each Cootchet of the
Measgee, have sometimes the figure 3 placed
over them; but are generally known by being
grouped together, and then form one of the
single parts of the whole Measure.

The same use of the Triplet occurs in Triple

* Gio. Bat, Doni remarks, that our Morley placed in diffe~
Tont gurte, twe Nosew againet three, sad three ageing fous in
the szme Measure or Battata (Anootationt sopra i Campee-
&v. Remz, 1640, p. 57)—S8ee Dr. Bumey fast. Bhtduiz, Dx
Rees’ Cyclopadia).

+ Kollmann, Essay-on Haems p. 75 (chap. xi. § 11).

— —
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Time, when the Messure Note is givided ocea-
stonally into three parts, instead of two; thus,

(H. S._ V. No. 328: Far brighter than tln
mrmug)

. - In slow Common Time, when the Quaver is
the Measure: Note, and is divided into three
Semiquavers, instead of {wo, then the Time i
veally 24 Semiquavers*. .

(H S. 111, No.240: Cease, Oh Judah—
. Deborah).

——t>

A similar passage of Semiquavers is found m
the Triple of Quavers.

(H. S. 1. No. 14: The enemy said—Israel in
pt).

g % Egy

When the Measure itself is compound, as

# Holden, p. 20, art, 27.
2
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Six Quavers, then the Triple Subdivision is
}(85 Of this, an example may be seen in H. S,
L No. 181: The raptured soul—Theodora.

The same number of Triplets* (viz. six) is
also found in the simple Triple of three Crot-

~ chets, and in the Compound Triple of siz

Quavers. An exampleé of {g as derived from.
. i ¢4
43 may be found in Dr. Haydn’s 2d Sonata,
$ .
Op. 17, p. 10; and another of ig, as derived
fromg in the same author’s 3d Sonata, Qp. 13,
¢

p- 16. - :

78. There is also a species of Time, called’
Quintuple, which contains five Crotchets in a.
Bar; but it is very seldom used. .

Tartini considered this Quintuple propor-
tion as unfit for Melody, and impossible to be.
executed. Time has shewn, that neither of
these judgments were well foundedt.

& The Germans, in imitation of these (which they term
Trioles), place sometimes 5, 7, &c. small Notes in the Time of
4, 6, &c..of the same denomination, and term them Quintoles,
Septimoles, &c. Koch’s Lexicon (1802), art. Triole, &c.

+ Tartini, Trattato (1754), p. 114. Dr. B. i. 82. Mr.
Reeves's Gypsey Glee: “ O who has seen,” contains a last
Movement in five Crotchet Time—¢ Come stain your cheek™
—which produces a very good effect.
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SECT. IV.—OF THE ACCENT OF NOTES. -

'79. The Bars of Music are not only useful for
dividing the Movement into equal Measures,
but also for shewing the Notes upon which the
Aceent is to be laid.

_ The Measures of Common Time are divided
iato four parts; of these, the first and third are
accented: the second and feurth unaccented.
In the course of this work, the accented will be
termed strong parts, and the unaccented, weak
parts. of the Measure*, .

(H.S. L. No. 119: Praise the Lord—

R Esther).

Strony weak S, w. S w. S w.
80. The Measures of Triple Time consist of
three parts; the first sireng, the two others
weak; although the last part is rather sirong,
in comparison of the middle part+.

& See Rouseonu, Dicticanaire (1768),art. Zemps: Sultzer’s.
‘Theorie (1773), art. Tuct.

TFheé Author has transtated the Yemps ot et foidle of the
French writess, rather than the Tempo dwono e cattivo of the

Staliame, or the Gute wnd Schicodte Tuctzoit of the Germans..

See Koch’s Lexicon (1802}, art. Tact.
4 Dr. Burney (art. ficent, Dr. Rees’ Cyclopsdiay,
: E3
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H. S. III. No. 233: Up the dreadful steep—
( Jephtha). oy
s

S. w.s, 8. w.s. S.;v.;. .S. w. 8.

81. In slow, common Time, the Accents. are
more frequent; but they are found in the same
proportion on the first, third, fifth and seventh
Quavers, which are the strong parts, ‘while the
second, fourth, sixth, and eighth, are the weak
parts.

In three Crotchet Time, when divided into
Quavers, the first, third, and fifth Quavers are
strong; the sccond, fourth, and sixth, weak. _

In sir Quaver Time, the first and fourth
Quavers are strong; the others weak*. :

82. From the nature of Accent arises the ac-
cessity of beginning some Movements with only
part of a Measure ; thus,

(1.) With a single weak part. ‘

(H.S. III. No. 163: lesmclmg dawn—

g w. 8. N

* An example of the same Melody in these two different
Measures, may be found in Dr. Arnold’s Lessons, 0p.xn.
Lesson 2, p. 4.
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(2.) With a half Measure.

(H S. 1. No. 163: Welcome as the cheer-
Jul day—Jephiha).

A
T—
—d .
Pt —r—
. ¥ T .

The following Melody, barred in two dif-
ferent ways, produces two opposite effects, the
Accent falling upon different Notes.

Scotcb Air—Corn riggs.
! : Original Melody

?ﬁb =SS SRS PSR

W. 8. .

" The same, barred differently.

S. w.

’

83. When the Composer intends that the
weak parts of ‘the Measure should be made of
more importance than the strong parts, suclt
deviation from the regular Accent, in this
Work, will be termed Emphasis.

In passages like the following, the Quavers

- are often grouped together according to the
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Emphasis, and not (as in general) according te

the Accent.

(Haydn’s Symphony, No. III. performed at
Salomon’s Concertl.

e Ny

Accent. Emphasis. Acceut,

In the two first Measures of this Example,
the Quavers are grouped according to the Aec-
cent; in the third, according to the Emphasis*,
contrary to the Accent ; and in the fourth, the
Accent again resumes its importance.

The Italian words, Rinforzando, Sforzato4,
or their contractions, Rinf. Rf. Sforz. Sf. are
often used to mark the Fmphasis, and some-
times are placed over accented Notes. '

As every species of Mcasure may be subdi-
vided by Accents, according to the degree of
quickness in which it is performed ; so also the
weak parts of every Measure may be occa-
sionally made emphatic at the pleasure of the
Composer.

® ‘The Germans divide Accent into two principal speci;-—
Grammatical and Rhetorieal : the fisst is here termed fccent,
the last Emphasis.

+ The difference between Riaf. and-Sfors, is.explained by-
Mr. Shield (Introduction to Harmony, 1800), p. 88,

————
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84. To this species of effect may be referred
all syncopated or driving® Notes, which begin
on the weak, and end on the strong part of the
Measure.

(Vanhall’s Overture in C—Periodical, No. 43).

Tt~

posnerste

In this Example, the Emphasis is on the
syncopated Minims, which begin on the second,
and end on the third part of the Measure.

. (H. S. L. No. 6: How vain is man—Judas
Maccabeus). ‘

ForEm

In this Example, the Emphasis is on the
syncopated . Crotchets, which begin on the
second and sixth (or the weak), and end on
the third and seventh (or-the sirong) pasts of
the Measure.

# Morley (edit. 1597), p. 90 (edit. 1771), p.100. Butler,
p. 64, Simpson, p. 19. Pepusch, p, 57. Rameau, p. 112.- Hol-
den, p. 84, art. 98. Kolimann, Esiay on Harmony, p. 96,
(chap. xiii. § 21). Dr. B, i. 108,
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CHAP. 1V.

OF THE RESTS.
e —

V' Art, 85. When, in the course of a Move-
ment, silence is required for one or more parts
of a Measure, that silemce is denoted by a
Rest, or Rests, which are counted exactly in
the same time as their corresponding Notes
would be, if performed.

The Rests of the white Notes are made in the
middle of the Staff; thus,

1. The Breve Rest extends from Line to Line.
2. The Semibreve Rest is made below the
Line.

8. The Minim Rest s made above the Line®;

The Semibreve Rest is also uwsed in Triple
and Compound Time, to express the silence of
one whole Measure; and the Breve Rest is used’
for the silence of two Measures.

" ® The Rest of four Semibreves, or two Breves, passes-
through two spaces. This is only used in the single partsof
Instrumental Pieces. Roussean, art. Baton,
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In this last instance, the ﬁpreﬂugemrany
placedoverthel"lcst thus,

2 2

86. The Rests of the Black Notes are made
thus, . _

o —

1. The Croicket Rest tarns to the right,

2. The Quaver Rest tarns to the Ifeft.

8. The Semiquaver Rest turns to the left,
and has two marks. '

4. The Demisemiquaver Rest has three mashe,
- and turms to the left also.

As the Rests are inserted in the Measures,
to fill up the Time when ne Sounds are to.be
heard, the Performer should, of coarse, pay
particular attention to the termination of the
Notes which precede them. :

In playing Keyed Instruments, the Mm
often mueh neglected ; and, nnless the Plsyer
. cargfully raises the finger from the Key (But
not too far) at the exact commencement of the
Rest, the intended eiect is destroyed.
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An instance of the great attention necessary
to be paid to these signs, is shewn in the fol-
lewing Example, where the variety of these
three Measnres wholly depends on the Rests,
the Music being exactly the same in every other
respect of Tuxe, Time, and Accent*.

-—d) N "

SdsEs

Dhi amd N | 4

¢ The Author is induced to insert here, in addition to these
remarks on the observance of Rests, the excellent ideas of
C.P.Em, Bach (Versuch. edit. 1787, p. 85, Vom Vortrage),
upon the true method of playing Keyed Instruments.
. An abridgment of his system is thus attempted in‘a few

“ To form a clear, pleasing, and expressive Performer,
three things are requisite :

% 1. To play correctly, by covering every Note with the
inger before it is struck (when possible), so that, in the most
difficalt passages, the motion of the hands may be scarcely

peroeived (p. 18).
“ 2, To make the Instrument sing, by taking one finger off

" the Key at the instant the other strikes the following Note;

and by never playing the Notes short or d'etached except
when expressly marked (p. 88).

“ 3. Toplay with espreseion, by ﬁotcug the ﬁngu' Qom
wpon the Key (already covered and lightly touched), accord-
ing to.the Accent or Emphasis” (p. 93). '

" On this subject sce also Clementi’s Introduction, p. 15. Dus-
sek’s Instructions, p. 8. Hullmandel’s Prineiples, p. 19,

/
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. / CHAP. V..
OF THE SHARPS, FLATS, &ec.

Art. 87. In explaining the Tune of Notes
(Art. 45, p. 20), the two different intervals of
Tone and Semitone have been noticed. Every
Tone in the Natural Scale, is divided into two
Semitones, by an intermediate Sound. This
Sound is produced, upon Keyed Instruments,
by striking the short Key inserted between two
long ones, which are consequently Tenes to

each other.
-—.—-

SECT. I.—OF THE SHARPS.
88. When the short Key is to be played,
instead of the natural Note below it (om the

left), then the same letter is used, with the ad-
ditional term sharp*.

¢ The character now used for the Sharp, was originally
designed to represent, by its four cross lines, the four Com-
mas of the Chromatic Semitone. Such is the signification of
themark given by Bontempi (1695), p. 205, from the Recane-
tum of Parneo (Roma, 1583); but Marcheto de Padua, who
first employed it (1274), does not mention this circumstance.
8ee Gerbert, Scriptores Ecclesiastici (1784), iii. 73, 89. Dr. B.
ii. 163, 851. SirJ. H.i. 78,

F
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89. Thus, to make another fourth, similar
to the upper one of C (Art. 50, p. 22), with
two Tones and a Semitone, and placed imme-
diately above it, at the distance of a Tone; the
F natural must be omitted, and the F sharp
taken in its stead.

L —

The character placed before F is called a
Sharp*.
~ 90. These two fourths united, form a new
Scale, of which G is the Key Note, exactly
similar to C, but five Degrees higher. Its de-
scending series proves, by the Melody, that
the Tones and Semitones are between the same
Degrees of the Scale.

St

|
- |8

< !
91. As the Scale of Gis made complete by
this alteration of the F alone, F is reckoned the

Jirst Sharp.

® The Germans consider this character as an alteration of
the letter B, and call it a Cross (Kreuz), or latticed B (Gegit-
tertes Be, B cancellatum), Adlung (Hiller’s edit. 1788), p. 251. .
Sir J. HLiv. 163. They also add the syllable IS to the names
of those letters of the Scale which are sharpened. ‘Thus Fis,
Cis, Gis, Dis, Ais, Eis, and His, signify F,C,G, D, A, E, and
B sharp.
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For a similar reason (that of forming a new
fourth above the upper one of G Scale), Cis
termed the second Sharp*: Thus the series of
Sharps ascends by fifths; which, in respect f
the Letters, is the same ss desoending by

fourths, ,
FCGDA
1 2 8 4 5

These Sharps are performed, on Keyed In-
-struments, with the five short Keys above; that
is, on the right hand of the long ones: the
division of two$ consists of € sharp and D
sharp; the remaining three are F sharp, G
sharp, and A sharp.

92. But, since there are no short Keys be-
tween E and F, nor between B and C, which
are omly Semitones to each other (Art. 46, 48,
P- 20, 21), F natural is employed to express
XE sharp, and C raiural to express B sharp,

When these N3te., & a5, become sharp-
ened, their own long Keys are never used; and,
by their introduction, the series of sharps is ex-
tended to all the seven Notes.

FCG.DAERB
1. 2 8 4 5 6 71

. * The French use the term Diése, derived from the Greek
word Diesis, and annex it to the syllables of Guido. Thus,
Fadizee signifies F sharp; Ut-di¢se, C nharp, &e.
T Bee Art. 33, p. 16,
¥2
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SECT. II.—OF THE FLATS.

93. When the short Key is to be played, in-
stead of the natural Note above it (on the
right), then the same letter is used, with the
additional term flat*.

Thus, to make another fourth similar to the
lower one of C (Art. 50, p.22), with a Semi-
tone and two Tones, piaced also below it (ex-
tending to the left), at the distance of a Tone,
the B natural must be omitted, and the B ﬁat
taken in its stead.

The character placed before B is called a
Flat.

. ® The mark now used for the Flat, was originally the letter
B, introduced to avoid the Zritone or akarp Fourth, betweea
¥ and B natural. By the ancient writers (Guido, &c.}it was
termed B-molle; that is, the sof?, or (according to some) the
moveable B. See Gerbert (De Cantu, 1774, ii 72).

M alther’s Lexicon (1762) contains a long article, and an ex~
tract, from Simon de Quercu (15C9) on the subject. Before
the literal Notation of the middle ages, and its present appel-
lation, B flat was employed as the ZVite (or third sound dee
scending), of the Synemmenon or conjunct Tetrachord of the
Greek Scale, ' '

’
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94, These two fourths united, form a new
Scale, of which F is the Key Note; exactly si~
milar to C, but five Degrees lower. Its de-
scending series proves, by the Melody, that the
Tones and Semitones are between the same De-
grees of the Scale,

= "

HE et

TS X .
At ' - ,
95. As the Scale of F is made complete by
this alteration of B alone, B is reckoned the
Jirst Flat*. Fora similar reason (that of form-.
ing a new fourth below the lower one of the F
Scale), E is termed the second Flat. Thus the
geries of Flats ascends by fourths, which, i,
respect to the letters, is the same as descendmg_-

by fifths.

BEADG
12 3 4 5

& This character was formerly of such importance, that it-
s enumerated by Gafurins among the Clefs (see the Note, p. 8),.
and was accounted the Clef of the F Hexachord, as the other
swo Clefs, now called Tenor and Bdse, wereof the G and G
Mexachords. These letters were selected from the seven, ta.
shew the places of the three Semitones, in the three different
Scales of Guido, termed naturale, durwm, and molle ; and, being
the highest sounds of the two which formed each Sam(ou,
were always sung with the syllable Fa. .

53



54 I. NOTATION. ,

+. These Flats are performed, on Keyed Instru-
ments, with the five short Keys below; that is,
on the left of the long ones: the divisien of
two consists of E flat and D flat ; and the other
threc are B flat, A flat, and G flat. For the
reason given (Art. 92, p. 51) concerning the
Sharps, B natural is employed to express C flat,
and E natural is employed to express F flat.
Thus the whole series of seven Flats is com-
Pleted.
‘ B EADGEC F*

1 2 8 4 5 6 7

- This series is exactly the reverse of that given
of the Sharps (Art. 92, p. 51).

It must be recollected, that every one of the
short Keys has two different letters for its name,
according to the natural Note for which itis
employed. :

Thus, the middle Key of the three short ones
is equally used as the third Sharp in the place

# The Germans add the syllable es to the names of the let-
ters which are flat (except B, which retainsits original signi-
fication) ; and their series, B, Es, As, Des, Ges, Ces, and Fes,
correspond to the Scale given above. See alio Dr. B.ii. 78,
892, upon the subject of B flat.

‘The French use the term b¢émol, from the Latin, and annex
it to the Vocal Syllable : thus, Si é¢mel is B flat ; M¢ démel, E
flat, &c.
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"of G natural below it, and as the third Flat in
the place of A natural above it.
. 96. When any number of Sharps or Flats are
placed after the Clef, at the beginning of the
Staff, they affect all the Notes of the same letter
-in every Octave throughout the Movement, and
are termed the Szgnature.

/I‘hose which occur in the course of the Move-
ment, in addition to the others, are termed ac-
cidental*, to distinguish them from those of the
Signature, which are essential to the Scale of the
original Key Note.

The accidental Flats and Sharps only affect
the Notes which they immediately precede, and
those of the same letter which follow them in
the same Measure; but, if one Measure ends,
and the next begins, with the same Note, the
accidental Character which alters the first Note,
is understood to affect the second. '

# Naumberger (of Reading, Berkshire), in his translation of
Turk’s Klavier Schbule (1804), p. 4, translates the German
term, Versetzung-zeichen, Marks of Transpesition. Kollmann,
Essay on Harmony, p. 8, calls them Accidentals. See also
Malcolm, p. 965, Holden, p. 21, art. 57.
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SECT. IIl.—-OF THE NATURAL.

. 97. When any Note, which has been elevated
by a Sharp, or depressed by a Flat, is to be
restored to its original place, the charalter called
a Natural* is employed; which lowers the
sharpened Note, or raises the flattened Note ;
thus,

et s

v t

The Natural, although a very ancient cha-
racter, was not used by Morley, Simpson, or-
Playford. They always employed the Flat to
take away the Sharp, and the Sharp to take

® Gafurius (Practica, fol. 2), asserts, that the character of
the Natural, or B Quadrum (5. e. Quadratum), is formed of.
two Greek Gammas joined invertedly (conversim conjuncta);.
but it is generally described as a Gothic or square B, , made in
that form to distinguish it from the round B, which expressed
the Flat.

The ancient printers, not having a proper type cast to re-
present this character, used the small letter h ; a specimen of-
which may be seen in the Dialogo of Vincentio Galilei (1581), .
p-4. Adlung (edit. 1783), p. 196, attributes the German me-'
thod of using the letter H, instead of B natural, to the same
cause. See Kollmann, Essay on Composition (1799), p. 52.
SirJ. H. v. 254,
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away the Flat, in the same manner as we now
use the Natural*.

_ Hence are found, in old Music, the Sharp
before B, and the Flat before F; not, as now,
to represent B Sharp and F Flat; but merdy to
take away a preceding Flat or Sharp.

The Natural, although evidently an acciden- -
.tal Character, and a more general expression
fot the two others (the Sharp and the Flat), is
sometimes placed essentially at the beginning
of a Strain, when a former part of the same
Movement has had a Sharp or Flat in its Sig-
nature. (See Steibelt’s Sonatas, Op. 37, Tur-
kish Rondo, p. 10). According to its power,
therefore, of raising or lowering any Note of
the Scale, the Natural must be always consi-
dered as representing a Sharp or a Flatt.

# The German Scale of the natural Notes is A, H, C, D, E,
F, G; not A, B, C, &c.; the B is always reserved to expres
B Flat. T

The French call the Natural Béguarre (Rousseau).

. 4 In Handel’s S8ong of Piows Orgies, Judas Maccabeus
(No. L), the Natural is frequently employed; and, in one par-
. ticular Measure, sharpens the 7yeble and flattens the Base,
More concemi}:g these characters may be found in Butler,
p- 213 Simpson, p. 5; and Holden, p. 17, art. 43, Turner
(p. 51), calls the Natural a Mark of Restoration.
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SECT. IV—OF THE DOUBLE SHARP.

98. After all the Notes of Music have been
made sharp, the same series of letters begins
again, and F, being the first, takes the name of
F double sharp*. It is performed, on Keyed
Instruments, by striking the long Key G na
tural; which is not, however, to be reckoned
then as a Tone from F Natural, being placed
" on the same Degree as F (Art. 47, p. 20), and
also consisting of two Chromatic (or Mimor)
Semitones. '

¢ The Double Sharp is sometimes marked with a esingle
cross, thus, -, which, according to Vanneo (see the Note,
P- 49), origivally repressated the two Commas of the Quarter
‘Tone, or enharmonic Diesis, and which . properly represents
the distance between the F double sharp and the G Natural.

Keeble (Harmonics, 1784), p. 196, censures Kirchee and
Zarlino for the improper wse of this character. See Kircher,
Muswrgia (1650), i. 145, 659, Zarlino (1589), i. 363. Salings

(1577), p. 121. Padre Martini, Storia (1757), i, 97, 108. Len-
me Rowsi (1666), p. 45. Sir J. H. i 110,
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SECT. V.—OF THE DOUBLE FLAT.

90. In the same manner, after all the seven
Notes of Music have been made flat, the same
series of letters begins again with B ; and that,
being the first, takes the name of B double
Slat*. -

It is performed by stilking the long Key A
natural two Chromatic Semitones lower. It is
worthy notice, that, as the first Sharp is the
lowest, and the first Flat the highest of the
three short Keys which are near to each other;
so the first Double Sharp and the first Double
Flat (the only two in general use) are played
with the two long Keys which are enclosed by
F sharp and B flat.

m

* The Germans have sometimes emplo}ed a large B, as the
character of the Double Flat. The difficulties arising from
this mark are stated by Zurk (Klavier Schule, 1789), p. 50,
Dussek, in his Introduction, p. 36, unites the two B's with a
kind of Hook, similar to the grouping of Quavers (Art. 64,
P- 27). The German names for the Double Sharps, are, Fisfis,
Ciacis, &c.; and for the Double Flats, Bebe, Eses, Asas, Desdes,
&c. Adlung, p. 254.
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100. As these two Characters, viz. the
Double Sharp and the Double Flat, seldom
occur, the mode of restoring the single Sharp,
or Flat, after the use of the double Character,
varies with different authors*. Some use a
single Sharp or Flat; some employ a Natural,
or else unite the single Sharp or Flat with the
Naturalt; thus, }§ &, h b; and others again
leave the passage to the ear and judgment of
the performer, who ought (they suppose), if
able to play in seven Sharps, to know how to-
restore the altered Note to its proper situation,
without any particular mark.

" ® Even in respect of the Double Sharp, instances are found
in Handel, where it is not distinguished by any particular
mark, but where only a common single sharp is placed against
F, already sharp in the Signature. See H.S.i. No.9: Fiy
Srom the threatening. .

4+ Some of the writers in Germany are (as Turk, p. 52, ob-
serves), precipitate in their judgments, and therefore fre-
quently erroneous. G. F. Wolfe (1783), p. 22. Lohlein (1765),
p- 11, Tubel (1767), p. 9. Merbach (1782), p. 13. '
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OF GRACES, CHARACTERS, MARKS OF
EXPRESSION, AND ABBREVIATIONS.

et ——

SECT. 1.—OF GRACES.

Art. 101. As the German authors, C. P. Ema-

nuel Bach, and G. D. Turk, have treated at
Targe on the subject of Musical Graces (Ma-
nieren*J, a short sketch of their.doctrines will
here be given, ,

102. The principal Graces of Melody are,
the Appoggiatura, the Shake, the Turn, and
the Beat; with the Mordent, Beat, Slide, and
Spring, peculiar to the Germans. The chief
ornaments of Harmony are, the Arpeggio, Tre-
_ mando, &c.t

* Bach, p.45. ‘Turk; p. 207.

+ The old English Graces, published by Simpson (Division
Viol. 1667), as defined by Dr. Colman, are divided into two
classes,—the smootk and the skaked Graces. I the first class
are the Beat, Backfall,"double Backfall, Elevation, Springer,
and Cadent; in the second are the shaked Backfall, close
Shake, shaked Beat, shaked Elevatiom, shaked Cadeat, amd
double Relish. (See also Playford. p. 100).

G
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103. I. The Appoggiatura* (Vorschlag) is
a small Note placed before a large one of
longer duration, from which it generally bor-
rows half the value, and always occurs op the
strong part of the Measure. '

" The Appoggiatura, as written,
A ™ )

Ere==s

——

As performed.

104. Sometimes, however, the Appoggiatura
is only one quarter of the Note it precedes, as in

the following Exaniple; thus,

A"‘"l)‘g g

1 " L
A ¥

' ——fD ; .
. = - ,
I % |

A L Jnam

* Dr. Burney, art, Appoggiature. Dr. Rees’ Cyclopmdia
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103, When a small Note follows a. Imxger
one, and depends upon that for its time, the
mame of Afler-Nate (Nachschiag*) will be
wsed in this Work, to distinguish it from the.
Appoggiatura.

This Grace always occurs on the weak part

of the Measure.

e’ {2 \ s

v 106. The Germans%ivide these Notes,
which do net constitute the essential, but the
ornamenial parts of Melody, into two classes.
1. Passing Notes (Durchgehende Noten) ;
and II. Changing Notes (Wechselnde No-
tn); but the Appeggiatura, when it is a suse
pension of the large Note before it, as in the
Example just adduced (Art. 108), does not
belong to either class. These will be explained
in the Third Part of this Work, upon Har-
mony.

® The German word Nackahleg, is aleo used t0-sxproms
ahe turn of the Shake.

¢2
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107. 11. The Shake* (Tviller) conmsists of a
quick alternate repetition of the Note above,
with that over which the mark is placed; and
commonly ends with a turn from the Note be-
" Jow. It is usually defined thus :

‘Written. Performed.

. In this Example the.upper Note is accented :
there are, however, -instances in- which the
Composer seems to have designed that the

lower Note, or that over which the Shake is
placed, should be.acéented ; thus, . .

(Handel’s second Organ Concertos, Dr. Ar-
nold’s edit. No. 124, p. 9).

>
v —t ——t (e
et ERENEN, NN
et
. )

The principal of written Note of the Shake
(over which the Character is placed), is called
by the Germans the Haupt-ton ; and the secon-
dary or superior Note, the Hiilfston. )

® Bach, p. 51. Turk, p. 252, SirJ. H. iv. 469. Dr.B,
iii. 528, 616. Clementi, p. 11. Dussek, p. 6. Hullamandel,
p- 27.
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108. The following Method of practising.
the Vocal Shake, has been communicated to
.the Author of- the present Work by his. friend
Mr. Greatoren, to whom it was given at Rome,
in the year 1786, by Santarelli, Chapel-Mastes
to the Pope. ,

1€9. A series of ‘continued Shakes, on Notes.
rising or falling by degrees, is called by the
_ Getmans Triller Kette,. and by the Italians
Catena di - Trilli, both signifying a chgin of
Shakes. ' '
ad.
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110. ‘The Passing Shake* (Prell Triller)
is expressed in Germany by a partticular cha-
racter; and its definition varies with different
Masters, and in different passages. The ex-
planation of Dr. .Arnold (Op. XIIL p. 88) is
therefore given here, with the mark he adopted
for it,

Ay

: Written. Performed. .
: Y Y
2
-

‘/The Mordente of the Italian School is used
in similar passages, and performed thus :

Some rémarks on the various methods of
pe'rfonning these Graces, are given by Cle-
menti (Introduction), p. H.

O ;
* Turk, p.272.
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- “111. III. The Turn* (Doppelschlag) em-
ploys the Note above and that -below, in the
following manner :

Written. Performed.
.Y
ﬁﬁ@ =
Thus, or thus. Thus,  or thus.

112, The Inverted Turn begins from the
Note below. :

(Dr. Arnold, Op. XII. p. 38). "

Written. Performed.
PR , -
SEZH EEEE
d 7 -
The Turn on the dotted Note is in frequent
use. '

Written.
(4 V)
A [
Performed.
o~ ~~
) -

* Bach, p. 61.
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\/ 113. IV. The Beat* is the reverse of the
Shake (but without the Turn), and made ge-

nerally at the distance of the Semitone below ;.

therefore all the Natural Notes, excepting C

and F, require the Note below them to be ag-

cidentally sharpened for the Beat.
Written. Performed,
v »‘
S FCicr LEmiaas

The Beat upon B natural, however, is sel-
dom made with A sharp, on account of the
great harshness arising from the vicinity of the
Semitone B C,

In some cages of regular ascent, it is recom-.
mended not to make the Beat with the Semi-
tone, unless particulasly marked. (See Cle-.
menti, p. 11).

¢ Battement. Turk, p. 281.
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" 114. In the Half Beat (Zusammenschlag)
the inferior Note is struck only once, and at
the same time with the principal Note, but is
immediately quitted. This is frequently used
upon the Organ, and particularly in the Base*.
It may be written by a small Note, like a short
Appoggiatura, and is very similar to the deciac~
caturat of the Italians.

LJ_.IJE.A“; —
e =

115, In the Third Part of this Work, upon
Harmeony, will be shewn how the Diatonic
Suspensions and Transitions arise from the
Appoggiatura and the Afier Note; while the
‘Chromatic Licenses are derived from the Acciac-
catura or Half Beat. These Graces are there<
fore of very great theoretical importance,

# Kollmann, Essay on Composition, p. 98, terms it a Bass~
Grace, and shews how it is employed to strengthen the parts,
and to supply the want of Pedals.

4 Dr. Burney, art. dccigccatura. Dr. Rees’ Cyclopcdla.
Gasparini (Armonica Prattico, 1729, edit. 8d), p. 63.
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116. V. The German Mordent* (Beisser) is
. @& species of Beat, commeneing with the Note
itself, and is either long or short; thus,

Long. Short. )
This differs considerably from the Mordente

before described (Art. 110, p. 66), being made
with the next Degree below. That of the Ita-

lian School always employs the next Degree

above.

117. VI. The German Beatt (Anschlag)
consists of two small. Notes, which form a Skip,
and descends one Degree upon the principal
Note. :

Written. Performed.

o~

"/

iy i

~ In the translation of Turk (p.26), Naum- -

berger calls this Grace a double Appoggiatura.

* Bach, 78. Turk, 275.
4 Bach, 77. Turk, 241

N

!
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118, ViL. The German Slide* (Schiciffer)
censists of two small Notes, which move by
Pegrees; thus,

Weritten.

119. VIII. The German Springt - (Schnel-
ler) consists of two small Notes, like the Ita-
lian Mordente, but very distinct; thus,

Written. Performed.
VSN K v . '
| = T
[™= = R

120. All these Graces are liable to the ocea-
sional alteration of any of their Notes, by Sharps,
Flats, or Naturals; apd, in that case, the Com-
poser is expected o mark them as they are to be
performed,

" @ Byh, 80, Turk, 245,
t Bach. 83, Tlll'kg 251.
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121. To these Graces of Melody may be
added those of Harmony; the Tremolo (Be-
bung), or reiteration of one Note of the Chord ;
the Tremando, or geuneral shake of the whole
Chord; and the drpeggio (Brechung), or imita-
tion of the Harp, by striking the Notes of the
Chord in quick and repeated succession.

122, Clementi (Introduction), p. 9, has given
an explanation of two different characters used
for a Chord (or. combination of several sounds

* struck together), upon Keyed Instruments.

1. When a Waving Line is placed vertically
before the Chord, the Notes are played suc-
cessively, from the lowest ascendmg to the
highest, and retained down the full time of the
Chord.

2. When an Obligue Line passes throukh

- the Chord, it is played as before, .with the ad-

dition of a Note* where the oblique Line is
placed ; but thls added Note is not to be kept

down. :
Written.  Played.

#EFE

* This added Note is the Acciaccatura before described
(Art. 114, p. 69), and answers to thg memmda‘ of the
Germans, 'f'urk, 279, ’
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. ‘/ZECT. IL-OF THE CHARACTERS.

123. Those Characters used in Music which
do not form a part of any particular class, like
the Clefs, Notes, Rests, Sharps, Flats, Natu-
rals, or Graces, are the Tye or Ligatu}e, the
Pause, the Repeat, the Direct, the Single
Bar, and the Double Bar. But, as the Tye |
is similar in form to the Slur, it will be classed
among the Marks of expression in the next
Section. '
‘_ 124. The Pause* is placed over a Note, to
signify that the regular time of the Movement
ic to be delayed, and a long continuance of the

~ Sound made on that part of the Measure.

