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THE TRANSLATOR'S PREFACE.

IN as far as both the author and myself are foreigners, and strangers to the
public whose favor we wish to gain, we must find ourselves in the same predicament ;
but there is this wide difference between our respective positions, that Dr. Marx can
point with well-founded pride to the verdict which another nation has already pro-
nounced upon him and his efforts ; whilst I have nothing to recommend me but my
good intentions and the circumstance that I emerge from obscurity under the shadow
of his wings. I may, indeed, hope that the perfections of the great master will pro-
cure a kind indulgence for my short-comings ; but still I should have hesitated to
undertake the translation of his works, had not this, to me really difficult though
pleasant task, been imposed upon me by a sense of duty.

It was but natural that I should feel aniioug to see the works of a man, to whose
teaching I owe every thing I know and am, introduced to a nation not less envied
than admired by him and so many others of his countrymen ; it was equally natural
that gratitude for innumerable acts of kindness received in these hospitable isles should
create in me a desire to make the only return it was in my power to make, by open-
ing to England’s connoisseurs and lovers of music the rich stores of knowledge and
experience treasured up in those works. Had another man come forward to under-
take this task, I should have been but too glad to escape the perils of a public ordeal ;
but when no such man appeared, my wishes became a duty, and happy was I to find
that the generous enterprize of Messrs. Robert Cocks and Co. would enable me to
fulfil it. If, in doing so, I am at the same time doing a service to that art whose
humble follower I profess to be, it is an additional reason for me to rejoice at my
fortune.

I fear there will be found many and great defects in this my first essay to *“ write
a book” in the language of my adopted fatherland ; there would have been a great
many more in it, but for the assistance of my untiring, much-respected friend, James
Clarke, Esq.  For all the good qualities of this translation the credit is due to him;
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its imperfections alone are my exclusive property. Still I hope the latter will not be
found so many or so great as to outweigh the merits of the contents; although the
haste with which I had to work, in order to enable the Publishers to bring out this
edition simultaneously with the German original, prevented me from bestowing upon
it all the care I should have wished to be allowed to do. I trust the second volume
will do me greater credit.

It is due to the publishers, as well as to the public, that I should state, in con-
clusion, that this part of the School of Composition has been entirely remodelled by
the author, and that, therefore, no translation from the third, or any previous edition
can be considered as an accurate exponent of the author’s system, as it has developed
itself since the establishment of the Berlin Academy of Music.

AUGUSTUS H. WEHRHAN.

Dublin, June 26, 1852.



PREFACE.

FuLLY appreciating the honor of seeing my works introduced to the British nation,
I also feel the desire of gaining that favorable regard from the English public which
has been accorded to me by my own countrymen. The diffidence of a stranger, who,
although conscious of his honest endeavours, and having reason to hope that he will
be kindly received, still leads him to seck a connecting point for mutual understanding.

True it is that the English and German nations are by no means foreign to
each other, either as regards origin or mental characteristics. However great and de-
plorable to a German may be the difference between their external condition, they are
kindred people, and more intelligible to each other than can ever be the case between
the German, or Roman, or Sclavonic races. The brightest star on the British horizon
—SHAKESPEARE—is to us Germans also the “star of stars;” the offspring of
whose genius, 8o beautifully expressed by our own poet, we have all felt and ac-
Ikmowledged with delight and admiration. Were a farther and still more weighty
testimony than this appreciation of the exalted genius required, it would be iden-
tified in the language of the two nations.

Nor have there been wanting mutual relations in the art of sound to unite
the two nations in a bond of friendship. What German has not felt deeply in-
debted to the researches of a HAWKINS, or a BURNEY, and to the industry of those
collectors who first disclosed to us a new world of song—the Gaelic melodies—and
thereby enabled us to obtain an insight into the oldest epoch of music, which, strange
to say, is still alive on the highlands of the Gaels, in Wales and Scotland. And, to
connect the great with the lovely, who of the German contemporaries could ever
forget the silvery notes—the noble strains of a Novello—those *golden fruits in
silver vessels ! ” Nay, if a man were ever destined to serve both as the instrument
and prototype of the union of the two nations, who, in the field of musical art, could lay
greater claim to this distinction than the German, GEORGE FREDERICK HANDEL?
We are justly proud of him ; for, not only was he a German by birth, but he, also, in
his firmness and straightforward openness, in his faithfulness and loving- kindness,
and, which stands in close connection with it, in the power of his musical talents and
acquirements, revealed that true German character, which, under the disorganization,
the paltriness, and corruption of our political relations, has in so many ways been
hindered and crippled in its development, or altogether changed into its opposite.
But with perfectly equal right can England claim him as one of her own. There he
found a fitting station, while his native country only afforded him a choice between
the courts of her three or six Louis-quatorzes to become a limping follower of the
sole reigning Italian Opera, whose baby-shoes he had long cast aside. There he
found @ people (not mere submissive multitudes) that would appreciate his noble
and proud heart, who received him and his Maccabeean sledge-hammer strokes with
the mighty shout of *liberty!™ of «liberty or death!” and amongst whom he
could witness the irresistible powers of a people standing up for their rights, the
sublime feeling of national mourning, and of national devotion. There he found for
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his prayerful mind, estranged from the songs of the German Protestant Church, and
averse to Romanism, the solemn rites of the Anglican Church, which his worthy
predecessors, a TALLIS and a PURCELL, had, as it were, consecrated to him. We
Germans, although sighing over our old misfortunes, must yet acknowledge, and
(were it so decreed) acknowledge with gratitude, that our Handel could not have
raised himself to perfection but in the free atmosphere of England—in the bosom
of the kindred but happier nation.

Whether a time has arrived, or is coming, for the whole continent, shaken as it
is to its very foundations, when all genuine art must either be stified under bloody
decennial struggles, or will be driven to seek a refuge on happier shores, who can
tell? But this is certain, that Art, the lovely messenger of Peace, cannot raise her
voice among the contentions and hatred of a lacerating intestine struggle, or dwell
and diffuse her blessings amongst a people who, despoiled of their rights, and de-
moralized by treachery or brute force, drag along a degraded existence, under the
most narrow and anxious restriction. In such times—may they be spared to all, and
to my fatherland in particular—it is a last, but an abiding consolation to know that
nothing capable and worthy of preservation is ever annihilated ; that the living and
life-creating thought saves itself from the guilt and horror of the universal ruin,
and on better-secured and newly-erected altars kindles a new flame of the spirit
rising up to Heaven, more glorious than ever. Is it too proud an idea that this book,
should such a time ever come over Germany, might carry over to the kindred
and hospitable shores of England, a trembling spark of the once glorious and proudly
blazing spirit of German art? This is certain, that it would be both unjust and un-
reasonable to measure the intellectual power of the British nation by what she may
have achieved during some ten or twenty years. Her master-spirits appear more
isolated upon the field of art ; but they, like the incomparable HogARTH, and the in-
imitable BYRON, are more independently perfected. To the hosts of Italian and French
“ classics "of the middle ages, and modern times, England opposes one—but that one is
a Shakespeare—who, gigantic and immortal, comprehends and towers above the three
epochs of history. The life of nations is, moreover, a life of vast extent, which in-
cludes the most varied and often surprising changes. During a whole century, we
Germans have advanced in song—have lulled and purified ourselves in music and
in philosophy, as in the shaded waters of a lonely Druidical lake : while England
equipped her fleets, laid the foundation of the greatest empire in the world ; and,
from her own free womb, gave birth to the most free of all nations. Perhaps, the
solitude and quiet leisure of a people forced back upon their internal resources, was
the indispensable condition of that wonderful state between slumber and clairvoyance,
in which Beethoven was able to penetrate to the inmost recesses of the soul, and
there perfect his art ; as, long before him, it had been given to the German, Bach,
to behold and proclaim the mysteries of the Gospel in the symbolism of sound.
Perhaps, this dream, so full of sanctification and prophecy, is gone for ever, and the
art of sound, in union with her brighter sisters, destined to cheer the hearts and
adorn the festive days of nations now free, and, in their freedom, more nerved to
glorious deeds. But whatever fate may be in store for her, or us, we should prepare
a path for the future.

ADOLPH BERNHARD MARX.



FROM

THE PREFACE TO THE FIRST EDITION.

BeYoNnD what will be gathered from the contents of this work, its tendency can-
not be better explained than by the history of its origin.

Filled, from my earliest youth, with love for the works of musical art, accom-
panied by a desire to create similar works, and, after a long series of attempts, un-
aided by a teacher, hastily and eagerly availing myself of instruction, which, although
in many respects valuable, did not afford that practical guidance 1 so earnestly
sought, but rather, for a time, disturbed that natural artistic freedom which, at
least, had not been unproductive of works, I found myself continually forced back
upon my own resources; in boyhood and youth, every enlightening glance into the
relations of this world were denied ; my endeavours and desires left without a guide,
and, at an early period, even the external means of deriving benefit from a foreign
school were cut off.

But all this could not lessen either my love for art, or the impulse to produce.
And if, for some time, even the number of works which might have warmed and
edified my mind was indeed very limited, it only caused the few that were acces-
sible to be seized with greater eagerness; they were preserved and carried about
with the fondness of a lover, were again and again perused and studied with increas-
ing thirst for information. Every new acquisition, particularly the first score of
Mozart's Requiem, was an event; every new acquaintance with a new master, after
Mozart, Haydn, then Beethoven, Handel, Gluck, finally Bach, not to mention other
names besides these most beloved ones, might be termed an epoch in my life.

But intimately connected with this love was the idea, that the calling of an
artist was & holy one, ahd that only the most mature and severe preparation could
make a man worthy of venturing to follow, though timidly and at a distance, in the
path of those highest of the masters. Ideas gradually unfolded themselves in my
mind, the realisation of which I still partly see before me as the dearest task of my
life, and of which all other labours and attempts (for the most part carefully con-
cealed) were looked upon as mere preparations. All accessible works on theory and
practice were seized with eager grasp, and rigorously worked through, in toilsome
vigils, because 8o many hours of the day were absorbed by other less beloved but
imperative duties.* How tediously did these impediments oppose my desire to see
those ideas and plans soon, or ultimately, accomplished! Sometimes the remem-
brance of those who were so much greater—a Haydn or a Gluck—who only at a
late period of life produced their highest works, and only then, gave proof of the

* The subsistence of the parent and other members of his family depended on his exertions
and success in the legal profession, for which he had prepared himself as a means of living.—
Translator.
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vastness of their creative powers—or of Mozart, the early beloved master, who had
been obliged, with heavy sighs, to spend so many of his dearest hours, even in his
ripened years, in the fruitless and much-disliked toil of concert giving and teaching,
could keep up the drooping spirits. But it was Bach’s immeasurable pre-eminence
which finally nerved my resolutions. As every thing else is given to men at the
proper time, so was I led to Bach at that moment, when only the highest model of
artistic industry and artistic perfection could encourage to new attempts and patient
exertion.

Who, that has studied the theoretical works of Kirnberger, Marpurg, Albrechts-
berger, Gottfried Weber, and Reicha, or examined Logier's clever System, is not
deeply indebted to them for information, and help of every kind? I, too, confess to be
their grateful pupil ; and hope that this work will give proof of it, though its purpose
and form did not admit of many quotations. But, that practical guidance which I
most anxiously sought and required, the information, how that artistic skill witnessed
in the works of the masters could be acquired,—how to read and understand the
language conveyed in the symbols of the wonderfully beautiful and enchanting world
of sound, and to become a master, at least of its technical forms,—this I found in
none of these works; and I may state this candidly, because the feeling of gratitude
for what I owe to those works is even stronger than I have, either here or elsewhere,
had occasion to express.

From the beloved scores arose, always more clear and convincing, a spirit which
is the same in all art, opening to our view a general idea of art, and of every special
work of art, which, like the soul in embryo, germinates, and determines in advance
the entire form and minutest details of a work,—that spirit which, when it kindles
the loving flame in the breast of the artist, is called by the name of inspiration. The
more I inquired, the more I became convinced of what my own innate consciousness
had told me long before—that there was, either no spiritual life at all in art, and
every thing was mere mechanism and playing with the senses, or, if a spirit really
existed in it, that this spirit must originate and rule the whole as a living organism,
like the head, under whose influence are all the members of our body.

A school of art not proceeding from this original source, or deriving from it,
without exception, all its doctrines ; which separated the contents from the form
(the soul from the body)—invention from execution; things which can be taught
(harmony, counterpoint) from things which cannot be taught (Melody : Form)—
which consents to give up its own internal unity and necessary completeness; such
a school of art has not completed its task, however meritorious and indispensable it
may be as a preparation. When it was asserted that melody could not be taught, but
was a gift of Nature, the reflection was unavoidable, that it must be possible to
discover some general principles of Melodic foundation * ; and also, that a higher
perfection in harmony requires talent and genius. At the same time that the effect,

* Reicha alone was in the track of this truth; he demonstrated and censured the partiality
of the old theory, but was deficient in penetration. His imperfect conception of the real
nature of art, his want of method, and the prestige of the old school, prevented him from
accomplishing what he had perceived to be right and necessary, although his great practical
knowledge would have enabled him to do so more successfully than any of his theoretical
contemporaries.
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more or less pleasing, of certain combinations of sounds upon the ear appeared, after
all, to be the original source and foundation of all harmonic rules and prohibitions,
all scientific works, and especially those of the highest pretensions, preached a doc-
trine opposed to sensual gratification ; although the founders of these rules themselves
did not dare openly to confess and maintain their narrow principle. When, amongst
80 many forms, only so few, and these merely on account of their suppcsed difficulty,
as special tasks for mental calculation and combination, were included in the course
of instruction, so partial a development naturally led to a farther search; and it
soon became evident that all varieties of form were equally necessary and intimately
connected, that each was created and animated by the spirit of art, no form being
a mere lifeless mechanigem, or, in its place, more difficult than the rest. Thus,
having art in every form, and pleasure at every stage of the pursuit, the School could
now insure artistic training and enjoyment in the place of anti-artistic exercises.

These ideas, which gradually developed themselves, as the author advanced in
his studies—(for who has ever done learning? and how far does the author still
know himself to be from his mark !)—were tried and confirmed by the practical test
of long private, and afterwards public, instruction, since 1850, when a professorship
of music was founded for him at our University. In the strictly academic point of
view, it was necessary that critical, historical, and philosophical lectures on art should
be distinctly separated from purely practical instruction in composition. Although,
at the time of a still doubtful beginning, the latter was also, at first, given in the
form of academical lectures, yet the growing circle and interest of the audience,
which was joined by a number of musical students and teachers, soon led to instruc-
tive meetings, which were devoted to the interchange of ideas, performance, criticism,
and correction of attempts in composition.

Here, then, it was needful strictly to define and keep in view the idea of a
school of composition, to impart to it truth and reality. Here I had before me
youths devoted to art and science, each individual possessing the same desire which
had grown up in myself from my earliest boyhood. How natural and animating
was the desire that my night watchings and pains might prove to have purchased
for them days of joy and hope! Could I prevail upon myself to withhold from
them the gratification of their desire to create works of their own, that artistic self-
activity which is the reward of faithful study 2 Could I have entangled them in the
mazes of those unartistic exercises which have been so long, and are still so
frequently, the fruitless torment of those who want, but do not thereby learn, to
compose ? Could I have met these intellectually advanced young men with a plan-
less routine, which imposes upon the learner innumerable trials and troubles, because
it cannot distinguish the essential from the accidental, and which, even after those
innumerable trials, is never sure of having attained its end ? Could I have defended
against such pupils a set of rules for the combination of sounds and chords, so as not
to produce too disagreeable consequences? Or could I have dared to approach them
and their works, growing richer and more extensive day by day, with ill-founded
sesthetical aphorism, as was once the fashion of teachers, or with rules which intimi-
date, instead of encouraging students, with prohibitions and limitations, instead of
advice and assistance? Their own consciousness, and every glance into the works
of art, would have contradicted my teaching.
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In the works and genius of art alone, as both are interpreted by the idea of art
dwelling in the breast of every individual, was to be found the foundation, method,
and complete development of a real School of Composition. Out of this perception
arose my system of instruction and the plan of the present work. Explanations
addressed to the immediate perception of each individual (Introduction I), pro-
ceeding from the most simple forms, and, while gradually developing themselves,
noticing and pointing out the different roads that offered themselves, and the conse-
quences to which they led, all without any apparent coercion, but according to a
well-considered plan ; afterwards analyzations of masterpieces in every special form ;
on the part of the student, continual activity and artistic cultivation ; finally, joint
examination of specimens and models ;—these began to form the characteristic features
of my system of teaching; and the uninterrupted zeal and cheerfulness of my pupils
was my immediate reward. Even the scientific demonstration of the different
doctrines was excluded, and reserved for separate and purely scientific lectures, in
order that the artistic life of the School might not be disturbed.

This entire course of instruction was gone through, first in three, and afterwards
in four, terms of six months each. Its plan and contents I have attempted to lay
down in the four parts of the present work. During its progress, the last misty
vapour that had still hung over the prejudice, according to which, doctrine and prac-
tice were considered as functions and directions of the mind, opposed to each other
and not to be united in one and the same person, has been dispelled. Only false
theory, which separates itself from the true genius of art, is foreign and disturbing
to the active workings of genius; the proper theory is no other than that con-
sciousness of the spirit of art, which every genuine artist possesses, but which is un-
known to a mere routine artist and mechanic.

Let any one only read Gluck and even the more sentimentally inclined Mozart ;
let him ask Beethoven and Haydn ; they all have either expressly asserted, or proved
in their compositions, that they had the clearest perception of the spirit that dwells in
the different forms of art. They only wanted a more scientific education, or perhaps
an external inducement to develop a theory quite different from that of those who
were mere scholars, but no artists. ~ Nor have these men and their distinguished
brother artists been made by the old theory; they became what they were in spite
of it, finding out the right paths by their own deep reflection and research; as we
see, from the constant contradiction between their works and the doctrines of the old
school, that their genius was able to raise itself above the errors, impediments, and
drudgeries of that school.

The task of the artist has no bounds, his time of apprenticeship never ends, up
to his last work he is never allowed to rest.  For this reason, it is the more to be
desired that he should not be tormented during the time of his preparation, that he
should lose none of his precious days ; but that they and his undivided powers should
be spared for those immeasurable tasks that lie before him. This should be the aim
of every school of art; it was mine in writing this work.

' A. B. MARX.

Beriin, 23 Aug. 1837,
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IN the fourth edition of a work which is devoted to the service of art in its purity
and truth, in the midst of times in which the pure and the true, either in this or any
other sphere of public life, cannot boast of many triumphs, the author beholds a pledge
that there are many here and elsewhere who, in love and faith, cling t6 the good
cause with the unshakeable confidence that it must finally prevail, however great the
confusion and falsehood, the obscurity of the vicious caricature of many an evil day,
that now stares us in the face. One people, one existence, one progress, and one de-
clension in every channel of life. ~ Hypocrisy or transient self-delusion may open a
hopeful prospect, now to the left, now to the right; but let no one fancy or expect that
a better spirit will prevail in his particular sphere of life than in the general life of
the community. Least of all, in the walks of art. The artist, of whatever rank, and
and in whatever position he may be placed, however foreign the tasks to which he
may devote his life, he, above all others, is the child of his times and of his nation.
His ideas, views, condition of mind, even his means of operation, every thing belongs
to his people and his times; his creation is the ideal representation, the spiritual re-
flex of the world as it was at the period in which he lived. In the more uniform life
of antiquity, this relation is marked so distinctly, that Zschylus, Sophocles, Euri-
pides, who stand near enough to join hands, that Aristophanes, the immoral castigator
of immorality, look down upon us as so many portraits of hellenistic epochs of life.
In modern times, when culture, classes, and interest are so much divided, the artists
represent to us, each according to his individual position, the relations and conditions
of the disunited national existence. ~ As the times of chivalry were once reflected in
the lays of our Minnesinger, and the days of the guilds in the rhymings of the
Meistersinger, 80 Goethe is himself the clear reflection of German depth of feeling and
German strength of mind ; as it manifested itself in those days of our fathers, when
it was allowed and possible to forget the necessity of national life and national history,
contenting oneself with the contemplation and cultivation of natural, domestic, or cos-
mopolite relations; so Schiller joins his voice enthusiastically in the unreal, but, for
this reason, the more intoxicating dithyrambics of German youth, revels with them in
that ixiontic love which, disgusted with the paltriness and painfulness of reality, raised
its longing arms to visionary forms in the sky ; a love which, though it had not the
knowledge and power to ennoble that repulsive reality, was still full of blessed pro-
phecy for the future, even for our future, which will and must rise, healed and purified,
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out of, and in spite of, the present times of brute force and hypocrisy, of deceit and
self-degradation.

The same may be read, line by line, upon the face of the art of sound. It, too,
lives with us, tells of our joys and sufferings, sinks in feeble and corrupted times, and
rises at the approach of better; a faithful echo of every sphere and direction of
national life. Thus it was always, thus it is now.  Neither it, nor the existence ot
a people can be fully comprehended without this perception. ~ The glittering empti-
ness of our salons ; the languor of business, which tries to recover or forget itself in
trite love-stories and worn-out tales of intrigue; the affectation and conceited tire-
someness of * society,” and the * mixed pickles” of forced effects and contrasts, of
sweets and acids of all kinds which flash up like galvanic sparks; the effeminate
dallying with sweet sorrows, with dilute and over-moderated passions, half truth and
half lie; that modern pietism which tries to conceal or stiffen up its impotence and
want of faith, by imitating the forms and ceremonies of times strong in faith and
truth : all and everything must appear in our art as it appears in general life, so
surely and unavoidably, as the new idea, wherever it has been awakened and shown
itself, has not been able, or permitted, to prevail in times like the present. This is,
however, too important and comprehensive a subject for a few passing remarks ; there
will be an opportunity elsewhere to do justice to it.

But it behoves all of us, who confidently await a rise after the present fall—for
8 new life coming out of the very graves—it behoves us to be steadfast in our ad-
herence to the truth ; to beat a path and open the gates for its final victory.

Thus the honoring admonition of a new edition has found me also, faithful and
untiring in the discharge of my duties in the service of truth. In this, I derived
great assistance from my connexion with the Berlin Academy of Music (established
a year ago by Messrs. Kullak, Stern, and myself*), as it afforded me an opportunity
of testing my system and method of teaching on a number of young persons, espe-
cially intended and preparing for the musical profession, in a course of lessons, in
which I was, both artistically and technically, more free than in my academical lec-
tures. If my system and method have come out of this trial unchanged in any
essential point, it must be ascribed, not to a relaxation of my feeling of duty, or, far
less, to a vain-glorious self-sufficiency on my part, but only to the fact, that the new
experiment has confirmed my former convictions.

I am still of opinion, as I was when 1 wrote the preface to the third edition, that
the object and task of a school of art is:

To assimilate a thorough and most comprehensive knowledge of art with
the consciousness and feeling of the learner, and to make it, from the
commencement, lead to artistic activity.

Neither abstract knowledge, nor mere technical training, constitute, or can even
prepare, the education of an artist; both are the very opposite of art, and it is the
hereditary sin of the old school} that it so obstinately refused to go beyond, or relin-

¢ Full particulars respecting this excellent Institution will be found in the third number
of * Cocks’s Musical Miscellany,” a musical journal full of interesting information, and justly
deserving the great patronage it has obtained. —7¥s.

+ Compare  Dis alte Musikichre in Streit mit unserer Zeit,' by the Author.
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quish this anti-artistic tendency. But neither can a circumspect and competent
observer approve of the attempts (as made, a century ago, by Riepel, and afterwards
by the talented and methodical Logier) to teach how to compose pieces of music as a
watchmaker learns to put together the different parts of a clock; to mechanize the
art of sound, instead of causing it to grow in a living form out of the mind of the
student. On the contrary, as every artistic act is the effect of his own free will, and
neither a matter of routine nor mere abstract thought, but embodied mind, so it
should be the constant aim of every school of art to lead the student to the most con-
vincing perception of its doctrines, and, through this, to energetic and joyful activity.
By these means united, it should endeavour to impart to him that certainty which
ariges from our own well-comprehended experience ; while it should take particular
care to foster in him that longing desire for new deeds and new progress, which ap-
pear to me the condition and mark of a genuine artist.

This principle, connected with the idea of the purpose and meaning of art, as it had
ripened in me from my early childhood out of the study of works of art, and my own
artistic activity, and was confirmed by the examination of all historical developments
in art, by the growing approval of men most capable of judging, and by my long and
continually increasing experience, has now, as formerly, been my guide in the com-
position of this work. To impart life and fertility to the continual alternation of
theory and practice, of law and freedom, of form and contents, of melody and harmony ;
or what may be the other modes of contrast, which, in reality, are indivisible : this
has been again my principal object.

It would be a pleasure to me to explain my method of instructions more fully,
especially to those teachers who have not had many opportunities of making obser-
vations; not because I am vain enough to believe that I could teach them something
quite new, or exceedingly important, but from a sincere desire to share with them
the profits of my experience. But here the insufficiency of all written instruction
without the advantage of direct demonstration is felt most strongly. Books do not
educate : it is life which educates. Only when life is acted upon through life, then
the written word can become a means,—and a most powerful and beneficial one—of
collecting the experience and knowledge of many lives, so that not every individual
existence shall stand alone, or its operation be confined to the comparatively small
circle of immediate connexions; that not every labourer unconscious of, and unaided
by, the achievements of his predecessors and contemporaries, must either commence
his task anew, or, in order not to be altogether isolated, become the adherent of
musty traditionary usage. This want of connexion and mutual relation between the
written theory and living practice, has been a long and frequently perceived deficiency
of our schools of art. Even in later years, we have been obliged to witness how
teachers undertook to train artists, or lead to a knowledge of art, by means of written
information, while their own illustrations proved that they themselves had not even
mastered the practical rudiments of composition ; and how, on the other hand, really
clever composers ventured to become teachers, on the strength of their practical pro-
ficiency, scorning every technical, psychological and other available means of education.
The incapacity of the former is soon discovered; and so that of the latter. It is but
too common and wide-spread a prejudice, that a clever, and much more an excellent,
composer, must on that account also be a teacher, while it is so easy to perceive how
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indispensable are many other acquirements to a man who would teach his art. In
logic this has long been proved, and in music also we have had many instances
(W. A. Mozart, L. v. Beethoven, &c.), showing that great artistic and great technical
proficiency are not so necessarily, nor so often combined, that the one should be a
sure proof of the existence of the other. The teacher of an art must have the know-
ledge, practical skill, and disposition of an artist; that is to say, he should be an artist
himself; but this will be of little avail, if he have not also acquired a full possession
of, and practice in, methodical and all other auxiliary knowledge which a teacher is
expected to possess. However rare this twofold proficiency may be, however diffi-
cult its acquirement, still, on mature consideration, every one will acknowledge its
necessity. '

In accordance with these ideas, my method of teaching is directed from the
very onset to intuition and practical application.  Only so much is explained, in a
purely didactic manner as is necessary to make the student acquainted with the
characteristic features of my method, and the manner in which he is expected to take
part in the lessons. With the first series of notes (the major scale) the instruction
assumes its peculiar and never-changing character : continual activity in the field of
practical composition, and careful examination of every form produced. When the
student, by the aid of his master, has become aware, what each of the successive
forms or combinations contains, and in what respects it is still deficient, he will, if
talented and eager, generally, himself discover what it is most necessary to do, and
how it can be best effected ; while the least gifted pupil is sufficiently prepared to
comprehend and profit by the explanations of the teacher. Thus the student finds
himself, from the commencement, artistically employed, and moving in the atmosphere
of his future life ; and the labour of the teacher also retains its artistic character and
freshness ; neither in his mind nor in his works need he fear the old destructive
schism between art and doctrine.

This mode of teaching proves most animating and effective in the instruction of
only one or two pupils at a time, who, sitting by the side of the master, watch his
pen, and are frequently called upon to take the pen themselves, or to give advice
how to proceed in a work commenced; how to explain, improve, or avoid this or
that doubtful case. The more the learner is ready and eager to anticipate his master,
to find the required explanation, expedient, or means of progress by himself, the
better the teacher appears to me to have accomplished his task. Even erroneous
propositions by the student (especially in more complicated cases, as the fugue and
sonata forms) are now and then taken up and carried out, in order that the student
may perceive, from the consequences arising out of it, at some place or other, both
his error and its effects at the same time. I do not consider it right, at least not in
the teaching of art, as at the moment of artistic creation the individuality and the
subjective feeling and will of the composer must always be the last arbitrator, to cut
off every error assoon as it appears; but prefer to let the pupil put his idea to
the test, so that the error itself may become the instrument of its own eradication.
An error of which we have become convinced is a progress: one that has been
merely repressed, always threatens to reappear.

It is obvious that a teacher who has to instruct a number of pupils at the same
time, cannot pruceed with equal freedom and facility, as the individual differences of
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talent, industry, and character, cannot be so well observed and turned to account in
a class, as when there are only one or two pupils. On the other hand, the emulation
and mutual influence which class-teaching is calculated to create amongst a number
of well-behaved pupils, are advantages, which, in some degree, compensate for the
division of the teacher's attention. On this subject, I cannot here explain myszelf
more fully ; but a more suitable occasion for doing so will occur.

Berlin, 30tA of May, 1862.
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INTRODUCTION.

1. Tae IMMEDIATE OBJECT OF THE SCHOOL OF COMPOSITION.

THE immediate and purely practical object of this School is to give instruction
in musical composition, or to enable the student (natural ability and practice being
implied) to become a composer. This it can only fully effect by teaching and
assisting in the acquirement of all that a composer, as such, finds incumbent on
him; and comprises no less than the wkole art of music.

For this end, it has, firstly, to impart the necessary positive information on
subjects assumed to be previously unknown to the student (e. g. on the technical
treatment of musical instruments), whilst, on the other hand, it supposes that the
student is acquainted with the elements of the musical art, and is possessed of a
certain amount of general information; or, where more is necessary, to point out
the means for its acquirement.

1t has, secondly, to awaken and elevate the natural capabilities of the student;
and, thirdly, to give him that clear nmght into the nature and gemus of the musical
art, which is xndmpensable to success in composition.

But as genius in art is of a peculiar nature, so must be the instruction and
training of an artist. For arf is not a purely spiritual essence, like thought, with
which science has to deal; nor faith, which is a matter of religion. Neither is it
altogether corporeal or material, like the works of nature. Iz is a living spirit
revealing -itself in corporeally perceptible forms. A system, that would con-
fine itself to the abstract and purely spiritual elements of art, would not be a
school, but a philosophy of art. On the other hand, a system inculcating the mate-
rial elements of art, separate from its spiritual essence, would commence its opera-
tions with the destruction of art, and never bring the disciple to a full perception of
its true nature and genius. A true school of art, on the contrary, by developing
this genius, as a combination of the spiritual and material in all its expressions and
relations, will make its disciple, in the full sense of the word, a master of his art.
To him, the dead material would be a useless burden, which he would as little know
how to employ as the words of a language with whose meaning he was unacquainted;
whilst mere abstract ideas would fleet across his mind like shadows of life long past.
But the artist has not to look back to by-gone days ; his sphere of action lies in the
present and future. He may not play with expressions, of whose meaning he
himself is ignorant, but must endeavour clearly and definitely to reveal the inmost
workings of his mind, in the external forms of his art. In order to do this, he
must have acquired a thorough perception of the genius of his art, must have made
it entirely his own. Without such a thorough perception and spiritual appropriation,
no real artist ever has existed, nor ever can be imagined to exist.

B



2 THE IMMEDIATE OBJECT OF THE SCHOOL OF COMPOSITION.

2. Irs ArtisTic TENDENCY.

The ostensible object of this School being purely practical, :. e. to enable the
pupil to produce works of art, its teaching and training must also be of a practical
character, and in accordance with the nature of musical art. Although based on
scientific principles, the School of Composition has not to enter into scientific demon-
strations ; for the productive activity of the artist himself is not of a scientific
nature, although unconsciously founded on scientific truths. These final demonstra-
tions, and their proofs, the School of Composition resigns to the Science of Music.
The School of Composition has only to awaken and foster the gems that slumber in
the hearts of all who have a taste for music, and to cultivate in them a clear artistic
perception. Its first proceedings are directed to that innate feeling which may be
called the Artistic Conscience, and which is the first and last guide, not only of the
beginner, but also of the accomplished artist. All its proceedings, all its counsels,
and warnings, can be based upon this artistic feeling alone; for art exists only for
its own sake, and can only accept as law and rule what it is founded upon, and a
consequence of its own nature. For this reason, we may give to every individual,
who is conscious of possessing a susceptibility for music, the cheering assurance,
that this feeling alone is a sufficient guarantee for his being able to acquire all that
the School of Composition can impart ; for he carries in his own bosom that, on
which alone the School itself is based ; since it has no other object than to ripen the
natural sense into a clear artistic perception, by leading the disciple with a friendly
hand through the world of art, enriching and strengthening his mind with each of its
innumerable forms and creations. .

