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ADVERTISEMENT.

H AVING brought this Introdution to Harmony before that
awiul Tribunal, the Pusric, without firft fubmitting 1t to the infpec-
tion of a judicious friend, I fhall doubtlefs merit fevere corre&ion

from the CriTic; but as my attempt has been rather to write a ufeful
Book, than a learned Work, I truft that he will not brea? a Butterfly

upon the wbheel for not being able to foar with the wings of an Eagle.

IT may be difficult to juftify a breach of promife yet I flatter
myielf that the fubjoined reafons will be accepted by many of my

Readers as an apology for delaying the publication to the prelent
moment. °

I. I had little chance of pleafing others before I had pleafed
myielf.

II. I have firmly refufed to receive any money prior to the deli-
very of the Book.



ADVERTISEMENT.

III. The various duties of my profeflion would not permit me to

devote my whole time and attention to this object *; and 1 have

~ written many of the following pages during the ftill hours of the

night, that I might not miflead the unwary by hafty negligence.

The Reader will perceive that I have endeavoured to place the
Precept and Example as nearly to each other as poflible throughout
the whole of the Work: and I am much beholden to the patient
merit of Mr. Davifon, the Printer, and of Mr. Caulfield, the Engraver,
for adding feveral annotations after the proofs were reviewed, which

unexpected additions have unavoidably crowded feveral of the pages.

- - ———— P — o ——— — - - ol o - H

S — T ——— — — iyl il - Al —

»

* Other Works have been long announced for publication, which, for the good of fcience,
I hope will be better than any of mine, viz. An Introduction to Mufical Compofition, by a
{cientific German; and a Mufical Ditionary by an Englifhman, who has genius to invent,

judgment to difcriminate, aiid materials to colle&t from.
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INTRODUCTION 10 HARMONY.

m

¥rom Harmony, from Heav’nly Harmony
This universal Frame began ;
From Harmony to Harmony,

Through all the compass of the notes it ran,
The Diapason closing full in Man. DRryYDEN..

; which we shall. attempt to give, in a
plain manner, in this mtroduction, and begin with that scale

which proceeds by tones and semitones, it being the most

simple, as well as the most natural, and is written by the

ing.

(4) An old author aptly
variety of harmony which

remarks, that seven notes, or sounds, produce

the world admires. And though a man sh
hundre_d thousand songs, tunes,

on which he builds

all that charming

ould compose an
and divisions, yet these seven notes still are the toundation.

5 SO that to every lesson, song, or division, they must be repeated.
(! B

Fc»
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above F: A is a tone above G; B is a tone above A ; but
C is only a major-semitone above B(a).
The proportion which one note bears to another, 1s denot-

ed by figures in thorough Bass; and as keyed instruments are
<o much cultivated in Britain, a few concise rules tor that

accompaniment, interwoven with the examples of harmony,

will certainly prove acceptable. And for the instruction of

the very young performer, we will begin by placing C below
the Diatonic (8) scale, which will give us the intervals of the

2d, 3d, 4th, sth, 6th, 7th, and 8th (or octave).

r A ¥
faRi
L0

-

Unison

—

(a) To explain the difference between a major and minor semitone here, would perplex
the beginner, therefore we will reserve it for a later part of the work. The three first notes
of the scale follow each other so agreeably, and are so easy to perform, either with a
voice or an instrument, that some of our readers will imagine we might have proceeded
regularly to the octave by whole tones but were we to place a sharp to F, G, A, and B, thus,

S —— . 3 (which would raise them to a whole tone above each other), we
é om —*C—1—=—H should untune nature,so as to render her harsh and disagreeable
and in order to enforce this matter, we shall subjoin a quotation from the great Bacon :
< After every three whole notes, nature requireth for all harmonical use, one half note to

be interposed.”

