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TO
THE RIGHT HONOURABLE THE EARL OF EXETER,
THE RIGHT HONOURABLE THE EARL OF SANDWICH,

THE RIGHT HONOURABLE LORD VISCOUNT DUDLEY
AND WARD,

THE RIGHT HON. LORD VISCOUNT FITZWILLIAM,
THE RIGHT REV® THE LORD BISHOP OF DURHAM,
THE RIGHT HONOURABLE LORD PAGET,

THE RIGHT HONOURABLE HUMPHREY MORRICE,
SIR WATKIN WILLIAMS WYNNE, BARONET,

SIR RICHARD JEBB, BARONET,

DIRECTORS or THE CONCERTS
O F
ANTIENT MUSIC,

My LORDS anp GENTLEMEN,

O Perfons of vour Experience and Judgement in

the Art which is the Subject of the following Trea-
tife, it need not be obferved, that there is a TRUE sUBLIME
in Music, as in the other Arts to which i1t 1s allied: you
have done Honour to yourfelves in the prefent Age by dif-
tinguithing and {upporting 1t; and you will deferve the
Praifes of the next.

Had it not been for the ConcerTs of AnTIiENT MuUsIc,
fome of the fineft Compofitions, and the rational and manly
Entertainment arifing from the fuperior manner in which

they
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they have been performed, would probably have been loft
to this Country. The Stream of Fafhion would have car-

ried upon its Surface what is light and frothy ; while that
which i1s more {olid and valuable would have {funk to the
bottom. So long, therefore, as the names of Corerii,
Geminiani and HanbpEeL, together with the more antient
Fathers of Sacrep Harmony fhall be held in Efteem by
Englithmen, fo long will they be fenfible of their obligation
to the Influence and Patronage, which preferved the Works

of thofe great Men from Oblivion.

How -would it have delighted Dr. Pepu/ch, if he could
have forefeen, that the Plan which he laboured fo much to
promote in a lefler Sphere, would be adopted by Perfons of
the firft Rank and Eminence in this Kingdom ; and appear
with fuch {plendor as he could never hope to fee, and fuch
Excellence of Performance, as (I think we may venture

to {ay) he never heard.

In delivering the Rudiments of Harmony and Melody, I
have humbly attempted to raife and cultivate a Claflical
Tafte in the Mufical Student, by fhewing him in the courfe
of the Work what Rules and Reftritions were obferved by
Thole who arrived at the greateft Perfe&ion in their Art.
As to the Matter of my Book, I forbear to trouble you with
any particulars in this place, having faid fo much in my
Antrodultion to explain the occafion and nature of my De-
{fign. Had I been as much aware of its difficulties at the
beginning as at the end of my Progrefs, I might have been
deterred from an Undertaking, to the Profecution of which,
I could dedicate ne hours but thofe of my Leifure.

If
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If fome fhould objeé& that I have gone too far, and others
that I have done too little, I {hall thence hope that I have
attained the middle point, which ought to be the obje& of
a praétical Treatife. And it the Work fhall be honoured
with a favourable Reception from vou, and other as candid
and unmercenary Judges of the Subject, I fhall not repent
of the Time and Labour I have beftowed upon it.

That you may long live to enjoy the Plealure of that ex-
cellent Mufic, which your Example has taught the Public to
relith as it deferves, 1s the {incere wifth of,

My LORDS avop GENTLEMEN,

Your moft obliged,
moit obedient,
and devoted,

humble Servant,
Nayland,
Jan. 12, 1754,

Y Soper
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INTRODUCTTION.

THE firft Object J had in view when I began the following Work,
was to prefent a compendious Syftem of the principles of

Thorough-Bafs and the Rules of Modulation to a Llady who has a motit
excellent Finger upon the Harpfichord. But as I proceeded, I was
infenfibly drawn on to extend my plan, for the benefit of fome young
friends, who wifhed to know the reafon of things, and to learn Mufic
as Scholars learn other things, by learning the Principles of the Art
in the firft place; which in thls art i1s contrary to the general practice:
and I may fay thus much for the work, fhort and imperfect as it is,

that it contains much of that information, which as a Student in
Mufic I often wifthed to find but never could.

I have been informed, that fome Mufical Gentlemen who have heard
of my defign have totally miftaken the nature of it; {uppofing it to be
a conjectural Enquiry into the Theoretical foundations of Mufic, fuch
as few readers would underftand, and which could afford neither en-
tertainment nor improvement to the practitioner: whereas my work,
tho’ not profefling to interfere with Mafters and teach the perfor-
mance of Mufic, which has already been done by Geminian:, Pafyuali,
Emanuel Bach, and of late by Mr. Bemetzreider, is in fact an ele-
mentary Treatife on the A4r#, which begins with the firft rudiments,
and explains every thing by examples in Notes. ‘The Player of
Thorough-Bafs will find a great advantage, and perform to much bet-
ter effet, if he fees into the principles of his Art. The Voluntary-
Player will give more {atisfaction to his hearers, if his thoughts are
well conneted, and his Mufic properly meafured into Claufes and
Periods, fo as to {peak femfe, and be eafily underftood. And every
Admirer of Mufic, who takes the pains to enquire what it is that con-
ftitutes real excellence, will hear good Mufic with more pleafure than
if he heard it in ignorance: for the ignorant are very apt to be moft
pleafed with falfe ‘excellence, and to defpife the true, becaufe their

sinds are not yet opened and prepared for its effects. If you play an
a Adagie
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Adagio of Corelli to a perfon who knows nothing of Harmony, you
will raife no . Admiration; for the fame reafon, as if you were to read
Milton or Shakefpeare to a man who does not underftand the Gram-
mar. But a noify vulgar a/legro, full of impertinence and repetition,
or a common Ballad, will ftrike the fancy of the one, as a low comedy
or a farce is adapted to the capacity of the other. ‘T'hereis as much
incompetent and erroneous -judgement in Mufic as in any art what-
foever; and it cannot be correted but by infufing more knowledge
into thofe who are capable of it and willing to receive it. Of this we
have many lamentable examples amongift the Pfalmodifts of the Coun-
try, who beftow great labour on Mufic not fit to be introduced into
the worfhip of Gop, and conceive a higher opinion of it than of
the beft compofitions of our greateft Mafters, who being truly learned
in their Profeffion knew how to adapt their Mufic to the Nature and
Dignity of their Sub)et, and have infpired the hearers of it with plea-
fure and devotion for ages paft. But the works of fome other felf-
recommended Compofers, not half learned in their art, are generally
better accepted; as many of the common people are found to have
a better opinion of a Mountebank than of a Phyfician who has a
talent for his profeffion, and is poflefled of all the improvements of
Science. How often has my patience been tried, and my nerves put
upon the rack by the impertinent quaverings in fome country Choirs;
while at the fame time I have obf{erved the congregation either Iaughmg
or frowning, and all ferious people uneafy at feceing every good end
defeated for which Mufic is brought into the Church.,

Where there is more Learning, there will of courfe be more tafte
and better difcernment: and when a perfon who is prefent at a per-
formance of Choral Mufic has fkill enough to fee the progrefs of it
in a Score book at the fame time, he hears it with as much effe& as if
he had more Ears than Nature has given: and indeed {o he has; for as
Learning gives a fecond fight to the mind of man, fo doth Skill in
Mufic improve the Hearing in the fame degree. As we amufe our-
felves by reading a Tragedy without feeing it acted on the Stage, fo
is it poflible to be entertained by Mufic without hearing it: and at
times when I could neither hear Mufic nor play it, I have found fa-
tisfaction and improvement by cafting my Eye over the Score of fome
excellent Compofition,
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I fhould therefore be happy if I could perfuade myfelf that the
following fheets will have any effe@ in promoting a Tafte for the beft
kind of Mufic, from which we feem to have been departing daily of
late years. ‘There is a fathion, to the Power of which the wifeft are
fubject in fome degree, in Mufic as in other things; and a love of
novelty will tempt us to prefer the worfe to the better, as we prefer an
inconvenient unnatural fafthion i1n our drefs, and really come to think
it handfome, only becaufe we have it continually before our Eyes. But
in the imitative Arts, there certainly is a True Sublime, which cannot
vary as the humour of the world does, butis founded in Nature and
Reafon and has the fanction of experience. Why has not 7 wrgel grown
old in feventeen hundred years, but becaufe his Work is founded in
Nature, and is carried on according to the beft and firi&eft Rules of
Art? Yet to a School-boy it is drudgery to read him; and all his
beauties pafs by unobferved and negleCted, till the tafie is formed by
habit and practice to underftand and enjoy them.

We are now divided into parties for the old and the new Mufic, in
which there is undoubtedly a great diverfity of Style and an attention
to different effects, fome of which will be preferred to the others, ac-
corciing to the Studies and tempers of different Hearers. It is eafy for
a man to affe@ liberality of Sentiment, and difclaim all prejudice: but
where there is variety of Judgement, we are apt to offend one another
by oppofition, and then it is hard to be perfeétly clear of prejudice.
I confefs very freely, that my feelings give their teftimony to the Style
which is now called ancient; and in explaining the rules of Mufic fo
far as they are known to me, I quote Gorellz, Purcell,. Geminian:, and
Handel, as naturally, and I hope as reafonably, as writers on Poetry
and Oratory fetch their examples from 7irgi/, Horace, and Cicero, or
as Ariffotle exemplifies his precepts from Homer and Sopbocles. What
is truely excellent and has had the {uffrage of the beft judges in diffe-
rent ages can never become obfolete, but by being unjuftly neglected,
or impertinently overborn and fuperfeded; and then the difgrace is not
to the Style of the production, but to the capriciouinefs of man, which
becomes weary of the beft things, and has not patience to examine the
merits of the caufe. When the true Sublime has been attained, men
may forget it as they forget the Sun, whofe brightne(s is inherent; but
{fuch Mufic, to thofe who know it, will be efteemed as a pattern of

excellence to the end of the world, Ga//iard’s Hymn of Adam and
Eve
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Eve can no more grow old than the Poetry’ of Mi/fon to which it is
joined: and Doctor Cooke, like a Painter who fills up the Sketch of a
former Mafter with a brighter colouring, has of late difplayed an
elegant Tafte as well as profound Skill in fupporting Galliard’s Air
with additional Harmony. But language and cuftom may be arbitrari-
ly changed with length of time, till the poetry of Mi/ron fhall be
obfolete, and require a learned Interpreter. When this fhall happen,
few will apply to it; and the hands of all common readers will be

filled with other things, the productions of the time.

Modern Compofers have introduced many improvements into me-
lody, and {ome into Harmony; but by no means fuch as will com-
penfate for their corruptions. Novelty and cuftom, two overbearing
Tyrants, have given a Sanction to degenerate Harmony, wildnefs of
Air, effeminacy, tautology and affeCted difficulties, inconfiftent with
the powers and beauties of Expreflion. The Luxury of the times,
which has produced fo many innovations, has diffufed itfelf into our
Mufic; as the mufic at Rome underwent a fenfible alteration with

the manners of the people;

Acceffit numerifque modifque licentia major.
Hor.
If I may venture without offence to declare my own private Senti-
ment, I think the Golden Age of Mufic is paft. In this Country
it began to flourith under Bird, Tallis, Gibbons, Purcel and Croft;
and ended with the Works of Handel. 'The four pieces of Orlands
‘Gibbons’s Service for the church are as {weet and perfect in their way
as the four books of Virgil’s Georgics; and many of Handel’s Chorufes
have the fire and fublimity of Homer. Ever fince Inftrumental Mufic
has been made independent of Vocal, we have been in danger of falling
under the dominion of found without fenfe: and I think it an une
an{werable objeltion againft the modern Style, which muft have its
weight with all lovers of Harmony, that if you try its effe€t upon an
Organ, you difcover its emptinefs and infignificance. It is like that
Painting which depends for its effect on a glare of colouring, to ftrike
the eyes of the ignorant, rather than upon corre&nefs of drawing,
juftnefs of defign, and greatnefs of manner. Though I take the Organ
as a teft of Style iz general, 1 muft yet allow, that there may be Mu-

fic good in its kind, without being proper for the Organ. I apprehend
then,
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then, that to fay the beft we can, we are fallen into the Silver age; and
may think oufelves happy if we do not fink at length into the noifinefs
of Brafs and the hardnefs of Iron. Without any flattery to the Right
Honourable Dire¢tors of the Concerts of Antient Mufic, it muft be faid,
that their Plan is not only ferviceable but neceffary to fave us from the
puerility and bombaift which has been fo rapidly increafing upon wus.
The generous encouragement which has alfo been given of late years
to learned Vocal Harmony, has contributed very much to preferve the
Spirit as well as the works of the antient Artifts, and has produced
many excellent Compofitions, which will always retain their value
with the true Lovers of Social Harmony. Do&or Burney has alfo
done great juftice to the old Ecclefiaftical Compofers, in his learned
commentaries on the works ot fofquin de Prez; and if he carries his
work down to later times, I hope he will do the fame Juftice to the
Fathers of Inftrumental Harmony in the laft age, whofe excellencies
he is well able to diftinguifh and recommend for imitation.

But it is time now to give {ome account of my own work, and the
ufes which may be made of it. “The Art of Mufic does not now
want to be invented, and can {carcely be improved, but it certainly
wants to be methodized and made eafier than heretofore. 1 therefore
wrote this book, becaufe I found nothing ready to my hands that
agreed with my own Ideas of the Subject. Of thofe Authors who
have profefied to teach Mufic by Books, fome are fhort and obfcure,
fome perplexed and immethodical, {fome very defective and yet volu-
minous; as if they had purpofely endeavoured to render a difficult
fubject more difficult by their manner of treating it, and had affected
not to be underftood. Many have been deterred by thefe ob{curities
of Mufic from attempting to make a Study of it. 'Thefe it has been
my endeavour to remove by proceeding in a rcgular method, and ma-
king every thing intelligible by examples in notes; the labour and
dlﬂiculty of addmo- which has undoubtedly prevented many mufical
authors from writing a work of this kind; and I have found it the
moft wearifome part of my undertakmﬂ' My rules are rather ex-
traéted from Mufical Compofitions than from Mufical Treatifes, e{pe-
cially in the eighth Chapter which is the longeft, and the moft critical
of all. By abftaining purpofely from the perplexity of Books, I may
appear to myfelf as an Inventor, where others have been before me.
To me the origin and rules of the Chromatic Scale, as here laid

b down,
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down, are new, and occurred to me as foon as I had the Subject under
my pen: and whatever may have been done by others, I flatter myfelf
the Reader will find the Chromatic Syftem more clearly explained and
better confirmed than in any other work upon Mufic. 1 am undera
farther difadvantage for want of confulting books as I went alomg, that
I deliver fome things without knowing how I came by them; and
may thence feem guilty of ingratitude toward fome worthy improvérs
of the fcience to whom I am under obligation. The Syftem of fun-
daimental Baffes, I am told is the property of Rameau: and I believe
Ramean had great merit in extending and applying it: but there feems
to be no occafion to go to any modern for the principle itfelf, which
regulated the antient Scale of Guido Aretinus, whofe three Hexachords
of the Gamut are accommodated to the three keys which conftitute
the fundamerntal Harmony of the Otave of the natural key of ‘C, as will
be heredfter explained. The firft I heard of this doétrine was from an old
Italian Mafter at Oxford, when 1 was an undergraduate, who after=
wards publifhed a Treatife. Before the writing of this Book, I never
looked into any Mufical Diétionary, becaufe I never wifth to fee things
delivered in a form which is fit for nothing but werds, and will hinder
thofe who make ufe of it from having a clear and colle@ed Idea of any
Science; whofe rules can never be underftood when they are in that
ftate of feparation. Yet after my work was finithed, at the defire of
a friend who put it into my hands, I looked over Grafineas’s Mufical
Dictionary, a work recommended by Docltor Pepufch, Doctor Greern
and Mr. Galliard, and 1 find it excellent in its way; I would therefore
recommend it myfelf to thofe who only want to look for the fenfe of
mufical terms, and would be informed as to the Hiftory, Theory,
Forms and Modes of Mufic and Mufical Inftruments: but certainly
it is not a work from which any perfon can learn the principles of the
mufical Art. There is a voluminous writer in the German 'rLa‘ng‘u&g"e,
of whom great things are {poken, and I am told he has gone learnedly
and methodically through the whole Science of Compofition. "Two
celebrated artifts of this age, Mr. Linley and Mr. Baumgarten have
taken great pains, the one to ‘tranflate, the other to compile, "what
is moit excellent and ufeful in the works of this German; and
from that compilation (all the contents of which were latély thewn to
'me with great liberality and candour by the ingenious Compiler him-
feIf) T think all Students in Mufic niay derive great advantage, if it

{hould
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{fhould be publifthed, as I hope it will be in due time. The name of
this writer 1s Marpurg, a contemporary with Hande/, and 1 think of
the fame School and Education. With the fight of thefe colle&ions
from the works of Marpurg, I muft own I was very ferioufly alarmed
at the extent and difficulty of a fubjeft, which 1 had endeavoured to
reprefent within the compafs of this book: but it was a confolation
at the fame time, that to thofe who thall be willing and fhall have
refolution to ftudy 1it, that work, when it appears, will fupply the
defects of this. To fhew what little help is to be obtained from books
on {ome critical occafions where it 1s moft wanted, I can affure the
Reader, who may {ee it for himfelf, that a mufical author, and a
learned one too, on a very interefting part of this fubje&t, has no more
than two or three lines, and thofe unintelligible, on which my largeft
‘Chapter is employed; I mean on the meafuring of an Air into Claufes,
Cadences and Seltions: his words, as they ftand in the Englifh
“T'ranflation, are thefe—*‘‘we muft endeavour to give each part a cer-
¢¢ tain movement, wherein may be diftinguifthed a Cefura, a Se&ion,
‘¢ a Cadence, a Syllable of the length of a Breve, and the places
“¢ where the Difcord is to be ufed: the whole to be made fenfible and
¥¢ obfervable immediately on the firft part of the Bar.” There is an
‘oracular obf{curity in this fentence, from which no Reader can learn
‘any thing, fuppofing the tranflation had the fenfe of the original,
becaufe the Book here ufes myfterious terms without defining them.
The Cefura, as applied to Mufic, has never been explained by any
Author I have met with: it is analagous to the Ce/fura in Poetical
‘Metre, where it fignifies that fec?ion of a verfe, in which the accent
1s thrown upon an odd Syllable of a Foot; and in its length it always
confifts of an even number and an odd one, as three is compounded
of two and one, five of four and one, feven of {ix and one, &c.
Therefore the Cezfira in Mufic may confift of a Bar and an half in
common time, or of three Bars in Triple time. There is another
fenfe in which it ought to be obferved, and which confifts with the
former; that s, when the end of the air in one of the Parts coincides
with the beginning of the air in another Part; as when an odd Syllable
which is the end of a preceding foot. in poetical metre, s al{fo the be-
ginning-of \the f{ucceeding one. 1 have given examples of the thing,
though 1 have nat ufed the word Ce/ura, which conveys nothing to an
Englifh Reader. What has here been faid will be underftood from

Examples
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Examples CXVIII and CXI1X, treated of in page 47, to which ma-
ny others of like form might have been added, as this figure has been

univerfally affefted by fuch Mufical Authors as underftood the value
of it. The fame occurs again in Art. IIl page 58. '

In the order and difpofition of the following work, I thought it
neceflary to begin where the art itfelf muft, with founding the degrees
of the Gamut, and fhewing how the Semzirones are to be preferved in
their proper places by the Old Scheme of So/-fu-7ng; a thing as re-
{peCtable in its way as the old Grammar of L:z//y 1s to Latin Scholars.
But the Learner may pafs it over, if his views are to Inftrumental
performance only. Then I proceed to the concordance of mufical
founds, and their combinations; a proper attention to which will give
a habit of finding the chords more readily when they come to be
ufed in the practice of Thorough-Bafs. The fundamental Harmony
of a Key is the next thing to be known, without which there can be
no fuch thing as a confiftent piece of Harmony, becaufe this teaches
the art of fZeeping the Key, as the next Chapter explains the PrincCi-
ple of inverting Chords, which enables us to produce great variety
within the limits of one Key. In treating of Difcords, I have in-
termixed a {peculation on their generation, which has often en-
tertained me as a matter of curiofity, though of no ufe to a Learner.
The Scale of Harmony is capable of fo many acceptations, that it
has fomething for every one to {peculate upon who contemplates it
with any degree of attention. Where I deviate into matters of
opinion, a Mafter who has been ufed to confider things differently
may be inclined to difpute with me; and yet, if he turns the matter
over again in his mind with candour, he may perhaps find my way

as good as his own.