3. THE FurTHER OBJECT OF THE SCHOOL OF COMPOSITION.

Besides this most important purpose of awakening and developing artistic feeling,
which is indispensable to the future composer, this School of Composition offers
inestimable advantages to amateurs as well as professional musicians; especially to
the teacker or conductor ; to whom a perfect understanding of musical art is of
special value. This perfect comprehension of the genius and productions of the art,
and the development of musical talent in all its branches, can only be obtained
through such a course of study.

For music, as a moment’s reflection will prove, is an aggregate of innumerable
similar or dissimilar forms, which, combining or blending together in a thousand
different forms, present themselves to the hearer, fleeting and unrestrained, like
currents of air—or apparitions, confusing, in their eternal changes, even the sight and
ideas of the reader or performer who would fix and contemplate them, unless he has
learned the magic signs which solve the mystery of their existence; or has been a
participating witness of their creation, which he can only become by the aid of
instruction in composition. Without this aid, we may indeed receive an impression,
more or less deep, from the works of art, or may arrive at a superficial understanding
of their meaning, but never with certainty succeed even in imitating them; and
although, through long experience, a certain degree of practical dexterity may be
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attained, yet to penetrate into the depths of musical art, to understand and relish
8 musical production, not only in its totality, but also in its individual traits, to
perceive and follow the ideas of the composer through all the changes and combina-
tions which his creative fancy may employ—this perfect artistic maturity can only
be attained through indefatigable study. To the conductor or teacher especially,
this is altogether indispensable, not only because it leads him to a complete under-
standing of his art, but also provides innumerable methodical advantages and
facilities in the course of study.

4. THE EXTENT AND PLAN OF THE ScHOOL OF COMPOSITION.

It has been already stated that the School of Composition embraces the entire
range of musical art; that it contains all that, in the most extended sense, appertains
to musical composition. Only the elementary knowledge which is necessary to every
performer (whether singer or instrumentalist), and certain auxiliary acquirements
not directly included in the musical art, the student is expected to possess at the
commencement of this course*. According to the usual arrangement, the School of
Composition embraces :

1. Rhythmics, or the doctrine of Rhythm.

2. Melodics, or the doctrine of Melody.

3. Harmonics, or the doctrine of Harmony.

4. Counterpoint, or the doctrine of the invention and combination of several
different Parts. ‘

5. The doctrine of Artistic Forms.

8. The doctrine of Instrumental Composition.

7. The doctrine of Vocal Composition.

The first and fourth of these seven rubrics can only be treated in connexion
with others, so that only five distinctly separable branches remain. It is also
obvious that, although the abstract conceptions on which the above divisions are
based—as melody, harmony, rhythm, &c.—may be kept mentally distinguished,
yet art itself knows no such abstract division. There is no melody without rhythm ;
no composition consists of harmony only; not the shortest harmonious phrase is
imaginable without a melody ; nay, without several simultaneous melodies (in the
different parts).

As, then, the School of Composition is a school of art, developing it as it really
exists, it can enter no further into so unnatural a division than is absolutely neces-
sary. For, otherwise, it would proceed in direct contradiction to the indivisible
nature of art; nay, a separate treatment of its different branches would not be
practicable, even in theory. The doctrine of melody is not only inseparably con-
nected with that of rhythm and artistic forms, but also partly based upon harmony
and counterpoint ; as the latter again requires a knowledge of all the above branches
of musical study. One department only, the doctrine of composition for special

* The student who is in want of information on any subject relating to the gencral educa-
tion of a musician, may find it in the author's * Universal School of Music,” published by
Mesers. Cocks and Co.

B2



4 THE IMMEDIATE OBJECT OF THE SCHOOL OF COMPOSITION.

instruments, or the human voice, may for a time be set aside; and we avail our-
selves of this circumstance to avoid any unnecessary crowding of these subjects,
which cannot be treated separately. The School of Composition, accordingly, is
divided into two distinct courses ; viz.

THE DocCTRINE OoF PURE COMPOSITION,
AND
THE DoOCTRINE OF APPLIED COMPOSITION.

The latter treats of composition for instruments or voices, and the application of
music to devotional or dramatic purposes. The rest of the above seven branches
belong to the first course of the School.

5. THE Coumrsg oF PURE COMPOSITION.

The doctrine of pure composition commences with the most sim'ple forms, viz.
with single series of sounds. Out of the first tonal series, the diatonic (major)
scale, melody develops itself by the adjunct of rhythm, and simultaneously with
it appear the fundamental forms of all musical composition; period, section, and
phrase. Whilst the gradual development of these elements of art is still going on,
we enter upon a new basis; a harmony, which, proceeding from the tonie, divides
itself at once into two masses, and which, in contradistinction to the subsequent
more artificial harmony, is termed natural or primitive harmony. This new element
not only furnishes additional material for melodious combinations, but also becomes
the basis of composition in two parts. And now our periods assume the form of
real artistically constructed compositions.

Proceeding steadily upon the basis of the two masses of the natural harmony,
we arrive at the doctrine of the chords. The major scale is now also harmonically
established, and afterwards the development of the minor scale leads to a new series
of chords. The contrast between toric and scale, which appeared already in the
construction of the scale, reveals itself more clearly in the two masses of the natural
harmony, and assumes a most decided character in the fonic triad and dominant
chord, with its derivatives. The same contrast afterwards reappears in a more
varied form, as we learn to modulate from an original or principal key into foreign
ones, and thus to connect, in one and the same piece, two or more different keys,
just as we did previously the tonic harmony with that of the dominant—the second
harmonic mass with the first—the scale with the tonic itself.

We thus have not only obtained a greater variety of chords, but, in the combi-
nation of different keys in one and the same piece, we also discover the fundamental
principle on which the construction of the more complicated artistic forms is based.
"The knowledge of the different chords also leads to a new kind of melodious com-
bination. As we proceed, we learn to accompany every sound of a melody by a
separate chord, until eventually we arrive at the most simple forms of the prelude,
and the harmonic accompaniment of vocal melodies.

And now our harmony hegins to appear in a new light; we learn to consider it
s a simultancous combination of different series of sounds. These series of sounds
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gradually assume a more melodious form, and thus become independent harmonic
parts.  To this end, they call to their aid sounds not belonging to the original har-
monies (suspensions, passing notes, anticipations, &c. d&c.), and these again give
rise to new chords, new modulations, &c. &c.

The student is by this time in possession of a variety of means to distinguish
the mere accompanying or secondary parts from the principal one. He is next
instructed how to harmonize chorales, and this leads naturally to the consideration of
the church-modes; not only because a great number of chorales were composed in
these modes, but also because the knowledge of the old tonal system greatly assists
us to comprehend and properly value our own. ‘

After this, the theory of passing notes is more fully developed, and then all
melodic and harmonic means previously obtained are applied to the accompaniment
of secular melodies.

The doctrine of melody and harmony is now completed, and has already been
applied to manifold artistic purposes. This practical application, however, has rested
entirely upon external conditions, being dependant either on a given melody, which
was to be accompanied, but not invented or altered, or limited by the amount of our
means of expression. The principal object of this first course was, however, the
discovery and acquisition of artistic material; and the different forms of art (which
will afterwards re-appear in a more independent character) were introduced, not for
their own sake, but for the above purpose.

The whole development, as here delineated, forms

THE FIRsT CoURSE OF PURE COMPOSITION.

From this point commences the doctrine of the different forms of art, which
gradually develop themselves out of the materials obtained in the first course.

We continue from the commencement to distinguish, in our musical phrases, the
principal part from the merely accompanying (subordinate) ones. The consideration
of this form, which we term komophonic, leads us to the construction of dances,
marches, and similar compositions, which had already been attempted in the first
course, but could not then be sufficiently developed.

After this, we begin to consider harmony as a combination of different equally
important parts, each of which has its own form and character ; and thus we enter upon
the different forms of polyphonic composition, commencing with figuration, imitation,
and the different forms derived therefrom. But as there is no acknowledged prin-
cipal part in a polyphonic composition ; as all the parts are of equal importance, and
each may for a time become predominant over the others; the idea suggests itself,
of investing one after the other with the character of a principal or leading part. In
this idea have originated the different forms of fugue and canon, &ec. one arising out
of the other, according to the laws of simple, double, and multiple counterpoint.
The development of all these forms of art constitutes

THE SECOND COURSE OF PURE COMPOSITION,
OR,
THE DocCTRINE oF ARTISTIC FORMS,
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6 PRELIMINARY JUSTIFICATION OF THIS SYSTEM.

which completes the School of pure Composition; it is followed by the School of
applied Composition, which completes many of its doctrines, besides treating of the
subjects which belong to itself exclusively. Here, in particular, will be considered
those mixed forms (Rondos, &c. &c.) which require no particular practice in pure
composition, and are best applied immediately to special instruments or voices.

6. PRELIMINARY JUSTIFICATION OF THIS SYSTEM.

The direct advantage of this complete and systematic development consists in
this, that none of the subsequent forms, not even those which are considered the
most difficult (e. g. fugue and canon), present greater difficulties than any previous
one; for each is derived from and based upon those which precede it; and although
it may appear more complicated, and require closer application, the student finds
himself on every point prepared. Whilst thus one form develops itself out of
another in a perfectly systematic and rational manner, each presents itself as an
artistic structure, full of meaning, and an indispensable link in the learner’s course
of study. Thus the erroneous notions entertained by the half-informed, that certain
artistic forms (as the fugue) are obsolete or useless, fall at once to the ground. All
forms of art are in their place necessary and indispensable for the systematic
development and completion of the artistic education. This consistency of the School
of Composition is its second justification ; the first being, as already mentioned, the
extent and completeness of its design.

It is, however, obvious that this completeness, which the School acknowledges as
a first condition, must not be taken in a material sense. The School cannot possibly
enumerate and treat of all possible forms, especially as the progressing spirit of art
may daily produce new ones; nay, such a kind of completeness—if it were attain-
able—must be called destructive, as it would absolutely put an end to all free
self-action on the part of the disciple. But it is necessary that the School should
make the learner acquainted with all essential forms, and thence open the path to
all others, which have been already or may be hereafter produced. Only if it fulfil
this, the School of Composition is a real and satisfactory school of art, proving true
to the genius of art also in this, that it proceeds from the first outset, through all the
progressive stages of its course, in such a perfectly organic manner, that any further
development may be considered as a continuation of its course, but never can lead to
a contradiction of any of its former doctrines.

We have already perceived that a separation of the different branches of com-
position (melody, harmony, &c. &c.) would not only be opposed to the spirit of art,
but also practically impossible. From the above delineation of the plan which we
intend to follow, it now also appears that our own arrangement of the different
branches of the musical doctrine cannot be strictly carried out. A single series of
sounds, for instance, serves us to form periods which may constitute a real musical
composition ; so also two-part harmony is applied to the construction of pieces, con-
gisting of two or three strains. And yet, both productions belong properly to the
province of artistic forms. Contrarily, the doctrine of passing notes can only be
completed after the treatmeht of the chorale has been explained ; so also the relation
of two or more parts which may be inverted (double and triple counterpoint) ean
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only be fully developed in the doctrine of artistic forms, although both subjects
properly belong to elementary composition. Lastly, a certain portion of the doctrine
of forms must be reserved for the doctrine of applied composition. All these,
however, are not violations of the original plan, but rather so many proofs in favour
of our leading principle: that the nature of art itself, and not an abstract logical
divigion, must regulate our proceedings. It is an erroneous and only apparently
systematic method, to place together all things which may be classified under one
common rubric or name (for instance, the whole doctrine of harmony, or the fugue,
&ec. &c.), and to treat each of such divisions separately. Such a proceeding is contrary
to the nature of the subject, and must impede the progress of the learner, as it
overloads his mind with a mass of theoretical explanations and rules, which he has
no immediate opportunity of applying, and which hang upon his memory as a dead
weight ; having, possibly, lost all interest for him, when, at length, the time for their
practical use shall have arrived.

Our School, on the contrary, also proves itself to be a proper school of art, because
it leads the student, as soon as possible, to practical and really artistic activity, pro-
viding at every stage the necessary information, but no more; and immediately
bringing into practical operation every new doctrine and every explanation or rule.

7. THE NATURAL QUALIFICATION OF THE LEARNER.

Having pronounced the School of Composition to be indispensable, not only to
the future composer, but also to every musician desirous of acquiring a sound know-
ledge of his art, the question arises, what natural abilities are necessary? or, who
may derive from it the benefits it promises — Answer :

Every individual who feels an earnest desire to become more fully acquainted
with the science of sound, who takes a lively pleasure in it, and is endowed with so
much taste as every performer is required to possess.

But will the School of Composition enable any person, possessed of the above
qualifications, to become a composer ?

* To this question it is impossible to give an unconditional reply. So much, how-
ever, is certain, that any person possessed of sound understanding, and a tolerably
correct musical ear, may learn to produce all kinds of musical forms of composition ;
and this will give him a deeper insight into the existing productions of art. But, in
order to arrive at the highest perfection, there must be genius, a real creative power ;
and even the production of works of art, of a less exalted, but yet living and soul-
stirring character, require the possession of that natural power which we call talent.
He in whom genius is dwelling, will feel its presence at the right time and in the
right manner; and no person needs to intimate or can dispute its presence.
Talent, however, does not reveal itself sa directly and decidedly. The first sign of it
is the manifestation of a lively interest in the matter. It appears in many different
degrees, can be cultivated in different directions, and, if carefully fostered, may often
lead to happy and most important results. But to what extent and with what
success this natural power may be improved, no person can predict; neither he
who possesses it, nor any one else; it must be tried, developed, and confirmed. It
is but too often the case that vanity or a transient desire induces us to believe a
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talent t; be more brilkant than it really is. Apart from such an illusion, however,
which cur inward monitor will soon dispel, it may be generally and safely affirmed
that every persm who feels a lively interest in a matter—whatever it may be—
presesses mvwe talent for it than he is himself aware of, or believes; or rather,
every talent is capable of a kigher degree of improcement and development than
can pruvilly be foreseen. For it is natural that, without proper guidance, we should
often direct cur talents to tasks for which we do not poesess the necessary previous
infrmation, or whose real nature we do not fully comprehend : in those cases which
happen most frequently to really gifted individuals, a failure easily leads to faint-
bearterdness, and distrust in our own powers; because we are not able to foresee
bow far they may and ought to be improved by earnest application. He, there-
fore, who feels that lively interest, may confidently undertake the cultivation of his
natural powers, and expect that his success will be proportionate to the pains he
takes in securing it.

On the other hand, the most gifted person may rest assured, that without stwidy
and cultication kis talents will remain undeveloped and barren. The great masters
of all imes, from Palestrina, or Seb. Bach and Handel, down to Mozart and Beet-
hoven, were not only highly gifted, but also (according to the standard of their age)
deeply versed in their art; and where they were deficient in knowledge or practical
skill, nst even their genius could raise itself to perfection. If any one should,
nevertheless, doubt the necessity of preparatory study, let him only try his powers
without it, at a task of some difficulty ; e. g. a fugue or symphony ; or compare the
time and labour which he expends, even on trifling productions, with the ease and
ditpﬂchwithwhichamster-artistwomnplishessuéhmh. And, even if he should
fancy that he has been successful in this or that attempt, and that, although little
prepared by previous schooling, he may yet arrive at still more brilliant results, let
him calculate the time which his fancied successes have cost him, and consider
whether he is justified in hoping that the things which he may expect to accom-
plish will be worth the time and labour of a whole life. Let him not deceive himself
with the common-place objection, that it is the quality and not the quantity of his
productions which constitutes the value of a man’s labour. This is true in one
sense ; but no less an indispensable condition of success, is to kave accomplished
much. All our great masters have worked hard, many of them ineredibly Icard,
and only thereby became what they were.

8. PREPARATORY ACQUIREMENTS OF THE STUDENT.

It has been already stated (4) that the School of Composition only requires the
student to be in possession of that information which is necessary to every musical
performer, and is contained in every musical grammar. It is possible that a student
possessing this amount of information, if he be only a moderate performer, may
understand the doctrines of the School of Composition and master its difficulties ;
but it must be obvious that a high degree of skill (both in playing or singing) must
greatly facilitate the study of composition, especially when the student has accustomed
himself to take an interest in what he sings or plays, and to realize in his mind the
different musical effects, even without the aid of an instrument. Of all instruments,
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the pianoforte deserves a decided preference. Without sufficient skill in the treat-
ment of this instrument and in singing, great success in the study of Composition can
hardly be expected. He who can play a stringed instrument, and if possible a wind
instrument also, will soon discover the advantage of such an acquisition. In addition
to this, it is highly desirable for the student to make himself as much as possible
acquainted (both before and during his study) with the works of our great masters,
especially with those of Sed. Back, Handel, Gluck, Haydr, Mozart, and Beethoven,
and to warm and elevate his mind by their wonderful creations. Even if he should
not yet be able fully to appreciate one or the other, this should not prevent his con-
stantly returning to that very master whose works he relishes least, in order to over-
come the indifference which is only a consequence of the imperfect cultivation of his
mind. Nor should any kind or form of composition in which our masters have
written, remain unknown to him or be neglected. And this last admonition deserves
the more to be reflected upon and to be taken to heart, the more frequently modern
teachers (especially teachers of the pianoforte) not only neglect, and also lead their
pupils away from the older forms of composition (e. g. the fugue), but also from the
works of modern composers, even of Beethoven! (under the pretext that his writings
are not in the proper style of pianoforte music!! He, the perfecter of this class of
music up to the present day!)—directing their attention to a merely technical and
partial rule of taste in the art.

That, finally, a superior general education must be of inestimable benefit to the
musician, as well as to every one else, is self-evident.

9. THE TASK OF THE LEARNER.

The School of Composition is a school of art, and therefore intended not mer;,ly
to ¢mpart knowledge, but to lead to productive activity. The student, therefore, must
by no means be contented with knowing and understanding the different doctrines of
the School, but he must be able to produce works of art with ease and certainty.
This alone entitles him to the name of an accomplished artist. The road to it is an
unceasing diligence and continual practice. This labour is not only imposed upon
him by the endless variety of already existing and possible productions of art, but it
is also recommended to him by the example of all the great masters: for, as we said
once before, they arrived at their eminence only by the extraordinarily great number
of their works ; and if some of their earliest productions bore already the stamp of
genius, it is nevertheless easily proved, what an amount of labour it required to raise
them from those rude beginnings to ulterior perfection. But even the number and
qualities of artistic productions depend upon the systematic plan of the School ; it is
the latter which directs the labour of the learner to the proper objects, whilst those
most endowed by nature are, without its guidance, in constant danger of spending
their talents and energy in misdirected attempts.

The practice of the student should embrace all forms of composition, even if his
inclinations should lean towards a certain class of forms, or some others appear at
first uninteresting : for we may already perceive, from the general plan of the School,
that one form arises from the other, and can only be properly understood through those
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which precede ; as each of them also reveals a peculiar aspect of the art, which does
not appear in any other. He, therefore, who, for instance, should have formed a reso-
lution to write only for the opera, would not be right in neglecting the fugue or other
similar forms, however seldom they may find a place in Operas; for in those forms
he will become acquainted with an aspect of his art which he can by no other means
realize.

The learner, who does not observe this faithfulness and obedience towards the
School, who perhaps with the daintiness of unsound dilettanteism, slips over the more
simple and oft-heard beginnings, or neglects those forms of art which are perhaps not
in accordance with the taste of the day, in order to arrive sooner at subjects which
appear to him more interesting, more novel or striking, such a one will never come
into full possession of his art ; he will miss the very object at which he aims; for his
fastidiousness causes him to remain unacquainted with the most important branches
of artistic education, and unavoidably leads him into that mannerism which will not
allow him to do what he ought, but only what is pleasant and convenient. The only
means of avoiding this error, and that which is still more opposed to the spirit of all
art, a craving for novelty, is a faithful study, extending over all the branches and
forms of the art. This alone accustoms and enables the mind not to yield obedience
to mere personal predilections, or that vanity which constantly thirsts for something
new and striking, but on all occasions to fulfil his duties as a conscientious artist.

10. DocILITY OF THE STUDENT.

THE studies of the learner must not only be complete, but they must also be
pursued in strict accordance with the directions of the School. This follows from
what has been said about the development of one form out of another, none of which
can be obtained and understood without the preceding ones. But there is another
reason for directing the attention of the learner to this point. It is natural that, in
our days, 8o over-full of music, there must be a number of musical ideas hovering in
the memory of the learner, which he may be inclined to introduce into his exercises
before the proper time for their consideration in the regular course of the School has
arrived. What student, for instance, will not recollect harmonies which he has
somewhere heard, and which must appear to him much more interesting than the
simple chords with which the School commences 2 This, of course, is no defect in the
plan of the School, which cannot possibly treat all things at once, or accommodate itself
to the particular fancies or recollections of individuals. A strictly systematic plan of
teaching is obviously incompatible with such accidental and untimely insertions of
individual reminiscences, by which it must naturally be disturbed and interrupted.
The learner who allows them to interfere with his exercises, who does not confine
himself religiously to those doctrines and forms which are presented to him for
examination, sins against the discipline of the School, and, as a punishment, loses all
certainty of success. The discipline of the School not only forbids such accidental
insertions, but also any other deviation from its plan. In this respect, two things are
to be particularly noticed :—Firstly, we may arrive at several forms by different
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roads, as they are all connected with each other in many different ways.* In this
point also, the learner should adhere to the plan of the School. That this plan has
not been decided upon without some well-founded reasons, cannot here be shown, but
forms a subject of consideration for the science of music. The student must, for the
present, accept it for granted. Secondly, it will appear that some rules, which at the
commencement of the School have been pronounced as generally binding, are, at a
later period, either repealed, or at least modified. Such is, for instance, the case with

3eermm sequences of open fifths, which at first are unconditionally forbidden, but

_which, in the gradual development of chords, are shown to be in many cases correct
and justifiable. All this does not arise from any inconsistency in the plan of the
School, or from a defect in the framing of its first laws; but it is because the pupil
can only be freed from previous restrictions, when the progress he has made entitles
him to such emancipation, and because the whole course of the School presents a
gradual expansion of the narrow boundaries prescribed at the beginning.

11. THE MEANING AND PURPOSE OF THE LAWS OF ART.

A true school of art has a higher and nobler object than merely to give a code of
laws, derived perhaps from external or partial considerations, according to which some
things are forbidden as absolutely false, and others commended as absolutely right, as
former theorists were wont to do. The idea of art is too profound, and its object,
extending as it does over all centuries, is too high and comprehensive, to admit of any
absolute or finite act of legislation. The genius of art itself is its highest law, to
which everything belonging to it must yield unconditional obedience. No form of art
is in itself absolutely wrong or right, but all are right and proper so far as they serve

. their purpose, and wrong or inadmissible when they do not. It is for this reason that
the intellectual powers of the artist should have been fully developed, so that he may
comprehend the genius of his art in its entire depth, and all its aspects. For this
reason also it is the great aim of artistic education, to which every school of art must
accommodate itself, gradually to enlarge the views of the student, and to accustom
him not to confine his attention to particular points more or less attractive, but to
examine everything in its relation to the whole design and idea of the art. It is the
consistency and well-arranged plan of the School which gives both certainty and
facility to the student; therefore, until the School itself shall free him from its restric-
tions, he must not refuse obedience even to those rules and precepts which he knows
will at a later period be modified, or altogether rescinded.

It is' here the proper place to explain & mode of expression which will be of
frequent occurrence in the subsequent pages of this work. We shall often designate
a series or combination of sounds as ‘ disagreeable,” or even as ‘ false and inad-
missible,” and this must appear contrary to the above-explained fundamental idea of
artistic laws. Such unqualified txpressions are indeed, if not untrue, at least inac-
curate. Of every form of art, it can in truth only be said that it is good or bad in

* The same is the case with sciences of a more strictly logical character, e. g. mathcmatics
and philosophy, both of which arrive at many of their propositions or doctrines from different
puints of starting.
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this place, under these circumstances, or for this purpose. Hence it follows that our
judgment ought to be based upon an inquiry into all the different circumstances
under which a given form makes its appearance. We must examine, first, what it
contains or expresses, and then whether its contents and character are in accordance
with the general idea of that class of forms to which it belongs. If we proceed in this
‘manner, which is the only proper way of arriving at a just conclusion, we shall not
be induced to say ‘ this or that combination of sounds is good or bad,” but *it ex-
presses such or such an idea, creates such or such a sensation, and, seeing that this is
the purpose for which it was intended, the combination in this place is right and
good,” or vice ersa.

It will, however, be easily conceived that, in the progressive course of the School,
there is frequently no time for an elaborate inquiry into all the different relations and
conditions of each form of art. In most cases, where a certain form is declared to be
bad or objectionable, the reasons for such a declaration are either deducible from
previous explanations, or in themselves sufficiently apparent for the practical purpose
of teaching. In all such cases it would be pedantic to interrupt the course of the
School by a laborious, scientific demonstration. Those unconditional expressions of
approval or condemnation are therefore to be understood as true only in reference to
particular cases, where they will either be verified by the immediate perception of the
student, or are obviously based upon previous explanations. Their final justification,
as well as the scientific establishment of all the doctrines of - the School in general,
belongs to the province of the science of music, and cannot be attempted in a work
of a practical nature like the present.

12. THE METHOD OF STUDY AND PRACTICE.

THE method of teaching observed through the whole course of the School is this:
first, the construction and meaning of every artistic form is clearly explained, and then
the information thus obtained is at once applied to practical purposes, i. e. to the pro-
duction of similar forms. In examining a new form, we first inquire into its relation
to previous forms, and then consider it in its character as a stepping-stone to further
progress. When a form is very complicated, it will often be impossible for any but a
thorough-bred musician to perceive at once all its relative and characteristic features.
For such cases the School provides a number of facilitating maxims, which are
intended to guide the student, but must still less be considered as absolute and bind-
ing than the before-mentioned temporary laws of art.

The learner, on his part, has to regulate his studies and practice in strict accord-
ance with the plan of the School. He must first endeavour to understand the mean-
ing and purpose of every given form, to feel its truthfulness as an expression of a
certain idea or sensation, and thus to make it entirely a property of his own. This
is the starting point for the different roads to new diséoveries which are pointed out to
him by the School. The roads thus pointed out, or sometimes partly opened, he must
follow up, as far as possible, in unremitting practical attempts, in order that he may
arrive at that degree of facility and certainty which is only acquired by long-continued
efforts. Sensation and expression, idea and representation, will thus become insepa-
rably connected in his mind, until his artistic feeling is so highly cultivated as to guide
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him safely, even in those cases where science or experience can render him no assist-
ance. One way of arriving at this, is to acquire a facility in transposing into any
key the different forme which the School, to save him time and space, only represents
in one or two*. Another acquisition, invaluable to every musician, and indispensable

\to the future composer for special instruments or voices, is to be able to write his
',eonceptions with facility and dispatch in any of the usual clefs, in score as well as in
the form of sketch or mere extractt. This facility may be acquired without inter-
rupting the study of composition ; but we would not advise the learner to apply it to
those exercises which form a part of the course of the School, because it may tend
to draw his attention from matters of greater importance, e. g. the conduct of the
parts.

The student should also be able to realize in his mind the effect of any given or
required combination of sounds, without the aid of an instrument. This is neces-
sary not only because an instrument may not always be at hand, or because many
forms of composition (e. g. orchestral pieces) cannot be represented upon one single
instrument, but also and chiefly because the habit of trying the effects of an orchestral
or vocal composition easily leads to the danger of writing in the style of pianoforte
music, which for these compositions is either quite unsuitable, or produces effects
altogether different from those intended. To compose without the assistance of an
instrument, is also the only way of becoming independent in the development of our
ideas, and certain in their artistic representation. This independence and certainty
the School of composition will give to every student who shall, from the commence-
ment, endeavour to dispense as much as possible with all external assistance, such as
the piano, or any other instrument. He must accustom himself to note down his
ideas in the form decided upon without kesitation, and, if possible, without stopping,
even if a doubt should arise whilst he is writing. But when this draft or sketch has
been finished, then it must be carefully and scrupulously examined, first without, and
afterwards with the aid of an instrument. The examination must commence with a
consideration of the idea and plan of the whole, and afterwards be carried into the
minutest details. 7o invent and plan with clearness, freedom, and decision ; to
write with boldness and dispatch ; to examine with conscientious care and pertinacity ;
these are the three successive duties which every composer has to perform.

‘When some principal doctrine (e. g. of composition in two parts, or modulation)
has been completely mastered, and the student become accustomed to express his
ideas without any mechanical aid, then, and then only, is it advisable for him to

# On this matter, as well as on many others which are almost entircly neglected in the
ordinary musical instruction, the School of Composition has frequent opportunities of xmpartmg
some valuable information. This and others, relating to method and practice, will mostly be
found in the notes at the foot of the pages, marked 1, 2, 3, or 4, 4, ¢. The most important
exercises have been specially pointed out and classified according to their degree of importance;
as, e. g.  First Exercise,” ** Second Erercise,” &c. &c. These must be continually repeated until
the difficulties which they present are completely overcome. The exercises not thus specified
are of less importance; nevertheless, it is expected that they will not be altogether neglected by
the assiduous student.

t+ Those who wish for information on this subject, as well as on all matters relating to the
gencral science of music, will find it in the * Universal School of Music,” by Dr. A. B. Marx,
just published by Messrs. R. Cocks and Co.






FIRST DIVISION.
COMPOSITION IN ONE PART.

FIRST SECTION.
THE FIRST FORMS.

1. SUCCESSIONS OF SOUNDS, AND THEIR VARIETIES.

IF we examine any piece of music, we shall find it to consist either of one or
several simultaneous series of sounds, which are intended to be sung by one or
several voices, or played upon one or several instruments.

We commence with the most simple of these forms, viz. a single series of sounds.

But even here we have at least a two-fold distinction. Every musical strain not
only consists of different sounds, but is also arranged in a certain rhythmical order,
which shows when one sound is to follow another, how long it is to last, &e. &c.

Let us again revert to the most simple and first of these successions, and forget,
for a time, their rhythmical arrangement. At present, therefore, we will examine
merely the toral contents of our series; i. e. the sounds of which they are composed.

These sounds may follow each other in different directions, and we distinguish,
accordingly, three different kinds of succession; namely: firstly, ascending (o) ;
secondly, descending (as at 4); and thirdly, wundulating (c), consisting both of
ascending and descending successions. Repetitions of the same sound () might
also be comsidered as forming a kind of tonal succession. Lastly, we observe that
sounds may follow each other either by successive degrees (a, b, c,), or by skips (e)*.

a b
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It is easily perceived, that ascending successions awaken a feeling of animation,
elevation, or expectation ; whilst descending successions, on the contrary, express
depression, exhaustion, or a gradual return to reposet. Undulating successions have

* Here, already, we may form an idea, how inexhaustible are the resources of the empire
of sound. For if we confine ourselves to eight different sounds only (leaving out all semitones,
all sounds belonging to the higher or lower octaves, all repetitions of the same sounds, and all
combinations of less than cight sounds), we may convert them, as can be mathematicolly
proved, into no less than 40,320 differcnt serics. Our object, however, is not to calculate,
but freely to invent; and this requires no mathematical skill, but a higher faculty, which
enables us to detect and fecl the sense of the different tonal combinations; and, therefore, might
be called artistic consciousncss.

+ Let him who has not yet felt this in music, only observe persons who speak, and he will
perceive how the pitch of the voico riscs as the speaker becomes excited with joy or passion,
until, at last, it changes into shouts of rejoicing or shricks of fury; and how, on the contrary,
the voice sinks when the speaker becomes exhausted, or painfully affected.