B

(8) Although I promised, in my Prospectus, to usc¢ a3 few technical terms as possible, 1
hope 1 shall not be censured for calling the eight notes, which proceed by tones and semitones,
the Diatonic Scale, and the distance between any two notes, differing in acuteness and
gravity, an Interval, as 1t 1s tihcult to treat of an art, without using some of the tcrms of
that art; but, throughout the whole of this work, the aim will be at perspicuous brevity 3
and, as all who have harmonious souls, leisure, .nd understanding, are fond of poetry, 1 shall,
as often as possible, strengthen the musical definitions by allusive poetical selections, hoping,
by this auxiliary, to stamp a pleasing and lasting impression upon the memory of the general
reader, if he should be inclined to study any musical article from this book.
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Having named the simple intervals numerically and
alphabetically, which the natural scale gives us to the key
note, we shall now proceed to the Compound Intervals, and

begin with that concord which is produced by adding a
major third and perfect fifth above C, E called in
=

England the common chord, and into whatever position you
place C, E, and G, so that you use C for the bass (or

lowest note), the chord still retains its name of the common

chord, to C, with a major third: by adding an eighth above

the bass, to the chord, you have the appearance of four parts;

e
il

— |

T

but if you set E for the bass,

to the same notes which compose

o—<—+—o o the common chord of C, 1t then

-
"
4008
\ 1/

wliiling,

becomes a chord of a sixth, ac- (

-

companied with a minor third and

L e L .
amm— . '

L J1i

octave ; - i

and if you use G for the bass, it is rﬁ—%@

then transformed into a chord con- -

- . . ia;l?.-._---
sisting of a fourth, sixth,and octave. = ——— N
T —

The above examples must clearly prove, that E, when

(4) Speculative theorists assert, that there is no such thing in nature as a simple sound,
and, that whenever a musical string {weetly vibrates, a nice ear will distinguish the twelfth

and seventeenth above the predo- — And there is a remarkable circumstance
minant sound,harmomzmg atone )— — related, 1n natural history, of the TRriToN
and the same time ; which three Avis, a name by which Nicremberg has

sounds are the common chord in E;_-_ described a West Indian bird, famous for
this position. —3  its musical qualities ; it is said to have three
distinct notes, and to be able to give breath to sounds of all the three kinds at the same time.
It 15 also much celebrated for its beauty. ‘
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accompanied by a third and sixth, and G, accompanied with
a fourth and sixth, are chords, as much derived from the
common chord of G, as that originate and origination are
derived from Origin : probably those three chords may appear
so much alike- to the cursory observer, that he will wonder
why there should-be any distinction; but, if he has patience
to read farther, he will find them as differently arranged in
a combination of harmony, as the abovementioned words are
In syntax. ' "

Of the Commor Chord with a Minor Third.

THE two .notes which give the minor third, are a
semitone nearer to each other than those which compose the

major third, as may be easily discovered by filling up the
intervals with progressive semitones :

Major third. The distance proved by the Minor third. Proof of the distance.
progressive semitones,

1 2.3 4 5

It 1s this third that chieﬂy constitutes what is called the
Minor Mode ; the ascending scale of which 1s thus written, .
and considered to be more the production of art than nature.

() Musicians, in counting distances, begin with the lowest note, and count regularly up
to the highest, which gives the name of the interval: this may appear strange to linguists,
as interval generally means space, and it was the peculiarity which occasioned the remark.—
I take it for granted the reader knows, when a sharp # 1s plated before any note that 1t
raises 1t in pitch a minor-semitone. |
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-
———

There is another peculiarity that chara&erizes the minor
mode, which is, that the sixth and seventh of its ascending;
scale are each a semitone higher than the descending.

7th
A —e— et
o

FTY
1>

which will be clearly proved by a table of relative keys in
the beginning of the second part of this introduction.
By sounding A, C, and E, at one and the same time, you

will hear the wailing effect of the common chord ;%gl

to A with a minor third, which is thus written -

a chord of 3 sixth accompanied with a major third; | Sy——
| ’ Lgi

and if you place E for the bass, the chord is then [ ﬁ_‘f——“'ﬁ "'—-_—__-'"’

3P—=—
J
==

(a) The cliff is placed in this position, % at the end of the hine, to gratify the curious

more than the studious, who, perhaps, may be a little amused by turning the book topsy
turvey, when they discover that the minor scale exhibits the major by this trick.

'sdvm yjoq é-———--— ———————————————— ‘pus su0 v

S[e28 1ofewr o1y aaey nof ‘sajou Jo 2aem0 ‘EQ% B[ SJeq
I3 JO 19430 o3 3t Jj11d 9[qai] oYy pue T & © S o Binae[dq J{Lé[l

(8) Hence it must plainly appear, that the two last chords owe their existance to the first,
and are the sympathizing children of 2 melancholy parent.