(H.S. IL; No.82: Bless’d the day—Solamon).
P _ N

-
— 8

* Butler, p. 38, colls the Rests Pauses, and the Pause a
Close. ‘The ltalian term is Coronate, Zaccharia Tevo (1705),
p- 55; and the German, Fermate, Petri (Anleitung 1782),
p. 145. Holden, p. 87, calls the Pause a Hold.

‘The Pause, when found on the last Note but one of a Me-
fody, isa sign for the Vocal or Instrumental Performer te
-introduce such extemporary passages, previous to the firial

Shake, as are generally termed a Cadenca,  °
. "
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125. If the Pause is placed over a Rest, then
a stop of eonsidesable dength is made; and the

part must be silent.

NOTATION.

(H.S. 1. No.31: Letﬁ:tioe.joy—Bebhazxw).' ;

HQ)

126. The same character is employed for
another purpose in those Songs of Handel,
Hasse, Vinci, &c. which have a second part,

and are marked Da

(H. 8. ILI. No. 157: As when the deve—dcis

- —

D —

Capo*.

and Galatea).

Q)

SEpptes

vy

H=

al:l S -5

' The.pause, in this example, only shews the
Note upon which the piece is finally to termi-
nate; but it is not always foHowed by the

Double Bar.

® Da Capo are two Italian words, which signify from the
beginning, and are frequently joined with o/ Sagmo, which
mean, that the Performer is to return, and to cammence the

Repeat at the sign,
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127. The Repeat* ( 3 ) is a sign employed
to shew the place to which the Performer must
return to repeat the passage. It is usually
found in Rondos and Da Capo Airs; and it
marks that place, in the first strain, where the
repetition is to commence. This mark is called
in Italian, Segno, or the Sign.

¢H.S. L. No. 163: War ke sung—Alexander’s
: Feast). ,

128. The Direcit (AN") is a sign employed
at the end of the Staff, to shew upon what De-
gree the first Note of the following Staff is

placed.
(Rameau, Treatise, p.168).

FEE= i3

® Mark of repeti?ion. Morley, p. 74. Simpeon, p. 19
Malcolm, p. 411.
4 The Direct is called by Morley (p. 22), Zxdex or Disec~
tor. Butler, p. 87. Holden, p. 28, art. 113.
H2
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129, The Single Bar* has been already men~
tioned (Art. 65, p. 28) as dividing the Move-
ment into equal portions or Measures. It is
considered in Germany as a mark of the gram-
matical Accent; since the first Timet of every
Measure is always a strong part, and is dis-
tguished by a particular pressure.

When the inner sides of two Bars are dotted,
-all the Measures between them are ‘to be re-
peated. See an instance of this kind of repeti-
tion, (H.S. I. No.68: Sin not, O King—
Saul).

P
EEIEDE

VoV,
The word Bis (twice) is sometimes placed
over passages of this kind, whether the Bams

are, or are not dotted. .

* Butler, p. 38, terms the ancient thick single Bar the
smperfect Close. Simpson, p.19. "Malcolm, p. 411.

4 The Author is induced to adopt the expression of the
ancient authors, and to call the parts of the Measure, Times,
Art. 65, p. 28. See also Malcolm, p. 399. The particular
utility of the term will appear in the Fourth Part of this
‘Woark, upon Rhythm, . ’
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130. The Double Bar* is placed always at
the end of 'a- Movement, and is sometimes used*
at other parts, to shew the rhetorical termina-
tion of a Strain.

1f the Double Bar is dotted on one or both
sides, all the Measures on the same side with
the dots are to-be répeated from the beginning,
or from the antecedent Double Bar.

131. When the rhetorical termination of a
Strain does not coincide with the grammatical
Accent, the Double Bar is then totally distinct
from the Single Bar,. and the Measures are only
reckoned between the single Bars, although the
Double Bar may intervene.

(H S. V. No.374: Above Measure—.
Semele).

o

This Double Bar does not affect the Measure
¥ which it is placed,. but the time is kept ex-.
actly as if it were not inserted.

* Ornithoparcus, p. 52, calls this a Rest General; considers
it as analogous to the other Rests described, Art. 85, p. 46,.
and places.it in the same clae of characters,.
u3
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182. As it appears, .from the preceding ob-
servations, that the Double Bar is very different
and distinct from the Single Bar, the -gram-
matical use of the latter must not be con-
founded with the rhetorical employment of the
former. '

133. If every piece of Music ended with a
complete Measure, and if the necessity of com--
mencing with single Times (Art. 82, p. 42) did
not sometimes exist, the Double Bar might be
neglected; but, as it is important to mark. the
termination of those Strains which have their
last Measures incomplete, this character is
adopted, and the Double Bar bears the same
relation to the Strain as the Single Bar does to
the Measure. ’

134. Every Measure contains a certain
number of Notes (Ari. 66, p. 28), which are
terminated by the Single Bar; and every Strain*
includes a certain number of Measures, which
are terminated by the Double Bar.

* The rhetorical division of the Strain into Phra.yeo: Sections,

- and Périods, with the utility of the Cesure, will be explained

in the Fourth Part of this Work, upon Rhythm; and, as the

Comma, Semicolon, and Full Stop of Elocution, have all their

respective analogies in Musical Punctuation, by the Phrase,

Section, and Period; so also the Colon is found to resemblc
that final part of a Movement which is termed the Coda,
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%

SECT. IIL.—OF THE MARKS OF EXPRESSION.

135. The chief Marks of Expression are, the
Slur, and the Dask or Point; to which may be
added the Tye, or Ligature. '

136. The Tye* is an arch drawn over two
Notes on the same Degree, uniting them into
one. Upon Keyed Instruments, the first only
is struck ; but the finger is kept down during the
time of both.

(H.S. IIL. No. 180: Our fruits—Joseph).

2~
mﬁ

’{37. The Tye is also used to express those'
syncopated Notes which, in ancient Music, were
divided by the Bar.

(Corelli, Concerto I. Opera 6th).

. 1 1 = N
1 o (@] ’
eSSt ot

VT o —

* See Note, p. 27, of this Work. Holden, p. 38, art. 114.

L4
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138. The Slur* is a similar arch, drawn
over two or more Notes, upon different De-
grees, and signifies that all the Notes are to

" be played as smoothly and as much united as
possible. In Vocal Music, it is placed: over or:
under all the Notes which are to be sung to the:
‘same syllable..

(H.S. 1II. No. 19): Our limpid streams—
Joshua).
A A

139. When the Slur is placed only over
two Notes, the second is gencrally made shorter-

than its proper length. Formerly,. thxs effect
was produced by exact Notation.

(H. S. I. No. 1: Pious Orgies—Judas).

7~~~

| —

[ 24 v

# In the Translation of Turk (p. 26}, the term Sk is ap=
plied to the Grace, Art. 118, p, 71, called Schleiffer, of a-
Slide.
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'140. The Dask* is a small stroke, placed
over those Notes which are to be performed in
a very short and distinct manner.

(H. S. [IL.'No. 182: Descend, kind pity—
Theodora).

BV N Y

e

141. The Point is a mark employed by
many authors ‘instead of the Pash; but its
principal use is to distinguish those Notes
from which an intermediate effect, different
from the Slur or the Dash, is required, and
yet uniting both.

- (H. 8. 1. No. 61 : Comfort ye—Messiah).

P

When these passages are performed on
Keyed Instruments, the finger is not kept
close, as in the Slur, nor raised, as in the
Dash, but dropped gently on the Note, and
taken off before the Time is wholly completed.

¢ Holden, p. 39, art. 114,
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142. There are other Marks of Expression,
which have been lately adopted, to express the
effect of certain Italian terms*.

1. Crescendo, or increasing the sound
from soft ta loud, is marked by an angle, <
the lines extending to the right.

. 2. Diminuendo, qv diminishing the
sound from loud to soft, by the com- >
trary sign. .

The union of botht, indicates
that the first part of the passage
is to be sof?, the middle loud, and <_"5n
the last soft again, as the figure '
shews.

3. Rinforzando is denoted by smalles marks
of the samre kind, > <, which are to iacrease-
or diminish the Note as mrarked.

* Clementi, p.9. Dussek, p. 45.
+ Mr. Shield (p. 14). See also Art. 83, p. 44, of this Worke
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SECT. IV.—OF ABBREVIATIONS.

143. When the same Note, or similar pas-
sages, are to be repeated, much time is saved to
the Composer and Copyist, by the use of Ab-
breviations.

A single stroke, over or under a Semibreve,
or through the Stem of a Minim or Crotchet,
divides them into Quavers; a deuble stroke
into Semiquavers; and a triple  stroke into De-
misenriquavers ; thus,

(H S. 1. No. 18: Let the bright Seraphim
—Samson).

144. These passages, in Italian Music, had
formerly the word Crome (Quavers), or' Se-
microme (Semiquavers), annexed to them. At
present we often use the term Segue, to signify
that we must perform the following Notes in
the manner in which the first are marked.
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145. Another kind of Abbreviation is very
frequently used in modern Music, viz. group-

ing the Stems of Minims like those of Quavers
(Art. 64, p. 27).

~ (Pleyel’s Dues, Viol. and Violonc. Op. 12,
P- 2, Violino).

Written. - : Perf:ormed.

Several other species of Abbreviation are
given in Koch’s Lexicon, art. Abkiirsung; and
algo in Clementi, p. 8. Shield, p. 124, &e,

END OF THE FIRST PART.
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/P ART 1L
MELODY.

CHAP. I
OF INTERVALS.

SECT.I—OF INTERVALS IN GENERAL.

Art. 146. A particular succession of single
sounds forms a Melody* or Tune, as in the
following Example :

(God save the King).
R S

# ‘This simple and popular definition of Melody, only pre
sents an outline of the true idea annexed to the term. In a
more extensive sense, Melody implies not only the progres-
sion of one single part, but also that general result of the va-
rious parts in Harmony which produce the effect of Melody
by the proper distribution of their sounds. Prinz seems to
have been the first who distinguished between the Monodie
Style, in which the Melody is confined to one single part,
and the Polyodic Style, in which the Theme, and its dependent
subjects, are distributed among the different parts of the
composition. These two epithets, Prinz appears te have
taken from Kircher; and this profound amd original view of

I
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147. Melody has, in respect of Tune, twe
distinct Motions; that of Degrees, and that of
Skips*.

A Melody proceeds by Degrees, when it
. moves to the next Line or space above or be-
low; as in the following Example :

(Let ambition fire thy mind+t).

el D M me—

| ) — A I
A\ VA P T ¥ L. L v

148. A Melody proceeds by Skips, when it
omits one or more Degrees, as in the following
Example:

(When warlike ensigns 1 ).

(. 174
v

v

Melody has been very ably developed by Nichelman of Ber-
lin, who clearly proves, that those pieces which are produced
by the Monodic design of the Composer, are far inferior to the
Polyodic avsangement of ‘the'sameideas. In this last class we
may place the Motetts of Palestrina, the Choruses of Handel,
and the Symphonies of Haydn. See Princ (Satyrical Com-
poser, Part IH. chap. xi. p.97; chap. xviii. p. 131), 1696:
Kischer (Mususgia, i. p.331). Nichelman (Melodie), 1755

# These expressions, in Italian, are di-grado and.di sakto.

4 Composed by John Weldon (1699) -in the Judgment of
Paris, and afterwards introduced in the Cemic Qpera of Love
in a Village. SirJ.H.v.68. Dr.B.iv.658.

1 Occasiomal Gratorio, 1745 (Handel’s Songs, i. No. 18),
Dr. Arnold’s edit. No. 104, p.222.
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149: 1n general, Pegrees apd Skips are inter-
mixed; as in the Melody of tht Easter Hymn.

(Jesus Christ is risen to-day *).
el r T 4
— - J N b
| & e
| St — | &

150. The Degrees + and Skips of Melody are
both called by the general term Interval; which
is the distance between two Sounds, or their
difference in respect of Pitch. Every Interval,
therefore, implies two Sounds; one acute, the
other grave; in common language, high and
low; and as, in measuring, it is usual to consi--
der the termination of distance more than the
space contained; so, in Music, the Notes which
limit the Interval, are both called by the name
of the Interval itself. Thus, from the FClef
to the C Clef, is contained the Interval of a
fifth, both terms inclusive; and C'is said to be
a fifth above F, and F a fifth below C.

® Primted by Walsh in 1708, in a Collectivn of Diwine Songs
amad. Hymue, entitled Lyra Bawidica. The Air is. foundap
page 11, but written in Quavers.
. 4 The word Degres has alrendy been applied btlwﬁc-

Limes-and four Spaces of the Staff; but it is.necessary.to. exe
terd its signification further, and ta comprehend ia it the
term Jnterval; since, in the Chromatic Semitone, B flat amd
B natural are on the same Degree,. and yet produce diffesent.
Seunds, forming thereby » distance-or Interwal,

12
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" SECT. I.—OF THE NAMES OF INTERVALS®.

151. The names of Intervals are derived from’

the number of Degrees which are contained be-

tween the two sounds; both extremes being
reckoned inclusively. Thus the Interval of a

Second consists of two Degrees; and, as these
may be distant from each other, either by one
Tone, or by one Semitone, there are conse-
quently two kinds of Seconds, viz.a Major Se-
cond or Tone, and a Minor Second or Semitone,

152. The Natural Scale of Music, which,
proceeding by Degrees, includes both Tones
and Semitones, is called Diatonic; a word
compounded of Dia and Tonic, from the Greek
Dia, through, and Tonos, a Tone; because
the greater number of Intervals in the Scale,
viz. five out of seven, are Tones.

153. The Diatonic Scale includes all the dif-

* The inaccuracies, which sometimes occur in very respec-
table Authors, concerning Intervals, arise from adopting the
terms of common language without sufficient precaution. See
Kollmann's Thorough Bass (1801), p. 2. Shield. p. 4~For
example, the distance from one place to another may be twe
miles, as the Interval from the Note C to the Note D is formed
of two Semitones ; and as, when we arrive at either place, we
sy this is (the end of) two miles; so at D we say this is
(fram C) a Tone; and at C, this is (from D) a Tone; yet the
two sounds only form the Interval of fwo Semitones,
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ferent Intervals* formed by the Natural Notes,
and also all those which are produced in trans-
posing the Natural Scale higher or lower, by
the employment of Sharps and Flats. Those
Intervals whieh exceed the limits of the Oc-
tave, as the ninth, tenth, eleventh, &c. being
only replicates of the second, third, fourth,
&c. are omitted bere, but will be particularly
notieed in treating of Harmony.

Those Intervals which are less than the Dias
tonie Semitone, as from F to F sharp, &c. wil
be distributed, with all other Intervals derived
from them, into proper classes in the third
Chapter of this Part, upon the Genera.

# It may not be improper to remark, that a considerabfe
difliculty arisesfrom the distribution of lntervals upon Keyed
Instruments, and that the Student does not readily perceive
how an Interval is to be found between two Keys, as B and
C, or E and F, which are close together. The method of stop-
ping the Violin, or the Frets on the Guittar and Lute, shews
the nature of Intervals much more clearly. For instance, the
third string of the Violin is tuned to the once-marded I) (Art. 87,
p- 17); but when shortened by ome-ninth of the space be.
tween the Nut and the Bridge, will sound E, a Tone higher;
one-sixteenth of the remaining length being further taken,I
the sound F, a Semitone higher, is heard. A just idea of In-
tervals is hereby obtained ; and, as the latter is nearly half
the magnitude of the former, the Interval from D to Eis
called a Tone, and from E to F a Semitone, being real Spaces

taken upon the length of the strsing.
1
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‘/sncr. 1II.—OF THE FOURTEEN DIATONIC
INTERVALS,

" 154. As the Intervals take their names from
the number of included Pegrees, so also their
species are ascertained by the epithets, Major
and Minor, given them, according to the num-
ber of Tones or Semitones contained inclusively
between their extremes. If the Intervals were
all equal in the Scale, eight Degrees would form
only seven Intervals; but, as there are two dif-
ferent distances of Semitome and Tone, for
which the Notation by the Staff alone does not
provide, there are consequently fourteen Diato-
nic Intervals. These are distinguished by the
term Major or Minor, greater or lesser, and, in
some few cases, sharp or flat,

155. 1. The Unison, or the same identical
sound, although it cannot properly be reckoned:
an Interval, is always considered as such, when
employed in Harmony; it is therefore inserted
here among the intervals of Melody. The pre-
sent opportunity may be taken of improving the.
Student in the practice of the seven Clefs, and.
shewing their practical utility,
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- Example of the Unison, or the same Sound,
being the once-marked C (Art 37, p.17) in
all the Clefs.

Example of the Descending Scale of the

once-marked Octave in the G and C Clefs.
A

¢ b a g f e d c

Descending Scale of the small Octave (Arxt.
36, p. 16) in-the C and F Clefs.

Eﬁm

c b a g d ¢

156. 1II. The Minor Second is formed by
two Sounds, at the distance of a Diatonic Se-
mitone, as BC and E F. C is a Minor Se-
cond higher than B, and B a Minor Second
lower than C. The same is true with respect
to Eand F. This Interval is sometimes called
the Flat Second; and the term is useful in
Harmony. It is found also in the other Scales,

13*’
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’

Letween F sharp and G, B flat snd A, &c. as
in the following example :
..\ . . .

==y E

Al these are Diatonic Semitones, and form
Minor or Flat Seconds*.

157. 111, The Mejor Seeond” or Tone, al-
though composed of two Semitones, does mot
consist of two equal pasts. This is evident fzom
the Notation. itself; for, if the Fone from F to
G be divided by the Sound F sharp, then the
Intervals between F sharp and G, or the Dia-
tonic Semitone, will not be the same as that
from F to F sharp, or the Chromatic Semi-
. tone, The former changes one Degree, the
latter remains on the same Hegree, and hence
the former is, according to the theory of Zar-

* From this statement, the nature of Melody, when Sharps
and Flats are employed, may be readily perceived; fos, aftey
a Sharp, the part rises, and after a Flat the part falls. Thus
also E and B have the effect of Sharps, and the Melody in
general ascends to F and C; on the contrary, F and C have
the effect of Flats, and the Melody in general descends te E
and B. The importance of these remarks cannot be justly
appreciated till the transposition of the Natural Scale into two
Sharps and into two Flats, and also the use of the Semitone in
Harmony is understood.
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lino, Rameau, and Pepusch, something larger
than the latter. The Tones and other lnter-
vals of the Natural Scale are, in this Work,
separated into Semitones, &c. by the characte
called a Direct.

V)

gawmowé'—

~ The other Tones introduced by transpasx‘
. tion, are, -

... i 2

% S ——| «c.

‘/158. IV. The Minor Third is composed of
three Degrees, and contains a Tone and a
Diatonic Semitone between the two extremes;
thus,

%‘ =

It is also divisible into three Semitones, twa
Diatonic and one Chromatic; thus,
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1569. V. The Major Flird* is composed of
three Degrees, and containa two Tones between:
the extremes; thus,

Itis also divisible into four Semitones, two
Diatonic and two Chromatic; thus,
A . 2

G ey
VSEWW WS
160. VI. The Porfect: Fourth is. composed

of four Degrees, and contains two Tones and a
Semitone between the extremes; thus,

ﬁg—vﬁwa—«zﬁaﬁﬁ

It is also divisible into five Semitones, three
Diatonic and two €Chromatic; thus,

52 |
# The Major and Minor Thirds were formerly calied Siarp~
and Flat Thirds. These equivocal terms were justly rejected

by Dr. Boyce (ia his emum). and changedreo grester
and lesser,
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161. VII. The Sharp* Fourth is composed
of four Degrees, and contains three Tones be- -
tween the extremes, called by the Ancients, o
that account, Tri~tene.

0

It is also divisible into six Semitones, three
Diatonic and three Chromatic ; thus,

162. These seven Intervals -(the Unison in-
cluded) may be considered, in a practical point
of view, as primary; since, if they are rightly
understood, all the remaining seven are easily
known, being only compounded of these. Thus,
the Fifth is formed by uniting two of the
Thirds; the Sixth, by the Fourth and Third;
the Seventh, by the Fifth and Third; and the.
Octave, by the Fourth and Fifth. Compared
with the Unison, Second, Third, and Fourth,
as primary; the Fifth, Sixth, Seventh, and
Eighth, are secondary. This arrangement,
however -useful in the analysis of Melody, is

* The reason why the terms, Pesrfect and Sharp, are used to
the Fourths, while Major and Minor are applied to the Se-
conds and Thirds, will appear in the next Chapter, upon )
Concords and Discords.
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imperfect with respect to Harmony, and the
theoretical classification of the Diatonic In-
tervals*, The true series comprehends the
Unison, Octave, Fifth, Fourth, Thirds, Sixths,
Seconds, and Sevenths, in the mathematical
division of a musical string.

163, VIII. Fhe Flat Fifth is composed of
five Degrees, and contains two Tones and two

Semitones (not three Tones): it may be di-

vided into two Minor Thirds.
Y )

Fﬁ

It is also (like the Sharp Fourth or Tri-tone)
divisible into six Semitones; and when joined
with that Interval, completes the Octave.

164. IX. The Perfect Fifth is composed of

five Degrees, and contains three Tones and one
_Semitone: it may be divided into a Major and
a Minor Third.

A - : y
It is also divisible into seven Semitones ;

and, when joined with the Fourth, completes
the Octave,

* Butler, p.46. Malcolm, p. 74 Holden, p. 44, art. 127,

-
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© 165. X. The Minor Sixth is composed of
six Degrees, and contains three Tones and two
Semitones: it-may be divided into = Minor
Third and a Fourth. :

A : P
A S d

o~  ————)

g

-

‘It is also divisible into ezght Semltones,
and, when joined with the Major Third, com-
pletes the Octave.

'166. X1. The Major Sizth* is- compased of
six Degrees, and contains four Tones and one
Semifone: it may be divided mto a Major
Third and a Fourth.

f s o - . -
ggwmaﬁﬂ =
. ' X \ ]
1t is also divisible into nine Semitones; and,

when joined with the Minor Third, completes,
the Octave. ‘

» "This Taterval is that dpon which the ancient system of’
the Hexuchord is formed, ’
K
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167. XII. The Minor Seventh* is com-
posed of seven Degrees, and contains four
- Tones and two Semitones: it may be divided
into a Fifth and a Minor Third.

0,

It is also divisible into fen Semitones; and,
when joined with the Major Second, or Tone,
completes the Octave. '

- 168. XIII. The Major Seventh is com-
posed of seven Degrees, and contains five
Tones and one Semitone; and may be divided
into a Fifth and a Major Third.

f=— -
<

It is also divisible into eleven Semitones ;
and, when joined with the Minor Second, or
Semitone, completes the Octave.

® This Interval is also composed of two perfect Fourths;
an example of which may be found in the subject of the last
Chorus in Handel’s Alexander’s Feast, Let old T¥motheus.
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169. XIV. The Octave is composed of eight
Degrees, and contains five Tones and two Semi-
tones: it may be divided into a fifth and a
Fourth,

- It is also divisible into twelve Semitones,
and may be considered as the replicate of the
Unison.

As the Octave consxsts of thu'teeq sounds,
and therefore has only twelpe Intervals, it
must be recollected, that the fourteen Diato-
pic  Intervals, just described,. are obtained by
reckoning the Unison as one of them, and by
distinguishing between the Sharp Fourth and
Flat Fifth; both which are, upon Keyed In-
struments, performed with the same Keys.
The seven Notes of the Scale form seven dif-
ferent species of Octave, acecording to the
places of the two Natural Semitorres; and from
these species, divided each into two parts, by
the Fifth or by the Fourth, arise the eight
Tones of Italy, and the twelve Modes of Ger-
many ¥;

# See the Note, p. 28, of this Work.
K2

793617
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SECT. IV.—INVERSION OF INTERVALS.

170. When the lower Note of any Interval
is placed an Octave higher, or the higher Note
an QOctave lower, the change‘ﬂ;exeliy produred
is cafied mm:mm -

Thus a Secand becames a Seventh E

a Sixth §

ai&hg

171, The different Intervals (seven), reckoned
from each of the seven Natural V‘otes, form the

followmg Series :
Five Majox and two Minor Seconds.
Three Major and four Minor Thirds.
Siz Perfeet and one Sharp Fourth.
“To these may be added their Tnversions:

Two Major and five Minor Sevenths.

. Four Maiqr and three Minor Sixlhs.
Sixz Perfact and one Flat Fifth,

3 %I

aFousth
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" 172. All the Major* Intervals become M-
nor, by Inversion, and all the Minor Intervals
become Major; the Sharp Fourth becomes the -
Flat Fifth, and the Unison inverted- becomes .
the Octave. :
) 173. The Major Seventlt of the Key, from
its resemblance to the Tritone (its higher Note -
being one of the two Seunds which form the
‘Sharp Fourth), is- sometimes. called- the Sharp -
Seventh.

174. Rameau+ terms the Intervals of the -
Third, Fifth, and Seventh, fundamental; and
derives the others,. viz. the Second, Fourth,
and Sixth, by Inversion, reckoning them down- -
ward, from the Octave of the formes, accord- -
ing to the following Scheme :

Seventh |
Fifth | . '
Third | ' .
A BC D EF - [
| Secqnd
| Fourth-, |
| Sixth ° N

175. All these Intervals are foupd iorshe Dig- -
tanic or Natural Scale; and, when this:Segle is

* The epithets, Skarp and Flat, were always used, inssead
of Major and Minor, by the old writers, Simpsop, Playfords .,
and also Pepusch, See Art. 159, p. 94. .

+ Principles of Composition, p. 3.

K3
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teansposed to any other pitch, higher or lower,
by the use of Sharps or Flats, these Intervals
remain the same, as will be more fully seen
hereafter.  The remaining Intervals, which
are commonly intermixed with these in the
generyl tables given by Authors, and which
beleng dnly to the Chivomatic and Enharmonic
Stules, are omitted here, but will be inserted in
the thied Chapter of this Part, on the Genera
(p- 109).

"176. Of all the Diatenic Intervals, the two
Jkbirdw*, Major and Minor, are by far the
Maest importasd, . and -ought to be very per-
feotly wmdrrstéod; sinee upon them depends
the sature, of the Scale or Mode; and the
Thirds give their own epithets to the whole
series of -the seven Notes, -the Scale itself being
called Major, when the Third is greater, and
Minor, when the Third is lesser.

* ‘¥77. There is another distinction, in respect

,of Melodies formed of Diatonic Intervals, which,

‘although in some measure obsolete, is yet useful
" for the 8tudent to understand. Those Melodies
-which have their principal Notes contained be-

” # See Rameau, p. 8, and Simpson, p. 35. It may be ob-
served, that the alteration of the Thirds, by sharpening the
upper Note of the Minor, or flattening that of the Major,
does not change their Diatonic nature.
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tween the Key-note and its Octave, are termed
authentic, direct, or principal, as in the fol~
lowing Example :

ya

(Waft her, Angels*).

0 o —
[ 24 L4

178. Those Melodies, on the contrary, which.
have their principal Notes contained between the
Fifth of the Key and its Octave (or Twelfth),
are termed plagal, ollique, or collateral, as in
the following Example

(Streams of Pleasuret ).

— -

. .

By these two divisions of the Octave,-au-
thentic and plagal, are formed the arrange-.
ments of the eight Italian Tones, and twelve
German modes, before mentioned. ’

* Jephtha, 1751 (Handel’s Songs, v. No. 367), Dr. A’s
edit. No. 120, p. 170. :

4 Theodora, 1750 (Haadel's Songs, iv. No. 268), Drv A's.
edit. No. 8, p. 181,
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/ CHAP. II.

OF €ONSONANT AND DISSONANT
INTERVALS.

Art. 179. Although the terms Consonant
and Dissonant are chiefly used in Harmony,
yet they are applicable, in.a great measure, to
the classing of Intervals in Melody.

180. The Diatonic Intervals are therefore di-
vided' into Consonant' and’ Dissonant. Those
" which are most agreeable to the ear, as the Oc-
tave, Fifth, Fourth, both the Thirds, and both
thie Sixtlis, are- called Consonant ; those which,
when compared with the others, are less agree~
able to the ear, as both the Seconds, both the
Sevenths, with the Sharp Fourthy are called
Digssonant.

Fhe term- Dissonant is thought, by some
Authors*, inapplicable to the Degrees of Me-
lody, which seem more natural.to the human
voice than the Skips. This, however, is a
prejudice, which a further consideration of Har-
mony will remove.. )

181. The foregoing arrangement sliews the
propriety of distinguishing the species of Se-
conds, Thirds, Sixths, and Sevenths, by the,

* Principes Elémentaires de Musique, du Conservatoire,
p. 16,
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epithets Major and AMfinor, sccérding to the
number of Semitones included between the ex-
tremes; while the appellation of Perfect is
veserved for the Fourth and Fifth, with the
terms Sharp and Flat, when altered a Semi~
tone higher or lower.

182. The Thirds and Sixths, whether Major
or Minor, are always consoment; the Seconds
and Sevenths always dissonant; but the Fourth
end Fifth are consomant only when perfeet;
when sharp or flat, they are dissonant. The
alteration of these two last Intervals, therefore,
‘places them in different classes; and, although
the tenms Major and Minor have sometimes
been applied to the Fourth and Fifth, in the
present Work those terms will not be used.

183. The Consonant Intervals are subdis
vided into Perfeet and Imperfect. The Unison
(or Prime), the Octave, Fifth, and Fourth, are
called Perfect, because they are immutable,
never ehanging from Major to Minor (or the
contrary), bud Becoming dissonant whenevit
altered by a Sharp, Flat, or Netural.

184. The Thirds amd Sixthe zfe called Im—.
perfiet, because they are liable to change from
Major to Minor (or the contrary), still remaine.
ing consonant.
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185. The Seconds, Sevenths, Sharp Fourth,
Flat Fifth, with all the Chromatic and En-
harmonic Intervals, are dissonant.

186. According to this classification, every
passage of Melody which moves by Degrees,
consists of dissonant Intervals; but, as every
other Note is, in general, a transient sound,
placed between two consonant Notes, these Se-
eonds have not that harshness which is found in
the passages which move by Skips, as the
Sharp Fourth, Flat Fifth, Minor and Major
Sevenths, &c.

- 187. All dissonant Seconds in Melody, are

either- passing or-changing Notes*; and these
are either regwlar; when found on the weak
parts of the Measure, or irregular, when used
on the strong parts. If, therefore, these orna-
mental Notes are taken away, a series of con-
sonant Intervals will remain,

(Thou didst blowt).

~ 3

* Art. 106, p.68.
+ Israel in Egypt (Handel’s Songs, iii. No. 230), Dr. A's.
cdit. No. 97, p, 214..
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. The foregoing Melody may be reduced to
Consonant Intervals, by taking away the alter-
nate Semiquavers, where regular, and omitting
two when irtegular; it will then appear thus:

Pty

188. The concordant series of Thirds and
Sixths, from the varied succession. of Major
and Minor Intervals, is extremely pleasing to
the ear*; and most passages of Degrees (like
that of the preceding Example), are reducible
into Thirds, intermixed wish Fourths, by tak-
ing away the passing and changing Notes.

189. A great part of every Duet is composed
of Thirds or Sixths; and these Intervals, with
the occasional introduction of Fourths and
Fifths, allow a double Melody to continue
thsoughout a Movement,

190. A successive series of perfect Fifths is not
to be found in Melody, and hence is forbidden
in Harmony. In Melody, they would exeeed
the limits of our regular Scale, as well as the
compass of the voice; and, in Harmeny, they
would produce new and unconnected Scales, of
~ which the species, Major or Minor, would be

- & Shield, p» 65.
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undetermined, through the OmISSIOﬂ of the
Thirds and Sixths, -

191. A more correct idea of - passmg Notes
may be obtained, by considering the Scale as
divided iato three parts, the two first coneer-
dant, and the last discordant; thus, .

‘ L I 18

A . —_ .

=
I !L) > >)
1 L
~
N (=

In the first part, or the Tonic Divigion, the
passing Notes are, the 2d, 4th, 6th, and. 7th
of the Scale ; thus, '

TS §
[ DA ) |
P | [ )

Ini the second: part, or the SubdbmW Di-
vision, the passing Notes: ave, the 3d, 3d, 5t.h,

and 7th; thus,
g Ve ;

2 ™
- |
=
b

"In the third part, or the Dominant Divi-
sion, the 3d and 6th are the only passing Notes,
thus,

el .
| -~

§'—dﬂ SEEE S




109

/ CHAP. III.

OF THE GENERA.
o ——————
. SECT. L.—OF THE THREE KINDS OF MELODY.