¢
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no such decided character, but partake of the nature of the other two. Sometimes,
however, the general direction in which they move, although undulating occasionally,
is decidedly an ascending or descending one:

Principally ascending. Principally descending.
-0
To— o W O mO- h_l_,_‘_‘_
(74

and from the predominance of either, the character of the succession is derived.
Thus far concerning the direction of tonal progressions; respecting their kinds,
we will merely add, that series of sounds moving by successive degrees possess a
calm and sedate character, while progressions by skips are expressive of energy,
impetuosity, or restlessness. We shall refer more minutely to this subject hereafter.

THE ORDER IN WRICH THE SOUNDS OF A SERIES FOLLOW EACH OTHER.

Let us now proceed with the construction of successions of souuds. We must
have seen already (note, p. 17) that almost innumerable successions may be produced
from even a few sounds. Considering the wide extent of our tonal system, and the
infinite number of successions within its range, it is plain that we require some
kind of basis for the operations we are about to enter upon; some standard form
which may serve as a pattern; otherwise, we may be unable to decide which of the
many successions presenting themselves we should begin with.

The most natural model for the formation of tonal successions is found in the

SEVEN DEGREES OF SOUND,
which also form the basis of our whole tonal system*. These degrecs are named
C D EVFGATB

and constitute the normal major scale, or the scale of C major.
Thus, consequently,
Tne Major DisTonic ScALE
is the first basis for the formation of our successions of sounds. The more valid
reasons why we have decided upon this choice will be fully explained hereafter,
in the discussion upon the minor scale and other subjects.

The first requisite we naturally desire in a succession of sounds—as of every
human expression—is, that it should, in itself, represent a complete and conclusive
idea. This is not clearly perceptible in the above series of sounds. We may know
from theory, that there are no other than those seven degrees (of sharp and flat
sounds we can here take no notice) ; but, when they successively strike the ear or
mind, we feel the want of a sign by which we might perceive that the series ends
with the seventh degree, B, and that no eighth degree will follow. Such a sign,
however, may be obtained by repeating, after the seventh degree, the first sound in
the following octave,

CDEVFGATB C.

¢ Bce Universal School of Music, Part 1, Section 1. Messrs. Robert Cocks & Co.
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Here, the repetition of the sound C indicates that the sound B had completed
the series of degrees, and that nothing remained but a recommencement on the first
degree.

Hence, this first and last sound stands forward as the most important of the
whole series, and for this reason it is called the

Tonic,
the starting-sound and final resting-point of the tonal motion.
At the time, however, when this sound first appeared, it was still in a state of
rest; for a motion (a succession of sounds) commences only when the second sound

follows the first. And thus our first and most simple succession represents the
intervals of
Rest Motion Rest,

which constitute the basis of all musical forms. The tonic, at the beginning and
end, is the interval of rest; the successive sounds proceeding from, and back again
to the tonic, are the intervals of motion,

C D EFGAB C.
N— S/

o~
Rest. Motion. Rest.

Now, if we would make this series of sounds, which is also the normal major
scale, the basis of our first essays in musical invention, it is necessary that we should
consider more closely its internal relations.

EXAMINATION OF THE SCALE.

In doing so, we find that it consists of whole tones and semitones*, and that it
may be divided into two equal sections, each consisting of four degrees, and con-
taining two whole tones and one semitone :

C, D, E F G, A, B, C,
1 1 3 1 1 % ¢

¢ The student is supposed to know the meaning of these terms. For those, however, who
may require it, we will give a short explanation. Two sounds belonging to successive degrecs
of the scale, but having another sound (on the pianoforte, & key) situated between them, form
a whole tons. Thus, o—d is a wholo tone (for betwoen them is situated ¢ or db); so also
e—f# (having f betwoen them), ah—bbh (with a between), bp—c (with 3 [ between), are
whole tones. Two sounds which belong either to the same or to successive degrees, but are
not separated by an intermediate sound (or key), form a semitone. Thus, b—e, c—c$f, cff—d,
are semitones. It is not here nccessary to motice the difference between major and minor
semitones.

+ The construction of the major scale is also one of those subjects belonging to tho
elementary musical theory with which the student of composition is expected to be well
acquainted. If, nevertheless, he should at any time experience a difficulty in the formation of
any scale, the above measurement of the degrees of the normal major scale will help him
out of it. For as all major scales are exactly alike in their tonal construction, each having
the same ratios as that of C major, viz.

1, 1, 3, 1, 1, 1, } tones,
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One of these successions of four-sounds (tetrackards) proceeds from the tonic, C,
the other moves towards it; and thus the tonic is the centre in which both unite :

/_\
¢, A, B, C,

C, D, E F
In this arrangement also, the tonic appears as the principal sound of the scale,
as it is the point from which all other sounds proceed, and round which they move ;
g, with « and 4, proceeding towards ¢ ; and , with e and £, coming from and return-
ing back to c. Thus the sounds ¢ and / appear as the two extreme points of the
scale, moving round the tonic, C. We find, in the motion of sounds, as it presents
itself here, no resting place, no satisfactory termination, until we have returned to C':

e ==
an observation which is at once confirmed by the ear, and which will hereafter
prove of great importance, as we shall discover that it indicates the fundamental
larw of harmony and modulation. We will, therefore, at once mark the three letters,
G C F,
as representing a most significant formula, worthy of recollection.
For the present, let us return to the scale as it first appeared (moving from tonic

to tonic), in order to see of what higher artistic development it is capable, and how
it may lead to other forms.

2. RHYTHMICAL ARRANGEMENT OF SERIES OF SOUNDS.

Hitherto we have only considered the tonal contents of our different series of
sounds, taking for granted that, in respect to time, one sound was to follow after
another. This succession of the sounds may take place either at equal or unequal

we have only to write the seven degrees (together with the octave) as they follow in the order
of sounds, commencing with that upon which we wish to construct a scale; and then to
examine and rectify the successive steps according to the above tonal measure of the normal
scale. For instance, in order to form the scale of A major, we first write the seven degrecs,
commencing with A and including its octave :
a b ¢ d, e f, g, a

We then examine cach of the successive steps. 4—b& should be a whole tone; it is so.
B—¢ should likewisc be a whole tone, it is only a’semitonc; in order to make it a whole
tone, we raise ¢ a semitone, and thus obtain ¢#. The next step is now c$—d, which is a
semitone, as it should be. D—¢ is also correct. But E—f again is only a scmitone, and
therefore f requires to be raised to 3. This having been done, the nextstep, £ —g, being also
only a semitone instead of a whole tone, is changed into f#—¢ ¥ ; and now the last step, g $f—a,
is also correct. Or again, if we intend to form the scale of D flat major, we should first
write the successive degrees :

dbr () fv 9 a 5 ¢ db-

We should then proceed to measurc the different steps as in the above case, when we
should find that the first step, from @} to ¢, being too great by a semitone, requires the sound
e to be altered (depressed) to e flat, &e. &c. A still shorter method of forming the different
scales may be found in the author's Unéversal School of Music.  Messrs. Cocks and Co. London.
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intervals of time, and the latter in different ways. We therefore commence again
with the first, as the most simple form of succession, deciding that the different
sounds of our series shall all be of equal duration, e. g. each of the value of a
crotchet.

. —
7.4 + |

1

1

An arrangement like this, however, in which the sounds move without distinc-
tion or life, cannot satisfy us for any length of time; and were we to apply it to a
series of greater extent, its sameness and want of character would render it still
more uninteresting. Our feeling, prompting us to distinguish and to arrange, leads
us to divide the whole series into smaller portions, whereby it becomes not only more
intelligible, but also more expressive. The most simple division being that by two,
we apply it first: ’

o A A A A
2_1 4=IJtIJ:i:F:]EH
Qi:;tjidj*** —

and thus obtain four equal measures, each of which contains an equal number of
sounds, which are also of equal value. Such measures are termed dars.

This arrangement in bars is at first merely addressed to the understanding, and
is only obvious upon paper. In order to make it e(iua.lly perceptible to the ideas and
feelings, and give it a real and effective expression, we distinguish the first sound of
each division (marked p), by laying upon it a stronger stress or accent. By this
accent, the first or principal part* of each bar is distinctly marked, while the con-
sequent change of accented and unaccented sounds gives the series a new and pleasing
variety of expression. :

Our series now appears also to be well arranged, so far as regards the intervals of
time. Such an arrangement, made perceptible to the ear by the stress laid upon
particular sounds in the regular changes of accented and unaccented notes (prin-
cipal and subordinate parts of the bar), is termed Rhythm.

A series of sounds tonally and rhythmically arranged, is called Melody.

Melody is the most essential of all artistic forms, but at the same time the most
simple.

In the first demonstration of the scale, it was clearly proved that it should begin
and end with its most important sound, the tonic, from which it derives its com-
pleteness and perfection.

Now we have also learned to distinguish between sounds of greater or less
rhythmical importance. If our melodies are to possess a perfectly rhythmical
character, it is desirable that their first and last sounds should be principal parts of
the bar, in order to give them more importance and expression.

¢ By the term prinoipal part (sec Universal School of Music) we designate the first sound
of a bar; the others are called secondary parts. In compound time (e. g. ¢ time, in which each
bar is composed of twice three quavers), we call previous principal parts those sounds which had
been principal parts in simple time (e. g. the fourth quaver in a § bar).
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The abvme melidy (No.2) exnmences, but does not end, with a principal part of
the bar ; the last sound has no accent ; and the whole melody is in a manmer extin-
grimbesd by ita final note being upon the weak part of the bar.

Hener. sur next proposition is, to give accent to this final sound, by making it fall
upon a principal part of the bar. This we effect by the following arrangement :

4 A A A
3 i — T fﬁ - [’- t ﬂ
L’———;‘:d:b—‘_ —

Here the first sound has lost its accent ; but this is compensated by the rhythmical
sucresaion of the other sounds, and the satisfactory close of the series.

It might, however, be desired, not only to close, but also to commence our melody
with an accented note.  How is this to be accomplished 2

Abwve all, let us here impress upon our recollection ore maxim, which will prove
of great service throughout the course of our musical study and artistic efforts, and
which (althsugh perhaps without a decided consciousness) is applied by every one in
all sther kinds «f mental labour.

“ If a certain form be not completely and in all its parts clear and intelligible to
us, let us always retain, first, that which appears to us most essential, or at least,
wherever we find it, that which we are most certain of understanding, and from it
endeavour to determine what is incorrect.”

Our fixed proposition in the above case is to make the first and last sound fall
upon & principal part of the bar. We have further decided that the eight sounds of
the scale are to be contained in four bars ; indeed, we do not at present know any
other form.  Finally, if the last sound is to be on the accented part of the bar, it
must either be a minim, or be followed by a crotchet rest, otherwise the last bar
would be incomplete. With all this we are acquainted ; but, on the other hand, we
are still uncertain how the other sounds are to be disposed. Let us then arrange in
order so far: viz. the division - into four bars; placing in the last bar the tonic as a
minim ; in the first bar, as a crotchet in the principal part of the bar; and then in
the second bar, a continuation of the series from this note ; e. g.

—f)-
4 1 B . { (™) _H

We now see clearly what is still wanting. The remaining tkree sounds must
oceupy the vacant bar ; the first may be a grotchet, the other two dividing between
them the time of the second crotchet as quavers*.

FSe====sSess|

Thus we have arrived at a series of sounds which satisfies all our previous
requirements. It is satisfactory with respect—

¢ This is at least the most natural arrangement.  'We might indeed divide the first half of
the third bar, or employ a triplet of crotehets for the whole bar; but neither would be 20 natural,
nor el 1o any easentially new result.
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1. To its tonal succession, as it commences and closes with the tonic;

2. Its rhythmical arrangement ;

3. Its beginning and ending in a sufficiently energetic manner, both its first
and last sounds falling upon the accented part of the bar.

At the same time, sheer necessity has led us to—

4. A rariety in the rhythm by introducing notes of three different values—
minims, crotchets, and quavers ; and this variety, at the same time, has shown itself
to be—

5. Conducive to the end in view. For the concluding sound, the resting point
of the whole series, has the longest duration, the quavers which immediately precede
it seeming to accelerate the motion towards it, and thus make it both more expressive
and characteristic. i

Like the tonal succession, the rhythmical arrangement now also displays a con-
tinued increase of energy up to the close.

A melody, satisfactorily constructed, both as regards its tonal contents and rhyth-
mical arrangement, is called a section. Nos. 5 and 6 are the first sections we have
formed. '

Hitherto all our tonal successions have proceeded in an ascending order. For
what reason? We might just as well have commenced with a descending or undu-
lating series of sounds (p. 17), only that the ascending succession suggests itself to
us more readily, as being the form in which the seven degrees of sound are com-
monly arranged. Having obtained from this a satisfactory result, we now turn our
attention to the opposite, the descending progression. We proceed in the same
manner as in No. 5, and thus obtain

6§?.j T E "

a section which is as connected and satisfactory in its development as the former.

But now we perceive that both these sections, Nos. 5 and No. 6, are deficient in
one point ; that, in both, the sounds move only in one direction, and neither therefore
can give more than a partial satisfuction. The first shows only a rise, the sccond a
Sall of sounds ; but, by uniting both into one larger series, we may expect to obtain a
form more satisfactory in this respect also.

Here we have before us a series of sounds, which, in an increasing tonal, as well
as rhythmical motion, rises from the tonic to the most important point above it, viz.
the tonic in the higher octave ; this point it distinguishes.by a short suspension of the
rhythmical motion, and then returns in the same manner to the sound from which it
started. Thus we observe, in this series, a rise from a point of rest—a gradual
increase of motion up toa natural climax, and, lastly, areturn to a state of rest upon
the tonic, with an increasing rhythmical motion, but through sounds indicating
repose. We see, at the same time, that this melodic form is composed of two halves,
(a and 4) ; both are similar as regards their tonal contents and rhythmical arrange-
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ment ; but the opposite progression of their sounds shows them to be distinet, although
component parts of a whole, of which the one serves to complete the other.

A form like this, in which two sections are united into one whole, is called a
period*.  The two sections constitute its members, No. 7, a and 4, which we will
distinguish by the words first and second section. Periods, as well as sections, form
a whole in themselves, and terminate in a definite and satisfactory manner. This
constitutes their essential character ; but they differ in this point, that a section is
developed in one direction only, whilst the period embraces both directions.
Hitherto this development has appeared only in the direction of the sounds. No. 5
was merely an ascending section, No. 6 merely a descending one ; but in the period
No. 7 both directions are united, and the one completes the expression of the other.

But might we not also form periods with the sounds moving in opposite direc-
tions ; i. e. with a descending first member, and an ascending second *—Certainly,
as we shall see hereafter. The musical art has to give expression to an endless
variety of means. Generally speaking, however, it appears more natural that the
expression or communication of a feeling or idea, musical or otherwise, should com-
mence in a more gentle and gradual manner as our interest in the subject or our
desire to make an impression increases, or becomes more lively and energetic, until
our zeal or power has arrived at its highest point. At this point, we either cease (a8
in the section), or gradually return toa state of rest (as in the period).

A succession of sounds wanting the definite close of a section (for instance, a
fragment of any of our previous forms)

0 i - N
g A
or even the melody of No. 2, which is without a decided rhythmical close, is termed

a musical p/rase. The real nature and use of such phrases will be shown in due
course,

RETROSPECT.

In the preceding pages, the fundamental ideas of Composition have been ex-
plained and realized in sounds. They were—

1. The Successions of Sounds in their various arrangements and progressions.

2. The first basis of all tonal succession ; viz. the D1aTONIC (major) SCALE.

3. The distinction between the intervals of rest and miotion, as represented in
the scale by the tonic, and the other sounds.

4. The first and most simple rkythmical arrangement by which a mere succession
of sounds became a melody.

5. This led to the employment of sounds of different durations, to a division
into bars, and accentuation of the principal parts of the bar.

6. By marking the commencement and termination of the series in a more
decided manner, and thus giving it a well-defined tonal and rhythmical form, we
obtained the Section.

# It will be scen hereafter that a period may consist of more than two sections.
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7. This again led to a still greater variety of rhythmical motion, which proved
not only more pleasing, but also in accordance with the idea of the whole.
8. The section called forth a contrast, a thesis and antithesis, and both united
formed a period, consisting of two distinct members.
9. The distinet character of each of these members revealed itself in the direc-
tion of their melody. Finally, .
10. The nature of a third form, the phrase, was at least generally indicated.
And thus we have found the
THREE FUNDAMENTAL FoRrMs
of all Musical Composition ; viz.
SECTION—PERIOD—PHRASE,
and learned the conditions of their construction.
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SECOND SECTION.

INVENTION OF MELODIES. THE MOTIVO.

AFTER the foregoing preparatory explanations, the student may commence active
operations in the field of musical invention, by essaying to develop a variety of new
and increasingly interesting forms from those previously given.

The mode of proceeding is the same as hitherto followed.

From the first outset, we endeavoured in every case to elucidate wkat we pos-
sessed ; what our combinations of sound contained ; and what further development
they required or afforded. And thus we discovered what was still wanting, or might
be added. So long as we proceed in this manner, it is impossible that the fountain
of artistic invention can ever be exhausted.

It is true, the preceding as well as the immediately following forms are, and will be
exceedingly simple—forms which have long existed and been known, and therefore are
altogether void of novelty and peculiarity. Perhaps not one of them is of any artistic
value, or capable of pleasing us on its own account ; but, collectively, they help us to
acquire a thorough knowledge of the fundamental principles of all musical productions ;
so that, having become with us a kind of second nature, we may afterwards readily
apply them to new and elaborate forms. They are, as it were, the leading-strings by
means of which we shall safely arrive at a fully developed artistic perception, and
independent action.

It is also true that the labours of the accomplished artist are directed to quite
different objects from those which we have at present in view. He has to realize
and depict his own feelings and ideas, whilst we have to consider only the general
condition of a musical section, or attend to those little alterations in rhythm and tonal
succession which lead us by small degrees from one form to another. But the
former constitutes the task of the master, to whom all the developments of the School
are familiar, and who, therefore, is not required to go through them again. Never-
theless, we tread in reality the same path as he ; we have, in fact, already entered
upon it, although we are far in his rear. But his ideas, possessed by himself alone
(or a few others), are more advanced; whilst ours are primitive, and of a general
nature. We therefore can and must be able to account for every step we take;
whereas the artist, pursuing the object immediately before him, strides with a light
step over all those intermediate points, which to him are so well known as to require
no second consideration.

In what way shall we proceed in order to invent melodies? We may, perhaps,
be 8o fortunate as to possess some good ideas. But this alone would be of little
use. We must have a cerfainty that we shall alicays be able to produce something
new; our productive power must not depend upon the accidental occurrence of a
happy idea. This certainty. the power of producing at will, can only be attained by
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a consistent and 'swady development. Let us, therefore, recommence where we
left off.

Whence did we obtain our previous melodies ¢ From the DiaToNIC ScALE. The
successions from No. 2 to No. 8 contain nothing else. They differ, however, in the
manner in which the material has been applied; . e. in the order in which their
sounds follow each other. To this mode of application we now once more turn our
attention.

In the examination of No. 2, we find that all the bars are formed exactly alike ;
each consists of two ascending sounds of equal duration (crotchets). If we know the
construction of the first bar, we also know that of all the others ; the first being the
model for the rest. Such a group of two, three, or more sounds, serving as the type
or model for more extended tonal successions, forms the nucleus or germ from which
the latter develop themselves, and is termed a

Morivo,
or motive.

The melody No. 2 is derived from the motivo of two crotchets, rising by con-
secutive degrees, as at a.

The same motivo appears in the first two bars of Nos. 4, 5, and 7.

In No. 3, we discover a similar motivo, consisting (as at 4, No. 9) of two ascending
crotchets. But the first of these crotchets falls upon the unaccented part of a bar;
and thus the accent, which, in the motivo of No. 2, appeared upon the first sound,
falls here (5) upon the second. The melody No. 3 is formed solely from this motivo.
In No. 5, on the other hand, we find a motivo in the third bar, which consists of
three consecutively ascending sounds (No. 9, c), of which the first is a crotchet, and
the last two are quavers. And as it depends upon us to choose what number of
sounds our motivo shall contain, we might take the two last bars of No. 5, which
would give a motivo of four sounds (No. 9, d*).

From the above, it is obvious that we never can be at a loss for a motivo. Every
staff of music contains & number of them; nay, any combination of two or more
sounds, of equal or unequal durations, may serve as a motivo.

But may the sounds indeed be joined together in any way we please? Might
we not in this manner sometimes bring together sounds which cannot be properly
united, and between which no rational connexion exists? We may put this question
aside, as we shall always be in & position to decide what sounds may or may not be
connected. For the present, the diatonic major scale serves as a model for all
melodious combinations ; so long as we adhere to it, we cannot err. Other different
normal forms for tonal combinations will be provided hereafter.

But will every motivo, thus constructed, be of an interesting nature, or possess

¢ Let the student try to discover, in the Melodics from Nos. 2 to 7, as many other motivos
as he can.
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artistic value 2 This question is equally inadmissible and incorrect. It is inadmis-
sible, because our object is not to foster a taste for artistic trivialities (see Introduc-
tion, p. 9), but to exercise and develop the powers of the mind in accordance with
correct principles. It is incorrect, because it is not the motivo for its own sake, but
both that and the manner in which it is developed, which constitute the value of any
artistic production based upon it. Motivos, apparently the most insignificant, have
often given rise to combinations of the highest excellence ; as, for instance, the well-
known principal motivo of the first movement of Beethoren’s Symphony in C minor

has derived and displayed its full power only through the skill of a master-hand, in
the fulfilment of a great idea.

This leads us to the last question, which must be answered before we can com-
mence our work :

WHAT CAN BE DONE WITH A MoTIvo?

Firstly. 1t can be repeated ; i. e. the same group of sounds may be employed in
the same place (upon the same degrees of the scale) several times in succession.
Here, at a,

a b T e

the motivo @, of No. 9, has been repeated once; at 5, it occurs in § time, twice
repeated .

Secondly. It may be transposed, i. e. repeated upon a different degree of the
scale. Thus, at ¢, the former motivo appears,—first, one degree, and then two degrees
higher. In the first transposition, the motivo has undergone no alteration; in the
second, the whole tone (c—d) 'has been changed into a semitone (e—f). The latter
alteration was necessary, in order to preserve the diatonic succession®, and allow-
able, because the motivo is nevertheless easily recognized.

The melody No42 is formed of a repeated transposition of the motivo a.

Thirdly. A motivo may be reversed; i.e. its sounds may be made to follow
each other in a contrary direction to that in which they originally moved. Here

we see the motivo of No. 9 first transposed to different degrees of the staff, and then
reversed. Thus, also, the whole section No. 6 is a reversal of the section No. 5.
We likewise perceive, on this occasion, that the transposition and reversal of a
motivo may take place simultaneously.

* A strict repetition of the motivo c—d would have led to this serics of sounds: ¢ —d—e -
f§--gf—af—bf (c), and thus destroyed the diatonic order. We sce, from this, that slight
alterations of a motivo may not only be allowable, but are sometimes necessary.
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Fourthly. A motivo may be augmented or diminished ; i. e. it may be repre-
sented in sounds of longer or shorter duration. The one is termed augmentation,
the other diminution. In No. 12, the motivo at ¢ has been diminished at e; the
crotchet has become a quaver, and the quavers have been changed into semiquavers.
At f, we see an augmentation of the same motivo, which here is expressed in sounds
of twice the original value.

Modifications of other kinds will present themselves hereafter.

And now, at last, we may commence active operations. We begin with the
formation of phrases ; for these do not require a definite close, like sections and periods ;
they are therefore subject to one condition less, and, so far, are more easily
constructed.
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THIRD SECTION.

FORMATION OF PHRASES.

A PHRASE (see p. 24) is a melody without a definite termination. It arises
from the continuation of a motivo to a certain extent. We require therefore—

1. A motivo.

2. This motivo must be employed and developed in one or the other of the
different ways pointed out above; i.e. it must either be repeated, transposed, or
reversed, &ec. &c.

Let us, before we commence, settle the question, whether we shall choose a
different motivo for every new phrase, or keep to one motivo, and try to develop it in
all possible ways. The former would not only indicate both indifference and fickle-
ness on our part (for a subject that is really interesting, we dwell upon at least for
some time), but would also create the same feeling of indifference and inattention in
the hearer, as it would be impossible for the attention to be fixed upon any one idea,
when immediately led to the consideration of another. We therefore pronounce

PERSEVERANCE AND CONSISTENCY

to be the first principles of Composition ; we must continue faithful to the idea once
formed, until the interest, the power of the muotivo, or its various ramifications are
exhausted ; or until the occurrence of any other necessity for a change.

As the most simple motivo, we select that at a, No. 9. This we might repeat
as in ¢, No. 11; but it yields no progressive series of sounds, being merely a con-
tinued movement within a limited space.

The motivo may be transposed, either two degrees higher, as in No. 2, or one
degree higher, as here at a,

3@

or one degree lower, as at 4, by which means we obtain a descending progression.

Might we not transpose it to more distant degrees of the scale; e. g. in this
manner: ¢—d, f—yg, or c—d, a—b? No; for in doing so we should quit our
present basis of formation, the diatonic succession; and as yet we do not know
whether, and under what circumstances, we are permitted to do so. But has not
this been done at 4, in the above example, where the sound d is followed by &, and
cbya? No; for the intermediate degrees, ¢ and &, have occurred just before.

Our motivo seems now to be exhausted, unless we reverse it, or proceed
gradually thus :
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Here the motivo (a) is again twice employed, the continuation would only yield
a repetition of No. 2. We may, however, take the whole contents of No. 14 for a
motivo, and employ it in either of these three forms :

of which the last (i) is a diminution of the preceding one (#).
This would lead, amongst others, to the two following forms :

. &e. &e.
—

which differ only in the position of the motivo, and of which the second appears to be
of a more light and lively character than the first, whose motion shows a greater
degree of steadiness.

How did we arrive at these forms? By connecting the motivo a, and its trans-
position into one of twice the length.

Might we not, in the same manner, formm new motivos, and consequently new

phrases, by connecting the original motivo with two or more consecutive transposi-
tions 2—Undoubtedly.

Here,
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another phrase has been constructed upon the motivo i. But there seems to be an
irregularity in the manner in which it has been employed, inasmuch as there is but
one intermediate degree between the last sound of the first bar and the first sound of
the second, while from the second to the third bar there is a fall to the fifth degree.
Is not this contrary to the principle of a diatonic succession ? It is s0 in one respect.
But here we consider the motivo ¢, and its repetition in the next bar, as forming a
new motivo two bars long, and repeat it in the two following bars. A further repetition
of this new motivo (£) would again commence with the fifth degree below the last,
viz. e. .

But might not the repetition commence upon any other degree than the fifth
below 2 'We leave the solution of this question to the consideration and industry of
the student, and return once more to the motivo a.

Hitherto we have employed this motivo, and all the others, only in their direct
(i. e. original) progression. We know, however, that every motivo may also be
reversed (p. 28). This furnishes material for a number of new phrases.
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If we connect the original motivo with its reversed progression, we obtain motives
of a new class,

EESFEE=FFE=ST

are some phrases obtained in this manner. It is obvious that all ascending progres-
sions may also be reversed ; i. e. made to descend.

Hitherto all the sounds employed have been of equal duration ; i. e..we have
exemplified only the same rhythmical values. So soon, however, as the rhythmical
arrangement of our motivos is introduced, a considerable increase of material pre-
sents itself. Thus the motivo 7, No. 15, assumes the following essentially different
forms, merely by an alteration in the rhythm.

Indeed, an entirely new character may be given to a motivo, by employing a

different kind of measure; as here:
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in which we see the third motivo of No. 19 three times repeated, forming a new
motivo of twelve quavers.

The desire for rhythmical variety leads naturally to a subdivision of sounds.
When we introduce our motivo (e, or any other) in sounds no longer of equal, but
different durations, e. g. the first as a crotchet, the second as a quaver,
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the idea presents itself of dividing the first also into quavers or semiquavers ; and
we are thus led to an entirely new form, arising from the repetition of sounds. At
the first glance this may appear an acquisition of trifling importance ; yet it deserves
to be mentioned, that the fourth motivo, No. 22 (originally the sound ¢, sixteen
times repeated), forms the principal motivo of Mozart’s charming and soul-stirring
Overture to Cosi fan tutte; and that the last has served Clementi as the subject for
a sonata; has afterwards been employed in the same character by Mozart in his
Overture to * 1! Flauto Magico,” and has still proved sufficiently fresh to become
the subject of an Overture in the fugato style, by the skilful Composer, Kunzen.
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Here let us pause ; for the object of the School is not (were it indeed possible) to
exhaust our materials, but to show in what manner and to what purposes they may
be applied. Let us now recapitulate what has been learned from the foregoing
development.

In the first place, we have seen how an increasing number of motivos has been
derived from the first (4) ; and that it was neither chance nor some happy idea
which led to them, but a gradual development of the preceding examples. From
this observation we derive the conviction, that we have only to go on in the same
manner, in order to obtain a still greater number of motivos ; that this development
is, in fact, unlimited, and opens the road to an endless chain of new forms.

Secondly: We have obtained a knowledge of the different ways in which a
motivo may be employed, 8o as to form phrases which may be (p. 28)—

1. Repeated on the same degree of the scale,

2. Transposed,

3. Reversed,

4. Diminished, or augmented,

5. Rhythmically developed,

6. Or all these modes of treatment may be mixed or combined one with
another. :

Thirdly: We have recognized and exercised the most essential powers, not only
in musical,*but in all other operations, viz.

CONSISTENCY AND PERSEVERANCE ;

as we had nof only to keep the motivo constantly in view, but also, in its repeti-
tions, to preserve a similar connexion. If we have hitherto appeared over scrupulous
on this point, we shall soon arrive at forms which admit of greater freedom of action.
But the principle itself must never be abandoned, lest extravagance and confusion
should take place of unity and decision. Nor is this the place to enquire when and
to what extent a deviation from the strict rule is permissible. All we require at
present is to aim at the acquirement of power to act with “ plan and consistency ;"
and the only way to attain this, is continued practice. The relaxation of this prin-
ciple requires no practice ; it springs either from considerations of a higher nature,
which we cannot here enter into, or from weakness. It would be easy to show that
our great masters, while they knew how to preserve their freedom of choice, also
knew how to apply the power of a more rigorous development, when requisite. Of
this we have a miost striking confirmation in the first movement of Beethoven's
Symphony in C minor—one of the grandest and most powerful illustrations of musical
poetry extant—which has arisen almost solely from a strict development of the
motivo already alluded to (No. 10). And yet this motivo consists of only two sounds;
it does not even contain a decided indication of the key or harmony—an evident
proof that everything depends upon the manner in which a motivo is treated, and
that it is not the number of loosely connected phrases, but the energetic adherence to,
and elaboration of, the leading idea, which gives power and effect to a musical com-
position.

At this point, the creative operations of the student commence. Let him adopt
the passages in the preceding examples as the basis of his operations, and endeavour

VOL. I D
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0 derive from them as many new ones as possible 2. In doing so, he should proceed
as in the development of the motives derived from that at (a), and the passage No. 2 ;
only his developments should be carried much farther, and not merely indicated, as
in Nce. 25 to 27, but written out in full. It is only by thus continually forming,
transforming, and developing, that the student can acquire the power of pro-
ducing with facility and certainty ; and, without this power, even great fertility of
ideas is of lLittle or no value, as every idea will remain fruitless. A piece of gold
which I find, is worth only so much as its value in meney ; but a skill which I have
acquired, may be a source of constant profit.

It is true, if we estimate the passages which we have as yet formed merely
according to their value as real artistic productions, we must confess them to be of
Little or no importance ; and that even those forms which we may be able to derive
from them, are not likely to possess a considerably higher value; for even if a really
interesting form should occasionally make its appearance, it cannot easily attract
notice amongst 80 many others, which are all derived from the same source—the
major scale—and therefore partake of a general monotony of expression. But the
student should not allow himself to be swayed by this consideration. He should
always remember that the aim and end of his studies and labours is, not the pro-
duction of a few isolated, though perhaps happy results, but the acquirement of that
creative power, which, according to the degree of development, and the natural talent,
as well as the general intellectual advancement of the student, promises a never-

3 Here the student has his first task, and will accomplish it the better, the Jmore quietly he
proceeds from point to point.