C

but if you place C for the bass, it then becomes i

a fourth and sixth (B).
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As many compositions were produced by the elder masters
before the discovery of discord, we shall finish this lesson with

a few examples that consist of concords only ; but the beginner
should first be made acquainted with two of the different
motions that are used in harmony, they are distinguished by
the names of the Similar Motion (when the parts move in
the same direction), and by the Contrary, when one part
ascends while the other descends.  Bishop Lowth judiciously
observes, ¢¢that the plain way of giving information is to lay
down rules, and illustrate them by example; but, beside
shewing what is right, the matter may be further explained

by pointing out what is wrong.”> We will therefore begin
with an

{

EXAMPLE or FAULTS.

- -
) SR
s

g

)
v
L {4

<7

_‘=

.

L]
'
-

Nature and art have furnished musicians with feelings and
principles, by which they reject and condemn the use of .
eighths and fifths in a similar motion ; yet I once tried an
experiment upon a person, who had a voice and ear to sing a
ballad very agreeably, to an unison accompaniment, by desiring
him to listen attentively to the effect of the above forbidden
progression, and was much astonished to find him pleased
with it; but he afterwards cultivated music so as to gain a

tolerable knowledge of harmony, and whenever his ears were
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shocked with similar disallowances, he quoted this phrase to
shew his improvement.

“ We cannot but now smile to think of these poor and foolish pleasures of
our childhood (4).”

Yet the above three chords may be so arranged as to produce
correct harmony.

Which pleads powertully in favour of the contrary motion ;
for besides the consecutive (8) fafths, between the extreme
parts(c) in the example of faults, the skips are very unnatural,
and ¢ the order of nature should govern, which, in all

progression, is to go from the place one is then in, to that
which lies next to it.”’

e e e

The three natural common chords, in the minor mode,

produce the like imperfections if they succeed each other in
this manner :

(o) What is every year of a wise man’s lite, but a censure and critique on the past.—PopE.

(B) When two fifths succeed each other immediately in the same direction, professors are
not thought to speak with an affected term when they call them consecutives.

(c) Notes, at — and those which are
the utmoft dis- C placed 1n any degree
tance from each between the extremes,

=
other, are called : are called Intermedi- e
Lxtreme Parts, ___gg __Sig

ate Parts.
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IMPERFECTION S.

but, the imperfections are easily rectified, by making one

part continue on the same degree, whilst the other ascends

or descends(a).

Oblique Motion. The Similar and Contrary Motion.

The sixth, which, is derived from the com-

mon chord of C, is supposed to be the most

pleasing 1n this position,
I have seen it used in the following manner, but I would

not advise any person to make it a model of imitation :

Errors. This arrangement of the same Notes 1s
preferable.

because the®law positively says, you shall not use consecutive

octaves between the lowest and the highest parts, nor shall

(1) Technically called the Oblique Motion.
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0

you proceed from an imperfect to a perfect concord in
the similar motion (4), and the above example of errors
transgresses 1in both these particulars (s). ‘

Similar mistakes in the treatment of the sixth, which is
derived from the minor common chord of A.

A wrong progression of eighths in different 1The Mistakes rectified by
- parts of the chord. the Oblique Motion.

The sharp seventh in every scale is called the leading note of
the key*, and as G sharp is the leading note to the key of |
A with a minor third, as well as the key of A with a
major third ; the chord of the sixth, to G sharp, leads us very
naturally to and from the common chord of A with a minor

‘This chord of the sixth 1s derived from the common
chord of E with a major third.

=

(B AT o~
———

A —

L 6 6

By placing the minor scale above the major scale,

you will
have a succession of sixths :

(4) Imperfect concords are thirds and sixths,

(8) However, we find a breach of the

as will be shewn hereafter, for let your r
will soar beyond them.

* It is likewise called the Sensible Note.
D

and perfect concords, fifths and eighths.

latter part of this law, in the purest classic authors,
ules be ever so useful and extensive, men of genius
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and 1f you descend regularly, at the same time, from E to
its octave, you will have an intermediate part; see the dots
between the two scales.

'The above series of sixes may be carried to the major, OF
minor key, that we are at present treating of, by the
following small additions.

A variety in cadence is a great relief to the ear, which,

is apt to get cloyed, with a repetition of the same chords ;
and the two bars, at A and B, are cadences which are much
used by the beft masters to terminate musical phrases.

Extraordinary geniusges will always discover what is difhcult
and what 1s impossible, for here follows a stream of harmony
produced by a link of sixes, in four parts, that has often
delighted the attentive ear.