Art. 192, That Scale of Music which pro-
ceeds chiefly by Tones, called Diatonic, has
been explained (Art. 152, p.88), and consti-
tutes the principal part of every piece of Music.

193. When all the artificial Sounds are in~
serted between the natural Sounds, aScaleis form-
ed of Semitones alone, and called Chromatic.

194. When a Scale yet smaller in its Inter-
vals is formed, which contains in some places
Quarter Tones, it is called Enharmonic.

195. These three Scales, the Diatonic, the
Chromatic, and the Enharmonic, formn the
three Genera or kinds of Melody now in use;
and, although the terms are borrowed from the
Greek authors, yet the modern ideas annexed
to them are considerably different from their
ancient significatien. '

196. The origin of the term Diatonic Genus
has been explained. The Chromatic takes its
name from the Greek word Chroma, colour, be-
‘cause the interspersed Semitones give an orna-

wental effect to the Diatonic or simple Melody; =

L
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and the Enharmonic was so called, from its
supposed excellence, being En-harmonic, that
is, extremely musical.

197. The two last Genera (Chromatic and
Enharmonic) are never used alone, but always
intermixed with the Diatonic. Hence it has
been asserted, that all the Genera, except the
Diatonic, are irretrievably lost*. That they are
lost to us, in the precise sense of the ancient
descriptions, is undoubtedly true ; but we still
retain the term Chromatic, in a signification
extremely analogous to its primitive meaping,
and it seems proper also to retain the terms
Diatonic and Enharmonic.

198. The French Theorists+ mention two
ether compound Genera, the Diatonic-enhar-
monic, and the Chromatic-enharmonic; the first
containing a succession' of two Diatonic Semi-
tones, and the last a succession of two Chro-
matic Semitones. These terms and classifica-
‘tions are more curious than useful, since, ac-
cording to Dr. Pepusch, the Diatonic-enhar-
monic is the same as the Toniccum Chromatie
.of the ancients; and the two subsequent Minor

* Sir J. H.i. 110, 128; iii, 89, 155. Dr. B..i. 461; iii. 299,

+ M. D’Alembert, Elémens de Musique, 1762, Part I.
Chap. xx. xxis p. 112, M. Bcthizy,‘Expc;cition, &c. 1764,
» 180, ' ' C
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Semitones are found in the soft Chromatic of
~ the Grecian system *,

y ———

SECT, I.—OF THE CHROMATIC SCALE AND
IT$ INTERVALS,

199. The Chromatic Scale generally ascends
by Sharps, and descends by Flats, as in the
following Example : .

200. From this Scale several Intervals, not
yet described, arise, which are all discordant,
and are chiefly used in Melody, aitheugh they
appear sometimes, by licence, in harmonical
combinations.

201, The Chromatic Scale consists of thire
teen Sounds, which contain twelve Intervals.
between them. Seven of these have been al-
ready described, among the Diatonic Inter-

® See Dr. Pepusch’s Letter to De Moivre, in the Philose-
phical Transactions, 1746, No. 481.
L2
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vals*; the remaining five form another species
of Intervals, called EXtreme or Chromatic.
Of these, the Chromatic Semitone,- the extreme
sharp Second, flat Third, and flat. Fourth, are
simple or primitive; the extreme sharp Fifth,
shurp Sixth, flat Seventh, and flat Eighth, are
compound or derivative,

Chromatic Semitone. Extreme Sharp Fifth.
Extreme Sharp Second. Extreme Sharp Sixth. :

Extreme Flat Third. Extreme g Seventh.

Extreme Flat Fourth. Extreme Flat Eighth.-
= =
o 3o

202, 1. The Chromatic Semitone is the dis-
tance or interval between any Note, and that

same Note elevated by a Sharp, or depressed
by a Flat, '

* Padre Martini (Saggio di Contrappunto, 1774, p. xvii.)
hag enumerated another Interval, the extreme sharp Third,
‘with its inversion: this will be noticed hereafter.

[ S

e
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Example of the Chromatic Semitone ascending :
(Sweet bird, that shuw’st*).

SemEnoTrrara is=t i3

Example of the Chromatic Semitone descend-
Ing:

(Turn not, O Queent).

I e by

203. This Semitone was termed by the Py-
thagoreans dpotame}, and the Diatonic Semi-
tone was termed Eimma. They contended,.
that the Apotome, or distance from B flat to B.
natuml, was larger than the Limma, or dis-.
tance from A to. B flat. It is now, however,.
demonstrated, by the experiments of Mersenpe,’
&c. &c. that the theory of Zarlino and Salinas

* 1’Allegro,.1739, Dr. A.’s‘edit._No. 150, p. 39, H. S. i,
No. 58.

+ Esther, 1782, Dr. AJs edit. No. 138, p. 115, H.S. v..
No. 360

1 Sir J. H. i 73. The term Apotome was also used by Sa-
Tomon de Caus (Institution Harmonique, 1614), and thence in-
serted by D’Alembert and Rousseau in the French Encyclo-
pédie. He terms the present Enharmonic Diesis Apotome Ma-
Jor, and the present Minor Comma Apotsme Minor (page 5).

L3
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is true; namely, that the Interval from A to
B flat, is the Major Semitone, and that from
B flat to B natural, is the Minor Semitone,
contrary to the nomenclature of Boethms and
the Pythagoreans.

204. In the Chromatic Scale, the Semitones
are alternately Chromatic and Diatonic; and,
as there are only five of the former, while there
are seven of the latter, two Diatonic Semitones
will be found in succession, at the place where'
the natural Semitone occurs.

A Ascending. Descending.

T

205. From this impottant Interval (the Chro-
matic Semitone) arise all the other Chromatic
Intervals: they are all Diatonic Distances, in-
creased or diminished by this Interval; and hence
they all take the additional Chromatic Epithet
of Extreme.

200. I1. The exireme sharp Second con-
sists of a Tone and a Chromatic Semitone, be-
ing composed of two Degrees. Upon Keyed
Instruments, this is the same .as the Minor
Third; which, however, consists of a Tone
.and a Diatonic Semitone, and therefore con-
tains three Degrees.
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- '(To vatiity and earthly pride*).

vt T
J 207. III. The extreme flat Third consists of
two Diatonic Semitones, being composed of
three Degrees; and is the Minor Third, dimi-
nished by the Chromatic Semitone. Upon
Keyed Instruments, this is the same as the
‘Tone, which contains only fwo Degrees.
This Interval being very harsh for Vocal
Music, the intermediate Sound is generally in-
serted, as in the following Example:

(Prophetic rapturest).

ettt

In this passage the A, between B flat and G
sharp, is only a transient or passing Note.

208, IV. The erxtreme flat Fourth consists
of a Tone and two Diatonic Semitones, being
composed of four Degrees; and is the perfect
Fourth, diminished by the Chromatic Semi-
tone. Upon Keyed Instruments, this is the

# Joshua, 1747, Dr. A.’s edit. No. 58, p. 86, H. S.’i. No. 25.
1+ Joseph, 1746, Dr. A.’s edit. No. 110, p. 161, H, 8. i. No. 55.
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same as the Major Third, which contains only
three Degrees.

(O mirror of our fickle state*). -

1 Y 2 o R

D T X N+
Y * Dg
The E natural here, is taken instead of E flat.

209. These three last Intervals, viz.
The extreme sharp Second,
The_extreme flat Third, and
The extreme flat Fourth,

When inverted, become the following:
The extreme flat Seventh,
- The extreme sharp Sixth,
'The extreme sharp anth

210. V. The extreme sharp Fifthis the per-
fect Fifth, increased by the Chromatic Semi-
tone, and consists of four Tones +, forming five
Degrees. On Keyed Instruments it is the same
as the” Minor Sixth, which consists of siz De-
grees. This Interval is seldom found in Me-
lody; but its Inversion, the extreme flat Fourth, .
is generally taken in its place.

* Sameon, 1712, Dr. A.; edit. No, 50, p. 28, H.S, iv..
No. 289.
+ Called also Tetratonon,.
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It is.also divisible into two Major Thirds.
A

= —=—

211. VI. The extreme sharp Sixth is the
Major Sixth, increased by the Chromatic Se-
mitone, and consists of five Tones *, forming siz
Degrees. On Keyed Instruments, it is the Mi-
nor Seventh, which consists of seven Degrees.

It is also divisible into a Major Third and
sharp Fourth +.

212, VII. The extreme flat Seventh is the
Minor Seventh, diminished by the Chromatic
Semitone, and censists of four Tones and two
Diatonic Semitones, forming seven Degrees.
On Keyed Instruments it is the Major Sixth,
which only consists of siz Degrees.

It is also divisible into three Minorf Thirds.

® Called also Pentatonon,
+ Shield, p. 77,
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Esemples of this Interval in Melody are not
wneommon. -

(They boathed to drink*).

L 2

(And with his itripes t).
~

g

> _an p) j |
A [&

i
e

213. VIII. The extreme flat Eighth is the
Octave, diminished by the Chromatic Semi-
tone: it is never used in Melody, but is some=
times found in transient passages of Harmony.

W
i\’ 24 - =

* Israel in Fgypt, 1738, Dr. A’s edit. No. 93, p. £20..

+ Messiah, 1741, Dr. A.)s edit. No, 10, p. 94.
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» = SECT. II.—OF THE ENHARMONIC SCALE, AND
ITS INTRRVAL, THE QUARTER TONE.

214. When a series is formed by uniting the
ascending with the descending Scale of the
Chromatic Genus, a new Kind of Music arises,
by the use of the Interval formed between the
sharpened Note and the Flat of the next suc-
ceeding Note above. This Scale is called En-
harmonic, and contains Intervals smaller thai
the Semitone; which, although not exactly
half the Semitone, are, however, from their
:  near approach te that quantity, called the
i Diesis* (that is, the Division), or Quarter
: Tone.

- 215. To form this Interval, it is necessary
that, of any two Notes whith are distant by
. the Tone, the highest shonld be depressed, and
the lowest elevated, by the Chromatic Semis
tone. Thus, from G to A is a Tone. Now
if G sharp be taken instead of G, and A flat
instead of A, the difference between these ex-
tremes of the two Chromatic Semitones, G
sharp and A flat, will form the Enharmonie
Diesis, or Quarter Tone.
216. To understand this, it must be observed,

Ll o I 2= =

* This was also called Apotome Major by Salomon de Caus.
v See before, Art, 203, p. 118, of this Work. &ir J. H. i.110;
ili. 142, 156 Dr. B. i, 29; iii. $30.

— e a—
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that the Interval of a Tone, in the theory of
Harmonics, is not always the same. That Tone
which is between the Fourth and Fifth of the
Scale*, is supposed to be divided into nine
small parts, termed Commas; while that which
is between the Fifth and Sixth of the Major
Scale, is divided only into eight Commas. The
Diatonic Semitone consists of five Commas, and
the Chromatic Semitone of three, or four,
according to the magnitude of the Tone.

217. The two Chromatic Semitones, there-
fore, being taken from the Minor Tone (of
eight Commas), leave a residue of two Commas
for the Diesis or Quarter Tone: hence an the
Temple Organt, and on some other instru-
ments, the Tones from G to A, and from D to
E (which are naturally Minor, or of eight Com-
mas), are divided into three parts, by two dis-
tinct Keys, one for G sharp, another for A flat;
also one for D sharp, and another for E flat.
But upon Keyed Instruments, in general, the
Temperament, or method of tuning, is such,
that the single short key between the two longer
keys serves for both purposes, that between G
and A being tuned higher than G sharp, and
lower than A flat.

¢ The Diazexctic Tone of the ancient system.
4 Sir J. H. iii. 144; iv. 85¢. Dr. B. iii. 439, -

L e e m— —— et
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218. The Enharmonic Scale divides each
Tone into two Chromatic Semitones and the
Quarter Tone; thus,

o

219. 1n some examples of the Enharmonic
Scale*, the Intervals, F flat and E sharp, as
also C flat and B sharp, are inserted; but they
do not belong to that Scale. This distance,
as Dr. Pepusch observes, is smaller than the
Quarter z‘one.

4 N |

PSS

This arises from the division of the Diatonic

Semitone into two Quarter Tones, and a smaller

Interval, termed the Hyperoche+t, which is

found by theoretical calculation to be nearly a
Comma and a half.

220. Such are the three modern Genera, the

* Shield, p. 37.

4 This term was first adopted by M. Henfling in the Ber-
lin Miscellanies, 1708, For a more particular account of the
small Intervals in Music, see the articles Eschaton, Hyperocke,
‘and Interval, which first appeared is the Supplement to
Chambers's Cyclopsdia, 1753, probably written by George
Lewis Scott, Esq. the Editor, and which were inserted after-
wards in the edition published by Dr. Rees, in four folie
volumes, 1788, 1789,

M
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Diatonic, Chromatic, and Enharmonic: they
" are (as before observed, Art. 195) ‘derived from
the ancient Grecian Scales, but are used in a
manner extremely different.

Dr. Pepusch*, in defining the six Genera of
Aristoxenus, namely, two Diatonics, three
Chromatics, and one Enharmonic, observes,
that the Syntone or intense Diatonic, is in gene-
ral use; that enharmonic passages are some-
times found; and that two of the Chromatics
might be brought into practice; for instance,

The Sesquialter Chromatic ; thus,

4.Jl
1 P D)

T -

= =+ St

ey o ) T

~/

And the Tonicevm Chromatlc, thus,

1 T o>,
et
— !
But, he adds, that the soft Diatonic, and
the soft Chromatic, are not to be found in any
modern production.

* SirJ. H. i. 109. Dr. B.iv. 638. In the Dictionary of
Chambers (just quoted), at the article Genera,an able analysis
of Dr. Pepusch’s ideas is given, probably written by the same
Author, (George Lewis Scott), as it also irst appeared in the
Supplement.

-~
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' /6HAP. IV.

OF KEYS OR SCALES, AND OF THEIR
TWO MODES, MAJOR AND MINOR.

SECT. I.—OF KEYS OR SCALES.

~ Art. 221, A Diatonic Scale, of which the
Notes bear certain relations to one principal
Note from which they are all, in some respects,
derived, and upon which they all depend, is
termed a Key; and the principal Note is called
the Key Note, or Tonic.

222. Every Scale in which the two Diatonic
Semitones are found between the third and fourth
Degrees, and between the seventh and eighth
Degrees, ascending from the Tonic, is termed
the Major Mode of that Key; because the 1n-
terval between the Tonic and its Third (or Me-
diant), consists of two Tones; that is, of the
greater Third. The only series of this mode
among the natural Notes, is that which com-
mences with C; and hence this Key must be
taken as an example of all the Major Scales,

A

-
o

M2
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223. Every Scale in which the two Diatonic
Semitones are found between the second and
third Degrees, and between the fifth and sirih
Degrees, as ascending from the Tonie, is
termed the Minor Mode of that Key; because
the Interval between the Tonic and its Third
(or Mediant), consists only of one Tone and
one Semitone, that is, of the lesser Third. The
only series of this mode among the natural
Notes, is that which commences with A; and
hence this Key may be taken as an example of
all the Minor Scales*.

Tt

+
SECT. 1I.—OF THE MAJOR SCALES WITH
SHARPS.

224. In the First Part of this Work (Art.
89, p. 50), it has been shewn how the intro-

® The necessary variation of the ascending Scale, in the
Minor Mode, from the descending Scale, will be explained
hereafter. Malcolm, p. 265. Pepusch, p.20. Holden (Part L
Chap. ix. p.i.), art. 257, p- 90. Sir J. H. i. 163, has entered
minutely into the subject of our two modern Scales, with
their Transpositions ; and their extensions to three Flats and
four Sharps, are noticed alie by him, iii. 144.
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duction of Sharps-change the pitch of the Tone,
without altering the relative Intervals of the
Scale, All the other Major Keys with Sharps
are constructed in the same manner, viz. by
sharpening the Fourth of the former Key, to
make a new sharp Seventh, or leading Note, to
the following Scale ; thus,

G, one Sharp. D, rwo Sharps.

[ %)
A, three Sharps. X, four Sharps.
A - —

— — ]

B, five Sharps. F sharp, siz Sharps.

225. In this last Scale, the sixth Sharp E
is, on Keyed Instruments, performed by means
of F natural ; but it cannot be called by that
name, nor situated on the same Degree , for,
in that case, only six letters would be used in-
stead of seven; and, between D sharp and F
patural, the Chromatic Interval of the extreme
flat Third would be found, which does not

belong to the Diatonic Series.
M3
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SECT. IIL—OF THE MAJOR SCALES WITH
FLATS.

226. It has been also shewn (Art. 93, p. 52),
that the introduction of a new Flat takes place
on the Seventh of the original Key, whieh then
becomes the Subdominant or Fourth of the
next Scale: hence are formed all the following
Scales with Flats:

F, one Flat, B flat, two Flats.
E flat, three Flats. A flat, four Flats.
A N

S

D flat, five Flats. G flat, siz Flats.

9, !
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227. In this last Scale, the sixth Flat C is,
on Keyed Instruments, performed by means of.
B natura]l ; but it cannot be called by that
name, since, between B natural and the next
Degree in the Scale (which is D flat), the Chro-
matic Interval of the extreme flat Third would
be found, which does not belong to the Diato-
nic Series.
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l/ SECT. IV.—OF THE SIGNATURE.

228. When the whole number of Sharps and
Flats are placed at the Clef, instead of being
occasionally inserted before each Note as they
occur, such collection of Sharps, or of Flats,
is termed the Signature, (Art. 96, p. 55).

Signatures of Scales with Sharps.

&e.

n'm—r: ’ 7L AThAP ]
R Al O A2
un“nl.u-vnl 1

229. Two examples of the Signature ex-
tended to the first double Sharp and to the
first double Flat, may be seen, Art. 98, 99,
p- 58. 59.

230. The Scale of F sharp with six Sharps,
being the same on Keyed Instruments as that
of G flat with six Flats, all the Signatures be-
yond six may be expressed by a smaller num-
ber, by changing the name of the Tonic.

Thus C sharp with seven Sharps, is the same
as D flat with five Flats; and C flat with seven
Flats, is the same as B with five Sharps, &ec.
&e. &ec.
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SECT. V—OF THE MINOR SCALE OR MODE.

23}. The Minor Scale not onlﬁ differs from
the Major, as before observed (Art. 223,
p- 124), in the place of its Semitones, but also
in the variation of its Scale, of which the
ascending series differs from the descending
one.

232. The Minor Mode requires, that when-
ever the Seventh of the Scale (which is natu-
sally a tone below it) ascends to the Eighth,
it should become sharp, as the proper leading
Note or sharp Seventh to the Tonic. Now the
insertion of this essential Note in the Signature,
would appear irregular, as in the followmg
Examples*:

It is therefore always omitted in the Signature,
and placed accidentally hefore the Seventh
which it is to elevate, whenever the Melody re-
quires its use.

# If this irregularity were adopted in the three first Exam-
ples, the essential leading Note would appear as if it were in-
serted by mistake one Degree too high.




CHAP. IV. KEYS. 129

233. That this leading Note or Sharp Se-
venth is essential to the Key, although not to
its Signature, may be proved by performing
the subsequent Melody, omitting the sharp F.

(Our fears are now*).

At

s
ﬁ[ Rl 7 48 (74
L4 v

In which instance, the harshmess produced by
F natural, if taken instead of F sharp, is ex-
tremely perceptible.

234. As the Signature, therefore, does not
decide the Key or Scale of the Movement, a
careful observation must be made, whether any
accidental Sharps or Naturals occur in the first
Phrase or Section. If any such are found, the
Tonic is on the next Degree ahove them; but,
if none are used, then the Signature itself deter-
mines the Major Tonic, which is always the
Note above the last Sharp, or the fourth Note
below the last Flat.

* Deborah, 1738, Dr. A’s edit. No. 145, p.219, H. S. ik
No. 133,
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235. The accidental Sharp used in the Mi-
nor Mode, raises the Minor Seventh of the
Scale a Chromatic Semitone : hence the Minor
Scale may be said to belong to the Chromatie
Genus; and its true essential Scale is thus
formed :

236. In this series is found the harsh Chro-
matic Interval of the extreme sharp Second
(between F natural and G Sharp) ; to avoid
which, the Sixth is made sharp, to accommo-
date the Seventh: thus the accidental Scale of
the Minor is formed with two Notes altered
from the Signature.

- 237. But, in the descendmg Scale, the essen-
uial leading Note is depressed, to accommodate

. the Sixth : thus the natural Scale of the Sig-
nature remains unaltered.

—_— A ——— A A
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SECT. VI.—OF THE RELATIVE MINOR SCALES.

238. The Minor Scale whose Tonic is found
on the sixth Note ascending of that Major
Scale which has the same Signature, is termed
the Relative Minor, because: its Signature is
similar to that of the other.

Major.
G, one Sharp. D, two Sharps,
) > — 1
! Relative Minor.
E, one Sharp. B, fwo Sharps,

g + :31

These Tonics, it may be observed, are one
Degree below the last Sharp of the Signature,

239. In the Signatures with Flats, the Re-
lative Minor (or Sixth of the Key) is always on
the third Degree above the last Ilat; thus,

D, one Flat. two Flats.

%ﬁfﬁ
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SECT. VIL.—OF TIIE TONIC MINOR SCALES.

240. Every Major Scale, when its Third and
Sixth are depressed by the Chromatic Semi-
tone, becomes a Minor Scale on the same
Key Note, and will be called, in this Work
the Tonic Minor.

241. But, as the Signature requires that the
essential sharp Seventh should not be inserted
at the Clef, the Tonic Minor must hive in its
Signature another Flat, making in all three
Flats more, or three Sharps less, than the
Major Scale of the same Key Note ; thus,

F Major. . F Minor.

AR [ ;l.'.:
i — R
[~ - X

G Major. G Minor.

—
[ % o < o

In the last Example, the F % E}, and
B h, are all to be considered as Sharps, when
contrasted with the Fh ED, and B b, of the
Minor Scale.
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In this Example, the C h, F h:, and B b,
of the Minor Scale, are all to be considered as
Flats, when contrasted with the C #, F # and
B h of the Major Scale.

A Major, " A Minor.

In this Example, the G lf, F if, and C 4,
of the Minor Scale, are all to be considered as
Flats, when contrasted with G §, F §, and C §,
of the Major Scale.

D ecad
SECT. VIIL.—OF TRANSPOSITION, &c.

242. That change which arises from the per-
formance of the same Melody in a higher or
lower pitch, is called Tranrsposition. .

243. Every Melody in a Major Scale may
be transposed into any other Major Scale, by
altering the Signature according to the pitch of
the new Tonic. The same alteration may take
place in every Minor Melody. When, how-

w

/-
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ever, any tune is performed in the Relative, or
in the Toni¢ Minor, which tune was originally
Major, such change is not called Transposition,
but Variation.

‘244, When, in the course of a Melody, the
Tonic is changed, and the original Scale
altered, by the introduction of a new Sharp or
Flat, such change is called Modulation. This
will be further explained in treating of Har-
mony.

245, Every Scale has two others immedi-
ately connected with it; one on the Fifth above,
which adds a new Sharp to the Signature; the
other on the Fifth below (or Fourth above),
which adds a new Flat to the Signatare. These
two Scales will, in this Work, be called Atten-
dant Keys; an epithet given them by Dr, Boyce,
in his Manuscripts.

246. As every Major Key has a Relative
Minor, -and as this Relative Minor has its two
Attendant Keys, hence arise, from' every Sig-
nature, sixz Scales®, nearly connected with each
other; three with Major Thirds, and three with
Minor Thirds.

* Mr. Keeble (Harmonies, 1784) deacribes these Scales
P- 68, 71), and terms them ausikiary. Padre Martini (Saggio,)
P. 1L p. xxxvii) has given a Table of them,
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247. Of these, two are principal, viz. the
Major and Minor of the Signature itself; and
Jour are subordinate, viz. the Attendant Keys,
both of the Major and of the Minor: these two
require another Sharp or Flat, to complete their
Scales, when a Modulation occurs, )

248. Thus, in the Major Scale of C, its 4t~
tendant Scales are G (its Fifth), with one
Sharp, and F (its Fourth), with one Flat; to
which are annexed the Relative Minor A, and
its two ditendant Scales, viz. E Minor with
one Sharp, and D Minor with one Flat.

249. The same arrangement takes place in
every Key; and it is necessary to observe, that
when the Minor Key is first taken, the Major
Key of the same Signature is called the Rela-.
tive Major, and is found on the Minor Third
above the original Minor Key-note.

N2
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v CHAP. V.

OF THE QUALITIES OF THE NOTES
" WHICH COMPOSE THE SCALE.

" SECT. I—OF THE TONIC, DOMINANT, &c.
Art. 250. Every one of the seven Notes which
form the Scale of any Key, Major or Minor, has
an effect peculiar to itself: from this effect they
derive particular names, which are these.
251. 1. The Tonic, or Key-note, before de-
- scribed (Art. 221, p. 123), is that chief sound
upon which all regular Melodies depend, and
with which they all terminate*. All its Octaves,
.above or below, are called by the same name.
252. II. The Dominant, or Fifth above the
Key-note, is that sound which, from its imme-
diate connexion with the Tonic, is said to go-
vern it; that is, to require the Tonic to be heard
after it, at the final perfect cadence in the Base.
253. III. The Subdominant, or Fifth below
the Key-note, is also a species of governing
Note, as it requires the Tonic to be heard after
it in the Plagal Cadence. It is the Fourth in
the regular ascending Scale of seven Notes, and

*# This only relates to the chief Melody, or to its Base; the
internal parts of Harmony, as will be hereafter shewn, con-
clude upon the Mediant er Dominant.
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is a tone below the Daminant; but the term
arises from its relation to the Tonic, as the Fifth
below. -

254. These three principal Sounds, the To-
nic, Dominant, and Subdominant, are the ra-
dical parts of every Scale; of the Minor, as
well as of the Major. All Melodies whatever
are derived from these Sounds, and are wholly
dependent upon them..

255. IV. The leading Note, or sharp Se-
venth of the Scale, is called, in Germany, the
Subsemitone of the Mode. This is always the
Major Third above the Dominant, and there-
fore, in the Minor Seales, requires an acciden-~
tal Sharp or Natural, whenever it occurs.

256. V. The Mediant, or middle Note be--
tween the Tonic and Dominant ascending, va~
ries according to the Mode; being the greater
Third in the Major Scale, and the lesser Third.
in the Minor Scale.

257. VI. The Submediant*, or middle Note .
between the Tonic and Subdominant descend-
ing, varies also according to the Mode, being"

* The Submediant in the-Major Mode, is the relative Mi .
nor Key-note; and the Mediant in the Minor Mode, is the.
relative Major Key-note,

N3.
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the greater Sixth in the Major Scale, and the
lesser Sixth in the Minor Scale.

258. VII. The Supertonic*, or second above
the Key-note, has seldom been distinguished in
England by this or any other appellation. In
theory it is considered as a variable Sound, be-
ing a Comma higher in the Major Scale than
when the Mode changes to the relative Minor+.

259. The effect of the principal Notes above-
mentioned may be impressed on the mind by
the following short phrases.

I. Tonic ang Dominant.’
(We praise thee, O God1).

T

Touic and Subdominant.
( Bm :k his bands of sleep asunder§).

g
T

* ‘This is a translation of the French term Sutorigue; and it
may be observed, that in the descending Rule of the Octave,
the Sixthof the Key might be called Superdominant (Sudomi-
nante), from its analogy to this Note. Bethizy, p. 15.

+ This alteration is explained by Mr. Maxwell, in the
Essay on Tune, p. 23, and by Rousscau, in his Dictiosary,
art. Dizcommatique.

1 Dettingen Te Deum, 1748, No. 17, p. L.

§ Alexander’s Feast, 1736, No. 66, p.85.
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III. Tonic and leading Note, or Subsemitone,

( The people that walked®).
S I S S ~u— .. S S—

9

il

RS ‘ ‘
1V. Tonic and Mediant,

(Softly sweet in Lydian measurest ).
NN

V. Tonic aqd Submediant,

(In the battle Fume pursuingl).
) —N—p = 5

X ;;,—d—-j_‘ﬂ‘. i‘-ﬁ

260. The Signature of two Sharps has been
chosen for these Examples, that the effect of
the same Tonic (and of its relative Minor in the
third example from the Messiah) may be per~
ceived in performing them all§.

# Messiah, No. 9, p. 4. H.S, iv. No. 301. .

1+ Alexander’s Feast, No.66, p. 58. H. S, ii. No. 154,

1 Deborah, 1733, No.144, p. 173, H.S. . No. 70,

§ The further utility of these denominations wijl appear
hereafter. In Harmony, especially, the terms Tonic, Dominant,
_Subtbminaat, and leading Note, or Subsemitone, will frequently
occur; the two former, as the principal and governing Notes ;
the two Iatter as the characteristic Notes of the Key. (See
Art, 191, p, 108).
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’

SECT. II.—OF THE CHARACTERISTIC NOTES
OF THE SCALE. .

261. The leading Note and the Subdominant
are the two characteristic Sounds, by one of
which every Scale, whether Major or Minor, is
known, and its Tonic immediately ascertained.

262. Thus, in sharp Signatures, the leading
Note or Subsemitons, is a species of Index, which
points invariably to the next Degree above, as.
its Major Tonic: this is always the last Sharp.
in the Major Mode.

263. In flat Signatures, the Subdominant is.
also a species of Index, which points te the
fourth Degree below, as its Major Tonic: this.
is always the last Flat in the Major Mode.

264. In the Minor Modes whose Signatures-
have less than four- Sharps or four Flats, the-
Subdominant being always one of the natural-
Notes, is not apparently a characteristic of the
Key ; and therefore, in those Modes, the lead-
ing Note or Subsemitone, is the only certain In-
dex from which the Key-note is to be found.

265. The great importance of these two Notes
appears evident, when, in occasienal Modula-
tion, the new Key is required to be found by
their assistance. In all flat Signatures (F Ma-
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jor, B flat Major, ‘E flat Major, &c.) the lead-
ing Note is a Natural; and this is the sharp
Seventh of the Key, as in the following Ex-

ample:
i (See the tall pa!m*);
7 —
Here the Natural B is the leading Note of
the new Key C.

266. In the Sharp Signatures, on the con-
trary, the Subdominant is distinguished by a
Natural, and requires, in Modulation, the
qlteration of the Sharp in the Signature,

(When warlike ensignst).

Here the natural F is the Subdominant of
the new Key C.

267. Hence it appears, that whenever the
characteristic Note of the new Key is marked
by a Natural, that Natural always has the
effect of a Sharp, or of a Flat; of a Sharp,
when it is a leading Note ; of a Flat, when it
is a Subdominanti.

* Solomon, 1749, No. 90, p. 216. H. 8. iv. No. 294,
t+ Art. 148, p. 86,
1 See the remarks in Art. 97, p. 57, in Note.
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CHAP. VI.

OF ANCIENT SIGNATURES.
——————— .
SECT. 1.—OF ANCIENT SIGNATURES IN
GENERAL.

Art. 268. In the music of Corelli, Geminia-
ni, Handel, &c. the general rules of finding the
Tonic, either in the Major Mode, by the cha-
racteristic Notes of the Signature, or in the
Minar Mode, by the leading Note accidentally
inserted, are not always sufficient.

269. When, instead of the complete "series
of Sharps or Flats of the Signature, the last
Sharp or Flat is suppressed, and inserted acci--
dentally when requisite (like the leading Note
of the Minor Mode), such deviation from the
usual method of Notation, will in this Work,
be termed the Ancient Signature.

270. Thus, in the seventh and twelfth Sona~
tas (or Violin Solos) of Corelli, Opera quinta,
the Signatures* appear to be either C Major, or
A, its relative Minor; but the accidental Notes,

-

* Although the term Signasure is defined, Art. 228, p. 127,
to be the number of Sharps or Flats at the Clef, yet the word
will be also applied to the two natural Keys of C'Major and
4 Minor. -
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C sharp and B flat, shew that the real Key is
D Minor, and that the B flat, which is used in
the modern Signature, is omitted at the Clef.

271. Examples of the ancient Signature of
D Minor, may also be found in the third and
fifth Concertos of Geminiani, Opera seconda,
and in the fourth Concerto of Opera terza,
For instance, the first Movement of his third
Concerta begins thus:

A~~~ ! L
& - . - o
Here the Key is known to be D, by the accis
dental C Sharp, and to be also D Minor, by
the natural F, which remains unaltered, as in
the Signature.