He has first to form passages (and motivos for new phrases), merely by means of transposition,
as shown in Nos. 13t0 17. Next, the reversal of the motivo is to be applicd to the formation of
new motivos and phrases; and, lastly, the rhythmical element is to be developed, not forgetting
the repetition of sounds as a means of obtaining a variety of forms.

All passages are to be formed and written in C major, and then gradually transposed—but
not written again—into the other major keys, procecding in this order: D, Bb—Eb—E,
4, 4b, & &e.

These transpositions strengthen our power of imagination, and make us feel equally at home
in all keys. Occasionally, also, a passage, if within the compass of the voice, should be sung,
the student pronouncing the names of the sounds (e. g. No. 17, thus:

o d e fo6f 9 a
&c. &c.); and these sounds should not be sustained as in the ordinary scale cxercises, but
uttered quite short and distinctly. Such singing, or even whistling, if the student should have
no voice at all—is the very best means of cultivating and strengthening our powers of
imagination.

All passages must be carried out much farther than in the preceding illustrations—to the
extent, at least, of two octaves.

The cultivation of the imaginative powers, which begins here (and, in ordinary musical
instruction, is so injuriously neglected, that it might be said half of our performers, cspecially
on the pianoforte, play with deaf ears), is an indispensable foundation, not only for the study of
Composition, but for every deep rescarch in music. Whatever has been previously neglected,
may from this time be redecmed, and must be, if music is to become anything but a lifeless
occupation.  For this reason, the student must constantly endeavour to invent and write all his
passages and motivos without the aid of an instrument; then, however, all that has been
written should be tried upon the instrument, cach phrase being practised until played and sung
with equal facility, clearness, and correctness, before procecding to the next.
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ending harvest in the field of musical composition. The student, be it earnestly
repeated, should not search after that which he fancies to be most interesting or
unusual ; such things cannot even be discovered by being purposely sought for, but
arise , when the mind is fully engrossed in the development of an artistic
idea. He should, on the contrary, endeavour to follow up every series of forms, so
far as he sees a possibility of gaining from it any new result ; by acting on this plan,
he will acquire a perfect facility in the construction of every kind of musical form.

D2
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FOURTH SECTION.

FORMATION OF SECTIONS AND PERIODS.

IN the formation of passages, we have proceeded sequentially with our motivo.
The motivo constituted the only object of our interest, and was therefore repeated
80 long as that interest remained undiminished. Every passage, therefore, is in
itself unlimited ; there exists in it no necessity or reason for a termination ; this
depends upon other considerations: we break it off, because we will continue it no
longer.

The case is different with respect to the section and period. Both require a
definite termination ; they oppose the tendency to indefinite extension of the motivo ;
on their account the motivo must be given up or altered, as in No. 3, which closed
with the last ¢, and in No. 5, in the third bar of which the motivo, a, had either to
be altered or exchanged for some other.

Let us consider a few cases to which these observations apply.

A. FORMATION OF SECTIONS.

We confine the formation of sections to No. 5. In this section, the third bar,
(which is the motivo ¢, of No. 9) is new, and, for this reason, the most interesting.
If we endeavour to retain the whole of this section, but place the most interesting

parts at the beginning,
—0
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we see that No. 5 claims the preference ; because its more lively motivo gives a fresh
impulse to the movement, and leads with decision to the close ; while, in No. 23,
the movement, which at first is lively, becomes languishing towards the end, and the

first motivo is entirely thrown away.
We might endeavour to give increased animation by the repetition of the first

lively motivo : N .
174 — 1k 1 ﬂ

but then there remains only one single sound for the third bar, and the section ap-
pears to die away before it has arrived at its termination. Nevertheless we cannot
say that this or the preceding section is absolutely bad, or ill-constructed. An endless
multiplicity of tasks devolves upon an artist ; partly abstract (e. g. when writing for the
drama, or setting music to poetry), partly from his individual temperament and ima-
gination ; and, as each requires a peculiar form of expression, it follows that sections
like the above may, under certain circumstances, be very proper and justifiable. We
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have not yet, however, arrived at the stage for noticing the affections of the mind, or
accidental circumstances; our present business is to attend to the general laws of
form; and, according to these, the cessation of movement in the third bar of the
above section is wrong.

We will, therefore, continue the motivo ¢ still further :

which carries us beyond the tonic ; so that we must return to it for the close; or
we must employ some other progression (e. 9. as at 1 and 1 1), to impart greater
animation to the third bar.

But we might consider the movement of No. 24 sufficiently lively to require no
increase. In this case, we must at least avoid giving the whole energy of the move-
ment to the first half of the section, whereby its last half, which ought to exhibit an
increased energy of movement towards the final sound (p. 22), is made to drag
inanimately. We therefore place the two motionless bars at the commencement

and close,
- ey

or intermix them with the more animated ones,
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and thus obtain a melody in which the motivo has been more consistently developed.
It will be observed that this has led us back to the motivo d, of No. 9.

In the last section (No. 27), a new feature presents itself for our consideration.
The long sound (minim) in the second bar, to which the motivo leads 8o naturally
and decidedly, forms a resting-point by which the section is divided into two distinct
halves, or

PHRASES,

resembling, in some respects, the two sections composing a period (No. 7); with
this difference, that the first section of a period, and all sections generally, have not
only a rhythmical, but also a satisfactory tonal termination ; whereas the first phrase
of a section has indeed a rhythmical, but not a tonal termination; for the scale of
tonal degrees does not end upon f, and there exists no reason why the series should
cease at this point.

We have already observed that the section No. 27 might have been formed
directly from the motivo d, of No. 9. Let us now take this motivo, and repeat it
several times upon successive degrees of the scale:

Here we have obtained a section consisting of four times two bars. It is evident
that we could not finish with the fourth bar, because (8o far as we know at present)
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a section can only terminate satisfactorily with the tonic. We were therefore obliged
to go on ; and, in order to arrive at the tonic, at least in the eighth bar, we were
even forced to change the mode of conducting the motivo, by repeating it, after the
sixth bar, upon the second, instead of the third degree below. We have thus gone
beyond the original limits of the section (p. 36). Is this permitted? Yes. The
form of the section merely requires a definite termination, and, like every idea, an
intelligible and perspicuous arrangement; all this is by no means dependent upon
the precise number of four bars. This number only arose from the circumstance
that we had to arrange a series of eight sounds in the most simple species of
time, . e. in bars of two crotchets each. When we change the time, the number of
bars also is changed ; for instance, if we arrange Nos. 27 and 28 in common time,
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we have the same tonal contents in the form of two bars instead of four, and four
instead of eight—a clear sign that the number of bars, whether two, four, or eight,
makes no essential difference in the form of a section. Returning to No. 28, we
find it to consist of four phrases, or four repetitions of the motivo d. If the move-
ment appear to be too frequently interrupted, we might unite two phrases in one;
e. g. thus:

when there would be again only two distinct phrases; or we might infuse greater
animation into the movement of the second half of the section :

(in both cases the rhythm has been slightly altered); or, lastly, we might diminish
the number of repetitions, by transposing the motivo successively a third higher,

which would, however, lead to sections of six, or (in common time) three bars*.

In the quadripartite forms, Nos. 29 and 32, the section seems to close in a
manner contrary to the rule set forth at p. 22, inasmuch as the last sound does not
fall upon a principal, but upon an originally principal part of the bar, and conse-
quently does not receive the strongest accent. This deviation from the general rule
is, however, accounted for by the way in which we have arrived at the arrangement
of our sections into bars of four crotchets each. It will be remembered that these

* May we not also form sections consisting of 16, 32, or even more bars >—Undoubtedly ;
only that we run a greater risk of their losing perspicuity and symmetry. Could sections also
consist of 5, 7, or 11 bars >—Yes; but they must neccesarily be thuch broader and heavier than
those of 4, 6, 8, or more bars, all of which arc multiples of two or three.
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bars were formed by uniting two of our original bars in one; these were bipartite
(80 are also the bars in § or § time based upon a division into three parts), and the
arrangement of our sections, phrases, &c. is made, and must be judged according to
the simple order of rhythm which forms its basis.

B. ForMATION OF PERIODS.

We know that the period consists of two sections (first and second members), the
essential difference between which consists, so far as our present information extends,
in the direction of their melody.

In the first period, No. 7, we found that the second section was constructed
exactly like the first. Must this always be the case?—No. Such uniformity is,
indeed, expressive of a high degree of unity of idea; but, on the other hand, it is
liable to become wearisome, on account of its great sameness. Shall we, then, con-
struct the second section altogether differently from the first 2 shall we introduce quite -
new motivos ¢ That would be a fault in the opposite direction. The second section
must always be felt as a continuation (though in a contrary sense) of the first, and
as such, it has further to develop its contents. If a new and totally different idea
should arise, and require to be expressed, then the first section could no longer be
considered as the first member of a period, but would require a definite close, as
being complete in itself; and the following section would have to be commenced
anew, and independently of the preceding one. The most natural way is to form
the second section from the motivos of the first; e. g. if No. 5 be taken as a first
member, the second might follow in this manner: -

or its motivos should, at least, be similar to those of the first; e. g.
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Only as far as regards the number of bars, we will for the present preserve a
perfect uniformity between the two sections of our periods3.

3 8coond series of exercises :—Acting upon the principles and rules here laid down, the
stadent should be guided by the preceding examples, in the construction of a series of sections
and periods ; they should all be written in C major; and then, as in the first exercises, trans-
posed on the Piano into the other major keys.
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FIFTH SECTION.

OPENING OF NEW ROADS.

HAVING, in the preceding sections, considered the fundamental forms of all
musical construction, viz. ‘
Passayes,
Sections,
and Periods,

with their division into phrases, and the manner in which they are formed of
motivos ; having likewise shown the effects which arise from the desire to retain and
develop a given or chosen motivo on the one hand, and the prescribed limits and
form of the section and period on the other; we laid before the student a new series
of exercises. With a view to give him every assistance, and, at the same time, to
render his labours more interesting and productive, we will point out to him a few
new roads to the formation of sections and periods. In doing so, we shall take the
opportunity of adding some explanations, which, although of secondary importance,
may yet be considered valuable.

A road to a new and inexhaustible series of forms opens itself at every point
previously attained. Were we to refer to page 30, and ask what has been here
acquired, and to what further purposes may it be applied ¢

We might, by way of illustration, return once more to the motivo ¢ of No. 9.
To the question, what does it contain? The most simple answer is, three different
sounds. If we now add, that one of them 1is a crotchet, and the two others are
quavers, we enter upon the rhythmical element of the motivo, and thus a new
course of developments is opened to us*.

* But is not this mode of arriving at a new motivo by altering the form of another, a pro-
cess of abstract reasoning, instead of being a really artistic operation ?

It is the unavoidable form of teaching only, which can give it for a moment the appearance
of being unartistic in its character. 'We must necessarily employ verbal explanations, and can
only show by an examination of outward marks how one form (e. g. & motivo) arises from
another. That which in an artist appears to be mercly a matter of feeling and intuition, we
must try to explain by abstract reasoning, and thus make it a subjoct of intellectual perception.

But let the student take eare (as we have repeatedly warned him) that this perception do
not remain altogether an abstract one. He should not only be able to say, this motivo or form
is of such or such a character, and allows of such or such transformations; but he should also
Jeel all these things, and make his ear a witness of what he feels, by means of singing or
playing. Thus will his abstract perception be converted into a real artistic consciousness;
and fecling, reasoning, and demonstration by the senses, will blend together in an entity of
action. The transformations of the motivo ¢, No. 9, for instance, in Nos. 35 to 37, appear at
first to be merely the results of abstract calculation. But let the student yield himself only
to the feeling of the rhythmical differences, and the apparent arithmetical operation wilk
become an event in his musical experience, a living and life-producing phenomenon. The
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But the three sounds might also be of equal duration, which would be the most
simple form. In this case, we should have a new motivo before us, of three equal
sounds, which would lead to a section in tkree-four time.
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Wherein consists the difference between this motivo and the one from which it
is derived? In the original motivo, the first sound was of longer duration than
either of the others. If we apply this difference of duration to § time, we arrive
at a new rhythmical form.
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The first sound of the original motivo is as long as the two others together ; here
it is twice as long. By making it three times as long, we arrive again at a section
tn common time. )

Let the student notice how, in the above examples (Nos. 35 to 37), the accent
upon the first note is increased by changing the time of the motivo.
.
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This is a means of expression which will hereafter, especially in the composi-
tion of vocal music, prove of great importance. It is clear that these rhythmical
gradations may be still farther increased by employing dotted notes or binds after

the accented notes; e. g.
e

Returning to the motivo of No. 36, we-find that its first sound is equal in dura-
tion to two crotchets. We might, therefore, substitute two separate crotchets for the
single minim:

acoom'pliahed artist pursues exactly the same course, but in an opposite direction. He hears in
his mind the motivo o—d—e¢, and has now to consider in which form of rhythm it presents
itself, whether in that of No. 9, or No. 35, 36, or 37. Only the operation of thus converting a
matter of feeling into a subject of real perception takes place in him quite rapidly, and he is
apparently as unconscious of it, as we all are of the process taking place in our mind when
reading the written or printed thoughts of others. Nay, he may, even at the first moment, be
-uncertain about the true rhythmical expression, or employ one rhythmical form instead of
another nearly like it. Such things have happened to every composcr, and clearly prove that
here a progressive consciousness comes into play.
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or, carrying the subdivision still farther, substitute two quavers for each crotchet.
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This leads us to a new series of motivos, of which the repetition of a sound
forms the characteristic feature; e. g.

and which, therefore, are of a purely riythmical nature. They may prove of great
service when we wish to give animation and variety to those parts of a composition
in which we are confined to a limited range of sounds.

We return to No. 41. If the frequent repetition of the same sound should
not please us, we may introduce one of the contiguous sounds, either’ the next above,
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or, as the motivo also leads to this upper sound, the next below,

which imparts greater energy to the ascending progression of the motivo.
But why havegwe, in the third bar of the last section, introduced the sound a

sharp instead of §7 Because, in the two preceding bars, there was also only the
interval of a semitone between the third and fourth quavers, and because this
shorter step leads more smoothly in ascending.

Thus we have here, for the first time, introduced a sound foreign to the chosen
key, in order to assist us in a case where the original sounds of the key could
not, or, at least, by no means so well. Have we by this means quitted the original
key, or has it become ambiguous? By no means. The key remains in full force,
and shows itself unmistakeably by the close upon the tonic. We have merely
passed through the foreign sound, to make the progression through the successive
degrees of the original more smooth, and in keeping with the preceding bars.

Now we may introduce the contiguous foreign sound sooner and more frequently
as an assisting sound.

Here, at a, we pass through three foreign sounds; in the third bar, the sound &

* Why have not these sounds been written as d flat, ¢ flat, and 4 flat? Because wo are
ascending, and raise the sounds ¢ and f to ¢ sharp and f sharp—in order te glide moro casily
into d and g. We also avoid thercby the trouble of rcvoking the previous accidentals by
special signs, as we should have heen obliged to do, had we employed notes with flats instead
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had to be repeated, as there is no intermediate sound between & and ¢, or we must
have tried to find some other expedient; e. g. by proceeding as at 6. From this,
it is but one step to the introduction of all foreign sounds, either ascending or
descending.

Thereby passing from the diatonic into the chromatic scale ; but, through the
power of the tonic, the diatonic scale still remains the predominant principle*. We
return to the consideration of the examples Nos. 43 to 45.

In these, the movement, entirely by quavers, and through so many semitones,
may appear trifling. This objection may be met by leaving out the second auxiliary
sound and introducing a rest instead.

These interruptions by short rests give to the passage a halting kind of move-
ment, which might be rendered still more perceptible by marking the interruptions
more strongly ; as, e. g. in this section in two-four time.

The deviation from the motivo, in the third bar, serves to relieve the too great
uniformity, as well as to lead more easily and smoothly into the last sound.

In the last two examples, we met with a new and striking feature ; the series of
sounds has been divided by means of rests into small distinct groups of sounds,
which, however, are neither melodically nor rhythmically complete in themselves.
Although not of such importance as the phrases, which have at least a perfect
rhythmical close, they nevertheless deserve to be noticed. ~We shall call them

of sharps. This is one of the fundamental principles of musical orthography, which arises
quite naturally from the circumstances of the case upon which it bears. There are, however,
exceptions to the general rule; ¢.g. when the more convenient mode of notation would lead to
the introduction of sounds, which would remind the reader of keys remote from that in which
we write; or when it cannot be strictly carried out, for harmonic rcasons which it would be
impossible here to explain. Thus, in No. 46, it would have been better if, at a, the sound
ay had becn noted as &} ; and at &, the sound gp as f§.

* Might not the chromatic scale serve, as well as the major diatonic scale, for the basis of
mausical composition? (p. 18.) No; for the former contains ecvery sound of our tonal
system, without an indication of any particular key. But whero all is devoid of a distinct
peculiarity, there also nothing distinctive can be designed or offectively produced. For this
reason, there is not even a tonic or a necessary beginning and end in the chromatic scale.
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members. Such members may be distinctly felt even where there are no rests; e. g.
here

1, divide itself into & first and second section (A. B); 2, the first section, into
two phrases (a, 8); 3, each phrase of the first section into two members (¢ and d,
eand f); and 4, the whole second section into three members (g, %, and i);
which show, at least so far, a symmetrical arrangement, as the last (%) is as long as
the other two together. The termination of the phrase a is marked by the rest
which follows ; if it were desired to mark it more distinctly, the last three sounds
would have to be changed to a crotchet (/f).

The development or transformation of a group of sounds by such additions,
alterations, and omissions as the above, is termed Figuration. With the help of
figuration, not only the expression of whole sections and periods may be partly or
totally altered, but also it leads to an endless variety of new motivos and passages ;
and is therefore one of the best exercises for the inventive faculties of the learner.
By far the greatest portion of instrumental, and also a great portion of our vocal,
melodies are based on figuration, or by its means have been raised to a place in
more extended compositions. It will therefore be very useful to the student, while
continuing his own exercises, to search the works of our great masters (especially
their instrumental compositions) for those figurations which are based upon the
major scale, and to ascertain in what manner they have arisen.



SECOND DIVISION.
COMPOSITION IN TWO PARTS.

FIRST SECTION.

ONE PART DOUBLED IN THE OCTAVE.

THE farther we endeavour to extend single successions of sounds, the more do
we feel their insufficiency; not only because they are merely a thin thread of
sound without power or fulness, however interesting may be their melodious com-
bination, but also because the tonic which forms their commencement and close
does not offer a sufficient counterpoise for the more richly developed scale; and
farther, because, in common with all other nations advanced in civilisation, we have
from childhood been accustomed to music in parts, or harmony. l

Now, therefore, we proceed to composition ¢n fwo parts. Here the idea which
most readily suggests itself, is, to have the same series of sounds performed by a
second part in a higher or lower octave.

By this arrangement, the following example is obtained from that at No. 5:
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It cannot be denied that this moves in two parts; i. e. that it employs two
different series of sounds. The result is a greater, broader, and more powerful
body of sound, which is especially suited for massive effects, but appears less
adapted to a light or rapid movement pressing forward to a point. Two such series,
however, can hardly be regarded as more than a single part, as their rhythm and
tonal succession only express the same idea in different regions of sound. There-
fore no farther explanation or practice is required for this form. ’

It may, nevertheless, serve as the basis for a variety of one-part passages, by
combining the sounds of both parts in one. Thus, for instance, the above passages
in two parts (No. 51) may be converted into the following one-part passage,
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by taking the simultaneous sounds of the two octaves in succession; and for that
purpose changing the crotchets into quavers and the quavers into semi-quavers.
But why has the passage not been made to close in the same manner with two
crotchets, c—c? Because it would have sounded strange and feeble, if, after
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the previous movement in quavers and semi-quavers, a sudden slackening had taken
place in the last bar; especially as the skipping of the melody from one octave to
the other gives the passage a character of restlessness, with which such an abrupt
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subsidence into the slow movement of crotchets would but ill accord. Moreover,
the skip at the close into the higher octave would have been of an exciting, instead
of a calming character.

That, however, in particular cases, even this unexpected torpid movement of the
crotchets, and the exciting skip to the octave above as the final sound, may have a
good effect, has been clearly shown in the principles hitherto laid down.

Here we have, besides, another case (see page 38) of the final sound appearing
not to fall upon a principal part of the measure. This, however, is only in appear-
ance; for, in reality, the three notes C, in the last bar, are merely a figuration, or
separation of the final octave. We now apply our former mode of proceeding to
this new melodic basis, and mix our former motivos with those obtained by the
combination of two different octaves. An inexhaustible source of new forms of
melody opens itself. Without entering upon a systematic development of these
forms, we here give some by way of illustration:
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The comprehension and appropriation of these figurative forms require no further
explanation.  From the above also, it is evident that new figures may be derived
from the combination of three or more octaves. Such passages, however, assume
so straggling a character, as to be applicable only in special cases, and require no
particular practice.

Finally, we might endeavour to combine two essential parts moving in octaves,
and, by figuration, to give them in some measure the appearance of two distinct

parts, as in this passage:
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Combinations of this kind, consisting apparently of two or more parts, will
hereafter prove very useful and effective, especially in orchestral compositions and
the accompaniment of vocal melodies, but conduce nothing to our present object.
For one of the parts is but too palpably a mere imitation (or transcription) of the
other, with which it sometimes may even come into hostile collision (as in the third
bar, ¢ # against @) ; and, on the whole, such combinations are of so questionable a
character, that, for the present at least, we cannot admit them into our series of
legitimate forms.
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SECOND SECTION.

NATURAL HARMONY AND IT8 APPLICABILITY TO TWO PARTS.

1. Its DIsCOVERY.

WHATEVER may be effected by combining two or more octaves, our main object,
the formation of two real parts, in which each has its own melody, cannot be
thereby attained. To effect this, we require another basis, to show us what sounds,
according to the nature of our tonal system, may be employed simultaneously.

Let us then first try to discover, by the judgment of the ear, a sound which may
be employed simultaneously with a certain other sound—say the tonic. The ear
tells us that the next above, or second, c—d, does not agree with it, but that the fol-
lowing, the third, c—e, does.

Again the fourth (/) does not agree with those two sounds; but the next, (g)
the fifth, does; and after this, no other, .excepting the octave.

e

What has thus been deduced from experiment is confirmed and fully established
by the science of acoustics. This science shows that the following sounds

56

are most naturally and closely connected. The basis of all these sounds is the
tonic. The ear recognises the most perfect harmony in their simultaneous combi-
nation. .

Such & combination of concordant sounds is termed a Harmony, or harntonic
mass, of which the lowest sound is tke Root.

The above concordant combination forms the first harmonic mass.

In searching for those sounds, which, according to the science of acoustics,
should follow the above, we meet, in the first place, with a sound not belonging to
the scale (of which we shall speak hereafter), and next, with a portion of the scale:

67 1 1 ’_
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Three of these sounds (¢, e, and g) belong to the first harmonic mass; d and f,
on the contrary (as we have already found), do not agree with the root of that
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mass. But these two sounds,. although not reconcileable with the whole of the
first mass, will nevertheless unite well with one of its sounds, g, and the three
together form a second harmonic mass.

58 p—

The ear at once perceives that these sounds have a mutual relation; and this
will at a future stage be demonstrated still more fully. In the mean time, let us
observe the following. The two sounds, d and f, belonging to the second mass,
form together the interval of a minor third, an interval which we have also dis-
covered in the first mass between e and g; we farther observe, in the second mass,
a fifth, g—d, and octaves, g—g—yg, just as in the first mass. On the other hand,
the second mass is not only less rich in sounds than the first,
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but also less regularly arranged, as the first mass contains a nucleus of harmonic
sounds, twice following in a regular succession of thirds, ¢—e—g ; the second does
not, and contains intervals, the seventh g—f; the second, f—yg, which are not found
in the former mass, and which therefore require to be accounted for and justified.
From this it appears that the contents and arrangements of this second mass are
not at present definitively settled; we may nevertheless avail ourselves of them in
the mean time. As a further proof that the series of sounds forming the two masses
are naturally connected with each other, we mention the fact that they can all be
produced upon wind-instruments (e. g. Trumpets and French horns) without arti-
ficial means or appliances, as sound-holes, valves, pistons, &c. &c.* ’

In the succeeding exercises, we shall confine ourselves strictly to this succession
of sounds, employing no sound which does not appear in it, nor even the lower or
upper octaves of the degrees / or d, although actually existing in it.

: 1 1 1 1 1 1
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We find—

1. That only the last five sounds follow in regular diatonic succession; a and &
are missing, as also the higher ¢.  The preceding six sounds evidently do not
possess the form or connection of a scale.

2. The nine sounds (marked 1) belong to the first karmonic mass ; but, by ex-
cluding all repetitions, it consists of only three different sounds; viz. ¢, e and g,

¢ That the sound f produced in this manner, is too high (and other particulars connected
with this subject), it is not here necessary to take into consideration.
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which we have already pointed out by our previous appeal to the ear. The position
of these sounds is very regular, each being at the distance of a third from the next.
Of this mass, the tonic is the root.

3. Five others (marked 2) form the second karmonic mass, which, as we have
said, is not only much poorer in the number of its sounds, but is also less regularly
constructed. Of this mass, the three times repeated g, one of the sounds also found
in the first mass, is the Root. If we take with this root the highest new sound, f,
we see at once the boundaries of the scale moving around the fonic (p. 20), from
which we have already discovered that it proceeds from and points back to the
tonic.

The root of the first harmonic mass has already been considered in its capacity as
the basis of the scale, and named the toric.

We must also distinguish the root of the second mass by a special name, and
call it

DOMINANT.

Why it is called dominant (the governing sound), will gradually become perfectly
evident ; at present, this name may at least be justified on account, not only of its
supporting the whole of the second mass, but also its being the only sound which
belongs to, and connects both masses. This dominant will prove itself more and
more important as we proceed. We will notice, that it is the fif2k sound in every
scale, being the fifth degree above the tonic.

2. ITs APPLICATION.

. So far respecting the new material ; and now to its application: we may employ
the two series of sounds,
1. Melodically*, asa source for new successions of sound ;
2. Harmonically, in both masses, and composition in two parts will be establighed
upon this foundation.

(a.) MELODIC APPLICATION.
Not only the incomplete scale c—d—e—jf—g, but also the successions derived

from the harmonic masses, serve as the basis of melody; but the lowest sounds
C—c may be omitted, as being too distant.

N . .
XA - +

It will be perceived that the first mass, on account of its greater abundance of

sounds, and its more regular construction, is much better calculated to become the

basis of melody than the second. Properly speaking, however, the melody of each

mass consists merely of three different sounds, with their repetitions. This tonal

¢ Our firstbasis for melodies was the major scale (p. 18); herc we have the second dasis,
viz. the two harmonic masses.

VOL. I. E



&0 SATCRAL HAEX/ . SY AND IT> APPLICABILITY TO TWO PARTS.

pasity, as well as the recurrenve o the same steps in the different octaves and the
distauws A e samvis from each ther, certainiy tend to impart t such successions,
if enpioyed by themsedves and for any length of time, a degree of sameness, or
rather, smptiness.  On the aber hand, however, the intimate omnexion of sounds
bekmging s the same mass, and their rapid motion in wide skips, may often pmduee
an expression of energy, brilliancy, and boldness, which belongs exclusively to this
grm of meldy. It should therefore be well studied and practised.

In No. 61, the two scries of sounds appear in their original order, first ascending,
and then descending.  This order may, however, be changed in many different
ways; ¢. 4.

Y ——a— -
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and thus a greater variety of melodious combinations obtained ; nevertheless, -the
small number of sounds must always prove an impediment ; and it will be perceived
that repetitions of the same sounds and motivos, and especially a perfect rhythmical
development, are the only means of deriving from these scanty materials any
interesting result.  That this, however, is perfectly attainable, has been, for our
consolation, previously proved by innumerable popular and national songs, marches,
and dance tunes, as well as melodies occurring in all works (especially of modern

masters) which are based upon and confined to the sounds of that natural
harmnony.

(6.) HARMONIC APPLICATION.

. The harmonic branch of our new material is, however, the most important ; for
this isthe new object of our research; we no longer desire mere melodies or succes-
sions of single sounds; but two or more different successions combined and
proceeding simultaneously. We have already aimed at this object in No. 51; but
could not avoid perceiving that two series of sounds, moving together in octaves, do
not in reality form two distinct parts. We will now form essentially different parts
moving together. These parts must harmonize with each other, and we must only
employ simultaneously the sounds of the first, or of the second mass.

How muany such parts shall we combine? We have already decided (p. 47)
upon two ; this is the most simple form of harmony, and we will confine ourselves
to it, n8 also best suited to our present means.

Of these two parts, one is the principal part; i.e. it contains the principal
inelody ; the other serves merely as an accompaniment. Knowing, from p. 18, that
a scrics moving in higher regions of sound is expressive of a more active and excited
state of mind, we will assign the principal part to the higher series, and the secondary
part to the lower. The former we will distinguish by the name of the upper part
or melody ; the other, the lower part or accompaniment. )

A

/
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How shall we find an ‘accompaniment to the melody of the principal part
Each sound is accompanied by the sound next below it in the same mass; e. g o
by g, two-lined e by ¢, f by d, &. Here
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we have accompanied the prescribed sounds, both ascending and descending. How
shall we accompany the highest g? It belongs equally to both masses, and may
therefore be accompanied by e or /: we prefer the first, on account of the regular
succession of the two harmonic masses. How is two-lined ¢ to be accompanied ?
According to our rule, we ought to take g, this being the next sound below, in the
same mass ; but as this sound belongs also to the second mass*, we prefer e, which
is the next sound below. The four lowest sounds, c—e—g—c, unquestionably
belong to the first mass ; the lowest ¢ we shall employ merely as an octave with the
g next above, or as a unison in both parts ; the two lowest sounds, C ¢, which have
already been omitted in No. 63, we lay aside. Thus we obtain the following
natural series of harmonies.

This series will serve as a pattern, without however becoming a shackle ; and we
will adhere to it, until we shall see valid reasons for pursuing a different course.
Such reasons will arise in the progress of our work; e. g. in a case like the following,
which we select for the sake of illustration :

Here we have conducted the two parts first in unison, and afterwards in octaves,
a real two-part harmony appearing only quite at the end. Why this deviation ?
Because we desired to give the greatest possible force to the melody, before our
strain should assume an harmonious form; for this reason also, and in order to give
a distinct character to the second part, the single harmony in the last bar is an
octave farther apart than in No. 64.

So far by way of introduction; we now begin to compose.

* More cogent rcasons for this deviation from our rule will be found in the subsequent
explanations on chords.
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THIRD SECTION.

COMPOSITION IN TWO PARTS.

AFTER the preliminary practice of one-part composition, we may now advance
more rapidly to our object. We will at once compose pieces of music in the most
perfect of the three fundamental forms (p. 39) ; viz. that of the period.

We know that the period consists of a first and second section, and that its
extent has, in the first place, and very conveniently, been limited to twice four bars.
(No. 7.) The close of our periods in a single part took place upon the tonic. In
the present instance also, we close with the tonic, not however with a single sound,
but with the first harmonic mass, which contains the tonic, and therefore is de-
signated by the name of fonic harmony. This tonic harmony for the close, we place
as it appears at the end of No. 64 (e—); so that the tonic becomes, in the upper
part, the most important and most impressive sound. What is to precede this?
Not another combination of sounds from the first, but from the second mass, which,
by forming a contrast to it, will render it more prominent. This harmony also we
will employ as it appears in No. 64 (9—d), immediately before the end, so that
its sounds may be resolved most flowingly into the final tonic harmony. Thus, the
close of our periods will take the form of the two last harmonies in No. 64.

How is our first section to close? In the composition of one part, we had, for
the conclusion of both sections, the harmony of the tonic only; and it was merely
by the direction of the melody that they were distinguished. But now we are in
possession of two harmonic masses, which form an antithesis to each other. Although
the composition of the second mass may not be free from doubt (p. 48), it has,
nevertheless, two relations of sound (the octare and fifth, especially the latter, since
the octave is not a relation between two really different sounds) which occur in the
first mass also, and which therefore may serve to form a close. Owing to the ab-
sence of the tonic, and the circumstance that the root—the dominant—is common to
both masses, and therefore forms no distinctive feature, this close cannot be so
decided as that in the tonic harmony ; but it is sufficient to mark the termination of
the first section. In order to give it greater force, we precede it by a harmony of
the first mass, ¢.g. by e—, as in Nos. 63 and 65; consequently we form our
periods with these closes :

First scction. Second section. N
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The last close, which terminates the whole piece, is called the
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WHoLE or FuLL CLOSE;
the other, at the end of the first section,

HALF CLOSE.