As Modulation is the art of changing the Key orderly and agreeably,
1t 15 a dotrine of great ufe and importance; and therefore I have de-
livered it in as ea{y a form as poffible: but as it admits of great lati-
tude, it is liable to great abufe; therefore I have circumfcribed it
according to the example of the beft Compofers. The Periods of
Harmony which follow in the next Chapter contain much of the beft
matter that occurs in the works of the greateft Mafters of Harmony ;
and they may be confidered as a fhort Common Place book for the ufe of

the Young Compofer or Voluntary Player: I have given two Exam-
| ples
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ples of their ufe; one of which is a piece of IFugue and Canon, for-
med out of the notes of the Thorough-Bafs, page 34; and to thew the
ufe I have made of the 12% 13 and 14% Periods, I have fubjoined
in the Plates, as the laft Example of all, a plain Picce for the Organ,
mentioned 1n page 36; in that fort of Style which I could always wifh
to hear from the Organ while the Service of the Church is depending;
when light Airs and military tattoos ought not to be admitted.

Chromatic Harmony is a Profeus capable of fo many forms, that
i1s very hard to reduce it to a proper degreec of fimplicity. 1 have at-
tempted this, by beginning with a Chromatic Gamut, and proceeding
orderly to double Chromatic Harmony afcending and defcending.
Some examples are wanting to fhew how Chromatic vielody is derived
from Chromatic Harmony: but there would be no end if a writer on
Mufic were to follow his Subject as far as it would Iead him. If this
work has any merit in which 1t differs from all others of the kind,
it will be found in the eighth Chapter on the Analyfis of Air and
the Condult of Subjet#, where I have attempted to write a new Syn-
tax of Melody and Mufical Rhetoric; not new in itfelf, becaufe it
is exemplified from the Works of Mafters who could not have fol-
lowed the Rules of it unlefs they had known them; but by new, I
mean {uch as has not to my knowledge been profeflfedly explained. I
defcribed the Idea I then had of this neceflary Branch of the Mufical
Art above twelve years ago to a Gentleman of North Britain who is an
eminent performer, and who firft gave me encouragement to write
upon it: and I think this Chapter well confidered may go farther to-
wards turning a Plaver of Thorough-Bafs into a Compofer of Mufic
than any other Plan of the fame fhort compafs which has been pro-
pofed for that purpofe. Yet after all, as fome books explain what
others deliver obfcurely, and fome {upply what others leave deficient,
I would have the Learner ob{erve, that no art can be perfetly acquired
from any fingle book. Others muft be taken in as auxiliaries: amongft
which, in our prefent fubje&, 1 would recommend, in the firft place,
that little orrbodox work (as I heard it rightly called by an eminent
Mafter) compiled from the LeCtures of Doctor Pepufch, and entitled,
a Short Treatife on Harmony; which would be more valuable, but

for its fhortnefs; and the want of examples in notes.

C To
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To render what has gone before more ufeful and effe&tual, I have
ndded a ninth Chapter on the application of the whole Book; which
is more than I propofed when I gave my friends a Syllabus of the
work; and I hope fome direttions will there be found which do not
commonly occur in Mufical Treatifes.

As to my Reader, I muft {uppofe him to be acquainted with the
rclation between written mufic and the f{cale of the Harpfichord, and
to know the proportions of all notes and Marks, and the different f{orts
of Time by which Mufical Pieces are meafured. If he thould be able
to touch all the examples, as they occur, upon a Harpfichord, (or an
Organ, which 1s better) he will read the work with more pleafure and
derive more improvement from it. 1f he does not already know thems
he fhould get the Alphabetical Letters of the fcale fo readily, that
when he reads the Letters he may fee the Notes of the Scale in his
imagination as clearly as if he had the Keys of his Inftrument before
him. Without this, we may fhew him a Chord by ftriking it upon
an Inftrument, but we cannot talk and reafon about it. The Learn-
er will fometimes find the Rules obfcure, from the brevity to which
I have bound myfelf; and will wifth to confult a Mafter; and I with
he may have the advantage of a Mafter who is both fkilful and com-~
municative; for in fome places, my Subjet obliges me to {peak ra-
ther to Mafters than to Scholars. However no Beginner fhould be
difcouraged if he finds things which will not be clear at a firft Reading 2
it 1s {o in every Science; which 1is to be confidered as ez whole; and
the different parts neceffary to one another. If attention will conquer
a difficulty, let him not {pare it; for nothing is to be attained without
application; and Mufic, if he makes a Study of it, will reward him
for his pains. This Work cannot be fkimmed over like a Novel,
but demands the thought and attention of a philofophical or mathe-
matical treatife, in thofe who with to profit by it. The Examples
will make all things eafy, and without them the work can no more be
underftood than Euxc/id without his Diagramms. If the examples
are well attended to and practifed, they form a Treatife by themfelves;
and the inf{pection of them, when underftood, will fuggeflt the ex-
planatory Text of this Work: I cannot be too particular in this direc-
tion: and as it is troublefome (while we are reading a Book) to be turn-
ing backwards and forwards to references in the Plates, I accommodate
my Subfcribers, who have done me the Honour to encourage the

printing
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printing of this work, with an. additional fet of the Plates, which
may lie open before a Reader while he is perufing the book. I hope
the price I have put upon the work, to defray the expence of it, will
not be thought too much. A {fmall Book of Examples, on the fubjeé
of ome of my Chapters only, coft me fifteen fhillings, without a fingle
page to explain their principles, and fhew the rules by which they
arc conftructed, fo as to teach a Reader how to do the like; though
they might be laid down in a very {inall compafs.

I was favoured with feveral fheets of very ingenious and learned Re-
narks upon the Manufcript of this Work by a Friend who is of the firft
rank in.univerfal Literature, and whoife eminent Performances in Mufic
are well known; in confequence of which, I have made fome things
clearer and added others. If he had undertaken a Work of this kind him-~
felf, I think I thould have owed but little to my friends upon this Subjeét.

About ten years ago 1 printed fome little anonymous pieces of vocal
Mufic; and as the Air of one of thefe has been publickly performed
and printed very lately in another form, I have thought it neceflary to
give a Copy of it in this work, that I may not be fuppofed to have
borrowed what was fuggefted to me by a Poem called The Wreath in
Mr. Bourne's Mifcellaneous Poems, page 124, Edit. 4to. 1772. This
the Reader will accordingly find, {uch as 1t is, in Example CLYV,

Ever fince I confidered the Theory of Mufical Sounds as a branch
of Natural Philofophy,* I was fo captivated by its principles, that
I left it with regret, and with a fecret promife to myfelf of meeting
it again if I fhould find reafon and opportunity, and of defcending
to the confideration of Mufic as an Ar#: the Art which has been
my greateft relief in all the other ftudies and labours of my life.
Its application to the higheft objects and the nobleft purpofes has
recommended it in all ages to the attention of the beft and wifeft of
Mankind, even to Princes themfelves; amongft whom the firft place
is due to the facred King, after whoifc example, and on whofe words,
fo many Muficians in diftant ages have exercifed their {kill. And
we ought to celebrate with Gratitude the Spirit which the Pfalms

* See Phyfiological Difquifitions, or Difcourfes on the Natural Philofophy of the Elements. gto.
Printed for Mr. Robinfon, in Paternofler- Row.—In the Difcourfe on Mufic thgre is a defcription of
an Eolian Harp of a new Stru€ture, to which I was led by a confideration of the principle of Vocality
in Sound: and it is now commonly fold by Meflrs. Longman and Broderip, in Chrapfide,

of
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of Dawvid feem to have infpired  into fome of the greateft Mafters
of the Art. A {kilful Writer who f{peaks of one of Taliis’s An-
thems, declares the Mufical Subjet of it to be fo wonderfully great
and ingenious, that he muft have been infpiréd when he invented it.
'The work of Marcello on the Pfalms, does alfo abound with fublime
paflages, the grand effufions of Art and Genius. When we {peak of
maufical Princes, our great A/fred ought not to be forgotten, who
happily applied his {kill in Mufic to the faving of his kingdom from
oppreflion and barbarifm. Quintilian, in his Chapter on the ufes of
Mufic to an Orator,* has placed the Science in a point of view fo
much to its honour, that if his obfervatiens are juft, no learned Reader
will think I have thrown away my labour upon an unworthy Subjeé.

* Vid. Quintil, Inflit. Lib, 1. cap. 10, 17.

CHAP.



CHAP L

OF THE SCALE OF MUSIC; OR THE OCTAVE, AS A SYSTEM
OF DEGREES.

HOSE juft Degrees and Diftances of Sounds, which produce

Harmony and are agreeable to the Ear, are comprehended with-

in a certain Syftem, the philofophical Reafons of which are not neceffury

to a practical Mufician: it being only required of him to know what
they are, and how to apply them according to the rules of art.

The Notes of the Scale are feven, diftinguifthed in a certain Order
by the firft feven Letters of the Alphabet; and when we have afcended
to an eighth Note the fame order 1s repeated.

By a Key, we underftand a Syftem of Mufical degrees, comprehend-
ing an orderly progreffion of eight Notes, afcending by tones and
{femitones intermixed, or whole notes, and half-notes; and the noi.
we begin with is called the Key-note, or Unifon.

Pitch is ufed to fignify the fituation of the Key-note, whether big/
or Jow: and Concert-pitch fignifies that eftablithed height, at which
any given note, as A or C, is played by Inftruments in Concert.

Of Keys there are two f{orts, Major and Minor: the Major is vul-
garly called a Sharp Key, the Minor a Flar Key. 'They both com-
prehend the fame number of tones and {femitones, but in a difterent
Order: and they are called Major or Minor, according as the interval
is of the greater or lefler fort from the Key-note to the third note

above it.

The eight notes afcending from C to ¢ conftitute the natural Major
Key: the eight Notes afcending from A to «, conftitute the natural
Minor Key: and from the accommodation of the Letters of the Al-
phabet to the degrees of the Minor Key, that Key had the preference

with the Antient Artifts.
B The
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The Degrees of the Major and Minor Keys are thefe following, -

In the Major Key, from C to D, the firft Degree is a whole Tone;
from D to E the fecond Degree is alfo a whole tone; but from E toF
is only half a Tone. From IF to G is awhole Tone; from G to Aisa
whole tone; from A to B 1s another whole tone; but from B to C, the

interval which completes the Oltave, is only half a Tone. In this Se-
ries, the two Semitones are placed between the third and fourth, and

between the {eventh and eighth.

The O&ave from C to ¢ contains two Tetrachords, or Syftems of
the Fourth, which are fimilar to each other, as confifting of the fame
intervals in the fame order; and thefe two Tetrachords are disjoined
from each other by a whole Tone, that is, by the interval between the
fourth and Fifth, fromF to G. From C to F inclufive, which is the
fir{t Tetrachord, we have two Tones and a Semitone; and from G to C,

to complete the Octave, are two tones and a {emitone.

In the Minor or Flat Key, the degrees of tone and {emitone are differ=
ently fituated; and their fituation produces a very different effe& in the
Harmonies and Melodies which are compoied of them. From A toB
is a whole Tone; from B to C.(as before) a Semitone; from C to D
a whole tone. Thefe are the intervals of the firft Tetrachord. Then,
omitting the interval of the whole tone between the fourth and fifth,
we begin the other Tetrachord at E, which is not fimilar to the former
as in the Major Key: for from I& to F is a femitone; from F to G a
whole tone, and from G to A another whole tone. 'This difference be-
tween the Tetrachords of the Major and Minor Key will be better un-

derftood by an Example in Notes: See Plate I. Example 1.

If the Intervals arc compared in thefe two Progreffions of the Major
and Minor Keys,

CDEFGABC

ABCDEFGA
we find a Major third from C to E (in the firft Progreffion) and a
Minor third from E to G, aboveit. "But in the Minor Key (of the fe-
cond Progreflion) the order of the Thirds is contrary: for from A to
C isa Minor Third, and from C to E a Mgajor Third. But it is the
firt Third to the Key-note which gives the diftinguithing characer,
and denominates the Key to be flar or fharp. c

I
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If we take any other notes of the Scale befides C and A for Key-
notes, then we are obliged to change fome of the degrees, and intro-
duce fharps and flats to reduce thofe Keys to the Type of the Na-
tural Keys of C and A. When a piece of Mufic compofed in one Key
is removed to another of an higher or lower pitch, as convenience re-

quires, itis faid to be zranfpofed; and all Keys befide the original Keys
of the natural Scale are Keys by tranfpofition.

When we take D inftead of C as the Key-note of a Major Key, we
muft reGtify the degrees of the firft Tetrachord by taking F half anote
higher, which we call X fharp: and to rectify the degrees of the
{fecond Tetrachord, we muft take C X fharp. Then will there bea fe-
mitone in the right place, between F X and G, and between Cx and D;
as before between K and F§ , and B and C.

When D is taken as a Minor Key, and we would reduce it to the form
of A, we muft make B half a note lower, called B molle or flat:
then will the interval between A and B be a femitone, as it is in the
Key of A beween E and F, the fifth and fixth to the Key-note.

Though all the Keys in the Scale, with accidental tharps and flats
have the fame order of degrees as the natural Keys; and a piece com-
pofed in a natural Key may be played or {ung higher or lower in any
other Key; it is not thence to be haftily infcrred, that a tran{pofed Key
will produce the fame effet as the original Key; becaufe different
Keys have their different charalters, as all Muficians know, though few
are able to account for 1it.

That the voice might truely exprefs the degrees of Tune in finging
from written notes, the Muficians of antiquity appropriated certain
technical Syllables to them, that the name of the Syllable might diret
the voice to the proper interval; and thus the voice would be kept to
fing in tune, preferving the true fituation of the half-notes in the
Key; which is exceedingly difficult to beginners when they are not led
by an Inftrument; and when they are fo led, they learn by rote and

not by rule.

To the Degrees of a Hexachord, or progreflion of fix notes afcend-
ing, in the Major Keys of C and I and G, they applied the fix Sylla-
bles, Uz, Re, Mi, Fa, Sol, La. 'T'he more modern Italians changed

the
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the firft Syllable Uz into Do, as being of more convenient utterance.
The half note from E to F, from BE to C, from A to Bb, was always
diffinguithed by the Interval from M7 to Fa; and the chief Art of
Solfa-ing confifts in the proper placing of the M7, as we fhift from

one Hexachord to another.

The Greeks were attached to the Tetrachord, particularly to that
from A defcending to E, thatis A G F E; of which Sort there are
two from E defcending to E, dzsjoined by the whole tone from B to A;
and from A defcending there are two others, conjorned at E. But as
thefe two thus conjoined carry us only to B, and B cannot be ufed as a
Bafs, another tone, called . for this reafon Proflambanomenos, was af-
fumed as an O&ave to A. But Guido found the Hexachord, or Sy{-
tem of fix Degrees, more convenient, becaufe wehave in that com-
pafs all the variety of degrees: and it is extraordinary, that the degrees
afcending and defcending are in the {fame order; thatis, the Semitone is
in the {fame refpeive fituation. There is alfo this farther convenience,
that when we have begun at C, we may begin again at the fifth note
above C, and find in the natural {cale, the fame order of tones and
femitones repeated. We may alfo find them if we begin at the fourth
above C; butthen we muft make Bb flat, that the degrees of this Hex-
achord may be conformable to the other two.

The technical Syllables of the So/-fz, being thus repeated within the
limits of every Hexachord, it muit happen of courfe thai more Syl-
lables than one will fall upon the fame note in its different capacities,
that 1s, according to the different Hexachord to which it belongs.
Thus A in a certain part of the Scale i1s called A /g-mi-re; becaufe,
with reference to C as its Key-~note it is Jz; with reference tc F as its
Key-note it 1s sz, the major third; with reference to G as its Key-
note itis re, the fecond to the Key.,

The Rule which teaches the Art of keeping the Key by hitting the
diftances and degrees, with the application of the Syllables abovemen-
tioned, is called the Gamu#; becaufe the loweft Note in the Scale
was marked with the Greek Letter I' Gamma, and called Uz, {o Gam-ut.
I-am obliged to give a-Copy. of the Old Scale, that the Learner may
under{tand what has been faid of it. See Example I1.

The



i

Place this a§§tPa e 4 Example . - .. Pldte 1

D E+F G A BiC' L 1 '
C 3 2" 2 A BC D E5F G A
| Ex  I1
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The Art of Sol-fa-ing or plain-fong, is what I have not room to
deliver here at large. If the Learner wifthes to fee it more fully treated,
let him confult Morley’s Introduéiion to Mufick, an Author who wrote
in the time of Queen Elizabeth, or any later Author, particularly a
Short Treatife on Harmony firft publifhed in the Year 1730, where
the Italian Method is explained. I fhall however lay down a rule, of
eminent fervice to leflen the principal difficulty attending it, which is
that of placing the Semitones properly in a Major and Minor Key;
without doing which, we are immediately out of the Key, and can
proceed no farther.

It has been already obferved, that the O&ave of the Major Key

contains two Tetrachords, or Syftems of the Fourth, with its in-
cluded degrees, disjoined by a whole tone. C D e f is the firft Te-

r-—-h-#u—-—-j

trachord afcending, and G A b ¢ is the fecond.* In thefe the inter-
vals are fimilar, that is, of like progrefiion, fo that the two are
remembered as 1f they were but one. The firft of thefe i1s, Key C;
Tone D, Tone E, Semitone F: the fecond is, Fifth G, Tone A,
Tone B, Semitone C. Now 1if we take thefe Tetrachords reverfed,
(the fecond before the firft) and apply them to the eight Notes of the
Minor key, defcending from the Fifth to its Octave, thatis, from E
to E downwards, we have the degrees in the fame order: and thus the
Art of So/-fa-ing is reduced to the fingle principle of a fourth with its
degrees. The following Scheme exhibits this at one view; where it
is immediately feen, that the firft Tetrachord afcending has the fame
intervals as the fecond defeending ; and the fecond afcending the fame
as the firft defcending; whence it appears, that the Major Key afcend-
ing from C to c, is exactly repeated by the Minor defcending from E
to E; the tones and {emitones lying exactly in the fame order.

® N. B. The {mall letters mark the notes between which is the interval of the Semitone.

Major
C
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Major Key Afcending
[ ——— N (T

Key, tone, tone, {emitone, I'ifth, tone, tone, femitone,
Firlt Tetrachord Second Tetrachord
\———_—W-—h/ L—-—_—V—ﬁ.-/

Minor Key -Defcending
i :

Fifth, tone, tone, {emitone, Key, tone, tone, femitone,
Fir(t Tetrachord Second Tetrachord
\—“_——V—*—) \——_V—‘—/

The Art of Sol-fa-ing cannot be reduced to greater fimplicity than to
a feries of three Intervals. But as the Syllables Uz, Re, M7, Fe,

So/, La, are accommodated neither to four nor to eight notes, but to
fix, Learners always find it difficult to know by what names to call
their notes, when they either exceed the limits of the Hexachord, or
go into another Hexachord, which we call changing the Key. 'There
are different ways; but the general rule to prevent uncertainty, is to
confider one Hexachord as dorrowing from another, whenever its limits
are exceeded or its tones changed: and it is in all cafes eafy to know
what names the tones would bear in their own proper Hexachord,

The Scheme {ubjoined will explain this.