Yiolino Primo

Violino Se-

condo

Viola (a)

Violoncello

on keyed instruments yet the piano forte, harp, or organ
player, mady form some little idea of the effect by playing
thirds above the bass with the left hand, (which are the
composers notes) ; but I hope the slightest reading of the
foregoing pages will prevent his playing the dots for sixes.

(a) EXPETIGHCQ has taught me that many musical amateurs have an aversion to 1 varicty of
chifs, and from the appearance of the Viol, cliff so early, they will, perhaps, conclude that I

mean to perplex them with the seven cliffs which are used in old music; but I shall not
employ more than four throughout the whole of this work, viz. the G cliff put upon the

second line, é the two -C cliffs put upon the third % and fourth lines, % and the I¥ cliff

L

upon the fourth line ; % and these are absolutely necessary on account of the different

compasses of voices and Instruments ; but, for the accommodation of practitioners who are

disposed to be content with a knowledge of two, a great many of the examples will be given
in the treble and bass cliffs only. -
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Having explained the two common chords and their
derivatives, which consist of concords only, I come now to
that part of harmony called Discord, sounds not of themselves
pleasing, but necessary to be mixed with others.

¢« How doth music amaze us, when of discords she maketh the sweetest
harmony.”

We shall begin with that discord which is the most like a

concord, the most generally used and the most easy to

F

comprehend ; which is the minor seventh, and is written in
y
(4B

\I_.._

its full accompaniment consists of four real parts, %
)

(&
and either of these four different sounds may be at the top,

1ts sirnple form thus:

bottom, or middle of the chord;

but, into whatever position these notes may be transposed, G
is the fundamental note, B is the major third, D a perfect

£4 TR “4-
'~-$m—=_ T %

fifth, and F a minor seventh; figured thus:

but if you substitute B for the bass note, it then becomes

(2) Which is only adding a minor third above the common chord of G.
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by the inversion(a), a chord consisting of a minor third,

imperfect (flat, or false,) fifth, and a minor sixth ; E

Figured thus : ?

__.e___.
and by making D the bass, you will have the chord of the

minor third, perfect fourth, and major sixth ; E4 ' _
Figured thus : E 3 l

and when you use F for the bass, it then is changed into a

chord consisting of a major second, sharp fourth, %
| 4

and major sixth (8);

Figured thus :

Hence it appears evident that the three last mentioned chords

are the offspring of the firft, and are very properly termed

the derivatives of the minor seventh, (accompanied by a major

third and perfect fifth).

Betore we proceed to the other sevenths we shall oive a few
examples, to amuse the student, as we did with the concords.

The modern elegant Italian masters have produced, and do

daily produce, many charming compositions without the
assistance of any other discord than this minor seventh and its

derivatives, when judiciously blended with concords ; and, a
British poet says,

“ We have good Musick and Musicians here,

““ If not the best, as good as any where.”

(a) Inversion is the technical term for changing the position of the chord.

(B) Some people call these last three chords by the names of the Syncopated fifth, the
Syncopated third, and the Syncopated second.



14 INTRODUCTION

therefore, the liberal student will not be displeased to find a

few English strains among the examples.

GLEE FOR FOUR FVOICES.

Moderato, and aith Expression.

: p ey — L 1 : W—
Firft Treble Ny T SR Y T
NIVSAY il R _—_— - V. | |

By mu- sic, by mu-sic, minds an  e- qual tem- per know, Nor

_ P S — R > —
| 27— 1 B R AR W A L 5~
Second Treble | 20 i — S —

o ' N 7

mu- sic, by mu-sic, nunds an  e- qual tem- per know, Nor

L
o

| -= A
Countchenor ;_:1'_ .t P _=
P —

O _ |
mu- sic, by mu- sic, minds an e- qual tem- per know, Nor

h N l
R B NS

Bass _——_— 3 B e =_: T = =-
mu- sic, by mu- sic, minds an e- qual tem- per know, Nor

too low. War- riors she : a- ni- mat- ed

sinlk

swell © too high, nor

. 3
3

o
‘4% K il ol B
17 — 1 1 ]

swell ~ too high, nor

ar—f==—F —{ o
l:l-_=_- '
1 — —

swell too high, nor

swell too high, nor sink too low. War-riorsshe fires with a- ni- mat- ed

(a) The geometrical Rhombus —*<///\/ often occurs in modern composi-

tions, and signifies that the notes are to be increased and decreased in quantity of tone as the
figure is in size. It is'not introduced here for the sake of a musical pun; as the passage, to
which it is annexed, is rendered more effective by this manner of performance (with or

without words).
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tenute

sounds, Pours balm in- to the bleed- ing

vers wounds.

