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ADVERTISEMENT.

Aty

e

THE icferting of the names of the fublcribers for this compilation was intended ; but the unexpected addition of
a number of pages more than at fuft promifed, muft apologize for omitting them.

From a former propofal it was defigned that the work fhould appear in fix monthiy rumbers ; but, from the advice of
literary patreus, in addition to the probability of meore direCtly benefiting perufers, it was thought beft to publifh the
whole in one volume.

Thofe gentlemen, who have encouraged this publication, cither by their friendly fuggeftions, or liberal fubfcriptions,

are entitled to the moft grateful acknowledgments.
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MANY American votarics of jacred mufic, have long fince expreffed their awi es Jor a comperdium of the gexuine princi-
ples of that feience. At the prefent period it becomes neceffary that greater attention be paid to every mean for improving that
smportant part of divine worfbip, as good, mufical emigrants are daily feeking an afylu in this country.  Particular advice
and encouragement, upon ihis fubject, has lately been grven by literary and eminent charaélers.

Thefe circumfiarces induced the fubfiribers to affociate and prepare for this publication.

A compilation was judged more eligible than the tranflating, or republifbing of auy, particular treatife, efpecially fince the
Plan of fuch treatifes is geucrally prolix, and more direétly defigned for improving the fludent of inferumental mufic.,

Wuth refpect 1o the feleclion of mufic, it iy neceffary to edferve, that fevcral of the pieces were not originally compofed for facred
words ; they were chofen and adapted for furnifling a variety of flyle from the moff modern compofitions.
Thomas Willians' Collection of Muficy from which feveral tunes were taken, was publifbed in Eondon, 1790,
The merits of the waterials, ¢xbibited in the fullvwving introdullion, being unexceptionable, the editors have only to awift
that their plas and choice may meet a%probation, and become ufeful,

Ry al
) ,/((IJZ‘L:f//‘nr)z,,

Chaleftawn, Massacuus Lo s, Felruary, 1795, el ‘7’/;//70/(
el SCol yoke, -
(Olicrer Tl
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INTRODUCTION.

The Theoretical Part of this Publication is compiled from the following Works.

ELEMENTS de Mufique Theorique et Praltique eclaircis et {implifies par M’D’Alembert,
Dictionaire de Mufique par J. J. Roufleau.

Allgemeine Theorie der Schoenen Kunfte bey Johann George Sulzer.

Treatife on the Art of Mufic, by W. Jones.

An Effay on mufical Expreflion, by Charles Avifon.

Treatife on Counterpoint, by John Jofeph Feux.

Elements on Thorough Bafs and Compofition by Dr. Edw. Miller.

The Extracts from the aforefaid Works are arrranged in the following Order,

P A R T L
| THEORETICAL OBSERVATIONS.

Cuap. 1.—=Of Notes, Intervals in General, Confonances and Diflonances.
Cuap, II.—Of the Diatonic Intervals.
Cuap. III.—Of the Chromatic Intervals,
Crap. 1V.—Of the Enharmonic Intervals.
Cuap. V.—Of Bafs; the Fundamental and Continued Bafs.
| Cuapr. VI.—On Chords and Thorough Bafs.

APPENDIX to Cuap. VI.—Of the Undergoverning Chord and of Chords by Suppofition.
CHap. VIL.—Of Counterpoint,
CHAPp. VIIL.—-Of Cadences.

P A R T | I1.
THEORETICO PRACTICAL OBSERVATIONS.,

Cuap. 1.—Of Time, Accenting and Syncopation.
| B Cuap. II.—On Singing.
APPENDIX to Cuar, IL—Containing feveral Progreflive LefT 15 on Singing.
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THEORETICAL OBSERVATIONS.

CHAPTER L
Of NoTEs and INTERVALS in General.
SECTION 1.

T is, at the prefent day, agreed that there are, in Miific, Teith-

R er Inftrumental or Vocal,) twelve different Seimitones or
Notes, each of which is a half tone diftant from the next pre-:
ceding, or fucceeding.
Obfervation.—The cxpreflon of a kalf tone, {ihough apparently problemati-
cal) may be clearer fromn the idea, that any femitone, confidered in its own in-
dependent ftate, has an cqual chance of vibraungr with the next higher, or low-.
er {cmitone. |
SECTION 2.

THE 12 mentioned femitones dre named by 7 letters in the;
following manner, | |

ll 20 60 7. Ro 9. lo. lxo xg.
A S e oo = m— cnand hake o . g v — ’ -[—'-q*“ 1—"*1" '—"*-""-.q o oy
~ -—-1--.1 s | L. o -.-1)---— =]~ -y - —
Ay et {1t - ——qy- = +1- +-p-
5 2 9 o T [i:j:ﬁdlzﬂ::::!ff-;..:::__: xe- “EEE:
C, C)ﬁ(orbb, D,‘D,},’(orﬁb, ¥, F, F)}g‘o:(}b, C, (J;%or.ib’ ‘A, A}Xuﬁlb, ‘B,

Objerwvation 1. Every oné of the .12 named femitones is equally entitléd toa
refpedive place, in the diatonic feale 5 in other words, there are twelve differ-
vt pirches, or oétaves.

Oly. 2d. In fome inftances, (as will appear in the following) L and B are
{harped, and F and C are fatted. ) |

The cafe is, that whem e. . I is fharped, then Fis alfo tharped ; notve, where-
as the 7 letters ferve to nume the feven different parts of the oétave, KX mutt

not Lenamed T ooateeal, beeaufe then here would be, in that octuve, two ooter |

B

under the name of F, and none undér the mame of E : It is befide imple and

| proper to name ‘the note, either tharped or flitted, or qot, by:the nam: Jf its

-

place in the ftave, |
04f. 3d. ‘It is evident, that the feven mentioned letters, by adding, when.ne-

| ceffary, the word dharp, or flat, are fufficient to denominate any refpedive past

in the 12 differentvétaves ; thus in the pitch,wor-o&ave.of C, D is.the lecoad,
Il the rajor third, F the feurth, &c. and in the.pitch, or oQave.of C¥, DX s
the fecond, E3% the major third, and I'X the fourth, &c.

N.:B. ‘But far fmaller, if hardly any, are the commeon.purpefes of fa, &, la,
mi, of which morcwill be explained, in-the theorstical praétical obfervations.

- SrcToN 3. |
AN Interwal is.the diftance from one note’to another, either

!'when fucceeding onc the other, or when afually-conjunéted.

Al Intervals are either Confanances, or ‘Diffondnees.
SeEcTIiON 4. | |

CONSONANCES, (or concords) areallthofeintervals, which
can agree together, and be devivetd ffom the natural vibration
of a fundamental'note.

OMervation 1. It 1s allowed, that founding e.g. g:_‘; -— on:a Bafs Yio},
or on any inltrument, capable of vibration, the $&--—-—.keen ear willin
that found, perceive feveral other founds, inan ex- —- tent of three cc-

taves, in the following order. “o-
[’ -——_—._—ﬂm—---—-q~1-———d ————
.ﬂ-—d-—- . e — o —, P————
——— —— — —LE«“ et
o —F—— - N. B. All counting to be
Yy rindo oo madeupward -
'.-»b... - e 3 >
! e gy Wiy, wo - - ‘
-——_”"-..—’m-‘--' vl g oa Ay - B I e Y B T ] '
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Y. 2d. A ocd ear antivipates, in any given tone, (of the notes, within

the compafs ol the Bafs and Treble Rave) a rifing and falling §th 5 but it muft
hmotxced thaz the xi!mgt gth never vibrates another sth, and thut the fali-
uy' gth is not a matural vibration, becaufe by vibration is meant higherfounds,
ariginating from the lower ones.
Olf. 3d. From the preceding, it appears, that there are feven mufical confo-
nances, which, ac‘cordmg to thetr earlier, or later exillence in the courit of vibra-

tlon, are computed Miore, or lefs perfed, in the tollowing order,
p——dfn Dave, s from - . Cto C
2—A Eifth, as from - . - Cto G
3% A Fourth, as from - - Gt C
4—A Third Magor, as from . Cuw E
§—-Ad Third Minor,asfrom - - E to (%
6~ Sixth Major, as {rom » - Gt E
oe—d Sixth Minor,as from - . ¥oto C
* In a cumpofition of two parts the 4th isufed a3 a dillonance.

SECTION 5.
. DISSONANCLS, (or difcords) ) are {uch intervals, or founds,

as cannot agree, in the vibration of a pmduv ed found.

Obfzrvation lﬂ In the preceding Wit of confonances, there are iwo points of the
‘oftave \mntmg, viz, the facond and feventh.  In addition to thefe two diffonan-
ces, there is another, viz. the ninth, which, though apparently the fame note as
the fecond, 15 an intirely different dxﬂ'ona*xce, and requires other prepuarations
and refotutions than the facond.

- Gbf. 2d. The various purpofes of modulation produce a number of other dif-
fonances, which are as many exccptions trom the reguhrit* of the o&ave.

Thofe diifonances have, with refpet to their extenfive degres of difcording ef-
fe&t, the following order :

l-—-"‘he Minor Sccond, as from . - Cto 1)
2-—The extreme Flat Seventh, as from - C¥ to Bp
The Falfe Fifibyas from - - Fx to C
3— And the Shar p Fourth, as from - C to FX
4~—The Minor Seventh, as from . . C to B)

SECTION 6. -

THE Intervals, from the different modes and principles of
conjunéion and procefs, are called either Diatonic, Chromatic,
or Enharmonic.

- Y A g—

CHAPTER IL

Of the Diaroxtc INTERVALS.
SECTioN 1.

"N O&ave confifts of eight fucceflive founds, which, by |

their appropriated, refpetive degrees, (either when ai-
cending, cr defcending) give the ear or voice a familiar chance

i

of p’\"f"”’t?&din to an eighth note, which is the moft per lfm.‘t con.
cord with the firft of the eight founds. |

SECTION

THE intervals, ¢ontamed in an oftave, are called Diatonic

intervals, their degrees being determined by the Diatonic Scale.
Obfervriion 1ff. Diatonic is, originally, a Greck word, which fignities through
the sone, probably applied, becaufe the diatonic feale adruitted tuch degrees,
and fucceflion of founds, as thould preferve the criginal tone, or pizch.
The ancient diatonic {yltem was 1mpwﬁ;m‘h and admitted bw tew, and

2.

~ falfe modulations, principally becaufe, thot in their {eale, there were no other

intervals of femitones, than only between E and ¥, and Band C.-—

‘T'he modern, hnproved diatonic feade comprehends 13 {umitones, swhich are
arranged in cight diferent parts, of which, every 8this a perfed concord with
the firit. |

0lf. 2d. The diatonic fyftem, or {cale, proceeds cither ina Major Mode, in
which the third is 1 mujor one, or the gth femitone; c¢rin a Lisior Mode, in
which the third is a minor ore, or the fourth femitone.

SECTION 3.
The DiaToNic ScALE of INTERVALS in the OcTAvE.
Major Mode. Minor Mode.

I-Thc Plitb, - any glVLn note. ! IwThe PI.Z‘C,.’, - any given note.
2-Its fecond, - the 39 femitone. | z-Its fecond, - - tke 3¢ femitone,
3-Its third, - the §h—ror, Va-lts third, - -
4-Its fourth, - the 6P——. 4-Tts four:h, . .
s-Its fifth, -  the 8P s-lts fifth, - -
C when rifing the 10tt——.

-

the Stheee .,

6-Its fixth, - the 10Ma—— ?6 Its fxth, bt
‘} c when fulling the gthee—,
‘ when rifing the 2%ee,
7-1ts feventh, - the 12w l -Itst-z-mtb,i but
whenfallingthe 1(h——

“ the 1 3th""’"‘"‘-"n ‘ 8 ICS ‘ig”‘]’, - bl thé I 3t "“-““"‘""o

Examplc of C Major.
po

8.Its cighth,
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Clfervation 1. ‘That tlic Gth and 7th, in the diatonic minor, undergo fo cf-
fential an alteration, when atcending, and defcending, may be underftood
thus ; the cighi!v roquires that the preceding 7th {hall coutiin a part of its vi-
bration, by béing but a temitone lower ;3 the Gth then, v confequence, can-
not be mere than two femitones under the jthi—In the difcending winor modes,
the 7th, 6th, sth, 4th, 3d, and 2d, have the fame fleps of fucceflion, as the

sth, 4th, 3d, 2d, 1ft, and 7th in the reuied defcending minor mode.

A—Minor. .
- ...F_.. A " ——
N S AP DS i
—— —fe—a .'Z; —
oth, 6th, sth,  4th, 3d, 2d.
C—Major.
==Lt e - =
SRR SESUNGHINTS SuvN—— E— E
'(: —‘-—'}"—"" """‘"'—-"-"-'L""- - ! o
sth, 4th, 34, 2d, Ift, 7th

04f. 2d. By modern writers on mufic, the terms pitch, ey, tone, major ey, mi-
ror L.y, majr mede and minér mode are {requently ufed as fynonimous terms, all
whicl have reference to the diatonic feale, or order of the oliave in qu- lion.

vii

'The terms, flasp key and flat key, are rather improper, caufing, in many in-
ftances, obfcurity and falfe ideas.—The word mnde is, in all modern treatifes,
{till ufed nlv for the above purpofes, and never appiicd for the fpecific differ-
ences of L. time. |

Oof. 3d. The diatonic feale always determines the ftate of an otave, or the
pitch in quedtion.  livery part, in that oétave, may,by way of modulation, un-
dergo an ulteration in its order, m the octave, thus, e. g. the riling, or talling
sth, to the pitch may be changed into a pitch note, in which cafe, the wholc
o@ave is changed into another, but perfedt fimilar o&ave. ,

The mecuns, and purpotxs, of ruch exchanges, are contained in the chroma-
tic, and enharmonic principles, which, when having effe&ted their peculiar in-
tents, are immediatcly guided into the great purpofe of harmony, by receiv.
ing a diatonic form and procefs,

SECTION 4.

THE diatonic form indicates, that a note has fuch a degree,
relative to the preceding, and fucceeding note, either in the fume
part, or in the other conjuncted parts, as to hold a certain re.
fpective place in that pitch of the compofition, which is then

prevailing.

St. Any’s. D-Major, | ! A-Major. | D-Major. B-M:. F¥Ma. l D-Major,
s 36 § B—re—y B 5 8 5 617 8 3& 8 6 2 713 8 5§ § 6 7 8 9 8 7 B8
r “.;;’(w—-—q a4 o o g G b desumiasndie mal oo dag  ootmmnt oy ad leaed J o= -y 01 -M*T' -ﬁﬂr-.—'ﬁ"" - e o Aad AR —T -”"‘—"f"-"'-ﬂ" --'1?’ - e e IS e SN PEREN
.,;\,.‘.- -—— jaspe anee qn o —— [“’\ N y—-"m . u-d[ ot g o . o o v - E ---( O v - - Les o L X1 o F g = 4 oo ’}:"e .
yy‘ -.Qi.. -— - e --:1} L S ¢ - —p«*e--L- - o .][ --A[N...-— | S -
W AT - ——‘-o-'J-"--———-_---—-l--” ""_'ﬂ" PR ol vt > e - S v S e }--——"‘_-Jh-—-l- - - o - —-—-O-L-- -}——- Y _.-J—-- P——'—-—‘JLM ” » P,
ﬁ P W A (g GO S - P-\——--Q—— -—-n—--—- y ——av—p- SR P o S __CS -—‘ - g - poatl wm- - — » e qgeeatee - s s @i o g o av g -—
.--ig’,;' —JP_,‘A p_. ' e " : . 14{: :‘~ - *:— -..-JF.P [ - _..V--.-.—i Cﬂs—-:-:»- -——?—4 —T*D—]P:S: . :-‘;-. p-—::.-m :3 — L .:Tr-..
i { SRt B i L A Sy b B S B S o o= o . I U B S . N o U S W Sk S B 5
L e @ pgpemess < b o W 0 | o - - P - - - r_-l— .‘r...-__-_[ - _,A....L.....n.- w‘..._L - ._..‘.—.—JL_.,-...__.-..A L-‘L..-—- -L— —— — - e - v =L-P a.
— 3 6 frel 5 o = t= 7 A% 1 8&g 13 4 2 3 1 6 1 I 4 3 4 S I
D-Major. A-major. | D-Major. B-Mi, F¥Ma. | D-Major.

Obf: ruation 1.

air.)