Both serve to mark the termination of the two sections of a period in a more distinct
and characteristic manner than was possible in composition in one part.

If we now fill up the vacant bars of the above scheme with the most simple
harmonies,

we have completed our first composition in two parts, which contains o/ that is
absolutely required, though certainly no more. We have, however, already learned,
from the most simple materials, how we may continually produce more and more,
while we inquire what is afforded by, or can be dispensed with, in our theme. Let
us, therefore, examine No. 67, in every point of view.

First, the new element, the sarmony. The first section is composed chiefly of
harmonies belonging to the first mass, but closes in the second ; while the last section
consists principally of the harmonies of the second mass, and closes in the first. This
is a meagre arrangement ; but as harmony is still new to us, it may suffice for the
present.

Now, as to the rkythm. It is very poor. After our previous exercises, it cer-
tainly would not be difficult to animate and enrich it; e. g. by arranging the first
section thus:
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s || 1 N N
g ====sS_ s sse -
Ly T 17y

but that would only make the chief defect of No. 67 still more evident.

This defect is in the tonal succession of the melody, which in no part sufficiently
indicates the normal distinction in the arrangement of the first and second sections
(p- 23). As we have explained the harmony which, for the present, we agree to
adopt, we will make it ascend in the first section, as here at a.

a [
et
But the fall from e—yg to g—d is too unconnected, and requires an intermediate
step, as at b.
By similar means, the second section must be made to fall ; but the second mass,
which is here predominant, offers so little scope for variety, that we are obliged
either to repeat one of its harmonies, as at a,

T
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or call to our aid the second mass, as at 6. This being settled, our next aim is to
give the second section an increase of rhythmical motion towards the end, similar to
that in the first, No. 69, 5. And now our period presents itself in this form—

and we also lead our second section to a rhythmical close.

Let it be observed that in this case, as formerly in No. 5, the increase of the
rhythmical motion, and the deviations from the normal form of construction, have
arisen from absolute necessity ; even the more striking change of rhythm in the
second section was necessary, unless we had contented ourselves with a repetition of
the same sounds as at 4, or with the still less satisfactory arrangement in No. 70.

The progress from No. 68 to No. 71 is undeniable. We have obtained a richer
succession of sounds, a more decided contrast in their arrangement, and a greater
variety in the rhythm. On the whole, however, the construction is still exceedingly
simple ; the melody only shows a difference of direction, without containing even a
distinct motivo; or, if we take the groups of sounds in the third and seventh bars
as such, they remain undeveloped, and lead to no further consequences.

With respect to the harmony in the foregoing examples, one of the masses has
either been retained for some time, or the two have been interchanged.

There can now be no impediment to our further progress in invention, if we
steadily adhere to the rules laid down. Every single point in the results first
obtained, leads to a series of new results, if followed up with diligence.

If we adopt the ascending progression of the leading section in the harmony of
the first mass (No. 71), we may extend it still farther in the same direction :
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and thus impart a greater variety to the rhythm, and a more decided character to
the motivo:
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or, by ascending and descending (undulating successions, p. 17), occasionally, without
changing the general direction of the progression :
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Again, if we take up the change of the two masses (No. 70 8), it may serve
as a motivo. Thus No. 71 might assume this form:
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in which we find a particular motivo () four times, or, with the diminution (p. 29)
in the seventh bar, five times repeated.
Lastly, we dre reminded in the following piece,

-
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that here, as well as in the composition of one-part (No. 34), the first section may
consist of several phrases. Here it contains two (a and &) ; the first of which most
properly terminates with the first harmonic mass, in order not to anticipate the
subsequent half-close. In the following section, either mass may terminate the
phrase. In the following example,
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which is formed from the preceding one, the first section consists of four phrases
(@, &, ¢, d,), each containing two bars. The first three of these are composed of
sounds belonging exclusively to the first mass, and it is only the rhythm and tonal
succession which mark them as distinct groups. The second section contains three
phrases (e, £, and g), of which the first two contain two bars each, and the third (as
in the period No. 39) four, and which terminate alternately in the first, second, and
first mass.

As we here enter upon a new series of exercisest, we conclude by bringing
forward these points for consideration.

% Third series of exercises :—The pupil will form in continual progression a series of new
airs, in the same manner as those produced from No. 67. They must all be composed and
played in C major, and then (as with the former exercises) be transposed upon the instrument
into the other koys.
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Firstly : the motivo. In one-part composition, our precepts were confined to
the tonal succession and rhythm of the motivo; but now they extend also to its
harmonic contents : our motivos may consist either of the first or the second mass
only, or of both combined in various ways. With such a variety of forms, however,
it is rarely the case that a motivo is repeated without undergoing some slight
alteration. Thus the motivo @ (No. 75) repeats its rhythmical form four times;
but its melody ascends the two first times, and the two last times ascends and
descends ; whilst its harmony is taken alternately from the two masses. It is,
nevertheless, easily recognized in all its transformations. In No. 74, while the
rhythm of the motivo is departed from in one of the parts, it is retained in the
other.

Secondly : the accompaniment. As before observed, the form of accompani-
ment prescribed in No. 64, has been already deviated from in No. 72, in order to
render the progression of the second part more flowing. The deviations from
No. 74 to 77 may be easily accounted for by the student himself.

Thirdly : beginning from No. 67, we have formed a series of pieces, each
of which displays its particular contents definitely concluded. These contents,
whether significant and important, or otherwise, may be considered as forming the
idea or spiritual matter of the composition. As we have constantly maintained a
strict adherence to the motivo, each of our previous pieces contains only a single idea
more or less developed.

A composition containing only one leading idea, whether intended to be sung
or not, is termed an

AIrR or TuNE (Song Form).
In contradistinction to those compositions which contain more than one leading idea.
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FOURTH SECTION.

AIRS IN TWO AND THREE STRAINS.

A. Amrs IN Two STRAINS. (Bipartite-Song Form.)

17 we consider how clearly the thesis and antithesis are now circumscribed and
distinguished by means of their direction and peculiar close, and how far our com-
position may already be extended (see No. 77, with its two sections of eight bars),
it follows that they become in a degree two independent parts, but only by their
union form an entire and satisfactory composition, as the

FIRST AND SECOND STRAIN

of an air, and which are now superior to the first and second sections of the compo-
sitions in one part, merely in having an additional means of distinction and division.
From this therefore arises

THE MosT SIMPLE ForRM OF Two STRAINS,

as found in many marches, dances, songs, &c. &c.

We have already (No. 30) met with pieces containing a greater number of
bars. Now we claim a further extension for pieces of two strains. Each strain
should form a whole in itself; therefore, according to our previously adopted prin-
ciple, each must have the length of a period, viz. eight bars. This is our regular
measure ; we know, however, that it may be more or less.

If the first strain is to form a whole in itself, it must have the most perfect
form; viz. that of a period, consisting of a first and second section. Still, as it is
but a part of a greater whole, it cannot terminate in a full close, but must end so as
to create an expectation of something yet to follow. Therefore, like the first section
of a period, it must terminate with a half-close. If the first section of this strain
were to end so likewise, there would be two closes of the same kind successively,
which would necessarily weaken the final close of the strain, and impart great
monotony to the whole arrangement. The first section must, therefore, terminate
with a change from the second to the first harmonic mass. This is a full close,
and, as such, may give too much importance to the termination of a mere
section. To prevent this, it is advisable to employ the full close in an smperfect
form, either by placing it in an unaccented part of the bar (a), or by removing the
tonic from the upper part, the melody of the chord (8), or, lastly, by touching only
slightly upon the second mass which introduces the close (c) *.

* This last expedicnt has also contributed to make the close of the first section of No. 76
(@) appear less perfect; for wo know, from p. 38, that in compound measures a full close may
vccur on an unaccented part of the measure,
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The second strain must have the same complete form, and terminate with a
perfect close, from the second mass into the tonic harmony. If the first section of
this strain is also to have a distinct termination, it must end with a half-close ; the
perfect cadence will then follow with undiminished force. Such a division of the
second strain into two sections may, however, be dispensed with, because the regular
construction of a period has already been sufficiently developed in the first. This,
then would be the Scheme of Musical Composition of two strains.

The completion of this example is left to the student. He may take No. 76
(or, better still, No. ‘) a8 a guide; if we regard the first half as the first strain,
the rest as the second strain, and the first and second sections as the thesis and
antithesis of the first strain, then the remaining half of No. 76 would constitute
the second strain, which, in this case, would not be divided into two sections, but
form one unbroken strain.

But why is it less necessary to divide the second strain into distinct sections?
and why again are rhythmical and melodical divisions more requisite in the first
than in the second strain? Because the idea and form of a composition should be
clearly indicated and set forth at the commencement, whereas the motion increases
towards the end, and should, therefore, proceed in a more connected and unin-
terrupted course.

No. 76 would serve as an example of a musical piece of two strains, each
consisting of twice four (instead of twice eight) bars. We may, however (as in
No. 77), also have occasion, sometimes, to exceed the prescribed measure of twice
eight bars; but, with our present limited materials in the way of melody and
harmony, r&ythm is the only means by which we can increase our resources, and
infuse variety into such extended forms. This art of rhythmisation we find most
fully employed and developed in marches for trumpets or horns. The following
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may serve as an example of a first strain, which has been extended to three times
JSour bars, principally by means of repetitions of sound. Great variety of rhythm
only, can make such an extension possible and tolerable: it will be seen that the
first eight bars contain, in reality, nothing but a repetition of the motivo from g up
toc, e, and g. Itisonly by a clear and distinct grouping that such frequent repe-
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titions can be made interesting. Thus the above strain is divided into three sections,
each containing four bars:—1, aand b; 2, c and d; 8, ¢, f, and g. The first
two of these sections consist of phrases of two bars each, which are also marked
perceptibly, though not with equal distinctness. The third section contains, firstly,
two members (e and f) of one bar each, and then a phrase (¢) which is equal to
the two preceding members together. In the increasing motion towards the end,
the second member (f) of the last section has no decided termination, but unites
itself closely with the following phrase, so that it can only be distinguished from it
by the change into the second harmonic mass, and its similarity to the preceding
member.

If we once more examine the above strain according to the principles laid down
at p. 57, we must look upon the close at d as the end of the first division of the
strain, to which e, £, and ¢ form the second. The first division is consequently
as long again as the second ; but its two halves and their subdivisions are so dis-
tinctly separated, and so similar in construction, as to appear as mere repetitions ;
and, therefore, no disproportion between the length of the first and second divisions
is felt by the ear. The second division of a period may be extended in the same
manner, either by an enlargement of its different sections, or by a repetition of the
last section in the form of a coda. This means has been applied in the following
strain, in which the descending motion of the melody is intended to express a gyadual
subsidence of emotion :
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Its first section closes at a, in the fourth bar ; the whole might have closed with
the first note in the eighth bar (5), which in that case should be a dotted minim:
but, instead of this, the parts move on, and at the ninth bar an entire repetition of
the second section commences from the fifth bar.

Had we thought proper, we might have repeated only the last member, or have
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introduced some slight alterations in the repetition, provided the original character of
the air would not thereby be rendered less intelligible; nay, even the combined
succession of both, or a still greater number of repetitions may be possible. In
appending such codas, it is advisable that the preceding close should be imperfect,
either by a change of the last sound of the melody, or by shortening its duration. The
last expedient has been adopted in No. 81. Moreover, the simplicity and compre-
hensiveness of the whole admits of the relaxation of strict regularity. As the first
section begins with an accented note (the first part of the bar), the second should,
according to the strict rule, have done the same, by beginning upon the first note in
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the fifth bar. Instead of which, it begins in the latter part of the fourth bar. The
separation of the different sections is, however, sufficiently distinct; and, therefore,
the shortening of the closing sounds and the introduction of what we might term
connecting notes, are not only admissible, but also render the melody more flowing.

B. Ams or THREE STRAINS. (Tripartite-Song Form).

If we take into consideration, that up to the present time we possess only two
different closes, the air of two strains arising out of the thesis and antithesis would
appear to be in the most regular proportion.

Nevertheless, even in itself, an indication at least of a form of three strains is
found. In most cases, and most naturally in the air of two strains, the beginning
and the earliest development of the motivo take place in the tonic harmony. We
then proceed to the second mass; but, on account of its scantiness, and through the
increasing energy and interest which a composer feels as he grows warm with his
subject, both masses are freely employed and interchanged, until the whole develop-
ment of the subject becomes more rich and varied. This is the climax, after which
we gradually return to the repose of the tonal harmony in the full close. Thus we
observe, in the structure of the air, the same three momenta of Rest—Motion—Rest,
which have been already shown to exist in the first tonal series. Upon this founda-
tion, however, the form of three strains is based.

It may assume two different forms. In the first place, the leading strain may
terminate as hitherto' in the second harmonic mass. If we take No. 80 as a first
strain, it cannot be disputed that its motivos have been so frequently employed as
to make it desirable that the second part should either contain altogether new
motivos, or that those previously employed should at least be treated in a different
manner. The second strain might be constructed thus:
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and close either as at @, or, if it be desired to give it the same length as the first
strain, as at 4, which is merely a twice-repeated coda (). But this second strain,
with its half-close, cannot terminate the composition; for this purpose, we must
retain a recollection of the contents of the first strain from which we have started.
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Consequently we must return to this, and repeat it as the third strain ; leading it,
however, in the last bar to a full close, and perhaps increasing the power of this
close by a coda.

Secondly : very often, after a perfect close, a desire is felt to go still farther. In
No. 81, we were led by this desire to introduce one or two additional bars. Had a
new and important idea, however, presented itself, we might have formed, instead
of the coda, or after it, a second strain, concluding in the second mass, and which
must call for a repetition of the first, as the third strain.

It is easily perceived that both of these forms are defective in their harmonic
construction. In the first, an imperfect close occurs twice in succession (at the end
of the first and second strains); in the second, the close of the first strain is so
decided, that there appears to be no necessity for its farther continuation, and what
follows may be felt as either superfluous or redundant. At present, however, our
means are too restricted to enable us to avoid such defects; we can only aim at
rendering the contents so interesting that they may become less obvious.

RETROSPECT.

Returning once more to the contrast of rest and motion, we find that it appears
most distinctly—first, in one-part compositions, and next, in the airs of three strains.

REST. MOTION. REST.
Tonic. Scale. Toniec.
First Strain Second Strain. Third Strain.
(first harmonic mass.) (second harmonic mass, (like the first).
either alone or changing
with the first).
In airs of two strains, this contrast appears less distinctly—thus:
REST. ) MOTION. REST.
First Section of the Second Section of the first Second Section of the
first strain. strain and first section of second strain.
the second.

According to this view, the external proportion, or extension of two or three
strains, is easily perceived. As a primary rule, the two or three strains may each have
an equal proportion: for example, eight bars. But that this original and convenient
proportion is not a permanent law, has been already shown by the addition of codas,
by which strains of eight bars were extended to ten or more. It is also indicated
in the above disposition of the air of two strains, which seems to point to the relative
proportions of

4 bars, twice 4 bars,———and again 4 bars.

Here the middle appears more extended than the beginning or the end. On the
other hand, the second strain (on account of the poverty of the second harmonic
mass) is frequently shorter than the first and third, being comparatively a mere
interlude (as Episode) to introduce the return to the principal subject with greater
effect.
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In all cases, therefore, it depends upon the nature of the contents, whether we
can express them in a section or in & period; or whether they require two or three
distinct strains of equal or unequal length, with or without codas. For this reason,
it is of importance that the student should clearly comprehend the characteristic
features of all these forms, as he will thereby not only be guarded against confusion
and errors of all kinds, but will also be enabled to invent with greater facility ; for
these forms will serve him as land-marks, by the help of which he can shape his
course with safety. When he has decided upon the first motivo, his progress will
be attended by no difficulty, while he keeps them in view ; it is more probable that
rather too many different ways may present themselves, when he will need resolu-
tion to banish timid doubts by a prompt decision. It is neither the want of
invention nor of ways and means, by which the progress of the student is usually
retarded, but his own timidity and irresolution, that prevent him from deciding at
once which of the two or more roads, open before him, he should take. Against
this weakness of character, often most peculiar and dangerous to gifted minds, the
student should fortify himself by this

Maxiu.

«“ Of two or more equally good ways, choose always the first that presents itself,
and, after having entered upon it, pursue it to the end without wavering.” Having
arrived at the end, he may then try one or more of the others. In a higher sphere,
higher considerations of course come into play; there, in a happy moment, an
inward voice tells the artist what is right ; yet, even then, doubts will often arise, as
every artist must have experienced more or less frequently. It is scarcely necessary
to observe, that the finisked artist does not employ these preparatory and circum-
stantial considerations when composing, especially such simple pieces as our previous
exercises. He does not need them, simply because their results have been long
known to him, and have become a second nature. That this may also happen in
the career of the student, constant and indefatigable practice is necessary. For this
purpose, the different grades of composition in two parts, based on the natural
harmony, will furnish ample material*. It is the more advisable to follow up the
repetition and extension of these exercises, a8 we must now revert for some time
to other subjects, and our knowledge of forms will for the present be confined to their
previous developments5.

¢ See Appendix A.
8. Fourth Erercise :—Compose a scries of picces of two and three strains in the key of C
major, and transpose them as before into the other keys.
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FIFTH SECTION.

DOUBLE TWO-PART COMPOSITION.

FARTHER than has been done in the preceding section, the development of forms
for composition in two-parts, based upon natural harmony, cannot be carried without
a danger of too frequent repetition or indistinctness. This may be conceived from
the fact, that our whole material is limited to two harmonic masses and two different
kinds of close. Even in a composition of only two strains, these closes must be
repeated, and still oftener, if codas are added; in pieces of three strains, we have
already perceived an inherent imperfection, which would become altogether intole-
rable in a farther extension. :

Being thus limited, the question arises, whether additional variety might not be
obtained by internal means #—Were we to employ new sounds for this purpose, our
natural harmony would no longer suffice; this mode of enlargement must therefore
be deferred until a farther stage of advancement. For the present, then, the only
means presenting itself is an

INCREASE IN THE NUMBER OF PARTS.

As the two parts hitherto employed combine so well together, the idea of doubling
them seems to suggest itself, before that of employing three parts only. But that
we may be able to double them without confusion, we must reserve a space between
them.

What have we gained by this ?

Above all, a greater and broader mass of sound, if we employ the doubled parts
simultaneously. It is true, we shall find this mass of sound has a less active move-
ment than the two-part harmony, or our first still more flexible one-part series;
besides, there is nothing exactly new in this enlargement of our harmonic mass, as
both combinations move not only in the same direction, but also through the same
intervals.

This leads us to try whether they cannot proceed in opposite directions. Such a
progression of these combinations is practicable, when the two harmonic nasses
change alternately, or when one of the masses prevails exclusively.
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This kind of progression is termed CONTRARY MotION.

This and the preceding example are the two most simple forms of double two- .
part harmony. As we have, however, found that the fundamental sound (root) of
the second harmonic mass belongs also to the first, it may be sustained by two of
the parts, while the other two move and change at pleasure, from one mass to the
other*.
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Sounds like these, which continue whilst the other parts move, are distingnished
by the name of pedal notes ; they serve to unite and give steadiness to the motion of
the other parts.

Finally, as all our sounds and harmonic masses proceed from, and are based
upon, and spiritually united with, the tonic, we may give a material representation of
this spiritual connexion, by making the two lower parts sustain the tonic, while the
two upper parts move through the two masses and all their intervals at pleasure.
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This is one of the most effective means of expression, either at the end of a
piece, where it may sustain a comprehensive repetition of the whole previous deve-
lopment; or at the commencement, where it serves, as it were, to collect all the
forces which are afterwards to come into play.

These are the most ordinary forms in which double two-part harmony is em-
ployed. The student may make some trials in it—although the results and benefit
to be derived from these exercises will not be materially different from those
obtained in simple two-part composition. Whilst engaged in these exercises, the
student will find it not a little profitable, after having made himself fully acquainted
with the above forms of harmony, if he associate his labours with ideas of places
and circumstances, where natural harmony is actually existing and reigning. The
clang of trumpets and the soldiers’ march; the melting sounds of the horn, or
nature’s sweet melodies, or the huntsman’s chorus, in the lonely forest; the inno-
cent dance on the village green and the rural clarinet; these are the spheres in
which natural harmony lives and is found amply sufficient; and they supply plenty
of material for the excitement and exercise of the young composer’s imaginative

® The third part appears at the first glance to consist of new sounds: they are, however,
the original, only an octave lower for the two lowest parts.
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powers. Only, it must always be borne in mind, that such associations and ideas
are nothing more than spiritual stimulants. That the musical instruments alluded
to, present numerous peculiarities which we are not yet able to take into account;
that the forms of construction treated in this division, sometimes require modifi-
cations and considerations which can only be understood by the more advanced
student ; that, finally, all such ideas and associations as have here been alluded to,
may be realized by quite different means and in quite a different manner: that,
therefore, none of our present tasks—indeed, no task whatever—can be performed
with certainty and to perfection, before the student has completely mastered his art.

With the following chapter commences a series of explanations and exercises,
which will for a time exclude the independent and creative action of the learner.
We, therefore, repeat our previous advice, that he should continue industriously and
carefully to cultivate his talent in composition for two and four parts in natural
harmony, along with the exercises of the next division, in order to keep alive the
feeling for melody and rhythm ; of which the practice must for a time be left entirely
to his own industry.

VOL. 1. F



THIRD DIVISION.

THE HARMONY OF THE MAJOR SCALE.

—

IN whatever variety our materials may hitherto have developed themselves, still
their unsatisfactory nature is but too apparent. At first we had the complete
diatonic scale, even with the possibility of making use of sounds not belonging to
that scale; but then we were obliged to confine our progressions to one-part.
Afterwards, we obtained harmonic masses, and the possibility of employing two or
even four parts at the same time; but, in doing so, we were obliged to give up a
great portion of the scale.

Our next endeavour, therefore, must obviously be :—

To learn how to employ the whole of the diatonic scale in connexion with
harmony.

We, therefore, commence anew the construction of pieces in several parts,
beginning with Composition in Four Parts, because we have already entered upon
it, and for more important reasons, which will soon evolve themselves from the
subject itself™*.

FIRST SECTION.

DISCOVERY OF THE FIRST HARMONIES.

In the first place, we must find harmonies for the accompaniment of the whole
scale.

Here our immediate attention is directed to the first harmonic mass, whose
greater importance and regularity we have already perceived (p. 48). This regu-
larity consists in the three sounds of that mass (c—e—g) being situated in the
‘order of thirds, one above another.

A combination of three or more sounds in this order of thirds, is termed a
chord.

The lowest sound of such a chord, e. g. the sound ¢ in the chord c—e—y, is
called the roof or fundamental sound. It is the most important sound of the chord,
because it serves as the basis of the whole structure. Therefore, the position of the
other sounds belonging to the chord are determined by, and counted from it. Thus,
in the above chord, c—e—yg, e is called the tkird, and g the fifth (namely, from

¢ In the second section of this division, under K.
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the root). We shall ultimately learn that there are also chords which consist of
more than three sounds. In contradistinction to these, all chords of three sounds
are termed Zriads. Our first harmonic mass, as represented in Nos. 86 and 89, is
therefore a triad ; for although it appears in No. 56 with six, and in No. 59 with
nine, different sounds, yet it is at once perceived that these are but repetitions or
duplications of the three sounds c, e, and g.

So far, as regards our first chord. Let us now see to which sounds of the scale
it may be employed as a harmony. Only to those of which it is composed ; conse-
quently to c, ¢, g.
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In all these chords, the root or bass is set in the lowest part, and the other
sounds as near to the upper part as possible.

How shall we now find harmonies for the remaining sounds of the scale ?

Our thoughts naturally turn to the second harmonic mass. It is frue, this mass
has been found (p. 48) neither so regularly constructed as the first, nor in other
respects free from objection : yet we have already employed it in the ckaracter of a
regular harmonic mass; namely, in the half-close at the end of the first section or
strain, but with the omission of its tkird, which is the only questionable interval. At
that time, we were confined to the sounds of the natural harmony, and therefore obliged
to content ourselves with the octave and fith, g—d/; but now, when all the sounds
of the scale are at our disposal, there is no reason why we should not insert the third,
5, between those two sounds. We thus obtain a second chord of three sounds,
g—b—d, which is formed as regularly as that upon the tonic, and by its assistance
we are enabled to accompany two more degrees of the scale.

Here again the accompanying chords have been placed as near the melody as
practicable.

The same chord might also have served to accompany the fifth sound of the
scale (g), if the latter had not been already provided with the tonic harmony in
No. 88.

The fourth and sixth degrees of the scale only, remain now to be accompanied.
Here we proceed at first only experimentally, as we did at p. 47, when we desired
to find the natural harmony of the second mass. We join f to @, and add to both
the next third, . Thus we obtain a new chord, the triad /~—a—c, which is con-
structed like the other two, and enables us to accompany the remaining sounds of
the scale, / and 4.

F2
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The first degree of the scale (¢) might also have been accompanied by this

chord: but it is already provided with another harmony—the chord of the tonic
(No. 88).

We have now attained what we desired; every sound of our scale has its

harmony.
-
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Before, however, we enter upon a consideration of this result, and the gain to be
derived from if, we must examine more closely our newly acquired harmonic mate-
rial ; for it is still a question whether the chords, which we have formed of g—d
and f—a, are indeed of such a nature that we may use them as freely and safely
as the chord of the tonic, about which no doubt ever existed. On comparing the
three chords, we find that they are exactly of the same construction.

1. They are all triads; 1.e. they consist of three sounds each: viz. the root, its
third and fifth.

2. In each, the third is a great or major third*, and the same is the case with

¢ From what has been said in the introduction to this work, it must be understood that the
student is expected to be fully acquainted with the meaning and measuring of the different in-
tervals. For security, however, we add the following explanations. When we wish to indicate
the relation between two sounds, we count the number of degrees from one to the other. The
lowest degree, from which we commence counting, is called the prime ; the next the second, the
following the tkird, and so on to the tenth and eleventh, with the exception of the eighth, which
is called the ocfave. Thus, when we take ¢ as the prime, d is the second, the higher octave
of d is the ninth, ¢ kl:e third, &c.; or if e be the prime, then f is the second, a the fourth, 4 the
simbhy &c. 4

This mode of counting i3 easy, but not quite accurate. For we know that every degree of
the scale may be raised or depressed (sharpened or flattened) ; the mere naming of a degree
therefore does not tell us whether it be sharp, flat, or natural. The fifth of ¢, for instance, is
g ; or, to speak more correetly, the degree of ¢ ; but whether the sound ¢ natural, ¢ flat, or g sharp
be meant, the name fifth does not indicate.

A more precise statement is therefore required, and this we obtain by measuring the distance
between two sounds by the well-known quantities of whole tones and semitones.

In doing so, we have to distinguish several modifications of the same musical intervals,
which are designated by the terms, major, minor, diminished, and angmented.

Major intervals are all those which are found in the major scale, the counting commencing
from the tonic. Thus, from ¢ to d is a major second, c—e¢ a major third, e—f a major fourth, &e.
Consequently a major second is equal to a whole tone, a major third to two whole tones (~—d
and d—e), a major fifth to three whole tones (¢—d, i—¢, f—g), and one semitone (e—f), &e.
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the fith. The two new chords being thus in all respects like the first, it follows,
that they are also equally proper and useful.

But there still remains another point for consideration. The first chord rests
upon the tonic of our chosen key, and is therefore distinguished by the name of
tonic harmony, or tonic triad. Had we chosen the key of G' or F' major instead of
C, the tonic triads would have been, in the former, g—4—d; and in the latter,
S—a—c. These triads, therefore, which we have just discovered as belonging also
to the key of C major, remind us of, or represent, the keys of G' and F major. As
the latter are nearly related keys* to C major, we come to the conclusion, that the
most simple harmony of the major scale consists of its own tonic triad, and those of
its two most closely related major keys.

We see, from this, that as every major key has its two most closely related keys
situated upon the nearest fifth below and above its tonic, so do the tonic triads of
those keys, together with its own tonic triad, complete the fundamental harmony of
its scale.

The double point of view in which we have considered our last two chords, viz.

Firstly :—as harmonies composed of sounds belonging to the key in which we

write, and resting upon its two most important degrees; viz. the dominant
and subdominant—and

Secondly :—As tonic triads of the two most closely.related major keys, from

which they have been borrowed, and of which they therefore remind us,

F—c and g—d arc therefore major fifths also, because the distance between both is equal to
three whole tones and one semitone. F—a and g—3 are major thirds, because they contain
two whole tones, like the third, c—e.

Minor intervals are a semitone less than the major ones. C—e, for instance, is a major
third, and c—g a major fifth ; but c—e) and o—g D are, the first, a minor third, and the other a
minor fifth.

Diminished intervals arc a semitone less than minor ones; thus, c—ep is a minor third,
but 0c—ebb and ¢ —eb are diminished thirds.

Augmented intorvals are a semitone greater than major ones ; thus, by raising the sound g
in the fifth, 0—yg, a semitone, we obtain the augmented fifth, c—g .

® We add here also a short explanation from the Unsiversal School of Music. Two major
keys are said to be most closely connected when they differ only in onc sound. Thus the keys
of C and G masjor differ only in the degree of f

O—d—e—f —g—a—b—c
G—a—b—c—d—re—ff§—g—a—d—c
the scales of C and F major differ only in the degree of &

F g —a—bp—ec—d—o—f
C—d—e—f—g—a—b —¢
they are therefore most closely related keys.

We have already distinguished the fifth above the tonic by the name of Dominant. The
fifth below the tonic is termed Subdominant. Thus g is the dominant and f the subdominant of
¢; hence the nearest relations to any given key arc those of its dominant and subdominant.

The relation between two keys is the more distant, the more their scales differ from each
other. Thus the keys of .D major and Bb major are both relations in the second degree to
C major, because they differ from it in two sounds; but to each other they stand in the fourth
degree of relation, because the one differs from the other in four sounds.
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will hereafter prove of great importance, and should be clearly understood and

remembered. This will illustrate the employment of the letters G—C—F, in our

first explanation of the roots of the three chords (p. 20); or, as we now place them,
F—(C—G,

as indicating an important formula. Here they point out the three fundamental

harmonies, and the three most closely connected keys to which they belong; viz.

that of the tonic and of the fifth below and above.
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SECOND SECTION.

EXAMINATION AND COBRECTION OF THE HARMONY.

A. THE Four PARTS.

WE now return to the harmony of No. 91. Having, in the previous section,
directed attention to the different chords of which it consists, we now proceed to
consider it from another point of view.

Of the harmonies in No. 91, the scale forms the upper part or melody. To
each of its sounds is added below—first one, then a second, and then a third sound.
Now, if we take consecutively all the first series (c, d, e, &c.); then the second
(9, &, ¢, &c.); the third (¢, g, g, &c.); and lastly, the fourth (c, g, ¢, &c.); sepa-
rately, we see before us a

CoMBINATION OF FOUR SIMULTANEOUS PARTS.

These four parts (commencing with the highest) are distinguished by the names of
1, Discant (treble or soprano) or the Fimst Part.

2, Alt (alto) - - SEcoND ,,
3, Tenor (tenore) - THIRD ,,
4, Bass (basso) - - FourrtH ,,

In order to distinguish more clearly the four parts and their progression, we
again insert No. 91 in the form of a score*.

Sopramo /-
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(%4 —_— o & & =
T
o_2_n
Tenor gz_rﬂj et 1’4
ﬂ)ird . b
Bas LD: & o —
(fourth part). -] -] ) )

<

The highest and lowest of these parts (soprano and bass) are called eatreme
parts ; those situated between them (Alto and Tenor) are called inner or middle
parts.

® A score is a notation of a composition in parts, in which each part has a special staff as-

signed to it. For further information on the arrangement of, and reading from, scores, see the
Unseersal School of Music, by the author, published by Mesars. R. Cocks and Co.
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B. CoMBINATION OF THE CHORDS.

It is not enough, however, that every individual chord should be properly
constructed ; all must unite in harmony together, just as the scale forms a perfect
melody ; there must be combination and unity between them. Is this the case with
the chords in No. 912

A superficial combination exists between them, in so far as all their sounds
belong to the same scale. This, however, is not sufficient ; for we know (p. 67) that,
properly speaking, the second and third chords are borrowed from other scales,
although the sounds of which they consist are also found in our scale.