Although musical legislators have established a law that

will not permit perfect fifths to follow each other diatonical-

ly (a), (or by skips(s); yet they allow an imperfect fitth to
follow a perfect in descendm , provided the highest note

falls and the lowest one rises afterwalds. Example, ggﬁ

See likewise the first bar of the above g]ee 3 F —-ﬁ_f

EJ@

but whoever, in their compositions, descends with both the

=
=

smuggles a defect into harmony It 1s likewise a prohibition
to 7zse with éaz‘é the notes which oive the imperfect fi{th,

thus: E E é_ ‘E The falling, with the extreme

Wrong Right

(4) Prohibited perfect fifths which-move diatonically. éﬁ-aa— iﬁgi

i - e

f*rf”’

(8) Prohibited perfect fifths which move by skips. é jﬁ
T

notes which give the imperfect fifth, thus,
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parts, from an imperfect chord to a perfect, is sometimes a

venial fault, but it is rendered 6bjectionable here, EE
by the descent of the second treble and bass at the same

instant from an octave to a ﬁfth; J, ‘ E: these last im-

|

perfections are in the sixth bar of the said olee.

The inquisitive reader may be anxious to know the reason
why the four parts are not continued throughout the whole
of so short a glee; but some passages are much better
calculated for two and three voices, or instruments, than for
four ; besides, the harmony of a musical composition, as well
as the harmony of a picture, is rendered more effective by
licht and shade. The commencement of the four parts,
after the silence of the counter tenor, has been considered by
many as a beauty; yet it oftends against the law we have
already laid down. An experienced harmonist would have
accompanied the above melody with a much greater variety

of chords; but in this part of the work we cannot be too
simple, as the patterns of arttul excellence will be much
better placed towards the end of the book.
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Having copied others, by asserting that the minor mode
is more the production of art than nature, it will appear
strange and contradictory to our readers when they find the
national melodies, which are cited in this work, are more
frequently in the plaintive minor than the animating major;
‘and here follows one that I have tfrequently heard an
accomplished Russian sing, as we travelled together, who was
more desirous to please than astonish. To those who are
fond of an artful variety it will appear very monotonous, and
they will not easily admit that any circumstances or talents
could render it effective; but the natives of €very country
have a characteristic manner of singing their melodies, which
15 difficult to describe upon paper.

A RUSSMN AIR.
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SECOND STANZA,

With the bass that was vamped to it at Rosa(a).

>
7, B3 _
4T NS R RERE . SRR R B
. |

‘

L L

gale my heart gave pain, Why did Ma-  tush- ka.cross de main.

Y 2

Y
——_—

(2) T have met with a person (even in Italy) who would undertake to vamp a bass to any
composition ; and to this Russian air, he played, (to the best of my recollection), the
inharmonious jargon that is put to the second stanza, which is so offensive both to the eye
and the ear, that I doubt not but my youngest reader will be able to point out the faults without
referring to the annotations.

His four sons played the melody, and an arpeggio accompaniment, witl two violns, a
mandoline, and a calascione.

Their incorrect manner of performing this air, has furnished us with an example to pre-
vent the unwarrantable use of fifths and eighths; yet they produced a charming effect with 2
giece of music, which the impatient reader may immediately turn to, amongst the national

gauties.

(B) ANNOTATIONS TO THE SECOND STANZA.

The first bar is filled with consecutive fifths, in a similar motion, which, we here repeat,
is one of the most unpardonable faults that a harmonist can commit ; although the second bar
is the best harmony of the whole, yet it contains two trifling errors, viz. the falling from a
third to a fifth, in the similar motion, and by octaves with the two last notes; the third bar
consists of such a succession of major thirds, as never disfigure a good composition ; and the
group of fifths and octaves, in the fourth and sixth bars, exhibit two pictures of disharmony
that never will be copied by a man of genius.
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THIRD STANZA,

LFOR FOUR VOICES.

O! grant Matuschka quick and safe return, Vone two three month my heart make mourn.
= o S I —— I H— = S -
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O! grant Matuschka quick and safe return, Vione two three month my heart nake mourn.
,-\' _
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Vone two three month my heart make mourn. O! grant.Ma-tusch-ka safe re-turn.
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i Vone two three month my heart make mourn. G! grant Ma-tusch-ka safc re-turn.