In the preceding example, all the inte: -ening, chromatic,
and enharmonic notes are purpofely omitted, (excepting in two bars of the
The circumftance of other fuppofed notes, as well as the cafe of the
feveral peculiar, diatonic changes, implies the following queftions 5 1ft, How
to know, which notes, in a part, or harmony, are the pure diatonic ones, and

2d, How to know, when the oftave or pitch is changed,

Neither of thofe two points can be precifely comprehended, but by good

mufical {cholars.

In the courfe of this work, the queltions will he folyed, as far as can, con-

fitently, be wiflied.

The commencing ftudent, in mufic, will aveid many alarms, Lindrances,
and difanpointments by noticing, 1, not to engage n a fcience of {o fublime
and extenfive a nature, withou  adequate, natural gifts and talents 5 2d, not
to confult books, ror perfons, fiom whence no glain, and feientific informa-
tion can be obtained ; and, 3dly, to be contertrd with gradual zzquifitions

B

and improvements, which, in courfe of additions and experience, will amount
to a haudlome ftock, and lience render ample fatisfaion to the (tudent, who
has been perfevering, well tutored, and naturally well qualified for mufic.

SECTION §. |

‘THE diatonic procc/s, is, cither by o&taves, or by fifths, which,
when reverfed, make a procefs by fourths, or by thirds, which,
when reverfed, make a procefs by fixths, or by feconds, fevenths,
and ninths. |

Obfervation.  The rules, for the uie and choice of the diatonic procefles, are
contained in the cftablithed rules for the preparaticns, and rclolgtions of
chords—thofe, again are continually varied, and regulated by the circumitan-
ces of the accented and unaccented places in the compofition 5 and by, the
varipys nature of the three different fpccies of counter point, '

SeCTIYN
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Srcrion 6.
THE r> diatome pitcher, of each modus, are exhibited in the following sabfe, which fthows their different marks, their gencras

tion by rifinr, and falling sths, and what minor mode is the ncareft related to 2 major modes or vice verfg.
The T A B L E. |

- —_— .......'."?'........,..
5 iy e St ot
e t ""“"_"":;:_."".._i;
- A-Major
- ) ° - . — - - - "'—-- () »
Generation by rifing fitths. : "*:jrf*-'i:*" —r—F Generation by falling fifths.
B fouts i it |
", 5, €x-Major. No. 2. D-Mm;or, N | No. 1. F-Major. | No. 2.  Bp-Major. .
» P e oo .......i : w..... E '). 8 . -~ N . ———— i c—— -1--—--—. PRSI PSP pN— - S ———— j — ———
[ a;"-“'m ; B - ‘“: ——— "m"'w . 3 ': ' '___' 5‘ T
i W A— w—— X —t—F—1 | |==br—g =t ?m‘}f‘*ﬁf- e e
< ~ E-Minor. ) I‘>-M’inor » Rﬁ J -Minor. < G-Minor.
g A PR - T R WS R | ; SR IS R S T
S ot = 5‘”* p—+—T7 3 —t | F s——F
st 1 gt r——t| . b —F
A - * —— - %— - - o T 1 d 3 <+ - " ""
No. 3. .A-Majut' Nb 4. I-Majm No, 3. 'Eb-Major, | No. 4.  Ap-Major
5 Dt ptsnl ot g CHN Sy d—=—1 | oz oy o S S S
X i | T (5 TRCCRITTT —_.-.‘;_E__..:: [ nipins SRS SN - ET""ZC &Z o—H— 9 E._...;.....,.
[ L — Q—...._____,.L._.,..r_..—_.il- ———— > ...........J._.....‘ , e vy o e ‘? @ L--.-—Jb _.....-—:-. i — U S—
4 . Fy-Minor. | «l C%-Mmor d C-Minor. { F-Mmo"
it:%:“ - i_ p— E—**ff:::.:::“- 3 % b :}_..7: F - ——1——7%
et et s o [t s e s ol ([ - S e s o Ty B s
L4 . &« + ¥
No 3. B-Minor. < No. 5. .Py-Major. . No. 6.  Gp-Major.
e e e — - . P - e oo e e ) .
IR S : - X : . — . AN g TN - -4
‘ g:&:’fﬁ: o—" - “ \ S 4 ':]{ a E:Bj Emi
: - B s o s e e = = e SN SHRAN S ~ .. e - S et S B
9 : G%B’hnor y L’;—Mmor . < Ep-Minor.
-»-—--z-,* —1 ' y — - T e e -
3 e lE=== b =]
- -~ 3 L:"*"t*—g:“*:r' - i R 'G"‘_ -
('é/?rvm‘zon Of the abore mentioned pitches, thofe marked with five SrcTioN 7.

fharps, or with five or fix flats, are but fcldom ufed in modern compofi- IN t/)e olave, the lﬂ and 8th, are called the Kcy Note, or the
tions 5 the neareft higher or lower pitches anfwering an equally conven- | Tone, or the prmnp: , the gth,is called the Governing Note ; and
lent pury Ofcs both f"" the voice and inftrument, | the major feventh is called the Ieading Note.

Obfervation.
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Obfesation.  The 3ti iacalled the governing note, becaufe it is that bals
nots, on which eadences, or ftops, in mufical fentences, are prepared ; and
the 7th is called the /cading note, becanfe the major ;:h leads the car and
voice in upon the key note.
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CHAPTER HL
Of the CHROMATIC INTERVALS.
SECTION I. .
~NHROMATIC confifts in a fuccefhon, or continuation of
melody, that proceeds by {emitones, as well in defcending
as afcending, which produces a furprifing effect in harmony.
The greateft part of thefe femitones, not being ina diatonic
form and procefs, caufes at ¢very mitant, fome difcords, which |
fufpend, or interrupt a conclufion, without altering the diatonic

order, in the other part or parts. .
Obfervation. Chro natic is a Greck word, which f{ignifies coloured.

Roufleau, mentions, that the ancient, Greek compaofers, marked all their
ehromatic paflages with a remarkable colour.

SECTION 2. | ‘ |
: . ADPILE I
CHROMATIC Fiervals can be ufed, either defcending, or 1 ]

afcen;ding, or ciefcendir.lg and alcending together, as maybe (1 o o
{feen in the three following tables.
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Ol’/ér'ua.‘wn 12 Chromatic is chiefly ufed in minor keys ; its cramped
effeéts are more perceived in delcending, than in afcending, becaufe, then
the leading nites, (or 7ths) inftead of bcmg refolved into the key notes, (or

8ths) become fuccellively governing notesy (or gths) us may be feen un the.

!ﬁ tslbl\,, w hf‘.‘/!'e
C¥% in the tmo. is fuecceded by FX in the 2 do.

Cg - - - - -« ¥ - -

B - - - . - - 1: - * r

B - - - « - E - .

A . - - - - - D - . -

Furtner,

Y inthe 2 do. is the goveiw ng note to B in the 1 mo.
- - - - - By - - -
E - - - - - - A .- ..
n»oo- - . - - G . - -

Olf. 2d. In chromaiic, the upper part, or parts, proceed by as many fe-
mitones, as pollible, each of which makes the third, the feventh, or fome-
times the falfc fifth, to the fundamental bafs note. |

Olf. 3d. The afwndmg chromatic, by pafling its leading notc the right
way, coincides more with the diatonic, and fundamehtal harmony; but
the defcending produces more plaintive, fulemn and furprifing effects.

Oif. 4th. All femitones, ufed in chrom dC, in minor keyq, confift but
in the ﬁ\cth and {eventh notg of the key; the leading note, in the minor
keys, being flatted a femitone, in crder to deicend, and the fixth fharped a
femitone in grder to afcend.

SceTioN 3.

CHROMATIC may be pratifed in major keys, upon the
mafor third to a gourmng note, which, atterwards, becomes a
j”"l)c’ltb tO anOther éa"('r]:u/z 72/16’.

leamplc of CHROMATIC in Major Keys-
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Obfervation. The bafs note B is not a true fundamental, bafs-note, it be.-
ing a fharp fourth to the preceding F.  Its chord is, alfo, rather enhaimo-
nu, than chromatic, But, to fupport the followmg, chromatic fuccx.ﬂion)
in the major keys 1t was neceflary to mike tius exception.

SecTion 4. .
AS the pitch, in the chromatic,is changed upon every pro-
duced note, great care muft be taken to obferve the proper lim-
its. Roufleau obferves, that, in iving an o&ave a chromatic
form, it is fatelt to place the afceng ing, chromatic fucceflions be-

tween the sthand the 8th of the oftaye ; and the defcendmg
ones between the 5th and the 1ft,

CHAPTER IV
Of the EnNnarMoNICc INTERVALS.

SEcTION .

AN cxtent of ten femitones, divided into three fucceeding, mi-
nor thirds, as F, Abor G%, B, D, rodurc, when founding the
aforefaid notes together, a dlifonant chord, in which three, of the
notes, are always refolved on 3 fucceedmg femitone. "Uhis con-
junétion, of intervals, is called the enharmcic chord, and is

QX

marked, in thorough bafs, #,or ~" o 4% or 2%

b

OIyervat:on In modern, refined treatifes on raufic, each of the 12 fe-
mitones, is confidecred divifible into two parts. ‘There are organs, on
which every key is divided in two parts, of which, either one, or both to-
gether may be founded. It is alfo a fact, that thofe divifions are ftrictly
obferved on other inftruments, as the yxolm, &c, on which, e. g. a differ-
ent {top isap 3ropnatcd for D¥, than for Eg, &c,

Modern writers dividg femitones into masor ({}nutom.t, which contain the
whole quantum of 2 eommon fcmxtonc 3 and into minor femitones, which
contaipn only the half quantum.

Upon this principle they define Piatonic, a- procefs by tones and femi-
tones 3 Chromatic, a procefs by femitones, whxcﬁ are, alternatcly, minor
and major femitoncs 3 Jinbarmonic, in which, the procefs is by more minor,
than major femitoncs.

It may be proper here to obferve, that, fince fuch divifions of femitones
| imply great difficulty in vocal pcrfornmnce and fince. the keyed inftru-
ments in general, as well as tae various kinds of wind inftruments, tvitl:-
out being con trur“tcd upon the principle of fubdivided femitones, wiil ad-
mit a genuine performance of either a diatonic,chromatic, or an enharmo-
nic procefs ; it may be thought more plain and fafe, in any procefs, by lc-
mitoaes, to notice well the place of preparation and re.olution.

A




A judicious finger, who, after having toned ¢. g, the note G, has to pro-
4iiize the next femitone above, wiil dilcrininate, whether that note is G,
er Aj 1 in the firft cafe his imagination induces his organs to a rifing, t. .t
makes an addition to the preceding not.; in the laft cafe, he abltraéts
from that degree ke was ufed to give A, or the whole tone above G.

In the firft chfe, the vibration, of the produced femitone, originates in
G ; in thelaft, ix A. Thusy, in courfe of ratural exertior and habit, the
attentive, and judicious finger’s }xrformancw: will perfecily correfpond with
the niceft calcuiations, dérived from the principls of fubdivided femitones.

Secrion 2.

THE real nature of the enharmonic chord is, that its o&tave is
divided into four minor thirds. This equali divifion, produces a
multiplicity of the moft delicate refolutions ; »f which, ncither

4

TR e

the diatonic, nor chromatic form of the oftave admits any

chance.

Obfervation. By dividing an oftave into three major thirds, as C, E,
G, Bx; no finithed, rcgular refolution can be obtained. (By a regular re-
foluticu is meant a diatonic, confonant chord, that originates from a pre-
ceding preparation of diffonances) but by dividing an oltave into four mi-
nor thirds, and, of them, tc promote three fucceedinyg thirds, into fuch new
vibrations, as they, by a natural fucceflion of founds, can receive, it will ap-
pear, by the following table, that one, and the fame, individual, enharmo-
nic chord, contains 12 different, proper refolutions. N. B. Allowing that a
fcptima, minor chord, when confifting of a rnajor, and two fucceeding, mi-
nor thirds, is frequently introduced, in good compotitions, as a fpecies of
clofing cadence, or a chord, from which you may proceed, witheut refolv-
ing it, !

- SecTION 3,
TABLF, of the 12 Refolutions ot one Enharmonic Chord.
i 2 3 o 41 § 6 7 8 | 9 10 11 12
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A Minor. A Major, and its 4. C Minor. C Major, and its 7k, Ep Minor, Ej Major,andits 7§ ~ Fi Minor F Major, and its74.

Obfervation 1ff. The prallice is, 1ft, to confider that note of the chord,
which is the loweft, as the Jeading note; 2d, to notice, that the ncw, pro-
duced Zey nate is to be, either of a minor mode, or of a major mode, or of a
major mode with an addition of a minor feventh.

O¥f. 2d. Of the 12 refolutions, contained in the enharmonic chord,
three have the fame marks of fharps, or flats. '

O%. 3d. 'The preparing moments, in the eiharmonic cherd, are always
in a minor mode, as far as the ftate of intervals, then allows and requires
marks of a mode, B

Obf. 4th. From tue above table, it is evident, that the enharmonic chord
is a diminifhed, feptima chord ; and that this cliord; by inverfion, becomes

N/ !
the chord of &7, or of 4%, ov of 2.
=3- £ TNy

O#f. sth. There is another fpecles of enharmonic mufic, i. e. when, in
contiary motion of two fcmitonck,”‘t}:“é; are diftant by a whole tone, the
lowc: *e fhacped, and the higher flatted, ‘. |

'[his kind of procefs is rather chromatic ; the intention in fuch procefs
is, that the feco . duud ferenth in thar mecting, may join ia the key note
by half degrees. - © - -

N

Olf. 6th. The enbarmonic is but feldom ufed in any large continuation,
its great purpofes and fuccefs being rather problematical, both to compo-
fers and pcrfggmers. Th: famous Rameau attempted in a large and maf-
terly enharmonic compofition, to exprefs the terrors of nature when con-
vu},t{:d by an earthquake. But he never could have it well performed, and
therefore changed it into a diatonic and chromatic forme Roufleau pre-
fumes, that the beft time and place, for the enharmonic, is in the perfor-
mance of an Obligato recitativo.

\ﬁw".I

CHAPTER V.
ON B ass.

SECTION 1. .
O mufic, whatever, can be good without its proper

Bafs,
Obfervation 1. Ary compofitior, irtended for a vocal folo, or duette,

has, at Jeaft, its fuppofed bafs. The beft vocal folos, in mode.i compofi-
tion, re accompanied by the whole ercheftra,
The




xil

'The word 8o/ eontains no exceptions from the flrict rules of harmony;
for any kind of building muft have a foundation,  To compofe is to give
to a melody {that, may ie called the product of imagination and genius) a
diatonic, a chromatic, or an enharmonic form and procefs 3 the rules and
reafons of which are contained in the partcular nature and fteps, cither of
an exhibited, or & fuppofzd bafs.

O/, 2d. A bafsfolo cannot,on any account, be confidered exceptiona-
ble from the {tricteft rules of modulation and harmony. |

Every bafs note fuppofes its chord, which is, cither a preparing or a re-
folving one.

All bafs folos have additional reftrictions, that they may correfpond
with an idiomatical propriety of lower founds, and that they may produce
that effet upon the {uppofed harmony, which originates only trom a good,
and juft bafs.

SLCTION 2.
THE Bafs is either fundamental, or continucd,

Obfervation. 1t may lead to a better underflanding of this important ob- '
jeét, to natice, that, 1n any chord, or conjunction of intervals, that note, in |
general, is the fundamental bafs, which characterifes the tone, or pitch s
and that fuch bafs notes, as take the common chord, or the chord of the -

{cventh, are called fundamental bafs notes : and farther, that any bafs note

ih the otave, which muft receive a fixth and third without a fifth, 15 nota

fundamental, bafs note ; and, confequently, that the apparent, loweft note,
in harmony, is not aiways the fundamentyl note.

SECTION 3. '

THE fundamental bi's hotes are, cither, the key note, or its rif-
ing fifth, or its falling fifth, with thefe obfervations, that when
the rifing fifth is the tundamental, bafs note, and confequently,
has a major third, and a fifth, the falling fifth of the pitch thall be
added, or the pitch will be changed.

For fimilar reafons fhall the falling fifth to the key note, when
ufed as a fundamental note, reccive a great fixth, in addition to
1ts major third and fifth.