A stronger bond of union is to be found in those “combining sounds” which
each of our chords has in common with its neighbours. On a previous occasion,
(p- 48), it was pointed out how our harmonic masses are combined by a sound
common to both; viz. the dominant. In the same way, we now find the first, second,
and third of our chords combined by the sound g, common to both,—the third,
fourth, fifth, and sixth, by the sound ¢,—the seventh and eighth by ¢: it is only
between the chords on the SIXTH and SBEVENTH degrees that no such combination
exists.

Let us inquire into the cause of this combination between the different chords.
We know already that the chord of g represents the second harmonic mass, and is
therefore equally combined with the tonic harmony, by means of the dominant. This
dominant was the fifth in the tonic harmony, the fifth of ¢. But in like manner is
¢ the fifth of /. Now if we suppose our scale to be that of F, then £, a, ¢, would
be the tonic triad, and ¢ the dominant of F, just a3 G is the dominant of ¢. The
chord c—e—y is consequently connected with f—a—c, a8 g—b—d is with c—e—y ;
and we discover that here also the dominant is the bond of union between the two
harmonies. ‘This appears most clearly in the second, third, and fourth chords of our
harmonized scale.

§# |
92 H:;@;%:ﬂ

The chords of g and ¢ are combined by the dominant of C (g), while the domi-
nant of F () combines the chords of F and C. Thus, every chord employed in
No. 91 stands, as it is technically expressed, in the relation of dominant to those
preceding and following. Only, as previously shown, no such combination exists
between the chords on the sixth and seventh degrees of the scale.

Finally, let it be remembered, that every two successive chords in No. 91
indicate closely related keys ; viz. C'and G' major, G and C major, C' and F' major,
Fand C; C and F; and lastly, @ and C major. For each tonic triad is the
harmonic derelopment of its tonic; and the latter again is the principal sound and
representative (p. 19) of its key or scale. Only between the sixth and seventh
degrees, again, no such close relation of keys exists: here we find F major and G
major successively ; and thus, while all the other chords form one unbroken harmenic
chain, here the combination fails.
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C. FALSE PROGRESSIONS.

A closer inspection of the unsatisfactory progression from the sixth to the seventh
degree, shows that it contains other defects.

1. CoNsECUTIVE OCTAVES. A
In the first place, each part takes its own particular course throughout the har- |
monized scale ; in the beginning, e. g. the Soprano proceeds from ¢ to d, and then
to e; the Alto from g, through b to ¢; the Tenor from e to g, which it repeats ;
and the Bass from ¢ to g, and returns to ¢. Only in the progression from the sizth
to the seventh degree, the Bass as well as the Alto moves from £ to g.

0.
) .48 n

The alto, therefore, expresses nothing different to the bass. This, however, is
not such a mere duplication or strengthening of the effect as we met with in our
first attempts at two-part composition (No. 51); for the alto stands in the midst of
the other parts, and claims, like them, the character of a separate and independent
barmonic part. It is this ambiguity which constitutes the evil: the alto is here
neither a separate part, nor a mere duplication of another, as in this progression.

: rlr

Here the highest and lowest parts (written in crotchets), are plainly mere
duplications of the discant and bass, while the four middle parts contain the real
harmony.

Now such progressions as those between the alto and bass in No. 93 are termed
Salse (consecutive) octave progressions, or briefly « octaves.”” They impart an ambi-
guous character to the harmony, sound as a vacuum in the combination of the
parts, and deprive them of the full variety of four distinct parts. For the present,
therefore, we will avoid them altogether, though a time will arrive when we shall
learn to make a proper use of them. This prohibition we will also extend to the more
innocent octave progressions in No. 94 ; because they at least deprive us of a part;
for two parts moving in octaves can only be considered (p. 45) as ome. Neither
will we lose time in searching for individual cases where octaves may perhaps, even
now, be deemed admissible ; for these will speak for themselves at the proper time.

- But how are the consecutive octaves in No. 93 to be corrected ?
We cannot alter the bass, for we have no other chords than those of / and g, to
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accompany the sounds ¢ and 4. The fault therefore lies with the alto; because,
like the bass, it passes from f up to g: this must not be. Now it will be remem-
bered that the chord g—&—d is really no other than our former second harmonic
mass (p. 48), g—d—. Poesibly, therefore, we might retain this £ of the first

chord in the following one :

95 (* .

then the Alto does not proceed in octaves with the Bass; and we have also, in these
two chords, a combining sound, f, common to both. Whether this is justifiable, we
shall shortly inquire.

2. CoNnsgcuTIVE FIFTHS.

But there is still another fault in the progression of the chords from the sixth to
the seventh degree of the scale; viz. that two of the parts move by fifths. We
observe that the bass and tenor form a fifth in both these chords, the first (f—¢),
and the second (9—d); and we feel that this succession has a peculiarly harsh
effect, which becomes especially perceptible when these false-fifths are not con-
cealed by the simultaneous harmony of several parts; for instance, if we omit the
alto and discant in No. 95.

Even consecutive fifths will hereafter prove, in some cases, both admissible and
proper ; for the present, however, we will entirely avoid them, as the cases in which
they are admissible will present themselves at a future stage. In the above instance,
the evil is again caused by the tenor moving from ¢ to d, while the bass moves
from f to g. In the case of the octaves, we remedied the defect by making the
alto remain stationary, whilst the bass ascended. We cannot adopt this expedient
here, for the sound ¢ is not contained in the chord ¢—é—d. Now, as the tenor can
neither ascend nor remain where it is, it follows that it must descend to the nearest
interval of the next chord, viz. 6. But then the sound d will be wanting? We,
therefore, divide the duration of the chord between & and d:

and thereby we have first avaided the consecutive fifths, and afterwards completed
the chord. The first object we have attained by contrary motion (p. 64), the tenor
and bass moving in opposite directions; the other has afforded us an opportunity of
giving two sounds to one part in the same chord, and thereby to impart increased
animation. Sounds making their appearance after the other sounds of the chord,
we shall term auxziliary harmonic sounds.
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Thus, then, both defects arising from the progressions of the alto and tenor have
been remedied*®.

D. TeE CHOBRD OF THE DOMINANT SEVENTH, OR DOMINANT CHORD.

These operations have unintentionally led us to a new chord, consisting of four

sounds,

g—b—d—,
while all our former chords had only three sounds. The fourth sound of this new
chord is the seventh degree from the root.

Chords of four sounds are termed ckords of the seventh, because the interval of
the seventh distinguishes them from triads ;—the chord of the seventh, g—b—d—f,
without the £, would be no other than the triad g—&—d. Hereafter we shall
become acquainted with several other chords of the seventh. The newly discovered
one upon the dominant is, however, of paramount importance; we shall therefore
distinguish it by the special name, dominant-ckord.

Respecting this chord, there is much to be considered.

First, we may inquire whether it can be considered generally as an admissible
harmonic combination. To this question, we may at once answer affirmatively,
although the scientific proof must be reserved for a future period. For even now we
see that it is constructed in the order of thirds, like all other chords; and as for the
new sound 4, although it is not found in the second mass, it is a legitimate interval
of the chord g—b—d, the tonic harmony of the key most nearly related.

Secondly, the dominant chord is to be found in every key only once, upon its
dominant, but upon no other degree. We find triads in C major upon C, F,and G;
the dominant chord upon the dominant G only. It is true we might add sevenths to
the other triads also; e. g.

C—e—yg and b, *

F—g—c and ¢e;
but the ear immediately tells us that these chords are altogether different; we per-
ceive, by closer examination, that the dominant chord has a minor seventh, but that
the others are major.

* Tt is true, there are other ways of avoiding those objectionable progressions. We might
lead the tenor up to the alto (a), or even higher (5), or make both parts descend to other
sounds (c) :

97

besides other expedients, which will reveal themselves in due time. All thesc ways are ad-
miseible, but are not so convenient as those we have chosen in No. 96 ; for they oblige us to
lead the alto and tenor into distant intervals, and thereby partly destroy the connection of the
harmony, while at 4 the chord remains incomplete. For the present, therefore, we will abide
by the method adopted, as we cannot find a better, without anticipating the systematic
development of the School. In No. 169, this deficiency also will be remedied, without the altera-
tion or displacement of the harmony.
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Lastly, the dominant chord indicates, as before observed, the second harmonic
mass, and with it the scale moving around the tonic (p. 20), so that we see
in it the completion of what, in our earlier forms, was partially intimated. Hence
arises a

Law oF HArMONY,
whose origin and illustration are found in all those forms.
Let us remember, firstly, that the scale (p. 18)
C def g abd C
rests upon the tonic, proceeds from it, and returns to it, and that, consequently, the
tonic is the chief and central point to which all the other sounds converge.

Secondly :—Let us remember that the scale divides itself into two tetrachords
(p. 20):

1, - 9 a b C

2, - - C d e f,
of which the one moves towards, and the other proceeds from, the tonic, which is the
only point to which either can have any relation. Here it is quite clear that neither
of these series can terminate satisfactorily with any other sound than the tonic.

Now, however, in the place of the tonic comes also the tonic triad, c—e—y.
Hence it follows that the direction of movement is not merely towards the tonic,
but to its triad as the point of attraction. Therefore, the dominant chord, which is
the harmonic representation of the scale moving around the tonic,

9.6 b.c,d e f
§—b—d—,
cannot create a feeling of repose, but must remain unsatisfactory, until it moves, or,
technically expressed, is resolved into the harmony of the tonic. In the resolution
of the dominant chord, its
root and third proceed to the tonic ;

consequently its
Jifth proceeds to the tonic also, and its
serenth - third of the tonic,

these being the nearest sounds of the tonic harmony.

But why does not the root ¢ remain stationary, seeing that it is a sound which
also belongs to the tonic harmony? It might do so; but then the triad would ap-
pear in this position,

g—c—e.
‘Whether this is admissible, we shall learn hereafter, but will not employ it at present.

The fifth of the dominant chord (¢) might also proceed to the third of the tonic
triad (¢), as well as to the tonic itself; for the tetrachord, above the tonic, not only
relates to, but also proceeds from, the tonic. But if the fifth proceed in this way, we
obtain, in the following tonic triad, & zkird in two of the parts; because the seventh
also proceeds to this interval of the tonic triad. For reasons which will shortly be
explained (p. 92), this doubling of the third in two different parts is generally to be
avoided, as the preponderance it gives to this sound weakens the effect of the
others, which is not the case when the root or fifth is doubled.
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The law for the resolution of the dominant chord* may be indicated in this

manner.
g—a—b—c—d—e—,

—_——d—,

LI

where the two directions, in which the fifth may proceed, are also pointed out.
And now we are at last able to harmonize our scale in a faultless manner.

0
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* We shall hereafter find not only that this law of resolution admits of modifications, but
also that the dominant chord may be resolved in quite a different manner and into entirely
different chords. It will then be shown that the law here laid down is indeed the fundamental
law of the whole doctrine of harmony, and that all deviations from it are exceptions which can be
permitted only under particular circumstances. Since, however, this rule for the dominant
chord is a fundamental law for the entire harmonic system (p. 19), all farther rules being
merely consequences or additions, it is desirablo that it should be comprehended as soon and as
securely as possible.

The first demonstration of the correctness of this rule is derived from the immediate per-
ception of its effect. Let the student try to resolve one or all the sounds of the dominant chord
in a different manner to that here pointed out, and his ear will tell him that such deviations
from the rule either produce an absolutely disagreeadle cffect, or that they arc at least less pleas-
ing or satisfactory (and these are tho exceptional cases which afterwards will be brought under
our consideration) than the regular progressions. Or if this trial upon the instrument alone
should not appear conclusive, let those progressions which appear doubtful to the ear be sung
either by the performer or another person. Let the chord, g—b—d—f, be struck on the piano,
and let the student sing f, and thence go first to ¢, and afterwards ascend from the same sound
to g ; or let him intonate 4, and procced from it, first to ¢, and afterwards to ¢ or a. The most
unpractised singer, if he has the least ear for music, will find the regular progressions from
f to e and from & to ¢ easy and natural, while the other progressions will be difficult even to the
more experienced singer, or at least appear repugnant to the ear.

The second proof and justification is to be derived from the natural development of our tonal
and harmonic system, and the view in which we have considered those forms to which the
above law applies.

In the scale, we have already (p. 19) recognized the tonic as the principal sound, from which
the others proceed, and to which they return. But the tonic is also the root of the first, or rather
the only complete harmonic mass given in nature. All other sounds of the natural harmony
grow out of it; first its octave, then its fifth or dominant, next its third, and so on. Thus the
dominant is not only subordinate to and dependent upon the tonic in its character as one of the
intervals of the scale, which points to the tonic as its basis and termination, but it is so likewise
in its character of an Aarmonic interval, and is therefore in both respects incapable of giving
satisfaction, unless it lead to the tonic.

Now, if a harmony—e. g. a triad—occur on the dominant of a scale—for instance, the chord
g—b—d upon the dominant g—then this harmony cannot give the required satisfaction, be-
cause it is not a fomsc triad in the key of C major. Still less would a chord of the seventh
(9—8—d—f) on this degree of the scale be capable of doing so; for a triad upon the dominant
is at least in form like the tonic triad, and may itself be a tonic triad in a different key ; but a
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It is true that, in consequence of the necessary resolution of the dominant
chord, the last chord remains incomplete, from the absence of the fith. We may,
however, for the present, reconcile ourselves to this deficiency; and we shall soon
discover a remedy for it; it is in itself not disagreeable to the ear. A consequence
of the incompleteness of the last chord, is, that it now appears to have no combina-
tion with the preceding one ; they having no sound common to both, as was formerly
required. In reality, however, there is a connecting sound, namely, g : it appears in
the chord g—&—d—, and would have appeared in the tonic triad (c—e—y) also,
had we been able to find a proper place for it.

E. THE FoUR-PART HARMONY JUSTIFIED.

We are now in a position to justify our decision (p. 66) to compose in four
parts. This number of parts was necessary, not only for the display of the chord
of the dominant seventh in its complete form, but also to enable us to double the
most important sound (the tonic) in the last chord, and to assign it to those two
parts, the soprano and bass; which, from their position, the one being the melody,
the other the basis of the whole harmony, sustain it with the requisite power.

Additional reasons for considering the combinations of four parts as the founda-
tion of all harmonic composition will subsequently appear.

chord of the seventh cannot be a tonic chord in any key, because (p. 75) it is never found upon
the tonic of the koy to which it belongs, but only upon the dominant. Therefore it creates a
desire for a more satisfactory harmony to follow. What is this to be, except that]of the tonic ?
Or would satisfaction be found in any other sound or chord, say f—a—c, or a—o—e? That
could not be ; because these chords, if considered as tonic chords, belong to keys quite different
to that of € major; and if considercd as belonging to this key, they cannot be tonic chords, and
consequently are incapable of giving that satisfaction which is only to be found in the tonic
harmony.

A moro completo and scicntific demonstration of this subject will be found in an essay by
the Author, bearing the title, Die alte Musikichre sm Streit mit unserer Zest.
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THIRD SECTION.

APPLICATION OF THE NEWLY DISCOVERED HARMONIES TO ACCOMPANIMENT.

APTER these preparations, our practical exercises re-commence. They will be
confined to the accompaniment of melodies by the chords just discovered, until we
become more accustomed to harmony and its practical requirements.

Our melodies will at first be very simple, containing only the sounds of a single
major scale. To every sound of the melody we give that chord by which it was
accompanied in No. 91; thus: the first, third, and fith degrees of the scale (in C'
major, ¢, eand g) are accompanied by the tonic triad ; the second and seventh
degrees, d and &, by that of the dominant ; the fourth and sixth degrees,  and a, by
that of the subdominant. But when the seventh degree follows the sixth, we shall
avoid the false progressions, by introducing the dominant seventh, as in No. 98.

In order to facilitate the finding of the proper chords, we will at first indicate,
by figures written above every sound of the melody, how many degrees lower the
root of the accompanying chord is situated. This root we will term the ground bass.
We see, in No. 91 or 98, that the root of the chord which accompanies the tonic is
situated an octave below; we therefore write the figure 8 above every tonic occurring
in our melody. The second of the scale () has its ground bass five degrees below
(9); we therefore write a 5 above it. Continuing in this manner, we obtain the
following series of figures for the whole scale.

8 6 3 8 3 3 3 8

WL_Q_,_;EQ__q

Therefore, in € major, we place 8 over every ¢, 5 over every d, 3 over every e,
8 over every f, b over every g, and 3 over every a and 4.

It will be seen that the figures 8, 5, 3, alternate in a regular manner ; only
upon the sixth and seventh degrees the figure 3 occurs twice in succession. Now
this is the very same point where (p. 72) the false progressions have been already
discovered ; we will, therefore, mark it by placing a { between the two figures, to
remind us not only that here consecutive octaves and fifths are to be avoided, but
also that the combination between the two chords is to be strengthened.

After having thus provided our melody with figures, and placed a sign of caution
wherever the figure 3 follows twice successively, we first write the roots of the chords
and then add the middle parts, keeping them as near the melody as possible. Here
is an example :

8 5 3+3 8 3 &5 8 3 5 6 3t+3 8

A4 8 1 1T ——
100 1) 8w ——— i - — i
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This melody has first been provided with the necessary figures; every ¢ has
been marked with an 8, every d with a 5, every e with a 3, and 8o on. After this
a sign of caution has been placed where it was necessary (in the second and seventh

Our next operation is to apply the roots of the different chords, as indicated by
the figures :

@ < \
o B S e e S
C—ap e e

Why does the bass in the first bar skip from the upper c to its octave below, in-
stead of remaining stationary ? Partly to give greater animation and a more me-
lodious variety to its progression, and partly with a view to lead it with more energy
from the lower ¢ through / and ¢ to the upper c.

Finally, the middle parts are added ® alicays as near the melody as possible ;
and where the signs of caution occur, consecutive octaves and fifths are to be avoided.
Here :

8 6 3+3 8 3 & 8 3 &6 & 3+3 8
o1 - ] R
102 |
* 5 <
1=
q}J. — T
i

we see the harmony complete. In the sixth bar, the bass and tenor meet on the
same sound (c); as both, however, have arrived at it from different directions and
separate immediately, their distinct character is retained, so that the harmony still
consists of four parts. The case would, however, be different, were the bass and
tenor, or any other two parts, to proceed for a longer time in unison ; as the harmony
would then be reduced to three parts; which, though not an absolute fault, would
yet be a deviation from our original intention of writing a four-part harmony.

The exercises here commenced may appear meagre and mechanical ; let us,
however, recollect that all our beginnings were most simple, and yet led us far
enough. We shall soon break through these confined limits also; but they lead us
into a new sphere of art with such certainty, that errors can only arise through
absolute inattention.

¢ The beginner will do well to adhere strictly to the order of procceding here laid down.
His exercise is consequently divided into fowr distinct operations.

1. He writes the necessary figures over the melody. This operation will be accelerated, if
he seck out and figure all sounds of the same name—e. g. every e—before he procceds
to othersounds. In the above example, therefore, every ¢ has been figured first, then
every g, next every d, and so on.

2. He indicates the places liable to faults by the t, as a caution.

3. He writes the ground bass successively from beginning to end.

4. He fills up the harmony by adding the intermediate parts.

The uniformity of these operations will, by constant repetition, soon make him a master of
the mechanical routine, and by his accelerated progress reward him for the constraint to which
he for a short time subjects himsclf.
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With some exceptions, to be considered hereafter, all melodies taken from the scale
of only one key may be harmonized in this manner. We give some, in the Musical
Appendix I, for practice’ ; as it is neither conducive to the advancement of the
student, nor, on account of the exceptional cases just referred to, quite safe that they
should be left to his own invention. If he wish to extend this practice to other
keys, he may guard himself against errors, by writing the scale and placing the
necessary figures over it ; as, e. g. thus—

8 5 3 8 5 3 t+ 3 8

d e ftg e b xit d
for the key of D major.* c

T Fifth series of Exercises. The student has—

To harmonize the melodies given in Appendix I.

To find the tonic, dominant, and subdominant in every major scale.
To form the three triads and the chord of the dominant seventh.
To write the resolutions of the dominant chords, as shewn at p. 76.
To play the chords and resolve them on the piano,

S RO >R

* Sce Appendix B.

VOL. 1.
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FOURTH SECTION.

COMPLETION OF THE PRECEDING PROBLEM.

HARMONY OF THE DESCENDING SCALE.

IT has been already observed that our mode of harmonizing may be applied, with
a few exceptions, to all melodies remaining in the same scale.  In order to become
acquainted with the only essential exception*, we will harmonize the descending
scale in the same manner as we have done the ascending. We first write over the
melody the former succession of figures in a reversed order; thenfind the bass notes
or roots of the chords, as indicated by those figures ; and, finally, complete the har-
mony by adding the middle parts.

8 3 + 3 5 8 3 5 8

103

In this, the only fault is in the progression from the seventh to the sixth (b—a),
in which there is no combination, and also the false progression of consecutive octaves
and fifths.

It is easily perceived that the chord of the dominant seventh cannot, as in No.
98, give us any assistance here.  Indeed, it is not once applicable without incurring
greater errors ; for if we would change g—J— into a chord of the dominant seventh,
it should be succeeded by c—e—y, and & must rise to ¢, and not descend to a. A new
remedy must therefore be found.

In the former case, we avoided the octave progression between the alto and bass,
by letting the former remain stationary, and thus making it at the same time a con-
necting sound between the two successive harmonies. Can we adopt the same
expedient here?  No:—for this would cause combinations of sounds, asg and a, or

/> 9, and e, which as yet are altogether unknown to us.  As the alto can neither
descend to e, nor remain stationary, it follows that it must ascend to the nearest sound
of the next chord, viz. a. The same is the case with the tenor; it can neither remain
where it is, nor descend to ¢ (this would cause consecutive fifths); therefore it must
also ascend to the nearest sound of the next chord, which is /.  In this manner we
avoid both

¢ Thosc less important are noticed in Appendix B.
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8 3 + 3 5
| T I n
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the forbidden fifths and octaves.  But the expedient employed is far less satisfactory
and effective than might be desired. In the first place, it has compelled the alto and
tenor to move, in a constrained manner, and in a direction contrary to that both of
the melody and bass. In the second place, it has caused consecutive octares between
tenor and bass, which, if considered as mere duplications (p. 73), might be excused,
but certainly cannot be approved, as it was not at all our intention to double the parts.
We must, therefore, endeavour to discover a better mode of harmonizing these two
sounds.

As no assistance can be gained by the alteration of the middle parts, and the
upper part, being the melody, must not be interfered with, the faults must be avoided
by means of the bass. In No. 104, we avoided the objectionable progressions by
letting the alto ascend to a, instead of descending to /. Now the bass may imitate
this progression of the alto, by also ascending to a, instead of descending to /. But,
if the bass take a, a new root (instead of the original root f, of the chord f—a—c)
makes its appearance, and upon which we have to form a new chord ; we add, there-
fore, to a the next third above, which is ¢, and again the third to this, which is e;
thus we obtain the chord a—c—e.

If, for the present, we accept this chord as a proper one, the objectionable con-
secutive fifths and octaves are avoided. It is true that in this case there is mo
combination between the second and third chords; but we have already, on former
occasions, e. g. in No. 104, been obliged to dispense with it. The change in the
bass also requires an alteration of the figure above the melody ; viz. 8 instead of 3.

But, should we wish to retain the chord f~—a—, what must be done? Then
an alteration of the bass must necessarily take place in the preceding chord.

o= =
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Were we to take g again, the old faults of No. 103 would also reappear, because
it would descend to /. We must, therefore, choose a root that will ascend to £ ; here
e is the best, and upon this ¢ we again form a third, as before upon «.

G2
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Here also the figures have been changed, and the objectionable progressions
avoided ; yet, at the same time, the close combination of the chords is interrupted.
But this last disadvantage is counterbalanced by the correctness thereby obtained in
the harmony, and by the even and energetic motion of the bass from ¢, through
e, to f*

But we have still to enquire whether the admission of these two new chords can
be justified.

On comparing them with our old ones, we find that though they are also triads,
yet they differ from them in their contents. The former triads of ¢, g, and f, con-
sisted of a root, major third and major fifth ; while the new ones (on e and @) consist
of a root, minor third and major fifth. A minor third, however, is also found in the
first harmonic mass ; and, as the whole contents of the latter have long been placed
beyond a doubt, neither can there be any objection to the new chords. Our former
triads with major thirds are termed major triads ; the new triads with minor thirds
are minor triads. On listening attentively to the effect produced by a major or minor
triad, either struck upon an instrument or sung by different voices, we hear that the
one is brilliant and animated, the other weak and plaintive. ~ This is quite natural.
The first is the immediate offspring of nature, and represents the nearest related
sounds as they successively arise (1, 2, 8, 4, 5, 6, or 4, 5, 6); while, in the minor
triad, the natural order of development is inverted (5, 6, 4, 5, instead of 4, 5, 6),
and the bond of connection loosened.

Now, therefore, we already possess three different kinds of chords:

1. Major triads upon the tonic, dominant, and subdominant. In C major,
on ¢,’g, and f.

2. Minor triads on the third and sixth degrees of the scale. In C major, on ¢
and a.

3. The chord of the seventh upon the dominant. In the key of C, upon G.

¢ May not the consecutive fifths and octaves be avoided by other and perhaps better
means? Decidedly ; but for these the student is as yet unpreparcd. We only know that every
sound of the melody is to be accompanied cither by a triad or dominant chord of which it is
either the octave, third, or fifth; we therefore have only a choice between the three figures, 8,
3,and 5. If a3 be written both over the seventh and sixth degrees of the scale (in ¢ major,
b and q), the same faults will arise which appeared in Nos. 103 and 104. If we exchange
the first 3 for an 8, we obtain a combination of sounds 8—d—f, which to us is altogether un-
known and useless, whilst we cause consecutive octaves to appear in this and the preceding
chords. Were we now to write a 5 instead of the second 3, we should again find consecutive
fifths; as then the bass of 5, as well as a, would be situated five degrees below either. We
have, therefore, no other means left but to exchange the first 8 for a 5, or the second for an 8;
which are the two expedients adopted above.
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And now we can clearly understand one of the reasons why it was allowable to
leave the triad which followed the dominant chord (p. 78) incomplete, viz. without
its fith.  The third was sufficient to indicate whether the chord was major or minor ;
the fifth, having no such distinguishing character, could better be spared. ~We also
perceive why it was preferable to accompany the sound ¢, of the natural harmony
(p. 51), by e rather than g ; for g—c is an ambiguous combination, of which we
know not whether it belongs to major or minor ; these ambiguities, moreover, when
appearing without a special reason, are unsatisfactory and void of effect.

The. object we had in view is now attained: we are able to harmonize the major
scale in both directions, and consequently also (with a few unimportant exceptions)
every melody which contains no other sounds than those of the scale. Here is an
example.

3 85358368,21-3531@
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The second and seventh bars have been treated in the manner adopted in Nos.
96 and 102. The treatment of the first bar is that shown in No. 105 ; but, in the
sixth bar, we have proceeded as in No. 107.

Between the chords, at the end of the fourth and beginning of the fifth bar, there
is no combination. We may, however, reconcile ourselves to this (p. 84), seeing that
in all other respects the harmony, so far as we are at present aware, is unexception-
able. In the second bar of the tenor, the sound & in the dominant chord has been
resolved into the third of the following harmony, instead of descending to the octave
as hitherto. Why? Because, as the melody rises, we should either have had con-
secutive octaves (@), or a feeble progression of the parts, as at 4.
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We shall adopt this procedure always when the melody ascends one degree.
More material for practice8 will be found in the Musical Appendix II*.

8 Sizth Erercise. The student may now harmonize the melodies given in the Appendix
II; then let him, according to his requirements, transpose some or all into different keys, and
harmonize them again.

‘Where the figure 3 follows twice successively, it indicates that faults are to be guarded
against; one or the other of these figures must be cancelled, and a 5 or 8 substituted, as shewn
in No. 108. This is recommended, in order that the whole operation may be open before the
student.

¢ See Appendix B.



FOURTH DIVISION.

GREATER FREEDOM IN THE USE OF THE CHORDS HITHERTO LEARNED.

IN the preceding division we have attained the object in view; viz. to harmonize
any melody whose sounds remain within the scale of one key. That our harmony
is still poor and plain, we have been prepared to reconcile ourselves to from the
first, since all our former beginnings were equally poor and simple, although assisting
our progress.  Neither can we consider it too great a restraint, that we are confined
to harmonizing the prescribed melodies, which may be submitted to, while new views
of the empire of harmony are opening before us.

But what we canrot submit to any longer is the total denial of all artistic freedom
which the last exercises have imposed upon us. The artist requires, above all, to be
Jree ; his sphere of action may be confined, and the amount of his means but small,
yet, within that sphere, and with those means, he must be allowed to exercise his own
pleasure. What he produces after a prescribed model and according to given
directions can be no work of art. Yet, in all our last exercises, our hands were com-
pletely tied; we had only three different kinds of chords, and even these we could
not employ as we chose, but were obliged to adhere strictly to a given series of
figures, and employ that chord which the figure over each sound indicated, except in
the one single case where the seventh degree of the scale was followed immediately
by the sixth ; in which case we were at liberty to accompany either the latter or the
former with a minor triad.  This small dole of Liberty revives in us the recollection
of our right as artists to exercise a free choice in all matters relating to art, as far as
is compatible with its laws in general, or, what is tantamount, common sense. It is
true, the restraint put upon us has not been altogether useless. It has fulfilled its
object, by leading us more safely into the new harmonic sphere, so that there could be
no possibility of committing an error, except from sheer negligence. Yet this was
only a state of pupilage, good and necessary, no doubt, at the beginning, but such as
we can no longer submit to. It must now terminate; but we will advance very
slowly and deliberately towards our emancipation, that we may be sure not to overlook
or pass by anything which might hereafter prove of importance.

For this reason, we will first employ no other chords but those with wluch we are

already acquainted ; and even of these we will, for a time, use no other than triads,
or, as they are also termed, common chords.
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FIRST SECTION.
GREATER FREEDOM IN THE USE OF THE COMMON CHORDS.

IN the review of our previous exercises, we find that, in every chord, either the
root (or its octave), the third, or the fifth, appears in the melody. Thus, in No. 98,
we see, bar 1, the octave, ¢; bar 3, the third, e ; bar 5, the fifth, g, of the tonic triad
in the upper part. Hence, every sound of the melody may be either the octave, third,
or fifth of a triad.

We now perceive the partial nature of our former proceedings. We employed
each sound of our melodies only in one way ; ¢, for instance, always as an octave, d
as a fifth, and ¢ as a third; consequently, each sound of a melody had only one
chord for its accompaniment, ¢ having only the triad c—e—yg; d that of g—b6—d,
&c. &. But now we perceive that each sound of the melody may be the octave,
third, or fifth of a chord, and, consequently, that it may be accompanied by any triad
in which it exists, either as root (octave), third, or fifth.

Let us now ascertain by which of the triads each sound of the scale may be ac-
companied.  For this purpose, we will write each degree three times; namely, as
octave, third, and fifth ; and then put the proper bass to each, afterwards inserting
the remaining intervals of the chords.

135 135 135865 1356 1356 1 36

Here, instead of only one, we have found three chords to the sound c; all of
which are known to us.

To d we have found, in the first place (taking it as the root of its chord), a new
triad, d—f—a. Is it right to employ this chord so scon #—Yes; for it is a chord of
the same description as others which we have already used ; it contains the root, a
minor third, and a major fifth ; consequently, it is a minor triad, like a—c—e and
e—g—b.

Secondly : we have found to d, taking it as a third, another new chord, 6—d—f.
May we employ this also?—No; for we are at present unacquainted with such a
chord ; it contains & minor third and a minor fifth, while all our previous major and
minor triads have major fiths. We will not, therefore, employ this chord. It occurs
again in the fourth and seventh bars, and has been represented in smaller notes, asa

Alatinndian
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On looking over the remaining sounds of the scale and their accompaniments, we
find that we have a choice of three different triads for ¢, e, ¢, and @, and of tico triads
for d, £, and 6.