272. The same ancient method of Notation
is sometimes found in the Key of G Majon
where the Sharp of the leading Note F, is in«
serted accidentally when requisite; as in- the
following Example from the first Chorus of
Handel’s Oratorio of Saul, How excellent thy

name, O Lord. One of the intermediate
Movements commences thus:

(The youth inspired by thee, O Lord).
-
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.&lere the Key is known to be G by the Sharp
before the F, which is used in the second
Treble as a Third below the A; and the B
Nataral of the Clef shews it to be G Major.

+ et —
SECT. I1I.—-OF ANCiENT SHARP SIGNATURES:

'278. The ancient Signature of one Sharp is
applicable to the Keys of D Major and . B
Minor; but the Sharp, Signatures of this an-
cient method are never foundin the Minor
Mode; for, as the Second (or Supertonic) of
the Key would then require an accidental
Sharp, the irregularity before mentioned (Art.
232, p. 128) would perpetually recur.

. 274. In the Solos of Corelli (Opera quinta),
however, several instances occur of the ancient
Sharp Signature in the Major Mode ; viz. the
sixth and ninth Sonatas in two Sharps are in
the Key of A Major; and the G sharp is acei-
dentally inserted.

. 275, The eleventh Sonata of the same work
bears the signature of three Sharps, and is in
the Key of E Major*, the D sharp being in-
serted accidentally.

¢ Handel’s Duett, in the Oratorio of Aﬂﬁlia (Jays in gmdo
yain uppearing), is aleo in this Key, and he this Signature.
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+ 276, The ancient Signature of four Sharps
is found in Handel’s beautiful air, Rendi
sereno al ciglio, from the Opera Sesarmes*.
This is in B Major, with the Sharp to its lead-
ing Note 4, occasionally inserted. '

et ——

SECT. IIl.—OF ANCIENT FLAT SIGNATURES.

. 277. The objection to the Sharp Signatures
(Art. 274, p. 144), does not apply to the Flat,
since the Second of their Minor Modes is not
affected by the Flat. For this reason, and from
the variable nature of the Sixth or Submediant
in the Minor Scale (Art. 236, p. 130), the an-
cient Flat Signatures are very frequently found.
- ¥V 278. 1. The Signature of one Flat belongs

to E flat Major and G Minor. The following
Example, in the opening of Corelli’s fifth Con~
certo (Opera Sesta), is in B flat Major 1. '

. o
- e

| s O -

-

* Introduced by Dr. Arnold, 1786, in the Oratorio of Re-,
demption, to the words, Lord, remember David. '
+ This will be mentioned hereafter, as a very striking in-
stance of the use and effect of Harmony in deciding the Key
and Mode, independent of the Signature, N
0
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« 279. The eighth Concerto of Corelli opens
with this Signature in G Minor, as in the fol-
lowing Example* :

_% 1 l |7 4 l l
& = ’
9280. II. The Signature of two Flats, belongs
to E flat Major.

(Cease thy anguisht). *
e
A 4 m ! + l I 1

" 281. The Signature of its relative Minor
Mode C, is very common,

(‘The Flocks shall leave the mountainst,.

282, III. The Signature of three Flats, is

unusual in the Major Mode of A Flat, but ex-~

tremely frequent in the Minor of F. Handel,

* This also depends upon Harmony for the decision of its
Key and Mede. The Melody, as it here stands, might be
equally in B flat Ma)or or G Minor; but the F sharp, whicl
accompanies the C in the second Measure, decides the Key.

+ Athalia, 1783, No. 3, p.125. H. 5.ii. No. 98.

1+ Acis and Galatea, 1720, No. 30, p. 72. H.S. iv. No. 3%.
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indeed, has seldom (if ever) used the modermy
Signature in this Mode.

(Ye Sons of Israel*).

ﬁﬁ@aﬁ%ﬁ

283. In this Example, the E natural is the
- leading Note, and points to the Key-note F;
of which A flat is the lesser Third, and decides
the Mode.

—)

* Sampeon, 1742, No. 53, p. 172 H.S. i. No. 19,

"END OF THE SECOND PART,

02
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PART 'IIL
- HARMONY.
D

CHAP. L.
OF THE TRIAD.

SECT. 1L.—OF THE CONSONANT AND DISSO-
NANT TRIADS.

Art. 284. Two or more Melodies, heard at

the same time, form Harmony *; and the “dif-
ferent combinations of- Notes in Harmony are
termed Chords.

285. The union of any Sound with its Third,
(Major or Minor), and its perfect Fifth, forms
she Harmonic Triad +, or common Chord.

* Dr. B. i. 136. Harmony was formerly (according to
Tinctor—see Dr, B. ii. 458) synonymous with Melody, and

the term Counterpoint was applied to what we call Harmony.

‘This term is derived from the ancient Points or Notes, which
were placed counter, or opposite to each other on the Staff.
The Examples in this Third Part will be given in Counter-
point; that is, heads of Notes, without their Stems, will be
used. '

+ Triad, in Music, signifies three different Sounds com-
bined' together, at-the distance of a Third and a Fifth from
the lowest.

Y S —

R
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This is termed the Major or Minor Triad,
according to the nature of its Third.

A Major Triad. Minor Triad.
%:i ——— |
>
1 8 5 1 8 5

286. When the Octave of the lowest Note
is added, four Sounds are heard in the Har-
mony.

Major common Chord. Minar.
P ,
%3 o [ )
® o-
1 3 5 8 1 8 5 8

287. There are also, besides these two Con-
sonant Triads, two Dissonant Triads*; one
Diatonic, the other Chrematic. ’

1. The Diatonic Dissonant Triad, or dimi-
nished Triad of the Germans (B,D,F) con-
sists of two Minor Thirds.

N
e e

&

1 3 5

* Marpurg (Handbuch, 1755) adopted this classification,
which Kirnberger rejected. Kollmann follows the systein of
this last ingenious Writer, and considers the diminished Triad

o3
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II. The .Chromatic Dissonant Triad, or su-
perfluous Triad of the Chromatic Scale (C, E,
G sharp), consists of two Major Thirds.

A

ﬁal.;%‘

1

" The Consonant Triads are formed of the two
dissimilar Thirds, Major and Minor, united;
the Dissonant Triads are formed of two similar
Thirds, both Minor or hoth Major. -

288. In the natural Diatonic Scale (Art. 50),
p- 22), there are six Consonant Triads*; three
Major and three Minor.

A . Major Triad. Minor.
g $ i : L

All the Major Triads become Minor, by
flattening their Thirds; and all the Minor

as a consonant Harmony, The Author of this Work prefers
the arrangement of Marpt;rg, which seems most agree'able to
the theoretical doctrine of Harmonics,

* From these Triads are derived the six Scales before-
mentioned, Art, 247, p. 1385, The primary and secondary
Scales of Mr. Keeble (p. 68), are reckoned in the Major
Mode, 1st, 4th, and 5th C, F, G, 24, 3d, and 6th D, E, A,”
ascending, and arc inverted in the Minor Mode (p. 71).
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“Triads become Majbr, by sharpening their
*Thirds; thus,

Priais

259. The Diatonic Dissonant Triad has (by
license) its Third sometimes flattened and some-
times sharpened; and thus are formed two
altered Triads *, which are very seldom used.

—il
Y 13 5

These altered Triads consist of a Major and
an extreme flat Third, and are consequently
both Chromatic.

290. The Pri;ne, or lowest Note of the
Triad, was called by Ramecau its fundamental
Baset. In this Work, the term Radical Base
or simply the Root, will be adopted.

* See Heck (Thorough Base, p.20). The German Authors
term these Triads anomabus, See also Kollmann (Essay on
Harmony, 1796), p. 34.

‘4 The Root being placed one or two Octaves below the
Chord of the Accompaniment, makes no difference in its deri-
vation; the radical Base depending always on the three com- |
bined Sounds of the Triad, whether in close or dispersed Har-
mony. For an account of Rameay and his system, see Dr. B.
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291. The Roots of the two Consonant Triads
are easily understood, as every radical Base
must have a perfect Fifth; but the Roots of
the two Dissonant Triads (Art. 287, p. 149),
and of the two altered Triads (Art. 289, p. 151),
cannot be explained till the nature of Discords
is known.

292, When the three Sounds of the Triad
are taken as an accompaniment, and the Root
remains in the Base, the Chord assumes three
different positions.

1st position. 2d position. 3d positiom.

A _ .
— — 2
—s——=%

» - -

P

L

The first position is that of 3d, 5th, and 8th.
‘The second, of 5th, 8th,. and 3d.
The third, of 8th, 3d, and 5th.

iv, 609. Sir J. FL v. 384. See also a very satisfactory account
of the discoveries of Galileo Galilei, by Dr. Burncy, art. Basp
Jundamental, in Dr, Rees’s Cyclopadia, lately published.
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It must be observed, that the second posi-
tion, in reality, consists of the Fifth, Eighth,
and Tenth, and the third position, of the
Eighth, Tenth, and Twelfth of the Root; but,
as the Tenth and Twelfth are Octaves of the
Third and Fifth, and as they are represented by
the same letters, they are also called by the
names. of Third and Fifth, whatever may be
-their distances above the Root.

e —
SECT. IL.—INVERSIONS OF THE TRIAD.

293. When the lowest Note, instead of be-
ing the Root, is the Third or the Fifth of the
Triad, such change is termed Intersion*.

294, The Inversions of the Triad differ from
its Positions ; as the former relate to the whole
Harmony, including the Base, and the latter to

* the Accompaniment alone, independent of the
Base. Hence every Triad has three Positions,
but only two Inversions; for, when the Root is
in the Base, the Chord is called Direct, what-

# Dr. Pepusch (p. 8),calls the two inversions supposed
Basses, and terms the Chord of the Sixth the uncommon Chord;
not because it is unusual or improper, but in contradistinc-
tign to the common Chord, or that of which the lowcst Note.
is a fundamental Base (p. 16),
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ever may be the positions of the Accompani-
ment. '

205. L. The Chord of the Sixth, is the first
Inversion of the Triad, when the Base Note be-
comes the Third of the Harmony, instead of
the Root. This Chord, in the figures of Tho-
rough Base, is expressed by a6; to which also
belongs the Third of the lowest Note (ox Fifth
of the Root) ; and, in the practice of Counter-
point, the Octave of the lowest Note is either
omitted, or, if four parts are requisite, the Sixth
or the Third may be doubled.

ﬁ‘j
ig ]
4 .

6
Qi::.——r— ————=w

206. The same arrangement takes place in
the Minor Triad *, and its first Inversion; in

* An ingenious Theorist, Pizzati (Scienza de’ Suoni, 1782),
reckons the Minor Triad dissonant (p. $13), because it does
not produce the third Sound of Tartini, &c. On the contrary,
Kirnberger (1774) asserts, that the diminished Triad is conso-
nant, because it is used in Harmonical Progression, like the
other two Triads.



CHAP. I. TRIAD. 155

the first Inversion of the Diatonic “Triad,
B, D, F, however, the Sixth is never doubled,
but the Octave preferred, when four parts are

requisite,
6 6 6

eSS

Root.

297. A stroke through the figure six, thus &,
elevates the Sixth Note from the Base, a Chre- -
matic Semitone, and when used on a Minor
Sixth, makes it the first Inversion of the Disso-
nant Triad; thus,

T HE—

bl

When the same mark occurs on' a Major’
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Sixth, it makes it the first Inversion of the
altered Triad (Art. 289, p. 151); thus,

—_

These two Chords, which are of great im-
portance, will be hereafter distinguished by the
names of the sharp Sizth and of the extreme
sharp Sixth; the first always accompanied by
a Minor, and the second by a Major Third.

298. II. The Chord of the Fourth and
Sixth*, is the second Inversion of the Triad,
when the Base Note is the Fifth of the Har-
mony, instead of the Root. It is expressed,
in Thorough Base, by a 4 under a 6, and, in
four parts, the three positionst of the Triad

& Kirnberger considers this Harmony,vwhen suspended, as
dissenant (see Mr. Kollmann, Essay on Harmony, p.31); but
Marpurg has, in the Appendix to his Essay on Temperament
{1776), shewn that the classification of his opponent is not.
well founded, and that the theory is not strictly true.

4+ Mr. Shield (p. 3) has given the Positions, without distin.
guishing them by this name ; the Inversions are described by
him (p. 26) under the Titles of first and second Derivativer.
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are used as its Accempaniment (Art. 292,
p- 152), without any regard (as in the Chord
of the Sixth) to the omission of one Note; ar
the doubling of another (Art. 295, p. 154).

2 ====
ﬁg_gz— —¢—|—g———
6 6 6
6 4 4 4

Q},‘_:;f;:ﬁ::::l:l:

——eelii——

SECT. II.—OF THE DIRECT AND CONTRARY |-

MOTIONS, AND THE RULES FOR THEIR USE
IN HARMONY.

299, Before the Harmonical succession of
Triads can be rightly understood, it is neces-

sary to explain the different Motions of the ,

parts which constitute Harmony. Two of

these are essential, viz. the direct Motion and-

the contrary Motion.
300. In the direct Motion, the parts move
tlre same way, ascending or descending.
£ ‘
@:.—'——A':-—!:'! ——p—|
r

—
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301. In the contrary Motion, one part-rises,
while the other falls.

ﬁﬁ‘rﬁf —=
» 3

302: By the knowledge of these tvo Mo-
tions, the power of aveiding many harmonical
irregularities may be obtained, and the fol-
lowing-rales* of Harmony correctly obsetved.

1. Al consecutive Oectaves and Fifths must
be avoided in the direct Motion.

Octaves and Fifths by the The same avoided by the
direct Motion. contrary Motion.

e

H. All unnecessary Skips are to be avoided,
and all the Chords are to be taken as closely
and as much connected as possible.

HI. All false Relations (such as the extreme
sharp Second, &c.) are disallowed, unless for
the expression of some particular effect.

IV. Al irregular Motions of the parts in

#

* ‘The ten Rules of Pietro Ason (1523, Dr. B. iii. 155) were.
aftermards.extended to fwelve, See Cerone (El Melopeq
1613_, p.513), and Lorente (El Porgue, 1678, p. 298).
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Harmony are to be avoided. Every Major or
sharp Interval ought to ascend, and every Mi-
nor or flat Interval ought to descend; that is to
say, the.part in which those Tntervals are found
in combination, is to rise after the Sharp, and to
Jall after the Flat. This rule, however, is always
subordinate to that of avoiding Octaves or
Fifths *, and is not regstded when the Melody is
to produce an effect opposite to the rale. The
internal parts of Harmony, however, are to be
regulated by shese observations.

R ——

SECT. IV.—~OF HARMONICAL PROGRESSION.

303. The term Progressiont will be used, ia
this Work, in contradistinction to the term
Modulation §, to signify that succession of
Triads or perfect Chords, which, by being con+

# Nicolas Burtius (Musices Opusculum, 1487), the Guidor
nian adwversary of Bartholomew Ramis, was a2 Pythagorean
follower of Boethius, and admitted no Consonances but Oc=
taves, Fifths, and Fourths. He calls the Thirds and 3iths
allowable Dissonances (Dissopantiz compmeibilen), wnd h_-
given (fol. e, 5) five Precepts of Counterpoit, whith will
ever be classical, particularly that of avoiding Fifths and
Octaves in succession. .

+ Tonfuhrung, Koch's Anlejtung,: ii. 139.

3 Tonausweichung, Kech's Anleitung, ii. 360

p2
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fined to the Scale of the original Key, only
atdmits the Tonic and its two attendant Har-
monies, occasionally interspersed with the re-
lative Tonic-and the two Harmonies attending
on that Scale; whether the original Mode be
Major or Minor.

. Although a change into the relative Scale
implies a partial Modulation, yet in all cases,
where the new Scale remalns undecided ¥, by
the omission of the leuding Note, and the original
Tonie still continues a predominant Sound, the
term Progression will be retained.

304. As the Scale consists of seven differcnt.
Notes, it is evident that two Triads, which only
contain five Notes (one Note being common to
both), cannot decide the Key. Hence the fol-
lowing Examples, although perfectly similax
in Notes, appear, by means of the Accent, to
be in two different Keys, and are therefore
equivocal.

. Inthe Keyof G, In the Key of C.
0. Va)

SEHE SaREE

305. If, however, three diﬁ'erent Chords are

% Particularly in Sequencos, as will be explained hereafter.
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taken, the Key may be decided : this is per-
formed by the progression* of Tonic, Subdo-
minant, and Dominant.

.”s = - ..’_
S

306. Thus, in the Tonic Harmony,
are found the 3d and the 5th
In the Subdominant, the 4th and L 2ft=
6th the
Bcale.
And in the Dominant, the 2d and
7th
307. The Major Mode, with its relative Mi-
nor, and the four attendant Harmonies, may be
thus arranged :
Tonic. Domt. Subdt. Rel. Min. ItsDt. Its Subdt.
— s

® The following excellent observation of Dr. Pepl.uch (p 8)
cannot be too often, or too strongly, impressed upcn the
mind of the Student, viz. ALL MELODIES HAVE THEIR PER-
FECT CONCORDS OF THE KEY THEY AREIN, FOR THEIR FUN-
DAMENTAL BASSES,

+ This arrangement is like that before given (Art. 191,
P+ 108), where the Chords are shewn detached in Minima.

B3
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308. The Minor Mode; with its relative Ma-.
Jor, and the four attendant Harmonies, may be
thus arranged:

Tonic. Domt. Subdt. Rel. Maj. Its Subdt. Its D¢,

E': > s— -

309. The relative attendant Harmonies are
very seldom used, particularly the relative Sub-
dominant, or Second of the Major Mode (as D
in C Major; but, in modern Music, this Har-
mony more frequently occurs, and will be further
exylained hereafter ¥. ’
;i ~ 810. The motions of the radical Bases or
Roots of these Chords, are reducible to sir,
divided into three classes.

* I, The Dominant4 Motion, or-ascent of the
4th or bth. . :

TI. The Mediant Motion, or ascent of the 3d
or 6th.

# Dr. Pepusch, although he cxpressly allows the Harmon-
nies of A, and of E, in C Major, makes no mention of D,
p- 18

+ The Dominant Motion is the foundation of the perfect
and imperfect Cadences, as the Gradual Motion is of the false,
apd mixt Cadences: these will be explained in the Fourth
Chapter of this Part,
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1. The Gradual Motion, or ascent of the
2d or 7th. :

These may, of course, be inverted, and be-
come the same descending; as the Directs to-
wards the remoter distances shew in the Ex-
ample. ’

1. Dominant. II. Mediant. 11, Gradual.

Ascent of 4th, sd, and 24
! ’ o

W W o
Descent of 4th, sd, and 2d.
~ AALS
T
— = e o

311. Of these Motions, the Dominant and
the Mediant are regular, having a Sound com-
mon to both Chords; but the Gradual is irre-
gular, as the Chords have no connexion with
each other. ‘

312. When the Melody moves regularly, by
Degrees ascending or descending, the following
Progressions * in the Base are often employed.

* See Koch’s Lexicon, art. Dreyklang, i. 491.
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1.- Dominant Motion by FourTHs.

Rising Fourtks and falling Fyyfvhs.
s—w

i)uc'ending Melody. e —

Rising Fiftks and falling Fourths.

. ¥ »
Ascending Melody. gg—'——.-—:l'-'—?

H. Mediant Motion by TrirDs.
Rising Thirds and falling Fourths.

Descending Mclody. &’ 5-——.—__-__ o ——

Rising Fourths and falliag Thirds.

-

Ascending Melody. ﬂ#ﬂ:

11I. Gradual Motion by SEconDs.
Rising Seconds ard falling T'hirds.

- .—T
Pescending Melody. gﬁ "=

Rising Seconds and falting Fourths.

Descending Melody. E_'::._':
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‘/CHAP. II.

OF THE DOMINANT SEVENTH, ITS IN-
VERSIONS, RESOLUTION, AND OF
MODULATION.

SECT. I.—OF THE DOMINANT SEVENTH.

313. When a Minor Seventh is joined to the
Major Triad, a Chord of four different Sounds
is formed, and, as this only oecurs when the
Fifth of the Key is the Base Note, the Harmony
is called the Dominant* Seventh.

A
9 8 2
— -
1 3 5 7
The Note which forms the Discord in this
Harmooy, is the Subdominant or Fourth of
the Scale; and, being a Minor Interval, re-

quires the part in which it is heard, to descend
one Degree.

* The Dominant before-mentioned (Art. 252, p. 136) de-
rives its name from the ancient Church Tones, in which it
was the F¥fth in the Authentic, and the Octave in the Plagal
Scales, but always a Fifth above the final or modern Tonic.
Mersenne, in his learned work, entitled, Traitd de I'Har-
monie Universelle, first published in 8vo, under the assumed
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314. In the Major Mode, this descent is a
Semitone, as in the following Example:
_A °
.

In the Minor Mode, the E becomes flat, and
the descent is consequently that of a Tone.

315. The Major Third of the Dominant,
which is also the sharp Seventh or leading
Note of the Scale, must ascend. Thus, in the
Major Scale, the two characteristic Notes are
united, and form, between themselves, the In-
terval of the flat Fifth, of which the Root is

the Dominant; thus,
i A

e
W -
316. In all regular progression, the Domi-
nant Seventh requires the Triad of the Tonic
to succeed it, and hence its Base-note is called
by Rameau, the governing Note or Dominant
of the Key.

name of Le Sieur de Sesmes (Parié, 1627), hes given the fols
lowing explication of the term:
¢ Il faut remarquer que le Pseaume est dit se chanter en fa,
en la, &c. non qu’il n'ait que cette seule note ; mais parce
qu’elle est plus souvent repetée que les autres; de i vient
qu’on 'appelle Dominante, car elle s'entend plus souveat que
" les autres, et gouverne le toa” (P. 248, 249).
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817. The Dominant Seventh is used, like all
other Discords, either by Transition, Addition,
or Suspension*; and must in all cases be re-
solved, that is, taken away, by the descent of
the part in which it is found. As a passing
or added Note, it is employed without prepa-
ration; thus,

1. By Transition, IL. By Addition.
FEESE=m—

e/

318. But, as a suspended Note, it must be
prepared, that is, heard in the preceding Har-
mony ; thus,

7
e

In this instance, the F' prepares the Seventh
in the first Harmony ; is heard as a Discord in
the second ; and resolves, by descending to B,
in the third.

-# Every Discord of Suspension must be preparcd, struck,
and resolved ; hence arise the three terms, Preparation, Per-
cuasion, and Resolution, deseribed by Padre. Mastini, Saggio
di Contrappunto, p. xxvii.
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319. There are several otner Sevenths, used
in Harmony, upon the different Triads of the
Scale (whether Consonant or Dissonant), im
both Modes. These Sevenths®, although ot
exactly Chords of the Dominant, are never-
theless used in its place, to avoid Modula-
tion; as will be hereafter explained in the fifth
Chapter of this Part, on Sequences. They also
preserve a uniform motion in the progression
of their Roots (Art. 312, p. 164), and, at the
same time, produce a Melody, descending by
degrees, in the original Key. These are,

320. 1. The Minor Sevenths with Mincr
Thirds, on the Triads of A, D, and E, which
belongs to A Minort.

===

* M. Framery (Encyclopidie Méthodique, art. Dominante)
controverts the Nomenclature of Rameau, Bethizy, &c. in
which thesc Sevenths are called simple Dominants, and the
principal one Zonic Dominunt; and shews that the term
ought to be confincd to the Fifth of the Key: this arrange-
ment is followed in the present Work.

+ The first inversion of this Chord, taken on the Subdo-.
minant of the Major Key, is in the system of Remeax a fun-
damental Chord with the added Sixth. It will be shewn

hereafter, that the Root depends upon the Key or Scale, and -

that the Seventh, D, F, A C, bas D for its root in A Minar,
and F for its root in C Major.

e
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- 321. lI. The Mayor Sevenths with Major
Thirds, on the Triads of C and F, which be-
long to C Major. These are often found in
passages of Transition, as the Directs shew in
the following Examples :

%.___i:m:&:
322, III. The Minor Seventh with the jlat
Fifth, upon B.
InC Major In A Minor.

=

This belongs either to C Major, or to A
Minor, according to its Resolution, as shewn
by the Directs. If, however, the Dominant on
E should require G natural instead of G sharp
(as shewn by the last Directs), the Chord be-
comes part of a Sequence, and the Minor Mode
of A changes.

823. IV. The extreme flat Seventh*, upon
G sharp in A Minor, formed of three Minor

Thirds.
D #7

A

# Or equivocal Chord, 8hield, p. 122,
Q
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824. The Seventh, consisting of four Sounds,
admits of four different positions*; thus,

Ist. 2d. sd. 4th.
===
o
L 4 o —_

) 7 7 7 (4
_ The first position is that of 3d, 5th, 7th, and
8th.

The seeond, of 6th, 7th, 8th, and 3d.

The third, of 7th, 8th, 3d, and 5th.

The fourth, of 8th, 3d, 5th, and 7th. )

These positions, "like those of the Triad
(Art. 292, p. 152), contain the Tenth, Twelfth,
and Fourteenth of the Root, when the Third,

Fifth, and Seventh, are taken above the Oc-
tave.

* In general, the Octave to the Root is omitted, otherwise
2 Chord of. five Sounds would be employed; a combination
seldom necessary. Pasquali (Thorough Base, p. 20) has uni-
formly given the Chord of the Sevent’ full, with four Notes in
the Accompaniment; but this appears irregular, as three
Notes are generally sufficient. At a final Cadence, indeed,
the Dominant may be taken thus, D, F, G, B, but then the
following Tonic ought to consist of C, E, G, C.
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SECT. IL.—-OF THE INVERSIONS OF THE DO-
- MINANT SEVENTH.

325. This Harmony, which consists of four
different Sounds, has, consequently, three In-
versions, besides its direct form of 3d, 5th,
and 7th, just described.

326. I. The Chord of the Fifth and Swth is
the first Inversion of the Dominant Seventh,
when the Base Note becomes the Third of
the Root. In Thorough Base, it is expressed
by a5* under a 6 (to which the Third is un-
derstood), and, in practice, the Octave of the
Base Note is omitted.

€

® It is often usuval to omit the six, and to express this Chord
by a five singly, with the stroke through it, thus 5, like the
sharp & (Art. 297, p. 155); and, as this always implies the
flat Fifth (Att. 168, p. 96), the Sixth and the Third are con~
sequently understood. This Inversion is employed in the
Hailstone Chorus (Zerael in Egypt), and finishes the Sequence
of Sixths, to the words, “ ran along upon the ground.”

Q2
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327. 11l. The Chord of the Third and”

Fourth is the second Inversion of this Har-
mony, when the Base Note becomes the
Fifth of the Root. It ought, according to
its derivation, to be expressed by a 3 under a 4
(to which the Sixth is understood) ; but, as the
Fourth* (or proper Root of the Harmony) is
not pleasing to the ear, it is usually omitted.
‘T'hus, the Chord appears as a simple Sixth, and
also as the first Inversion of the Diatonic Dlsso-
nant Tnad D, F, B.

A . -
ﬁs—xf

6 4
g75.’.’« 6 6 6
‘ : e ———

——

® Mattheson (Orch.i. 1718, p. 128) rejects the Fourth from
among the Concords, and asserts its dissonant natute. Handel;
Corelli, &c. have uniformly omitted it in this Harmony. The
theory of the one, and-the practice of the others, seem to be,
in this instance, justified, by the want of Melody in the in-
termediate part, when the Fourth is inserted. Tn modetn
Music, however, this Inversion is used complete with consi-
derable success, when the Tonic Base both precedes and fole
lows it. See an admirable instance in the Opera of Mote-
zuma, by Sacehins, at the Chorus, « Nell'orror,” p. 62, 65,
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328, III. The Chord of the Second and
Fourth* is the third Inversion of this Harmony,
when the Base Note becomes the Discord;
and the Triad commences on the next Degree
above. It is expressed by a 2 under a 4 (to
which the 6th is understood); sometimes by a

2 alone.

” A
L L
6 4 4 4 4
7 5 3 2 2 22
Qgi' 9|08
\u_‘v

* As the third inversion of the Dominant produces a very
great effect, the compositions of the best Masters afford fre- -
quent examples of its utility. In the last Chorys of the Mes-
siah (Amen), before the final pause, this inversion of the Do~
minant Harmony of A, upon the Base Note G, is a remark-
able instance of the sublimity of Handel.

«3
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$ECT. UL—OF THE RESOLUTION OF THE
DOMINANT SEVENTH.

.329. The descent of the part in which the
Dominant Seventh is found, is called its Re-
solution; and, as before observed (Art. 314,
p- 166), that descent is either a Tonc or.a Se-
mitone, according to the Mode.

330. This Resolution of the Seventh, occa-
sions two apparent irregularities ¥, viz,

I. The four sounds of the Dominant, fol-
lowed by the three of the Triad; in which the
last Harmony is weakened by two parts becoming
Unisont.

* See the remarks on Pasguali, in the Note, p. 170.
+ The Unison parts are placed in the middle Staff, with.
_ Stems turning both ways.
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II. The omission of the Fifth in the Tonic
‘Triad, when the antecedent Dominant is taken
without the Octave to the Base; thus,

pr

P L 2 ot e
w ;
b —
EES===

7 7 7.
331. When, however, instead of the Octave,
the Fifth, or Third of the Dominant itsclf is

omittéd, the subsequent Triad can be taken
complete; thus,

st
—peg—ep—H|
SRS
7 7 7 7 :

In all thcse Examples, the Minor Seventh
(or Subdominant of the Scale). descends; and:
the Major Third of the Dominant (or leading
Note of the Scale) ascends®. (See Art. 315,
p. 166.)

* Rousseau, art. Sauver—Koch and Sulzer, art. Auflosung,
have written long and-useful articles on this subject. See
also Shield, p. 49.
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332. Two instances also oecur, when this ge-
aeral rule of resolving the Seventh by the de-
scent of the Melody, is apparently neglected. .

I. When, by licence, the Base itself takes

the Resolution *;

Thus, instead of

H. When, after the third Inversion (An.
‘828, p. 173), the Base, instead of descending
a Semitone, descends a Fourth to the Tonic,
and another part takes the Resolution ;

Thus, instead of
A

EE==

4

|

4
2

SR

A
EE=====

® Kollmann, Essay on Harmony, p. 38. Holden, p. 65.

3
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" 333. A more unusual licence is taken in the
following Example, from what are called
Haydn’s Sonatas, Op. 40*, where the Base
descends to the Root by the contrary motion,
and the Seventh is resolved by the intermediate
part, as shewn by the Direct.

Ja)

|

1
—]

it

-—) 1
—< =

334. The same Base, in respect of the let-
ters, but in the direct motion (which may be
found in some attempts at composition), is
decidedly false, and ungrammatical (as at A);
although the very same Melody, on the Tonic
Base continued (as at B), is frequently and
very properly employed.

@ (B)
===}
<3

* The two first of these three Somatas were composed by-
Pleyel, and only the last in G by Haydn.
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\/ 335. Not only the Positions of the Domi-
pant Seventh may be changed, but the Inver-
sions also may succeed each other, previous to
its Resolution *. Great care however must be
taken, in the arrangement of the parts, to pre-
vent transgressing the rules given, p. 158,

336. 1. The first Inversion, or Chord of the
Fifth and Sixth, resolves by the Base ascend-
ing a Semitone, as in the follawing Example
(at A).

IL. The second, or Chord of Third and
Fourth, resolves by the Base descendmg a Tone
(as at B) ; and

IlLI. The third, or Chord of Second and
Fourth, resolves by the Base descendieg a Se-
mitone (as at C)

L =
40-

337. The other Sevenths (p. 168), when used

_in Sequences, have similar Inversions ; and the

method of Resolution is generally applicable to
them all. '

¢ Rameau, p. 84.
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SECT. IV.—OF MODULATION.

338. As all changes of Key are known de-
cidedly by the use of the Dominant Seventh,
the different Modulations from both Scales will
be now explained.

Modulation from the Major Scale.

339. I. To the Scale of its Subdominant.
"The principal, and most simple change of Key,
is that which, by adding a Minor Seventh to
the Tonic, makes it a new Dominant; and
hence the Subdominant becomes a new Tonicj

thus,
b7

L

340. This Modulation being continued,
forms a circle of descending Fifths*® (or ascend-
-ing Fourths), of which the series is as fol-

lows: ) )
b7 - b7 by

B ——
R

— — ——

n

* Shield, p.'46, 78
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341. IL. To the Scale of its Dominant. The
second change is that which, by retaining the
Octave of the Tonic itself, as a Seventh, and
by making the Base aseend a Tone in: grada-
tion *, descends from the Supertonic to the ori~
ginal Dominant ; thus,

7.
é
E; - ) »

842. This Modulation being continued,
forms a circle of ascendmg Fifths (or descend-

o—

¢ Holden, p. 72, art, 910.
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ing Fourths), of which the series is'ds fol-

343. These two Modulations are in continual
use ; the last, or Dominant change, in the for-
mer part of a Movement; and the first, or
Subdominant change, towards the conclusion,
to restore the original Tonic. The Subdomi-
nant Modulation only requires two Roots, but
that of the Dominant requires three,

344. III. To the Scale of the Submediant
or Relative Minor*. The third change is that

_ * Rameau, p.67.
R

1
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- in which the Base rises from the Tonic to the
Mediant ; and, making that a new Dominaat,
by the addition of the Seventh, descends to the
Relative Minor Tonic.