Obfervation : 2. Any one of the 12 cftublithed {femitones, with its rifing
and falnng fitthy, us, e g
3 — g exhibits three fifth points, of which the rifing,

S ==~ and rallingones, by the rules of the fundamental
— = —py—-—= — -~ bufy, ferve to continue the given pitch, which
two fifth points, by the diatonic, cflublifhed iteps; will cafily become tiew,
Aand diffepent pitches,

Obf. 2d. From the preceding, it plainly appears, that the fandanrental
bafs, differs widely from the diatonic bafs, thoagh opferating upon the {amé-
principle, with refoe to ndtural vibrationson the rifing fifth, fourth amd
major third. .

Roufleau obferves, thit, in the ftaps of fundsmennalbafs, th-re are t'uss,.
correct, and practicable methods, viz. 1ft, to. afcend, ordefcen i, 1n thie buts,
by thirds er iixths 3 2d,’by foiirths, or fifths 4 and 3d, to ridediatomcally,
as from the fourth to the 'fifth 8f the pitch. (N.B. ‘Under the prefcribed
reftritions.) He, at the fame tiinie, {trictly forhide cver v létahe funda-
mental bafs defcend diatonically, viz. by tone, or femitone, except where
there thould happen to be two fequent perfect chords, that had an atual,
or fuppofed reft between them.

Off. 3d. Anynote,in & dbafs, thdt is not one of the three fifch points, in
a pitch, or not accompanied, as nrentioned, are, either, not fundamental

| notes, or the pitch is changed.

Olf. ath. In the moment, when the pitch is actually changing, by proper
difcording preparations, the vhee- fifth points of the former pitch are, con-
fequently, no longer in their priov ttate ; therefore a new rifihg, and fall-
ing fifth point muft be appiied, on a correfponding, prefcribed method.

0%/. sth. 'The purpoles of the fundamental bafs are to direct the judg-
ment of the compofer, or performer, to the fenfe and limits of a regular har-
mdny, which never can be good, without its proper, fuhdamental bafs,
either adjoined, or fuppoled. - |

Ob/. 6th. The purpofes, of good harmony, do not alwiays require, that

the fundamental bafs fhould be exhibited, or performed, but only that it be

~

known, and juftly fuppofed;by the compofer, or performer. |

Obf. 7th. Letit be obferved, that the fundamental bafs chord of £, the
6th being a great 6th, is intended and fitted to ‘preferve the pitch, becaafe
being thus framed, it cohtains two of the ‘fifth points-of the pitch. The
ufual chord of ¢,.in which the 6this-a fmall 651, Iras quite ‘different, atid
contrary effells.

SecTION 4.

THE. Continued Baf: is an inverfion of -the chords of the fun.
damental bafs notes ; thus, fay that the Fundamental Bafs was
C. E. G. the continued bals to the chord may by inverfion be
E.G.C. or G. C. E. farther, fay that the Fundamental Bafs
was G. B. D. F. the Continued Bafs &1ay be made up from either
of the'three other notes in that chord, in confiftency with the due
preparations and refolutions, &c.

Obfervatisn
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Obfervation x{l A bafs may be excellent, though it be not a fundamen-
tal bafs, but no bafs is good, that is not, by inverfion, one of the notes, con-
tained in the chords of the fundamental bafs notes ; which chords are,

either plain, commen chords, viz. the 1ft, 7d,and gth; or the feptima

minor chord,. as G, B, D, F, or chord of the 6ch and gth, when the fallin
sth to the witch note-happens to be the fundamental, bafs nate, in whicﬁ
cafe, the cacrd is the diatonic 4th of the pitch, with its major 3d, its sth,
and great 6th. }

Obf. 2d. Thecontinmed bafs nctes have a diatonic progefs, either rifing,
or falling. It isof confequence, tu rotice, particularly, the three follow-
ing rules ;

A.) Any bafs note, which has the chord of a falfe sth, and,
confequently, is a leading note, fhall rife to the next note.

.. G. .
S e

Fundamental Bafs.

 Continued Bafs.

fhall defcend to the next note.

—p__P _— -
5 ' - ‘ fLii g - ; Efﬁﬁ%h_

Continucd Bafs.

B.) Any bafs note, which has the chord of’tritanez or fharp 4th,

po

-
e d
w

(inall

Fundamentai Bafs.

C.) For the chord of the defcending, diatonic 2d, fuch a con-
tinued bafy note, is ufed, as will admit of a defcending fyncopa-
tion, by which, the diffonance is encreafed, and its fucceeding
refolutions made the fweeter. e -

C-,

|

i

The Common Chord ry—jr=y——g—1—
| with its derivatives. E-_.m: %‘ ..
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CHAPTER V]

Onx CHORDS,
SECTION 1.

A CHORDisa Coniunétiqn of different Intervals.

Obfervation 1. As Meledy fignifics 3 fucceflion of fingle intervals, in the
air of any of the parts, in a compolfition, and as Harmony denotes the ftate
and effe&t of thofe feveral airs, when united, it follows, that the chords con-
tain the means and purpofes, as well for melody, as for harmony.

Obf. 2d. As Modulation means, that all confonances and diffonances, in
a melody, and harmony, fucceed, in a manner fuitable for producing plea-
fure, it hence follows, that all chords are, either confonant or diflonant
chords ; the laft arg frequently called prepavations to the confonant_chords,
which are then confidered as refolutions,

SECTION 2,

TABLES of the Fundamental Chords made ufe %of in Har.
mony, .
3

oy - m
} gl L

Obfervation. In this chord,the third is gxangeable, whether the key be
major or minor. '

The Governing Chord Tf— .
with its derivatives. — -.
7oserg § g

The falfe gth.  The little The :ritone
Major 6th. or fharp 4th,

Obfervation, In this chord neither of the intervals muft be alterc’cliﬂ.h
4 <

#
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| ‘ o , ' or anty bafs note in the pitch, that t;eiars afeptimfa :hhfzg.{ %y fupgebfﬁbm
Th tima Chord, Pm——g———ee - .. the chord is ehriched with various diffonances of: uchmay be drop
with ;:tsS ‘ e;;,;‘;nv}:; i %E.':i'f" - ’ =— | ed, as cannet fhare in the fucceeding refolution  Obferve farther, that if
| B~ 6 “ 2"*‘ the fuppofed, fundamental, bafs note is performed, it muft eisher be {ound-
- S §orFund.6th. T 2 ed above the fuppofer, becaufe it will hot elfe have a {ufficient vibration, o
) " The great 6th. !'dl"he li;tld:‘ The Second. | | |
ajor Oth.

the fuppofet mutt be omitted.

bé[ervatioh Iﬂ Iﬁ this chord, the 3d, or gth, or 7th, may be altered, a-
greeably with the nature of the key, or the {yncepating purpofes in the
chromatic procefs, &c. | , |

e g e

®

- The Chords of the Ninth. 7 1

® . . —— it aviimamesd

Suliugms uyntp.osfhsu
L

— Iy
& =

 'When Inverted the Chord, of 3
| -2

08/ 24* This Chord, in its funtion, as a fundamental chotd, is called
the Undergoverning Chord, the fumdamental 1ote being then the diatvnie
fourth, .

Olf. 3d. The feptima.chord differs fram the governing chord, with re-
fpec to their feweral qualifications and functions, in fundamental bafs.

Obf. 4th. The feptima chord appears in compofitions under various al-
terations. ‘

The Chord of the 4th and §. ——

P
g

- o - gt |
1 Major3d.  2Minor3ds, 1 Miner3d. 1 Major 3d. 3 Miner 3ds. 3 Major 3ds.
and and 1 Major 34. 1 Mineor ;d.
2 Misergde. 3 Majer 3d. 1 Minorzd, 1 Majorsd.

. ' = e
Obf. 5. All kinds of feptima chords may be ufed in harmony, except- ey - . !

ing o feptima chord in whipclt\i the firft 3d isyminor, and the 7th z;ajor,efas This Chord is an Inverfion, of the foﬂog_ns pth.

C, Eb G, B.) Farther, a feptima chord that has the falfe sth and a major ~0. £

7:)h, is likewife inconfiftent with the principles of harmony, and inadmif-
fible. '

- The Chord of ] — T
SecTiON 3. | R | S —
gABLES of; 8uppofed Chords made ufe of in Harmony. S —— . - T ——
bfervatien. Suppeling an addition of the defcending §th to the fun- —— ' e e e e
damental note of the governing cherd, the new chord will be (¢. g.in C) Fundamental Bafs. .
C—~G, B, D, F. ora 1ft, sth, 7th, gth, and 11th, (alias 4th.) The fup- SecTion 4.

pofed, additional, defcending sth to the governing note, is cosrefponding
with the vibrations of the prevailing pitch. This new cherd, by fuppofi-

tion, is called feptima fiperfiua, and is marked in thorough bafs, %7, qver

that note, which is ufed as a {uppofed, falling sth, from the govering note.

THE ufe of the preczding tables is merely to fhow, that all
poflible chords originate, by mnverfion, from the three fundamen-
tal chords, which belong to the pitch ; and that even the fup.
 The eablifhers of mufical principles, make farthar ufe of another fup- { Pofed chords cannot be excepted from this rule, their fun&ions
pofed bafs, namely a falling third, from the governing notz ; the new being either in a retarding vperation of a preceding difeord, to
chord will then be (e. g. in C) E—C, B, D, F. ~ The lak fuppofed chord, | Which then the governing note was the fundamental bafs ; or in

is called the chord of the gth, and marked thus over the fuppofzd bafs. | an ankicipating operation of afacceeding concord, to which the
['his laft mode of fuppofition can be appliod cither to the goveeniig note, key note is the fundamental bafs.

SECTION




Secrion 3%, - |
THE diminithed #%, or enharmonic chord is, by the beft wrie
ters, called a mixture of the govetning, and ¥ndergoversing chord,
~ $na minor key ; hence the difficulty of afcertaining, precifely,
the fundaments bafs note 3 thismuft, however, be theggovern-
ing note,whichthen is 2 chord of feptima mihor, withthe addition
of a flat gth, which 9& becomes the sthinthechord of gefolution.
- . | SkcTION 6,
- TYHOROUGH Bafs, in its fintple fignification, denétes that a
bafs note, with its marked, or fuppofed, additional notes, contains
all what then belongs to the harmon~

Obfervation 1#. Thirough Bafs,in a fcic. .fic fenfe,fignifies the knowl- |

edge of the chords, the proportion of conjunéted intervals, and the mode
and time for preparing, and refolying fuch conjunétions,
Ry, 2d. Thorongh Bafs, farsher corifidered as a fcience, denotes a ha-

bitual knewledge of what i$ meantan f{;ppofcd by cyphers, fet under a |’

bafs. This again implies the knowledge of affixing the right cyphers to

the bafs, from a feore of mufical parts § or, from a cyphered bafs to appro-

priate the right notey in the feore,

64/, 34, Thorough Bafs, confidered 45 an art, denotes that the cyphers af- |

fixed 10 the bafs, arefkilifally exccuted on any inftrument, on which chords
| Secrion 7. |
- TABLES of the different chords, ufed in Thorough Bafs, as
exprefled by figures. 1

~N.B. Any Baft nofe, ta which no cypher is fet, hag a common chord, viz.
its majory o minor third, it d?atonifﬁﬂ&, and its 8th. When a % is fetto
a bafs note, the fharp concerns the -third of that chord. Whenap is fet
againft a bafs note, 'tgat, flat concerns the third of that chord. And when
~ a'Yfisfet to a bals note, that natural gopcerns the third of that chord.

With the chord is ufed ‘W.

ofthe | the o e
= A. Inthigchord, the intervals are
1 diatonic, o

6th, [ aad 8 )
and §

L

Great 6th. | 3

Jeptima chord,in its firft inverfion,and

is, generally, called the great 6th.
It is accompanied with a 3d and sth,
but its intervals are ¢hangeable.
N.B.This chord isdiftinguithed from
the chord of the additfonal fixth,
fixte ajoutee.

(Vide infra Cha. 8. Sec. 3. Obf. 2.)

B, This chord is the _}Zmdammtal i

.| differen: way

of figuring.

Xy

Obferuations.

C. In this chord the intervals
have their diatonic degrees.

D. In thi¢ chord the 3d is minor,
the ;th falfe, and the Sthminer. It
is the fundamental goverming chord,
in ite Rrk inverfion. Itis always to

{ be applied to the leading note, refolv-

e¢d into a common chard, on the

4 'y note; which commen chord is

frequentlyfu¢ceeded by another com-

mon chord, in the next higher pitch,

ExaMpLE,

[ o———

. E. In this chord the 3d is minor,
she 4th diaimic, and the 6th major,
- It'is the fBrond inverfion of the fun-
damental goveraing chords Its pur-

zofc is to produce the comtmon chord

n the next defceriding bafs note,

J . 1eis applidd tothe defdending 2d,

dnd defcending 6tR. In the laft

¢afey the &h in the chotd muft be
txarpcd, that it may becqme a juft

ading nate to the fucceeding chord,

which, though being the diatonic

1th, 16 yet, atually, by its eftab-
lifhed accampaniments, a new key
note, for that, moment.

N. B. This chord, when applied
to the diatonjc 6th, is the medium of

] mifing the harmony from its prefent

key, to the next related, higher key,
as from Cto G, &c.
The preceding chord is called the

t major G6th, in diftiuction from the
\ minor 6th, alfo figured ;,;but, which

15
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atesamv .
With the chord i3 ufed different -way
of the the of figuring.
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Obfervationt,
is the fecond inverfion of the funda-

‘mental, feptima chord, and which is
| refolved Intoc a common chord on |

the fame bafs note.
F. This chord has a diatonic 2d

the t“one, ot (harp 4th, and a great |

Gth.

It is the third inverfion of the
go'vernmg chard,

of the 6th, on the dimtoric 3d;
hence, it is the medium of leading
the harmony from the higher, to

the next refated lower, pitch 5 as |

from G to C, or from C to F, &
- This chord is to be dxﬁmg nithed,

particularly from another chord, |.
whxch is alfo marked 2 and which |

Y i the third mwf‘jim of the feptima
chord, where there is no tritone, and |,

jn which the 6this a minor 6th, and
for which reafon, its refolution is on

] the fame bafs note.

G. The governing chord exhibits a

7 3 md 5 {7 OFV7 | feptima chord; viz. a major 3d, a di-

13 s

atonic §th, and a minor 7th.  This
chord, when inverted, contains the
abovementwncd, three chords, viz.

§or-5- ?, and’ g which four chords

_comprehend the moft effential con«

trivances, in modulation.

The fundamental, feptima chord, in
which the third is a minor one, and
which chord, in its Crft inverfion, is
the undevgoverning chord, produces,
in its other inverfions, fucﬁ chords,
as laave changeable modulations, be-
caufe their intervals are changeable.
The ufe of the feptima chord, and

its inverfions, and in fhort, of any |

It is always tobe }
applied to the defcending, diatonic |
4th, and to be refolved into the chord |

Wuth thecherd is ufed
of zhe the

diﬂ'erem way

of h&urmg

Obfernations.

ﬁccxes of feptima chord, in whichi
¢ 3d, sth,and 7th, are not of fuch
proportions, as in the governing
| chord, is appropriated to the fludtu- -
ating ciréumttances of the minor
mode, or the chromatic, and en-
harinonic procefs, with this obfer-
vation, that  the fgptima chord and its
derivations are not + be ufed, where

the governirnig chord, and its deiivas
tions can effect the purpofcs of har-

mony. ;
Itis a fad, that the folid, depend

N mg, moft natural, and plcaﬁng fteps

key
~ common chord of C an addition of the

| follows the chord of the

in modulation, or changeof pit-his,
originatefrom afeptima chord, frar.-
ed like the geverning choyd,and froin
the ‘Myverfions of fuch a chord j thus
e.g. in the key of C, by giving to

{ the feptima chord D, F, A, C, a ma-
{ jor third, that chord becomes a gov-

erning chord to a new pitch, viz. the
G. 'Thusalfo, by giving the

minor 7th to C, that chord becomes
a governing chord to a new pitch,
VXZ F’ &L

N. B. When the chord of the 6th
7th, then
the sth in the chord of the 7th mu{t
be omtttcd‘«

H. In this chord the zbird s ar-
bm'ary, either major, or mmor, the
sthis diatonic, and the gth is a tone
above the 8th.

This chord is generally re{olved
into 8 common chord, ofi the {ame
buls note, and fometines into the
chord of the 6th, on the third bafs
note above.