But this greater freedom of choice also involves a necessity for caution against
errors. In our late exercises, the figure over each sound of the melody left us no
choice ; it guarded us, however, against faults. Now we are free; but we lose that
security against errors, and we must depend upon our own care in every successive
step. Our chords must, throughout, be properly combined, and consecutive fifths and
octaves avoided. Let us first speak of the combination of the harmony.

It has been observed (p. 20), that chords are harmonically connected when they
point to closely-related keys. The three letters (p. 70),

F—C—4G,

indicated (for the key of C' major) the connexion between the three major triads upon
the tonic, dominant, and subdominant. Since then, however, we have discovered
three minor triads, one upon a, the other upon e, and the third upon d; which re-
mind us of the three minor keys (‘4, E, and D minor) of which they are the tonic
harmonies. Now, we know that a major and a minor key, having the same signa-
ture, are closely related® ; each of our major triads, consequently, points to a key
which is nearly related to the key of one of our minor triads. This double relation
we see here represented,?

) S, S

I | I
d\-/a\-/e

The principal key, C, is closely related to the major key of the dominant G, the
major key of the subdominant F, and its parallel minor key, a. The key of G is
related to the keys of C and e ; the key of F" to the keys of C'and d; the key of a
to the key of C and the minor keys of its dominant (¢) and subdominant (d)} ; the
key of e to the keys of G and a ; the key of d to the keys of Fand a. The same

® The student is supposed to know that the parallel minor key (or, as usually termed, the
relative minor key) is situated a minor third below its parallel (relative) major key (e. g. a below
C, d below F), and has the same signature, though the minor scale is not constructed cxactly
in accordance with its signature; for every minor scale is formed after its own major scale
(e. 9. the major scale upon the same tonic), by depressing the third and sixth degrees; e. g.
A minor from A4 major, by changing f4 and ¢ §f into f [} and ¢ JJ.
A B ¢4 D E F§ G ’? A
a [ ¢ d e S g a
The elevation of the seventh degrec is not indicated by the signature.
Parallel keys, as C major and 4 minor, differ only in one sound :
¢c D E F G A
e 1] ¢ d e f 98 a
they are consequently closely related keys.
9 Here the capitals indicate the major, the small letters the minor keys.
+ The connection between a and e, or a and d, is based solely upon their relation as domi-
ants. Their scales differ in three sounds—
e f% 9 e b ¢ df e |
a b ¢ d e f gf a| b ¢ d e
i o f g o b Xg a|
while they differ from the scales of their own respective major keys in two degrees, and from
their parallel major keys in one only.
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connexion exists between the tonic triads, and, in fact; between all chords that belong
to closely-related keys. We shall therefore always obtain well-combined harmonies,
if we take care to join only those triads together which are indicated as closely re-
lated in the above scheme; ¢.e. if we connect the triad of C with that of G, F, or
a, the triad of G with that of C or e, the triad of @ with that of C, d, or ¢, &c. &c.
We do not mean to say that chords which point to more distant keys, e. g. the triads
of G and F, or C and e, &c. &c. must, under no circumstance be connected ; but
the bond of union between them is loose, and therefore, when there are no special
reasons to the contrary, such progressions of chords had better be avoided.

As regards, secondly, the forbidden progressions in octaves and fifths, we loge the
assistance of the sign of caution when we discontinue the figures which directed our
earlier proceedings, and we must try to avoid them by constant vigilance. In order
to render this easier, we will not, as before, write the whole of the bass previously to
filling up the chords, but write each chord in full, so that we may at every step as-
certain whether we are liable to false progressions. Especial attention will be re-
quired, when chords not belonging to nearly related keys meet together.

Lastly, we will work out every exercise twice; beginning with the first mode
of harmonizing, and then one note under the other, according to the new mode. And
farther, we will deviate from the former method only where it can be done without
error, or leads to a decided improvement in the harmony. Here is an example :—

111 8 88 8 3 8
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At I, the melody has been harmonized after the first mode, and a new defect in-
herent to the latter has come to light ; it is this: that, when the melody contains a
repetition of the same sound, the same chord must likewise be repeated. Thus we
have been obliged to employ the chord c—e—y four times at the commencement
successively.

At II, the harmonies have been selected according to our free choice ; and we have
availed ourselves of this liberty, first of all, to remove that monotony at the com-
mencement, of which we have just complained, by accompanying each repetition of
¢ in the first bar by a different chord. We proceeded in this manner: we said—
“ our sound ¢ may be either the octave, or the third, or the fifth of a chord; when it
is the octave, the chord is c—e—y ;" this we placed first :—*‘ when we make it the
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third, the chord must be a—c—e;" this we wrote next: * when it is the fifth, the
chord must be f—a—c ;" and with this we accompanied our third note. Might we
not also have harmonized as here, at a—

112

We might ; but then the bass would not have moved so directly and decidedly as
in No. 111, and the harmony would have proceeded from the major chord (of £) to
the mournful minor harmony (on a)—a progression which has never the same pleas-
ing effect as when a minor is followed by a major harmony, as in No. 111, where
the minor triad, a—c—e, is followed by the major triad, /—a—e.

In the sixth bar, we have preferred to accompany the second a by d—f—a, in-
stead of a—c—e ; because the former chord is more closely connected with f—a—c,
it having two sounds, @ and £, in common with the latter. Would it have been ad-
visable to accompany theﬁrs a by a—c—e? No; for then two or three minor
harmenies (as in No. 112,8) would have succeeded each other.  For if one minor
chord by itself produces a feeling of uncertainty and gloominess (p. 84), this sensa-
tion must naturally be heightened when several meet together. If it be the intention
of the composer to express a feeling of this kind, then, of course, such combinations
are right and proper ; but here, where we have no such special object in view, they
would be out of place.

Might not the fifth sound of the melody &, in the second bar, have been made the
fith of a chord, and accompanied by e—g—5? Not without occasioning false pro-
gressions. The chords c—e—yg and e—g—b are, moreover, not harmonically con-
nected, £ minor not being a relative of C' major.

All places that have been left unfilled in II, remaip unaltered, as they would not
be improved by changing the harmonies. This shows that we do not intend to make
an arbitrary or capricious use of our newly-acquired liberty, but to keep it under the
control of reason and good sense ; for liberty and reason are one. It will also be
well at once to impress upon our minds, that the value of a work of art does not
depend upon the employment of a great number and variety of means, so much as
upon its ideas, and the manner in which our means have been applied to their reali-
zation. To the genuine artist, idea and its expression (its realization by external
means) are inseparable, and present themselves to him at the same time.  But the
student, as a student acquiring his art, is not yet called upon to realize his own ideas ;
his proceedings, therefore, must be guided by the nature and general laws of art, and
the special character of the task which the School prescribes for him. In the present
exercises!? he is left to choose freely from amongst the chords which have been given

10 Seventh Exercise.—The student has to harmonize the melodies given in the musical ap-
pendix III, his operations being performed in the order here set down:
a. Each mclody has first to be harmonized after the firsté manner, i. e. with figures over the
melody.
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to him; let him, however, remember that his task is, not to introduce all possible
changes, but to employ the new means for the improvement of his accompaniment,
where a change of harmony will effect that object without causing false progressions,
a weakening of the combination between the chords, or, lastly (by the introduction of
too many minor chords), imparting a sombre character to the whole.

8. Then, immediatoly underit, on a second staff (as in No. 111), the same melody is written
again, and harmonized after the second method, s. e. with the chords chosen by himself.

In this second treatment of the melody—

¢. Those passages have to be especially attended to, where, according to the first method, a
monotonous harmony was unavoidable ; namely, where the same sound being repeated in
the melody, also occasioned a repetition of the same chord. In these places an alteration
maust be made.

d. At every sound of the melody, the student must examine what chords (of those given
above) may accompany it; s. ¢. he must ask himself of which chords that sound may be
the root (octave), third, or fifth. '

e. Before a chord is employed, it must be ascertained—1, whether it be sufficiently connected
with the chord which precedes it and the one which follows; 2, whether its introduction
causes consecutive fifths or octaves. This the student will easily ascertain, if he notice
betwoen which parts a fifth or octave appears in the preceding chord, and then examine
whether the same parts form a fifth or octave in the next chord also.

All these exercises have first to be written in the key of C major, and then, if thought ne-
cessary, repeated in other keys. In doing the latter, it is necessary, before the operation of har-
monizing is commenced,

/. To find out and indicate by letters (as at p. 88) tho principal and most closely-connected

chords of the key in which we intend to compose.
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SECOND SECTION.

THE CHORD OF THE DOMINANT SEVENTH EMPLOYED WITH GREATER FREEDOM.

THE principle which has led to a greater freedom in the employment of the triads,
may also be applied to the chord of the dominant seventh—it may accompany any
sound of the melody which is contained in it. The dominant chord in C major may
therefore accompany the sounds g, 4, d, and /.

Here, however, the peculiar character of this chord forms an obstacle to its full
employment.

We know, from p. 77, that the dominant chord is bound to a certain progression;
it must resolve itself into the tonic harmony ; g—&—d—f must proceed to the triad
c—e—yg ; and, in doing so, the root g must ascend four degrees, or descend five de-
grees to the tonic ¢, the third must ascend one degree to ¢, the seventh must descend
one degree to ¢, the fifth ascends to e or descends to ¢.  From this we see that the
above rule has to be modified. It must be expressed thus:

The dominant chord may accompany every sound of the melody which is con-

tained in it, provided it can afterwards be regularly resolved.

We will examine this point a little more closely. Here

|
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we have eight times placed one of the sounds g, 4, d, f, in the upper part, and
accompanied each of them with a dominant chord. The latter everywhere is
resolved into the tonic triad c—e—g. But how? In what manner do the indivi-
dual parts proceed? The cases at ¢, ¢, and g require no remark, as all is regular.
At £ also, the seventh descends to e, according to the rule; but the fifth, d, ascends to
e. This occasions a doubled third in the next triad, of which we know already,
that although not absolutely forbidden, it lessens the euphony of the chord®. At

® This point will be more fully explained in the next division.
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@ and &, the upper part has g, and the lower part also; consequently, there are only
two parts remaining for the three sounds 4, d, and /. Here the question arises:
how is the chord of the seventh to be represented in these cases? We either adopt
the expedient of giving two sounds of the chord, the one after the other, to the same
part, as we did before in No. 96, and have done here at @, or we leave out one of
the sounds altogether. Which sound can be best omitted? We cannot leave out
the root, for then our dominant chord would assume a form which at this stage
would be useless to us; nor can we leave out the octave, for this is the melody;
neither can the seventh be spared, for without it the chord would no longer be a
dominant chord, but a mere triad. It must be, therefore, either the third or the
fith. We prefer to retain the third, ; because it is the more characteristic interval
of the two, seeing that it must necessarily proceed in & certain direction; whereas,
in the case of the fifth, it is optional whether it ascend or descend®. But now
arises the second question: how is the octave g in the melody to be treated? Shall
we lead it into the tonic, like the root? This would not be objectionablet; yet, as
the bass performs the same motion, and as the sound 4 must, and d may, proceed to
the tonic also, we prefer to let the octave remain where it is, and thus obtain a com-
plete tonic triad after the dominant chord. At d and 4, the fifth has also been
omitted, and this has enabled us to produce the following tonic triad in a complete
form.

After these prefaratory remarks, we proceed at once to give an example of the

A. FrEE INTRODUCTION OF THE DOMINANT CHORD

into the harmony :

8
114 8 38 583 5 3+3 8 3+3 6 5 5 6 56 5 3 3+8 8

1L

* We also take“into consideration that, even in the triad (p. 85), the third has been found to

be a more important interval than the fifth, which we could already, in No. 98, easily dispense
with.

t+ It is true that the upp:r and lower parts would, in this case, procoed in octaves ; namely,
from the dominant to the tonic. But the chords being so closely connected, and the two parts

moving in opposite directions (by contrary motion), we might let this pass, as we are even
obliged to do when a melody at the close of a strain moves from the dominant to the tonic.
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Here the melody has been harmonized, but according to the first and second
methods. At @, we have inserted a dominant seventh in the place of the triad,
because the next chord could be a tonic triad, and the third 4 in the melody ascends
to c. After the explanations on No. 113, it will cause us no uneasiness that the
dominant chord is without a fifth; we are thereby enabled, not only to employ the
next triad in a complete form, but also to conduct the parts more smoothly than if
we had made the alto descend from g through f to e, and the tenor from f over
dtoc. At b, the introduction of the dominant seventh is also unobjectionable ; but it
causes the alto to go up to ¢, and then again to skip down to f, thereby occasioning
an octave progression by contrary motion between this part and the bass, which
also moves from ¢ to /. We have already seen (p. 73) that this may occasionally
be admissible; here, however, it had better be avoided. At ¢, the tenor had to
ascend to e, otherwise it would have moved in octaves with the bass, which descends
to c. At d, we see a case in which a deviation from the first mode of harmonizing
is imperatively demanded (p. 89); the monotony arising from the same harmony
being repeated six times in succession is unbearable; we change, therefore, between
the chords c—e—y, g—b—d, and g—b6—d—f. The chord e—g—b might also
have been employed ; but it would not have been so closely connected with c—e—y
as either of the other two.

Finally, let it be impressed upon the mind that, according to the following

Maxiwm,

« In any place where the triad upon the dominant appears to us unsatisfactory,
the dominant seventh, on account of its greater fulness of sound, as well as
its more decided character, may frequently give the satisfaction required.”—
In order to remind us of this expedient, we will, when naming the chord
which appears unsatisfactory, add an emphatic “ AND!”. .as an indication
that an additional third above the fifth is wanted. Thus, when we say

g—b—d—and!...
we mean to indicate that a fourth sound (here, ) is to be added. This
emphatic AND will prove of great assistance in many future cases.

In the first mode of harmonizing, the dominant seventh merely served to avoid
false progressions, when the melody proceeded from the sixth to the seventh degree.
Afterwards we learned to employ it with greater freedom. Now is the time that
we should become acquainted with one of its qualities, which makes us still more
appreciate its great value and usefulness. For this purpose, we will consider the

office of

B. THE CHORD OF THE DOMINANT SEVENTH IN THE FORMATION OF THE
FouL CLosk.

Our musical ideas should terminate with a full close (p. 53), in such a way, that
their completion is decisive and satisfactory. Hence, in composition in one part, it
was upon the tonic that the whole rested; and, in the natural harmony, the first
mass, with the tonic in the highest or principal part, became the closing point. In
both cases, the tonic, and consequently the key of the composition, was indicated ; the
key of a composition being the entire foundation or ground-work of its contents.



EMPLOYED WITH GREATER FREEDOM. 95

The question now arises, whether the tonic alone, or even the tonic traid, is a really
satisfactory indication of the key ? Do we know decidedly, when we hear the sound ¢,
or the chord c—e—y, that the key is C major and no other %—No. We may imagine
it, but we cannot know it with certainty ; for the sound ¢, as well as the chord
e—e—yg, may occur in different keys; and the latter, not only in the key of C
major, but also in the keys of G' major, F major, £ minor, and F minor. But, in
order to close our musical ideas in a satisfactory manner, we must have an indica-
tion of the key, the most definite that melody and harmony can possibly provide ;
and for this purpose we require a chord which belongs exclusively to one key.

Such is the chord of the dominant seventh. Disregarding for a time the minor
keys, which will be considered hereafter, we may assert, that

Each chord of the dominant seventh exists only in one key ; namely, that key
in which the dominant is its root;

e. g. the dominant seventh, g——d—f, can only occur in the key of C'; this being
the only key of which g (the root of the chord) is the dominant. The reason is,
because the sounds which compose a dominant chord are only to be found collectively

in one key, and no other. ‘

Here is the proof:

The key of €' major has no signature. In G' major, we meet with the first
sharp, which changes /" natural into / sharp. This sharp remains in all keys with
sharps, as D, 4, E major, &. In the key of F' major, we meet with the first flat,
viz. b flat, and this flat is retained in all keys with flats, as Bb, Eb, Ab major,
&c. Now the dominant chord, g—b—d—7, cannot be formed of the sounds of the
key of G'major ; because the latter contains no f natural, but / sharp ; consequently,
it cannot occur in any other key with sharps, because all these contain the sound f
sharp. Neither can the chord g—&—d—f occur in the key of F' major, or any
other key with flats ; because they all have & flat, instead of 4 natural. Conse-
quently, there is no other key but that of ' major which contains the dominant
chord g—b—d—f ; and, as all major scales have the same ratios, what has been
proved of the scale of C' major and its dominant chord, applies equally to all scales
and their dominant chords.

Because the dominant chord is the surest indication of the key, therefore it is
the most effective means for the formation of a full close. Harmonically, our full
closes have been formed, first by the succession of the two harmonic masses, and
afterwards of the triad upon the dominant and tonic. In future,

We will form our full closes by connecting the dominant chord with the tonic
triad; into which it resolves itself; for by this connexion only can the key
be indicated with certainty.

Both chords, as we have seen in No. 113, may be connected in different posi-

tions ; in all these positions, a whole close may be formed.

This observation, however, refers only to the harmonic contents of the full close,
not to its melodic form. As regards the latter, we know, from (p. 53), that a close
can terminate a piece of music in a satisfactory manner when the tonic of the
harmony appears in' the most important situation, which is the upper part or
melody. This is not everywhere the case in No 113. We have, therefore, to
distinguish between perfect closes and imperfect closes. The former are those in
which, as at @ and 4,
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the tonic appears in the upper part. Of these two, the one at 4 is the most forcible,
because the sound & of the dominant chord must ascend to ¢ ; and, on this account,
causes us to expect this sound ; whereas d may also proceed to the third of the next
chord. Imperfect closes are seen at ¢, d, and e; amongst these, we must consider
as the strongest, that in which the third of the tonic triad appears in the upper
part, because this interval is of a more decided character than the fifth.

For the future, we will always employ the perfect whole close at the end of
a piece.

C. DevIATIONS FROM THE LAW oF THE DOMINANT CHORD.

We are now not only at liberty to introduce the dominant seventh into our
accompaniments, but the obligation is imposed upon us to apply it to the formation
of our perfect closes. This chord, therefore, will in future appear much more fre-
quently than heretofore, when we had recourse to it only as an expedient to avoid
false progressions. Under these circumstances, we can no longer look upon it with
indifference, that the tonic triad, as the resolution of a dominant chord should so
often (as in No. 115, at a, &, and c) be deprived of its fifth. Itis true, we can
dispense with it ; but it does not follow that we must always be content without it,
and that it might not frequently be desirable to obtain a complete triad without
being obliged to purchase it at the expense of the dominant chord, as in No. 115, at
d and e, or in No. 113, at d.

In order that we may be able to do so, we will allow a partial relaxation of the
strictness of the law which regulates the resolution of the dominant chord. We
have, indeed, already done so, in No. 113, a, where the upper part, which ought to
have proceeded to the tonic, was permitted to remain stationary, in order to avoid
consecutive octaves. Here
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we see two ways of obtaining a complete triad after the dominant chord. At a, all
intervals proceed according to the rule, except the seventh in the alto, which ascends
to g, instead of descending to e, as it should have done. Can this deviation from the
rule be justified? We may hope that, amidst the other closely surrounding parts
which ascend in a regular succession of sixths, it will not be felt so ‘sensibly as to of-
fend the ear, especially as the sound e, to which the alto was expected to proceed, still

116
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appears, only in another part. At , all the intervals proceed correctly, excepting the
third, which, instead of ascending to ¢, descends to g.  The reason for this deviation
is the same as in the preceding case.

It will be perceived that herein the law of the dominant chord is by no means
abolished. The third has still its former inclination to ascend one degree, and the
seventh to descend one degree; and every one, especially if he sing these progres-
sions, will fee/ how much more easy and natural is their regular progression than
the licensed one. We admit a deviation from the general law, merely with a view
to derive from it a special advantage, and in the hope that it will either be unper-
ceived, or ameliorated by means of the relation between the chords.  For the latter
reason, the very same deviations may, in some places, e. g. here at a

a a b ¢

117
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assume a more questionable character, because they take place more openly; and
still more at 4, where they occur in the principal part. The most ob_)ectlonable pro-
gression of all is that at ¢.*

Besides the gain of a complete tonic triad, there are many other cases in which
the removal of the former restrictions on the resolution of the dominant chord will
prove very advantageous; as, for instance, in the second arrangement of No. 114,
where

118

it enables us to avoid (at 4) the consecutive octaves, and (at ¢) the doubling of the
third.

The road to the free introduction of the dominant may now be considered as
opened.!!

¢ Why is the effect produced at ¢ still more disagreeable than that of 57 Firstly ; because
the seventh not only proceeds in a wrong direction, but also moves in fifths with the tenor. It
is true the first fifth is minor, and may make the case less flagrant, but the second is a major
fifth. Secondly ; because the seventh, in contradiction to its gentle and gliding descending ten-
dency, is farced to ascend ; whereas the third, at 4, was at least conducted in a bold and decided
manner, although descending, instead of ascending.

11 Eighth Exercise.—Harmonize the melodies given in the Appendix IV after the method of
the seventh exercise, as explained at p. 90; but introduce the dominant chord more freely,
and in all the positions pointed out in Nos. 113 and 116 ; and terminate with the perfect close.

VOL 1. u
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THIRD SECTION.

INDEPENDENT EMPLOYMENT OF HARMONY.

Ougr present sphere of action, even without reference to the scantiness of our
means, must, as already observed (p. 86), be considered subordinate, inasmuch as
we have ceased to produce complete compositions, and confined ourselves to the ac-
companiment of prescribed melodies. It is true, we have no reason to complain of
this restraint, so long as our harmonic means are inadequate to any higher purpose,
and the whole development of harmony in its present form is new to us. We will,
nevertheless, even at this stage, attempt to employ our harmonies independently of a
given melody. ,

Airs of a free and satisfactory form (p. 55), affecting and lively as those already
attained in the composition of one or two parts, cannot yet be produced by our new
employment of harmony. For, at present, we know no other way of employing our
harmonies than that of accompanying every sound of the melody with a full chord ;
and this mode of writing in broad harmonic masses is ill adapted to strains of a lively
or delicate character. A phrase like this

sounds well enough when composed in one or two parts—although a more suitable
accompaniment than that at 4 might have been found; but it would altogether sink
beneath the weight of a four-part harmony, with the bass moving clumsily about in
distant intervals ;
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and should a dominant chord occur (as at ), it would give to the whole a still more
awkward appearance.

In the first place, therefore, we will confine ourselves to the formation of karmonic
progressions ; i.e. a succession of chords sequentially arranged, which are represented
in the most simple and tranquil rhythmical form.  Then, if the unwieldiness of our
present harmony be opposed to the composition of airs, we will at least practise all the
various harmonic foundations for such forms.
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In these forms, however, as well as passages, we require a motivo systematically
developed. Hence, in harmonic progressions, we will employ a motivo derived from
the harmony. Now, a8 a motivo of single successions of sounds was formed from two
or more sounds (p. 30), so the harmonic motivo (p. 56) consists of the combination
of two or more forms of harmony. The most simple harmonic motive will ‘be found
in a succession of the different sounds of the same chord. = We have constantly seen
the same chord in different positions; for example,” in No. 108, the major triad of
¢, in which, alternately, the octave, third, and fifth were in the upper part. While
the root retains its place as the bass or lowest part, these different forms of a chord,
having the octave, third, or fifth, or, in the chord of the seventh, the seventh in the
highest part, are termed the positions of the chord, and are distinguished from each
other as the first, second, and third positions ; or are sometimes named, after the in-
terval in the upper part, octare, third, or fifth positions. The repetition of a chord
in its different positions, forms, as we have said, the first and most simple harmonic
motivo ; e. g.

What has been here illustrated by the triad of C major and E minor, may be

applied in a variety of ways to all other triads; and also the dominant seventh, as at
a in the following example:—

a b
—£ Do
123 %: p—
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In the chord of the dominant seventh, the changes of position may for a moment
appear to be incorrect.  For we are aware that this chord must proceed to the tonic
triad ; that its seventh, £, should descend to e, its third, 3, should ascend to ¢, while,

12 In respect to the above, and many of the following illustrations, we will observe, once for
all, that harmonies in such high positions as these do not possess that fulness of sound or pro-
duce that effect of which they arc capable in a more suitable position. We are obliged to re-
present them in such unfavorable positions, because otherwise they would require more space
than we can afford; but the student, in order to realize the intended effect, should transpose
them—or, at least, the bass—an octave lower. Thus, the examples Nos. 121 and 123 would
be much improved if played as in the following example :—

122

On the other hand, the student is warned not to go beyond the normal number of four parts,
by doubling one or several of the intervals, &c. because, although it might heighten the sensible
effect, there is some danger that this very circumstance may divert his attention from the real
contents of the harmony and the motion of the parts.

HZ
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in the above, f proceeds to 4, & to d, and so on.  But it is easily perceived that the
motivo at & consists merely of a continuation of the same harmony, and that the time
for the resolution does not arrive until after the last repetition, as at 4, No. 123.

A second series of motivos arises from the combination of closely related harmo-
nies. The three major triads of the tonic, dominant, and subdominant, exist in one
and the same scale, but may be considered as borrowed from the keys in which they
are tonic harmonies (p. 88), reminding us of these keys, and standing, like them, in
the nearest relation to each other. Thus we recognize, as the most closely connected
motivos, the combination of the tonic and dominant triads :

which may take place in all the positions. In these, and all other combinations of
chords, the parts should proceed to the nearest sound of the next chord*, or, where
existing in both chords, the sound remains stationary. Thus, if the tonic triad follow
that of the dominant, or the subdominant triad that of the tonic, we should not,
excepting under particular circumstances, let the parts proceed as at a

@HZ%
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but in a more flowing and combined manner, as at .
Another series of closely connected motivos is derived from the union of the tonic
triads of parallel keys :

for these also are related in the first degree.  Here, however, the unsatisfactory na-
ture of minor chords (p. 90) again reveals itself. Closely connected major chords
may, without hesitation, be repeated, as seen at 4, in the following example :

but a similar alternation of major and minor triads, if repeated for any length of time,
e. g.as at b, would excite dissatisfaction, on account of its ambiguity.

¢ See Appendix C.
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Lastly ; the triad of the dominant and the chord of the dominant seventh (which
is merely an extension of the former) are in the nearest relation; as also are the
tonic triad and the chord of the dominant seventh, on account of the intimate con-
nexion between them.

Even here, however, confined as our sphere of action may be, the development of
harmonic motivos does not end. We know that even chords which have a distant
relation (externally, by having one or more sounds in common), or internally, with-
out any, excepting as harmonies common to the same key, may (as here at a)

be successively employed. There is, consequently, nothing to prevent us forming
harmonic motivos of such chords also; but we shall soon discover that this course
cannot be pursued very far. Harmonic progressions, devoid of combination, may,
when sparingly introduced, produce surprising, solemn, elevated, or other character-
istic effects ; as, e. g. the progression at a, if the chords be full and the harmony
broad; if often repeated, however, as at & in the above example, what was at first
striking, becomes heterogeneous, discordant, and perplexing.

The dominant chord unites itself easily with all the triads of the same key. Con-
nexions of this kind, however, are also incapable of leading to important results, as
the dominant chord (according to our present rule) must always and immediately
resolve into the tonic triad.

However, if we take into consideration that, in each of the motivos here pointed
out, one or both chords may be—

1. Repeated ;

Employed in different positions ; or

Represented in sounds of different durations; also that each motivo

May be repeated on the same or different degrees of the scale; and

Extended by the addition of new chords ;

we shall at once perceive that here, as formerly in one-part composition, it is the
selection from amongst so many possible forms, rather than their invention, which
may cause difficulty or embarrassment. Our material will moreover increase at every
step of our advancement in the knowledge of harmony.

We now proceed to apply our motivos to the

Sl ol

A. ForMATION oF HARMONIC PAsBAGES.

For the present, we shall only enter partially into this subject; we shall, how-
ever, frequently return to it. This practice serves, in the first place, to render the
student familiar with harmony and its free practical employment. The harmonic
passages will not, however, display their deeper significance, until we perceive, at a
later period, that they are essential constituent parts of greater forms of art, serving
as the most effective means for carrying on and combining musical subjects, and be-
coming the basis of innumerable forms of composition.
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Series of chords, generally, which do not close definitely, like a section or period,
may be termed harmonic passages. Thus this portion of the harmonized scale repre-

sents such a passage:

another may be formed from the different positions, and the resolution of the domi-
nant seventh :

although the above example might, were it not for its limited melodic and rhythmic
development, be considered as a section.

Harmonic passages of a more decided character are obtained by the combination
of two or more chords in one harmonic motivo, and the continuation of the same
form*. Thus we have already, in No. 124, connected the tonic chord with the chord
of the dominant qamesth ; or two triads, of which the second, as seen from the roots
in the bass, is situated five degrees above, or four degrees below, the first. We may
therefore, by making the bass alternately ascend and descend, continue this motivo in
two different ways, as here at a and 4,

whereby we obtain two harmonic sequences, of which the first might have been pro-
longed, by repeating the motivo the third time two degrees higher (onfand c),
instead of proceeding in the order of the scale to the next degree (e—b), where the
motivo could not be repeated, because we have no common chord upon .

What passages may be formed from the motivos in No. 125, and others more
closely connected ; how a series of new forms may be obtained by the enlargement of
the motivo, the change of position, and the introduction of rhythmical alterations,
may be left to the industry and research of the student.1?

* These are usually termed segurnces or sequential passages.

12 Ninth Series of Erercises.—The student has
1. To form harmonic passages of motivos in the key of € major.
2. To play them on the instrument, changing the positions of the chords, and varying
their rhythmical arrangement.
3. To transpose them into other keys.
This practice should be frequently repeated, till the student has become quite at home in
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We will now consider how harmony may serve in the

B. FormaTiON OoF THE HARMONIC Basis FOR AIRS. (Song Form.)

Compositions in the song form (like all others) are not produced by the composer
selecting, first, a series of harmonies, and then seeking for a melody to it ; or, on the
other hand, by first inventing a melody, and then trying to find the proper accom-
paniment. It is rather the simultaneous combination of both, the whole in its essen-
tial unity, which presents itself to his mental vision ; and to him it is possible to grasp
at once the distinctive features, at least, if not the complete work. It has been our
object to train the student to this mode of action already, in the exercises on one and
two-part composition. Having, however, now a harmony to deal with, of which we
know (p. 90) that it is, in its present form, altogether unsuitable for free composi-
tion, we need not speak farther upon the subject of those artistical compositions.
But what we can do, is to inquire what harmonic bases are applicable to the compo-
sition of airs, and make ourselves familiar with them. This will be a very useful
preparation for actual composition in the song form, whilst it will also pro-
vide us with a number of prefudes (or introductions to real compositions, such as
are frequently required either to attract the attention of the audience¥, or to give the
key to the singers), and afford new opportunities for the acquirement of skill in the
employment of harmony.

For the present, we must confine ourselves to sections and periods, as our har-
monic means are still insufficient for compositions in the bipartite and tripartite forms.

1. AIrs CONSISTING OF SECTIONS.

An air consisting of sections will, in general (p. 57), contain either four or eight
bars, and must (p. 52) terminate with a full close. Here -
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the invention and construction of such phrases. The farther each passage is extended, by
means of changing the position, as here,
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the more will it serve to increase the knowledge and skill of the student.

* That the prelude may be carried too far, and in many cascs had better be omitted altoge-
ther, is an obscervation, of which performers, und accompanists in particular, require to be re-
minded.
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we see the frame-work of such a composition. The letters G C indicate the full close
(dominant chord and tonic triad); all the vacant bars, as well as the first two or
three parts of the last bar but one, may be harmonized according to our pleasure,
provided the progression of the parts be correct, and the chords well combined. From
this we see that the most simple harmonic construction of an air requires, at least,
two different harmonies (the dominant chord and the triad upon the dominant being
considered as the same), which, here at a,

form the basis of a section of four bars, and, at 4, one of eight bars. The next chord
we might wish to introduce would probably be the subdominant triad ;

136 F — —— H
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with which the triad of the parallel (relative minor) key will readily unite itself, or
the combined series of chords in No. 110.