845. A similar Modulation being continued,
fosurs a vircke of Keys, in which the Major aid
Relative Minor succeed each other alternately,
and of which the following series is part :

7 -
w_ fw &
>

This Modulation requires four Roots, pre-
vious te the alteration of its Signature ; but the
sudden addition of the Seventh (especially
after the Mmot Tomc), is rather harsh and
unexpected

346. 1V. To the Scale of the Mediant, or
Relative Minor of the Dominant, The fourth
change is that which, through a previous Mo-
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dulation into the]Dominant, makes the original
Mediant 3 Tonic; thus,

7
% ,

347. V. To the Scale of the Supertonic, or
Relative Minor of the Subdominant.  The
Jifth change is that which, by making the
Submediant a Dominant, forms a new Scale on
the Supertonic; thus,

7
4
gi}r~ e

_.I'__- ——

348. This change, although apparently simple,
is in reality very remote, as before observed,
Art. 309, p. 162, and will be hereafter mere
particularly considered.

Modulation from the Mlnm' Smk

349. 1. To the Scale of its Subdommut
The principal change, like that in the Major
Mode (Art. 339, p.179), is made by adding

.B2
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a Seventh to the Tonic, and sharpening its
Third, to form a new Dominant; thus,

tag

5 1 —
£ '

350. 1I. To the Scale of its Dominant. The

" second change requires an additional Harmony

(borrowed from the Sequence of Sevenths*) to

alter its Signature, previous to the use of the

new Dominant ; thus,

7

&E =
- =
351. III. To the Scale of its Mediant or
Relative Major. The third change is made by

the reversed Gradationt, or the descent of a
Tone ; thus, ’
V7

—5 - x

. % This will be more fully explained hereafter.
+ Shield, p. 20. Diatonic Succession of Chords, Holden,
P 7% Rameau, p. 116,
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352, 1V. To the Scale of its Submerdiant.
The fourth change adds a Seventh to the Me-
diant, as in the Minor Modulation before given,
Art. 345, p. 181.

. b7
T 0-
o

353. V. To the Scale of its Seventh. The
Jifth change, which is very unusuel, is made
from the original Subdominant with a Majer
Third ; thus,

(5 1 =
— ”—
354. Although no Modulation is complete
without the use of the Dominant Harmony,
which contains always one, and in the Major
Mode both, of the characteristic Notes of the
New Scale (see Articles 261, p. 140, and 315,
p- 166), yet the order in whieh this Harmony
is given in the foregoing Examples, is net in all
cases necessary to be observed.
355. Modulations are continually formed from
one Scale to another, by means of Tonic Har- ,
monies slone ; but, in those instances, it is pro-

rR3
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per to introduce the new Dominant as soon s
possible, to decide the Key; otherwise, the

-equivocal effect, before adduced (Art. 304,

p- 160), would frequently occur. .
356. The limits of the present Work will
not allow a more extensive eonsideration of
this lmportant branch of Harmony. The changes
here given are the foundation of all regular Mo-
dyplation; and, in the Chapter of Licences, a

- shore ample explanation of irregular Modulation

will be found,
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CHAP. III.
OF DISCORDS. .

'——‘—-,-

Ast. 357. Discords are used in Harmony,
either by .Transition, Suspension, Syncopa~
tion*, or Addition,

. A ——
SECT. L—DISCORDS OF TRANSITION.
_ 358. Any Note which passés by one Degree
between the other Notes of the Triad, forms a
Discord of Transition, and, if found on the

weak part of the Measure, is termed a passing
Note.

P-_E,_

(Handel, 4th Sonatat).

e =r

The following radicul Base shews which are
the Discords of regular Transition, and which
are Concords, in the preceding Example.

Y A 2 1

&

et W s— = —r

L2

* The Discords of Suspension and Syncopation must be rcgu-
larly prepared, struck, and resolved (Art. 318, p. 167) ; but
those of Tyansition and Addition require, as their names ime
ply, no preparation.

+ Dr. A, No. 47, p.29.



188 III. HARMONY.

359. The Notes of irregular Transition are
found on the strong parts of the Measure, and
are called by the Germans, Changing Notes
(Art. 106, p.63).

In the following Example, a particular in-

_stance of irregalar Transition occurs. -

(Overture to the Messiah).
¢

The last Note but one (viz, the F sharp), is
_ here taken as a Discord by irregular Transitién,

which the radical Base placed below demon-
strates. .

360. The Notes of regular and irregqiar
Transition are intermixed in the following
passage.

®




CHAP. 11I. DISCORDS. 189

- (Thus saith the Lord*),

Errerorrs

361. In modern Music, all the Discords of
Transition may be reduced to Appoggiaturas
or After-notes (Art. 105, p. 63). Thus, the
Quavers in the following Phrase may be turned
into Crotchets preceded by Appoggiaturas.

(Pleyel’s Sonata 1, to the Queen).
Rondo.

—
—o—

A ] !
25 e
T

362. The reduction of this Phrase shews the
real Notes of the Harmony, and explains the

nature of irregular Transitiont, in which Ap-

poggiaturas are always employed.
V) Y

HETEE e

'gl | B e " —

= o -
" e—apand.
=< = '

=

* Mesiah, Dr. A. No. 6, p. 19.

t Morley observes (p. 81) concerning Passing Notes, that

L!
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363. When the Notes of Transition are pro-
longed, they appear as integral parts of the
Harmony, and are sometimes marked* with
the figures of Thorough Base ; thus, :

L

(Corelli, . Concerto 8th, D, Pegusck’s

edifion).
-~
< &.—g A
%’1 = -
4 5 6
2 3 4
) T ) s ,_"-—2“—"‘
| oy : - —
[ ) L _é_

« it is impossible to ascend or descend in continual Deduction
without a Discord ;” but he seems to condemn (p. 79) those
which are now termed Discerds of irregular Tramsition. See
some excellent remarks on these Discords in Dr. Barney, ii.
462. .

* A stroke also drawn over the Notes, instead of the
figures, is uscd as a mark, to shew the continuance of thre first
Harmony. Emanuel Bach (Versuch, 2d Part, p. 25) has pro-
posed several methods of distinguishing the Notes of irregu-
lar Transition from those of the Harmony. He prefers the
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These two intermediate Notes between the
Tonic and the Dominant descending, are Dis-
cords of regular and irregular Transition. They
are explained by an After-note and an Appoggn-
atura, as in the following Example :

— 3
LI ey A L 1. 1
-l
- ‘.._i_.._| |
) e

364. The same Base Passage (a Semitene
lawer in D Major) is employed by Handel; in
which ‘the Notes are not transient, but each
bears ‘its own proper Harmony, - according to
the reversed Gradation from the Dominant*.

S
64
6642

-~

oblique ‘stroke; aopecunbn of which may be seen in Heck,
p. 12 Mr. Kollmann (Emy on Harmony, p. 50}, has exe
plained the two kinds of Transition in the class of Accidental
Chords.” - -

# The Hypodiatonic Cadence of Mercadier de Belesta
(1776, p. 28) ; a progression which will ever remain claesical,
notwithstanding the objection of M. La Borde, and his re-
marks upon M. Levens, iii. 646, 654, (See also Lampe’s Tho=
rough Bass (1737), p.26.)
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365. In passages of Deuble Transition, pat-
ticalarly when regular, the slow time of the
Note does not affect the Harmony of the Root,
as in the second measure of the following. Ex-

ample

(He was bruised— Messiah).

ettt

366. In this passage, the Harmony of D flat
is succeeded by that of F, and the transient
Fourth and Sixth are unnoticed in the radical
Base. . .
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SECT. IL.—DISCORDS QF SUSPENSIONS. -

1. Of the Fourtht..
867. The Fourth, accompanied with the
Fifth and Eighth, is an Appoggiatura, con-
tinued in the place of the Third, on the strong
part of the Measure,, 1t is. generally prepared,
and is resolved by descending ong-Degrea, ~

(Carelli, Concerio Y0, p. 140).

D

368. It has two Inversions, viz. the Second
and Fifth, which suspends the Sixth (Art. 295,

¢ While Rameax, in France (1722), was confusing his Sys-
tem with a false Theory of these Discords, Fus, at Vienna
(1725), explained them in a few words, as simple Retardations
of the following Note: “ Notas ligatas haud aliud esse, quim
Notz sequentis Retardationesa.” P. 70.

t+ This Chord, under the title of eleventh Heteroclite (that
is, used only in part, or in an imperfect state), makes a cons
spicuous figure in the theory of Rameau. P. 41, 96, 98, &c.

S
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p. 154), and the Fourth and Seventh, which
suspends the Fourth and Sixth (Art. 298,
_p. 166), the two Inversions of the Triad.