Hence its preparation is, either
wisha 3d and sth, or with 4 3d & 6th,

It




is ufed
the
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anoth2z 2d. e
imo:her th,
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| diferent le Oéferbai 1008,
of figuring.
| ‘ltiscalleda fuppofed chord, betaufe
| it-etiginates from a bafs note, that
. x: 2 fuppafed acildmon to the note of
et the governing chord.
AR This chord confifts of a diato-
4 Or 4 dm 2&, a minor third, and a tritone.
-3 . &t is talled an inverfion of the gth

o

a 2th, ora4th,

_| chord of the key

SRR ~ e AR~ A~

che:d, when the gth in the gth
chord & quinta falfa, and the third
minor.

The chord of 7 is ufed and re.
{ folves on the kcy note : butits fun«

damental bafs, is in the governing ;
note.

K. Thit choid confifts of a diato-
| Gic 4th, stiz, and 8th, and is always
 sefolved to a common chord, on

the {anre bafs mote.

This chcrd is alfo called the chord

of the rith, being the eleventh point |

| inthe-governin g chord 3 when givin
to its gmdamcntal notc, its fuppolc
bafs, on thefalling sth

In the chord of the gthor rith,

are all three fifth points of the ke
to the common chord, ‘nto whxcl
it is refoived. Hence, is abfolute

power of making the ear anticipate

1 its refolution.
- Its fundamental bafs is in the gov-
erning chovd.

L. This chord is nothmg but an
inverfion uf the preceding ct ord,
It has a asatonic 2d and gh. It

L

defcends by 2 femitone, and s re-
folved into the chord of 6th. Its
fundamental bafs is in the gov-
erning chord ; when this chord has |
an additional 7¢h, that+th is major;

is always made wpon abafs noi» that,

Wm: lchorl is ufed
I the
[ '
— !-—~- f
9 3 ‘
7 .

o
mm

different way

of ﬁguriag.

~M~~

RV

[ L ==

Ob/’mmfon.fo .

and when it has an additioral 4th,
13t 4th is a diatonic one,

M. Thns cliord 1 the {ame as the
chord of the 4th, with this obferva-
tion, that thc addttmnas 8th in the
‘4thm, in this chord, cinitted ; and

| the diatonic gth tzi=m, iu it place.
It is always rejolved intoa com-
mon chord, on the fame bafs note ;

i. e. the chord, g,whcn refolved, is g

Its fundamental bafs is in the gov-
{ erning chord. " The chord of J,is
fre ue’ntly a repetition of the chord

of

N. The 2d of this chord may be
cither mijor or minor. The 7th
bkowife may be t:..hcr major or mi-
nor.

The otk is a tone Ligher ihua the
8th.

The chord of 3 is refoiveo into g

oit the fame bafs. '

Wheriever this chord is ufed its
gth and 7th were preparedin a pre- -
ceding chord.

Its fundamental bafs is in the gou-
erning chord, the fundamental bafs,
to its rcfolunon, is in the common
chord of its pitch, as is the cafe with

|

all chords cf {ixths.
Secrion 8.

-~

A TABLE of all the chords, which may accompany each

note in a Major, «..d Minor Mode.
Major of C-
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TABLE of the eltablithed accdmpanimedts for a diakonic bafs, l
in the afceading, ov defcending Miucr Mode. |
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IN the preoudws, il move 2pecinily in the 2d Setion on the head of
the feptima chord, and in Setian 3d, in the obfervation on fuppofitions, re-
main certain appearances of prablematical obfcunty, which might in fome
degroc porples the reader. * N o
“The editc™s of this work could net prefume .to offer their opinion on
thofe points in any other way, than in an appendix t6 what they Rave com-
piled from the works, mentioned in the introdudtion. =~ =~
" They have astempted! an explzhation in thefollowing obfervationg, which
shey humbly prefent tc the parufal and judgment of the reader. -~ -
! 6&)?%’1:#:'&” 1A It is evidenk, tha: the governisg chord, and the feptina

N
.

vhad, are widely differen: in their qualifications, inveriions, derivations, |

| septirim chord, ‘s fet on,

} and purpofes of iarmony, The poverningehord, by haviag a thajor third,

has a leadipg note, which, whenever founded, tomains 4 natural anficipa-
tion, of the &7« «:% ;5 ahd the feptima, to the govetning chordyis the fall-
irg sth ta e key note.  Thus the gaverning ckord cuntains the two sth
poirits, ahd the leading ote of tie pitch. o

This chord, either in its fundamental §ate, or in any uof it inverfions,
firtnly governs, and announces th piteh, hecaufe inits refolution (excepting
whea ofed as 2 romporary clofb, or pattly fintfhed caderiee) the 4th falls by
a fomitone, and the 1d rifes by a femitone, whigh, fin conjuntjon with the
remaining, fandamental note, frives the common chord of the ;itch.
- Neidhéy of thele qualifications are found in theyeptima chord, or any ot

its mverfions. |

In Section 2. Chatu vi. the three, exhibited, ﬁundamcntaléchordg, viz,
the cakmon chord, the goverming ebbed, and the fephma chard, are appropri-

i‘ ated fm'thc key of Cﬂmjdr;- granting, therefore, that, in that pitch, no
J ¢ other note, thanrhe sk, or G, canbe the fundamental note tp the govs

ey chord, it Nmmﬁa to alcertain, precifely, why the fandamental,
: ; ot the 7, of the pitchy when it is evidept that
i 2hie (e key cheye may be foin other fegtuma c‘xorda. o

Vo this it may be snfwered ;0 7 ,

1. That the Fundamental, fepiniz chord, mufk be laid on ¥u b a bafs

H
\

| mote, as<hat iR ¢horg, dnd i’ r&blutions may guard agaiaft the lofs

¢ the prck; wnich is the main obj»® in 21l fundamental chortis

2. Vi Yuch 4 foptitha ehord {the iaerva.. of which, as mentione d ~bove,
can be altered) may, whenever its thirg .. altered to 2 maiop thoed, ora
dading hoté, become a fovérning chord to a related pitch of the Loy, i
which it was, before, a feptima chordl ; and, when ever its third is again
flatted, retyrn to its prier function in the preceding key.

3. "[hat, v the pitch of C, the feptima chords of E, F, A, B, have not
the afotefaid qualthcations, - |

4. That in the pitchof C, the note D, being the diatonic fecond, has,
fiext to the governing note and leading note, the neareft accefs of refolu-
tionin C’; that the fatd D, ia s funftion, as a foptima chard, contaius
two fifth poings of the pitch, viz. F and C,in addision e it anticipate,
falling sth point {3, which is the third sth point, in the pitchof C.

5. That the tranfaions, with'the fundamental chords, tend, perpetual-
&ﬂu’wgh sl poflible changes of moflulation, either, to the prefervation of
the pitdh, or, to aguft conftrution of amew pitch. -

- 6. That" in: the general conrfe of the change of pitches, x\.\e rifing, or
falling sth point, to the preceding key note, will become the new key
note § thatin the firlt cafe, the preceding governing chord will then be
the cemmon-chord, and the precediug feptima chord will have a tharp third,
or leading note, and then be the governing chords and the fecond to the

pew
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wew pitch, will thent be t'c /fiptima chard 3 and that when the falling 55
point of @ key fball be the new key, the preceding common chord receives an
aciditional minor 7th by which it becomes the new governing nete, &c.

That whenever a itew related pitch is, either directly, or indiredly
Sntroduced (and even on the moft fudden and unprepared tranfition) the
compofer muft, in his harmony, {tzictly notice the moment and period of
the new pitch, that the three fundamental chards, and their inverfions may
be made to operate, confiftently, as long as that pitch continues.

Ol/. 2d. Suppofitions, in a icience, are painful to the arduous fudent,
but yet a numger of the rudiments, in any {cience, are partly {uppufitions;
e. g. our eye meafures diftances by arithmetical {fuppofitions ; in a fimilar
manncr, our ear, or voice meafures mufical founds, and if it be done with
judgment, that judgment originated fram memory, or imagination, and
not fram reafon. | |

In all diffonant chords, originating from a fuppofed bafs, there is 2 ma.
jority of founds tending, amid the firife of vibrations, into a refolution,
which is a perfe@, confonant chord, or a chord, in which all vibrations
are reciprocally natural and harmonipus.

- If then a gth or a 4th (which is the fame a3 the 11th) fhould receive a
fundamental bafs, and -that bafs fhould correfpond with the fundamental

- principles of the ftriteft rectitude in the pitch, it could not be done by

raifing fuch 2 gth or 11th on, either, the governiag, or feptima chord, be-
caufe their gth, .and 11th belong to ocher pitches, hence it could only be
done on the common chord of the pitch. |

Farther, fince a fundamental, common ¢hsrd fhall not, in reality, contain
any diffonance, it was contrived, that it fhould be done by fuppofition, viz.
that the bafs note of the governing chord fheuld fink either into the 3d, or
the key note of the pitch, of which two ways, the laft is the modern, and
moit natural. ‘

"The effet of this fuppofition, un'er the governing cherd, is not alone
to produce the gth and 1 1th, but alfo, at the fame time, to produce all three
sth points of the pitch, by which the refolution, required, muft appear..

ot - e aetom. — s 2 . A n - i G Sy P s et et e b+ 1 -

CHAPTER VIL
OF COUNTERPOINT.
SEcTION 1.

COUNTERPOINT fignifies, partly, that the different notes,
which arecomprehended in a chord, are diftributed into dif-
ferentinftrumental, or vocal parts, agreeably with the idiomatical
propricty of the parts, which are operating in higher or lower

xi
oftaves, and partly that the motions of the parts, whieh contain
the fpreaded notes of the chord, are fo directed, as to avoid any
falfe inverfions, or forbidden fucceffions. , .

SECTION  §. | .

TI{E motion of countetpeint in general (and more efpecially
when confidered between the two éinci al parts in a harmony,
e. g. the air and the bafs) are, either IK obligue, i. e. when ong
part repeats the fame note, or holds on, while the other move
upward, or downward, from onre note to ahother ; or adly,.di-
rec}, or fimjlar, i. e. when both parts move the fame way; or
3dly, eomtrary, i. e. when one part moves ypward, while the oth.
er moves downward. | | -

Obferuation 1f3. By the tables in Chap. vi. Se€kion g, it is evident, thag
to-a bafs, continuing on the fame note, numerous, obiique motions can be
fafely produced (Em cafe may be inverted, by judicioufly diftributing,
in the bafs and other parts, the notes, which are comprehended in the
chords of the quoted example, and by giving to one of the upper parts thas
note, which, in the firlk ¢afe, was taken by the bafs. |

Obf. 2d. In the direfly or fimilar metien of counterpoint, it is abfolutely
forbidden ¢o0 go from 3 perfed, or imperfeét confonant chard, to_ansther
perfe& or imperfedt confonant chord, becaufe by fuch progreflions, the
wrong fumﬁPm of gths or eighths, either open, or hidden, would be pro-
duced ; the laft may be difcovered by the intermediate notes, contained
within the {paces, 2s.may be feen in thc,.folkminﬁ example : . .

A

Hidden sths. idden 8ths. -

. — — ; - - « l " .
~ OYf. 34. Pollowing ¢ths and 8ths, and, in genersl, two,confonant
chords, of the fame kind, immediately following one Ifter the otlier, a¢
two unifons, two otaves, two sths, or two 4ths, are entirely to be avoided,
not alone becaufe the ear would be cloyed by fuch immediate repatition of
fimilar, confonant chords, but, principally, becaufe fuch repatitiony cpo-
tain as maay unprepared, and unfinifhed {teps in the harmony, which nev-
er intends famenefs, but a principled modulation. . o
N. B. In afcore of feveral parts, the forbidden fucceffions, either open,
or hidden, are frequently not {ufpeGad by the yntutored compofer, w.

i,
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is owing, te a prejudice, chet forbidden fueceflions are to be examined, eith-

er in the conaection of che bafs, and air only, or in the conneion of two

sdjoining parts, as tieble with counter, and counter with tenor.
"Thus prejudice may beget errors, which afterward involve both genius

and judgment in complete darknefs.
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- In the above 'fcorc,thglfecond bafs note hasits sth in the counter, and
the third bafs note has its gth “in the treble, confequently the three firft
chords‘in the fcore, contain three following gths. The cafe is the fame

with the twodaft chords, in'tHe third bar. - :

Obf. 4th. Yetlet it be obferved, that the cafe is different, when all parts
movein unifon, or oftaves. This is frequently and juftly done, in goodcom-
- pofitions, to introduce a good fubject the more confpicuoufly. Noris it then

ablolutely neceflary, that all patts thould move in unifon, or otaves, as
may be proved from excellent modern compofitions, in which, while fome
parts’ are moving in unifon, or o&aves, other parts are engaged in folos, or
fuges, &c. But itis to be noticed they never contain any of the forbid-
den, open, or hidden fucceflions. ,

Obf. 5th. 'The contrary motion, either afcending, or defcendin~, implies,
from its nature, greater treedoms in compofition ; the intervals being in
a’'continuing ftate of preparation and refolution. Thus, in contrary mo-
- fion, a defcending, flatted fecond, in the upper part, may meet a fharped
feventh in the lower part, and their refolution perfectly coalefce in the u-
nifon or 6&ave.. Thus in contrary motion, even the forbidden fucceffions,

{more efpecially the sths and 8ths) may be allowable,
Co Coowe L ,"15"
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Ob/. 6tb. In any of the motions, the procefs, by degrees, is more agree-
able, than to move by leaps. |

"The choige of fimple intervals is very important ; thus, it is preferable
to place the sths and 8ths in the bafs, and the 3ds and 6ths in the upper
parts. | | -

In a chord, which hys the tritone, and which, being inverted, would be

h the falfe gth, it may be noticed, that the tritoae feems to convey keen i-
| deas, and that its inverfion, viz. the falfe gth, has 3 certain foftnefs. The

common chord is majeftic { the 6th is more pleafing and melodious ; the
fixth and fourth feem to réquire fomething. =~~~

In general, the fuperfluons intervals will ferve in a bold and fierce fub-
je£t, and the diminithed in the tender and plaintive.

Ob/. 7th. In founding conjunéted intervals, the higheft is moft perceiv-
»d ; hence, in the performance of feveral vocal parts, that, which contains
"n¢ air, 18 naturally to be performed by the fineft; or higheft voices. This
“ule is ftri&tly intended, and obfém'«r in 2l moderg, Eurppean compofi-
tions, and performances ; and generally at th: fallowing rate, viz. a Kxﬂi-—
cient proportion of treble voices fing the air, or leading part, which is
confidered as the primo ; a fimiiar proportion of vpjces en bafs and
alto fing the fener, which is confidered as the fecundb 3 2 fimilar proportion
of men’s voices perform the counter which is confidered as the medis, be-
tween treble and tenor ; and a doubie proportion to the primo is engaged
in performing thebafs ; thus allowin a piece of four parts, "~~~ = -

4 voices for the prime. =~ -
1 - - forthe medio.

4 - -~ forthe fecundo.

8 - - forthebafs.

In performances of two, or three parts, care muft be taken to compre-
hend the intended arrangement of the compofer, if no dire@ion for choice
of parts is mentioned. ‘

A number of pieces, in the Locke Hofpital colletion, and other fimilar
publications, though exhibited in three parts, were defigned as duettos, for
two treblesy ov tawo tenoi t 3 and fometimes for treble to the primo, and for zen-
or to the fecunds. L'nc. dafs, being cyphered, is intended for an inftrument.
Such pieces, in their prefent arrangement, cannot have the intended effect,
if performed as chorufes, more efpecially, when the tenor voices take the
primo, and the tr<bl: voices the fecundo. =~~~

CHAFTER




CHAPTER VIIL

Cr
| SECTION 1.
ADENCYE fignifies the refolution of any preceding, cith-
(_ A eractuad, or fuppoled diffonance,

Obfervatiaa 1 7. Suppoted diflonance is fuch a c.onjun&ion of inter.vals,
as, (ihotgh by reully contonant intervals, yet from their peculiar fitua-
tior, with refpect to accenting, and fuccceding conjunction of intcrval@
are praved to want more finithing, before the car can realize, or enjoy their

CavexNcuns,

xX1

L ]

f
+ ceive an additional {trength, or degree of cxpreflion 3 and of prefuming ro

give a peculiar ftrength, or length, 1o an occafional word, witi;out the com-
pofer’s exprefs direction.  Such errors originate from a want of know-
ledge, and have a tendency to perpetuate the fatal habit of beating timc,
inftead of kecping it. | . :
(Vide Part 2d. Chap. i. Sec. 3. ObL. 8. and Ciap. ii. Sec. 1. Obf. 3.)