(o) ExpricATION OF THE THIRD STANZA.

** Many things are needful for explication
occasions,”

and many for application, unto particular
Hooxker.

chord of the third bar, move in octaves wih

which is but a trifling offence against musical




20 INTRODUCTION

Young ladies are sometimes partial to national melodies,
and although the above is inserted here as an example to
prevent the use of unwarrantable ﬁfths and eights’; yet it

" may be sung as a ballad, with a voice of small compass, to
the following accompaniment for the piano forte, which is
nothing more than the chords in the first stanza put into 2

little fashionable motion.

=

I love Matushka tushka he love me,

laws, as there is a double bar between them, which always denotes a repose s and in the third
bar one common chord succeeds another diatonically, but then it is in the contrary motion,

which was a favourite progression with old harmonists 3 and in the sixth

bar we have placed F where we used A in the other stanzas. This substitu-

o

tion of F for A, is called an Interrupted Cadence. In the same bar, and 1n the annotatlons
jtaz"é

which is a discord that will often be used in the succeeding examples, but Wthh we ought
aot to give rules for here.

to the second stanza, we have introduced the fourth accompanied by a fifth,
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The above piano forte accompaniment would be more
correct if the accented notes in the second part were less

crowded with bare fourths ; but they are so transitory, that

the ear has hardly time to be offended with this trifling de-
fect ; yet, if you sing or play these fourths, 3—]

in slow time, upon instruments which are capable of sus-
taining the notes, the effect will be as offensive to a nice
musical ear as consecutive fifths.

The last lesson ended with the interval of the minor

seventh, filled up by a major third and perfect fifth, and we

will begin this with the same seventh, ?%
but filled up with a inor third and perfect fifth, gg&,

which is a chord less agreeable to the ear than the former,

more restricted in practice, but not less essential to g regular
stream of harmony ; and in order to adhere to our promised

stmplicity as much as possible, we will select those notes

from the scale which require no accidentals (a) to exhibit

(4) Accidentals are the sharps, flats, and naturals, that occur in a composition which are
not marked immediately after the cliff. They are likewise called intermediate sharps, &c.

G
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1t, viz. ﬁl and if we operate upon this chord as we

O ,
did upon the other seventh, and place F for the lowest note,

thus, ﬁ 9—-—:, it then becomes, by the inversion, a

chord consisting of a major third, perfect fifth, and mMajor
sixth. There are more inversions of this chord, which we

shall speak of hereafter; for if the readers have been attentive,
and the lessons sufficiently explanatory, they will know

already as many chords as are necessary to accompany the
scale in the natural key of C; we will; therefore, finish this

lesson by using the diatonic scale as a bass, and exhibit the
accompaniment above it.

The general method of accompanying the scale in the
major mode of C.
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The harmony a little inverted, so as to produce a varied

and pleasing effect, by chords in both lines.

In the chords marked with asterisks are two octaves be-
tween the highest and the second parts, which is a-procedure
against the strict rules of theory; but, as one of the most
scientific musicians of the age has been delighted with the
eftect, I am afraid that whoever condemns it is a little over
nice, for I can with great propriety apply Dryden’s forcible
triplet to the excellent harmonist who considers the above

transgression as obeying the call of nature:

(<

——thou

“ Know'st with an equal hand to hold the scale ;
“ See’st where the reasons pmch, and where they fail ;
“ And where exceptions o’er the general rule prevail.”
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Another method of accompanying the scale with common

chords only :

L
e
r{t 3.9

1/

-

=% —
oy -—=
)

L] -

(A

o L 0L

In the foregoing examples the smallest figure is placed at
the bottom and the largest at the top (which is the general
method of marking thorough bass); but some composers
have been serviceable to young practitioners, by placing the
figures according to the position of the chord.

(o) There are no figures marked to any of thofe notes, as it is a general rule to play a
eommon chord to every bass note without a signature.