1st Inversion. 2d Inversion.
TEE o
5 7 6
26 4 5

.
~~~ o .
ﬁv_-p =
: T
P 4 1L 1 7 -

"I Of the Ninth.

869. The Ninth, accompanied with the
Third and Fifth, is an Appoggiatura, conti-
nued in the place of the Eighth, Tt is, like
the Fourth, generally prepared, and always
resolved*.

¢ The intermixture of the Discords of Suspension with
those of Transition, is beautifully exemplified in the opening
of Pergolesi’s Stabat Mater, '(See Mr. Shield, p. 66).
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(Corelli, Concerto 10th, p. 140).

- 4o+
‘-— !‘ '. e : .—LJ_'— LA
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370. The double Suspensions of the Fourth
and Ninth, aud of the Seventh and Ninth, fre-
quently occur. ‘An early example is found in
Carissimi*.

# See his “ Plorate fili@ Israel,” printed in Kircher, i, 604,
' 2
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371. The Chord of the Ninth has two In-
versions ; one figured with a Seventh, followed
by its Resolution the Sixth, on the Third of
the Root ; the other figured as FiftA and Sixtk,
on the Fifth of the Root. .

372. The following Tonic Pedal or Organ-
point, ‘is a very important study for the Chords
of Suspension®.

‘(O the pleasure qffthe Plainst).

=ES== S S

Radicil Base.

‘This passage'is also-used by Corelli, and by Handel, in Sam-
son, ¢ Hedr Jacob’s God,” &c. Dr. B.iv. 146, Sir J. H.
“fv.92. 'La B. iv. 460. (See also Rameau, p. 97).

* Tie Abbé Roze (see La Borde, tom. iii.-p. 476), chews
iélearly that these passages form a species of Swpposition, in
which the Holding Note is not considered in the.radical Bese,
art. 9, p.488.°

1 Acis and Galatea, Dr. A. -No. 28, -p. 8. See a similar pas-
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II.  Of the Appoggiaturas of Suspension.

373. Although every Note of Suspension
may be reduced to an Appoggiatura®, yet, in
modern Music, some Notes are more partica-
larly used as such than ethers, and differ from
those just described by greater freedom in their
resolution.

374. Any part of the Dominant Seventh may
be retained on the Tonic Base, and afterward
proceed according: to its: proper motion (Art.
331, p. 175).

375. The Ninth also may resolve by ascend-
ing into the Tenth, and the sharp Seventh (or
leading Note) must resolve by ascending inte
the Eighth.. ’

sage in the celebrated air of Vinci* Vo solcando un mar
crudele.” The remarks of Tartini (p. 148) are also important,

* The opinion of Emanuel Bach is very decisive on this
subject ; he even agrees with Fux, &c. that all Ligatures and
Dissonances may be reduced to Appoggiaturas. -

« Man kann alle Bindungen und Dissonantien: auf diese
Vorschlage zuruck-fihren."— Persuck, p. 45.

This is, however, extending the term-somewhat too far, as
the essential Sevenths of Kirnberger, which are used in the
Sequence of descending Fifths (Art. 383, p. 201), cannot be
‘considered as Appoggiaturas (Perschlage), although they ane
haound by the Ligature (Bindung).

s3 .
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376. In this ascending Resolution of the
Dominant'Seventh, the figure of the suspended
Ninth often becomes a Second*; thus,

i 78
78 45
23

7 7 23
S

377. In Diatonic Sequences, as will be shewn
hereafter, every Note of the Scale may bear
single or double Suspensions. °

All these Notes are nothing more than the
yetardation or retention of a Sound, longer than
the duration of its own Root, upon a new radi-
cal Baset.

¢ In modern Music, the whole Harmony of the Dominant
s often retained in the place of the Tonic, and the radical
Base Note of the Tonic itself suspended till the latter part of *
the Measure, This will be further explained in treating of
the Casure.

4 That peculiar effect which is produced from an internal
Melody by the employment of §uspension, has heen well de-
ecribed by Rousseau, art. Unily of Melody. In this valuable
article, while he wishes to exalt his favourite branch of Mue
sic, Melody, at the expence of Harmony, he actually proves
-the superiority of the latter, and praises those beautiful effects
which, without Harmony, could not exist,

\
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1V. Of Anticipation®, &c.

378. When a Note is diminished by half its
value, and the following Degree employed to
fill up its time upon the former Base, such
change is termed Anticipation. These antici-
pated Notes are considered wholly as relating to
Melody, and are not noticed by the ﬁgures of
Thorough Base.

4) (B) ©

e —— | I | L
L L4

379. In the foregoing Example, taken from
the Lexicon of Kocht (article Vorausnahme),
the first Measure (A) eontains the simple Notes ;
the second (B) shews the Anticipation in
Quavers; and the third (C) repeats the same
Anticipation in syncopated Notes.

* The term Anticipation is used in a different sense by
Heck, p. 53,
+ Anticipations are considered by Koch as After-notes,

which may be tied on to the chief Note of the following Me~.
lody.
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380. The Postpositions of Dr. Pepusch *, are
}in reality nothing more than irregular Suspen-
sions, being the reverse of the Antlclpatlons,
and used in the following manner :

e e e e e
%—g__ !

38]1. Many other Chords of Suspension may
be formed, by combining all the preceding in-
different ways. Hence arise the Second .and
Third+, the Sixth and Ninth, &c. &c.; which
may be found in Kirnberger, Kollmann, Shield,.
&e. :

* Treatise on Harmony, 1731, p. 49. ¢ Postposition, or
Retardation of Harmony, is the putting a Discord upon the
aceeated part of the Bar, followed by a Concord on the next
unaccented part, but not prepared and resolved according to
the rules for Discords.” Example 130, 131, 132,

+ This Chord, which arises from a Suspension of the Base,
is described by Emanuel Bach, p. 91; Heck, p. 54 ; and Shield,,

p- 5.
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SECT. III.—DISCORDS OF SYNCOPATION.

382. The Discords of Syncopation® only
differ from those of Suspensiont, by constitut-
ing part of the radical Harmony, and by not
being merely Appoggiaturas.

383. The Diatonic Sequence of Sevenths, is
one of the principal passages in which these Dis-
cords are used. )

384. The German Authors, previous to the
writings of Kirnberger (1774), seem to have
classed the Discords of Suspension with those

® The term Syncope, or Syncepation, signifies the division
" or cutting threugh a Note by a Bar, or Accent expressed or
understood.

+ The term Swspension is used in its most extensive sense in
aformer article (p. 167, Art. 817), for the purpose of shewing
the difference between prepared and unprepared Discords.
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of Syncopation*; but his arrangement of
Chords, inte essential and accidental, esta-
blishes that difference between them which is
adopted in this Work.

anctti—

.

SECT. 1V.—DISCORDS OF ADDITION.

385. When any Discord which has not been
heard in the preceding Harmony, is united to
the perfect Triad, it is termed in thls Work a
Discord of Addztwn‘l'

386. The Discords of Addition are the Se-
venih, the Ninth, both on the Dominant; and
the Sizth on the Subdominant; these are par-
ticularly useful in distinguishing those two
Harmonies frsm that of the Tonic.

I. Of the added Seventh.

387. The whole Second Cliapter of this Part,
from p. 165 to 186, relates te the Dominant

® Heck places them together, p. 13; and Heck was well
wersed in the Musical Literature of Germany.

1+ The Discords of 4dditéon, although implied in the writ-
ings of Morley, p. 143; Simpson, p.67; Pepusch, p. 40, 168,
&c. were not fully established until Mr. Holden’s Essay ap-
peared in 1770. The term Addition is-now adopted in France
by M. Langlé (1801), but in a less extensive sensa
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Seventh, particularly Art. 317, where the dif-
ference between the added and the transient
Seventh is shewn. The third Section, p. 174,
treats of its Resolution ; which term is equally
applied to the descent of the Seventh, whether
‘used by Transition, Suspension, Syncopation,
or Addition,

1I. Of'the added Sixth.

388. As the Dominant Harmony is distin-
guished from that of the Tonic by its added Se-
venth, so the Subdominant is distinguished
from the Tonic, and from the Dominant, by its
added Sixth*,

389. Whenever the Melody of a single part
(as at A), or the Harmony of the whole (as at
~ B), requires it, the Subdominant may have its

* Theorists are divided in their opinions concerning the
Reot of this Chord ; but a great majority of Authors are in
favour of its derivation from the Second or Supertonic of the
Key. (See Shield, p.21, 22, &c. &c.)

Rameau seems to have been the first who classed it as a
theoretical Cherd ; but Morley (p. 160, 2d edit.) gives a spe-
cimen of its practical use, ard even allows it in Counterpoint,
where Concords are chiefly employed. Holden followsD’Alem-
bert and Serre, and inclines to the doctrine of Double Fun«
damentals. Marpurg and Kirnberger unite in rejecting this
Chord as an addition, and both censure Rameau.
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own Sixth (or Supertonic of the Scale) added
to its Triad. .

< ) @ o
EEgiee
— —.:tg
4 6 6 6 6 5
54 65 4 3
e e ]
'Sixth added for the Melody.

__:_i?g

6 .
5
~ é >)
& | ] E (J;E
. Sixth added for the Harmong.

390. The Fifth and Sixth on the Subdomi-
- nant may be prepared by the Tonic, by the
Submediant, or by the Dominant*, as radical
Bases; thus,

® The preparation of the added Sixth by the Dominant, is
found in the final Cadence, of Steffani’s Matet, Qui diligits »:
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By the Zonic. By the Sul

ymediant. By the Dominant,

391. This Discord may resolve two ways,
viz. into the Tonic (on its second Inversion),
or into the Dominant Harmony*.

—F—

—3—

6
4

(@ )

30‘@

===
o

j &)

Added Sixth, Tonic,

Added Sixth,

" Dominant.

392. The Inversions of this Harmony are
seldom used ; one instance, however, occurs
in Handel’s Overture to Esther.

® Ramezu has resolved it also into the Tonic Base, as an
isregular Cadence. (See also Playford (170C), p. 168).

<
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'893. When this Harmony appears in the
form of a Seventh on the Supertonic, it fre-
quently constitutes part of the Didtonic Se~
quence of Sevenths, and, as such, may be ac-
counted radical, like the diminished Triad of
Kirnberger.

~

- _
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394. Rameau®* estimates the Root of this
Harmony by its Resolution, calling it D when
followed by G, and F when followed by C.
Heckt considers it as a compound of both the.
Harmonies of D and of F. . Dr. Boyce (in.
his MSS.), and with him the Author of this "
Work, thinks, that the Root is decided by the
Scale of the Key in which #t is found ; thus,

4/
A — [
1 1 la

.

FFE =T TE
7 7

a

7 &
Sece=ciieae—

. (@I 1§ |
% .
D in A Minor. Fin C Major.

395. Koch, in his Lexicon (art. Verbindungs
Accord), has placed his accidental } Harmo-

* Reusseau, Art. Dowble Emploi.

+ Heck, p. 74,-says, * The Ascending Fourth of the Scale
Lears its own natural Harmony with an additional Sixth, in
osder to prepare the succeeding Fifth, and is thus compounded
of two common Chords, that of D and F.”

3 Koch terms the three Harmonies of the Key essential,and
the three relatives acoidental. (See before, Art, 305, p. 160).

72
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-

nies in a different point of view. He considers
them as connecting Chords, and seems to agree

with Kirnberger*, who asserts that, by a spe~

cies of Transition, the Harmony of the Triad .
is thus united to another of its Inversions.

ST B B S
=t
6 6 .
6 5 4 7 6
& -

In these Examples, the middle Harmony is
said to pass, or to be wholly transient.

396. Which of these opinions is nearest the
truth, the Author does not at present presume
to decide ; but the consideration of the Minor

® See Kirnberger (die wahren Grundsatze, p. 34).

HMeck thinks that the Seventh used by Transition(as in this
passage), does not resolve at all (p. 14).

Keeble also (p. 90), has accounted for this Seventh in a
similar manner, under the name of Estension.
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Mode with the imperfect Fifth on its Superto-
nic B, authorizes him to assert, that the sys-
tem which makes that Note a radical Base
cannot be true.

A Minor.

III. Of the added Ninth*.

897. When to the Chord of the Dominant Se-
venth, the Ninth is also joined, a Chord of five
Sounds is formed. It rises from the Root by -
regular Thirds+, in the following manner :

= =2

In C Major, In A Minor.

* M. Langlé (Nouvelle Methode pour chiffrer les Accords,
Paris, 1801), has completely overthrown the doctrine of Rae
meay, concerning Supposition, and the absurdity of imagin-
ing Sounds under a fundamental Base,

+ The copstruction of all Chords by uniting Thirds, was

T3
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398. This Harmony being generally used in
four parts, the radical Base is commonly omit-
ted; for the Leading Note is always sufficiently
powerful to guide the ear to its proper Root.
In this form, the two Chords have been already
described, Art. 322, and 323, p.169.

399. The added Ninth* of the Dominant is
really ‘the Submediant of the Scale, or Sixth
from the Tonic; it is consequently Major in
the Major Mode, and Minor in the Minor
Mode. Thus, although there is but one added
Seventh, there are two added Ninths.

400. The omission of the Root forms a

a favourite notion of Rameau’s: it has had seme success;
but the simplicity of Kirnberger’s system of Suspension has
evinced its fallacy, particularly in the Chords of the Fourth
and Ninth. Marpurg extended it beyond the Chord of the
Eleventh to that of the Thirteenth ; but it will not be easy to
£ind examples to justify any addition after the Ninth.

* Mr. Kollmann (Essay on Harmony, p. 43), terms this
de.\ a Suspension of the original fundamental Note. Suchis
also the system of Kirnberger (p.19); but the Nomenclature
is defective, since the above Harmony is used generally with-
out preparation, and in some instances actually rises from
the Dominant by Thirds. See Handel’s Chorus in Israel in
Egypt—< The people shall hear,” at the words « till thy people
pase over.”—See also the opening of Haydn’s celebrated Over.’
ture in D, composed for Bach and Abel’s Concerts ; where,
upon a Dominant Pedal Base, the Fourtk is suspended, and
the Ninth added.
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Chord of the Seventh (Art. 322, p. 169) on
the Leading Note, which may be known from
the other Sevenths (either of the Sequence or
of Suspension) by its resolution into the Tonic.

It may sometimes be prepared, but is generally
used without preparation.

%55"( = %ﬁ

7 . 7
T =2 =
® . |
o > ] ja»]
E _—<
N Prepared. ' Usprepared.

401. The Inversions of this Seventh are not
often employed in the Major Scale, but all are
used in that of the Minor.

-402. This Chord has been considered as a
. combination of the Dominant and Subdomi-
nant Harmonies, since it contains the B and D
of the farmer, and the A and F of the latter,
while the resolution of D and F falls on the
same Note*.

® This explanation of the Chord corresponds with the sys-
tem of M. Bemetzrieder, whose Calls (Appels) are precisely
the four Sounds of this Flarmony. Legons de Clavecin, p. 220,
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gDominau:nt. Subdominant. Union of

both.

403, It is observable, that the above com-
bination of Sounds includes every Note of the
Scale, excepting the three Notes of the Triad
on the Tonic, and that it also decides the Mode
of the Scale, since the Sixth or Submediant is
part of the Chord of the Subdominant, which
is Major or Minor, according to the Key
(Art. 399, p. 210).

404. The same Chord in the Minor Mode,
consists of thre¢ Minor Thirds*; and its ex-
treme Notes are the Sharp Seventh and Minor
Sixth of the Scale. It is of great importance in
modern Music, and is generally termed the Di-
minished Seventh (Art. 323, p. 169), or Equi-
vocal Chord. In the resolution of its parts, it

Paris, 1771. Translation by Bernard, 1778 (p.S17). The
union of these two Harmonies, G and F, is a system far
mere plausible than the combination of D and F in the added
" Sixth (Art. 394, p. 207).

* Rameau, p. 100, terms this Harmony a domrowed Chord,
because the Dominant “lends her Fundamental to ‘the sixth
Note of Minor Keys.” This explanation is very obscure,
although it is finally reducible to the theory of Kirnberger.
{See Ast, 899, p.210),




CHAP. 111. DISCORDS. 213

eonforms to that of the Major Chord in the last.
Example (Art. 402, p. 211).

=

405. This Harmony has a great advantage
over the former (Art. 402), since it decides the
Key; for the Harmony of B with a Seventh,
may be in A Minor or in C Major.

e = L
;
FES T P
—~ 7% 7. 7
Ol — - >
ﬁ" r—= | (@ 5 —1
€ -~
Added Sixth. Added Ninth. Added Ninth.

Radical Base D.  Radical Base G. Radical Base E.

But the Seventh of G sharp can only be found
in the Key of A Minor*, ' ’

406. The radical Base of this Chord may
be found in extreme Modulations by two me-
thods.

1. By the Major Third below the last Sharp.

II. By the Semitone below the last Flat.

# See the Note in the preceding page.
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When Naturals occur, the observations con--
cerning them (Art. 97, p.57) must be strictly
regarded.

407. This Chord is not only considered asa
direct Harmony, but all its three Inversions are
oecasionally employed.

sed First Second Third
Ra al. Inversion, Invers. Invers,

408. In those Keys where the Clef daes not
agree with the Modulation, the second Inver-
sion* requires a Flat or Natural under the
sharp Fourth. )

® The effect of this Harmony is truly sublime in Handel's
Debotah. See the first Chorus, “ Immortal Lord,” at the
sords, * whose anger, when it awful glows.”
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409. These two Chords of the added Ninth
have been termed Chords of Major and of Mi-
nor Substitution® ; since they are considered
as derived from the Dominant Seventh, by
substituting the Ninth in the place of the
.Eighth.

They are also styled Chords of borrowed
Harmony ; since the Seventh and Ninth are

1=~

I
)

-

. % The Abbé Roussier (Traité des Accords, 1764, p. 158),
seems to employthe terms Substitution and borrowed Harmony
(Emprunt) as Synonymes. Neither term is found, as’an ar-
ticle, in the Dictionary of Rousseau. (See Holden, p. 100).

The principle of Supposition, from which Rameau has
deduced these Chords, by placing Sounds below the Funda«
mental, is now (except in Pedal Harmonies) deservedly foi-
gottén. ’
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supposed to be derived or borrowed from the-
Subdominant*.

410. All these Chords are liable to have any
of their Sounds suspended on the following
Tonic Harmony ; and hence arise many figured
Bases, too numerous to be inserted within the
limits of the prese°nt Work.

¢ Mrs. Gunn (Introduction to Music, 1808, p. 207, 209) has
given this explanation of borrowed Harmony, which differs
from the original idea of Rameau, although it is not inappli-
cable to the combination, (See Art 402, p. 211).
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" CHAP. 1V

OF CADENCES.
e —

Art. 411. A Cadence* in Harmony . consists
of two distinct Chords (the last of which is
generally accented), and is used to terminate
the Sections and Periods of Musical Rhythm.

e ’
SECT. 1.—OF RADICAL CADENCES. .

412. When the Bases of both Chords are the
Roots of their respective Triads, the Cadence
is termed Radical; and, of these Radical Ca-
dences, there are four in general use, the Per-
fect, Imperfect, False, and Mixt+: to these
may be added the Plagal, or Church Cadence,
which is only a variation of the Imperfect ; and
the Authentic, which is only the ‘ancient term
for the Perfect. .

® The term Cadence was formerly applied to the final Me-
lody of a Musical Close. See Morley, p. 73, and Butler, Pp- 66.
The Germans adopted the Latin word Clawsula in the same
sense. (See Walther’s Lexicon, 1782, p. 171). ,
+ See the origin of the Cadences before explained, Ast. 310,
p. 163,
v
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413. 1. The Perfect Cadence* consists of
the Dominant Harmony, followed by that of
the Tonic ; thus,

o= o

In C Major. in A Minor.

i
il ol

The first or leading Harmony is always Major.
" 414. II. The Imperfect Cadencet consists
of the Tonic, followed by the Dominant with-
out its added Seventh, and is the former Ca-
dence reversed.

® See Rameau, p. 38, of the Perfect Cadence.

+ This is termed by Ramenu (p. 43), the Zrregular Cadence,
and he wishes extremely to have the Sixth added to the lead-
ing Chord. ‘This fancied improvement has been, with great
propriety, rejected by subsequent Theorists. See Kirnberger,
Die Kunst, p. 973 and Kollmann, Esszy on Harmony, p. 59.
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In C Major. In A Minor.

=

The second or final Harmony is always Major,

415. 1IL. The False Cadence* consists of
the Dominant, followed by the Submediant (in
Diatonic Gradation) taken in the place of the
Tonic. In the Major Mode, this Cadence
forms the Interval of a Tone; in the Minor
Mode, ounly a Semitone ; and it is used instead
of the Perfect Cadence, from which it is derived.

‘/A

gy . < S g
o8
——

Seores ot

. In C Major. In A Minor.

i el

& The false or flying Cadence, is placed by Rameau (p. 87),
among the Licences.

vl
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416. 1V. The Mixt Cadence* is the Direct
Gradation of the Subdominant to the Domi-
nant, and is used instead of the Imperfect Ca-
dence, from whicli it is derived.

V¥

=T =
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In C Major.® In A Minor.

S
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417. The Plagal Cadencet only differs from
the Imperfect as to its place in the Scale, be-
ing the progression of the Subdominant to the
Tonic. This is used as a final Cadence in
Church Music, particularly in the Hallelujah

® Tartinj, p.108. Rameau has also mentioned another
Cadence, which he terms inferrupted (interrompue), from the
Dominant to the Mediant. (Code de la Musique, 1760,
p- 88).—Of this Progression at a Rhythmic Close, there are
few, if any, practical examples.

+ This is the Cadenza Aritmeticaof Tartini, p 103. For the
etymology of the terms Plagal and Authentic, see Dr. Burney,
i, 13, See also the Rev. Mr. Jones of Nayland’s ‘Treatise
{1784), p. 20; and the Cadence he alludes.to in Dr. B. ii. 484
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Chorus, Messiah, and in the Coronation An-
them, Zadock the Priest.

=g ==
=

il i

5

In C Major. In A Major.

il

The final Chord of this is always Major*.
418. The Authentic Cadence is the same as
- the Perfect (Art. 413, p. 218), and is only
so termed in contradistinction to the Plagak
(see Art. 177, p. 102)

* Hence arises the necessity of varying the Th#rd of the lag
Harmony in the Minor Mode, and of changing it to the May
jor Third. Dr.B.ijii.114. See also the observations of Mr.
Shield, p. 40. Formerly it was usual to terminate every piece
of Music with the Major Third, whatever might be the Ca-.
dence. (See Padre Martini, Saggio 1. p. 14, 23).

u3
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SECT. IL—OF MEDIAL CADENCES.

419. When the lcading Harmony of any
Cadence is not radical, but inverted, the Ca-
dence is, in this Work, termed Media/, and is
used to express an incomplete Close.

420. I. Cadence of the Leading Note.—
This is the first Inversion of the Dominant, and
is used instead of the Perfect Cadence®.

== o
= —~E—f
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421, 1. Cadence of the Sharp Sirth—
This is the second Inversion of the Dominant,
and is sometimes used as a final Cadence on
the Tonic, as in Non Dobis Dominet; bug

* See examples of all these Cadences in Handel’s Judas.
Maccabeus, “ We worship God.” Dr. A. No. 42, p. 144,
+ Dr, B.ii. 205 jii, 92. Sir J. K. iii. 289,
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more generally on the Sixth of the descending

Scale, when it commonly bears a suspended
Seventh.

422, 111, Cadence of the Major or Minor
Sixzth.—This is the first Inversion of the Mixt
Cadence, and is chiefly used in the Minor Mode.
It is also liable to the antecedent Suspension of’
the Seventh,
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423. These Cadences may also become pro-
tracted, by using other Harmonies on the Do~
minant. Thus is formed what Dr. Pepusch
calls the Grand Cadence *.

4
A1
K
5655
3443
frimn x4 (] |
: =H
~o

424. To these may be added those decep-

* Godfrey Keller (1731, p. 161) calls the 5th and 4th Cae

dence, common; the 6th and 4th Cadence bears its owan.

name; and that given in the Example above, is called the
Great Cadence. (See Dr. Pepusch, p. 55). -

A

.
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tive* Cadences, which, by varying the final
Chord, avoid the final Close.

® Antoniotto, p. 99
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CHAP. V.,

OF SEQUENCES.

et

Art. 425. Any similar succession of Chords
in the same Scule, ascending or descending
diatonically, is, in this Work, termed a Se-
quence®,

426. All Sequences are particularly distin-
guished by the irregularity of making the Lead-
ing Note a temporary Root, to avoid Modula-
tion out of the original Scale. .

1. Of Dominant Sequences.

427. The principal descending Sequence is
that of Seventhst; an example of which has
been already given (Art. 383, p.201), derived
from the progression of rising Fourths and
falling Fifths in the Dominant Motion (Art.
312, p. 164).

* The great distinction between a Sequence and a Modu-
lation, consists in the Scale or Key remaining unaltered in the
Sequence, and being changed in the Modulation, (See Art.
808, p. 160). B

+ Dr. Burney calls it a chaln of Sevenths, ii. 217. The
term Sequence, was probably first employed by Pasquali. k is
found in Rameau (p. 10), in the more extensive sense of Pro«
gression,

— A
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II. Of Mediant Sequences,

428, The principal ascending Sequence is
that known by a 5 followed by a 6, on a gra-
dual Progression of the Diatonic Scale. 1t is
derived from the Mediant Progression (Art.
312, p. 164).

In this, and the following Examples, the
Directs shew the Radical Base,

-
£—i ——— Jé—
% o e
e i @) S :
56 56 56 56
=2 e E A T P o
\ M

e

This Sequence, like that of Sevenths, ad-
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mits of the Leading Note*, as a temporary
Root+; and it seems to have been for the sake
of elucidating these passages, that Kirnberger
and Kollmann have admitted the diminished;
Triad among the consonant Harmonies. -,
IlI.  Of Inverted Sequences. :
429, The principal invetted Sequences are
those derived from the Sequence of Sevenths };
and of these, the most usual is that of a 7,
followed by a 6 on the gradual descendmg Pro-
gression of the Scale,

® Art. 255, p. 137,

+ Nothing but the rhythmical arrangeinent of the passage,
-which divides every Semibreve into two Roots, permits this
departure from the first principles of Harmony, viz. thit

every Radical Base must bear a Perfect Fifth (Art. 291, p.152), .

and that all Melodies belong to the three Chords of the Key
(Art. 805, p. 160). These two Rules are liable to no excep-
tions, except what arise from the nature of the Seguences and
the Licences. Dr. Boyce, in his Air of “ Softly rise,” has used
this Sequence with great effect. Shield, p. 74.

$ This may also be considered as a simple Sequence of
Sixths, with Suspensions of the Sevenths; and, ‘in like man-
" ner, the ascending Sequence of Fifth and Sixth may be ex-
plained by Anticipation. (See Art. 878, p. 199). In Mr.
Kollmann's-Essay, p.49, the Sequences are thus explained.
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n

1

= X — Q:]_
56 6 6 6
A REARNE AN
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76 76 76
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-430. It is not unususl, in the first Inversion
of the Sequence of Sevenths (that of the Fifth
and Sixth), to leave every other Harmony as a
simple Triad, in the following manner:
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' .
- g |
- o
3 —

il

6 6 6
, 5 5 5
’ W W —

-~
IV Q?‘Simﬂe Sequences.

43]. A descending Scale may also be ac-
~ companied by a simple Sequence of Sixths
alone. The Theory of this Progression is in-
volved. in some difficulty*; but the uniform
Practice of Authors, both ancient and mo-
dern, has established its use.

I

- -~ . -

* Rameau observes of this Sequence (p. 90), that Zarlino
_expressly forbids it (Insitu. Harmoniche, edit. 1573, p. 291);
but its high antiquity, and its great effect in Modern Music,
. render it classicel, notwithstanding the defect of the falke Har-
monyon D, derived from the ImperfectTriad of B, (Art. 287,
p. 149). SeeDr.B.ii. 76. Lampe, p. 89. Shield, p. 66, &e-
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-
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432. The same series may take place ascend-
ings and the effect is nearly that of the Me-
dial Sequence of 5 and 6, as the preceding
series of the descending Scale resemble$ the
inverted Sequence of 7 and 6.

-

oo
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V. Of Compound Sequences.

. 433. Compound Sequences are those which,
. by employing the Chords of Suspension, change
their Harmonies on the alternate Base. Of
these there are various kinds ; one of the principal
is that of descending Thirds with alternate
Ninths #; thus, i

>

SffEeiPo 5

| X3
LI 1

- - ) —
6 93 93 93 93 93

- 434, 'These Seqt;enas also may be doubly
compounded, and then.bear double Saspensions.

& Shield, p. 30
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K 95 96 9
= 4 3 4 3 7
435. To these may be added the pdrt:al Se-

quences of two similar Harmonies, ffequently
found in Handél, &e,; thus, . = % °

5
73

"qu" !
-/ . L
e =1
ey
66 6 4 4
55 5 2 2- 6
P ~ o
Q; n ~ ? = —E. )ﬂ
\ * - .

x3
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VI. Of Irregular Sequences.
436. It is not unusual to find an ascending
Scale accompanied with 7 and 6, with 9 and 8,

or with their Compounds gand g which . form

Irregular Sequences*. These Chords belong -
regularly to a descending Series.

=

76 76,

|

98 98

>

M

® Lampe, p. 87, gives an example of these Sequences, in
‘which, by the contrary motion, the necessity of dividing the -
last Harmony is avoided.
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In these Sequences, the unaccented Harmony
must be divided in half, after the Resolution of
the Discord, te prepare the following one, as in
the antecedent Example ; the 7th is then pre-
pared by the 8th, and the 9th by the 10th*.

* That the present Classification cannot comprehend all the
8equences which have been or can be invented, is sufficiently
obvious. (Sce Shield, p. 10, &c. &¢.)
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CHAP. VI,
OF LICENCES.

SECT. 1.—-OF PEDAL HARMONITES. "

~ Art. 437. When the Dominant Harmony is
taken unprepared upon the Tonie Base as a
holding Note, whether preceded by the Tonic
or by the Subdominant” Harmony, the passage
is termed a Tonic Pedal Note or Organ Point.

(I |

i

8 78
5 45 67 87 8
3 23 42 34 3
% 5 1
3 £ J @) L. e ¥ §
N’ ot g S’

7 . .
In the Chord of 4 the Dominant Note itself

b
is generally omitted, for reasons before given

(Art. 327, p.172); and the Chord appears
{independent of the holding Base) like that of
the sharp Sixth on the Supertonic.
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438. When also any Chords, or Sequences,
are taken upon the Dominant Base, as a hold-
ing Note, a similar passage is formed ; and the
Base then also becomes a Dominant Pedal Note
or Organ Point,

439. Not only the simple Dominant, but its
eompound derivative, the added Ninth (Art.
397, p. 209), may be taken on a Tonic Pedal.
Hence arises the Chord of the Sixthand Se-
venth, or the Thirteenth of Marpurg®. This
is used in the Minor Mode on the Tonic, and
sometimes, by extreme Licence, on the Domi-
nant. ‘

s }%ﬂ

‘g: — uﬂ

Q’-Q"mn
i
w o o]
A @

« Marpurg's arrangement of Chords, into the Consonant
‘[riads, Dissonant Triads, and Sevenths, in the first class, and
into the Ninth, Fleventh, aud Thirteenth, in the s¢cond class,
#s clearly explained by Turk (General Base, 1791), p. 98, 100.
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440. Not only these, but any other Chords,
whether of Suspension, Sequence, &c. &c.
may be taken on the Tonic, or the Dominant,
as a Pedal Base; and some instances occur, in
which these Sounds may be retained in a supe-
rior part, as in the following Example from
Mozart, Op. 11. '

SECT. I1.—OF THE EXTREME SHARP SIXTH.

441. When, upon the first Inversion of the
Mixt Cadence (Art. 422, p.223), the Slxthof
the Submediant (or Fourth of the Scale) 1 is ac-

cidentally sharpened, the Chord of the extrems’

sharp Sizth* is formed.
This Harmony, when accompanied simply

® See Art. 297, p. 155. Rousseau asserts, that this Har-
mony is never inverted. Framery (Art.fccord) has shewn,
from a Passione of Paisiello, that its Inversion may be used;

and we have an example in Weldon's Anthem, « Hear ny

crying.” Dr. Boyce, Cath. Mausic, ii. 218.
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by the Third, has been termed the Italian
Sizth,

By this alteration of the Fourth, the species
of Cadence is changed, from the first Inversion
of the Mixt to the sécond Inversion of the
Perfect (Art. 421, p.222); and it is consi-
dered as a Licence, because the Root bears a
flat Fifth, while at the same time the Third
continues Major.

The radical Base, therefore, of the extreme
sharp Sixth, is the Supertonic of the Key; and
its Fifih is allowed to be defective, that the ori-
ginal Minor Mode may not be togally destroyed.

442. When to the simple combination of
the Italian Sixth the Root itself is annexed, a
Chord of Third, Fourth, and Sixth is formed;
and, as this Harmony is only found in the
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Theory of Rameau, it may be properly termet
the French Sixth.

=1

8
8

RN

===

. Root B

443. A Harmony still more remote, but ex-
tremely powerful, is formed upon this Chord,
by inserting the added Ninth on the Root, asa
supposed Dominant to the real one.

TFhis occurs with great effect in the writings
of Graun, &c.*and therefore may be called the
German Sixth, >

# See the example in Shield, p.36. The Masic of France,
Italy, and Germany, cannot be illustrated ia a smaller com-
pass than by the usg of these three Chords. The feeblenes
of the French Sixth, compared with the elegance of the Ita-
lian, and the strength of the German, leaves no deubt of their
superior excellence. The admirable genius of Graun knew.
when to employ Italian sweetness, and when to change it for
German force;

- -~ A m o m—e—
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It requires, however, a continuation of its
Third and Fifth on the Dominant Base (as a
new Fourth and Sixth), to prevent the conse-
cutive Fifths.

> et —

SECT. 11I.—OF PARTIAL MODULATION.

444. Whenever the Dominant and Tonic of
anew Key are employed without the Subdo-
minant Harmony, such change coustitutes a
partial Modulation.

445. One change of this kind arises whem
the Seventh of the Major Mode is flattened, and
the Modulation returns again through the Lead-
ing Note to the Tonic; thus,
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446. Another change towards the Dominant
is also frequently used ; thus,

>4 _
e
TN = !
= T ' =
- :11-6'!6[ !76

5

Many other changes occur, to the relative
Minor (or Submediant), to the Mediant, to the
Supertonic, &c. some of which are peculiar to
the Music of the last forty years.
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SECT. IV.—OF THE RULE OF THE OCTAVE.

447. It may appear singular to class this cele-
brated Progression among Musical Licences®;
but, as the descending Scale equally includes a
partial Modulation, and rejects the original Sub-
dominant Harmony, so essential to the constitu-
ent parts of the Key (Art. 305, p. 160), the
propriety of the classification appears obvious to
the Author of this Work.

448. When a Diatenic Scale in the Base is
accompanied with Harmeny according to this
Rule, the Roots, and their Inversions+, are
thus intermixed:

# Rousseau ascribes the invention of this Rule to De Laire,
1710. See his Art. Regle de I’ Octave,

+ In the Minor Mode, when the Accidental Scale is eme
ployed, the Sixth muss be sharpened.

¥2



14 II1. HARMONY.

449. The descending Scale makes a partial
Modulation into the Dominant, like that given
in Art. 446, p. 242,

* The Directs placed over F, on the Supertonic, shew the

T~ .
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450. In the Minor Mode, the Inversion of
the Mixt Cadence takes place, which, in modern
Music, is generally varied by the Italian Sixth.

‘The Directs mark the Roots of the Chords.

6 6 4 6 5 4 ‘

E e w?; — e fv%v |

WA A
. The remainder of the Scale coincides with
that of the Major Mode.

451. Although this Scale is given in the
above form by most of the Theoretical Wri-
ters, yet, in practical Music, such is the pte-
valence of partial Modulations, varied Se-

quences, &ec. that the Ralé is not often found
complete¥, '

fundamental Bases of the French Theorists. 'The Hyperdia-
tonic Cadence of Mercadier de Belesta, p. 27, coincides with.
the under Notes, : - .

* See a striking instance in the Scales of Emanuel Bach,
given by Mr. Shield, p.82, Geminiani also (Art. of Ac-
comp. Op. 11) very strongly objects to these Rules, because
¢ they are -uncertain and precarious.” The Example before
adduced (Art. 363, p. 190), shews that the descending Scale
may be extremely varied, and that it may employ an Inver-
_ sion of the Subdominant Harmony with great effect.

X3
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$ECT. V.—OF CHROMATIC MODULATION.

452, When the Chromatic Semitones are in-
troduced between the Notes. of the Diatenic
Scale, Chromatic Modulation is formed, in
which the Key is continually, although par-
tially, changing. | )

453. As the Diatonic Sequence of Sevenths