SEcTiOoN 3.

THERE are different kinds of Cadences. o
1. 'The Whele Cadence fignifies that the bafs defcends, or rifes from the
governing note to the key note.

dofign, ¢op, | e e e e e e e oo g e )
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:‘f‘“"E:: f:"’...i’.‘:’."::’:".:’ P - = Obfervation 1f. Agreeably with the word cadence (which originally figni-
o B ———m fies a fall) as well as with the effe€t on the ear, the firft, of the above ex-

- L :F | 3%.... : — o amples, exhibits the whole cadence, in its moft perfect ftate.

- :}_ —— _‘ : - (J%f. 2d. Inthe abeve example, the governing note is exhibited, as being

~In this example, A. ¥, in the upper purt, make a fuppofed diffonance,
in connection with the following G, K.

‘There is a {imilar exampie in the well known Hallelujah Chorus, by Han-
delyin the laft bar butone.  Yet letit be obferved, that his fundamental
bafs, in that bar in the original, is the fame note, as the bafs note, in the
bicceeding baryand that his treble, or prime, continuing on the 8thin both
bars, caults the moft harmonious effect from that fingular mode of clofing.

Olf. 2d. All cadences are made by preparations, and refolutions. “Their
fundamental bafs notes are the notes of the poverning, and common
chord to their refolution, which muft ftrictly be the cale, even when the
aiflonance is retarded, through a maltiplicity of chrumatic éxcurfions, or
ghe different inverhous of the governing chord.

SecTieN 2. |

IT is an eftablifhed rule that the refolution of diflonances is
te be on the accented places, or moments of 4 mufical period.
(Vide TParr 2d. Chup. tft. Sec. 2d.) This does not prevent the
beginning, and the continuing of  diffonances on the accented
p.aces, but it only fignitics, that they fhould not be refolved on
an unaccentud place, |

Obfervation. 'L importance of the preceding rule, as it in general af-
aects the mevicand effeet of all juit modulation, ought, in a fpecial view,
tucattion vocd performers girindt two commanerroncous habits, viz, of bea
Sevingsy ik an arcented placey or vanent iowinufical peried, (hould re-

£)

the principal note for the perfect, avbole cadence ; yet the notes, of tiie ma-
jor 2d and sth, in the governing chord, are, and may be ufed, as proper
bafs notes, in the cafe of a whole clofing cadence. It muft however be
noticed that thofe two notes frequently precede the key note, for the pur-
pofe of intreducing a new key note.
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N. B. The note C, being on an unaceented place, cannot make a clofing
cadence to the preceding notes, but introduces the following, half cadence.

2. 'The half cadence fignifics that the bafs rifes, or falls from the key note
to the governing note.
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0. 3d. Cadences ininufic are fimilar to ftops, in fpeaking, or writing.
They arc rerminations, cither of a part, or of the whole piece of mufic, as
ftops are of a part, or of the whole fentence.  The half cadences are like
commas, and feinicolons, after which more is expeted to follow ; but after
a whole cadeuge, we are fenfible of a conclufion.

When,
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When, ¢. g. inthe keyof C, a cadence 15 made by the rifing of tha bais,
froix C to G, the key then undergoes a madulation: liitu another, vejated
~ key; which modulation is an accidental, temnporary circumitance in the
harmony, and which may be continued, and fucceeded by farther, fimilarmo-
dulations 3 but the original pitch muft finally be reintroduced, and the laft
comma of the period will clofe with a whole cadence, or with a governing
Lafs note falling, or rifing tothe key note,

O#f. 4th. Whenthe key note of the bafs is fucceeded by the zoverning
nate, for making a half cadence, it is announced by giving to the zherd of
the key note, an addition of a great 6th.  This chord 1s calied the a2 ition-
¢l £th (Sixte ajoutee) in diftinétion from the chord of the fundomeneel,
great 6th, which, though of a fimilar conitrution, s ufed in a dilfercnt

calc. (Vide fupra Chap. vi. Sec. 7. Letter B.)
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OZf. k. The examaples, applied in this chapter, cxhii:t the fundamenta!
bafs nipes. By reelizing the coniiftent inverfions of the fundament:!
chords, ‘Vide tup.a, Chap. vi.) the judicious rzader wiii comprehend the
nature of any ovcuring ~adence, comma, or punétum, i the mufical puri-
od, *ven in the midft of their numerous changes, or thefe different appear-
auces, they may duiive from the nature of the freedor. of a continued bafs.
In fact; the right, comsofed cadences are equally as well {lt, as compre-
hended.

3. The iniervu,ted cac:uee takes place, when the diffonance, which ap-

peared ready for refolution, i retarded, or fucceeded iy a new diffonance.

- T

U i S I S MU U R :
{é DN B NS QU B —" — )
B R ..
‘5- [ Junl sney S o' — :
{ S < S — *I:‘;Z:Zi“":'i“— -
- SRS, A

Obf. 6th. The interrupted cadences give an additional tafte in the ex-
preflion, they, alfo, like the half cadences, mzy 2nfwer to the marks of in-
terrogation and admiration in writing.

Oif. 7th. The chord of the minor 7th is frequeitly fet on an accented
place, and is left there, without underyoing a farther refolution, and is of-
ten {ucceeded by a reft, or a particular, ernr iive continuance, after
which the fufpended time, and fubject is reaffu’,  “Lais chord, by bear-
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‘e 1ts divlonance, viz. the minor 7th, in the higheit part, has the effect of
veing perceived as a medium between two related pitches, for which rea-
ran, 1L inay, at times, be ufed with fervice,as mentioned.  'This chord, when
thus ufed, is aCtually a half cadence, and the mufical period is fufpended,
or interrupted.  When the {aid chord is to undergo 2 procefs of refolu-
‘tion, its d':igrance muft rife, or fall a half tone. ‘

SECcTION 4.

In the A& of Cadence, (more efpecially in final cadences)

there are generally three moments, viz. the preparaiion, the dif-
fonance, and the refolution.
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Obfervation 1ff. The preparation of a cadence includes two chords, viz.
the chord preceding the diffonance, and the chord of the diffonance. In
the firft of thefe chords there muft always be a confonance, that is pro-
longed in the chord of the diffonance, and by the direction of the flur,
continued as one founc.

It is from this rule that the nature of fyncopation originates. (Vide
Part 2d. Chap. i. Sec. 5.0 The bafs notcs of thefe two chords, muft have
a fundamental procefs, viz. riiing or falling by 4ths or sths, or rifing, but
not falling by a diatonic degrce. By obierving thefe rules, the diffonance
introduced, is more tolerable, w the car, and the thread of modula-
tion preferved.

Off. 2d. By anticipation, u note is brought 1pon the unaccented part of
the bar, in fuch a manuer, as that it has not yet its right harmony, but,
by kceping on, it acquires 1t upon the next accented part of the bar, the
other part ulfo moving, to make that note harmony.  Anticipation may be,

either rifing, or falling ; and the upper parts, or the bafs may, either of
them, anticipate.
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O%f. 3dv Retardarion fignifies, that the diflonance is fet on an accented part of the bar, and followed by a confonance, on the next unaccented
part, but not yet refolved.
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O%f. 4¢b. Suppofed divifion of nctes means, that feveral notes might | fonance, are indifpenfably connected with the principles of accenting, and
rife, or fall in a diatonic fucceflion, in one part of a harmony, while anoth- with the procefs of the fundamental bafs. "This is farther corroborated
er part holds on, upon one note. The general rule i is, that when the fub- | by the meaning of the third part, in the a& of cadence, viz. the refolu-
divided notes are of equal length (Vide Part 2d. Ch. i. Sec. 2. Obf.) thofe, | tion.

‘which meet on the accented place, bear the chords, and the others arc Odf. Gth. The refolution of a cadence fignifies, that the part, or parts,

confidered as pafling notes. which bore the diflonarnce, rife, or fall diatonically, on an accented place,

(o e — e g e e s e e g o] :_ ey | 1nto 2 conjunétion with the other parts, by which 2 perfect confonant
E o ———— 3:" ig- ‘-.p..-:m%_-.....i chord is produced.

) .......T.'-aii TSI 18— Hj I-250-1208 Oﬁf 7t/» When a diffonance is to weceive 1its refo]ution, by rifing dia-
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5 I—=a7Te -2 """"'""t""'“““]“ P-m1 fcending diat ly, it lled th di A major diflonance

I==—% - r o= o= , F"P" di ng diatonically, it is called the minor diffonance. wajor diffonance,
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SECTION 3.

WHAT has been mentioned, in the preceding fections in this
chapter, has rcference te all thofe cadences, which imply the
continual principles and procefs of irwdulation, in lnrmony at
large. From thofc, the cadences, made ufe of, for expref-
fion and performance, muft be dx{hngulﬂled Wthh cadences
are, in general, indicated, either by appoggiaturas, or a charac-

ter, marked @, called a bald

Obfervation 1fl. Appoggiaturas arc {mall, additional notes, which, as the
bar is full without them, fhall receive then length from that note, againit
which they are placed, and which note is then called the prmcrpal note.

. There are two kinds of appoggiaturas, viz.

1. The common appoggmtu; 2, 1. €. ?j;—-—-q—i}——-: ;‘_‘ —

—tt
when the principal note is fucceeded by SAZAIE S o et 4 v
another, or makes the laft note in the S R = -
bar. The rule is then to divide the §=<—— SN 1 S —

length of the principal with the apporr- - - _Eéﬁzj

— R S
glatura.

Q W Qe emy e« - PP R o

7

|

LR

SNOENHDR
o@@ :

CHAPTER L
Of TimE, ACCENTING, and SYNCOPATION,
SECTION L.

EASURE notes, are rertain notes, reprefented by cv-

phers, from which fhall be comprehended the amount,

the divifions, and accented, or unaccented partsin a bar. When

the bars contain the amount of four crotchets, or four fourths,

this fpecies of time, formerly called common tnnc, is indicated
by the letter C by way of abbreviation.

"When the bars meafure two crotchets, the time is marked 2,
Time of three rainims is marked ¥, 'Inm of three crotchets is
marked . ‘iime of threc quavers is marked 3. Double bars
of the two Iaft fpecics are marked © and £, |
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-t S e v S wngw GfRR, © am - ——-—-}-u-
o --v--;'—- F—--{-—- - oo oo wefemig, g
a dot, or reft follows the principal note, §:;_‘E__b___- ::E :f;:;;:’-_
"The rule 1s then to make the appogriatu- F-—l—=—mp =t —————w-o-
ra as large as the whole

prn'l(.ipdl, and ‘‘‘‘‘‘ l:-"—gw: :: :
fill the place of the dot, or relt, with the gf‘ _:E | S— ...3:%
. 1

found of rhe principal. —t -

P

!

 gedwets WG W N WD e\ |

Ob . 2d. ‘When the charaéter m, called the hold, or mdencc, is fet over
a note, it cither fim ply dickates a clofe of the per 10d or it indicates, that
the meafure fhall be fu{pend«.d, fo as to give room for a peculiar expref-
fion,

Obf. 3d. When the mark m, (fignifying afv fpenfion of the meafurc) oo-
curs tn a vocal folo, the accompanying inftruments wait, until the finger,
by 2 remarkable leading note, announces that he is clofing the fufpended
meafure, and is ready 'to join with the mﬂrumcnb

When the m oceurs in a vocal harmony, the leader of the principal part
muft dire€t ity mamagement, with thefe particular obfervations, that the
marRed note fhall, durmg the {ufpended meafure, be {welled, and then
decreafed by degrees, and that the period, fucceeding the m, {lmll always

| be piano, unlefs the compofcr has given exprcis direction to the contrary.
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Olgf'r'vatz'on 1/%, A‘kmmg, tlnt bars of § are double | mm of 1, and thofe
of {. double bars of } (i. e. that the three lalt parts, in uph bars, fLali-
be «ccented ew&lv as the three firlt parts in the bm‘, or as would
be deone in a new bar of three p.ms) it 1$ plam, that all {p éue% of time -
nay be divided into two clafles, viz. time of "an even number of parts, in
the bar 3 and time of an odd number of parts of a bar. " The firit clais is
called fime at f‘mp, or rqrml zimey and has two {pecies, marked C and ?
the fecond clafs is called #ime'at threcor dnegual time, and has 'three {p c:ues,
marked !, 1 and 3, and two fubpeciesy marked § and §. The two laft
ipecics are commmxly called compound time, becmfc whcn fuch tinte is per-
formed quick, it appears as if the bar Lonhﬁcd ouly of ¢wo purrs ; but on
rearey anmumtxon, or by performmg that kind of time flow, it will be e-
vident that the method of accenting any fpeciés of time, at three, is firict-
Iv adopted in each half bar of a tune compofed of the time of ¢ or 2.

(Jf: 24. When a picce of mufic is faid tobe of time C, or %, or }, &c. it
indicates only thenumber of parts,or divifionsin thcb'u's,md thie wnfu;uc 1t
mode of accuntine 5 but how quick, or flow, the piece is to be per formed

muft




muft be determined from the nature of the fubjedt, or from the figuinca-
tion of the technical terms prefixed to the picce.

SEcTION 2.
ACCENT is the arithmetical order, by which the compofer,

or performer divides and arranges the contents of the bars.

Obfervation 18 Depriving a compolition of its bars, will immediately
deface its defigns, and even the performing the contents of the bars to the
utmoit nicety of their characteriftic length and e\prefﬁon, will without the
guide and fenfation of accenting, have au infipid and tedious effect.

Q4. 2d. Any note or part of the b'u', which 1s to be accented, fhall not
receive more length, or ftrength, than its charadler requires 5 nor muft a-
ny note or part of the bar be performed fhorter, or fofter, becaufe they
were unaccented.

In a march of ecmmon time, the foldier’s right foot moves to the firft
and third crotchets of the bar, but he is dxrc\kd to make equally lengthy,
and folid fteps with the left foot, that moves to the fecond and fourth
crotchet, or the unaccented places in the bar ; yet he cannot march to any
mulfic, that is compofed in time of three parts, in the bar, unlefs he takes
a bar to a ftep.  Good accenting implies a myfterious {ympathy.

Bce a large auditorium, to which a fufficient number of capable per-
formers deliver a good compofition, there is a general engagement in the
effe€ts of the time, viz. motion of he¢ads, bntmg of feet, and many per-
fons, who know mnothing of mufic, are precitely remarking, and diftin-
guithing the accented, md unaccented moments in the compofition. Dur-
img all this continuing, accurate activity, the harmony in its reiterated
fiames, which are cither {quares, or triangles, exhibits a variety of flow
~nd pompous, fwift and bold, fwelling and dccrealing founds ; the con-
tents of the bars, in the picee, are various, but the frame and the order of
the bar i3 conﬁant, as the effects on the hearers, That order and effect is
accenting, but it is not exrzflion, as is falfely fuppofed Ry many perform-
£1s, who, being perhaps miifled by fuch a wroug idea, frequently take the
liberty, even in the middle of a vocal, mufical period, to make ftops on
fome particular occurring word. This they call accenting or expreflion; but
it it be not the fpoiling of a compofition, it is at Jeaft to compole, and not
1o perform.

Example of the preceding Obfervations.
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O4f. 3d. The arithmetical order to be obferved in accenting, concerns
either the parts of the bars, which may be called the general accenting, or
individual notcs, in one, or more parts, in the bar, which may be called the

_/j)mal acceenting

In an arithmetical linc of units, there is no other mean of diftintion,
but only in the fucceflion, viz. that the be rmnmg unit is the tft, and the
1ucceedmg the 2d, &c. In all acerntog alyjed jes ‘ts, the fucceilion is calcu-
lated by pairs, of ‘which the jfirft is the Legiuning, and the Jecond the fuc-
ceeding ; and when a bar, or an object to be accented, contains three
narts, the fame principle fhall prevail, viz. that, after the ﬁrft pair has been
arranged, as mentioned, the third object is confidered as che firft of a new
pair, as in the cafe of common time, but this firt having no fucceflor, 2
fimilar procels is begun anew in the following bar, &ec. -

The firft of the pair, is accented and the fecond unaccented, &ec. hence

in common time, the 1ft and 3d part is acccnted and
the 2d and gth, - - naccentcd
In #ime of * __ § the 1ft part of the baris accented,
e ¢ the 2d, - - - unaccéented.
the xft partis - . accented,
In time of 3,3 and }, dthe2d- - - - - uynaccented,
the3d - - - - accentcd.
the 1ft and 3d part is accented,
the 2d - - unaccented,
In timeof § and §, - (the 4th and 6th - - accented,
the sth - - - - unaccented.