(8) In the accompaniment of the scale, page 22, to this note, we preferred the octave to a
double sixth, and by that means avoided the consecutive fifths which are visible here between
the second and third parts; but as this scale was written by a master of acknowledged
abilities, a faithful transcript is given, the objection stated, and a correction attempted for the
consideration of the attentive reader.
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~ The stroke which is added to the 4 and s in the last bar
(although it does no harm) is superfluous ; because F and D,
placed below B, in the natural key of C, give a sharp fourth

===
but it is absolutely necessary to add a dash to the six in the
thi;fd'* bar, because F sharp; in the treble line, is not marked

at the cliff g cénsequer_ltly is there an accidental %

and all accidental sharps, flats, and naturals, are, or ought to

& L ] &
Cy, Signiried 1n thorou dSS 3
’ . O
F _ .
- " — - - — [ -
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and sixth, without any additional mark ;

Gentlemen who perform upon instruments which are
incapable of sounding all the notes of a chord at the same
Instant, may convert harmony into melody, by a method,
which, T hope, will prove as useful as it is novel. In the
following, as well as

regulating note, which bears the chord that the
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The intervals!iate ¢ounted i‘i‘p{:xraifds“ from:izhat note;,- and: the
<ounds of each chord are pe'ff(')rme'd one after the other.
" EXAMPLES.

o shguili— -

+ P, — o e S — - -

- ._’I‘;h@_eommon: chord to C and its derivatives reduced to

b —ahilanli—

melody: - -

Pﬁrﬁi;five. L o First Derivative. Segbnd: Derivative.
The common -chord of A, with a minor third, and. its

derivatives in a similar manner :
IR

Primitive. First Derivative. ~ - "Second Derivative.

The chord df the mindrh seventh to G, accompanied by a

major third and perfect fifth, with its three derivatives :
“ 6 6 '

-

. ]

Second Derivative. Third Derivative.

The minor seventh to D, with a minor third and perfect

6
5
3

:

./ ..
Third Denvative,

Second Derivative.

Primitive, ~ First Derivative,
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The chords; which accompany the scale, taken in a
melodious manner, for the use of those who do not cultivate
keyed instruments:

=
Sy

There are many persons who can sing one part and play
another with the violin at one and the same time, and for
that useful practice various accompaniments to the scale, in
different measures and keys, will be given in the other parts of
this work ; but here we will confine ourselves to the key of C.

(a) As we Fproceed further the signatures of thorough bass will be very much abridged ;
but it is as necessary, for the young musical student, to see the chord completely figured, as

it is for a learner of languages to see Manuscript and Manuscripts written at length, before
he is taught that MS. and MSS. are contractions of the same.

(8) A stroke, or dash, added to a figure, raises rhat hgure, in pitch, a minor semitone.
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Our chords have hitherto been formed with the notes of
the scales in the natural keys of C and A, within the ccd:mp‘ass
of an octave, but we shall now soar a degree beyond it, and
exhibit that discord called the ninth (a), which in its most

simple form is written thus, g——————él and in four parts
. =
thus, E It 1s seldom used without preparation, and

it must be resolved (8). Correlli prepared the ninth with a

(a) The importance of which is fully proved by an observation which one of the greatest
musiclans, that ever existed, made to a young man, who had taken frequent opportunities to
xrender him little services, in hopes of being recompensed by a few lessons of composition ;
and was bold enough to ask this admirable master to instruct him how to set parts to some
melodies that he had invented ; but our voluminous composcr’s time was so fully, and so
nobly employed, that he had only leisure to teach him by advice in these words : ¢ Take
Correlli’s scores, and study them until you fully comprehend every treatment he has given to

the ninth ; and then, if you have genius, you may begin to compose.”

(B) When the note which makes the discord is in any part of the preceding chord, it is
called a discord prepared; and when it ascends or descends a tone or a semitone to. the

succeeding chord, 1t 1s called a discord resolved.
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third iS_EQZB.:' or with a fifth % But, when-

ever any of hlS pupils prepared it by an c1ghth he used to

ot

When a single nine is marked to a composition in four parts,

cry out ¢at¢ivo, which is the Italian word for Bad.

1t is accompanied by a third and a fifth,

A, TN
I

The ninth is very often accompanied by a fourth and fifth,

but then it is marked with a double row of figures,
In three parts the fifth is omitted.

F
thus,
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and by adding two parts above these thirds, we shall have the

)

ninths in the upper part.

-
L#

A1 T
| ‘

o~

The following Ariettina supplies us with an example of

ninths in the second part.

(1) This skip of a sixth, with both parts in a similar motion, followed by two major thirds
and an octave, should rather be avoided than imitated.
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These next examples are terminations of two well known
instrumental compositions, in each of which the ninth is

clegantly accompanied with a third and fifth.