Ut, Re, Mi, Fa, Sol, La,
C D E F G A
G A B CDE Durum
Ut, Re, M1, Fa, Sol, La, {Hexachord,
Ut, Re, Mi, Fa, Sol, La, |
C D E F G A

F G A Bb C D} Molle
Ut, Re, Mi, Fa, Sol, La, | Hexachord.

}Natural Hexachord.

} Natural Hexachord.

If the firft feries of the Natural Hexachord is carried higher up be-
yond A through BE to C, it borrows from the durum Hexachord,
and the names of the two notes {o added are M7 and Fa. If the Na-

tural Hexachord of the fecond feries is carried on to C through BP it
borrows
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borrows from the Molle Hexachord, in which B is Mo/le or flat,* and
the two notes are named Fa and So/. If the Durum in like manner
1s carried up beyond E, it borrows from the Offuve of the Nutural,
and the two notes added. will he Fg and So/. In ordinary books of
finging, I never faw this conjoining of the Hexachords mentioned;
but it is the true pr1nc1ple of Solmifation, and is fully expluined in
the treatife above-mentioned; yet not ‘to be underftood as it there {tands
without {fome difficulty.

This Art Was'fbrﬁ*lerly 1n gréﬁt- fequéf’c, when there was more vocal
and lefs inftrumental Mufic; and vocal modulation more {paringly
exceeded the fundamental Harmony of the two natural Keys, to which
the fyllables. of the So/-fz are accommodated. But now inftruments
are more 1n ufe, it is the common praétice to learn the vocal fcale
imperfectly from the inftrumental; which method will always have lefs
of f{cience and certainty, till great practice has got the better of all
difficulties. The IIId. Example in the Plate explains by notes what
was faid of the two Tetrachords in the Major and Minor keys.+

* The IHexachords are denominated Durum and AMolle from the nature of the B, which when
gatural is hqrd, as making a tritone with F; but when B is flattened it makes a true fourth with F,
and becomes foft and agreeable,

+ My Learned and ingenious Friend Granville Sharp, F{q; was beforechand with me in obferving,
that the firk four notes defcending in & flat key go by the fume degrees as the firft four notes af-
ecnding in a fharp key. See his Short introduétion to Vocal Mufiz. Rule 11 and 12. 2d. Edit.

CHAP.



CHAP. IL

OF CONCORDS.

. ! CONCORD is formed by two degrees of the O&ave, which

have an agreeable relation to each other, and pleafe the Ear with

a fenfe of Harmony, when they are compared together in confonance.
A fimple concord confifts but of two notes; and thefe may be at any
diftance from one another in the Scale, that is, they may exceed the
limits of the otave by the afcending of the one or the defcending of
the other, and yet preferve their confonance; becaufe the eighth of

any note is in effe&t the fame with the note itfelf.

Of Concards, fome are perfect, others imperfect.

The firlt perfec concord is the eighth, and its oQave the fifteenth,
&c. |

The next perfett concord is the Fifth, with its octave the twelfth,
&ec. |

The imperfe&t Concords are the Third and the Sixth.

Between the perfe&t and imperfe& Concords, there is this effential
difference; that the perfe&t Concords admit-of no alteration, and be-
come abfolute difcords if taken half a note higher or half a note lower:
but the imperfect may be changed into greater and lefs, that is, they
may be taken with the difference of half a note, and yet continue to
be confonant intervals. ‘The major third or major fixth may be taken
half a note lower, and become a minor third and minor fixth: the
minor third and minor fixth may be taken half a note higher, and be-
come a major third and major fixth: and it is to be obferved, that
there 1s a correfpondence between the thirds and fixths in all keys. If
the Third to the Key-note is Major, the Sixth is Major alfo: if the

Third is Minor, then the Sixth is Minor.
Authors
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- Authors have differed from each other and perplexed their Readers
in their definitions of the interval of Fourth to the Key-note, rather
from its acceptation 1n Compofition than from its nature as an intera
val. It is undoubtedly a perfect concord, as the ear determines it to
be, and becaufe the note which makes the concord of Fourth with the
Key, makes the concord of Fifth with its octave; as we fholl feein
the Scheme of Concords, Example IV, which 1s ad.pted to the Key of

C natural.

A ﬁmple Fourth is not allowed in Compofition as an accompani-
ment to any Bafs Note; and being attended with a Fifth to fupport
it in Harmony of three parts, which I'ifth makes a diffonance with the
Fourth, the Fourth has therefore been reckoned amongft the difeords,

Many different relations of confonance may be found in any fincle
hote, when compared with the degrees above it, and the degrocs bea

Jow 1it.

L -

In Example V. we take E, the Third Major to the Key, as the
aote to which the reft are compared.
J

‘To A below it is a Fifth.

To G below it is a Sixth Major.

To G % below it i1s a Sixth Minor.

To C below it 1s a Third Major.

‘To C X below 1t 1s a2 Third Minor.
- "With G above, it makes a Third Minor; or rather it is a Key note
earrying 1ts Minor Third.

With G X above it carries its Major Third.

With B it carries its perfe& Fifth;

With C & its Sixth Minor.

With C X its Sixth Major.

With E above and E below it makes an Eighth,

To B below it 1s Fourth.

And with A above it makes a Fourth,

j‘ R
I have been thus particular in this Example, becaufe it muft be
known, thata fingle Note, from its many confonant relations, may keep
its place and Aol/d on, whllc others change their places, and make a vae

i" + [ 1% - - "B VR & LI R A ey a t
+ L - - - lb y
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ricty of concords with that Ze/ding Note.  Some of the greateft beau-
tics and fome of the greateft difhiculties in Mufic arile from this
principle, which becomes much more fruitful when the parts are mul-
tiplied and dif{cords are taken in and combined with concords. The
Drone of a Bagpipe is the Note of the Key holding on; to which the
Tune as it pafles forms a variety of concords, which are always ju/# at
the beginning of the Tune and at the end of it. To the Key Note the
Fifth above is added as another Drone.

. Confonant intervals, both perfet and imperfe&t (except the Third
and Fourth) confidered as two extremes, contain within them other
concords, which have an agreement with both the extremes.

The Fifth contains two Thirds, of which one is Major the other
Minor. Thus in the Fifth C G, G 1s a Minor Third to E natu-
ral, and E natural is itfelf a Major Third to C. And again, G isa Major
Third to Eb, and Eb isa Minor Third to C. In both thefe cafes, E,
the intermediate note, makes a double confonance, as referred to the
note above or the note below, and has an excellent effe& with both.

The Sixth Major contains a Third and a Fourth, or a Fourth and a
Third. In tne Sixth C A, A 1s Third Major to F, and F is a
Fourth to C. In the Sixth MinorC Ab, Abis Minor Third to

F, and I is Fourth to C; and again, Abis fourth to E®, and Eb s
Minor Third to C.

. ‘The concerd ef the Eighth divided into two Parts, contains a Fifth
and a Fourth, or a IFourth and a Fifth, or a Third Myjor and Sixth Mi-
nor, or a Third Minor and Sixth Major, or a Sixth Major and Third
Minor, or a Sixth Minorand Third Major: the Fifths and Sixths con-
taining other concords as before. All thefe are fet down in Example
V1; and an attentive Examination of them will give the Learner an
habit of finding out the Chords readily when he comes to apply them
as accompaniments in Thorough-Bafs,

By a C/ord, we underftand a combination of feveral Sounds related
to onc another, and making Harmeny together: and a Chord, in 2
larger acceptation, may be undezfioed to include one or mere difcerds.
Sometimes the word Chosd, in a mare reftraned fenfe, is ufed far the
Accompaniment played by the right hand in Thorough-Bafs, in which

fenfe I fhall frequently {peak of it.
It
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It appears from the laft Example, that a Minor interval is tutied in-
¢o a Major, if the lower of the two Netes is taken an oave higher;
and vice ver/d.

In comparing the two notes of a concord. we ufually refer the high-
er to the lower, not the lower to the higher; becaufe all hirmony,
like any other ftru€ture, goes upwards as from a foundation; whence
the Bcgﬁ', or Bafe, has its name; and the B.ufs which is the radical B..fe
of the Chord is diftinguifhed from figurative or artificizl Bafses as the
Fundamental. In the interval C—G, we fay G is a F.fth to C, not
that C is a Fifth to G; becaufe C is tuken as the Key-note, to
which the degrees that lic above it are referred.

CHAP. Il

QF THE OCTAVE AS A SYSTEM OF HARMONY.

SIMPLE Corcord confifts of two fiotes; but Harmony is
not compleat without three; if we add a fourth, one oi the
other three is repedted in its o&tave.

The Key-note with its Third and Iifth, conftitutes the radical
Harmony of the Key, and is called the common Chord. When the
Key-~note, or Unifon, 1s taken with i1ts Third and Sixth, {fome call
this the wncommon Chord, as departing from the common Hurmonv;
others give it the name of the perfec# Chord; but this 1s inproper; no
Harmony being perfect but that of the common Chord: it fthould ra-
ther be called the smperfes? Chord, becaufe the third and fixth are

both imperfet concords.

Any fingle note, when confidered as a Bafs, is a foundation for
other notes; one or more of which may be introduced in Compofition,
according to the number of parts in which the Picce 1s compofed.

When
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When the Key-note is taken with its Third Fifth and Eighth (or
their o&taves) its Harmony is complete. When the Bafs moves from
the Key-note to any other degree of the octave, the Harmony propet
to that degree muftattend it: and in order to knnow what that Harmony
is, we muft firft underftand how the feveral deg-ces of the octave ftand
related to the Key-note, when they are taken ey “r"]ly as Bafses: ob-
{erving, by the way, that any degree, when taken with its Third and
Fifth, (which form its common Chord) becomes a new Key. 1 call
the key with which we beguy, the Original/-Key. This c:ompre-:
hends in its degrees the harinony of feveral other Keys, fome of them
more nearly, otlier§ more remotely related to the Original Key; and it is
a confiderable part of the Sciencé of Mific to adjuft and m:nage well
thefe relations; which have been very clearly treated by fome modern
Authors, particularly Rameau; thouzh I think his work f{carcely in-

telligible. to. Liearners, and very badly arranged... ... - ... .

T puily S = ug¥ e

The Harmony moft nearly related to the original Key is that of its
Fifth, carrying its common Chord; and hence the moit natural Con-
clufion or Clofe of a Piete in Mulic, -is-from the Harmony of the Fifth

into the Harmony of the Key.

--l---h_."

note to which the Eighth of the lx.f-:y is a F1fth, that is, tlh., Hdrmony
of the Fourth. Therefore to make a .compleat eadence, we tuke the
Harmony of the Key, then the Harmony of its Fourth, then the Har-
mony of its Fifth, and from thence return and conclude in the Har<
mony of the Original Key. But as all gradual changes are the mofk
agreeable, the 'Cadence 1s much improved, if to the Fifth as a Bafe we
firft give the Harmony of the Original Key as an Accompaniment,
and then change that into its own Harmony, to defcend from thence
into the Key. When the Chords are taken in this order, they fucceed
according to their proximate relations, and are confequently of beft ef-
feCt. It is neverthelefs allowable to make a Cadence from the Fourth,
which is the more folemn of the two, and is very properly applied by
Authors of facred Mufic. I fay more of this under the Article ot
Modulation, and call it the Fina/ Clofe.

't'he Natural Harmony of the whole O¢tave is.comprehended in the

Chards of the abave Cadence; that. is,.in the..common .chord of the
Key,
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Key, and the common chord of its Fifth, and the common chord of

its Fourth: becaufe thefe three common chords take in all the degrees
of the O¢&tave.

Let the Key be C; its Third is E, its Fifth G. Then in the Key
of G, its Third is B, its Fifth is D. And in the Key of F, its Third
is A, its Fifth C. In thefe chords then we find all the degrees of the
O&ave, C, D, E, F, G, A, B, C. Therefore thefe three Keys com-
prehend all the native harmony of the O¢tave; and the three notes C,
G, I, are the fundamental Notes, becaufe they carry all the degrees of
the Octave 1n their Accompaniments.  See the Notes in Example VII.
And they not only fupport the degrees; but they furnith an hurmonic
accom:paniment to every degree of the Octave when taken as a Bafs,
either afcending or defcending. Example VIII. gives the accompani-
ments defcending; Example IX. gives them afcending.

In taking thefe degrees fingly in their order as Bafses, it is to be
obferved, and it follows from what has becen faid, that they are not
all fundamental; fome of them being Bafses by fuppofition, that is by
being placed undermoff in the Sciale of Ilarmony, and aflumed or
borrowed out of the Chord to which they belong as Bafies. If we
defcend with them in their order, as in Example VIII, C is fun-
damental, with its commmon Chord. B the next lower Note, 1s a Bafs
by fu‘p’p‘b‘“ﬁtidﬂ‘,'ét'rid"t:a’f‘fies the harmony of the Third below it, that is
of G, which 1s therefore the true Bafs of the Chord. A, the next
in order, carries the Harmony of I'; thercefore If is the fundamental
Bafs. G is here a2 Bafs by {fuppofition, and its fundamental is the Fifth
below; the harmony of the chord being that of C. G is not taken
with its own harmony in this place, becaufe we fhould be obliged (as
it will appear hereafter) to-leave the fundamental harmony of the Qc-
tave in order to introduce it. ‘Therefore we give it the harmony of
C, as being more nearly related to the harmony of F which comes be-
fore it and after it. I which comes next in order'is fundamental, and
carries its common Chord. E is a Bafs by {fuppecfition, being borrowed
from the harmony of C. D carries the harmony of G, becaufe that
harmony 1s neareft in relation to the harmony of the Key-note, which
comes next in order with its common chord. The Third fthould be
added to ID with its fourth to make the harmony {moother; but in

the natural accompaniment of the degrees of the Octave we mtroducc
L. no
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no difcords. The figures overithefe notss in the example {thew what
chords are produced in this regular progreflian, and denote awhat is
called the Thorough-Bafs.

"The Learner is not te fuppofe, that when the notes of the Bafs
defcend by fingle degrees, they are a/ways to carry the bharmony here
afligned to them: for then there would be no Tranfiion to a variety
of Keys, which Mufic not only admits but requires: and the art of
changing the Key properly is called Modulgtion (avarying of the Mode
or Key) of which I fhall treat at large in a Chapter by itfelf.

I mean here to thew, that this is the harmony which the degrees will
carry, without departing in any one inftance from the Harmony of
the Key we are in, that is, from the fundamental Harmony within
the Syfltem of the O&ave of the Original Key.

I do not add an Example of the Minor Key in this place, becaufe
the cafe is not fimple, as the degrees of the Minor Key do not fur-
nifh an harmonic accompaniment to the Notes of the Oc&ave when
taken as Bafses, even in defcending, and much lefs inafcending: {o
I referve this t1ll we come to the Dotrine of Modulation.

CHAUP IV.

OF THE INVERSION OF CHORDS, AND THEIR INTERNAL
| CONSONANCE.

VERY Chord confifting of three Notes admits of three different
E Pofitions. The moft natural Order of the common Chord, as
an accompaniment to the Key-note in Thorough-Bafs, 1is that of
Third, Fifth, and Eighth. 'The moft harmonious 1is that of Fi/z4,
Eighth and Third, or Tenth; and the leaft harmonious is that of

Eighth, Third, and Fifth. If the Notes of which a Chord confifts
be
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be taken {everally from above, and put below as Bafses, the harmony
will be changed. This is called the Tnwverfion of a Chord, to produce
new relations; and great variety arifes in Mufic upon this prmciple.

I confider Chords with reference to Bafses, becaufe they are hus
more eafily underftood; and I rather addrefs my{felf here to the Tho-
'Iough-Bafs Player than to the Compofer.

If in a Chord of three notes, we make a Bafs of the Unifon or Key-
note, the other two notes make a Third and Fifth, and we have the
form of the common Chord. If the Third 1s made a Bafs, the Fifih
“becomes a Third to it, and the Eighth a Sixth. If the I'ifth is niade
a Bafs, the Eighth becomes a Fourth, and the Third a Sixth.

In the cafe of Difcords, where the Difcord and its accompiniment
give us four Notes, the Inverfion of f{fuch Chords produces a much
greater variety, becaufe they admit of four different pofitions. The
Xt Example fhews how different Chords are produced by changing
the refpetive pofition of the fame Notes.

When feveral concordant Notes are combined together, the Sum of
the Harmony exceeds the number of the notes, becaufe the hirmony
in fome is double; to underftand which, we muft comnire them in
all their different relations. When the common Chord is founded, as
in the beginning of the laft Example, C E Cc¢ * cis an Eighth to C,
a minor Sixth to E, and a Fourth to G. G is a Fifth to C, a minor
‘Third to E; and E is a major Third to C the Unifon: {o that in four
notes we have {ix confonances.

If the {ame Chord is taken in a different order, as C G c e, the r--
lations of the Notes are changed amongift themfelves, and improved;
though the whole together ftill conftitute the common Chord of
C. TFor now G e make a Major Sixth, which before made a Minor
Third: and the only Third in this Chord 1s C e a Major Third.
Before we had Minor Third and Minor Sixth in the Chord; now we
have neither; and e compared with the Key-notc 1s a Tenth; more
agreeable to all ears than the Third. Itwasobferved ibove that the com-
mon chord is moft harmonious in this fortn: we now difcover the rea-
{fon why it is fo; becaufe all the Major intervals have a more perfect
confonance than the Minor, and are therefore more pleafing to the Eur.

* The fmaller Létter © fignifies the Sthy above the ldrger C ; and {o for any other.’
| | ' In
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In confidering the confonance of a Chord, we are apt to attend only
to that relation which the feveral notes of it bear to the fundamental
note or Key: but befides this relation to the Key, the notes have a re-
lation to one another, which I call their internal confonance, and by
which the harmony arifing from their comibination is very much in-
creafed. I infift the more upon this, becaufe it is a principle from
which we may derive the admiffion and ufe of Difcords.

CHAUP. V.
OF THE HARMONIC DERIVATION AND USE OF DISCORDS.
Y a Difcord, in a larger fenfe, we -may underftand any diffonant
interval; but the Difcords which contribute to the effet of Har-
mony are deducible from the foregoing rules, which fhew on what

terms they are admifiible, as being {fupported and recommended by an
Harmonic relation.

The firft and moft agreeable of the difcords 1s the Fourth combined
with the Fifth, and taken with the Key-note and its oftave, which
complete its Harmony in four parts. Here I defire the Liearner to ob-
{ferve, that the two tones which conftitute this difcord are thofe of the
two neareft related Key-notes. Thus to the Key-note of C, G is the
Fifth above it, and F is the note to which the O&ave of the Key is a
Fifth. In tais Difcord therefore we have the Key-note with its two
neareft relations.  If thz Fourth falls half anote, the reft continuing as
before, this difcord is refolved into the full harmony of the Key. But
it is to be noted, that the difcord of the Fourth and Fifth is more
commonly introduced upon the Fifth to the Key note, to prepare for a
Clofe. Inantiznt Mufic the Fourth thus bound with the Fifth occurs
continually, and was in great eftimation for the fweetnefs of its effe&,
but in modern Mufic it is nearly excluded ; though this difcord by its

derivation from the principles of harmonic relation and internal confo-
nance,
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nance, from whence I form a comparative judgment of the difcords
and give fome the preference to others, is the principal of theu: all.
The Seventh, commonly accounted the chief, is inferior on feveral con-
fiderations.

The Difcord next in order is the Ninth; and we obtain it by taking

the two concords moft nearly related, next to thofe of the Firit Difcord.
Thefe are the Fifth to the Key, and the Fifth to that Fifth. Let the

Key be C; its Fifth 1s G, and the IFifth of that Fifth is D. Strike
thefe three notes together, and we have the difcord of the Ninth;
which, though a difcord in refpect of the Key-note, is a parfe&
concord to its Fifth, which 1s a perfect concord to the Key. Here the
Note G operates as a middle term, to which the other two Notzs re
perfect Concords. By falling a Note lower, the Ninth becomes the
Eighth, and is refolved into the Harmony of the Key.