Olf. 4:1:. Specml accenting concerns individual notes among themf{elves,
as being fubdivifions of one, or more parts of the bar. Tkeir accenting
is allo arrangcd by fucceflions of pairs, and in every pair the firft note &3
accented.

In pairing of notes, it mull be noticed, 1. That
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v That if a part of the har is fubdivided, e. g. into four notes, thofe

 notey mnft not be paired ¥ romifiuounfly, as the 2d with the 3d, &c. but

“they fhall be paired thus, the 1t with the 2d, the 3d with the 4th, &ec.

2, ‘That hence no fubdivided note, belonging to one part of the bar,
can b paired with a fubdivided note, belonging to another part of the bar,
excupting in the cafe of fyncopation,

k Y ' v ‘e . . Yo . /-\
3. That when three fubdivided notes occur, over which this mark 3
15 placed, they fhall receive the fame mode of accenting asa bar of three
parts.

~OECTION 3.

S177JCOPATION is sn apparent exception in the general, or

fpecial accenting, and onginates from this circumnitance, that in
a pair, (which, as prefcribed, contains the accented order, or
fucceflion) the firft tound is, by a halt, fhorter than the fecond,
and that the {ccond contains the half of the regular length, be-
longing to the firft 5 that, farther, the proportion of the fecond
obje&, in the peir, is trequently finifhed in another following
found, which irregular devifion of proportion may be continued

through a number of chords.
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Obferantion 3¢ ¥From the bindings, in the two firft bars above, it may
be noticed, that this was the only contrivance, by which the fyncopation
could be continued through feveral bars, without interruption, which is
not the cafe in the gth, 5th and 6th bars, wherc every bar begins with a
frefh fyncopation. 3 hence the compofition and performance of fuch bind-
ings is ftrictly implied in the reafons and rules of fyncopation.

O%. 2d. The compofer employs fyncopation, either, mercly, to give his
arr a peculiar energy and exprefhion, (Vide infra. Table 1) or, from a rea-
fon for continuing a difforant ftate, in one, or mare parts of a harmonv,
whiie the other parts are in a flate of refolution, by which the final, per-
frt, confonant flate of the whole harmony is contrived, through a large
compafs of 1ich, gradual preparations.  (Vide infra, ‘Table T1.)

'This may be underftood, by obferving, that diflonances, (as mentioned
in the Chap. on cadences) are nuturally placed on the unaccented mo-
~ments, in the period; and that, by thus mixing the accented, and unac-
cented moments, there s o chance for condnuing diflonances, where they
‘utherwife fhould not be continucd.
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Obf. 1d. The vocal performer muft obferve the fame rules for fyncopat-
ed notes, as for other prolonpzed notes. The accented order and fuc-
ceflion, either in the general, or fpecial cafe, does not imply any additional
trength, or length to be given to the accented places, but only to dire¢t
the judgment of the performer of the contents of the bars, which con-
tents, if poflible, thould be arranged by pairs, of +vhich the beginning part
1s remarked as the 1ft, and the fucceeding part as the 2d 5 but when fuch
a pair, or more pairs are included in one, continuing found, or when the
fyncopating purpofe interferes with the common order of pairing, or ac-
centing, the finger muft perform the continued, and fyncopated founds, a-
greeably with their lengths, and other mufical charaéters, without indi-
cating, with the voice, any divifions, or difcriminations. It is his advan-
tage to mind and compreliend how the accented order, cven under thofe

apparent




apparent exceptions, governs the fpurit and effect of tlw )mrmony at large ;
but it is his duty to perform no more, nor lels, than the contents of his own
part, agreeably with the directions, and meaning of the compofer.
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- CHAPTER IL
ON SiNG

SEcTION TI.

ATURE has divided voices into four different clafles,

I N G.

~ which, in general, include thre¢ oltaves and a few addi-

tional higher, or lower notes of the gamut.
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Oy Iﬂ Generally the bafs compafs is from bafs G, 12 notes upward.
the tencr compafs, from bafs C, 12 notes upward.

thecountercompals from mxddieB 8 notes upward.
thetrebleor

- principal )

e and called the F cliff, from being
“ _The B(Z/} UL is thus marked -—5-- placed on F in the b'\is.

0 GRSy “ar

compafsfrommiddleD,12notesupward.

S -y~ 13 called the C cliffy from the place
Che Counter Cliff, marked thus <=~ of its mark. 'The counter C 1s the
« LI~ middle C, on the gamut.

" are callcd the G cliffs, be-

The Treble and Tensr Cliffs, thus marked § ng placed on the line,

the tenor is an oQtave lower than the treble, and the G of its cliff is the
fame, as G in the fourth fpace in the bafs.

Obf. 2d. Notwithftanding that a number of excellent voices, in their
refpective compafs, can, with eafe, produce higher, or lower mund 5, than
thofe, above mentioned, it is yet advxfablc, in corapofitiors ef facred mufic,
to netice, the above plumlwd limits, more efpccially, as the exhibited
compals of all four parts is futliciently adeduate to the purpofes of har-
mony. “

Obf. 3d. No inftrument can produce true, and good tones, without it
ts fitted and tuned.  The

-which 1s called G, but

‘taken a major 3d to the sth of the pitch.

part fet for a bafs wioly or tener viglin, s ot to

xxvu

b ma)ud by the primo violin, &c. which rule is the fame in the inverted
cafe.

The good inftrumental performer produces the founds and periods of
his part, without any of his own alterations, or additions. Iris enough for
him to produce the notes :in their true tone, and length, in their right, ac.
cented, or unaccented order, and with that enphafis, or expreflion, which
they fhai! receive from the. particular direftions of the compofer. The
leader of an orcheftra beats the time, but generally only in the beginning,
or when the time changes, or when'a difhcult paffage might imply a dan-

er of lofing it. Learners and bad performers, only, beat .the time,
grom the fimple reafon that their exertions are labour and not mufic. "The
good, inftrumental performer avoids affected gefticulations, or motions of
the body, asbeing out of his pravince,and no object to the hearers. Thefe

remarks the vocal performer ﬂwuld notice as friendly, and reafonablc

hints. i
SECTION 2.
TO found a note with the voice is to give it a peculiar degree,

relative to other higher, or lower founds.
(Vide Part L. Chap. i. and ii.)

Obfervation. By repeated exertions and habit, any capable voice can
found all kind of intervals at fight ; but to obtain that habit, it is neceffa-
ry to obferve, that the vocal divifion of tone, and half tones can never be
precife, without the produced found is, either by the ear, or imagination,
brought forth, as fome fpecies of natural vibration, either, to a founded,
or fuppofed néte ; thus, even diffonances, in the o"’tavc, become natuml
vibrations. The 2d is a gth to the 5th of the pitch, in:the next lower oc-
tave ; e.g. in thekeyof G, A is a gth to D, which is the gth of the pitch.
The gth isan octave tothe «d, or a sth to the sth of the pitch.
jor 7th is a major 3d to the 5th ol the pitch. The minor 7th is a minor
3d to the sth of the pitch. The tritone, or fbarp 4this, either, the 4th to
the pitch, which, by being fharped, becomes a major 7th of a new related
pitch, in which cafe, it vibrates a major 3d to the 2d of the former pitch;
or, it makes « fharp 4th to the 4th of the pitch, in which cafe, it may be
In either cafe, the fharp 4th is
imply to be conhdued as a major 3d to the 2d of the given note.

The inverted tritone, which makes the falfe gth, changes the pitch
into the next related lower pitch, in courfe, the falfe sth isa minor 3d to
the 2d of the new produced pitch.

- The minor 4th, has generally the effe@ of changing the pitch into the
next related lower one.
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xxviil
- SeeTion 3.

- ALL relative degrees, by which notes are founded, are natu.
ral vibrations, which, in general, orat lcalt with but few excep-
tions, originate from the key nete or the fifth of the pitch.

Obfervation 1. Daily cxperience proves that /i true founding of notes
depends, 1ft, on an imaginary reference to a certain pitch, or o€tave, which

- is fo called, becaufe, it contains eight parts, and becau'e, when rifing by
~ the eftablithed degrees (Vide Pait I Chap. ii. Scc. 3.) the eighth part has
the fame found as the firlt in the pitch 3 and adly, on attending to the
ruoment, wher the pitch is changed, which, 1f aot mdicated openly, by
prefixed s or s, may always be difcovered in a harmony, by {fume of the
tollowing cirgumitances viz. . -

A. If the 4th of the oftave be fharped in one of the parts, then that
.+th becomes the major 7th, to a new ottave, in which the gth of the for-
mer pitch is now the key note, and, the moment, the fharp, mentioned,
13 removed, the former octave, or pitch is again prevailing. |

B. If the major 4this flatted in onc of the parts, then that 7th becomes
the 4th of a new oftave, in which the 4th of the former pitch is now the
key note ; and when the flat, mentioned, is removed, the former o&tave
again prevails, )

N. B. By flatting a major 7th, the produced note makes the falfe gth to
the major 3d of the former pitch ; this chord, as wyell as the chord of the

tharp 4th, is of the utmoft importance in compofition, for the purpofe of
changing the pitch gently. o |
- C. When, in a harmony, the 2d is taken, in conjunétion with the key
note, either, as a 2d, or as a minor 7th, the prefeat oftave is changing
into another oftave, in which the gth of the fl;rmcr pitch is now the key

1note. , : ,

D. The three preceding remarks are applicable to oftaves of a major
mode. In the minor mode, the changes of the o&tave are various, fudden,
‘and lefs characteriftic.  The efiential marks, which a vocal performer may
notice, are, that when, in any part of the harmony, the 3d of the oftave is
~ a major third ; the minor octave is ﬁmpl{ changed into a major otave ;

that when, in any part of the harmony, the 7th of the oltave has a §, or
is flatted, the oftave is changed into its relatcd, major oftave ; (Vide
Part L. Chap. ii. Sec. 6.) that when, in any part of the harmony, the af-
cending 4th or Gth is fharped, the minor o€tave is changed into another
olave, cither major or minor, in which the gth of the prior o&tave then
‘becomes the key note 5 that alfo the 4th, of a minor of7ave, may become the
key note of another miner, or major oftave, if the key note and minor 5th
of the prior oftave are taken in conjunétion, and more efpecially, if at the
fame time, the 3d of the prior o&kaveis tharped.

E. When, in one of the parts of a harmony, of 2 major oftave, the
3d is flatted, the major oflave is fimply changed into a niinor octave.

I'. Waen, in one of the parts of a harmony of a major octave, the ¢th
is tharped, that gth becomes the rifing 2th 10 a minor octave, in which the
Gth of the prior octave is now the key note, and the pitch is the related
mitior octave to the prior, major otave. |

Obf. 2d.' To obtain a proper habit of founding the degrees of the oc-
tave, it 1s neceflary for beginners to practife the natural vibrations in' that
courie and order, which they derive from nature. Thus, the firft-at-
tempt fhould be to found a true oftave, which is the moit perfect of all
natural vibrations, or confonances. Next to the oftave the sth cither
rifing, or falling, has a peculiar tendency to aflift the imagination of the

~finger, in2 numbcr of icaping intervals, in which the idea of dividing by |

tones, or {emitones, might be doubtful. | P
(Of the farther courfe and order of natural vibrations, vide fupra. Part .
Chap. 1. Sec. 4.) «
Otf. 3d. 'The preceding principles, which are laid down as the ground-
work in prefent European fchools, will be the more acceptable to
American mufical ftudents, as they are, not alonz, the only fcientific
and depending means to produce the defired effeét, but as they alfo
lead their peruters to notice the peculiar tranfaltions, reafons, and merits
in the harmony. | |
Obf. ath. Formerl{ it was tlie method to name cight parts of the o&tave
by four fyllables, in the following order, viz. |
ift, 2d, 3d, 4th, gsth, 6th, 7th, 8th.
Fa, Sol, La, Fa, Sol, La, Mi Fa.

The ancient gamut contained, originally, a tetrachord, or four notes,
viz. B, C, D, E, afterwards the number of notes was gradually augmented,
yet no improvement was attempted toward comprehending, or allowing
the divifion of the founds into femitones. 'When the augmentation reach-
ed the compafs of an octave, the prior habit of ufing the tetrachord ftill
continued 5 in other werds, the oétavz was divided into two tetracheords,

as from Fa to Fa.
11, and 4th.

and from Sol to Fa.
sth, and 8th.

During a number of ages, through which the principles of harmony, or
compofition gradually arrived at their prefent improvement and fuperiority,
the neceffity and advantage of dividing the oQave into thirtcen equal femi-
tones, being a gradual, and confequently a difficult acquifition, could
only by degrees prevail againtt prejudices, and the former fuppofed advan-
tages of dividing the o&tave by tetrachords, without any idea of therc be-

]
ing




“ing other femitomes, in the otave, than only la, - fa. and mi - fa.

~ 3d, = 4th,  7th, - 8th,

“Tn the 2d Edition of atredtife on harmony, (faid to be written by Dr.

Peputch) printed in London 1731, the following paradox is given in the

3d and 4th pages. ¢ The keys are the octave of C, D, E, F, G, A, and are
diftinguifbed into fbarp and flat keyi, being o called from their third: being na-

turally fbarp or flat.  The [harp keys are C , G and F, and the Jlat keys are
Ay, Dand E. A feventh fpecies of octavey which begins from B, cannot be con-
. federed as a key, it not having a true §thy as the others haves and if in order to

ufe ity we fbarpen F togive it a true §thy e in effect do but tranfpafe the bey of

£ a fifth lower, or a fifth bigher.”

~ Since the principle of allowing thirteen, poflible femitones, ini any oc-
tave, became an unexceptionable ftandard in compéfition, the former fup-
pofed advantages, of the tetrachorded otave, were miitrufted, and that

method of folfeggio was finally left out, as falfc and infufhicient.

. N. B. Thofe, whoare yet in favour of the old machine, might change
their opinion from the painful conviction, that they never can fing, any
%'aa'rt of a compefition, wliere the oftave, or pitch is changing, unlefs they

earn it habitually by hearing it fung, or played.

~'The cafe i3, fimply, that if juftice fhall be done to the principle and in-
tention of fi, fol, a, fa, fol, la, mi, no change of the oftave can be duly
noticed, or effe€ted j e. g. in the key of C, its 4th is F, and both notes are
called fa; but if F 1s accidentally tharped, the finger yet. calls it fa, and
the mafter calls it fa ; or elfe the falfity of the principle would be revealed
hence, that note muft receive a doubtful and erroncous performance. But
the juit gifts of nature are gyeat, and the fprightly pupil will, by a good
ear, frequently reCtify a number of errors, contracted from falfe principles.

Okf. sth. inthe newer method of denominating” the different parts of

ant octave, either by feven different fyllables, letters, or cyphers, the efien-

tial improvement, viz. of dividing the oftave into thirteen femitones, and
of knowing when, and where one of thofe {emitones,in a harmony,is taking
its rank or place, as a chara¢teriftic part, in a new utave, is not,from thofe
feven charalters, fo confpicuous as might be withed, yet one advantage is

certainly obtained, viz. that of having {even different characters for feven

different objects in the o&ave.

In the German fchools, the notes are named by feven different letters,
viz. C, D, L, F, G, H, &c. The Italian {chools make ufe of feven fyvlla-
bles, viz. do, #2y mi, fu, fol, la, fi.  The French adopt the fame method, ex-
cepting that in the place of d, they ufe the fyllable w2,

- 'The falt is, that the German method implies a chance for founding
notes belonging to different oftaves : Thus when F is {harped, they call
it Fis, and always found it in the fame relazion to G, as L is founded to
F. In general, they give the letter of any {harped rote, an addition of the
| ' | | L -
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| fyllable is.  Their 1, when flatted, is called B, yet they ufe the letter by as

a direction for flatting any note, whatever. 'The Italian, and French me-
thod is, in commen f{chools, only ufed for comprehending the ftate of an
otave 3 but the moment, that the o¢tave changes, (of which they, by an
habitual acquaintance with good compofitions, are always in a due ftate of
anticipation) the named, feven fyllables are immediately tkipped into a' re-
fpective order of a new oltave. - S

An additional circumftance to be noticed is, that the mafters of the a-
bove mentioned fchools generally underftand mufic ; and that a part of
the tuition implies an inftrumental afliftance. |

In feveral, European fchools, the pupils are immediately taught to found
intervals by cyphers, which denote their ordcr in the octave. But even
that excellent mode implies a deficiency, in cale of the diminithed, or {u-
perfluous intervals. o

Obf. 6th. When a finging {chool- can receive no inftrumental afitx
tance, or fuch advantages, as are derived from frequently hearing and
comprehending good performances of excellent compofitions, it muft be
confefled, that neither of the befor: mentioned methods can, without {ix-
rificing much time, anfwer the main purpoie, viz. to comprehend fteadily
the right ftate of the octave. |

et

APPENDIX to Cuap. 2d.