is used to avoid Modulation, so a Chromatic
Sequence of Sevenths consists of Dominants
alone, and the Scale changes at every Chord;
thus, '

¥}

' t
R R
&ji — F_;E:W

~.
This Sequence forms a descending Chromatic
Scale.

454. In a similar manner may be fermed an

’
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ascending Chromatic Sequence, derived from
that of 5 and 6; thus;

[Eesnstet=

~

This also makes a partial change at every
other Harmony.

455. In Modern Music, a species of Chro-
matic Transition is employed, in which the
Semitones occur, not as parts of the radical
Harmony, but as Appoggiaturas, After-notes,
or Acciaccaturas®.

456. The two following Examples, from the
celebrated Opera of Mosart, the Zauberflote,
are instances of Chromatic Appoggiaturas.

v

* Geminiani (Treatise on Good Taste, 1749, p. 4), asserts,
that the Acciaccature had been then in use above an hundred,
years.
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(% Wie stark ist nicht.”)
SNy N ee ee e

(¢ Schnelle Fusse.”)

ety

457. The dcc..iaccatum, or Half Beat, is also-
used with great effect in a Terzett, from the
same picce *,

;

(« Seyd uns zum zweytenmal.”)

SECT. VL.—OF ENHARMONIC MODULATION,

458. The last and most difficult branch of
Harmony, is that which arises from the sudden
change of Key made by the Enharmonic Diesis
(Art. 214, p. 120).

459. When any one of the Sounds of the-
equivocal Chord (Art. 323, p. 169) is called by

# The Half Beat may also, in some few instances, be found
on the Semitone above, taken as a Flat. See Clementi, Op. 2,.
Sonata 1ma, first Movement.
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a new name, and placed on a new Degree®, the
Root, Scale, and Signature, all change at onee,

[ 74
Root E, Key A Minor. Root G, Key C Minor.

460. As this Harmonyt econsists of four
Sounds, each of which may be altered by the
Diesis, the two following Modulations arise
from the same Chord.

" Root B flat, Key E flat Minor. Root C sharp, Key
F sharp Minor.

* Although the temperament of Keyed Instruments autho«
tizes the expressions here used, yet it must be understood
that, in other Instruments, the difference between G sharp
and A flat can be made, and is in theory always to be con-
sidered as a real Interval.

4+ The Harmony of the extreme ylat Seventh has attracted
the notice of all the Theorists who have written on the sub-
ject of Chords in modern times; and its complete discussion
would fill an ample treatise. ‘The well known air by Handel,
in Samson, “Return, O God of hosts; the “ Alma del gran
Pompeo,” in Giulio Cesare (see Dr. Burney, Commemoration
of Handel, p. 63); “ Vouchsafe, O Lord,” in the Dettingen
Te Deum, &c. &¢. are all passages which might justify a par-
ticular Analysis, and which the Author hopes, on a future.
occasion, to lay before the Public. (See also Shield, p.88).
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461, As the Chromatic Octave upon Keyed
Instruments consists of twelve different Sounds
(exclusive of the Diatonic Eighth or Repli-
cate of the first), there are but three different
Chords, in respeet of the Keys themselves, on
the Key-board. These, in their simplest forms,
are the added Ninths of D, A, and E, Domi-
nants of their respective Minors.

..

S S

Each of these Chords, by the use of the

Diesis, may change into three other Harmo-

nies; and thus an immediate step to any one of
the twelve Minor Modes may be gained*. .

462. These Chords may also, under eertain

limitations, succeed each other chromatically,
descending or ascending.

..
Root B RootE Root A

(Descending).

, ® Mr. Corfe, of Salisbury, in his Thorough Bass simplified,
a work lately published, has given (p.48, &c) a Table of
these Chords, as used in the twelve Minor Keys, &e.




CHAP. VI. LICENCES. 251

Part of the ascending Series is the same in-
verted, as before given, Art. 461, p. 250.

463, The last and most unusual species of
Enharmonic Modulation¥, is that which changes
the Dominant Seventh into the German Sixth+.
A remarkable instance occurs in Handel’s Solo-
mon, at the Chorus, Draw the tear from hope-
less love; thus,

> <

4

1

A~}
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Radical Base. 9
7 65
b7 h b g 48
S|
- .

to express the words, full of death and wild
despair. : :

® Rousseau, Art. Enharmonique, does not mention this Mo
dulation; although it is extremely worthy of notice, being
formed upon a Chord so apparently perfect as the Dominant
Seventh.
+ Art.443, p. 240,
END OF THE THIRD PART,
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PART IV.
RHYTHM.
______
CHAP. I.

OF ACCENT.

SECT. 1.—OF SIMPLE MEASURES.

Art. 464. The disposition of Melody or Har-
mony, in respect of Time or Measure, is termed
Rhythm*.

465. Those branches of Rhythm which are
necessary to be considered in the present Work,
are, '

1. Accent. | 4. The Phrase.

2. The Musical Foot. { b. The Section,

b. The Musical Ce- | 6. The Period.

sure.

466. Accent has been already described
(Art. 80, p. 41), as part of Notation; but it
must be now. examined more accurately, since

® Dr.B.i. 7). SirJ.H.ii. 11. Malcolm, p.s85. Hol-
den, p. 25.

U T S ™
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467. The neeessity of dividing the Notes of
Music into equal portions of Time, called Mea-
sures (Art. 66, p. 28), may be shewn, by con-
sidering the subsequent series of Notes*,

468. The above cannot be performed, as Me-
lody, without making certain points of division,
on which a pressure must be laid. It may, for
instance, -be accented two ways in equal time;
thus, ‘

Trochaic Rhythm,

4 o ———
St L1 Y V| \ LD 1
V R A v . LS Al
Or thus,

Iambic Rhythm.

e P
oAt 1
469. The former is, by Prinzt, reckoned
common Trochaic Rhythm; the latter com-
mon lambic Rhythm. Both are shewn by the .
depression and elevation of the hand in beating
Time, and are also distinguished by the d;ﬁ‘e-

rent places of the Bars.

* Koch, Art. Tact.
t Sat. Comp. P. IIL p. 100, 101.
z
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470. The ssme Melody divided into triple
Time of three Crotchets in a Measure, admits
of three accentual variatians.

I Dactylic Rhythm.

4 ) Al A W
T T >
T

II.  Anapsstic Rhythm.

s

H 8 po— T T ¥

M. Amphibrachic Rhythm.

pr————
[ ) d R | L
3 v A » =
v Lame 4 L

471. These passages are also distingnished by
the different Flarmonies they bear in each varia-
tion of Rhythm,

S ==

X

il

1L Anapzmc — 4‘:'. %
"
¢ — 3
UL Amphibrachic. s —1=
s

472. In the performance of these Rhythms,
the Accent is always shewn by the pressure laid
upon the Note which immediately follows the
Bar.
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473. The simple Measures of equal Time
consist of two Parts, and are subdivided into
four Times: the Parts are' Minims in com~
mon Time, and Crotchets in two Crotchet
Time ; % the Times are Crotchets in com-
mon Tnm-e, and Quavers in two Crotchet
Time*,

5.

§§§i i -y 1 .

474. The simple Measures of unequal Time,
also consist of two Parts, one double the length
of the other; but the Times are only three:

hence arise a varied expression, according to
the value of the Notes in quantity.

e =g

# Koch terms a Past, Zacttheil, and a Tinre, Twctglieder.
z3

M
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475. In the further division of simple Mea-
sure, the Accents are known by the Groups,
which are regulated by the Tines of the Mea-
sure, as before noticed (Art. 80, p. 41); thus,

476. In Triple Measure, the same arrange-
ment of Groups is in general use; thus,

H. 8. vol. ii. No. 92,  Daughier of Gods”
, —Hercules*

A thousand pleasures reign « - - -« - - -

477. These inferior Accents, which belong
to the Tiumes of the Measure, do not, by any
means, destroy that great and predominant
Accent that belongs to the first Note which
follows the Bar, and which is accompanied by
the Twmzszst, or depression of the hand in
beating Time. The Arsrs}, or elevation of
the hand, always follows on the weak part of
- the Measure, (See Art. 81, p. 42).

* Dr. A.No. 85, p. 60.
4+ The Niederschlag of the Germans,
3 The Aufseklag of the Germans.
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SECT. I1.—OF COMPOUND MEASURES.

478. The Accents of Compound Measures are
exactly similar to those of Simple Measures,
which are only their halves, and which differ
chiefly in their Notation, and their appear-
ancedto the eye,

)

e
479. The Germans, and also the French®,

consider the Measure eof four Crotchets as a
species different, not only from that of three,
but even from .that of two Crotchets (Art.
67, p.29); a distinction which arises from the
nature of Accent, and which is thought of-
importance by those Authors. It is considered .
. by somet of them as a simple Measure; but
it really seems merely to differ from that of

two Crotchets, by the omission of the alternate
Bar. '

# Principes de Musique du Conservatoire, p. 40
1+ Kollmann, Essay on Harmony, p. 78..
z3



258 IV. RHYTHM.

480. In Compound Time, the differcnce he-
tween six Crotchet and three Minim Measure,
or between six Quaver and three Crotchet
Measure (both of which contain an equal por-
. tion of Time between the Bars), is only known

by the Accent. The Groups, indeed, regulatc
the Accent to the eye, and shew the Compound
Time of six Quuver Measure by their equal
division,
481. Thus, in the Example bcforc-mentwned
_(Art. 81, p. 42), the simple Measure contains
the Quavers grouped by Sixes, which have one
strong Accent on the first, and two inferior
ones on the third and fifth Notes; thus, ,

Swswsw gw SW eW SWsSsWIsw

482 In Compound Time, the Accents are
as under:

g g Sww Sww 'Eww E@ Seww  Sww

"483. The Compound Triples of nine Crot-
chets, or nine Quavers, take their Accents
“from the Simple Measures, as before, Art. 76,
'Pc 36.
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SECT. III.—OF MIXED MEASURES.

484. The Mixed Measures before described
(Art. 78, p. 38), take their Accents from their
Measure-notes ; and the Groups decide the alte-
ration made in the Time marked at the Clef.

485. Thus, in the Air, ¢ Whither, my Love,”
(La Rachellina of Paisiello), although the Me-
lody is written in two Crotchets, the Accom-=
paniment is in six Quavers*; thus,

486. If, however, any variation in the subor-
dinate parts of these Mixed Measures should
be requisite, they must be changed to-their

2
relative Compounds, thus, 1 will become —
td

9
1 will become 3 and common Time will be-

3 .
12
come
8.

* There is some doubt whether this Melody should be
played as written, or as if it were compound; that is, one
dotted Crotchet, one Crotchet, and one Quaver, im the first
Measure, )
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487. The following passages from Koch,
will shew the necessity of using the Compound,
instead of the Mixed Measure, in two Crotchet

— l, e
s

+488. The same variation takes place when
the Coinpound is taken, instead of the Mixed, in
three Crotchet 'Time. )

- .
~ 489. In a similar maoner, Handel uses the
Compound twelve Quavers for the Accompa-
niment of ¢ Mirth admit me of thy crew,” in

G* (L’Allegro), while the vocal part, and the
Base, are written in simple Common Time. -~

® H.S.i. No.59. Dr. A. No. 150, p. 26,
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\

SECT. IV.—OF EMPHASIS.

490. The particular sense in which the term
Emphasis is employed in the present Work,
has been explained (Art. 83, p. 43), with ap-
propriate Examples.

491. The Emphasis is distinguished from
the Accent (as before observed) by its occur-
ring on the weak parts of the Measure; by the
different grouping of the Quavers, Semiqua+
vers, &c.; and by the emphatic marks of Rf,
&c. (Art. 142, p. 82), placed over the Notes.

492, In performing on the Piano Forte, a
great difference seems to exist between them ;
since Accent always requires pressure imme-
diately after the Note is struck, and Emphasis

requires force at the very time of striking the
~ Note. Thus, Accent may be used in the most
Piano passages; but Emphasis always sup-
poses a certain degree of Forte.

493. To the same species of effect which is
derived from Emphasis, may be. referred the
Tempo d’ Imbroglio (della Confusione) of modern
Music, in which the Music, although written
in one kind of Measure, is really performed in
another.
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494, Among the simplest instances of this
nature, is that change of Time used by Corelli,
Handel, &c. &c. which forms one single Mea-
sure of three Minims, from two Measures of
three Crotchets each, as in the following Ex-
ample from the Passione of Graun,

'495. A more singular example may be found
in the final Chorus of the Pilgrim, by Hasse* ;
.in which the Time, though apparently three

Crotchets, produces the effect of two Crotchets
in a Measuret.

R

¢ See Turk (Klavierschule), p. 93.

t A very beautiful passage of this nature may be found in
the terzette, ¢ Conrede the Good.” See Shield, p. 92, at the
words, ¢ Meiting strains, ease his pains” ‘This elegant and
scientific composition is the production of Sarti, and was origi-
nally eet to part of a miserere in the Russian language.
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496. In the last Movement of Haydn’s In-
strumental Passione, Op. 46, generally known
by the name of the sevéh last words, several
passages occur, in which, asin the preceding
Example, the Time changes from three to two
Crotchets, In the final Section, the Time
changes to four Crotchets, &e. As that Move-
ment is termed il Terremoto, or the Earth-
quake, this confusion is particularly appropriate.
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L
CHAP. II.
OF THE MUSICAL FOOT.

et —

SECT. I.—OF SIMPLE FEET:

Art. 497. A small portion of Melody, with
one principal Accent, including the value of
a Measure, is termed in this Work, a Musical
Foot,

The knowledge of this Rhythmic subdivi-
sion of Melody is of great importance in prac-
tical Music ; as the Singer must not take breath,
nor the Performer on Keyed Instruments sepa-
rate the Notes, in the middle of a Foot.

498. It has been usual with some Authors*
to apply the names of the ancient poetical Feet
to corresponding musical passages ; but the dif-
ference between ancient and modern Quantity
and Accent, leaves a doubt concerning the pro-
priety of using the terms of Grecian Rhythm,

* Prinz, Sat. Comp. P. IIL. p. 100, Mattheson. Volkom.
Capel. Meister, p. 164

Poemmies A




CHAP, II. MUSICAL FooT. 265

499, An English Trochee*, as Act¥r, Hate-
Jul, &c. may be represented in Musical Nota-
tion several ways, as in the following Example.

500. An English Tambus, as Réject, dbserve,
may be represented by the opposite Rhythm,

P 3
AN | > MO 2, 2
L
J | P ) )
) - T

501. The other two dissyllabic Feet of the
Ancients, viz. the Spondee, both syllables
long, as pale maon, and the Pyrrhic, both
short, as [#vélt+, may, in respect of the Mea-
sure (which is guided by the Accent), be always

" considered as Trochaic in the English Janguage,
with some small occasional change in the value
of the Notes}.

* Lindley Murray's English Grammar, 4th edition (1798},
P 204.

+ Dr.B. i, p.78.

3 See Examples of this variation in the Cadences of the
Glee,“ Sigh no more, ladies,” by R.J. S.Stevens; and the Ma~
' drigal, « Since first I saw your face,® by Ford.

AR
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502. The difference between the two dissyl-
labic Feet is well exemplified by the word DE-
serr, which, when set to Music as a Trochee,
(desért®), signifies a lonely place. Thus, in
the Messiah, “ Comfort ye my people.”

v { v | 4
Make straight in the desert.

503. The same word set to Music as an Iam-
bus (désért), signifies merit. Thus, in Judas
Maccabsus.

v
With honour l:t desert be crown'd

The effect of these Feet, in respect of de-

ciding the Key by means of the Accent, has
been before exemplified, Art. 304, p. 160. An-
other instance of Harmony and Rhythm being
united to determine the Key, in contradistinc-
tion to the Signature, may be seen, Art.278,
p. 145.

® The liberty of marking the accentual difference of Poetis
cal Feet by the signs of Quantity, is taken by Koch, Art. Me
trum, &c. &c.
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504. The English Feet of three syllables may
be divided into three classes, answering to the
Dactyl, the Anapest, and the Amphibrach of
the Ancients. :

1. The Dactyl may be represeated by the
words labourer, possible, and in Notes; thus,

II. The Anapest may be represented by the
words contravene, acquiesce, and in Notes ; thus,

A VO - I VU -
Paserw— }%
w7 ] | I

va n
4 nanm !

III. The Amphibrach may be represented by
the words delightful, domestic, and in Notes.

A 5} -

ey

Aa?
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SECT. I1.—OF COMPOUND FEET.

505. As a Musical Foot is equal in value to
a Measure®, although it ditfers in Accent, on
account of the place of the Bar; so in the Com-
pound Measures the Feet are double, and may
be resolved into two by dividing the Measure.
(See’Art. 75, p. 34).

506. The following Trochaic Example from
Haydn, Op. 40, Sonata 3, might be resolved
into single Feet of two Crotchets in a Measure,

507. The same may occur in the Iambie
Measure, as in the following Example from
Haydn’s first Symphony for Salomon’s Con- *
certs.

* Kollmann, Essay on Harmony, p. 80, mentions the simi.
larity of the Bar (Measure) in Music to the Foot in Poetry,
but does not shew their accentual difference.
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508. An Example of the compound Foot in
six Quaver Time divided by the Bar, is found |
in Haydn, Symphony 3d (Salomon’s Concerts).

Foot. i Foot.

=/ e~/

509. The difference between compound and
simple Feet, may be further exemplified by the
following extracts from the Messiah, in addition
to the remarks given in the preceding page.

(¢ O thou that tellest*.”)
S

Strength lift it up, be not a « - fraid,

(¢ I know that my Redeemert.”)

%_—;4_% R

Iknow that my Re--deem-er.

\

- The second Measure of both Examples is di-
vided in the same manner; but the Accent, and
congequently the Feet, are entirely different.

* Dr. A. No. 9, p. 86.
+ Dr. A. No. 12, p. 183.
A83
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CHAP. IIL -
OF THE MUSICAL CESURE.

~ Art. 510. The term Cesure is used in this
Work in the signification annexed to it by
Koch, as the Rhythmic Termination of any
passage which consists of more than one Mu-
sical Foot. In other words, the Casure is the
last Accent of a Phrase, Section, or Period, and
is distinguished in all the simple Measures by
the place of the Bar.

511. The utility of this distinction will ap-
pear, by considering the two methods in which
the Music might be composed to the lines,

« Conquest is not to bestow
“ In the spear or in the bow.”

Dr. drne’s Judith,
) N 't * "‘ .'
Rl e

If these Measures were not divided as they
are, the Ceesure, which now is properly placed
on a strong part*, would fall on the weak partf,
contrary to the nature of Accent.

'
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512, The Ceesure*, in ancient Music, most
frequently occurs in the middle of the Com-
pound Measure, and thus appears to a modern
view irregular and incorrect,

&13. The exceptions to the Musical Caesure
falling upon the last syllable of the line in Poe-
try, are few, but very important.

514. From the nature of Harmony, it some-
times occurs that the three last syllables may
belong to a Melody derived from the same
Chord; in that case, the Ceesure is throwa back,
as in the following Example :

« So shall the lute and harp awake,
¢ And sprightly voice sweet descant run.”
Handel’s Judas Maccabeus,

Here the Ceesure falls on the third Crotchet
to the syllables descant runm, instead of being
placed on the last syllable run.

® The term Cesura was used by Prinz (Sat. Comp. P. 1.
P. 38) in two senses; the first of which corresponds with that
here given. See Dr, Burney, Art,Cesura. Rees’ Cyclopzdia,
wlv.P.IL,
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515. It appears that the Casure, or- Rhyth-
mic Termination, is not always the last Note
of the passage. The melody is often prolouged
after the Cesure, by varying the Tonic Har-
mony*; thus,

' Eg .
s q
516. The whole Chord of the Dominant is
also often retained (see Art. 376, p. 198) upon

the Ceesure, as in the following Example from
Mozart’s Duett in C, Op. M, p. 11.

A *

e

|
LI |

517. The Air by Handel in the Occasional
Oratoriot, of which the subject is here given,
will be found an excellent study for the correct
position of the Ceesure,

===

Pro - - - phetic visions . strike mine eye®.

* Koch, Art. Casure.
t H.8.i. No. 11
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518. In the following instance, Handel has
not been so careful, since the Casure comes in
the wrong place, and the Bars are consequently
erroneous. It should begin, like the Example,
Art, 511, p. 270, with the half Méasure.

(H. S. I. No. 47— Alexander Balus).

-
H \ . "b—

T B -’
Strange re - verse of bu - man fate.

519. In the old arrangément of compound
_common Time, it was usual to change the place
of the Caesure ; sometimes forming the Cadence
at the beginning of a Measure, and afterwards
repeating the same Cesure in the middle of a
Measure. The Airs of Pergolesi, Jomelli, &ec.
are remarkable for this rhythmic variation,
See a particular instance in the admirable Song
by Hasse, Pallido il Sole*.

First part, Second part.

. * Deligie dell’ Opere, tom, ii.p. 146. Dr. B.iv. 378, 548,
Sir J, H. v. 825, 419,
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520. In the National Dance Tune called
Polonaise or Polacca, a considerable exception
to the Rule of the Cesure occurs, as it falls
there on the weak part of a Measure ; thus,

S Esia |

521. An instance also of equivocal Ceesure
might occur in the common Melody of Sally in
our Alley*, which is properly barred thus:

522. This might be barred differently, for
the sake of throwing the Casure on the last
syllable of the second line, contrary to the Ac-
cent of all the other Feet.

V ¥ pe———

* This Air was composed by Harry Carey, and begiuns, O/
all the girls that are so smart, See SirJ.H. v. 184 Dr. B.iv.
800, 638. The style of Melody which distinguishes-this Tune,
has been often imitated with considerable success.

~ e
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CHAP. 1V.
OF THE PHRASE.

SECT. L—OF THE REGULAR PHRASE.

Art. 523. A Phrase (Einschnitt) is a short
Melody, which contains no perfect nor satis-
factory Musical idea.

524. The Phrase is generally formed of two
Musical Feet in simple Time, and therefore °
contains the value of two Measures ; thus,

(Beethoven, Op. 2.)

- A

@%j ' ===

525. In the Compound Time of the older .
Writers, a Phrase sometimes consists of a single
Measure; thus,

(¢¢ O had I Jubal’s lyre.”)
A

,ﬁ!i

Phrase. Phrase.

-~/
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526, Koch has used the mark of a triangle
(a) to express the Phrase, and places it over
the final Note*., In Musical Punctuation, this
sign seems analogous to that of the comma (,)
in language.

527. Riepel, of Ratisbon, in 1754t, has ana-
lyzed the rhythmical arrangement of Musical
thoughts with great success.

528. He divides Musical Phrases into two
species— Perfect, when concluded by the Tonic
Harmony; and Imperfect, when concluded by
the Dominant.

A A

t I. ; i —— E'
Impesfect Phrase, . Perfect Phrase.

529. In the works of Kirnberger, the term '

Cesure seems equivalent to the term Phrase;
and the rejection of the word Einschnitt is, as.
Koch observes, a defect in the theory of that
able Contrapuntist}.

* Anleitung (1787), vol. ii. p. 360.
+ De Rhythmopaia, Tactordnung, p. 98.
3 Koch’s Lexicon, Art, Absdts.
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530. The Phrase is subject to all the varie-
ties of Accent that distinguish the Feet of which
it is formed ; and the two Measures of the re-
gular Phrase should always be complete. -

(“‘ Rasserena”~—Sacchini*),
A

Foise

531. When the same Phrase is repéated per
tonos, that is, a Note higher or lower, a slight
variation may occur.

(Non vi turbate—Gluck t).

s
532, The too frequent repetition of the same
passage in various Keys, particularly on the
Chromatic Modulation (Art. 454, p. 246)
ascending, as found in Corelli, Dr. Green, &ec.

is termed by the Italians Rosaliaf. See Koch,
Art. Transposition.

* Corri’s Select Collection, vol. i, p. 29.
+ Ditto, vol. i. p. 23,
1 Dr. B. iii, 618, iv. 45,

Bh
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533. Koch makes three remarks upon the
harmonical construction of the Phrase, whick
apply to what has been already observed from
Riepel.

First, That the Phrase frequently terminates
with the Subdominant Harmony.

et

G-

Secondly, That, as the Phrase is an incom~
plete passage, the Ceesure may be made on a
Discord, particularly the Dominant Seventh.

Thirdly, That the Camsure may also take
place on the inversion of a Chord.

A
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534. Rousseau (Art. Phrase) has defined the
term in a more extensive sense, very similar to
¢that applied to the word Section, in the follow-
ing Chapter. He distinguishes between Phrases
in Melody, and Phrases in Harmony. These
last seem to correspond with the Dominant, and
Mediant Sequences: See Art. 427, p.226

535. Heck, in his Musical Library (p. 11),
describes the Phrase, Section, and Period, un-
der the terms Section, Period, and Paragraph,
and considers the term Sectwn assynommous
with Rhythmus*,

536. Holden also (p. 35), uses the term
Phrase in a general sense, and appears to in .
clude all rhythmic varieties in its definition. -

537. The Rev. Mr. Jones, of Nayland (p. 48),
ealls the Phrases Clauses; and considers two
similar Phrases following and depending on
each other, as antecedent and consequent ; upon
which succession he makes some very just and
useful remarks, referring to Corelli’s 8th Con-
certo at the close of the Adagio, Handel’s Air.
in the Overture to Berenice, &c. &c. .

* The Camponnd Rhythm of Kollmann, Essay on Harmony,
P- 80, and the term RhytAnmus in Shield, p. 89, seem to coz-
respond with Phrase or Section.

Bb2
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SECT.U.—OF THE IRREGULAK PHRASL.

538. Whenever, by repeating one of the
Feet, or by any other variation of the Me-
lody, three Measures .are employed instead of
two, the Phrase is termed extended or irregular.

. (Kreiisser, Op. 11, Waltz the 2d).
A

2 .
ﬁizﬂﬂf&

539. A beautiful Example of two extended
Phrases, the latter of which contains a Measure
of double Time (Art. 494, p. 262), is found in
Handel.

(“ He was brought as a lamb*.”’)
A A

~

004

HE
™t

] | 1 J
T |

540. The contracted Section resembles the
extended Phrase, in the number of its Mea-

* Redemption, p.278.

C ea
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sures, both consisting of three Feet; but the
Phrase is always an imperfect Melody, whereas
the Section always terminates with a Cadence.

541. A Phrase is often extended by continu-
ing the Harmony of its first Measure, as in the
following Example :.

(Clementi, Op. 2, Sonata 4).

A

542. A Phrase also becomes irregular, whep
a Measure foreign to its subjeet is introduced by
way of prelude; thus,

{Mozart, Op. 3, Ductio).

</

543. In -some passages, the variation of the
Cesure Note, by an Appoggiatura, or by other
means, will give to a contracted Section the effect
«f an cxtended Phrase.

- Bb3
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‘544, The following Example from Hayda’s
Creation is of that nature, and is therefore
equivocal; as its Melody indicates an extended
Phrase, and its Harmony a contracted Sec-
tion. : .

(¢ Now vanish.”)
a

E Aii e e

. "545. The next passage is, however, more
complete, and really terminates the Section,

=

Hence appears the propriety of terming the
first an extended Phrase. ..
546. In Choral Music of the Ancient School,
the contracted Phrase seems to be, in many
cases, equivalent with the compound Foot,
-See an instance before adduced, in ¢ The flocks
shall leave,” Art. 281, p. 146,

L}

1 |
1
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547. Thus also, in the sublime Chorus,
¢ For unto us a Child is born,” the first Phrase
is little more than a compound Foot.

A

For unto us a Child is :

born.

283

548. In Fugues by Augmentation, Feet be-
come Phrases, Phrases become Sections, &e.
In Fugues by Diminution, on the contrary,
Phrases become Fect, &c. as in the following

Example :
(% Let all the Angels of God®.”)
Subject in Phrases.
A

oot

IR

ECERE
‘ Sy KA —
—p

mil e

549. The Answer by Diminution changes
-Crotchets into Quavers, Quavers into Semiqua-

vers, &c.

Answer in Feet,

e

& Messiah, No. XI, p. 127,
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SECT. IIL.—OF INTERWOVEN PHRASES.

550. In Figurate Counterpoint, anciently
termed Descunt, where Imitations, Fugues,
and Canons are employed, the Phrases, as they
oecur, are itterwoven in the different parts.

Thus, the extended Phrase to the words,
46 shall be. revealed,” is interwoven in the va-
rious parts.

(* And the glory of:the Lord”—Messiah).

551. The union of Phrases towards the end
of a Fugue, &c. is sometimes even closer than
a Foot, being at the distance of a Crotchet only.
Many examples of this style may be found in
the Madrigals of Wilbye, Weelks, &c. In Italy,
this is called Lo Stretto detla Fuga*, the koot
.of the Fugpe.

* P, Mastini, Saggio, tom. ii, p. xxxix,

——
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552. The Accent of the words, however, will
not always permit them to agree with so close a
union.of the Music, as the alteration in the fol-
lowing Example will shew :

(¢ Ye sons of Israel*.”)
A

(,\L E
==

$553. A similar passage is introduced with
great effect, at the end of “The flocks shall
leave,” where the Violins re-echo the same
Notes (in the Octave above) as are sung in the
preceding Time, to the words, ** Die, presump-
* tuous Acis.”

s

=t

* Joshua, p. 4. Redemption, p. 166.




nons, in which the same Melody is continually
heard in the different parts, the Phrases are, of
course, united throughout the whole composi-
tion. '

Of this kind of Music, the finest specimen
now extant is the celebrated Non Nobis Do-
mine*, by Bird; which will ever remain & last-
ing ornament to the taste and science of the
country in which it was produced.

The Phrases of this Canon are as follow :

286 IV. RHYTHM,
554, In those pieces of Music termed Ca-

A a
o - [ . | )'TF —
E' 1 : L o |
Non nobis Do-mi -nenon no = bis
A A
o0
. -1 E —
L 1 1 |
==~ '
Sed nomini tu - o da glori « am
’5 . A A
1 1 — ‘
= et
Sed  nomiai tu-0 da glori-am.

# See before, Art. 421, p. 222, and La Borde, tom ii.
P- 1¢0. Dr. B, ii, p. 835, in a Note,
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CHAP. V.
OF THE SECTION.

et

SECT. [.—OF THE REGULAR SECTION.

Art. 555. A Section (Absits) is a portion of
Melody, formed by two regular Phrases, the
last of which is terminated by a Cadence.

556. The Section takes the name of Tonic,
or of Don;inant, according to its final Harmony ;
as in the two following Examples from Haydn’s
Creation.

(¢ The heavens are telling.”)

Dominant Section. o

L A pon |
e Ot s
| . . K S [ ] | ey
2 =it + t
: ‘Tonic Section. o
= =
—r 1 L | R
. T
=t -

.567. In Music of the older Sehool, the Sec-
tion often consists of two Measures only, asin
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the Example, “ O had I Jubal's lyre,”” Art.
525, p. 275.

558. Koch has also adopted the mark of a
Square (o) to express the Section, and places
it, like the Triangle of the Phrase, over the
final Note. This Sign seems analogous to that
of the Semicolon (;) in language.

559. In the Arioso, or Legato style of Muo
sic, it is usual to find Sections which are not
subdivided into Phrases, ‘as in the following
Example.

(J. B. Cramer*, Ez.41.) . .
560. Koch makes also three remarks upon
the Scction + (Art. Absits), as relating to its

Punctuation, to its Rhythm, and to its Har-
mony. '

* Studio per il Piano-forte, Op. 39, p.72.

+ Prinz, in 1696, used the Latin term Seetio, as signifying
a part of Melody terminated with a formal Cadence. * Sectio
ist ein Theil der Melodey, so sich endet mit einer Clawsnia
JSormaki.” Sat.Comp. P.L chap. viii. p.26.
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" First, Its conclusion, or the form and har-
monical disposition of theCadence, termed by
Koeh its interpunctal nature. - Upon this de-
pend the classification into Tonic, Dominant,
or even Subdominant Sections, the variation of
the Casure Note, &c.

Secondly, Its extent in the number of Mea-
sures and in the similarity of Feet (see Koch,
Art. Metrum), termed its rhythmical nature.
By this the regular Section, or Rhythm*
" (Vierer) of four Measures, is distinguished
from the irregular Section, whether extended
or contracted, &c. &ec.

Thirdly, The extent and variation of its com-
ponent Harmonies ; or the degree of its perfec-
tion as to being dependent or independent of
the adjoining Sections, termed its logical
nature t. . ’

* Sec before, Art. 535, p. 279,

+ Turk (Klavierschule, p. 336), has entered fully into the
doctrine of Rhythm, and has invented a mark (similar to that
of our passing Shake, see Art. 110, p. 66), which he places
over the final Note of a Foot, Phrase, Section, or Period, to
detach them from each other. !

cce
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SECT. IL—OF THE IRREGULAR SECTION.

561. Irregular Sections are of two classes,
contracted of less than four Feet, and extended
of movre than four Feet.

I. The coutracted Section differs from the
_ extended Phrase by its terminating “with a Ca-

dence, as before observed (Art. 537, p. 279),
vad generally consists of three Feet. -

1I. The extended Section may consist of
five, six, seven, or more Feet; and the Sec-
tions are distinguished from each other by the
similarity of Time  or Modulation in their re-
spective Feet.

III. The extended Section of five Feet* is
formed by varicus methods. The following
Example from Koch augments the two first *
Notes of the regular Section.

e

-

562, The Section of six Feet consists either

* See two Examples of this kind in Shield, p. 89,
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of two extended Phrases of three Feet each;
thus,

(Mozart, Duett, Op. 3).

FEEE O

Or of three regular Phrases of two Feet each;
thus,

(Avison, Book tv. Concerto iv. p. 31).
EaE st
563. The limits of the present Work will not

admit any further Examples of more extensive
Sections.

€c2
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SECT. I11.—OF THE INTERWOVEN SECTION.

564. When-the regular Section is so united
to the following one, that upon the Cesure
Note of the first the second eommences, the
Section is not only contracted, but interwoven.

565. Thus the following Section, which is
regular in a former part of the page, is inter-
woven in this Example.

(Mozart, Op. 3, Duetto, p. 7).

566. When the subject of a Fugue consti-
tutes a Section, the Answers are interwoven at
the Ceesure of the Melody. Thus, in the Over-
ture to Esther,

a

-
——F -

H X i
" v

The second Section contin;ences in the middle
of the fifth Measure on the Cesure Note.
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567. In the ancient style of Music, great
effects are produced by interweaving Phrases,
Sections, &c.; and also by intermixing subjects
of different Rhythms.

Thus, in the final Chorus of Steffani's Mo~
tett, the original plain Song*, ¢ Qui Diligit,”
is introduced with unexpected effect in the
Base, while the other parts are sxngmg the
Descant, ¢ Frangere Telum +.”

.

&5_ () —— ‘r_

™
L L —
)

In the Chorusses of Handel, these effects con-
tinually occur. A remarkable instance may be
scen in that of ¢ Wretched lovers” (in Acis
and Galatea)," at the words, ¢ Behold the mons-
ter, Polypheme.”

# The Canto Fermo of the Italians, or Ckoral of the Germans.

+ The “ Qui Diligit” of the Abbate 3teffani is at present
unpublish ed; but it would be a useful study for Fugue, &c.
if printed with annotations.

ccd
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568. In compound Time, the interwover
Sections commence at the half Measure, and
consist of only a Measure and a half. The
following Example is taken from the Duett in
the same Motett of Steffani, Qui Diligit.

e

569. From this union of theé parts arises the .
custom before-mentioned (Art. 518, p. 273),
of placing the Ceesure in the middle, mstead of
the beginning of the Measure.

. 570. 1t is also usual to protract the Harmo-
nies of an interwoven Section, so that it shall
appear regular in the number of Measures.
Such is the following Sectlon, in the last Chotus
of Graun’s Passione*,

4 6 6
2 5 ' )
T -y ~ T
1 - g
S=SEsm s SEES

¢ Der Tod Jesu, or the Death cf Our Saviour. See Hiller’s
edition (1785), p. 68 .
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571. In this instance, the prolongation of
the Tonic Harmony in the first Measure,
makes the Scction appear regular, ah.hough it
is really interwoven. )

572. In Vocal Music, the Harmony of a Sec-
tion is also protracted for the sake of expressing
the words, as in the Glee of the ¢ Red Cross
Kuight,” by the Author of this Work; the
first Section of wlrch, if regular, would have
been expressed thus,

 c
R il |

Cetives g

Blow, warder, blow thy sound - ing  horn.

But to give greater cffect to the words,
¢ Blow, Warder, blow,” the twc first Notes
are augmented to Minims; and the Section, as
written in.common Time, appears centracted,
although it is really extended®; thus,

2
[ @ . | &

i

Blow, warder, blow thy sound - ing  hora.

* This Section is consequently similar to that exemplified
before, Art: 5G1, p. 90, being really five Measures of twa,
€rotchet Time,
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SECT. 1V.—OF THE CODETTA,

573. A short Phr.ase, or any other passage,
which does not constitute part of a regular Sec-
tion, but serves to connect one Section or Pe-
riod to another, is termed in this Work a Co-
detta.

The term is used by Sabbatini, the successor
to Vallotti at Padua, in his Trattato sopra le
Fughe*, in a more limited sense.

574. In the Duett of Mozart, (referred to
Art. 562, p. 201), the following Phrase unites