In Mufic of three parts, it is beft that amongft three Notes there
fhould be one imperfe& concord; thercfore the Ninth is not-:ccom-
companied with the Fifth except in Mufic of four parts; but I give
thofe three Notes together to fhew the Derivation of the Ninth, and its
proper rank amongft the Difcords.

The next Difcord is the Flat Seventh: butas we are not to depart
from the degrees of the natural Oéave, we cannot take the Jat Seventh
to the Key-note, but muft take it to the Fifth of the Key, thatis, to G,
the Seventh of which is F. 'We obtain this Difcord by adding an im-
perfet concord (a third minor) to the harmony of the Fifth. The
Seventh in this Form is refolved into the Harmony of the Key, by
F falling into the Third of the Key, D into the Key orits Eighth, B
rifing into the fame, and G falling a Fifth into the Key 1t{clf. Some-
. times B, the Third to G, continues in a partial or {ufpended refolution
as a Seventh to C the next fundamental Bafe.

The Difcord of the Minor or falfe Fifth is a part of the Chord of
the Seventh; or rather, is that chord itfelf in an inverted form. Take
away G, the loweft note in the harmony, and we have B D F, B and
F making the Minor Fifth, accompanied by D, which divides the leffer
Fifth into two leffer Thirds. Butif G which was taken from the bottom
1s fet at the top of the Chord, we have the Chord of the Seventh in-

verted.

E
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verted. 'Fhis form has the fame refolution as before into the harmony
of the Key. What has hitherto been faid upon Difcords is {hewn by

Notes in Example XI.

I call it a partial refolution of the Seventh when F is refolved into
the Sixth E upon the Bafs G. For here G is not the fundamental, but
a figured or continued Bafs, carrying the imperfet Chord of Third and
Sixth. The fundamental Bafs 1s that Note whofe Third and Fifth
are found in the Chord. But this rule in the prefent inftance refers
us to two different notes, of which we muft prefer that which makes
the fulleft harmony and affords us the moft pleafing refolution., In
the Chord G B E, E and G are the Third and Fifth to C; and G and
B are Third and Fifth to E; butof thefe Bafses C is preferable, 45 in
cluding the other, and therefore giving a more complete Harmony;
though E is alfo ufed occafionally as the fundamental by the beft
Mafters. 'This Cafe deferves fome attention, becaufe it 1s of ufe to
ward inveftigating of fundamental Bafses.

Another Difcord is the Second, taken with the Major ot Falfe Fourth,
This Difcord is not applicable to the Key-note, becaufe the Fourth
to the Key is a true Fourth; but muft be applied to that Fourth it
felf, that we may keep to the natural degrees. If we take F, with G
its fecond, B 1ts Major Fourth, and D its Sixth, we have the hare
inony of the Second and Major Fourth; which is no new Difcord;
becaufe if it is examined by the rule of Inwerfion, this Chord is thc
{fame with the Chord of the flat {feventh; but here the Seventh is the
loweft note which before was the higheft; that is the note F. 'This
blfcord has alfo the fame refolution with the Seventh info the harw
mony of the Key, but in a different form, as Example XII. will
fhew, I falls to E, G remains as before, B and D refolve into C.

This difcord admits of another form by the Rule of Inverfion, and
becomes the Third and Fourth, of which the Third is Minor and the
Fourth true. In the Chord of the Second and Fourth, the Notes
were in this form, F G B D; but if D be taken an Eighth lower,
then thé Chord will ftand in this.new form, D F G B, of which F
and G are the Third and Fourth to D, and B the Sixth completes the
harinony. When the Difcord of the Seventh is in this form, the
Third is Minot of courfe, becaufe the Seventh which here becomes

the "Third is a flat or Minor Seventh.
In
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In all the foregoing transformations of the Seventh Minor, the fun-
damental note G is attended with its Major Third B; but the flat Se-
venth may alfo be taken with a Minor Third, as in the Notes D F
A C; in which cafe the Seventh, it partially refolved, changes into
the Sixth; 1if tetally, into the Major Third, before it can fall com-
pletely into the harmony of the Key. The inveifion of the feventh
from this form gives us another difcord, the Sccond with the #rue
Fourth to the Key-note, in the Order C D F A; and the Refolution
is the fame as before: C fulls half a2 Note into B, A into G, and F
may hold on with G, as a Fifth and Sixth to B; f{rom whence the
whole will refolve itfelf into the full harmony of the Kuy.

The flat Seventh with the Minor Third once more inverted, gives us
the difcord of the perfe&t Fifth with the sixth, .s ' A C D, which
refolves into the harmony of G. F and A mect in G, C falls half a
Note into B, and D continues as before. See Exumiple XI1I.

From what has been faid, it appears, 1. That all the Difcords we
have confidered are i1n effet but two, namely, the Seventh and the
Ninth. 2. That new forms of difcords arife by taking the Sevinth with
a Minor inftead of a Major Third. 3. That Difcords in general are ad-
mitted and produce their effect in Mufic from a relation or rel .tions of
Confonance. When the Fourth and Fifth are taken together, they are
diffonant in refpect of each other, but one of them is a perfe&t Fifth
to the Key, and the other is a perfect Fiith toits Oc¢tave. The Ninth
is diffonant in refpe& of the Key-note, but makes a perfe confo-
nance with its Fifth; {fo that in the Notcs C G D we have one diffonance
and two confonances, when a Difcord has its full acccompaniment, con-
fonance always predominates. Take the Seventh and Ninth for ex-
amples. In the Chord of the Seventh G B D ¥ there are four con-
{fonances; G B Major Third, BD Minor Third, G D a perfe& Fifth,
D F Minor Third; and only two diffonances, G I, Minor Seventh,
B F falfe Fifth. Soin the full Chord of the Ninth, C E G D, there
are four confonances, C E Major Third, E G Minor Third, C G per-
fe&t Fifth, G D another perfect Fifth; and only two diffonances, C D
a Ninth, and E D a Minor Seventh. This effe& which arifes from
{fumming up the feveral relations of a Chord, I call their nteinal
confonance ; and it is this principle which reconciles the Ear to the ufe
of fuch Difcords as I have hitherto explained. and would dire& us to fe-

verak
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veral more. Thus, to the Chord of the Seventh, the Ninth may be
added, becaufe it makes a perfect Fifth to the Fifth, and a Third to
the Seventh: it therefore introduces one new diffonance and two new
confonances: and when all the notes G B D F A are fet together, we
have the compound harmony of the two neareft-related Keys, G and F,
both returning by refolution into the Mafs of the original Key.

It has not been my defign 1n this Chapter to collet all the poffible
Difcords with their different acccompaniments and refolutions; of
which more examples will occur as we proceed, particularly when we
come to treat of Chromatic Harmony. It may eafily be forefeen that
more variety may be produced than it is neceflary to exemplify, when
it is known, that in Refolutions, the Bafs may hold on while the Tre-
ble rifes or falls, or the Treble may hold on while the Bafses rifes or
falls, or the Bafs may rife while the Treble falls, or the Treble may
rife while the Bafs falls, or both may fall or rife together.

‘The great ufe of Difcords is to produce variety, as the Ear is foon
{furfeited with too much confonance ; whence it is an eftablithed rule
both in Compofition and Thorough-Bafs, that two perfe& confonances,
two Fifths or two Eighths, are never to follow one another directly
either afcending or defcending. All fuch difallowances are avoided by
giving to the upper and lower part a comtrary motion, that the one
may afcend while the other defcends. A farther ufe of difcords is
to raife the expectation, and thereby increafe the relith of a fucceeding
confonance. But then they are not to be introduced abruptly, as we
have been obliged to.fhew them in the foregoing examples, but in
fuch a manner as to make them natural and eafy. ‘This is called their
Preparation ; for which this general rule may be laid down; that the note
which is to become a difcord muft firft be introduced as a concord,
and turn into a difcord as it were infenfibly. To fome Bafs Note at
the latter part of a preceding Bar it makes a concord, and holding on,
1t becomes a difcord to a new note of the Bafs at the beginning of
the Barin which it takes place. The XII[Ith. Example thews how this
is done in the Fourth and Ninth and Seventh in Mufic of three parts,
and 1s {uflicient to fthew the meaning of the rule, the application of
which is very extenfive, and muft be acquired by obfervation and ex-
periment. Jn the firft Bar of this Example, the Eighth to C Bafs
holds on as a Fourth with its Fifth to G Bafs in the Second Bar, and

“ {o



Cuar. V. Of the Harmonic Derivation and ufe of Difcords. 21

fo that Eighth prepares the Fourth and Fifth. In the third Bar, the
Fifth to G Bafs holds on as a Ninth of C Bafs in the fourth Bar;
fo that Fifth prepares the Ninth. In the fame fourth Bar C the
Eighth to C Bafs holds on as a feventh to D Bafs in the fifth Bar;
and G the eighth to G Bafs in the fame Bar holds on asa Fourth to
D Bafs in the fixth Bar, and is refolved into a Major Third x F before

the Clofe.

In order to find the Fundamental Bafe of a Difcord, Rawmcan direts
us to take the uppermoft of two Notes bound together in diffonunce,
and place it at the bottom of the harmony; then will that Note be
the fundamental bafe of the Chord ; as in Example XIV: in No. 1, of
which, the rule gives C as the fundamental Bafe; in No. 2. it gives
A; in No. 3, D; in No. 4, G; and all the difcords are reduced to the
Seventh; farther than which this rule does not extend. In the dif-
cord of the Fourth and Fifth, and the Ninth, and {fome of thofe dif-
cords which are formed when the upper or under part falls or rifes
half a Note, it gives us no affiftance: for both the Fourth and Ninth
are fupported by their proper fundamentals; and in fome diffonant
chords, formed by the approach of a Semitone, the fundamental Bafs
lies out of the limits of the Chord.

We fhall therefore obtain a more univerfal rule for finding a funda-
inental Bafe in all Cafes, if we examine what note that is, whofe perfe&
Fifth, or Third and Fifth, are found in the Chord when the harmony
is filled up: becaufe it is the nature of every fundamental Bafe to carry

its common Chord.

I fthall add an example or two to fhew how this rule accounts for
{fome of the uncommon Difcords, which are nominal Difcords, but in

fact confonant intervals. See Example XV.

In No. 1. of this Example, every note of the Second Chord, the
Bafe of which i1s F X%, carries a falie Fifth; therefore nonote of this
Chord can be taken as a fundamental Bafe. But in the Chord we find
F xand A, the Major Third and perfet Fifth of D; which muit
therefore be underftood as the fundamental Bafe, carrying the dif-~

cords of the Seventh and Ninth.

G
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The Second Chord of No. 2 is the fame in every note of it, (upon
keved Inftruments) as the former; but the Chord 1s of a diffecrent De-

nomination, and belongs to a different Key. Eb in No. 1. is the cx-
treme flat or doninifhed Seventh to I X, and is refolved inwardly by fall-
ing into D the Fifth of G. The fame note in the next Example is
D %, the Major Sixth toI” X, and is refolved outwardly by rifing into
E & the Sixth to G; and it relates to the key of B as its fundumental,
under{tood, but not contained in the Chord ; and carrying the Difcords

of the Seventh and Ninth.

It may be neceflory to obferve farther concerning difcords, that dif-
{onant Chords do not always change into confonant Chords, but {fome-
times a feries of Difcords are connedted together, as in Example XVI;
in the Second Bar of which we have the Minor Seventh changing in-
to the diminifhed Seventh, by the rifing of the Bafe a Semitone higher.
In the third Bar this diminithed Seventh is fucceeded by the dif-
cord of the Fourth and Fifth, which 1s again {uccceded by the Minor
cr falfe Fifth, and that by the INinth. Paficges of this Kind are very
common, and may be continued to a great length. In flow Mufic,
where the Ear has time to follow and obferve fuch imperfe@ and un-
expected rejolutions, they are not only allowable, but very agreeable;
becaufe the Ear will bear to be kept long in fufpenfe 1f 1t 1s properly
{fatished at laik.

In inftrumental Mufic Difcords are introduced with greater la-
titude than in vocal. The Key-note or 1ts r'ifth is continued in the
Bals, while concords and difcords pafs and repafs upon it with a li-
cence not reducible to the common rules of Harmony, and under lit-
tle reftri¢tion, but that neceflary one of keeping up to the fenfe and
2ir of the movement. This liberty is feldom taken by good Mafters,
except towards the Clofe of a Picce; in the way of a free Cadence;
and as the harmony does not foilow the forms of Thorough-Buafs,
the Key of the Bafs is to be tocuched without any accompaniments of
Chords in the right hand; whence {fuch a continued Bafs Note is di-
gected to be played Taflo * Solo.  Sec Example XVII.

* Tafo, is the Touch or Key of an Infirument,
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CHAP VL

OF MODULATION. ITS FORMS AND LIMITS.

ODULATION 1s the Art of changing the Key or Afs//-
in which a Piece of Mufic is compoted; und muy be olfo ¢ali-

ed Tranfpition.

So long as we keep to the fundammental Liarmony, without departing
from the degrees of the Octave, the key 1s {Udl the ey but when we
make a cadence 1n any new key, fome one of thc degrees muil be

changed from natural into Sharp or 1]at.

When we pafs from the Natural M-jor Key of C into other Muyjor
Keys with Sharps, we proceed orderly by Fifths: when we pafs iico a
Major Key with Flats, we procced by ifourths. The order of the
Keys by Fifths is as follows; C—G one Sharp; G—D two Sharps;
D—A three fharps; A—I four Sharps ; E—B five Sharps; B—xI
fix Sharps; EF—=xC {even Sharps; 2C—2G cight iharps.

The order of the Keys by FFourths, is, from C to IF one flat; from
F tobB two flats; frombtB to V£ three {luts; {rom i to T A four fatss
which laft Key, upon the orgon and horpiichord, is the fame with the
Key of Z2G with the Major Third and cicht nominal fharps.

Y J & b

Every fucceffive Key with Sharps is introduced by taking the Sharp
Fourth of the preceding Key: as the Key of G is introduced after
the Key of C by taking %{, the Sharp [Fourth of C, und Sharp Se-
venth of G, Every f{ucceffive Key with Flats is introduced by taking
the flat Seventh of the preceding Key; which 1s but the reveric of the
former rule; bzcaufe if you wwere to go back again from the Key of
G to the Key of C, you muft take oft the Sharp from & and make it a
tlat Seventh to G. In the f{ame manner the K@y of I’ is introduc d

:

after C by taking bB: which 1s alfo the true Fourth of F, the
Key



24 OF Modulation. Its Forms and Limits. Cuar. VI.

Key we are going into. ‘This eafy principle carries us through the
whole feries of Keys by IFifths and Fourths. 7The rule is general,
that whatever Key we would modulate into, Major or Minor, we
muft introduce either its fharp Seventh or its true Fourth; and the
harmony is beit when we take them both. The reafon of this is plain ;
becaufe every Major Key has a Sharp Seventh, and a true Fourth in
its own proper degrees, and a Minor Key, which has always a true
Fourth, cannot be decided by a cadence till we ufe its Sharp Seventh.
‘The examples that follow will make this plain.

By applying the Rule of Izwverfion, already explained for this pur-
pofe, we find that each of the tranfitions above mentioned, namely to
the Key of the Fifth by its tharp Seventh, and the Key of the Fourth
by its own true Fourth, may be effe€ted four different ways; for fo
many are the notes which conftitute a diffonant Chord. And firft for
the Key of the Fifth above. Let C natural be the original Key; FX
the Seventh of G, the Key into which we are to modulate. This
{harp Seventh may be introduced, 1. as a Major Third to D. 2. as
a fharp Sixth to A. 3. as a fharp Fourth to C below it. 4. as a falfe
Fifth to C above 1t. All thefe are fet down in their order in Ex-
ample X VIII,

It we would modulate into the Key of the Fourth, which is F, by
giving its true Fourth to it, which is Bb; we may take this 1. as a
flat Seventh to C. 2. as a falfe Fifth to E. 3. as a Minor Third to
G. 4. as a Bafs note, with E the falfe Fourth upon it, and refolving
into the harmony of F. See Example XIX.

Of Modulation in the Minor Key.

‘The Minor Mode admits of the fame progreflion of Keys by Fifths
and Fourths as the Major, but the manner of introducing them is dif-
ferent; and before I explain this, it is neceffary to fhew the funda-
mental harmony, and the harmonic accompaniment which the de-
grees require in the Minor Key. Thefe were purpoiely omitted above,
to preferve a fimplicity in the rules.

‘The fundamental harmony has the fame relation as in the Major
Key, and the Accompaniment of the degrees iz defcending is furnifhed
nearly in the fame manner, except that the Seventh muft always be

{harpened
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{harpened before the clofe, without which the Key would remain un-
decided. In Example XX I give two different accompaniments to the
degrees of the Minor Key; the firft the true and fimple, the f{econd
more complicate and common. The degrees of the Minor Key i» g/~
cending do not admit of an accompaniment from the harmony of the
fundamental Key, becaufe we are obliged to ufe tharps in the Bafs, and
to put Difcords upon them. However, a method will be thewn in ano-
ther place of accompanying the natural degrees of A n aftending.

As Modulation in the Minor Key admits of a greater latitude, and
is more difficult to underftand, I fhall not give the examples in A,a Key
remote from C, but in the Minor Key of C, that the differences may
be more obfervable between the Major Key and the Minor.

The Minor Key is denominated from the Third; but in this Key
the Sixth is Minor as well as the Third: whcnce we have this general
rule, that if we would make a Tranfition from the original Minor Key
to the Fourth above or Fifth below (both being the fame) we muft
add one to its number of flats, which will be the flat Sixth of the Key
we are going into; or take off one from the number of fharps (if we
are in  Minor Key with tharps) which will have the fame eftect as be-
fore in leaving the Sixtha Minor Sixth,

If we would pafs to the Fifth above, we muit reverfe the former
rule, by taking off one from the number of flats in the original
Key, which is done by ufing its Major Sixth: or, if we are in a Mi-
nor Key with fharps, we muft add one to the number of fharps;
which has the fame effet as before in giving the original Key a Ma-
jor Sixth. Example XXI gives the Forms of Modulation from C Mi-
nor to F Minor, its Fifth below, by introducing the Minor Sixth to
F, which is DPb. Example XXII gives the fame Tranfition by in-
troducing the Major Seventh,

It is proper to give notice, that in Example XXII No. 2 I have
introduced a Figure in Mufic, which has occurred in a few in-
ftances before, and is called Syncopation ; by which a driving or hold-
ing note is as it were cu# through by the accent on the firft part of the
fucceeding bar, {o that the Time or Meafure in one of the parts f{eems
 to go counter to the time of another part; which in vocal Mufic is
one of the firft difficulties a learner has to overcome, if he practifes

H | n
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in the Style of the Cathedral. Thus in No. 2 the firft holding note
makes a difcord of a Seventh to the Bafs in the beginning of the fe-
cond Bar; and another makes a Difcord of a falfe Fifth to the Bafs
in the third Bar: by which means the modulation fteals on imper-
ceptibly, in a manner moft agreeable to the Ear, which is apt to
be offended with all fudden and abrupt changes. Example XXIIX
gives the forms of Modulation from the Key of C Minor to G the
Fifth above, by the Major Sixth of C, and Major Seventh of G.

Inftead of fhewing how to pafs into a great variety of Keys remota
from the Original Key, which, if they are fuppofed to fucceed natu-
rally and agrecably, will only require a repetition of the fame Rules
applied to different parts of the Scale; I fhall confine myfelf to fuch
Keys as are properly related to the Original Key, into which it is ala
lowable to modulate according to the firicteft rules of Mufic.