N. B. The following Sections,and Obfervations, correfpond with reafon

and experience, and are, with few alterations, adopted at prefent, by a
number of finging {ocicties, in Europe ; but, they beingnot directly com-
piled from the works, quoted in the introdution, it was thought beft to in-
fert them, asan Appendix to the chapter on finging.

SECTION 1I.

SINCE mufic contains 12 femitones,(Vide Part I. Chap.i. Sec. 1 and 2.
and fince thofe femitones, by the rules of the diatonic {cale, (Vide Part 1.
Chap. ii. Sec. 3.)are framed into feven different parts, which make the fe-
ven parts of an o&ave'; fince the principles of harmony require, that the o-
riginal pitch, or oftave fhould be frequently changed, and fince thefe three
importantcircumltances, effentially affect the fuccefs in finging, it is expedi-
cuty in any fchoot, to adopt {uch means, or contrivances, as may comift-
ently guide, and affift the judgment and habit of the {cholar in an early
period of his learning. |

Obfervation 1ff. 1t is an clicatial obicet to appronsiate 12 difficrent monefvllables for
the ra different fetmitones, and to. choole tuch monotytidbles, which. in cafe of flatting.
or fharping, mav readily convey to imaginaiion a continued u'c of either of the feven
letters C, D, E, F? G, A, B, by which the naturai notes of the fcale are namcd. (Vide in-
fra the example tue coeding the 2d Ob{ervation of the fuft Lefon) Ol
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03/ ad. Another acquiiition for beginners is, that they know thoroughly, by rote,
what is mmeant by an o&ave, viz. the exaét degrees, belonging to each part, in the oc-
tave, and the precife difference between a major, und minor mode.

: | (Vide Part I. Chap. ii.)

0%f. 3d. It is advantageous to notice, that the natural vibrations contain the reafon,
and means for founding any intcrvals, either confonance, or diffonance ; that trom ob-
tating a folid habit of ?ounding natural vibrations, as 8ths, sths, 4ths, &c. originates the
" future ability, precifenefs and confidence of the finger. .

Obf: ath. 1tis alfo advantageous to comprehend the convenience and confequences
of the following table of inverfions of intcrvals. |

florf Toyasd « - or§20S4 Foyaquh
{tt‘:}% } by a 3d major or {Z{‘:}z{ } by a great éth.
‘ Z’ ’ﬁ% } by a 3d minor or {;Z{;% } by a fmall éth.
( to rife to fali ,
s -l fura

N.B. Since the intention, in the prefent appendix, is to communicate precedents of
fuccefstul attempts, in good, European {chools, it may be beft to exhibit them in an or-
der of progreflive lefloas.

LEessoNn 1.

- NOTES are figures, fet down on a ftave, or on additional lines, and
fpaces, above or bclow the ftave.  As they are differently fituated, they
will be differently named. 'Their difference, in duration, is known from
‘their diffecent fhape.

According to the prefent, eftablithed principles, there are twelve differ-
ent founds, which are named by thefe feven letters,C,D, E, F, G, A, B.
hofe letters indicate all natural founds of the fcale, but whenever a note
is tharped, or flatted, the mark, of {harp ¥, or flat ), is fimply added to
the letter of the note : and when fuch a % or | fhall be removed, it is done
by a natural §. |

Olfervation 1f. The expreflion of ratural fiunds denotes only, that the eve cannot

find any mark of % or ly, in the faid notes. Infa&, one uote,in abftrad, is not more
patural than another, which may be proved from this, fimple circumftance, that the

. potes, called natural, may be pitched one half, or onc fourth part of atone higher, or

ower, ad hibitum, |
04/. 1d. Sharps, flats, or naturals, prefixed to any mufical period, prevail during
that pericd. If a note bears an accidental %, b, or §, that alteration thall be wuder-
ftood to iemain during one bar, unleis thercbe a direétion to the contrary.

‘The t2 different founds of the fcale may be named, as follows
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Obfervation 1f. When & is tharped, call it Es.
e - - - Bes.
alfo, when ? is flatted, call it Fe}.
‘ - - - C - - Ce ] ‘

N. B. Thenotes, Es, Fcl, Bes, Cel, frequently occur, (Vide Part I. Chap. i. Sec. 1.
Obf. 2.) They ferve to mark the true ftate in certain oftaves, but they canaot be ufed
as key notes, becaufe they have other names and places, in the fcale ; viz. the gth to the
key of Fis cannot be F, but it muft be Es ; but, when this Jaft note is the key, then 1t
is called F, and E is the 4th, ‘

04/, 2d. Every oae, of the 12 named femitones, is computed, as being a half tone
higher, than the preceding, and as a half tone lower than the fucceeding tome, Every
onc of them can be ufed as a key note, and recetve its regular fecond, thicd, fourth, §fth,
fixth, and feventh, - |
_ Olf: 3d. The idea of tone and femitone may be comprchended from the three follow-
e e oAb e principles of found found bel

1 By the cftablilhed principles of founds, any given found belonging to the loweft
or higheft oftave, will gggnc of 12 named femistrog:s. x8 ’

2. Thofe 12 founds are, in their immediate fucceflion
Hﬂpne of them receives an exa&, and equal addition of

Hing. |

3. By the eftablithed principles of an o&ave. fome of the eight parts, in the ota
make, in their fucceflion, only one degree of the fcale ; dlefegarc?arl;e:i | ferxitomes, :&
for'xi% include two degrees oft{‘c fcalclt), altalcli are df&dlcd toﬁ.

e proportinn of notes is known by their different fhape. The reffs, or mends of
Slence, 1gn?f0y a ceflation of found to luft as long as the note, from w ich the reﬁjh'as

Its name. |
‘ m— _vT ws. -
u e

Ancient mames, | - Semibreve, Minim,Crotchct Quaver, Semiquaver,Demifemiguaver.
Modernnanses, tonc whole, a half, af'ourth: a%ightix, aﬁxteenth,‘atwo&t}&rticdl.

Refts.< - r i g“"% — ‘
_ =S
Obfervation. The prog:rtion’ of the bars, is known by various chara@ers, prefixed

to the ftave, which ma i
Eor g occurs,

called femitones, becaufe cve-
found, when riling, as when

| Notes

A
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' be comprehended from the leffon on time.
Xt 15, however, neceflary here to obferve, that where the characer
™

E, or four E

The charaéter - means three 6., and = denotes three <g-- &c.
2z T % T

Sty

it figuifies the amoupt of one &, or two

ve .
' (Vide Part Ii. Chap. i. Ser. 1.)
\ LEesson 2.

time is to give to the notes and refts their true length, and that

To kceg

order in the bar, which is eftablifhed by the principles of accenting.
(Vide Part 1I. Chap. ii. Sec. 2.)
the earlieft period of tuitign,
fhould

bt is \intercﬂ;ing, that fcholare, at




fhould habituate the eye to comprehend, readily, the contents ef a bar,
the amount of each part, and the precife arranﬁcment of all occuring ob.
jacts in the bars ; and to judge whether thofe objects are concerned in
the general, or fpecial accenting. This ewithmetical judgment can be per-
formed without {inging, and oughtto be confidered as a:part of the ground-
work, to precede any awempt with the veoice, ) .

Olfervation. When {ingers comprehend what it 15 fo Acep time, they mutt afterward
contract a habit of abftracting, entirely at the time of performance, their former me-
thods, in the {chool, viz. to gcatthc vme with the hand, or head, or to trouble the con-

gregation with any uncouth appearance of affe®tation, or labour. Ina difficult ({)aﬁ’agc.
‘or where the time changes, the leader may give a fhort direction with his hand.’

Lesson 3. A S
. AN Octave fignifies THAT fome one of the 12 mentioned pitches is ap-

propriated as a principal found in a mufical period; THAT during that |
period, the principle found is connected with {even other peculiar, framed
founds, called the fecend, thivd, fourth, fifth, frxth, feventh and eighth ;

THAT thé principal note fhall, during that period, fteadily, through all
poflible, higher, ot lower compafles of found, be a half degree higher than
its 7th, and two femitones lower . than its 2d § that the third is the charac-
~ teriftic mark of the mode of the octave, and when containing two degrees
of found, more than the fecond, it declares the oftave to be of a major
mode, but, when it is only one degree higher, than the fecond, it fhows
that the mode is minor 5 that the fourth fhall always be the 6th {emitone
in the oftave ; that the fif#5 thall always be the eighth femitone, in the
oftave, and is, next to the eighth, the moft perfect, natural vibration from
the principal ; that the fixth is the 10th femitone, in a major otave, but gene~
rally one degree fmaller in a minor oftave ; that the feventh is the 12th {emi-
tone in the major o€tave,but only the 11th in the defcending minor; thatthe
eighth is the fame found, as the principal, and that the ninth, tenth, eleventh,
&c. are, with refpect to their degrees, the fame founds, as the fecond, third,
Jourth, &e. | - ' |
Obfervation yff. 'The preceding definition fhould be fully comprehended and learned
by rote, before any attcapts ere made with the voice.  Whatever note is founded,
muft be one of the eight parts in the o&ave ; and if this be not precifely comprehended
and realized, the performance can never be good.
bf. 2d. There are four parts of an o&ave, whicti, when founded in ~onjunéion
produce the moft perfeét and confonant chord ; and exhibit the o&tave, or key, in ali

1ts dpu_n;yﬁ and power. ‘Thofe parts are the dey mote, or principal, the third, the fifth
and ezgntn. o :

The preceding conjurlion of founds is called the comimon chord, in whatever inver-
fion it may occur. |

When the principal is founded in conjunétion with its fourth, fixth, and cighth, the
chord is called fixth fourth. ‘This is the fecond, confonant chord, in the octave. When
the third and fixth arc taken with the principaly the chord is called the fixeh,  This

shord, though confifting of confonant intervals, cannot be direétly ranked among the

- oxxxd

co@m{xm chards of the edtave, hai'i.hg; always a tendency to change the m.qgl@ from
Major to minur, or from minor to major., oo ‘ o L
Whien the, focernd, fourtiy flh, aniﬁwnt/; of an o&ave arc founded, in conjunétion,
that great, dilonant chord is cailed the goverming chord ; its diffonances governing the
ear and voice into a neceffary refolution, which terminates in the common chord, in
the following manner ; the Aventh refolves into its eightt, the fif?A continues, the
Sourth refolves down on the third, and the frond naturally defcends on the principul,
Before any fuccefstul attempt can be made, in {ounding the atorefaid chords, (which
et contain orly the general ftate of the oflave, abftradted from its chunges) it is necel-
ary to comprehend and practife the principles for tuning the voice. |
| LrssoN 4. | |
NO principle, for tuning the voice, can have the defired effet, withous
a perfevering and correct pratice. But no pradtice can be fuccefsful, if it
be deficient in principles. 'Thg natural vibrations, of produced founds,
are the firft patterns to be imitated, and are the only ftandard, by which
the ear and voice can propcrl{ determine the degrees of founds. |
'The firft principal, natural vibrations, are 8ths and gths; thofe corref~
pond, particularly, with the compafs of bafles ; and it anfwers many pur-
pofes, in a {chool, to begin the pruttical part with the bafs vo'ces, as
their progrefs and confidence will afterwards ig courfe of natural vibras
tions, afford great afliftance, .2 tuning the voices of tne higher parts,

- TRACTICES ror THE BASS.
x_/t1 Practice l~y 8thrand §ths rj/?z:g or falling.
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The above exaniple contains thofe gths and 8ths, whicli naturally exift
inthe key of G, without the aflitance of other intervals.  Any given key
has a rifing, 2rd failing yth, which, during the period of that kev, cannot
rife, or fall to farther 5the. T

2d Piactice by Stkey sthe and. gths, vifing, or falling.
: Y ‘
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| Obfewvation /1. A tifing 4th is the &tk ¢o the falling sthof theéivenﬁotcr.

A tulling 4th 18 the 8th :o the rifing sthof the piven note.

Obf. 2d. In the key of Gy=-C is the ath, und D the sthy By examining the feale,
D appears to be one tone, or tavo fimitines, higher than C, confequently a sthis 4
whole tone higher thin the fourth, o

O4f. ad. By practiling a rifing iifth and a rifing {ourthy, fucceffively, the ear or voice
|y contraQ a habic of distinguithing the extent of a tone, or rwo fhumitones, - ;

-
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U ad Practicey by Sthsy sthey Aths and 3ds.
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Obfervation 1ff. ‘The interval of a rifing ¢th contains a major and @ minor 3d, or a
minor and n ajor third, In the £r// ca/fe, the chord is a major chord 5 and in the /gff
cal?, the chord s a minor chord.  The chord is then to be confidered in the arrange-
ment of the key #ote its thivd and fift/ . \lence, fuch a defiending m:ajor chord, con-
tatns a minor, and major third 3 and fuch a defeending, minor chord centains a major,
and minor third, The #hird is, tor thele reafons, co. udered as a vibriting mediu,
between a note wnd its sth, T R

Obf. 24. Anv major, or minor, rifing third is vibrated from the {fame nate, whicli
generates the vibration of the £/t and fourth, and véce verfa. The pradifing of the
nfing major third, will depend upon a confidential habit of founding the %fth and
fourth, the rifing third, being but a femitone lower than the fourth. Thus the inter-
val of the fourth will not, only guard againft making the third too fharp, but will alfo
apprife the finger of what 1s mtended by a diffance of a femitone, which will become

.

iz acquifitioy in the courfe of farther exertions, |
| The ath Praltice of 8ths, sthsy aths, adsy and 6ths.
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Ohfervation. A rifing, minar 6th 1s the riﬁpﬁ_Sth to the falling mujor 3d.
A rifing major 6th 1s the rifing 8th to the falling minor 3do- — |

The sth Praflice of the 2d and 5ih.
7 ; ,
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Olfervation 1/t. A rifing 2d, is the rifing sth to the falling 4th of the given hote.

' | A talling 2d, 1s the rifing ;th to the falling sth of the given note,

A 1iing major 7th, is a sth, and a major 3d " to the given note,
 Of/. 24, In the preceding example, G is the kev note, and A is the fecond. By the
{cale of founds, ‘A is a4 tune, or two femitoacs higher than G 3 confequenty, 2 fecond
1s a tone higher than the key note. o ' -

F1s1s the 12th femitone from G, and the next femitone under the o&tave G, confe-
«uently a migjor 9t is a half a tone lower than the §th, or; in other werds, the diftance,
between a major sth and the 8th, is exactly the fame, us betweea the major 2d and 4th.
_Ol/2 ad. Tn paffing frol Fis to G, theinterval cannot be called 2 fecond, becaufe a
decond s the diftince of two femitones, it mudt in the sbove example, be callzd the re-
folving vibration ot the major feventh. R - |

Whenyin i divionic oftave, there tsa furceflion of founds by a femirone, it is cither be-
tween the {econd and the major third, v between the mujor third ard the fourth, dr be-
tween the major feventh and the eiglith, wd the frep between thofe foundsis denomi.
nated accordingly, ) :

Ol 4th. When the preceding pradtices have been duly comnrehended and im-
f»i':)v.'c.h'! then it will be timie 1o practife rhe rifing and taling, ‘gradual fucceflions of the
Ly,

v
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Lesson 3.

IT is but feldom that otaves arc ufed in the higher parts, yet they muft
be ftri¢tly comprehended, as the true generators of all fifths, The other .
intervals, mentioned in the preceding, iive mraélices, thould be {eparately
practifed with each of the higher voiccs, in conjunétion with the bafs
voices, when the laft bave been fufhiciently prepared. |

17 Pracfice for TREBLE or TENOR on sth and 4ths.
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Obfervation, Let the higher yoices be well intormed of the courfe 'of. vibration, by
which, either sthsor sthé, are generated.  Thus they will be early apprized of keep-
ing tone with the bafs, which is the generator of all the founds in a harmony.

ad FPradiice for Treble or Tenory on 3ds and 6ths.
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| ad Practice for Treble or Tenory on the 2d and 1th.
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Obfirvation 1/i. The compafls andidicm of the counter being lefs than the other,
high artsy the exhibited examples ave fuflicient for the tuning of that part.