the minor Period to the original Theme.

575. The extempore divisions made at a
close by Singers or Solo Performers, and term-
ed Cadenze, or Cadences ad libitum, are all a
species of Codetta.

576. In the repetition of a Stram, the pas-
sages marked first Time and second Time, ge-

* Vinezia (1802), tom. ii. p. 199,
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nerally contain each a short Codetta;.one to
lead buck to the commencement, the other to
lead forward te its continuation. -

" (Wodifil, Op. 25, p. 16).
First Time. Second Time.
577. In this Example, the short Attacco* of |
each Time is not, asin general, a separate Co-
detta, but very ingeniously makes part of the
original subject. \
578. In the Da Capo Airs of Handel, &c.
(Art. 126, p. 74), a Codetta is generally in-

serted, to lead back to the Theme. Thus, in
¢ O the pleasures of the plains.”’ .

579. The most successful Composer in this
style is Graun, who, in his celebrated Te

® Padre Martini, Saggio, tom, ii. p. viii. Dr. Burney (Art.
Attacco, Dr. Rees’ Cyclopzdia), defines it, « a kind of short
Subject or Point, not restricted to all the laws of regulac
Fugue,” &ec.
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Deum®, has used the Codetta at the end of
several Movements, to unite them to the next.

Thus, after the final Cadence of the Air,
« Tu, ad liberandum,” the following Codetta
is inserted in different Modulation,

e N N\

S
With what great cffect this passage leads

into the following Theme, the adjoined. Ex-
ample will demonstrate, .

-

* Several of the best Movements from this excellent Com-
position, are now printed in the Selection of Sacred Music
published at Birchall’s, by the Rev. Mr, La Trobe,
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CHAP. VI

OF THE PERIOD.
———
SECT. L—OF THE TONIC PERIOD.

Art. 580. A Period consists of one or more
Sections, occasionally interspersed with inde-
pendent Feet, Phrases, or Codettas.

Thus, the Air of God save the King (Art.
146, p..85), consists of two Periods; the first
Period contains one extended Section (Art.
562, p. 291), and the last, two regular Sec-
tions.

- 581. When one or more Periods are termi-
nated by a double Bar (Art. 130, p.77), they
are termed Strains, '

582, The Period always ends with a radical
Cadence, like the Section {some few instances
exccpted, Art. 424, p. 224), and answers to
the full stop (.) in language.

583. Those Periods which terminate with
the perfect Cadence, are, from their last Har-
mony, termed Tonic Periods.
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584, The following Example of a Tonic
Period, is taken from the third Sonata of
Pleyel, dedicated to the Queen.

r— A )
First and third Sections. .
sy D
. Wk
T ESi=E
=+ 1
A =] 3
L fpp
- —— =k 7 -

Cadence of the 2d Section. Cadence of the 4th Section.

This whole Period consists of four regular
Sections, and is distributed into eight regular
Phrases.

The third Section is a répetition of the first
by the Violin, while the Piano Forte takes the
Accompaniment. The fourth Section is similar
to the second in respect of its leading Phrase,
but differs in the final Phrase, by tcrminating
with the perfect Cadence.

585. In the Example above given, all the
transient Notes are omitted, and none but the
chief Sounds of the Harmony retained. (See
Art. 187, p. 107).

/




CHAP. VI, PERIOD. 301

586. As the Sonatas of Kozeluch are parti-
cularly distinguished by the regularity -and
clearness of their Rhythm, another instance of
a Tonic Period may be taken from his
Opera 21, Sonata 2, in A Mujor.

587. The second Seection consists of one
regular Phrase repeated; thus,

588. The third Section (with the omission of
the passing Notes) concludes the Period; thus,

'589. Many more Examples might be given
from the works of the Bachs, Vanhall, Haydn,
Mozart, &c. &c. since the variety of Periods,
in respect of their component parts, is as great
in Music as in any other language.

pd
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-

S8ECT. I.—OF THE DOMINANT PERIOD.

590, When a Period concludes with an im- .-
perfect Cadence (Art. 414, p. 218), it is term-
ed a Dominant Period.

An example of this Period may be found in
Kozelach, Op. 23, Sonata 1. _

A a

591. The second Section, being interwoven
with the third, is contracted, and consists of
three Measures only. (See Art. 565, p. 292).

2 L

592. The third Section is formed of two ex-

tended Phrases with one Measure repeated, and
concludes on the Dominant; thus,
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593. It is to be understood, that the terms
Tonic and Dominant, relate only to the nae .
ture of, the Cadence, not to the Modulation of
the Period.

594. It not unfrequently happens that a Pe-
riod, after modulating from the original Tonie
to its own Dominant, may terminate with an
imperfect, or even with a mixt Cadence, in the
new Key.

595. The final Chord, in this case, will be
the Supertonic of the Original Scale, made a
new Dominant *.

596. As the knowledge of Feet and Phrases
is very important, to prevent the bad Delivery
(Vortrag) of vocal or instrumental pieces; so
also the distinction of Sections and Periods,
gives the Performer an opportunity of length-,
ening or contracting his Performance at plea-
sure,

597. The following hints may be usefal, till
a more extensive Analysis of Rhythm can be
given. '

* * An instance of this termination of a Period, may be seen
in the popular Sonatas of Clementi, Op.29. The finst Period
of the first Sonata concludes on the original Supertonic E,
with the Major Third as a Dominant to the new Key A Ma«
jor, as a Medulation from D Major.

»d2
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-1, Every Section and Period may be re-
peated, provided the Codetta (if any) leads
back te the original Note.

II. Every repetition of a Section or Period
may be omitted, due care being taken to play
the last Codetta (if any) instead of the first.

III. Those Sections and Periods which con-
tain Solos for the Violin, Flute, &c. when not
practised with the Accompaniment, should be
emitted®; and the two sets of Sonatas by Ko-
zeluch, Op. 21 and 23,. will admit of these
emissions with great propriety.

IV. In all omissions of Periods, great atten-
tion must be paid, to make the harmonical
eonclusion of one Period agree with the har-
monical commencement of the next, and to
join the passages by their attendant Keys.

. V. The difficult Modulations at the opening
of the second strain of a Sonata, may be some-"
times omitted, for the sake of gaining time;
but every person who wishes to excel in Sci-
ence or Execution, will practise those passages
much oftener than any other in the Movement.

# Particularly where the Violin Melody is not inserted in
small notes, or in a separate line. When they are inserted, the
passages may be sometimes intaoduced on Keyed Instruments
with good effect.
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SECT. IlII.—OF THE INTERWOVEN PERIOD.

508.-As the Periods of modern Music are
distinguished by the accuracy of their phraseo-
logy (being for the most part regular) ; so those
of the old School are generally interwoven, and
the Casure Note of one Period becomes the first
Note of the next. )

The Fugues of Sebastian Bach are highly
celebrated throughout Europe, for umion of
Periods and eloseness of Harmony. '

599. The first Fugye . of his twenty-four
picces®, entitled Das wohltemperirte Klavier,
is formed on the following subject.

2
S g N N Y —-——
Rre— L TP~ e b— -
»

The first Period terminates in G Major, on
the middle of the tenth Measure.

The second in A Minor, on the beginning of
the fourteenth Measure.

The third in D Minor, on the middle of the
nineteenth Measure.

* First set of Fugues in all the twenty-four 'Keys, Major
and Minor.

pd3
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The fourth in G Major, on the middle of the
twenty-first, '

The fifth in C Major, on the beginning of
the twenty-fourth ; whence the sixth and last
four Measures conclude on the Tonic Pedal®. .

600. The third Fugue by Handel (Op. 3),
of two subjects iu B flat Major, contains a
greater number of interwoven Periods.

~

PR
. The first Dominant Period of two contracted
Sections ends on the Casure Note of the se-
venth Measure. '

The second on the fifteenth Measure.

The third on the middle of the thirty-first.

The fourth on the middle of the thirty-fifth.

The fifth (a Tonic Period in D Minor) on the
Cesure Note of the forty-fourth, &ec.

601. Another instance of a Fugue on two
subjects, much longer than this of Handel, is

® The Tonic Pedal of this Fugue is reallya Cods. Seea
copy printed by Mr, Diettenhofer, in the third Set of his
Fugues, published by Messrs. Goulding and Co.

~n
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that by Domenico Scdrlam', vol, ii. p. 62, on
the following Theme.

AR

602. All the Fugues in Handel’s Chorusses,
in his Overtures, in his Lessons, in his Violin
Sonatas or Trios, in the Symphonies to the
Chandos Anthems, &c. &c. are masterpieces of
learning and effect.

603. Among all the various methods of in-
terweaving the Periods of the Fugue, none has
more effect than that of making the Tonic Har-
mony of the final Cadence a new Dominant. .

This may be performed diatonically*, by
flattening the Third of the leading .Chord
(Art. 424, p. 225), or chromatically, by the
Modulation given in Art, 453, p. 246.

# This is the Clawsula Ficta of the older School, in opposie
tion to the Clausula Formalis, or perfect Cadence, See Fux
(Gradus ad Parnassuin), p. 155,
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Diatonically.

|
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The same effected chromatically.
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SECT. IV.—OF THE CODA.

604. The concluding passage of many Move-
ments, when it occurs after a protracted perfect
Cadence (Art. 423, p. 224), is termed the
Coda*, or final Period.

605. The length of the Coda may be various ;
in some pieces it contains several Sections, in
others merely a single Phrase.

606. The following short Coda from Haydn,
Op. 40, will serve as an Example :

A
& - N

r

Pimmenttraen

ﬁ.

. In this passage, the two first Measures of the
Coda might be omitted, without injuring the
Harmony.

607. When the Coda consists wholly of the
Tonic Harmony, the open or right Pedal of
the Grand Piano Forte, which raises the Dam-
pers, may be employed with good effect.

608. Instances occur in Kozeluch, Op. 40,

¢ In Modern Music, the Coda is generally preceded by a
long shake on one of the notes of the Dominant Harmony.



310 .IV. RHYTHM..

Sonata 1, in F Major, p. 11, and in Op. 41,
Sonata 1, in B flat Major, p. 9, where he uses
the term Aperto (open) for this purpose.

609. In foreign printing, the abbreviations
C. S. con Sordini, with Dampers (or Mautes),
S. S. senza Sordini, without Dampers, are

used for the same purpose. (See Woelfl’s So-

natas, Op. 27, Paris edition).

610. In Ancient Music, the Coda generally
occurs on the Tonic Pedal; and in Minor Move-
ments it is used as leading to the Plagal Ca-
dence (Art. 417, p. 220).

611. There is a style of Cuda peculiar to
Italian Bravura’ Airs*. (See the conclusion of
the Chorus in Haydn’s Creation, The heavens
are telling).

612. In Rondeaus, &c. the Coda is placed
as a separate Strain, with the term itself an-
nexed. (See Shield, p. 105).

613. But, to shew what great effects are de~
rived from this addition, after the last perfect
Cadence of the Movement has been heard, the
Hallelujah Chorus of Handel’s Messiah may

® The Harmonies of this Coda are five, the Tonic, Subme-
diant, Subdominant, Dominant, and Tonic. The Subdomi-
mant generally bmiu added Sixth, Art. 389, p. 202,
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be adduced. The last Section before the Coda,
closes the Period with the perfect or authentic
Cadence (Art. 418, p. 221); thus,

I

ol lf II._L

, and he uhall reign for ever and e - ver.

This is followed by a Coda on the Chords of
Subdominant and Tonic, concludmg with the
Plagal Cadence. :

TG AR
G|
Such were the simple, but sublime Notes,
which occurred to the genius of this truly great
Composer; and the Chorus in which they occur,

will ever remain a striking memorial of the
immortal talents of Handel,

END OF THE FOURTH AND LAST PART.
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How vain is man - 45
Hiilfs-ton - 64

Hush, ye pretty - 37
Hyperdiatonic - 245
Hyperoche - 121
Hypodiatonic - 191

1

Iambic Example - 268
Rhythm - 253
Iambus - - 265
I know that my - 269
I'll to the well-trod - 38

Imbroglio - 261
Jmmortal Lord - 214
Imperfect Cadence 218

———— Close - 76
= ~—— Concords 105
- Phrase - 276
Important Intervals 102

Index - - 75
Intense Diatonic - 122
Interpunctal - 289

Interrupted Cadence 220
Interspersed Semitones 109
Intervals - 85, 121

Interwoven Period 305
emememee —— Phrases 284
s —— Sections 292
In the battle - 139
Inversion - 100

———— of added Sixth 203

319

PAGE

Inversion of Dominant 215
s e Of DOminant

Seventh - 171

————— of Triad - 153

Inverted Intervals 101

=———-—— Sequence 228
————Turn - . 67
Irregular Seconds - 106
~————Cadence - 218
———— Czsure . 271
—— —— Modulation 186
——— —— Motions 158, 163
e« —— Phrase - 280

———— Sequence 234
~——— Transition 188
Is - - 50
Italian Coda - 310
Sixth - 239
J ' .
Jesus Christ is risen 87
Joys in gentle - 144
K
Key-board - 15
Key-note - 22
Keys - = < 128
Knot of the Fugue 284

Koch’s marks 276, 288
remarks - 278
Kozeluch, Op. 21 « 301
—— Op.23 - 302
——-— 0p. 40, 41 309
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PAGE
La Rachellina - 25
Large B - 59
Last Accent - 270
—— Flat - 140
«—— Sharp - 140
Latticed B - 50
Leading Note 125, 140, 160
Ledger Line - 3
Legato - 288

Leger Lines - s
Lesser Scale . 102
Letall the Angels - 283
Let ambition - 86
Let festive joy - 4
Letter H - - 57
Letter h - - 56
Let the bright - 83
Licences - - 236
Ligature - - 27
Limma - - 113
Lines beyond the Staf 8
Long Keys - - 15
Lord, remember David 145
M
Major and Minor - 90
—— Mode 7+ - 123
~— Third at a Cloze 221
~— Second - 22
—— Seventh - 98
~—~— Seventh with Ma-
jor'hird 169

rAGE
Major Sixth - 97
eeaees Thhird - o

Triad - 149
Make straight - 266

Mark of Repetition 75
— —=——— Restoration 57
———— Transposition 55
Measures - - 28
Medial Cadence 222

Mediant - - 186
e Motion - 162
Progression 163
- Sequence 227, 258
Melody - - 85
Melting Strains - 262
Mezzo Soprano - 13

Mi Bemol - 54
Mi, fa - - 24
Minim - 24

Minor Mode - 124
—— Scale - 128
—— Second - 91
—— Seventh - 98

—_— Sevt;.mh with flat
Fifth - 169

. —— Seventh with Mi-
nor Third 168
—— Sixth - 97
e Third - 93
——— Triad - 149
Mirth admit me - 26Q
Mixt Cadence - 220
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Mixt Measure 88, 259
Modes, Minor and Ma-

jor - - 123
Modulation - 154,159
from Major

Scale 179
e cmmemee from Minor

Scale 184
Mordente = - 66, 70
Morley’s Fifth and Sixth 208
"Mozart’s Duet in C 272
Duet in D 291
Op.11 - 238
Musical Cesure - 270
Close - 217
Foot =~ 264, 268
e Punctuation 276

N

Natural - - 56
Naturale - - 53
Natural Minor Scale 130

Scale 24, 101
Nellorror - - 172
Nine Crotchet TI'ime 36

—— Quaver Time - 87
—— Semiquaver Time 87
No, let the guslty - 83
Non nobis Domine 223, 286
Non vi turbate - 277
Notes - - 73
Now vanish - 282

(0}

Oblique - -
Line -
O clap your hands -

Octave - - 14, 99

O fairest of ten -
Of all the girls -
O had I Jubal's -
Old Graces -

O mirror of our -
Omission of Periods
e .— Of ROOts =

Open Pedal -

210

— of the Fourth 172
— of the Octave 175

310

Organ Point - 196, 236

Ornamental -

63

O the pleasures - 196, 297

O thou that tellest -
Our fainting courage
Our fears are now -
Our fruits, while yet
Our-lsmpid streams -
Overture to Esther <
e 80 Messiah =

P

Pallido il Sole -
Paragraph -
Partial Modulation
Sequence -
Partition - .
Partitura -

269

129
-~ 79

292
188

273
279
244
233
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Parts of Measures 255
Paming Notes 63, 106, 187
——— Shake - 66,289
Pauioge of Graun 262, 294

———— Haydn - 268
e Paisiello - 288
Pause - - 73
Pedal Harmonies - 236
Pedals - - 69
Perfect and

Cadence - 162

Perfect and Sharp - 98

Cadence - 218
Concords - 105
——— Fifth - 96
Fourth - 94
= Phrase - 276
Period - - 78, 299
Pha . - 81
Phrase - 78, 129, 275
Phrases in Harmony 278
Melody 218
e Of ROussean 279"
Piano Passages - 261
Pilgrim, by Hasse 262
Pioxs orgics = 57, 80
Pitch - - 87
Plagal - - 103
~— Cadence 217, 230
—— Coda - 811
—— Scales - 163

tin Chant - 22

INDEX.
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Pleyel, Op. 12 - 84
ist Sonata - 189
—~— 8d Sonata - 300
Point - - 81
Points - - 148
——— of Division 253
Point of Em. Bach 297
Polacca - 274
Polonoise - 274
Polyodic - - 83
Positions of a Chord 152
200

Postpositions -
Prall-triller - 66
Praise the Lord - 41

Prelude - 281
Preparation - 167
of added Sixth 204
Primary Intervals 95
Scales - 150
Principal - 108
e governing Nofe 139
Pregression - 159
[ ————— of Ramean 226.
Prophetic raptures 115
: visione N2
Proportion of the Breve 27
. of white

Notes, &e. - 27
« Protracted Cadences 294 -

Punetnation - 78,376
-Pyrrhic - 28 -
Pythagoreams - us
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Quadrum - 56
Qualities of Notes - 136
Quantity - - 264
Quarter Tone 58,109, 119
Quaver - 24

Qui diligit - 204,298

294

Quintoles - 40

Quintuple - 40
R

Radical Base - 151
~———— Cadence 217, 299
——— Harmony 201
——— partsof theScale 137
Rameau’s added Sixth 203
————— System - 151
Rasserena - 277
Red-cross Knight 295
Regular Clefs - 12
Motion - 168
eseeee Phrase - 275
Section - 287
Relative Attendant 162
Major - 184
~——— Major Key Note 137
——— Minor Key Note 137
a=ie— Minor Scale 131
Rendi °l sereno - 145
Repeat - 75
Repetition of Sections 304

; PAGE

Replicate - 250

Resolution - 174

———— of added Sixth 204
of Dominant

Inversions - 178

Rest, general - M

Restoration .- 60
Rests - - 46
Retardations - 193

Return, 0 God - 249
Rhetorical Accent - 44
~————— Termination 77

Rhythm - 252
Rhythmical - 289
— arrangement 228

[EUSS—— 7,V - 220
—— —c—termination 270
Rinforzando 44, 82, 261

Rondo - 75
Root - 151
—— with flat Fifth 239
RoundB . = 56
Rule of the Octave Us
S

Sally in eur alley 274
Scale of C - 22

F - 53

——— Fsharp - gy
—_C - 50
— G flat - 127
Scales - 123
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Scales with Flats 126
e With Sharps 124
Schuelle Fusse - 248
Score - - 4
Second - - 88

Secondary Intervals 95
Scales - 150

8econd Flat - 58
———Sharp - 51
e ‘Time - 297
Sectian 78, 129, 279, 287

See the conguering - 10, S0
See the tall palm - 141
Segno - - 75
Segue - - 83
Semibreve - - 27
Semicircle - - 80
Semicolon - - 288
Semicrome . - -, 88

Semiquaver - 26
Semitone - - . 2
Senza Sordipi - 310
Septenaries - 14
Septimoles - 40
Sequences - 226
Sequenceof Sevenths 201,226

—- Sixths 171
Series of C - 14

Sesquialter Chromatic 122
Seven Clefs =« - 90
—— letters , - 5
Seventh and Ninth 195

PAGE
Sforzato - 44
Shake - 64
Shaked Graces - 61
Shaked-on Dominant 809
Sharp - - 49

—— Fourth - 95 99

—— Third . - 94
Si-Bemol - 54
Si Do - 24
Stgh no more - 265
Signature - 55, 127
Signs of Quantity 266
Similar Notes - 9
Simple Feet - 264

—— Measures 252

—— Sequences - 230
Since first I saw - 265
Single Bar - 76

~——— Cross - 58
Sin not, O king - 76
Six connected Scales . 134

— Crotchet Time - 34

— Feet Sections 290
— Quaver Feet 269
— Quaver Time 34, 258
Sixth Flat - 126
—— Sharp - 125
Skips - 104
— of Melody 86
Slide - - 71
Slur - 27, 80

Small Octave - 15
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Smooth Graces - 61
Soft B - 52
== Chromatic 111, 122
= Diatonic - 192
Softly rise - 228

Softly sweet - 139

Solfeggio - - 24
Soprano Clef - 12

8o shall the lute - 27
Sound an alarm - 34

Space - T2
Spondee -- 265
Spring - - 71
Square B - ' 56
Senza Sordini - 310
Staff - - 1
Stem - - 2
Streams of pleasure 108

6trong parts of the Bar 41
Stroke through a figure 155,

171

Subdominant 186, 140
et —— dlivision 108
Subject in Phrases 283
Submediant - 137
Subordinate Scales 135
Subsemitone -, 187
Suybstitution - 215
Successive Fifths 107
Superdominant - 138
Supertonic - 138
———— Root 206

PAGE
Supertonic Sevenths - 206
Supposed Basses 153
Supposition - 196
Suspended Notes - 167
Suspension 167, 187, 200,
Sutonique - - 188
Sweet bird - 118
Syllable si - 18
Syncopation 45, 187, 201
Syntone Diatonic 122
T.
Tablature - 15

Temperament - 12
Tempo Buono - 41 .
d'imbroglio 261

Tenor - - 6
e Clef - 11
—— Violin - 10
Tenth - 89
Tetrachord - 21

The enemy said - 89
The Rocks shall leave 146,282,

285
The heavens are telling 310
The people that - 139
The people shall - 210
Tke raptur'd soul - 410

The smiling dawn 42
The youth inspir'd 143
Thesis - 256
They loathed - 18
Thirteenth 210; 237
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‘ThreeCrotchet Time, 33, 258

Three Inversions - 171
—— Minim Time - 96
—— Motions of Radi-
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~— Positions - 158
o Quaver Time 38
Thus saith she Lord 189

Time - - 25
‘Times - 29, 76
e Of Measures 257
Tone, Interval - 20
‘Toniccum Chromatie 116,152
Tonic - - 136
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—— Minor Scales 182
—— Pedal - 196
—— Pedal Note 286
—— Period - 299
- Section - 287
To vanity - = 115
Transition - 167, 187
Transposition - 183

‘Treble - - 5
‘Tremando - 72
‘Tremolo - - 72
Triad - - 148
Triller - 62
Triller, Kette - 65
Triple - - 32
—— Subdivision 40
‘Triple Time - 32

Triplets - - 38
’I‘rioles - - 9
Trite - ‘e 52
Tritone - 52, 95
Trochaic Example 268
———— Rhythm 253
‘Trochee - 265
Tu ad liberandum 298
Tune - - 20, 85
Tuning - . 190

Turk’s Mark - 289
Tarn - - N
Turn nof, O queen =~ - 113
Twelve Modes 23, 108

——— Quaver Time 384
Rules - 157
Twice marked Octave 17
Two Crotchet Time, 31, 260
Two Inversions of Triad 153
Tye - 27, 79

U

Uncommon Chord 153
Unequal Time - 82
Union of Phrases - 284
Thirds - 209
Wnison - 90, 174
Unity of Melody - 198
Unnecessary Skips - 158
Up the dreadfid - 192
Ut di¢se - - 51
Ut, re, mi - 18




Variation -

«———— of the Tonic

Harmony -
Va speme C -
Verdi prati | -~
Viola Clef -

Violin - -

~— Sections .
Violoncello Clef
Veocal Music -
Vo solcando -
Vouchsafe, O Lord

w

Waft her, Angels
Waltz - -

Ff2

,

INDEX. 827
PAGE
PAGE | wWalze . o7
134 1 ypur he sung - 75
Waving Line - 72
272 | weak parts of the Bar 41
36 1 pPelcome as - . 43
38 | e praise thee - 138
9 | What passion - 1
89 | 2hen warlike 80, 141
504 | White Keys - 18
R —— Notes - 2
18 | whither, my love - 259
197 | wie stark - 248
249 | pPretched lovers - 293
z
1038 ]| Zadock the priest 221
280 ! Zusammenschlag 69






MUSIC

PUBLISHED AND SOLD BY R. BIRCHALL,

Piano Fortc Mu.n'q.

D e

ArvoLp’s Prog. Lessons, Op. 12

Asioli’s 3 Sonatas, Op. 8

NEW BOND STREET.

Beethoven’s Trios, Op, 1, No. 1, 2, and 8; each
3 Sonatas, Op. 2

Bach’s 5th Sonata, Op. 5
—— 4th and 6th Concertos, Op 18, each

Beale’s 1st and 2d Sonata, each

Burrowe’s Sonata, Op. 4 :
1st, 2d, and 3d Sonatina, each

Cramer’s

3 Sonatas,
2 ditto,
3 ditto,

Op.7
Op. 8

Op. 18, and 29, each
Ff3

~——— Grand Trio, Op. 11 - -
e 3 Sonatas, Op. 12 - -
p—— 2 ditto, Op. 14 - -
—— 1 ditto, Op. 17 - -
~——e— Variations Op. 35 - -
v Serenade Op. 41 - -
— 2d ditto - - -
s Sonata, Op. 47 - -
— 2 ditto, Op. 49 - -
~— 1 ditto, Op. 96 - -
e Grand Trio, hOp. 97 -
—_— Symphony in A, O .98 -
— —— B):t‘:le Sinfi yoma P -
~——— Andante - - -
=== Rondo, inC - - -
ditto, in G - -
-':\_ Airs with V'matxons, No. 1 to 8, each
ditto, No. 9, and 10, each
ditto, No. 11 to 14, each
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2- Music publisked ond sold by R. BIRCHALL.

Crames’s 2d Concerto, 16 - - -
8d ditto, gg. 26 - -

Quartett -
&edncated to Miss Smlth) -

dmo, Op 36, and 42, each

ditto, Op. 46 - .

ditto, No 1, 2, and 8, each . -

Military Sonata and Parody, each

1st and 5th Divertimento, each -

2d, 4th, and 6thditto,  each -

sd ditto - - -
Serenade - - -
8d Original Air, Variations .

« 11 villan,” ditto - -
Grand March - - -

Military Rondo -
Rondos, &c. No. 1, 2, 8, 11, and 12, each
ditto, No. 3, 5, and 'I, each
ditto, No. 4, 6, 9, and 10, each
Clemenu s 6 Sonatas, Op. 2, 4, and 25, each
3 ditto, Op. 21, and 22, each
Corelli's 12 Solos, Op. 5 -
12 Concertos, Op. 6 -
Crotch’s Concerto, No. 1 -
ditto, No.2 = -
ditto, No. 8 -
Fugue,  No.l )
ugue, 0. 1 -
Prgl‘:lde and Air - -
¢« Milton Oysters” - -
Feast of Erin - -
Roses and Lilies - -
Terpsichoread - -
Serenade < -
La Biondina Pensosa
_ La Giorgiana, and La Carolma, each
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S Sonatas, Op. 12, and 25, each

8 ditto, Op. 14 -

Concerto, Op. 15 - -

ditto, Op. 22 - -

Sonata, Op. 24

Sonata, Op 37, (by Cramer)

PeMonti’s Sonatas, . 28,

Sonata, Op. 29, 30, nd 81, each

R 6 Easy Sonatas, Op. 82 - -
— Vanauons to ® Begone, dull Care”
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Music published and sold by R. BIRCHALL.

Eckard’s Variations to % Marshal Saxe’s Minuet®

Ferrari's Sonatas, Op. 10, and 28, each -

6 ditto, Op.19 - -
8 ditto, Op. 25,and 389, each
8 ditto, Op.43
1 ditto, Op.38
8 Trios, Op.40

- Concerto, Op. 41
ditto, Op.45

[T

48 Preludes, Op. 42 - -
Scene - - - -

— Russian Air, and Cosaque Danse, each
Fiorillo’s 3 Sonatas, Op. 38 - -
—— —— Op.40 - -

Duett Concertante, for Piano Forte and
Violin (or Flute) Op.89 -
Hornpipe, arranged by Cramer - -
6th, 9th, and 19th Divertimentos, each -
6 Pieces from Cosi fan tutte, Book 1 and
2, each - - -
5 ditto from La Clemenea di Tito, Book
1 and 2, each - -
8 ditto, Le Nozze di Figaro, Book
1, 2,8, each - -
16 ditto, . 11 Flauto Magico - -
- 16 ditto 2d Set, Book 1, and 2, each -
18 ditto Il Serraglio, Book 1, 2, and 8, each
ditto I Don Giovanni, Book 1, 2, and 8, each
Variations to Se al Volto, with Flute Obligato

T

Gelinek’s Airs, with Variations, No. 10 - -
Nos. 1,2, 3,4, 5,6,7,8,12,14, 16,17,
——— 18, 23,24, 30, 34, each -
Nos. 9, 11, 18, 15,20, 21, 22, 25, 26,
27,28, 29, 81, 32; 88, 35, 36, each
— No. 19 - -
e e §oONatina - -
Haydn's Beauties - -
——— 4 Sonatas 5th Set - -
6 ditto, Op. 14, and 17, eac| -
——— 3 ditto, Op.40 - -
e 8 ditto,. Op. 41 -
——e—= Passions, Op. 45 - -
Sonata, Op.89 -
e 6 Sonatinas, by Haigh -
———— Airs in the Creation, by André -

——— Capriccio

|
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4 Musia published and 00ld by B. BIACHALL.

s Sonata, from Corelli’s 8th Concerto
= Divertimento, with ¢ Fairest Isle”
= Sonata, with ¢ Viva.tutte” -
e ditto to Miss Bain

Horsley's Sonatlllnaa, and Euy Leuom, Op 2 and 5,}

Himmell’s Sonata, with « Rule Britannia® .
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l-ﬁydn‘o- Qveﬂum, No. 1to 6, each - -
. No.7to 12, each - -

ngh Sonam, Op, 26, No 1, 2. and 8, each -
wseme— -3 Serenatas, Op. 40 - -
e 12 Preludes, 1st Set - - -
——— .12 ditto, 2d ditto - - -
Concerto from Handel - - -

e —— Polonoise - -

Hz.ndel‘o Lessons, 1st and 2& Sets, mh - -1

e 12 Selected Overtures - " e B

e Concertante - - - -
6 Concertos, 1st Set - -

Jager's Polonoise, No. 1, and 2, each -

~ Theme, Variations - -

~—— Rondo - -

Kozeluch’s 3 Sonatas, Op. 34, 87, and 43, each
———— 3 ditto, Op. 48, 49, 51, 52, 53, each

~———e—— 3 ditto, Op.50 - -1
~———— Sonata, Op. -
~———— 12 Pieces ngered. Op. 42 -
eomme—— 3 Capriccios, Op.44 - -
Concerto, Op.45 - -

Kalkbrenner s 5th Fantaisie
Kiallmark’s Variations to « The H.mdoo Gu-l’t Song”

Latour’s lst and 2d Sonatas, each - -
—~—— Scene - -
= 1st and 2d Serenades, each - -
e Imitations - -
Bon Jour, and Bon Soir, each - -
———— Variations on Sul Margine -
—— Mamma mia - -
La mia crudel - -
O Dolce concento -
- = Pauvre Jacques -
Lieber Augustine -
~——=————e———— The Nightingale -
emmee ——— e Life let us cherish ' -
‘Two Spanish Boleros -

—
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Music published and sold by R. BIRCHALL.

Latom- s Military Concerto - - - ~ -
2d Concerto - - -
Sonata ¢ La Coquette” -
@ Divertimento “ Hillsboro’ Ca.sde" -
Pas seul in L’Epouse Persanne -
Lord’s 6 selected Sonatinas - -

Mozgart’s 3 Sonatas, Book 1st
—— 3 ditto, Op. 2 Book 1st a.nd ad, each
——— 8 ditto, Op. - - - -
6 Pieces, k 11 - - - .
s 3 selected Sonatas - - -
——— Fantasia, Op. 11 -
~———— Airs, with Variations, No. 1 to 21, each
Rondo, No. 40 - -
Mau s Progressive Sonatinas, with Exercues -
—— Exercises, separately - - -
Moser’s Polonoise, No. 1, and 2,each - -

Nicolai’s 6 Sonatas, Op. 3, and 11, each -
Nick’s Divertisement, with ¢« Care, thou canker”

Pleyel’s 6 Sonatas, dedicated to the Queen -
——— 2 ditto, Op. 7 -
8 ditto, Op. 21 and 23, each -

2 ditto, Op. 70 -

——— 14 Sonatinas, 1st and 2d Set, each
—— 18 ditto, Sd Set - - -
——— Concertante - - - -
wwme— Sonata in B - - -

Rimbault's 1st, 8d, and 4th Military Sonata, each
————— Sonata to the Rev. C. Macarthy -

ditto, with ¢ With low] g suit”

—— dxtto, with « Cherokee Death Song," Op.

—————— 12 Sonatinas, 1st and 2d Set, each
e——— 2d Divertimento -

— Trio, Op. 7, arranged for one rformer

Ries’ 8th, 9th, 10th, and 17th Sonatas, eac! -

Steibelt’s 2d Sonata, from Op.
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e~ Storm Concerto, Op. 88, without Accompa-} 6

niments -
——— 12 Divertimenfos, Op. 38 - -
ommeeme 3 SOnatas, Op. 39 - -
——— 6 ditto, Op. 50 - -
—— 8 ditto, Op. 51 - -
— D di“o, Op. 67 - -
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6 Music published and sold by R, BIRCHALL.

8.
Steibelt’s 3 Sonatas, Op. 75 - - - 8
—— 8 ditto, (progreluve) - - -5
Romance loas . - - 2
— o % Les Papll " - - - 3
——— Pastoral Rondo - - - - 8
———— Turkish Overture - - - 3
~—— Fantasia - - - - - - 4
Schroeter’s 6 Sonatas, Op. 4 - 10
———— 8 ditto, Op. 6, Bookhtaadﬂd each 7
Soler’s 27 Lessoms - - 15
Scarlatti’s 30 ditto - - - - - 15
Viotti’s Concertoin B - - 6
Voa Esch’s latandedDuemnmm, e:ch - -8
————— 8d ditto, Op. 17 - - - - 4
Ho! and Air - - - 8
~———— March, Air, and Pastonl - -2
Le Captif - - - -2
—esen Liberation - - - 2
Grand Sonata, Op 18 - - - 5
4th Divertimento - - -2
P Camp - - - - - 4
Winter's Rondo - - - - - 2
'Wmaneck s ditto - - - e e - 2
Wesley's (S.) Sonata - - 2
Woglfl’s Variations on an “ An’ in Une Folie” - 2
—— Grand Sonata, Op. 50 (“Le Dlable 3 quatre™) 5
Concerto, Op. 64 - - 10

Opera Ballets, &c. ‘
Alonzo and Imogme, Bossi - - - 8
Anacreon, Mortellari - =10
Borea e Zeffiro, - Ferrari - - 6
Des Quatres Nations, - Bossi - - 5
Figaro - Venua - .- =8
I Contadini Tyrolesi, -  Ditto - - 6
Katchell, - Fiorillo - - 8
La Belle Laitiere, ~ = Steibelt - - 10
Le Retour du Zepbyr, Ditto - -5
La Fille Sauvage, -~ Mortellari - - 10
La Dansomanie, Latour - - 8
La Ritrovata Figlia dx Ottone 11, Kozeluch -7
La Féte Provengale, -  Venua - - -5
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Music published and sold by R. BiRCHALL. -

) &
Le Mariage Secret, Fiorillo - -10
Ossian, ou les Bardes, Ditto - -10
Pietro il Grande, Venua - - - 8
Psyche - - Ditto - - = 8
Spanish Divertisement Ditto - - - 2
Scotch ditto - Guglielmi - - 6
Zelise Venua - - 6

Dhuetts for Two Performers on the Piano Forte,

Beethoven’s Op. 6 - - -

«———— 8 Marches, Op. 45 - - -

Symphony in C - - -

-~ Polonoise - - -

— —_ Concertante - -

Bland’s Periodical Collection, No. 1 to 31, each -

Cramer’s Duetts, Op. 33 and 50, each -

Clementi’s —— Op. 6 - - -

Colizzi’s 3 —— O - -
Callcott’s (Dr.) 5 C| orusses from Athaha -

Fiorillo’s, from Le Nozze di Figaro -
Il Don Giovanni - - - -
- 12, from Il Flauto Magico - -
~- second Set, Book
1 and 2, each
~——— with ¢ Deh prendi” - - -
e st ¢¢ S 2l vOlt0” - - -
Handel’s Chorusses, adapted by Hangh each -
Haydn’s Overture in D -
G - - -
—— e No. 1,3, 4, 5,10, 2and 12, cach -
No. 6, 7, 8,and 11, each -
~———— Duett from a Quartett - - -
Haigh’s Duetts from Mac eth - - -
~——— with % Vedrai carino” - - -
¢ Lewie Gordon” - - - -
Jomelli’s Overture and Chaconne - - -
Kozeluch’s Op. 4 - - - -
———— Op. 8, 19, and 29, eacb - -

Latour’s 2 Duetts, from La Dansomanie, Book 1 -

Book 2
La Belle Laitiere, Book 1
. and 2, each -
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Latour’s Duett, with ¢« O Dolee concento”

Mozart’s Op. 3, No.1 and 2, each - -
~———— Op. 8, and 16, each - - - -
Op. 14, 24, and 41, each - -

~—~——e=— by Hullmandel - - -

Overture Lodoiska, (Kreutzer's) - - -
——e=teme ——  (Cherubini’s) -
Heary 1IV. - -
——— Artaxerxes - - - -
Occasional Oratorio - - -
~———— Esther - - - -
e Samson -
Iphigenia, and the Tno -
Egmont - - -
—————— Cosi fan tutte - - -
———— 1l Don Giovanni -
11 Direttor della Commedna - -
———— 1l Serraglio - - -
————— ldomenéo - -
—— —— Le Nozze di Figaro - -
~——e— La Clemenza di Tito - -
— Zauberflote - - - -
Pleyel’s 8 Duetts, (())p. 20 and 22, each - -
1 p. 7 - - .
Rimbault’s Ist, 8d, 4th, and 6th Mxhtary Duettl, eac&
Trio, Op. -
e 3 Easy Duetts, Op 18
— 8 Duetts, fromn Storace’s Airs, Bk 1& 2, each
8 ditto, from Haydn and Mozart, Book
1& 2, each - }
Rauzzini's 8 Duetts, Op.12 - - -

Smith’s 8 st Set - - - -

Von Esch’s Divertimento, Op 14, (Hn.rp and Flute
Accompaniment) -

Webbe’s Duett - - - -
Woeelfl’ s 8 Airs from Cosi fan tutte - -
Organ Music.
Bach’s (Seb.) Preludes and Fugues by 8. Wuley,
Books 1 to 4, each .12
Crotch’s (Dr.) Fugue, No. 1 - - - 2
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Overture and Chorusses, &c. in thé following Orato-
rios, &c. by Handel, arranged for the Organ or

Piano Forte, by Dr. Crotch.

No. 1. Esther - -

2. Deborah - - -
S. Athalia - - -
4. Acis and Galatea - -
5. Alexander’s Feast - -
6. Dryden’s Ode - -

7. lsrael in E - -
8, L’Allegro ed lPemeroco -
9, Saul - - - -
10, Messiah * ' - - -
11. Samson - - -
12. Semele « - -

Vocal Music.

dtalian Operas.
Atalida, ‘ Guglielmi
Cosi fan tutte, Act1 and 2 Mozart, each
Elfrida, Paesiello
G’ Orazi ed i Curiazi, Cimarosa

11 Flauto Magico, Act 1 and 2, Mozart, each
11 Don Giovanni, Act 1 and 2, ditto, each

11 Serraglio, ditto -

11 Direttor della Commedia,  ditto -
Idomenéo, Act 1,2, and 8, ditto, each
LeNozzedi Flga.ro, Act 1& 2, ditto, each
La Clemenza di Tito, ditto -
La Didone Abbandonata, Act 1 & 2, Paer, each
La Scommessa, Guglielmi
Pimmalione, B. Asioli
Romeo e Giulietta, Guglielmi
Sidagero, ditto -

Italian Canzonets, &c.
Asioli’s 12 Duetts - -
Duetts, Op. 10, l', and 14, each
e ] Notturnos, &c.
La Partenza
Arietts, &c. Op. 5,9, and 11, each
e Cantata (I Nome) -
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Biggs’s 6 Duetts snd 3 Trios -
6 Canzonets - - -
mnWMGmeuh - -
~————— 6 Ariefts, lst, 2d, and’ Srd%u, ach
—=—————"6 Notfurnos, 3 voices
s 3 ditto, ~ 2 ditfo -
———— 6 ditto, ~ 2 ditto
—— 6 Duetta, 9d and Srd Sets, mh
———— 9ditto, 4th, ditto " -
Crescentini’s 12 Arietts
Cherubini’s La Liberta, Book ht and 2d each
———— 2 Canons and 2 Duetts -
e —— and Péder’s 2 Canons Te
Ferrari’s 12 Arietts, dedicated to Lady Hampden -
i 6 Arietts, &c. dedicated to Lady Forster -
@eme= 6 Notturnot, &c. to Miss Cornwallis  «
6 Duetts, to Miss Williams -
m———— 6 Arietts, to Miss Hyde -
6 ditto, to Madame Jacobi -
4 Canzonets, &c. to Miss Stuart Wonley
w6 Venetian Barcarole - -
~——— 5 Scotch Air, and Rule Britannia -
~——— Capi d’Opera, being a Selection from Padre
artini, Durante, and Marcello
e 6 new Canoms, to Miss Hervcy- -
12 Duetts -
~——— Cantata, to the Duchess of Devomhxre
~——— 6 Canzonets, to Lady Campbell
——— ¢ ditto, to Mrs, Hamilton -
—— 6 ditto, to Mrs. Bllhng'wn -
——— Dieci Canowi
——— Il Tempio ‘e -
QGuglielmi’s Otto Terzetto - -
Ha)dnt Cantata (* Ariana a Naxos”) -
HMandel’s 18-Chamber Duetts, and two Trios
Kozeluch’s 12 Arietts, Op. Sl - -
Mozart’s Requienr ’ -
Marchesi’s 6 Arietts
Millico’s 6 Sengs, Book 1st, 2d 8d,and 4th, each
Mazndini’s 3 Canzonets
Martini’s 3 Canzonets, and 3 Dueta
Pacsiello’s 2¢ Duetts - -
Pergolesi’s Stabat Mater. -
Paer’s Cantata .. -
~— G Arictts o < - .
w— 6 Duetts = =~ - - -
—— 6 ditto,. 2d Set -
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. & d
Sterkel’s 3 Duetts and a Notturno - - 'g 6 0
~—— 3 ditto, Op. 6 - - - 05 0
o 6 Arietts - - - - 05§ 0
Six Sicilian Airs - 0 6 0
Venetian Airs and Duetts, Book I to IV. exch 0 8 0O
‘Winter’s 6 Canzonets, 1 Duett, &c. - o8 O
e 9 Canzonets - - - 0o 8 0
e 8 Cantatas - - - 0O 8 ©
English.—Saored.
s

Bland’s Divine Music; Vol.1 and 2, bound,.each 1 4 ©
Croft’s (Dr Anthems, Veol. 1 and 2, each - -2 3 0
Calicott’s (Dr.) 6 Sacred Trios - - « 07 &
Collins’s Ode on the Passions, by Dr. (‘ooko -1 1@
Galliard’s Hymn of Adam and Izr — - 015 0
Greene’s (Dr% Anthems, Vol. 1 and 2, each -2 20
Garth’s 80 Collects - - 07 €6
Latrobe’s 6 Airs - -0 7 6

= Selection from the most ermncnt Com~

posers of Germany and !&aly, No.1 >0 8 6 .
to 36, each

Oxford Chapel Hymns - - = 0176
Purcell’s Te Deum and J ubllate - - 0 8 0
—-— = Anthem, “ O give thanks” - - 0 4 0
‘Webbe's 12 Anthems - - 7 - - 0 8 O

Oratorioa, Operas, &c.

Israel in Egypt (not in score), Handel - 07 6
Messiah . (ditto , ditta - 010 6
i\;dn:ir:lpnon (in score 4 dntto . £ 2 0
‘s Songs, Duetts, an l rios (in score), Vo s,

lg;’, and 3, each ¢ ) 015 0
The Beauties of Purcell, by Dr. Clarke, Vol l 1 5

and 2, each’ 50
Artaxerxes - - Arne - - 010 6
Bonduca - - Purcell - 0 4 0
Camp - - Linley - 0 5 0
Duenna - - - - 010 6
Lovein a Village - - - - 010 6
Midas - - - - 0O & 0O
Macbeth - - Locke - 0 6 O
Padlock - - Dibdin - 06 O
‘Tempest - Purcell, Arne,and Davy 0 12 0
Biggs’s G Songs - - 07 6.



12 Music published end sold by R. BiRCHALL.

‘ L &
Callcott’s (Dr.) 4 Songs - - 0 5
Clarke’s (Dr.) 6 Canzonettas, 2 voices - 0 7
Graeff's 6 Songs - - 05
Havdn’s Canzonets, 1st and 2d Sets, each 0 7
Kinf'c 3 Original Canzonets - - 08
Linley’s (W.) Songs - - - 010

Glees, &c.
Bland’s Selection, Vol. 1 to 6, bound, each - 1 4
Cooke’s (Dr.) 9 Glees - - - 010
(Robt.) 8ditto - - 010
Callcott's 4 Glees - T - 0 5
—— 5 ditto - - - o 7
e 6 dlitLo - - 0 7
5 ditto, Op. 12. = - 07
Horsley’s 1st Collection - . 012
ditto e - 0 10
6 Glees - - o 7
Knyvett’s Prize Glees - - 0 10
Webbe’s 6 Airs from « Beggar’s Opera,” harmonized0 3

Treatises, &ec.

Aprili’s Italian method of Singing - 0 10
Ferrari’s 10 Solfeggi .- - [
Hook’s Guida di Musica - - 0 5
Hullmandel’s Instructions for Piano Forte 0 1%
Jousse’s Theory and Practice on the Violin 11
Mayer’s Instructions for the Harp - 0o 8
Rimbault’s ditto for the Piano Forte - 05
Webbe’s “ L’amico del Principiante” - o 3
~— 42 Vocal Exercises for two Voices o 6
Lordoa: Fiirted by B. MitMiilan,
Uow-Street, Cor enteGarden,
G
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