We have already feen that in the natural Major Key of C, the fun«
damental harmony is comprized within the three Keys of C, G and
F; of which, C is the original Key, G the firft related Key, F the
fecond related Key. All thefe have the Major Third. Befides thefe,
there are three other Keys with the Minor Third, refpeftively cor-
refponding to each of the Major Keys, as carrying the fame degrees of
the O&ave. The Key of A with the natural or minor Third, is the
Key of the Sixth, and has the fame degrees with C the original Key.
E Key is the Key of the Third to C, and has the fame degrees with
G Key, both of them carrying one Sharp. D Key is the Key of the
Second, and has the fame degrees with F Key, both of them carrymg
one flat.

The three minor Keys thus far agree with the three fundamental ma-
jor Keys, that they carry all the degrees of the original oave in their
common Chords : yet none of them can be admitted as fundamental
Keys for two reafons; 1. becaufe they are Keys on the imperfect
Chords; and one of them, 7. e. D, on a Difcord, a note diffonant to
the Key note; therefore not properly related to the original Key: 2.
becaufe they have a character effentially different from the original Key,
in carrying the leffer Third; and alfo their harmonic accompaniments
carry us out of the natural degrees of the oftave. Therefore I call C,
G, F, the three primary Keys, and A, E, D, their refpective ﬁcona’a-

ries,



Cuar. VI Of Muodulation. Its Forms and Limits. 27‘

ries. 'The Key of B, the Seventh, is no Key; becaufe its Fifth is falfe,
and {fo it carries no common Chord.

The many different orders in which thefe Keys may be ufed in Com-
pofition, and the many Forms of Modulation thence arifing, will pro-
duce as great variety in Mufic, with the addition of Melody, as the
combination of the Letters of the Alphabet in all the languages of
the World. Wbich is abfolutely the bef order, it may be hard to af-
certain; but certainly, when a Piece i1s compofed in a Major Key, the
Kindred Major Keys thould have the preference, and fome cadences
fhould be formed in them before the Minor Keys are introduced; at
leaft in one of them, which is the Key of the Fifth to the original
Key; and throughout the whole piece the M.jor Keys {hould predo-
minate, to preferve an uniformity of Character.

The method leaft exceptionable, and generally of the beft effct, 1s to
return from the Key of the Fifth into the or.ginal Key, and to go fromn
thence into the Minor Keys, particularly the Key of the Sixth, which
is the neareft related; more nearly than the fundamental Major Key of
the Fourth, into which the beft Compofers are frequently obierved
to make no formal Clofe throughout the Whole courie of « piece.

As in the Major Key of C, the related Keys are C, G, I, M jor
K‘e‘)'"fs, A, E, D, Minor Keys; fo in the Minor Key we have theiain
the contrary order; A, E, D, Minor Keys, C, G, I, Myjor Keys. And
here the Key. of the Seventh comes in with the reft, becaute 1t carries
a common chord: for which reafon, and from the varitabl: nature
of the Degrees in the Minor Key, and the liberties which may be
taken with them, (which will be better underftood when we come to
the Chromatic Syftem) Modulation is more various, more learned, and
confequently of better effe¢t in the Minor than in the Major Keys.
Its beauties are of the fofter kind, delicate and feminine ; while the
'Major Key is more bold, ftrong and mafculine.

Before we proceed to any critical obfervations concerning the juft /z-
mits of Modulation, it will be proper to exemplify the Form or Man-
ner of paffing into all the Affinities of the Original Key both Mujor
and Minor.

Example XXIV fhews the way of modulating from the Key into
the Key without departing from its harmony; the Keys being all the
way
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way undecided, by means of the interpofition of the Difcord of the
Seventh. To thisIadd, in Example XXV, the Semi-Cadence or com-
“mon half-clofe: in XXVI the common Cadence: in XXVII a fuller
Cadence: and in XX VIII the final Cadence. I call thi. Cadence from
the Fourth the fina/ Cadence, becaufe it has been ufed as fuch, from

the Reguiefcat of fofquin de Prez, to the Burial-Service of Henry
Purcell.* After this, I modulate into all the afhinities {eparately, from-

Example XXIX to XXXIII inclufive: and then, in Example XXXIV,
from the Original Key to all the athnities in fucceffion; firft to the
three Primary Keys, and from them to the three fecondary Keys;
and I give this order of Modulation diret and reverfed; that is, fore

wards and backwards.

I may note by the way, that each of the foregoing Succeflions may
be varied 120 different ways without tran{pofition; and with tran{po-
fition 1440 ways; and with three Inverfions of the Chords 4320 ways.
I mention this, not only to thew what variety grows naturally out of
the principles of Harmony; but alfo that it may be feen how eafily
examples might be multiplied in Mufic, if an Author were inclined to .
make out a large Book. See the Examples from XXXIV to XL VIII
inclufive: obferving, that in the XLVIIth Example, the tranfitions
are made by means of the Fifzh and major Sixth for introducing every
{fucceeding Key; as leading either to the Key-note, or to its minor
Third, according as the Bafs falls a Second or a Fourth.,

The juft limits of Modulation may be afcertained, if it is allowed, as
I think it muft be, that we have done all we ought to do in this refpet.
when we have introduced all the Half-notes in the O&ave of our Key;
I mean, when we have introduced them in that capacity and under that
denomination in which they are related to thofe Keys, into which it is
lawful to modulate from the original Key. I fhall add an example of
my meaning from a Movement of Geminian: univerfally admired; of

* I might have calied this the cadence-plagal, perhaps with more propriety. The antients gave

to a Keyor Octave two different forms or Modes, one of which they called Authentic, the other
C

plagal. In the Authentic, the Oftave was in this form, G, with the chord of the Fourth upperﬁ:of’t;

C C
in the Plagal, the Oftave was in this form, I, with the chord of the Fifth uppermoft.  Whatu‘es they
C

derived from this diftinCtion does not appear to me; ncither is there any eflential difference between
thefe two Modes; the Key, according to our prefent rules, being the fame in both,

ol T which
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which, to avoid tranf{cribing and explaining the whole, I fhall give an
abridgement (as I fhall be obliged to do on other occafions in the
courfe of this work) only obferving, that when we modulate in the
Minor Key, there 1s a licence in the ufe of the greater or lefler Third,
as the Change of the Harmony may require. The Piece of Geminiani
from whence I have made the Extrat in Example XLVIII, is the Air
at the End of the 6th Concerto Op. 3, in the Key of E Minor. In
this (hort {pecimen the Reader will find every Semi-tone within the
O&aveof E; and from this view of it, we may fec how we ought
to conduét the progrefs of Modulation through the athinitizs of
a Minor Key. We are permitted to introduce every half-note with-
in the O&ave of our Key; but then, as I obferved before, we muft take
them in their proper capacities, and call them by the names under
which they ftand related to our Key. ‘Thus for example, if the Key
is E Minor, we may introduce the Half-note below the Key; but then
we muft ufe it as D%, never as Eb; becaufe it has a place as DX in
the common Chord of B natural, and {o i1s within the proper harmony
of the Fifth to ibe Original Key; butas E? it has no place in any
one Key that is related to the original Key, but belongs to a remote fe-
iies of Modulation.

The rule here laid down is general, and has been obferved by the
beft Compofers. The reafon of the rule is this; that the Original Key
and its five kindred Keys, comprehend within their juft degrees all
the Semi-tones in the Original Od¢tave., But as Mufic 1s a variable
thing, there are cafes in which it may be lawful to tranfgrefs this rule,
and take an accidental half-note in two different capacities. Thus in
the Key of C Major, D x which bzlongs to the Key of E Minor (the
Key of the Third to the Original) may be taken as IEb ; becaufe, as
fuch, it is the Minor Third of the Original Key, which may be taken
occafionally; but the moit judicious Compofers rather chufe to take
fuch a liberty toward the Clofe than in the middle of amovement; as
in Example L, which isa Clofe in the the Major Key of C from the
Solos of Tartini.

Corelli has an extfaordinary ﬁaffage, wHere he ufes the Half-note be-
low D bothas Dband Cx in the {fpace of a few Bars: but this 1s done
with fo much eafe and judgment, that no faultis to be found init. In

»

a Minor Key there is always a liberty of taking the lefler third inftead
I of
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of the greater, or the greater inftead of the lefler ; and that liberty difs
creetly ufed, will produce {fuch paflages as that of Example LI, from
the Gavot of Corell’s 8th Concerto, Key G Minor; Bb is the Third
to his Key; by taking it with the Mimoer Third he falls into this
Courfe of Modulation. That it cannet regularly be {o taken is cerw
tain; becaufe that minor third to Bb is a Tritonus or falfe Fifth to G,
the Key in which he is compofing, {fo not a proper third to B: but
this example fhews us what may be done, if it i5 well done. If we
would fee what a great Mafter can do in a Minor Key, we may exa«
mine the firft Strain in Dr. Croft’s Anthem, O Lord I will praife thee ;
where there 1s more good Modulation to be found than 1 have acs
counted for or admitted, and all of it eafily and naturally introduced.
In the facred Style, Crogft is a Compofer of the firft clafs, whea
their we confider the beauty and chaitity of his Melady, the extent
and variéty of his Modulation, the purity of his Harmony, the mas
jefty of his {fentiments and expreflion. *

But whatever may be done occafionally, with a view to fome parti«
cular effet, yet to exceed with boundlefs extravagance the Juft limits,
of Moduhtlon with a view to nothing but novelty and vanity, is tg
produce confufion inftead of variety. Therefore I think great pains
hdve beén taken, with little apparent benefit to the Science of Mulfie, by
a Geiman Maiter, who has gone through all the poffible forms of Mo
dulation; dividing the half-notes of the Octave into forty fix keys; and
modulating into every one of them immediately from the original Key;
though the greater part of his Forms tan have no place in aily rational
compofition, and {fome of them are fhocking to the Ear. In the firlt
example of his book, he leads us from the natural key of C Major to
the full- key of Cx with a double-fharp Third: in doing which, he i3
rediiced to the neceflity of ufing the fame half-note both as A band
GX n immediate fucceffion, and C K turns immediately into B ®%. Weg
are gone much too far already in an intemperate ufe of accidental half-
notes: but thefe new experiments on Modulation carry u8 out of all
bounds. In Inftruments which have an untempered Scale, as violins
and violoncellos; CH and BX are two different intervals; and to pafs
from one to the other By a cofretion of the firft, would be to intro-
dtice an interval which has no place in the Scale of Mufic. I can-
not deny that it is poflible to thove from any given Key into thc full

Key
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Key of the half-note above it, with the interpofition of few notes,
and with no very bad effeCt; but then it fhould be trom a Key

with the Minor third (as C) and the next Key will not be CX but
Db: See Example LII.

I confider No. 1 in this Exampleasa forced unmufical confecution,
too remote from the original Key at any rate, and attaining its end in
too fhort a compafs for the Ear to follow it and find out its meaning ;
although there is no falfe concord to be detected in the fteps. No. 2
is rather more allowable: but after all, fuch experiments are fitter for
prclude and Capriccio, as mattcers of curiofity thun for the improve=
ment of Mufic: they fhew what may be done, rather than what ought
to be done in regular compofition; and if they touch the fancy of a
confiderable Artift, who perfuades himfelf that all Art confits in the
producing of fomething new and ftrange, he will be going out of his
way to bring them in upon all occafions. Mufic will afford us fo
much variety within the proper bounds of Modulution, that we need
not have recourfe to thefeunnatural diftortions. IHow {paring was the
Modulation of Antiquity, and yet how {weet are many of its pro-
ductions! They knew that there are much greater ends to be attained
in Mufic than novelty of Modulation; which they ftudioufly avoided,
and for fear of ftraying too much, were cautious of new experiments
even to a fault. Ourdanger lies on the other fide: we arc too niuch
difpofed to throw down fences and over leap antient boundaries. Yet
it muft be owned there arc fome real improvements in Modulution of
late years: therefore what I here fay thuit not be underftood as if I
wifhed to exclude all extraneous modulation. In Recitative and {low
movements liberties may be taken with great effet for purpofes of ex-
preflion, to furprize the ear without fhocking or mifleading it.)

If the Learner is not fparing of his trouble, he may acquire a great
command in Thorough-Bafs by tran{pofing with his Pen, and then play-
ing over, the foregoing Forms of Modulation, beingtwenty-five in num-
Ber, into the feven Major Keys of G, D, A, E, I, Bb, Eb: and into
the feven Minor Keys of E, B, FX, D, G, C, F: taking them in {uch
an Order as will make the tran{pofition moft convenient, and beginning
with the Third, or Fifth, or Eighth uppermoft in the treble Stave, to
keep the chords to a proper compafs in the Scale of Thorough-Bafs.

B‘efore
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_ Before I leave the Do&rine of Modulation, into which the Chroma-
tic Tranfitions by Semitones will carry us much farther and deeper in
the next Chapter, I have twao Qbfervations.to make, both of which fall
within the limits of the Natural Scale. 1. That. the antient Mafters
ufed a fort of Modulation in the Minor Key, which is negleéted and
almoft unknown to modern Compofers. In the Diatonic degrees, the
Natural Scale affords us two Minor Keys of a different Conftitution;
one of the common form, which 1s A, with the Minor Third and Mi-~
nor Sixth ; another, which is D, with the Minor Third and Major
Sixth: and here the two Tetrachords of the O&ave are fimilar, as in the
Major Key; that is each of them have the Semitone in the fame fitu-
ation. ‘'This form of  the Key of D referves to the Key of A all its
proper degrees, and gives us the command of two Minor Keys un<
der one, with the proper affinities of each; and in the ufe of them fuch
paflages of harmony occur as are no where elfe to be heard. It
yeilds a grand open fort of harmony with a vaft variety of Modulation,
peculiarly adapted to the folemnity and greatnefs of ‘the facred Style;
Tallis’s great Service is in this Key, and has {ome wonderfully ftriking
paflages in it. One fhort Example may ferve as a {pecimen of this
kind of Modulation. See Example LIII. In this Example, every
note of the Bafs gives us a new key with its full harmony; and yet
thefe tranfitions are all eafy, becaufe the upper part {lides along by fin-
gle degrees. 'This can never happen in the common Form of the

Minor Key with the Minor Sixth.

I obferve, {econdly, on the Diatonic Modulation, that the Chord
of the Fifth changing into the Sixth, or the Sixth into the Fifth, is
almoft of univerfal application; it will come in any where, in any of
the parts, and may be accommeodated to all the degrees of the Oc&ave.
When the Fifth and Sixth are inverted, and transferred from the upper
to the under part, they become the Sixth and Fifth. In the Courfe of
Modulation in the Minor Key, No. XXIV, I have made all the tranfi-
tions by the Fifth and Sixth, to give a fpecimen of their univerfality.
I here {fubjoin a few more examples, to fhew fome of the different ways
in which this change of the Chord may be applied, from Example
LIV to LXYV inclufive. No. LXIII fhews the application of the
Fifth and Sixth in the leading point of the three parts of the famous

Canon of Non nobis Domine,- No. LXIV is. a double fugue of four
parts

S
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parts in the Beneditfus of Orlando Gibbons; in whofe Te Deum, and

other Church Services, many like examples are to be found of elegant
Air, with excellent contrivance, and the pureft Harmony.

CHAUP. VIL

OF HARMONIC PERIODS, DIATONIC AND CHROMATIC.

Y an Harmonic Period 1 underftand a f{eries or chain of Chords,
connected together, and depending on one another, till they

come to fome kind of Clofe. Some examples reducible to this Clafs
have occurred already, though not confidered as fuch. The accompa-
“niments of the degrees 1n the Oc&ave conftitutea Period of Harmony;
but it is very fimple, as we proceed all the way by fingle degrees, and
avoid difcords. There are other Periods, in which the Bafe afcends -
“or defcends by Leaps of feveral tones; and as difcords arc admitted,
- thefe Periods exhibit a more pleafing and artificial conftruétion.

-I place that Period firft in order, which proceeds by leaps of con-
tinued Fifths defcending and Fourths afcending; where by means of
the Difcord of the Seventh, the harmony is kept in {ufpencc at every
fuccefive Chord, till it comes to a Clofe in the Key. At every Step
a new Difcord arifes and the preceding Difcord is refolved. Sce Ex-
ample LXVI; of the Chords of which I fet down one Inverflion for
the fingularity of the Harmony: Examp. LXVII.

The Second Period, Examp. LXVIII, proceeds by Fourths de-
{cending or Fifths afcending; this is the reverfe of the former; and
the Learner will find a good example of in the middle movement of

Handel's 4'b- Organ Concerto, in the Key of Bb with the Major Third.

The Third Period, Example LXIX, defcends as before by Fourths,
but in a dirterent order. ‘This Period was in great efteem with Core//,

K. who
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who has feveral examples of it, under different forms, in his Solos,
Sonatas, and Concertos. Its harmony is fo fruitful, that it affords us
three more Periods; which are made by taking the feveral parss of
the foregoing as Bafses, and putting the proper Chords to them.

In Example LXX, the upper part is taken as a Bafs: in Example
LXXI the fecond Part is taken as a Bafs: in LXXII the third Part.

In Example LXXIII, the harmony is taken as it ftands in LXIX;
and the Bafe is divided. In Example LXIV the divided Bafs is
taken as an upper part; and the parts which accompanied it are placed
below. It 1s proper to obferve, that the parts of harmony will not
always bear to be inverted; becaufe if the upper part is a fimple Fifth
to the Bafe, all fuch Fifths becomss Fourths when the upper palt 1S

taken as a Bafs, and are not allowed.

In Example LXXV we have a Seventh Period of Harmony, on a
Ba(s which rifes by Thirds and defcends by Fourths, and is accom-
panied all the way with common Chords. The diftances in this Pe-
riod are not only very harmonious, but there is a Refponfe regularly
kept up between the upper part and the under. From the {econd
Bar, the Bafs rifes a Third, and the Treble takes the fame interval
in the third and fourth bars: and if the Chords are examined it will
be found that the fame alternate interval is in the middle part. There-
fore the harmony of this Period may be taken as a Ground for the
conftruting of Imitations and Fugues, 1n which the other parts may
follow the leading part at the diftance of one Bar from each other, as
in the Period itfelf. If the form of the Leader is {trictly followed in
the parts which fucceed; that is, if the Anfwer preferves the fame or-
der of tones and {emitones, and the form is purfued to a Clofe or Reft,
{fuch a piece is called a Cawnon, or Fugue conftructed according to the
ftricteft Rule of Harmony. A like ufe might be made of the other
Periods ; butas the application is more obvious in this, I fhall take ig
as an example, to fhew how the plain Chords of a Period may be put
into a more artifictal form, with 2 mixture of melody. See Example
LXXVI1H, in which fome Points and imitations are brought in, togea
ther with a Canon in the Unifon Fifth and Eighth, according to thé

diftance of the Refponfes in the Chords of the Period. -

The Method of bringing in points, and making Refponfes, in Mu-

fic of feveral Parts, is a branch of the Art, which would require 4a
- ‘T'reatife
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of the Seventh Period in Mufic of three Parts .,
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o

Treatife by itlelf. It was antiently the chicf objet of a Mufical
Education. Their way was to take a feries of {imple notes, called the
Plain-Song, and to find out the different kinds of refponfive Melodies
that might be added to it, either above or below, fo as to make good

Air, and preferve good Harmony; or as an antient Author exprefles
himfelf, to pleafe the Ear and [hew Cunning.

If the Reader wifhes to fee what road muft be purfued by thofe who
would excell in this way (and we have fome Mafters who are excellent
in 1t at this day) he muft confult the Second and Third Parts of Moy-
ley’s Introdullion to Mufic; where he will find plenty of examples.
This art of compofing on the Ground of a Plain-Song was called
De_/&a?éz‘z}zg; and fome Students who attained to great excellence were
fo indefatigable in it, that Bzrd, the ccelebrated Author of Non nodis,
defcanted forty different ways upon the pliin-fong of a Mifererc; and
George Waterboufe a thoufund or more; according to the teftimony of
Morley his companion. Whoever confiders this, will excufe me, if in
the Multitude of Examples I have made for this Work, there thould
be fome in which I have not hit upon the d¢ff form. Morley after he
has given the leading Point of Non Nobis Domine to his Scholars to
work upon, (which was a common Point for pratice in that time) and
has thewn what he could do upon it himf{elf, has this obfervation: < if
¢ 2 man would ftudy, he might find upon it variety enough to fill
‘“ up many fheets of paper; yea though it were given to all the Mu-
¢ ficians in the World, they might compoic upon it, and not one of
¢ their compofitions belike unto that of another. And you fhall find
““ no point fo well handled by any man, either Compofer or Creanift,
““ but with ftudy either he himfelf or fome other might make it much
s» Detter.” See p. 162 of the Old Edition.