Obf. 24, When the higher pares are prefect i the preceding praéiices, they may be-
aire with fifuty w0 practile the dfingand falling, gradual {uccefhons of the oétaye, and
11:1:4'&)}tgri,ix;‘)dr‘i.f; nit'yy with advantage, il and tall the oGave together. 0
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S Lrzsson 6.
THE preceding practices concern the ftate of an oftave, abftracted from
its changes into other otaves, or pitches. | |
Before the attempting of the practice of the dire& change of an otave, it
- may be ufeful to permit fome practices on the principal chords of an oc-
tave. (Vide Leflon 3. Obf. 2.) |
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Lesson 7. |

AN octave may be changed into a higher, or lower otave, of a fimilar
mode ; as from major G to major D), or to major C, &c.
" An octave may alfe be charged into an oftave of another mode: This
change has two {pecies, viz. 1ft, the oftave may fimply change its 3d, as
from G major, to G minor, and vice verfa ; or 2dly, the mode is chang-
ing by its diatonic relation, (Vide Part L. Chap. ii. Scc. 6.)as from G ma-
jor to E minor, and vice verfa. | S |

How to remark, when the harmony is changing its actave, has been fully
explained. (Vide Part II. Chap. ii. Sec. 3. Obf. 1.) How to proceed, when
the oftave changes, m:v be comprehended from the following ideas.

There are rhree particular intervals, which principally ferve for the
changes of i~ vilave, viz, the interval of the minor 7th, of the quinta
falfa, and the ‘harp 4th. Since thofe intervals are 1ot direct vibrations
to either of the eight parts, in an otave,it is neceflary to comprehend how

the car and oice may realize a confidence in theix vibrations

XX}
When a note is founded in conjunction with its. major third and BEE{; -
and minor 7th, as D, Fis, A, C, the chord is fuch a feptima chord, as con-
tains the three mentioned intervals, viz. from D up to C is a minor 7th,
| | o - from Fis up toC is quinta falfa,
the inverfions of which, as from C up to Fis is a tharp fourth, =
Of thefe three intervals the firlt is the moft eafy, being, either rifing or
falling, only an additional, minor third to the fifth of the chord.
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The quinta falfa contains a diftance of feven femitones, or two minor
thirds, it is therefore, gencrally, either when rifing, or falling, flipped
through the middle femitone, or performed as an extent of two minor

thirds. ‘, .
. _ 5 | |
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The fharp fourth is an inverted interval, contained in the chord of the

" minor feventh. Froin its arrangement and operation in harmony, it always

appears as the major third of the feptima, minor chord, joined to the 7th
of that chord ; from that circumftance, it fhall, when afcending, be vibrat-
ed as a fecond, and a major third, and, whcn defcending, as a major third,
anda fecond. = B , : ‘
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Qbfervation. From the preceding leflons angd examples it will appear plain, that any
interval whatever, may be produced as a natural vibration, and that the finger, placing
his ir:-mination in the different preferibed pofitions may perform all kind of intervals
cither confonances or diffonances with equal confidence ‘and fuccefs.  This, be-
ing a A, gives the pleafing conviction, that, allowing and ¢omprchending the
wondrous caufes and connedtions of confonances and diffonances, it will saally prove,
that in good mufic there can be o inharnionic founds. AR

DICTIONARY




gﬁmw @@m@m@ @ép

DICTIONARY of MUSICAL TERMS

DAGIO, a term ufed by the Itahans for the
2d degree of flowriefs. ©

- Ad I:&mmz, as you pleafe.

Afe terms applied to a {tyle of mulfic,

4, eé?uofa, intended to exprefs affection.

hefe words, fét alone over a tune, imply a flow
movement, being frequently ufed withthe terms
Largo, of Andante,

Air, generally means what the ear rcalxbcs fmm
‘a melogy, or harmony
leading -part. -

Ala Breve, an Italum term for church muﬁc of
four minims in a bar, to be performed quick.

Allegro, a brifk and {prightly movement ; accord.
©ing to Rauﬁ'eau itis the%ourth d:gfee m thcmove-
ment. -

- Alkgrars, not fo qmck as allegr % |

Alo, fignifies, in ficred muﬁc, a ptrt bm&n
‘Tenorand Treble.

Amorofo, nearly the fame as affettuofo.

Andantryis the third degree in the movements.
It alfo frequently imphes a d:ﬁm& modc of per-
formance,

- Andamin, formewhat quicker than 'md'mtc

Anthem, 2 compofition of different parts applied
to facred profe.

' Appoggiatura. (Vide Chap. viii. Sec. 5.)

The reafons' why fuch notes are not fet down
as they are played are contained in the purpofes
of thorough bafs, viz. that tranfient and leading

notes may be diftinguifhed from the note, whxch

fhall receive the chords.

- A tempo Giufle, is anltalian expreflion, d_enotmg
juft the time, which means the idiomatical confiften-
<y ofany of the degrees o.f the movements.

RBuars, are lines mterfcr‘hnp- the ftaves and con.
raining the proportion of notes and rcfts, indicut.
cd b) tJu meafure notc. -

In a fpecnl fenfe itis the

|

i

i

|

-

Bqﬁ, either vocal, or m{'trumental 18 thc loweft ]

}‘art in a harmony.
Beat, formerly meant fuch a proportion of the

bar, as the meafure note indicated. Hence theex- |

prelion to beat time.” - Rouffeau advifed his country-
men to #ecp, rathet than beat time.

- Bemol, a térm ufed by the Italians, French, and
Getrmans, in the fame fenfe as the Englith nfc the
term flat,

Brace, xndxcatcs what number of parts move to-
gether.

Breve, is a note contaxmng the value of two fe-
mxbrcvcs. .

“Larto, fong. In a harmony of vocal parts,
it denotes the leading part.
Cantata implies that the poem as well as the mu-

fic has'a hifteric and di‘ans?uc ftyle, core prehend-

mg folos, recitatives, chorufles, &c.

“Cento fermo plain fong, all parts movmg in the
fame time and proportion. - -

- Chant, a fpecics of pfalmody, ufed in cathcdmlc

| in which the compolfition of poetry and mufic is ar-
ranged for alternate /ol ftrains, and refponfesinchoro.

Cathedral, what belongs o the church.
Catbedral pfalm tunes, were compofed to favour the
cuﬁ;om of reading every line fingly, in which tunes
the notes at the beginning and clofe of evcry line

- were doubly the length of .the-others.

Cbora Grands, grand chorus. o
Con, with.” "

Con Dolce, with {weetneis,

Con ;ﬂéttuq/&, with affection,

Con Furia, with boldnefs.

Concertante, fignifiesthat two, or more parts of a
harmony are alternately engaged in the execution
of the fubject, while the other parts are only ac-
companying.

Lrg/&mdo; encreafing or fwcllm
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Da Capo or D C, clofe with the firlt Rrain,
* Del Segno, from the fign.
Dmpmte, the fifth.
Biapafon, the o&ave, or erghth
Diminuendo, decreafing or foftening the found.
Dirge, a piece compofed for funeral occafiens,
Dire@ty a mark placed at the end of a ftave, to di-
rect the performer to the fitft note in the next ftave.
Divato, in 2 folemn and devout manner.
Doxolngy, a Thort ftrain of harmony, the fubje&t
of which is expreflive of the Divine Glory, and is
ufed in cloﬁng anthems, &c.-
Dauetto, a picce of mufic confifting of two parts.
Dur, a term fignifying, in modern {chools, the
major mode.

Exprgﬁvo, exprcﬂivcly.

Figure 3, is a mark of diminution, and when fet
over or under any three notes, denotes that they

~arcto have no more length than two notes of the

iame kind

* Forte, firong and loud.
Fortiffimo, the fuperlative degreg of the preceding
word.
~ Fuge,is that kind of compofition, in which a
fubject is fucceflively repeated, or imitated in two,

or more different parts.

Grave, heavy. Thefe words have refer.

Gravemente, § ence both to the ftyle of the com-
- pofition and the execution, and are frequeatly ufed
inftead of the term Largo.

Grazigfo, graceful, frequently ufed with the term
/lndantz’

ffar/)fggz fignifies that the notes of a chord arc
not taken in conjunétion, but feparately either from

the




the lowel note upward, or from the higheft note
downwuard.

Interludey inftrumental paflages introduced be-
tween the vocal pailages.

Infra, below.

Largo, large, the floweft movement,

Larghets, not fo flow as Largn.

Ledger lines, and fpaces are uled when notes ex-
tend beyvond the compals of the ftave,

Lcsato, tyed or flurred, this term fignifies a
mode of performance, which fhall #e¢ fmooth, and
not too diitinét.

1.ento, N
Lentemente, } flow.
Kepf

o Swith maiclty.
M

Men, lels.

Mew Aegro, not fo quick as allegro.

Mezea woce, s an Italian term indicating the na-
tural degree of voice, between the piano and forte,

Moderato, is a term frequently ufed with allegro,
denoting a degree between andante and allegro.,

Mol, aterm, which is ufed in modern {chools in
the fame {enfe as we ule the teem munor mode.

AMulto, much.

DMovement,is that degree of quicknefs or flownefs,
which the bars recetve from the fignification of the
terms, prefixed to the wune.  Roufleau ftates Sve
principal degrees, viz. Largo, /Ir/qu'o,. Zndante, Al-
fegro, Preflo. The numerous fubfpectes are deter-

minued by the words Puoco and Molto, or by fubflitit. -

ing the diminutives ¢t the above terms, as Al
greltoy, Larahetto, &e. The proportion of the intznd-
ed quicknefs, or flownefs, muft be partly compre-
Lended from the nature of the fubje. Obierving
this, the performer may obtain a habitual certain.
ty of the duc proportions. By arithmetical caleu-
lutions a demifemquaever, in Lo, 15 cqual in
duration, to & minti 0 Oeflo, oroagnaver in Ao
dumte, e

N 0”, nbto ) . ‘ ’
Nontroppo preflo, not too quick.

Obligato, vide concertante.

Oratorio, a colle®ion of facred vocal
pofed ina’dramic ftyle. }

Owverture is an inftrumental ftrain, which introdu-
ces the {ucceeding fubject.

Orcheftra, the place, or band of mufical perform-

Crs..

pieces com-

Paffonate, with effeét.

Partition, vide {core. o

Pafloralr, a compofition of a tender {tyle in the
mcafure of § or §.

Piano, {oft.

Pianiffimo, the fuperlative of Piano.

Piu, a little more. .

Plaintive, mournfully, fometimes sindicated by
Dolorefo, or Lamentabile.

Poco, a little lefs.

Pompofo, a pompous ftvie.

Prolude, is the fame in a fmall compafs, as over-
ture is in a larger,

Preflo, the fifth degree in the movements.

Preflifimo, the fuperlative of prefto.

Quartetto, mufic compofed in four parts, in which
cach part is concertante.

Quintetto, muflic compofed in five parts, in which
cach part is concertante.

Reritative, denotes a profe compefed for a folo
voicey and accompanied in general only on an in-
ftrumental bafs. The air in the recitativo is part-
ly chanted, and partly imply pronouaced in dif-
ferent, longer, or fhorter commas. The notes are
{ct down 1a proportions, corrcfponding with the
meafure of the bar. But the finger, though di-
re¢ted by thofe proportions, §s yet at liberty to va-
ry them agreeably with his feclings on the fubje&.
There are two fpecies of Recitative, vig. the Mea-

Jurcdy when the vocal periods are intermixed with

inftrumental ftrams ; and the Olkigato, when the vo-
cul perinds are proceeding without interludes, ac-
comipaitied by the bafs only, and at the finger’s di-
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-redtion of the meafure, Generally, no s, or ps,
are prefixed to the laft fpecies ; bur the changes
and refolutions, are continually mdicated by ac-
cidental Xs, hs, and bs. There is, 8 both fpecics,
a continying preparation and refolution of all kinds
of intervals and more cfpecially of the chromatic
and enharmonic. |
.~ Refpanfe, the anfwer, in Chants whick s given to
the folo part by the chorus.

Rigpieno, full. ,
Rondeau, a tune i which the £rft frain is re-
peated.. B

Score, different parts connefted with a brace
which direts what number of parts move togeth-
er.

Seirza, without. |

Senz ~ organo, without the organ.

Stcilano is a compofition of § or § to be perform-
ed flowly and gracefully. ~

Shur is fuch a mark / drawn over, or uader
any numberof notes, defigned for only onefyllable.

-It is alfo ufed for the purpofes of fyncopation,
vide Chap. on Syncopation. Itis likewife ufed for a
ftyle of expreflion, the reverfe of Staccate.

Soave, agreeable or pleafing.

Soprano, the higheft part,

Spiritofo,

Spirituofo, with {pirit.

or Con Spirito.: . |

Staccato, ) the reverfe of Legato. Notes, to be
Stoceato, § ftaccated, muft not be flurred, but pez-

formed in a diftin® manner.

Stave, five lines with their fpaces whercon the
notesare written.

Subito, quick.

Sipra, :ltbov e,

Symphony, as far as concerns facred mufic, de-

notes the fame as overture, prelude and inter.
lude.

Tocet, be filer
7 axdo, {lowly.
Taflo Sobo, a term frequently fet under a bafs,
which continues upon the fame note, while the
other
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- grher et muve cheough the confonances and
diffonances tv that + ltch,

‘ Tﬁa‘ﬂf’h u‘ﬂ‘?w e )

Trayfitios, #as refercice ¢ tuo hidden notes,
which are ufed for foftcning the “uuy, wnefs of a leap,
and ren.lering it more %r:weful. S
~ Trunfpgpition, is the changing or the plich, but
Ceontinueng toe ftrain inits prior ftate. -

Trill, ar Shake, fignifies that a folo part clofsa
cwizuce by an alternate, and quick repetition of
the preparing note, and the note, which bears the
diffonance. The fhake begms on the preparing

notz, coutinues the length ot the diffonant note,

-

. Page 4th in the mufic, 1ft bafy ftave, 3d bar, for a pointed

and ends with a retardation of the note, which
bears the confonatice of the cadence.

Trio,a compofition of three parts.

Triple, aterm for the {pecies of time comprehend-

" ing three partsin a bar. ,

Unifon, when two or more parts found the fame
note of an otave, :

Veloce, quick. - :

Vigorofo, with energy. |

Vidla, the inftrument between the bafs vic! and
the violin.

\

"ERRATA.

{

Violencello, the inftrument on which the bafs parts
are played, “ajled b~fs viol, th= four ftrings of which
when tuned are called C, G, D, A. o

Vite, quick.

Vivace, in alively ftyle, and played quick, hence
the term Allegro Vivace.

Volti, turn over.

Voluntary, an air played in the church without
 finging.

~ N. B. Words, defined in the work, are omitted
in the Dictionary.

|

crogchet on Bp, infert a pointed crotchet on A the sth line.—Page 6th, 1{t Livie, for fongs re;d JONG e

. Page 19 1ftbafs ftave, sthbar, for acrotchet on CX, infert a ciotcheton E, 3d fpace.—Page 20, 6th bar, in Treble and "Tenor, for two quavers on D, C, in each

| . part infert two,quavers on E, D, an oftave with the bafs.—Page 31, fecond Tenor and

reble ftaves, 1ft bar,

infert a)¥ on G and C.—.ibid. third bafs ftave,

1ft bar, fora p on Finfert a on B, 2d line.—Page 33, 2d bafs ftave, lait bar, for a femibreve on A, infert a femibreve on F, 4th line.—Page 46, 3d bafs ftave,
6th bar, for a quaver on C, infert a quaver on D, 3d lin¢.—Paze 48, 2d bafs ftave, 1t bar, for a § on I, infert a b.—Page 59, 2d tenor ftave, 6th bar, for a
‘minimon C, infert 2 mimm on D, 4th line.——Page 64, 3d bafs ftave, 6th bar, for a crotchet on C, infert a crotchet on Bp, 2d line.—Page 68, 3d tenor ftave,

~th bar, for a quaver on A, infert a crotchet.