I have but given a short sketch of the ninth here, as it
will be fully exemplified, with its various accompaniments,
preparations, and resolutions, in the succeeding rotation of
chords, which are so methodically arranged, that diffident
composers, and young performers of thorough bass, may
compare their exercises with the musical classicks, and turn
to the particular chords, which their genius has inspired

them to use, as expeditiously as they refer to a dictionary for
the authority of a word.

; (a) This passage may be useful to those who are ambitious to reach a tenth on the plano-
orte. |



PRELIMINARY ADVERTISEMENT

TO THE

SECOND PART.

%

WHOEVER reads thus far with more patience than
memory, should skim over the first part once more betore

he proceeds to the second, as it is a key to the following
harmonical miscellany, which contains extracts from the
compositions of thofe who should have written more, those
who should have written less, and those who should not have
written at all,~Fhe critic will perhaps include me in the

latter number ; but L’Estrange says, ¢ It 1s every man’s duty
to lsbour in his calling, and not to despond for any miscar-

riage or disappointment that were not in his power to

prevent.”’
Compositions are frequently overrated and undervalued by
prejudice, therefore it appeared to me to be the most liberal plan,

to let every musical illustrative example recommend itselt by
its own intrinsic merit, and not by the name of its author.

Beauties are often found in strains which are seldom heard,
and many of the most popular compositions are not entirely
irce from defects ; but, I should have betrayed a malignant
mind, if I had made my selection to exalt a friend, to depress

an enemy, or to diminish the happiness of any contented
K
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fami]y by an attempt to inj ure 1its supporter in his professional
practice. -

 Without a name, reprove and warn,
‘“ Here none are hurt, and all may learn."”

That ear, which has been too much cultivated, will be

more delighted with the chromatic part of the succeeding
pages, than the diatonic; but I hope that no sophistical
argument (), or astonishing musical difficulty will either
confound the understanding, or vitiate the ear of Nature’s
musician, so.as to allure him from captivating simplicity, for
I here subjoin a divine composition, as an example, to prove
that a few simple notes, properly put together, are capable of
expressing the utmost sublimity.

a- lone in thee, a-

we trust a-lone in thee, a- lone in thee, in thee, a-

(a) i the passions of the mind be strong, they easily sophisticate the understanding, they
make 1t apt to believe upon every flender warrant, and to imagine infallible truth, where
scarce ony probable shew appeareth. Houx£R.
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lone, a-lone in thee we trust, in thee O Lord,
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lone, a-lone in thee we trnst, in thee O Lord, in thee O

thee

we trust,

a-f_lone in  thee we trust, in thee O Lord, in thee O

Ritornel

O Lord we

i< f— -“'—_
= ¥ o |
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lune In

trust a-

Lord, O Logd we  trust a- lone i1n thee,

o i =+
. -
_ " ‘ ) .-t

Lord we  trust a-

4
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Another instance of simplicity and sublimity.

Sanc- tus

6
4

S4nc- tus,




AN

INTRODUCTION 10 HARMONY.

PART THE SECOND.

‘¢ Now shall the keys their bold mutations ring,
“ And bards immortal sweet chromatics sing.”

A SCALE of intervals which will occur in the succeeding

pages.
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The last bass note of every regular composition is called
the key note, which, in full harmony, ought to be accom-
panied with its common chord. If the third be major it is
called a sharp key, and a flat key when the third is minor.
The composer may pass through several subordinate keys in
the course of a long movement ; but he must be careful to
make such mutations as will admit of a natural return to the
principal key.

Those notes which are marked with asterisks, are chosen

by the best composers for principal keys; and harmonists who
L
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have courage and skill to attack and conquer difhiculties,
frequently introduce the others in their deulfa;ions.

We observed, in page 2, that it would perplex the be-
oinner to explain the difference between a major and a minor
sernitone zhere(a), but it is absolutely necessary to acquaint
the improving and persevering student with it here, lest he
should, for want ot such information, write D sharp for E
flat, and, vice versd, E flat for D sharp, a mistake that is often
made, and probably originates from both notes being sounded
with the same key®; but D sharp is only a minor semitone,

whereas E flat is a major semitone above D natural :

Example, %@) ﬁ and upon instruments

that are capable of a perfect intonation, the difference between.
them is very distinguishable, which proves the necessity for
the composer (as well as transposer) to be correct in this part
of musical orthography(c).

(a) An advocate for correctne<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>