In the eighth Period, Example LXXVII, the Bafs proceeds by a
variety of leaps of Seconds Thirds and Fourths. In the Ninth Pe.
riod, we have a fine feries of harmony in the Minor Key. With this
Period Pergolefi begins the firft Duo of his Stabat Mater, where it is
applied with great propriety and effe¢t; but Core/li and other Authors
had ufed it before him. In the tenth Period, we have the ninth in
another form, the upper part of that being taken as a Bafs in this; but
for the convenience of bringing in the harmony, the meafure is changed.
‘The eight degrees defcending from the Fifth to its Oftave in 2 Mi-
T nor
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nor Key fupport a great variety of good and pleafing Harmony. In
Example LXXX I have given thefe eight degrees in. the Bafsasa
Period, having taken the hint from a Compofition of Carifimi; and
in the Twelfth Period, we have the fame degrees.with a different ac-
companiment. In the Thirteenth Period, Example LXXXII, the
fame eight degrees, defcending from g to G in the Minor Key of
C, are put into the upper part, to fhew the new harmony which is
produced, when we add a Bafs and fill up the parts. I am fo fond of
thefe eight degrees, that I was in doubt with myfelf whether I thould
not propofe them as a Mode or Key in the Chapter on Modulation.
I have effayed to introduce them in different forms into a piece for the

Dlapafons of the Organ; which is too long to be mferted in this
Work

In a Fourteenth Period, in a Minor Key, fome ftationsry notzs are
taken in the Bafs, and I have ventured on a more remote Modulation,
approaching to the Chromatic which is foon to follow. The learner
may here {ee what unexpected turns of harmony, and- what agreeable
refolutions, are produced by taking accidental Semitones in different
parts of the Scale: how'this brmgs us into Major Keys inftead of Mi-
nor, and Minor inftead of "Major ; and all with an effe€t which is na-
tural and agreeable, when the licenfe is ufed with moderation. See
Examples LXXXIII and LXXXIV; in the latter of which, the mid-

dle part of the former is taken as 2 Bafs, and the Modulatlon is the
{ame as before. |

"The Cadences being generally regulér in all the foregoing Examples,
it will be proper here to add fomething concerning the harmony of the
imperfet cadences, of which there is great Variety.

_ In Example LXXXV, the Clofe is driven forward from one Key
to another by putting a Minor Seventh on every fucceeding key, to
keep the harmony undecided and flying, till we thinkit proper to make
a Clofe in the Eighth, regularly prepared by its Major Seventh. If we
examine the Gavot in the Sz‘xﬂ)' of Mr. Stanley’s Concertos, we fhall
{ee .this rule applied with great judgment-to a very elegant Air; in
which the Author, through a fucceflion of Keys, only touches the
Key-note, and immediately leaves it for the flat Seventh: and thus
keeps the Cadence flying till he falls into the original Air, . I never
- ] ) met -
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Cuar. VIIL Of Harmonic Periods, Diatonic and Chromatic, 2%

met with a hearer, learned or ignorant, who was not delighted with
that Movement. The fame ufe of the flut Seventh for avoiding
a Clofe occurs very frequently, from the nature of the fubje&, in the
fixth of Handel's Voluntary-Fugues; all of which are deep and ditfi-
cult, but greatly to be adinired by all judges of harmony.

In Example LXXXVI, I have thrown together as many other Forms
of the imperfect Cadences and Paufes, as could well be brought into
one Piece; in which fome repetition muft be expected, as the defign
was rather to make it ufcful than agreeable. In the conclufion of the
Cadence ad libitum, a fort of exprefilon is dire¢ted, for which there is
no eftablifhed Term; therefore I have put over thofe notes the words
Accelerando, by which it is intended, that the firft notes of that parcel
fhould be pliyed fomewht gently, and the velocity of the othors thould
increafe all the w.uy by infenfible degrees to the utnoit repidity. -

Of the Chromatic Syjleum.

Before we proceed to any Periods of Chromatic Harmony, itis pro-
per to fhew what the Chromatic Syftem 1s, and whence it 1s denv.d.

'Chromatic Harmony originates in the Minor Key. The old Greek
Muficians gave this name to that Scale in which the degrees procced
by Semitones. The term Chromatic, 1n 1ts application to Muiic, 1s
capable of different interpretations: it fignifies colourcd. 1 have a con-
jecture of my own, which muft take its chance; viz. th.t 1t was fo
called becaufe the Notation 1in the Mufic of this Scale was of a differ~
ent colour from the Diitonic Notes: as it was once a cuftom with our
own Muficians to make their notes black or red to denote a difference
of Time and Mcafure. They might think it convenient to denote a
difference of ianterval by the {fume device-

The degrees on which the legitimate Semitonesare trken, are thofe
in which the Minor Key varies occafionally from itfclf. When we
defcend in the Minor Key from A to A, the degrees are all natural:
but when we afcend, the Tetrachord from E to A is the fame :s in
the Major Key, to make the Seventh fharp, and thereby to decide the

Key.
L Example
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Example LXXXVII gives the eight degrees of the Minor key de-
fcending and afcending; and in Example LXXXVIII a third Octave
is formed out of both the former; which gives us the variable degrees
by Semitones, and thews the Original of the Chromatic Scale.

If any other Notes befides thefe are ufed within the O&ave of A
as Chromatic Degrees, they are borrowed from another Key. Thus
if we take the Tetrachord from A to D by Semitones, we borrow
from the variuble degrees in the Key of D Minor. If we take the
Tetrachord from B to E by Semitones, we borrow from the variable
degrees of E Minor. In this manner we reduce the whole Syftem of
the O&ave to Chromatic Degrees; by taking the variable degrees of
A the Original Key, with the variable degrees of its two kindred keys
of the Fifth and Fourth, which are E and D Minor. Thefe are all
put together in Example LXXXIX, into one Scale, which I call the
Scale of the Chromatic Ofltave, diftinguifhed into its three Tetraw

chords.

Whoever examines the Works of Cere/l; with this view, will find
that he has introduced into one Movement all thefe Semitones of the
Original Key and its two Relatives, in the Grg at the end of his {e-
venth So/o. His example teaches us how far we may go with ce: tainty ;
and that the Chromatic Semitones fhould be taken only from the fun-
damental Harmony of the Minor Key.

Hence it appears, that if we ufe Chromatic Semitones in a Major
Key, we borrow them from a Minor. Tarfzz in his twelfth Solo, in
the Key of I Major, has a very fingular Chromatic Variation in
which he takes the Semitones of the Superior Tetrachord of the Keys
into which he modulates, and confines himfelf to them in every in-
ftance, except one toward the Clofe, in which he goes out of thefe 1i-
mits. For though Chromatic is lawfully derived from the variable na-
ture of the Sixths and Sevenths in the Minor Key, it muy alfo be built
upon the variable Nature of the Thirds, which may be tuken greater
or lefs at every new tranfition: but here the Mufic is more harth
and abrupt, and the licence, being very large, may be much abufed.

Here follow the Examples of Chromatic Harmony in Periods.
Ex. XC, Chromatic Period of the Hulf-Clofe in the Kecy of A.
Ex. XCl, gives the fame in the Key of E. Ex., XCII, the fame in the

Key
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Key of D, with the whole Clofe. Ex. XCIII is a Chromatic
Period afcending by Semitones in the upper part. Ex. XCIV, ano-
ther defcending by Semitones in the upper part. Ex. XCV afcends by
Semitones in the Bafs. Ex. XCVI1 is a.Period of doudle Chromatic
afcending, with all the Semitones of the Oc¢tave in their proper rela-
tions. Ex. XCVII i1s the laft Period inverted, the upper part b ing
taken as a Bafs: and here the Inverfion produces fome very fine
and uncommon harmony. Ex. XCVIII is a Period of doubls Chro-~
matic defcending. Here it is proper to obferve upon the liberties tiken
by fome Mafters, that 1if the Bafs were carricd on from It Bais 1in the
fifth bar to the next IFifth below F, we fhould get into falfc harinony,
by making a Key of B, which is no Key 1n the Nuatural Scale.  Ra-
mean has done this; but the harmony is exceptionable, for the reafon
I have now given; as alfo becauf: E b, as thc minor feventh in the fe-
ries to F, has no relation to the key we are in. L rutiner think Chro-
matic harmony fhould be kept to fuch limiis as can be juftified
by the examples of Core/lz and Purcell, who lived in the claflical age
of harmony, when Mufters were more {tudious to produce gre:t effeéts
than to occafion great {urprize by tranfgreilingz the proper bounds of

Modulation.

I add one Example to fhew the derivaticn of Chromatic Harmony
from the Diatonic, by the licence allowed in the imperfeét concord of
the Third. See Ex. XTIX. and C. In Example CI, I give the
changeable Sevenths and Sixths upon a Stationary Bafs, according to
the practice of fome modern Malfters; but the chords in this way are
not reducible to the laws of harmony. Examp. Cll and CIIl are

better.

As a Specimen very excellent in its kind I fet down a Period of
Chromatic harmony from the Stabat Mater of Pergolsfi, which is
built entirely upon the changeible Thirds: Sce Example CIV. There
is an Air of {idnefs and mourning in thelefs-articulate intervals of the
Chromatic Degrees: Pergolefi hath therefore accommodatzd them with
great propriety to the lamentation of the Virgin-Mother at the
Crofs. 'They are applicable to every kind of depreflion, particularly
to that of fuppliant and penitential devotion: of which there can be
no finer example than in the Verfc of Purcell’s Te Deumn, Eximp.CV ;

where the pointings and paufes fhew the judgment and fancy of a great
Mafter
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Mafter. In the middle of the third Bar of this example, the chord
of the extreme tharp Sixth (which in keyed Inftruments is the fame in-
terval with the flat {eventh) is introduced, of which I gave an exam-

ple at the Chromatic Clofe, Ex. XCIII: but here the falfe Fourth is
joined with it. -

Pergo’efi and Purcell thew us the proper Ufe of Chromatic Mufic;
which in light and quick movements is ftrangely out of place; as if a
man fhould att:mpt to cry and laugh at the fame time. Tartini has
indeed put a Chromatic Variation upon a Minuet; which may be ad-
mitted as a matter of curiofity; but it makes every body feel miferable
When they hear it,

In the foregoing Periods, I have endeavoured to exhibit the mofk
confiderable parts of wh.t may be called the Marteria Mufica, which
experience und fancy are to compound and apply in many different ways.
By more changes and inverfions, and by looking farther into the works
of fome of the beft Authors, I might huve multiphed thefe examples;
but when the Learner has {ftudied what I have here given, he will cer-
tainly be able to do this and much more for himfelf. Out of thefc Pe-
riods he will conftrué others by compounding them together at plea-
fure, when ufe has mude it eafy . to apply. the rules of Inverfion and
Modulation: and when the fancy is furnithed with fome variety of
Air and Meafure, the Learner becomes an Extempore-Performer, who
will find his ftores inexhauftible, if he has laid in a proper foundztion

of Harmony.

The Art of Compofition includes Invention and Difpofition: the lat-
ter only can be taught: but as Difpofition fuppofes a previous knows
ledge of Topics, that is, of the Common-places, Predicaments, and Fi=
gures, of Mufic; the Invention will certainly be affifted by thofe rules
of Difpofition which are intended to regulate it. With this view I
fubjoin a few Oblfervations, in another Chapter, on 2he Anakyfis of Air
and the Conduct of Subje?; [uch as have occurred to me in fearching
after the Grounds of the Muficul Art.

CHAP:
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CHAP. VI

ON THE ANAILYSIS OF AIR, AND THE CONDUCT OF SUBJECT.

YHE two parts effential to Mufic are Harmony and Air. Har=
mony 1s enlivened by Air, and Air 1s {upported by Huarmony.
But as Air is the produéion of the fancy or imagination, fome h.ve
talfly fuppofed that it may be left, like the Nightingale, to the w:ld-
nefs of Nature; and that all rules can only ferve to fetter and reftr.in
it.  Air, 1t is true, is an effufion of the funcy; and in different
artifts, of original Genius, it will have a diffcrent turn and chuar.ter,
like the air of the face: yct there is no Science, nor any one part of
a Science, in which Nature will not derive much affiftance from Art
and Experience. The Extempore Performer, when his fancy 1s infpi-
ritcd, does not forget his rules; but utters the {fruits of his knowledge
and experience; without which he would have nothing to produce; it
being impoilible to reap what never was fown, or to di{play that {kill
which never was acquired. Method is as ne ceflury in 2 mufical, s in
any other kind of Difcourft; and undigefted or ill-digefted thoughts
will produce no more cffect in Mufic thun in Oratory or Poetry.

I am very {enfible I have a diflicult {fubje&t before me, and that the
attempt to reconcile Air with Reafon, will appear hike that of giving
Laws to the Wind, whbich blozoeth where it ljteth ; but wien the mat-
ter is properly confidered, it will appear in a different hight.

To make ourfelves underftood in a Subje&, which to many Readers
brings new Teris and new Ideas, we are obliged to have recourfe to
fome Anilogy, and compare it with fomething we underftand already :
t.iough in making this compurifon, 1 forefce that there is fuch a com-
plication of Ideas in mufical Terms, as can fcurcely be reduced to that
funplicity which is proper to a definition. However let us make the
expceruncent.

M Poetry
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Poetry and Mufic are nearly allied ; and in the firft ages generally
went together. In Poetry, there 1s Master, Style, Metre, Subjec?, Syn-’
tax, and the fioures of Rbetoric; which laft are common to the Elo-
quence both of Poetry and Profe. In Mufic, there is Harmony, Air,

Meajure, Connexion, and Expreffion.

Harmony is the Matter or Subftance which Mufic has to work up-
on: or,to {peak logically, it is the Subfirqtum of Air and expreflion,
Air fignifies the manner in which that Harmony is exprefied, and
anfwers to Dzétion, which exprefles the Matter in literary compofition.
Meafure and Melody are neceflary to Air; and if by Air we mean the
leading air of a Strain or Paragraph in Mufic, Air is the fame thing

with S uéj&‘?.

Meafure has two {enfes; firft as it is applied to Time, which coma
prehends the number and duration of Notes in a Bar; the diffcrent
kinds of which I do not diftinguifh, as I fuppofe them to be under-
ftood already : {econdly, as it is applied to the length of a mufical
verficle or claufe, or to aferies of correfpondent cluufes in a Strain.

Melody is the mufic of a fingle part, moving either by fingle degrees
or by leaps. Harmony 1s Mclody in Confonance; and Mclody is Har-
mony in Succeflion or Confecution. Meafure i1s not neceflary to Mclo-
dy; and in this it differs from Air; being only one of its conftituent
parts. The ad /ibitum Cadence has Melody, but 1s always without
the formality of Meafure, and cannot thercfore have the name of an

Alr,

Syntaxis, or Connexion, has a more extenfive Senfe in Mufic than in
Ianguage. It isapplicable to the continuation or carrying on of the
Air or Subject, with a juft arrangement of correfpondent periods in a
Mufical Paragraph; as if there were in language a Syntaxis of Sen-
tences, as well as a Syntaxis of Words. It 1s alfo applicable to 2 con-
nexion of Harmonies in due Succefiion, joined together by eafy and na-
tural Tranfitions, according to the rules of Modulation.

Expreffion has two fenfes; firft, as it relates to the Compofer, whofe
ikill and fancy are to direct him in the making of fuch Mufic as fhall
exprefs the Idea or the paffion which he propofes to excite by any par-

ticular paffage or movement. Secondly, as it relates to the Performer;
whofe
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whofe expreflion differs from that of the Compofer, as the Speaker
of Poetry on the Stage differs from the Poct himfelf. It is his
part to exprefs as nearly as he can the defign of the Compolfer, and to en=
deavour to improve upon it, without fulling into the error ofdepurting
fromit. 1f he does this with a good tone, he is like the Spoaker, who
to propricty of accent adds the charms of a {weet and melodious voice.

How far the figures of Rbetoric are transferable to Mufic, and how
many of them, it may bec dithcult to afcertuin. I ¢ n fce the Climax,
the Antithefis, the Peripbrafis, the Parentbefis, the Apofispefis; with
Augmentation, Diminution, Iteration, Imitation, and I think {ome
others. By Imitation we are not to underitind the Linitition of one
paflage in another pafiage, or the imitation of Mufic in Mufic, but the
imitation of Nature in Mufical founds, as of calling, fighing, laughing,
&c. Where the foundisan Eccho to the fen{-.

I have feen many judicious obfzrvations on the {everal exc:llencies
which fhould meet together in good Mufic; but they were always too
general; and I never had the good fortune to find them illuftr.ted by
proper examples. Writers on this {fubject feem to have apprehonded,
that Mufical Air 1s a thing too volatile to be anchized.  This aefect 1
fhall endeavour to fupply, by exem:plifying fome of the rules rclating
to Air, Melody, Meafure, and Subjcct; and ilfo by decoinpofing fome
Airs and Meafures of our greateft Muafters; I mecan thofe whom we
now call antient; for I find lefs to my purpofe 1n the moderns; who
are too apt to throw their Air into a fingle part; one part taking it
up when another has laid it down; while ail the reft are fervile accom-
paniments, and the Bufe but little more than a divided Drone.  To
{atisfy the prefent Appetite for noife and tumult, arifing from a fort
of convulfive agitation of the mind, anclogous to the dince of St.
Vitus in the limbs, one of the parts has a rapid motion given to it (no
matter which) confitting frequently in a repetition of the fime note.
Thus their Harmonies, inftead of being properly connected, and
melting into one another, are chopped in picces; and the motion
of repetition is a poor {ubftitute for learncd contrivance and corref-
pondent melody in the different parts; which was denoted by former
artifts under the word Mixture. Some Mafters havez ventured to pre-
di&, that this Style will foon be out of fifhion: but that i1s more
than I can forefee: light people will always be beft pleafed with light

mufic; and little minds will admire little things.
It
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It was obferved above, that Melody is Harmony in Succeffion: Ex-
ample CVI will explain this. Hence we have the following rule;
that {fo far as Melody is a folution of notes from their Harmonic Confo-
nance, Melodies muft either move by leaps of confonant Intervals ; or
by fucceflive dﬂgrces, in fuch a manner, that the notes of Confonance
may be more conipicuous than the notes of paflage, by falling upon
the accented parts of the Bar. If there are four ftrokes in a Bar, the
accent is on the firft and third; if cight, on the firftand fifth; if three
on the firft only; if twice three, on the firft and fourth &c. Sece

Examp. CV1l No. 1, 2, 3, 4.

In No. 1 of this Example, the Melody takes the fimple notes of
Confonance; but in No. 2, 3, 4, notes of paflage are added; notwith-
ftanding which the notcs of Confonance ftill keep their places as be-
fore: and, let the Melody be what it will, the intention of its har-
mony f(hould always appear in it. Thus for example, 1f the notes in
the upper part are three to each one of the Bafe, two of them
thould belong to the intended Harmony: 1if but one, 1t fhould be
the firft of them, on which the accent falls. See Kxample CVIII.

-ﬂ"""-

If the notes of confonance do not f:ll on the accented parts of the
Bar, nor on the firft of four notes under the fame ligature, the notes
which feem to contradict the rule are to be underftood as Appogzaturas
(or notes of fuppsfition as fome call them) which are admitted into the
text of the mclody, tho’ in themfelves no more than accidental graces
or ornaments: as 1n example CIX.

Mclodies are fimple when they are formed upon the notes of a
Chord: but there is another fort of Melody, which relates, or may
rclate if the compofer pleafes, to a new Harmony at every f(ucceflive
note of the Melody. Thus the fimple melody CX, may be taken in
the other form of CXI; which latter has a better effet in vigorous
fpirited Movements, fuch as Guoorts, &c: the new relations in the
melody, fuccceding f{o faft upon each other, quicken the attention of
the mind, and by a fucceflion of new Ideas (for diftin& harmonics may
be confidered as fuch) railc the {pirits; as an increafe of bodily agita-
tion makes the blood circulate more brifkly.

It being now a common practice with modern authors to put
down their graces into the text of their mcledies, we mect voith
intricate
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intricate paflages of Melody, which feem utterly irreconcileable to
any law of harmony; but they are to be accounted for chicfly from
an exceflive partiality to the Appogiatura, and double Appogiatur,,
which admits a fufpended bearing or leaning of the hind (as the word
fignifies) on the note above and the note below the ¢fedtive note,
for fuch I would call the note intended by the harmony. In Ex mple
CXII the Meclody of a Bar is luid down in its fimple form, and in
CXIII it i1s otherwife expreffed with Divifion and App-giatura.  In
CXIV the {einitones of the Chromatic Tetrochord wre 1:id dewn as
a Bafs, with the plain Melody of a fingle part above them. In
CXV this meclody is caft into two parts with double Appogi.itur s,
as by Schobert in one of his Concertos. The exceflive uf. of the fu-
perior and inferior Appogiatura upen one and the fame note, w.s firft
introduced (fo tar as 1 have cblerved) by Albert:, in wio.: Horpfi-
chord Leffons it occurs perpetually, and his harmony is fon.ctimes
disfigured by itin a ftrange manner, and rendered exceedingly harth and
difagreeable. There are fome very good directions for the ufe of dif-
cords us pafling notes of melody, ina Short Treatije of Harmony, pube
lithed in the year 1730 from the Letures of Dr. Pepufch; but, biing
not exemplified with notes, thofc dire¢tions arc too obicure to anf{wer
the purpofe of any Learner.

Meafure, as it relates to the Time or Quantity of Not=s, is 2n-lo-
gous to the quantity of Syllibles and Fect in Verfes: and as verfes m-y
be fcanned upon the fingers without any regurd to their {fenfe, fo meay
the quantity of Notes, to which Melody 1s attiched, be expreficd by
the beating of a drum: i1nfoinuch that fome Tunes, of a peculiar ac-
cent, may even thus be diftinguifhed independent of their melody. In

Examples CXVI, CXVII, this is expluned.

But befides this Meafure, which is as obvious as the meafure of long
and thort Syllables, there is another Meafure of Claufes, Sentences, and
Paragraphs, by which the Air of a piece is to be regulated, and without
which it is immethedical, and confequently obifcure and w thout eff ct.
'This Meafure is as diffcrent from the Meafure of Timec and Quun-
tity, as Senfe and Synt .x are from Metre. In fome Movements there-
i1s an eftablifhed Mecufure, which reftrains the Air to a cortan nume

ber
N
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ber of Bars; as in Minuets, Gavotts, Gigs, &c; on which account all
Mufic of this Clafs, being moft eaflily underftood, gives moft pleafure to
unlearned hearers. The whole number of Bars in fuch movements is
divifible by 4, and the leading Air is comprehended within 2 or 4
Bars: and as the Air has a mechunical harmony of commenfuration,
the regular motions of the dance may be accommodated to it:¥ In
many kinds of Movements, the meafure of the air is occult and l¢fs re-
{trained ; yet no compofition whatever fhould be unmeafured. As na«
ture is the {fame in all men, the learned muft be pleafed on the {fume
principles with the vulgar, though in a manner more rcfined.

The Air that is fir{t 1laid down in a pizce of Mufic, is call.d 1ts fub-
Je¢k; and a piece written upon zo fubject can have no fenfe.  The qub-
ject muft be propofed in fome certain me {ure; and, in the clauizs «.nd
periods that follow, nothing thould be introduced that cannot b: re-
conciled either with the primary, or with fome feccondury fubjeét,
which i1t 1s lawful to introduce after a reft or cadence. A fkilful M-
ter will conceal this formulity, by wvarying his pcriods at difcrction,
and by interpofing refts and artificial interruptions; as a good work-
man conceals his joints, or an Orator the Mechanical progrefs of his
Divifions: yet there never was a good Muafter, who did not ob{crve fome
Method in his Compofitions. It is with Muficians as with Orators
fome will handle the {ame Subje& in a different manncr from others;
and fome will bring out of a Subject what others could never find in
it: but all that underitand their Art will procezd und:zr thz reffriction
of certain rules, that they may fpeak fenfe clearly, and be undcrftood
by their hearers.

To give an Idea of my meaning, I fhall thew the regularity of the
Meafure in fome pieces weil known. In common Time, it is very
ufual to make a ftop, equivalent to a Comma, after three fourths of the
firft Bar; another ftop, equivalent to a Colon or Semicolon, after three
foqrths of the fecond Bar: the firft claufle containing the firft or prin-
cipal fubject, the next a fecond or {ubordinate Subje@. Sometimes
the firft comma is found at three fourths of the fecond Bar: and ano-
ther ftop at the correfpondent part of the fourth Bar; or, in pieces

* On which confideration, thts fort of meafu-e thould not fthew ftfelf in Tacred mulic; as infpiring
levity into the ignorant, and difgufting perfons of juigment with its imy ertinence and abfurdity,
:Yet in Hallulujahs this rule is tranforefTe1 without utfence; becaufe the l]ailclujull 1s a word of 4
fyllables, and being often repeated naturally produces the meafures of the dance.

which
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which allow a latitude, the Compofer omits the fecond ftop, and con-
tinues the air at his pleafure, to avoid formality; yet under fuch re-
ftriction, that the number of Bars to which a mufical period is extend-
¢d, may be fome Multiple of the leading, or of fome fecondary tubje.

Handel, in the famous Dead March in the Oratorio of Sau/, begins
with three Crocthets in 2 Bar of Common Time, as a firft Subje&, pro-
per to the Kettle drum: in the next bar, the {ccond Subje& ftill keeps
within the Limits of threc Crotchets as before; and out of thefe the
whole piece 1s compofed. At three fourths of the fecond Bar there
is a half-cadence, and at twice that diftance, in the fourth Bar, there
1s a colon; and at twice that diftance, in the eighth Bur, there is a full
ftop or period; and the Air begins again with other infiruments an Ge-
tave higher. When the three Crotchets of the firft fubjeét are found-
ed by the upper parts, they are token up at the wecented part or the
Bar, by thelower, and repeated by both alternately.  See Ex. CXViil.
For a right underftanding of all the particulirs, I muft refer to the
March itielf in the Score-book of this Oratorio. 1 could prefently in-
ftance ia twenty different pieces of diffcrent Authors, where this :ame
meafure 15 laid down 1n the {ubjeét, and the {fame alternation obfcrved
between the upper and lower parts. Of this we have an exumple in the
Gavort of the 10oth Solo of Corell:, Ex. CXIX, on which Tartiuz
anade thirty Divifions for the Violin, and Geminian: many others.

In the famous Gig of the gth Solo, Core//i tukes three Crotchets,
afcending by fingle degrees, in the firlt Bir, (I fpeak of the Bafe be-
caufe 1t meafures the Air) which are feilowed by a Clo.c of three
Crotchets in the next Bar; and with thefe three Crotch:ts and the {uc-
cceding Cadence, he furnifthes out the whole picce, wita very little ad-
dition. In the beginning of the fecond Strain, the Cadence is fet firft,
but isa reverted Cadence, for variety; and the three Crotchets, aicend-
ing as before by fingle degrees, are made to fucceed it. DBy theie arts
be has preferved that uniformity, which gives fenfe to all the variety
hiz has introduced: and the fweetnefs of his Melody, added to this
corre€nefs in the defign, entitles this Movement to a place among

the moft elegant pieces in the world; if itis not rather the firft 1n 1ts
kind.

+ A Multiple is a number which comprehends apother lefler number a certain number of times
without a remadinder, I
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It may be f{aid, that Mufic, thus confidered, is very formal and fim-
ple: but every thing 1s formal in a certain degree which is methodical,
and all complicated things become fimple when they are decompofed.
Yt is well known, and muﬂ: be allowed, that Poets are bound by mecha-

nical fetters; and it is not ta be {uppofed that Muficians can be exempt
from them. Cowley is one of thofe Poets who affected unbounded li-

cenfe in his meafures,” with fudden and furprizing turns of thought;
but 1 cannot fay his manner ever gave me pleafure.

I' have accuftomed myfelf to confider the Claufes of Air, and the
{fucceffions of melodies, as Antecedents and Confequents, which have a
mutual relztion and agreement, either in refpe¢t of their Harmony, or

their Meafure, or the courfe of their Modulition.

In {fome Cafes, thefe Confequents compared with their Antecedents,
make good harmony with th=m when fet together in confonance; and
fome of the moft affeting paflages we meet with owe their chief beau-
ty to this correfpondehce. The Ear perhaps is not aware of the com-
parifon it is to muke, as the founds are p:fling, but 1t feels the effect,
as of Rhymes placed at ftuted diftunces in the various kinds of verfe.

The beautiful confecution in Example CXX is taken from the Clofe
of an Adagio in the ezghth Concerto of Corel/s. In Example CXXII
the fecond Bar of the Treble makes harmony with the firft, and the
third with the fecond, and all go together when the Bafs 1s added. In
Example CXXI1II the correfpondence is found in the two firft Bars
of the Bafs, and the fecond «nd third Bars of the Treble; which, be-
tween them both, maint:in as {weet and fimple an Air as ever was put
together; for fu.h is the Minuet in Berenice.

In Ex. CXXIV, and others of the fame fort, the correfpondence is
not {fo much in the harinony as in the Meafure. Here it is evident that
the Coniequentis of the fame meafure with the Antecedent, and that
the next claufe is of the fame length with both. The fame regularity
is kept up all through the piece from which this is taken, though the
joints are concealed as the Air becomes more diffufc; and 1n one 1n-
ftance the meafure 1 is tranfgreficd by a lawfal anticipation, 1n which
one claufe bcgms upon the clofe of another.

Sometimes the Confequent i1s but a repctition of the Anteccdent, in

the next related Key, and in another part, as in Ex. CXXV. In many
cufes
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cafes, the Confequent agrecs with the Antecedent, not only in Air and
Meafure, but follows a fimilar courfe of modulation in another Key s
which always has an agreeable effe¢t: as in Examples CXXVI and
CXXVII. |

From this principle of an agreeement between the Antecedent and
Confequent, arifes the Fugue; which is the moft learned fpecies of Mu-
fic, and ftrikes the memory and judgment with its proportion .nd
{fymmetry, while it amufes the fancy with Air, and fills the Ear with
harmony. Butas Rhymes can give no pleafure to the IZars which are
ignorant of the languige in which the Poetry 1s written; fo the Fugue
feldom pleafes much, till there is a competent knowledge of the lin-
guage of Mufic. But the cftcem in which this Species of Compofi-
tion has been held by the greateft Compofirs, appears from the pains
they have beftowed in working up {omc of their Fugues to the highett
degree of perfection. The grand Choruses, which will immort.lize
the name of Handel/, are chiefly of this Clafs. A Chorus of mcre
Counterpoint, in which there 1s nothing of this contrivance, is flat and
1inanimate, when compared with the fenfe and variety of a refponfive
movement. ‘The thirteen Italian Dwerss of Handel, which are thought
to be as airy and as highly finithed as any of his works, have not any
one Strain, in which the voices do not cither purfue the fume finele
fubje&t properly diverfified, or tike two different fubjects and inter-
change them, {o as to keep up to the form of a Dialoguc; which from
the Idea and Nature of it, obliges us to {pcak upon the {ume fubject
in all the parts, and attend to the matter of the Difcourfe. |

Thefe few oblervations may be fuflicient to open the Eyes of a
Learner to examine the Meafure of Air, and fce how it has been treut-
ed by different Mafters both in vocal and inftrumental Mufic; in doing
which, he muft be guided by the Refts and Cadences, which divide
the Bars into groups, and difcover the Difpoiition and Meafure intend-
ed by the Compofcr. Handel and Corelli are diftiné& in their Ideas,
and clear in the defign of their accents and meafures; Geminiani 1s ra-
ther more oblcure and irregular. His fancy was various and elegant,
his expreffion as a Compofer extremely pathetic, and he had a great
practical knowledge of Hurmony; but he feems to have wanted an
arithmetical Head—As for Haydn and Boccherini, who merit a firft
place among the Moderns for znvention, theyare fometunes {o deiuleory

O and
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and unaccountable in their way of treating a Subjelt, that they may
be reckoned among the wild warblers of the wood: And they feem
to differ fromn {ome pieces of Handel, as the Talk and the Laugh-
ter of the Tea-table (where, perhaps, neither Wit nor Invention are
wanting) differs from the Oratory of the Bar and the Pulpit,

As {amenefs and repetition are difgufting in every kind of Compéﬁ-
tion, they are avoided in Mufic by certain Methods of diverfifying the

original Air without departing from the {enfe of it.

If the Subject 1s of a proper length, it may be broken into parts,
cach of which may be taken up and purfued in its turn at the fancy
of the Compofer. Of thisan example may be {een in the Fugue of
the Overture in O¢bs, one of the moft finithed and perfett of Handel’s
inftrumental pieces. See Example CXXVIII. Out of thefc two Bars
of his Subject the Air of the whole piece i1s produced. The pirt
No. 2 1s put into the Solos of the Hautboys; and the ACCOMIP..Ni=
ments of the Taffo Solo, toward the Conclufion, is fram No. 3; and in
the courfe of the movement, all the three parts of the Air are
taken up in different keys, fomctimes together, fometimes feparately,
as the fancy of the Author direted: but in the fmall {pecimen which
I have here fet down we have the fubftunce and charaer of the

whole piece.

Sometimes two different Subjelts are propofed in an upper and un-
der Part, and interchunged by fetting the under part uppermoft, and
wice verfd; as in the inimitable Fugue in the 4 Sonata of Corel/s’s third
Set ; which carries a double Subjeét throughout, and may ferve as a
pattern for all contrivances of that fort. The Melody of the whole
1s extremely fimple, being confined chiefly to four notes defcending to
a half-clofe in the firft {ubject; and to the fame four notes, afcending
by different intervals, according to the licence allowable in the minor
key, in the under-{ubject. See Examp. CXXIX. Thefe notes contain
the fimple matter of the two fubjects. When adorned with melody
and expreffion, and fet together in Harmony, they make a very differ-
ent figure; of which, for brevity, I have put together the {pecimen in
Ex. CXXX.

Air 1s farther diverfified, by taking the meafure of it, andapplying it
to a different order of {emitones, and by transferring it from a major
to 2 minor key, or from a minor to a major key; as in Ex. CXXXI.

If
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If Chromatic Melody is fubflituted for variety inftead of diatonic,

no unmeaning fuccefiion of half notes fhould be introduced, for the
{trangene(s of the noife; but the accidental Semitones thould be ren-
dered pertinent to the Harmony, by falling at proper places into the
Diatonic Notes. If on the Notes of the Bafs Ex. CXXXII we com-
pofe a Mclody of quicker notes 1n the treble, I reckon CXXXIII good,
CXXXIV not allowable, thoueh often practifed. In {uch forced me-
lody as this the Ear can find no mulfic; though the vanity of a per-
former may admit and plead for fuch gracclefs ornaments, becaule they
are dithcult in the execurion.  The reafon of the thing requires in g
neral, that when we touch an accidental half note adove 1in afeend-
zng, we fhould leave it and come down*: when we touch 1t below, we
fhould come up again; for thus the melody ghdes on without offince;
but to neglect this rulcis to comunit Solecitms or Barbariims in Mu-
f1c, of which the Ear is an iafalnbl: judge agianit all the authority of
corrupt cuftom: I cxplun this fafe woy of mtroducing Semitones
by Ex. CXXXV. Thec pafiage from Corelli; Example LI, contains
Chromatic Melody conducted on this principle; which therciore
glides on without any ofrence to the Ear. To object, that {uch
reajonable reftrictions as thefe arc obfolete, and that we have now got
above them all, though they are founded in nature; is to {uppole, that
the fenfe of man, as it was 1n Core//s's days, may turn into nonfenfe,
and be the better for it.

I fhall add another cxample of Chromatic Melody from a Modern
Maiter, which being condudted according to this rule of leaving the
femitone, inftead of puihing 1t farther, 1s uncexception ble, and mutt be
agrecuble to every ear. See Examples CXXXVI, CXXXVIL from
Eichner's 74 Sonata tor the Harplichord.

Another way of diverfifying an Air or Subjet without departing
from the fenfe of it, is to rctain the Notes of the Mcelody, and the
order of them, while the value or Time of them 1s changed; and this
cither by Augmentation or Diminution. 'T'hele expedients arc fre-
quently applicd in fome fine picces, where an unlearned reader of the
Mufic in {core would neither obicrve nor {ufpect the art of the Coms-
pofer. Of a fubje& fo augmented there 1s a great example in a Cho-
rus of Purcell’s Te Deoum; where the augmented Subject 15 in the

% This rule is not to be applied to Chromatic Harmony but only to Chromatic Melody.

ratio
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fatio of 4 to 1, compared with the Notes of the Leader. I have
given this Chorus on two Staves in Example CXXXVIII. The
original Subjelt is contained in the feven firft Crotchets of the Bafs:
and the very fame notes are afterwards augmented into feven Se-
mibreves, to which the fame words are accommodated; except ina
very {mall variation neceffary to the forming of the Clofe. There is
another device here to be obferved; a fecondary fubjet is formed out
of the firlt, by aftending from the fame note at which the original fub-
ject begins to defcend, and reverfing the order of the melody. I have
marked the fir{ft Subject with the Letter D, and the fecond Subje&
with A, and the beginning of the augmented Subjet with C. In
Ex. CXIL I addanother ot the fame iort i1n inftrumental Mufic from
Con. 3. Op. 3. Geminianz, where the {econd Part takes up the Air of
the firft in notes of double the length. This is not from the
beginning of the Movement; but 1 have ftleted fome bars in the lat<
ter half of it, within the compafs of which, more bufinefs is done
than in any other part; for here the Bafs alfo takes up the augmented
Subject, though without following it fo clofely as the fecond treble
does. A learned Mufical Friend, whofe mnagination furnifthes him
with very juft and lively 1deas, obferved upon this paflage of Gemi
niani, that in the end of the fecond Bar and beginning of the third,
- where the augmented Subject in the {econd fiddle changes the accent,
it feems as if the part were fuddenly taken lame with .a paralytic
{troke, and, mifiing 1ts fitep, hobbled on irregularly after the fir{t
fubje&t; though the Mufic in all the parts taken together is undoubt-

edly very fine.

Diminution is contrary to Augmentation. The Subie& is firft laid
down in long notes, and then repeated in fhorter. Of the many ex-
amples thut’ may be found by thofe who fearch into Mufical Au-
thors of the beft repute with this view, I fhall produce one from the
Amen in the Stabat Mater of Pergolefi; but to avoid a long example
in Score, 1 fhall only fhew the fingle parts, and refer the Reader to
the picce itielf; where he will fee what variety of Air and Harmony
the Author has produced out of the fimple notes of Example CXLI.
Pergolefi certainly deferves to be fpoken of as a Compofer of great
Genius and Learning, and I refer to him without fcruple as {fuch: but

I mult contels that fome movements 1n his Stabar Muater difgufted
1mec
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me from the very firft, and do fo {till, with a mixture of modern Ita-
lian levity, and an affectation of fecular Air, which carries us too far out
of a facred {ubject, and ought not to be admitted in the Ecclefiaftical
Style, as being proper only to the Theatre. His twelve Sonatas (though

but little known) are excellently rich in Harmony; and I know of

none that are better accommodated to the Improvement of a Practi-
tioner in Thorough-DBafs.

But the moft natural Fund of variety, for promoting the Air of a
compofition, 1s the Art of dividing upon its Harmony, or running a
courfe of quicker notes upon the ground of the fubjett: an art of f{o
much confequence to Mufic, that it was formerly confidered and treat-
ed as a Branch by itfelf.*  Corell7, in his firft double-ftopt Solo, takes
four plain notes for his Subject, which are improved into quick, and

thence int6 very quick Air, as the Movement advances.  See Exam-
ple CXLI1I.

On the plain Chords of the firft Harmonic Period No. LXVI
I thall lay down as eafy an Air as poflible, and endeuvour to fhew by
a few examples, which might be multiplied without end, how its divi-
fions, cither in the upper or the lower part, may be formed up-
on the notes of the Harmony. And herc let it be obferved as a
general rule, that whatever ornaments are thrown in upon Adagios and
other flow movements, they muit all bc¢ built upon the notes of the
Thorough-Bafs; without which they will have no fenfe. Itis eafy to
form runnings of fmall notes, which have little relation to thc Harmo-
ny; and to infert half notes, not reducible to any particular Key; but
propriety of embellithment can arife only from a knowlcdge of the
Theory of Mufic. As it has been the cuitom of late years for Mafters
to write down the ornaments with which they would have their com-
pofitions played; many good examples might be felected to illufti.te
what is here faid: But as Hande/ himfelf did this occafionally, I th.ll
refer to the Adagio at the beginning of the Suize Seconde of his Harp-
fichord Leflons, which has the Graces with which he himfelf pliyed
it; and moft excellent they are in their kind. Campioni in the Adugio
of the 39 Sonata of his IIId Opera has {ct down his own ornanents:
and if to thefe two we add the Leflfon of Scarlatti in G with a flat

* Simpfon s Divifion Vicl, a fcarce and curious Tract in Latin and Englith, is wholly employed
on this Art of Dividing.
o P Third
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'Third, at p. 2. Vol. 1. Covke’'s Edit: it will be found that this Lefion,
very good in its kind, confifts of little more than the Thorough-Buafs
put into motion, either in the right hand or the left. This principle
i have endeavoured to illuftrate in the plaineft manner, by working
upon the Chords of the firft Period: See No. CXLIILI.

There is a period of Harmony in univerfal Efteem with Mafters ana
tient and modern, and adopted by very diftant Compofers with very
little difference. 1 fhall fhew whence it is derived, and exemplify the
art of dividing upon it, by a paflage from a modern Author.—See
the firft movement of Eichner’'s 39 Sonata. CXLIV gives the plain
Chords: CXLYV the Inverfion of them; and CXLV] the Divifion.

In the following examples CXLVII, CXLVIII from Corelli and
Tartini, the Subject of the Air is firit taken in the upper part and
transferred to the Bafs, as a ground to divifions in the Treble. [
do not produce this latter as a ftriking example of Tarfins’s cle
gance, but as a plain paflfage proper for my purpofe. But if this work
fhould fall into the hands of any perfon not yet acquainted with his
twelve Solos Op. 1., I can promife him Tartini-will be found an Ori=
ginal in Air and Harmony, and often fuperlative in both; but his So=
Jos are difficult, and fit only for performers of the firft ability and
judgment. Paflages might be colleéted in which two of the figures of
Mufic are applied at the fame time in the carrying on of a fubje&; as
when Augmentation and Divifion, which are confiftent with each other,
are applied together. 'This 1s done by Hande/ in the Fugue of the
Overture of Pharamond. The {ubject is firft propofed in two Crotch-

ts ; but in the middle of the piece thefe two Crotchets are length-
ened into two Minims, and thefe Minims are divided into Semiqua-

wvers. See Ex. CXLIX.

Expreffion in Mulfic is a very extenfive Subject, which has been fkil-
fully handled in an clegant Trmnfe by the late Mr. .Afv_/bn Organift
of Newcaftle, a pupil of Gemziniani, who has left ys fome Concertos wor-
thy to be ranked amongit the works of the firft Mafters. I muft take
2 much fhorter compalfs, and obferve for the inftruion of the young
Student, that expreflion is given to Mufical Compofition on the fame
principles as to the literary compofition of words and fentences; that

3s, by a proper Emphafis and proper ftops: and the obfervation extends
both.
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EXAMPLE CILVI a Piece for the Organ;with a
Double Subject,and the Harmony of the Period in- .

EX AMPLE LXXXandthetwo following. {feekise6..
aMinor to a Major Key.
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both to the compofer and performer; to the former of whom I would
firft apply 1t. Analagous to the accents and ftops in a fentence are the
points and refts interpofed in a mufical ftrain; and if the Mclodies are
well chofen, then Melody, with expreflfion in it, is that which works
upon the paffions. If we take a few pluin notes in their fimple form,
as in Ex. CL, we may {ee what an alteration is made, and how their
effect is increafed by pointing, ftopping, and fliding, or flurring. Here
the fame notes acquire a diffecrent energy, and partake of pafion, from
the ftrefs that is laid upon the points, and the abrupt cefiation of the
founds by the interpofition of the Refts; which, as it were, allow
the mind time to think of what has been faid: and then the gliding
notes that follow have an additional {moothne{s by a comparifon with
the preceding paufes.

In all Compofitions, great is the effet of Contraft: {oft notes are
mnore (oft after thofe that are rough ; harincnious notes are imore harmo-
nious after thofe that are harfh and grating: and flow notes are more
acceptable after thofe that are quick. The {fume art is applicable to Air
as to Harmony: every Concord is bctter rclithed after a preceding
Difcord; and the force of every mclody is moit felt when it fucceeds
to a2 melody of an oppofite nature, or is tempered with it; as the
Chiaro and Ofcuro {tand together in the f{fame picce of painting, and
ftrike the eye at the fame inftant. In that well known 70 of Han-
del—the flocks fhall leave the mountains—the favage roughnefs of the
vocal Bafe, full of rage and paffion, fets off the plaintive {oftnefs of the
Melodies 1n the two upper parts. And here 1t may be proper to note,
thit no inftrumental melodies cin come up to thole of the vocal kind,
where the effe¢t of the founds upon the Ear is afflifted by the fenfe of
poetry working upon the mind: ®ind as the moft fublime fenfe is in {5-
cred fubjeéts, the adequate melodies are not only better fupported, but
are of a {uperior Style, 1f the Compofer has f{enfibility to exprefs,
and fkill to diftinguifh it properly: therefore no Mufic carries the effect
of found fo high as the facred, by reafon of its affociation with great
and powerful Subjects. It is common to hcar a Duett between two
Trumpets; and they are confined to a {imple kind of Harmony agree-
able to every Ear. Buthow fuperior is the eftect, when ufter hearing a
Chorus of voices, exprefling in {low and {olemn notes thofe words of
the Te Deum, we believe that thou fhalt come to be our ‘fudge, the
Trumpet lcads off with a continued note, and is followed by its fecond,

and
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and they keep afcending one after the other, till their united harmony
has drawn the mind upwards, and fixed 1t in the fkies. When I have
heard this in Handel's Te Deum (hackneyed as it is) the tears have
ftarted from my eyes, and I have been ready to fink under the force of

the impreflion.

A few of the plaineft notes may have inexpreflible beauty, when they
are the Ground of a pointed and pathetic melody: of which there 1s a
good example in the middle Movement of the firft Overture of Farz
Maldere, one of thofe few Authors who have happily united fome of
the antient harmony to the grace and {pirit of Modern Air. Sece Ex.
CLI. Herc the Author has feleted that common Period of Harmeoeny,
of which we thewed the Inverfion (as he has taken it) in Ex. CXLV,
When this Melody i1s thrown into the Bafe, as in Ex, CLI1I, and the
flow notes are heard to fing in the upper parts, the effect is ftill niore
pleafing. The Air of this piece 1s of the plaintive kind, and fuits
not {o well with the Treble. All notes high in the Scale infpire Gai-
ety and Chearfulnefs, and fo do all quick notes; therefore to take off
this effect of the higher notes as much as pofiible, they are made very
flow, and the melody is thrown into thelower notes. For thefe rea-
fons the fecond example is better than the firft; but for variety both
are neceflary. The Compofer has difplayed the Art of a Painter in
this Movement, by throwing into the middle of each Strain {ome harfh
rough quick notes, to be played Forfe by all the Inftruments in Uni-
fon; to ferve as a foil, and to raife the appetite of the ear for the gen-

tle harmonious Air which iinmmediately follows them.

In the accommodation of Air to any particular pafiion of the mind,
it 1s of great confequence to know what afliftance it receives from par-
ticular Degrees and Intervals; that 1s, from the major and minor in-
tervals judicioufly introduced; for intervals have their different tem-
pers, and raife different emotions. The whole charatter of the minor
key difters from the major in its effe¢t upon the mind; but here the
cffect 1s gradual and uniform. There are inftances where it 1s fudden:
for the mind is remarkably f{oftened and depreffed by hearing a minor
or flat interval where a major, as belonging to the {cale of the key, is
expecCted: but 1t 1s only 1n {low mufic that effe¢ts can arife from fin-
gle 1intervals: the mmpreflion 1s otherwife too tranfient; it muit be

like the gentle rain that has time to fink into the ground. Every f{en-
fible
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fible hearer muft feel the effet of the unexpected flat {eventh in that
{imple and pathetic Air of Handel, Sz not, O King againft the Youth;
feeEx. CLIII: which the late Mr. Awbry turned intoa Choral Hymn
for the ufe of the Cathedral. Here the 7th of what the I'rench call
the Dominant Chord would not have anfwercd the purpofc; becaufc
it is within the limits of the Key. Hande/ well knew the power of
this fingle note; and has therefore introduced it in the Dead March
in San/; Ex. CLIV ; where it exceeds in fadnefs all the reft of the
Piece. What we know on this Subjelt is occafionally and accident-
ally derived from practice. Why does a Mafter join fuch a found to
fuch a fenfe, but becaufe he has fentibility, and feels the force of it
upon himfelf? therefore he writes more from experience than from
theory. Yet it muft be of great ufe for Compofers of Mclody to
ftudy well the genius of intervals; particularly the feveral kinds of
Fourths and Fifths, with the different order of their included degrees,
affording different melodics; a f{ecret which probably gave moft of
that magic power fo celebrated in the fimple melodies of Antiquity,
when there was no {uch thing as Muficin parts. And I apprehend
fome very peculiar Effcéts were derived from the Ufe of the Mod: or
Ecclefiaftical Tones, in great eftimation with the antient Compo.ers

of the Church, who made feparate Keys of all the degrees in the
O¢tave, except the Major _Seventh.

CHAP. IX.

ON THE APPLICATION OF THE FOREGOING RULLES.

T has been the firft Obje&t of this Work, to lead the Mufical
Student by the fhorteft and eafieft way through the principles of

Confonance, Modulation, Harmony, and Mufical Air, to an under-
ftanding of what others have done, and are doing, in the Art;
and to lay down fuch Rules as will enable him to acquire 2 learned

Tafte, and to judge of the comparative merit and excellence of their
Q_ productions.
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produtions. If he withes toapply thefe Rules farther, to the writing
or playing Mufic of his own; the following direCtions wiil be of fome

ufe to him.

I. He muft confider any fingle Part, be it Bafs, Tenor, or Treble,
as related to other Parts; and having berrowed or made fome fingle
Part, he thould practife the various ways of adding I—_Ia_r,mgny';g
Melody, by putting Trebles to Bafses and Bafses to Trebles; which
may be done with a variety never to be exhaufted. When a M. f{ter
hears a fingle Part with his Ear, he hears another Part 1n hig
Mind; if hehears two, he adds a third; and if three Parts are con-
trived {oas to leave the Harmony open for a fourth Part, he hears that

al.lb ™

II. If he builds a Part upon the Bafs, three things are requifite;
1. That the Mclody of it be qgreeuble to the Ear, as well as proper
to the intended Harmony of the Thorough-Bafs. 2. "That this Me-
lody be divided according to fome certain meafure of ‘Common or T'ri-
ple Time. 3. Thatit be alfo divided in another fenfe 1nto Claufes
and Periods, with Stops, Refts, and-Cadences.  And that the Cadences
may not be too formal, he muft avoid the frequent repetition of the
perfect Cadence, and take fome of the imperfet; bringing in a new
Subje& occafionally upon the Cadence itfelf.

I11. If the firft Note of a Subjelt begins on the firft half of a Bar
in Common Time, the Cadence fhould fill on the latter half of a
Bar; if it begins on the latter half, then -the-Cadence -fhould be on
the firft half: and a Cadence of fome f{ort or other fhould be found at
every two or every four Bars. 1 {peak of Inftrumental Mufic only;
becaufe the Cadences in Vocal Maufic muft be governed by the Stops

and Meafure of the Words.

1V. He will underftand how to improve. his*Meladies, .if he learns
in the firft place how to ftrip Melodies of their ornaments, and reduce
them to their fimple form as accompniments. to the Bafs; according
to Examples CX1V and CXV, where I have done this for a {pecimen;
fhewing the plain Notes of the Melody, to which the bearing~-Notes
or Appogiaturas areadded by Schobert in one of his Concertos.

- V. In diverfifying his Melodies, he may take advantage-of all the

Figures of Inverfion, Reverfion, Augmentation, Diminution, and Di-
o vifion,
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vifion, as defcribed in the preceding Chapter: and he may conzraff his
Melodies, by fetting quick notes in one Purt againft flow ones in ano-
ther, and changing from rough to {inooth, from long Notes to fhort,
from fhort to long, from huarmonious to difcordant, from Diatonic to
Chromatie: according to the Ejfef? he withes to produce.

VI. 1In laying down a Platform of Modulation, he is to confider,
that in removing to different Keys, he may purfue what order he
pleafes; taking affiftance from {ome of the foregoing Forms und Pe-
riods, which he may compound, and add to, as his Fancy or the Sub-
ject directs; and for variety, he may give toarelated fHat Key a fharp
Third, and to a related fharp Key a Hlat Third. IHowever, while he is
in fearch of variety let him be cautious of departing too fur from
his Key, and running wild into that exotic Modulation, of which
Alberri fet the example, to the great detriment and depravation of

the Art.

V1I. The Succeffion of Chords, for the Preparation and Refolution
of Difcords, thould be well attended to; and the Learner fhould have
them ready in his Memory. It is a general rule, that an agreeable
Succeffion is produced, when the preceding and fuccceding Chord are
conneéted by Iome Note common to both. A chain of twenty, fifty,
or an hundred Chords, might be compofed on this principle, with al-
ternate Preparations and Refolutions. The rule itfelf i1s founded on
the experience we have, that gradual changes arc more agreeable in
_Har,mbny than abrupt ones.

VIII. It always produces a variety in a fucceffion of Chords, to
change the perfect into the imperfect Chord, or to take the latter in-
ftead of the former. Thus if we take C natural with its perfect
Chord, the Buafs goes next in order to G; but if we tike it with its
imperfe& ‘Chord of Third and Sixth, the Bafs may goto A,or E, or B
with a Sharp Third, or B with a Minor Third and Seventh, or B with a
Sharp Sixth, or D with a Fourth and Sixth, or CX with a Sixth and
Minor Fifth, or FX with a Minor Fifth and either a natural or a flat
Seventh: which is fufficient to thew how fruitful this eafy Rule 1s.

I1X. If a Compofition is in two Parts only, the upper Part will have
liberty to take to itfelf in Succeffion all thofe Notes, or their Odtaves,
which are comprized within the Harmony of the Chord, and confti-

tute what is called the Thorough-Bafs; or as many as the Compofer
pleafes.
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pleafes. If in three Parts, the upper Part muft then be limited to few-
er Notes of the Thorough-Bafs, leaving room for a third Part to take
the reft, or the principal of them: and fo for a fourth Part,

X. When Parts afcend or defcend together, they go by Thirds and
Sixths, never by Eighths, Fifths, or Fourths. It is good that one

Part {hould defcend or afcend by fingle Degrees while another goes by
leaps of {everal intervals. It"is alfo good that the Motion of Parts

{hould be contrary, the one afcending the other defcending; and that
they fhould go from perfect to imperfe¢t Chords. The Scholar thould
try for practice, how moving notes will go to holding notes, and how
a feries of afcending Notes may be accommodated to another of dc....
{cending notes; and this in the different forts of Time.

XI. If he writes or plays in more parts than two, the Harmony is
to be filled up in a third or fourth Part with Meclody as much lke
that of the Leading Part as may be. It is one object of the foregoing
Chords and Periods, to fhew on what Notes the inner Parts may fall:
but the Chords being fet down within the Compafs of the hand, for
the Thorough-Bafs Player, (with which Idea I firft fat down to this
Work) it 1s neceflary to thofe who would underftand this matter more
perfectly, that the forms and diftances of Parts in Compofition thould
be exemplified, with the Scales proper to the feveral Cleffs: which is
be)}ond the Intention of this Work, and is not to be attained without
the diligent reading and f{coring the Works of the beft Compofers.
Some of Corell/s’s Sonatas, in the Score publithed with this view by
Dr. Pepufcth, will be very ufeful to teach the proper Difpofition of
Inftrumental Harmony in three Parts; and we have examples there of
all the different forts of Movements then in ufe. For the Difpofition
of Vocal Mufic in parts, Morley’s Introduétion is learned and copious;
to which the four-part Services and Choral Mufic of the Cathedrals,
tome of the fineft Produdctions upon earth, thould be added. 'To thofe
who would prepare themiclves to play Voluntaries on the Organ, I
would recommend the frequent pra&ifing of Handel’s Overtures, in
which there is great varicty of fancy, with perfection of Harmony.
Being himfelf an Organ-Player, the greater part of his Orcheftra-
Muiic accommodates itfelf well to that Inftrument. Mr. Sz‘zm/cy;
Voluntaries are very fine and corre&, particularly his flow Movements:
and of late the Organift has been furnithed with a very ufeful treafure

in the works of My, Keeble, who had great {kill in the mandagément
of
i

,
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of the Organ; and has made his works much more inftructive, by
marking out to the Performers attention his principal and {fubordinate
Subjeés as they arife, with the Contrivances of his Fugues and Ca-
nons; fhewing what they are, and how he has introduced them.

XII. In the Art of Poetry, 1tis a Precept which Horace inculcates
above all the reft, to follow the beft Patterns of Antiquity, which owed
their Prefervation to their Excellence;

Vos exemplaria Greca
Nolturnid verfate manu verfate dinrnd;
So in Mufic, the works of the beft Compoters muit be ftudied dili-
gently for improvement. In domng which, I would advife the Student
to obferve, 1. The order of their Modulation; that 1s, what Keys
they pafs into, and how, and in what order. 2. The manner in which
they bring in their Fugues, Imitations, and Refponfes. 3. How they
difpofe the different Parts, {o as to keep the Harmony clofe together,
and make the Parts fing well/, as it is called; which happens when
they have a relation of Melody to one another: for Parts may be fet to-
gether {o as to fill up the harmony according to the Rules of Tho-
rough-Bafs and Counterpoint, and yet not work together well fo as to
delight the Ear. This is an effentiul part in the Art of Mufic, and
is the refult of good Tafte and much Experience. 4. To obferve -
how they make their Stops and mcafure their Sentences, {o as to keep
the'~ Air commen{urate and rythmical. 5. How they break and adorn
their Melodies; and by ufing points, accents, and paufes, produce what
is called Exprefion. This may be overdone, {o as to leflen the good
effe of Mufic, (as a fentence is weakened and diluted by the ufe of
too many words, or {poiled by the ufe of words too fine and aftected ;)
but Expreflion is certainly a great obje¢t to the Compofer and the

Performer.

If the beft Authors are ftudied and examined by thefe Rules, I am
perfuaded there will be more truc Tafte and Judgment amongit the
I.overs of Mufic, better Voluntaries in the Church, more Refpcct to
the facred Style, and lefs encouragement to trifling and cffeminate
Compofitions. It is in this as in every other Art; its beauties can-
not be properly admired, till 1ts difficulties are underftood.
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