Besides these and similar combinations, every harmonic passage may also be arranged
as a section, if we extend it to a regular number of bars, as 2, 4, 8, or even 6, but
not 3 or 5, which are less suitable, and give it the required close ; as, e. g. this

which could only be extended to the fourth bar, but might have been brought to a
cloge from the sixth bar, in this manner (a) :

In this case, the dominant chord would have fallen upon the sixth bar, and the
tonic close upon the seventh. Would not this have been a fault? No; for we have
seen already (p. 38) that a simple species of time may be converted into a compound
one. Now, if, in the above example (No. 138), each two bars be connected, and the
4-time changed into §-time, or if the minims be converted into crotchets (as at 5,
No. 139), we obtain in either case & section of four bars, and the tonic close falls upon
the last bar.
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2. AIRS CONSISTING OF PERIODS.

The principle of the normal construction of these compositions can only be this—
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whether the period contains only twice two, or be extended to twice four or twice eight
bars. The first section terminates with a half-close (indicated by the letters C G)
from the tonic triad to the triad upon the dominant ; the second section ends with a
full close. We see here
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the above plan filled up with the most simple harmonies ; all beyond this is consigned
to the student’s practice.

Although the above plan of construction is most in accordance with our tonal
system—as has appeared, first from the natural harmony, and afterwards from the
explanation of the contrast between tonic and dominant; yet, on the other hand,
it is certain that the composer may, under some circumstances, have good and valid
reasons—

a. To employ, in the formation of the half-close, the triad of the subdominant

(which is the most important chord after that of the dominant), instead of
the tonic triad :
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¢. To form the full close at the end of the piece, also with the triads of the sub-
dominant and tonic, instead of the dominant and tonic (as at ).
The last kind of close is termed plagal close®.
It is not difficult to perceive that all these deviations, though they may, wnder
circumstances, be good and necessary, do not correspond with the idea of a real and

¢ This plagal close (also termed church close) is one of those forms which have arisen out
of the system of the old church modes. The latter will be cxplained in the doctrine of the ac-
companiment of chorales.
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effective close so well as the normal forms. In the half-close, in No. 142, two un-
connected chords are brought together ; the imperfect full close at a, in No. 143,
tends to weaken the perfect close of the period ; and, lastly, the plagal close does not
even indicate, with certainty, the key, as it may also occur in the key of F major,
where it would form a half-close. The closes indicated in No. 140 must, therefore,
be considered as normal forms, theugh the student should not, in his exercises,!3 al-
together neglect the others.

13 Tenth Ezercise—The student has to write (in the key of C major) a series of harmonic
bases for airs, consisting of sections and periods, employing, first, only the normal closes, and
afterwards the exceptional forms also. These exercises are next to be transposed upon the in-
strument into the other major keys.
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FOURTH SECTION.

HARMONIC MOTIVOS APPLIED TO THE ACCOMPANIMENT OF MELODIES.

TaE formation of harmonic passages-has led us back to the systematic, and
therefore more effective, development or continuation of a special motivo ; such as
we have observed in all our former compositions, but were obliged to ldy aside when
entering upon the new mode of harmonizing. Now, although it is still a question,
whether the melodies given to us would have afforded an opportunity for carrying
out harmonic motivos, and although we had first enough to do to discover and
apply properly the necessary means for four-part composition, yet it is evident that
this harmonic development must also impart more power and consistency to the
accompaniment of a-melody.

We will, therefore, henceforth endeavour to carry out every harmonic motivo
which may present itself when we are harmonizing a melody, as far as possible, or
80 long as it does not appear tiresome.

Our first essay shall be made with the following melody, which we see here
harmonized after the first mode :

8 8 3 56533 388 3556538 838 83256 8

Here, at A, B, and C, we discover defects, which, in the first mode of accompani-
ment, could be in some degree ameliorated, but not entirely removed*. At B, the
bass and alto move in octaves, and the bass and tenor in fifths; at C, there are

¢ It has already becn intimated (p. 87) that the first mode of accompaniment is not avail-
able for every progression of a melody without exception. When the figure 5, 8, or 3 occurs
twice in succession, or when the melody makes great skips and necessitates a succession of
unconnected chords, then it is impossible to avoid faults, at least without causing the parts to
proceed in a forced and unnatural manner. This, however, does not lessen the advantage
which the first mode of harmonizing offers to us, as a safe means of making our entrance into
the new region of harmony, without a liability to confusion and error amongst the multiplicity
of new objects which here all at once present themselves. It only makes it the more neces-
sary that the student should not attempt to harmonize any other melodies than those provided
by his teacher, so long as he has learned no other than the first mode of accompaniment in four
parts. In the construction of the melodiecs belonging to this section, it has, however, becn no
longer considered necessary to guard against faults, which the student by this time is expected
to know how to avoid.
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octave prgressims between the bass and soprano, and consecutive fifths between the
bass and alto; though these fanlts are somewhat mitigated by the contrary metion
of the parts (p. 74). At A, there is not only an uncomnected succession of chords,
bat this is cansed, moreover, by a violent progression of the upper parts (p. 100),
which skip to the fourth and fifth above. The second mode of harmonizing enables
us 1o avoid these evils. We now accompanty the above melody thus :

At a, the melody already indicates a motivo, which is again repeated a second
and third time, and which may be considered as derived from the harmenic motivo
of No. 125, consisting of two triads with the bass ascending a fourth. This motivo
admits of being repeated (as the letters below the staff indicate), from the first to
the second, from the second to the third, and afterwards from the fifth to the sixth
bars; it imparts to the composition also, harmonically considered, a consistency
and unity, which, in the first mode of accompaniment, could not be attained.

At d, there is a succession of three minor triads; but their effect (p. 90) is tran-
sient, and is counterbalanced by the consistency of the harmonic development.

At b, ¢, and ¢, the inner parts move restlessly up and down ; this we may avoid,
by leaving out the interval which can moet easily be dispensed with—viz. the fifth—
and proceeding in this manner :
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The student will not require much practice to become acquainted with this mode
of harmonizing, which is only a modification of the former 4.

4, Eleventh Ezercise :—The student has to harmonize the melodies given in the Musical
Appendix V, applying harmonic motivos where it is practicable. Unless he feel the necessity
for doing so, he need not take the trouble of first accompanying each melody after the first
method (with figures written over it), especially as he has seen, in No. 144, that it is attended
with liabilities to error.



FIFTH DIVISION.

INVERSION OF THE CHORDS.

HITHERTO our attention has been chiefly directed to the discovery and combi-
nation of the chords, with but little regard to a good melodious progression of the
different parts. We placed the middle parts as near as possible to the soprano,
because we adhered to our first proposition, that the accompaniment should combine
with the principal part (p. 67), and on this account be kept close to it. This mode
of proceeding has not only guarded us against many doubts and errors, but has
Likewise facilitated the knowledge of the chords. An internal necessity for such an
arrangement does not, however, exist; for the combination of the parts depends upon
their harmonic relation, and not upon their actual proximity. If the four parts
contained the contiguous sounds e, cff, d, dff, they would be clustered together as
closely as possible, without being harmonically connected ; whereas the sounds ¢, ¢, g
always constitute a harmony, even when several octaves distant from each other.

Of all the parts, the bass has proved the most unwieldy and untractable. For
as we had assigned to it no other sounds than the roots of the chords, it proceeded
chiefly by great skips, as fourths, fifths, or octaves, which certainly gave it a rough
and uneven effect. But this, again, is by no means essential to the existence of
harmony. As we have given to every other part, sometimes the octave, the third,
the fifth, or the seventh of a chord, so may we with equal propriety introduce either
of these into the bass. Henceforward we will admit this part also to its share of
the chosen intervals ; and, instead of the ground bass, it shall occasionally have the
THm®D, FIPTH, or SEVENTH of the chord, while the origim.l bass-note- appears in
one of the other parts.

A chord, whose root has been transposed from the lowest to a higher part, is
termed an inverted chord (or briefly an inversion), and the operation itself is called
inversion of chords. In contradistinction to inverted chords, those not inverted are
termed original or fundamental chords.

FIRST SECTION.

THE THEORY OF INVERSIONS.

A. DESORIPTION OF THE INVERSIONS.

WHEN the root of a chord quits its place, another interval must be substituted
as the lowest sound. It does not thereby become the root of the chord; for this
name is applied only to that sound (p. 47) upon which the chord is originally based,
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or which is the lowest sound in the series of thirds, one above the other, found in
the construction of all fundamental chords; and this sound, wherever situated,
remains the root of the chord, whether below, above, or between the other parts.

How many inversions of a chord are there? As many as it contains intervals
besides the root. A triad, therefore, has #wo, and a dominant chord tkree inver-
sions ; e. g.

Here the roots are indicated by minims.

These inversions of chords are so important, that they are distinguished by
special names. Thus: the intervals between the lowest sound and the two most
important sounds of the chord are reckoned, and the inversion is named according to
those intervals.

Now the most important interval of a triad is its oot ; and after this the third,
which interval distinguishes the major from the minor triads. In the above triad
therefore (No. 147), the most important sounds are c and e. In the first inver-
sion (1), e is the lowest sound ; e—c is a sixth ; therefore, the chord is called a ckord
of the sizth. In the second inversion, we count the number of degrees from g to c,
and from g to e; this is called the ckord of the fourth and sizth.

In the dominant chord, the roo? is again the most important interval ; next to it
stands the seventk (because, without this interval, the chord would not be a chord of
the seventh, but a mere triad) ; in the above chord, the most important sounds are,
therefore, g and /. In the first inversion, we count from & to £, and from 4 to g,
thus discovering a ckord of the fifth and sizth. In the second inversion, we count
from dto f, and from dto g; this is termed a chord of the third and fourth. In
the last inversion, £ itself is the lowest sound; we count, therefore, from f to g,
and call the inversion a ckord of the second.*

From this it appears that the name of an inversion depends solely upon the
interval which becomes the lowest sound, and that the chord remains the same,

¢ Tt is obvious that these names must be attended to. At the same time the student
should impress upon his recollection that
The chord of the sixth is the ﬁnt inversion, and the fourth and sixth of the TRIAD.
the second inversion - - - -
And that the chord of the ﬁﬁhmdmxthmtheﬁrnmvemon - of the Chord of the
” ” third and fourth ,, second 2 DoMINANT SEVENTH.
» second »” sy third ”
eonsequently, that in the first inversion the root lies a ¢tAird below the lowest sound;
in the second inversion the root lies two thirds below the lowest sound ;
in the third inversion the root lies three thirds below the lowest sound ;
or,
in the chord of the sixth, e—g—¢, the root ¢ lies a third below e;
in the chord of the third and fourth, d—f—g—3J, the root g lies two thirds below 4, &c. This
simple observation will assist, when we search for the fundamental chord of any inversion;
for when we know the root. we can easily erect the chord (triad or dominant chord) upon it,
by adding the required number of thirds.

”
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however the intervals may be situated or arranged. Thus, if a triad be so inverted,
that its third becomes the lowest sound, we obtain a chord of the sixth, whatever
position the other intervals may occupy ; when the fifth of a dominant chord becomes
the lowest sound, the inversion is a chord of the third and fourth, without regard to
the situation of the other intervals,

Chords of the Sixth. Chords of the Third and Fourth.

a 4 { =!
Sa======
and so in all inversions.

What has been said of one triad and one dominant chord (the only one which
we yet possess) applies equally to all triads and dominant chords; every triad
becomes a chord of the sixth when its third is made the lowest sound; and a chord
of the fourth and sixth when its fith becomes the bass; every chord of the seventh
(dominant chord) becomes either a chord of the fifth and sizth, third and fourth,
or second, respectively; as the third, fifth, or seventh becomes the lowest sound
(bass) of the inversion.

Inversion does not change the nature of a chord; for the nature of a harmony
depends upon the sounds themselves, which appear simultaneously, and not upon the
manner in which they are arranged. Whenever the three sounds, ¢, e, g, are com-
bined, they produce essentially the same harmony, whether they occur in the above
order or in another; as c—g—e, e—g—c, g—c—e, &c.

For this reason, all inversions must follow the same laws to which the original
chords are subject, and require no new rules. Thus, when it has been laid down
that the third of the dominant chord should ascend one degree, its seventh descend
one degree, and its fifth either ascend or descend, one degree; these intervals pro-
ceed according to the same rule in all the inversions of a chord.

Eainiia j

In the preceding case, there is only one circumstance which may for 8 moment
appear strange: viz. that g (the root of the chord) remains stationary, instead of
proceeding to the tonic, according to the original law of this chord. We consider it,
however, as the octave to the root, and let it remain in its place, because the other
parts prevent it from ascendmg or descendmg to the tonic*. When the positionsof
the parts permit it, we may give this g the same progression as the root.

-»-

though such a progression will always be most suitable to the lowest part.

# In No. 113, when the root of the chord was present, we treated its octave in the same
manner as here. This may serve as a temporary corroboration of the above explanation ; the
complete justification will be found in the note to No. 243.
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A final observation attaches itself, not so immediately to the subject which now
occupies us, as to a facilitated mode of proceeding with it. So long as we employed
our chords in their original forms, we were enabled easily to recognize them by the
bass, which invariably contained the root. In C major, e. g. the sound € in the bass
showed at once that the chord must be c—e—yg : 4 in the bass must be accompanied
by the triad, a—c—e, &c. The only exception was the fifth or dominant ; for instance,
the sound ¢, in C major, which might be the bass either to its own triad (9—b—d), or
to a chord of the dominant seventh (g—&—d—f)—an ambiguity of little import-
ance, as we have learned to consider both these chords almost identical. But it is
evident that the comprehension of a written succession of harmonies, or the composi-
tion of a piece of harmony, must be facilitated, when we are able to discern the whole
structure at once from a single part. 'We are deprived of this advantage when the
other sounds of the chords appear in the bass as well as in the upper parts, instead of
the root being the only sound admitted into the bass ; then the bass-note, ¢, does not
invariably indicate c—e—y ; it may also belong to the triads, a—c—e, or f—a—c.

In order, nevertheless, to retain the advantage referred to, a notation in figures
has been invented, which is termed tkorough-bass signature ; a knowledge of which,
though not absolutely indispensable, is yet, in a great variety of cases, a valuable aid,
and will therefore, as occasion requires, form the subject of special annotations.

a A connected explanation of this signature will be found in the Universal School of Music ;
here we will, from time to time, give only such information as appears necessary.

The thorough-bass signature is not intended to supersede the ordinary notation in musical
characters, but merely to supply its place when time or space fails, and where it is sufficient to
indicate the general harmonic contents of a composition. Its characters (mostly figures or
single letters) are written below or above the bass, which, thus provided, indicates the general
contents of the harmony, and is therefore termed tAorough or general dass. On account of the
figures, it is also designated by the name of figured bass. The manner in which the general
contents of a harmony are thus indicated, will be explained in a series of special notes, marked a,
b, ¢, &c. and distinguished by the letters

T. B.
as an abreviation of Thorough Bass.

In the present case we observe the following : —

1. When the bass of a whole, or part of a piece is to remain unaccompanied, this is indicated

by writing over it,

all unisono, or t. 8. (tasto solo) ;
a zero (0) placed over or under a single note, indicates that this note only is not to
be accompanied.

2. When the whole or part of the bass is to be accompanied by octaves, it is indicated by
ol Qtaoa, or all 8 ;
or,
8vi. ALH
for single notes to be 8o accompanied ;
or, when only a few successive notes, by
8
or the preceding sign.
3. Bass notes without figures are considered as the roots of triads belonging to the common
key (hence the name common chords). If, however, occasion require it (¢. g. when it is
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Independent of the uses made by the composer, and the former widely-extended
application of this system, we will employ it in our harmonic exercises, in order that
we may acquire facility in its practice for future occasions.

B. CoMPLETION OF THE CHORDS.

It has been already observed (p. 109), that by means of inversions the bass is
relieved from its former stiff and awkward progressions, as we are no longer obliged
always to assign to it the original bass note, but may, as in the other parts, introduce,
at pleasure, either of the intervals of a chord. In conjunction with this, a more free
progression of all the parts, and, consequently, a greater freedom in the general treat-
ment of the harmony, are presented to our view ; for, in this higher grade, it will no
longer suffice, first, to compose the bass of the roots, and then to crowd the harmony
close to the upper part.

If, however, this free progression is permitted to all the parts, so, from chord to
chord, arises the question—which sound of the following chord shall each part take ?
It depends upon the progression of all the parts, whether one of the sounds of a chord
may possibly be omitted; or, in another, whether a sound may be doubled by ap-
pearing in two different parts. Hitherto, these questions have only been incidentally
regarded ; because the limited tasks we were engaged in, neither permitted freedom
nor demanded much care. Now, a preparatory, but at the same time very easy,
examination is required.

1. OMISSION OF INTERVALS.

On this point the necessary explanations have already been given. For the pre-
sent, we will only omit an interval when enjoined by a law of harmony; thus it

necessary to indicate, after an a¥’ wnisono, or aff 8+, that the harmony commences
again), we may indicate a triad in either of these ways: —

8
5 5
3or3or 3

without regard to the order of the figures.
4. The dominant, with these figures above or below,
7

Torb
. 3
is accompanied by the chord of the dominant seventh,
5. When the dominant in the bass is the last note but one, no figures are required ; because
it is a rule, that the first chord of a perfect close should be a dominant chord,
6. Every inversion is figured as itis named ; e. g.

the chord of the sixth............ 6

w 3y fourth and sixth.. ; 01'2

» » p fifthandsixth.... g or'g

s sy third and fourth. . i or ;
N second ....... . 2

All these figures occur in the following example :—
VOL I. 1
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was, that, in the first mode of harmonizing, the fifth of a triad following the dominant
chord was obliged to be omitted (p. 74); or, in No. 146, where the same interval
has been several times omitted, in order to avoid skips to distant intervals.

We also knew previously which sound may best be dispensed with; viz. the
Jfifth, the most undecided interval of the chord. Of the remaining sounds, the root ap-
pears, for the present, to be indispensable, because it is still the basis of the chord ;
the third, because in a triad it decides whether it is major or minor, and in a domi-
nant chord it is one of the characteristic sounds which must move in a certain direc-
tion ; the seventh, because it is the sound which alone distinguishes a dominant chord,
or chord of the seventh, from a triad. With respect to the third of the dominant
chord, a slight deviation may henceforth be admitted; it may occasionally, e. g. in
such a passage as this,

effect a symmetrical progression of the parts, if the fifth be retained (and even doubled,
as in the chords indicated thus*) and the third omitted. A similar example will be
found in the commencement of Beethoven's Sonata guasi una Fantasia, in Eb
major : :
/ n (ndante.

i -J'i'—'g ii i

(I
amEE
o gl

163 ¢

161 ¢

Here the bass part, with its figures, would alone be sufficient to show the unisons, octaves,
chords, &c. but not to point out the position of the chords, or the number and height of the oc-
taves. The latter, however, does not enter into the design of thorough-bass figuration.
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in which the above phrase frequently occurs. In both cases, however, the omitted
third afterwards appears : in No. 152, moreover, it is also in the first chord.

2. DoUBLING OF INTERVALS.

Here two questions arise :

Firet : which sounds must 7ot be doubled ?

Those which are bound to make certain prescribed progressions; therefore espe-
cially the third and seventh of the dominant chord ; for as the one must ascend and
the other descend one degree, it follows that if either be doubled, their resolution will
cause consecutive octaves, as at a:

o | |
O 4 = 4 =
" SSSESSE==
:G: ﬁ; 'G: g 'G: j 'GE g

or an incorrect progression of one of the parts (as at 4) will take place. Under pecu-
liar circumstances, both may be allowable ; but the student cannot yet venture upon
such deviations from the rule. Even when the duplication of these two sounds is
removed previous to the resolution of the dominant chord,

N . b =| |
q___e#:é:;—:“ﬂ

_d i & i =

9.—-—43—4 | = : Ir'__—.__ﬂ

the effect remains about the same. The ear (even of one unacquainted with har-
mony) anticipates the false progression, and is not satisfied by the contrivance to avoid
it. 'This is the fault which, as in the first introduction of the dominant chord (p. 74),
we have in this way been again obliged, in No. 155 (), to repeat.

The second question is: which sounds may be doubled #

In the dominant chord, we may double either the root (as we know already, from
No. 113), or the fifth:

156 ?%hdzgx'j:%;ggﬂ
[3 .—g: - .

the latter, because it may both ascend or descend. 1In a triad, every sound may be
doubled. But here also, a distinction between cases more or less favorable exists.

In a triad, we prefer in general to double the root, and next, the fifth; this is
already indicated in the fundamental chord of the natural harmony (No. 56), in
which the root occurs three times, the fifth twice, and the third only once; it is not

P2
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only justified by science, but also recognized by the ear, as the most powerful, and,
at the same time, most pleasing harmonic combination, even when the order of the
sounds is changed, as here ata:

]

¢ LSSSSses

167 <

- - —=
CR— N - S Ev—" —— —
l i

-, — — t _5_:'_5_.'___] —

The doubling of the third in a major triad, on the contrary, causes this interval to
obtrude itself so powerfully upon the ear (as may be experienced by listening to the
chords at 4)*, that we imagine we hear this sound alone. But this cannot generally
be the intention of the composer ; special reasons onlyt, into which we need not and
cannot here inquire, will induce him to sacrifice the internal symmetry of his harmo-
nies. The doubling of the fifth in the dominant chord is also doubtful, because
(No. 156) it leads to the doubling of a third in the following triad.

The minor triad, on the other hand, admits of its third being doubled,

without detriment to its other intervals; nay, under circumstances already mentioned
(see note, p. 92), an arrangement like that at 4, in which the minor third is more
prominent, may be preferable to that at b.

* This peculiarity of the third forms—in connection with its character as the determining
interval, which converts the vacant fifth into a chord, and distinguishes the major from the
minor triad, and, through them, the major from the minor mode—the greatest contrast which
is to be found in the realm of sounds. We know, however, from No. 56, that this contrast is
fixed in the mqjor third and the mgqjor triad, of which the minor chord is a transformation or de-
pression. The more strongly this depression is expressed, the more marked will be the contrast ;
therefore, the minor third not only admits of its third being doubled, but does so in preference
to any other interval, wherever it requires to be strengthened.

+ See Appendix D.
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SECOND SECTION.
APPLICATION OF INVERSIONS TO THE HARMONIZATION OF MELODIES.

THE first use of inversions is their application to the accompaniment of melodies.
This may be optional, and merely a matter of taste (provided it do not involve a
trangression of the laws of harmony), or it may have a more important purpose. We
will consider it from the latter point of view.

In our former harmonizations, we had no means of avoiding the faults in the
progression from the sixth to the seventh degree, excepting the doubling of the third
in the dominant chord ; the unsatisfactory effect of this is, in No. 155, already illus-
trated. :

Now we can avail ourselves of the inversions for

A. THE AVOIDANCE OF FALSE PROGRESSIONS.

Every previous instance has been thus treated :

159 - J A -

The bass must ascend (because we knew no other way), and the alto must nof pro-
ceed in the same direction, but remain stationary. Now the alto may ascend, and
let the bass retain its place, as here at @ :

(whereby the consecutive fifths between bass and tenor at once disappear); or the
bass may, as at §, descend a third, to d, which is the original fifth of the dominant
chord. Thus we have discovered two new ways of avoiding the well-known faults,
both of which are free from the disadvantage connected with the first mode of harmo-
nizing. Other modes of avoiding those errors, by the aid of inversions, may be dis-
covered by the student himself. .

Of greater importance is the discovery of a new chord,

B. TeE DIMINISHED TRIAD.

The progression of the tenor, in No. 160 (), from ¢ to the fourth below, g, al-
though in general quite admissible, might yet, under circumstances (. g. when it is
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required that the parts should move very smoothly), appear too unconnected. In this
case we may be induced to let the tenor ascend to the nearest sound of the next
chord, which is d:

a b , ¢ ., 4
d ESEEESSESES

the consequence is, either the appearance of consecutive octaves between the tenor
and bass, as at @ ; a third doubled in unison, as at 4 ; an irregular progression of the
seventh (from f to g), as at ¢; or a skip in the tenor to the fifth below, after having
avoided the descent to the fourth, which may sometimes be a preferable mode of pro-
gression, as at d.

The most peculiar and important circumstance, however, is, that we see here, for
the first time (p. 87), a chord—and that a dominant chord—deprived of its root,
and thus reduced to three sounds, or (as these sounds are still arranged in thirds
above each other) converted into a triad. This triad, which is the same as the one
we met with three times in No. 110, without being able to make use of it, differs
from those with which we have hitherto become acquainted, inasmuch as it consists of

root, minor third, and minor fifth,
having two minor intervals, while all previous triads had only one. It is termed, the
diminished triad,*
and has, like the other triads, two inversions ; viz. a ckord of the sixth and a chord of
the fourth and sixth,

162

1
HES g
which we shall henceforth employ under these names.

The new triad is, however, in reality, nothing more than an incomplete domi-
nant chord ; its sounds, therefore, must proceed as in that chord; i. e. its root, & (the
former third of the dominant chord), must ascend to the next degree, ¢ ; its fifth, /°
(the original seventh), must descend to the next degree, e, its third, d (the original
fith), may either ascend or descend, and is, therefore, the only interval of this triad
that can be doubled.

The licences also, which have been admitted in the resolution of the dominant
chord (p. 96), extend to the diminished triad, as here at @ and é.

¢ This chord has also been termed, by former theorists, an imperfect or false triad, on account
of its fifth, to which they gave the name of émperfect or false fifth. But it is only these names
that are imperfect or false, not the interval or chord. So has the tonic triad sometimes been
termed a perfect triad, although we know that it occasionally (as in No. 161, at a and 4) appears
in an incomplete and, conscquently, imperfect form. And thus those theorists, in their confused
mode of expression, might often have occasion to say—this false fifth is right, and this perfect
triad is imperfeet !
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163

At ¢, d, and e, the original seventh is doubled in the octave, an expedient, which
sometimes admits of greater freedom in the progression of the parts; now it is
plain, that, in order to avoid consecutive octaves, one of the two sevenths must pro-
ceed in contrary motion to the other.

The least objectionable progression is that at ¢, where the irregularity occurs in
one of the middle parts, closely surrounded by the others; at d, the breach of the
law of resolution is more palpable ; and at e, where it occurs in the upper part, it
produces a really harsh and disagreeable effect, and can only be justified in very few
exceptional cases.

The diminished triad has neither the fulness nor the firmness of the dominant
chord, in comparison with which, it appears feeble and undecided. We are, how-
ever, frequently led to it, and it proves of service when the dominant chord would
interfere with the progression of the parts; as in cases like these:

At length we come to the principal question: how, and to what extent are the
inversions of chords to be employed? In order to return a correct and satisfactory
answer to this question, we must examine /kow, and to what extent the inversion of
a chord changes its original character.

If we compare the two principal chords with their inversions, we find them

in their original position, resting upon that sound which serves as the basis of the
whole harmonic structure, and out of which the harmony has grown, as from a root.
In the inversions, this basis being removed, the chord assumes a position in
which it did not, and could not, originally appear; these are, therefore, derivative
forms, or transformations of that harmony which is given by nature (p. 47).

From this, it appears, and our immediate perception confirms it, that the inver-
sions do not possess the firm and decided character of original chords; for their
construction is not either so regular or symmetrical.

This observation applies to all inversions without exception. The difference is,
however, most striking between the tonic triad and its inversions; for, in its original
form, it represents (p. 61) the interval of rest; it is the only chord with which a
satisfactory close can be made. If, therefore, this chord quits its original firm and
quiet position, the change must be greater than when the same occurs in a dominant
chord or a diminished triad, which, even in their original positions, are of a restless
character, and give no satisfaction, until they return to the repose of the tonic triad.

Thus the original chords impart firmness, and the inversions activity, to harmony ;
henceforth both forms are necessary to us; neither claims an absolute preference,
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but each has its value, according to its effect and the situation in which it is em-
ployed. Only the chord of the fourth and sixth, the weakest of all the inversions,
is generally to be avoided, unless special motives or the progression of the bass (as
here at a, 6, ¢),

lead to its introduction, or when its bass serves as a preparation of the root of the
dominant chord in a close, as at d.

On comparing the phrases & and b, we fitid, at a, that, in order to avoid the
duplication of any other interval than the root, the middle parts move restlessly from
place to place, while, at 4, the bass, as the most effective part, pursues its course -
undisturbed. The latter is evidently a preferable mode of harmonizing; it is the
practical application of a maxim which has been repeatedly pronounced; viz. that
each part should proceed as conveniently and consistently as possible, retaining its
place when the same sound exists in the following chord, or proceeding to the nearest
sound of that chord, when a change of place is necessary.

The beginner will best succeed in exercises of this kind, by first harmonizing
each melody according to the first, then the second, and, lastly, the third method ;
writing the full chords in the second and third accompaniments at once, in order to
keep the progression of the parts clearly in view. Here is an example:

888 888 83 8 5565 8 6 3 8 88 8 3 6 8
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There is nothing remarkable in the first treatment of the melody, except that it
gives a renewed proof (in bars 1, 2, 4, 6) of the unavoidable monotony (p. 86)
of the first mode of harmonizing. This, even the second method cannot entirely
overcome.

In the third accompaniment, the first chord is also repeated four times in succes-
sion; but the monotony arising from this repetition is avoided by the employment
of inversions. Thus the tonic harmony is firmly established, and, at the same
time, variety of expression obtained; we are, therefore, now fully justified in intro-
ducing a change of harmony into the second bar.

Up to the third bar, the bass moves in wide steps ; shall it continue to proceed in
this manner? We prefer leading it to the nearest sound of the next chord; not to
b (that would cause octaves with the discant), but to d. Had there been in the
second accompaniment a simple triad (9—b—d), instead of the dominant chord,
the progression of the bass to d, in the third accompaniment, would have led to a
chord of the fourth and sixth; but as, on account of its weakness, we dislike this
chord, we might have changed the triad,

g—b—d
into g—b—d...and .../,
and thus again have obtained a chord of the third and fourth, d—f—g—5.

From d the bass must proceed to ¢, otherwise the third in the next chord would
be doubled ; we now lead it diatonically downwards to 4, -where it occasions a chord
of the sixth, and whence it conveniently proceeds to the root of the same chord.
But that it may not descend too low, nor too far away from the upper parts, we
lead it from the first note of the fourth bar to the upper instead of the lower g,
and now it again descends diatonically through £, in a chord of the second, to e, in a
chord of the sixth.

In the sixth bar, we have been enabled to introduce a pleasing change of
harmony, and at the same time to lead the bass in & more energetic manner, by the
aid of the chord of the fifth and sixth on 4.

The last two crotchets in bar 7 have two chords each assigned to them; upon
the triad follows the chord of the sixth—with a momentary duplication of the
third—and the dominant chord is preceded by the dominant triad. All this has
been done with a view to improve the motion of the bass and alto.b

These few observations are sufficient to show the student how inversions may be
employed in the accompaniment of melodies.!?

b. T. B. Inthe seventh bar of No. 167, III, we observe five figures under the bass, of
which two only (the first and third) seem to be required. What is the necessity for the second
(6) and fourth (8), and why write a 7 under the last chord, which must be a dominant chord ?

These questions scem natural, only because wo have here the whole harmony written out
in full before us; the figurcs, therefore, are altogether superfluous, and merely employed for
the sake of practice (p. 113). They would, however, be necessary, had we only the bass of the
harmony before us. The 6 before the 6 would be required to indicate that the second part
(crotchet) of the bar had to contain two scparate chords; and the two figures, 8 and 7, under
the third crotchet were necessary, in order to show that it had to be divided between a tonic
triad and a dominant chord, and that the latter was to appear only upon the last quaver of the
bar.

15, Twelfth Excrcise :—The student has—

1. To carry every chord through all its inversions (both in writing and on the instrument) ;

2. To harmonize the melodics given in Appendix VI, in the manner explained above.
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THIRD SECTION.

CLOSE AND DISPERSED HARMONY.

THE inverted chords have afforded us the means of giving a more graceful and
flowing melody to the bass; the other parts have also been able occasionally to
separate themselves from the melody, and move in a more independent and melo-
dious manner.

It is now in our power to free the harmony from its close proximity to the upper
part; not only occasionally, but during a whole series of harmonies. For we are
already fully aware that an alteration in the disposition of the intervals does not
change or affect the nature of the chord; that the positions of the chords at a are
just as allowable as those at;

and have, on frequent occasions (for instance, in the third and sixth bars of No.
167), adopted the one instead of the other*.

Now, what is the difference between the positions of the intervals of the chords
ataandatb?

We have set the sounds of the chord farther apart from each other, or dispersed
them over & wider space. This is not only demonstrable to the eye (as at a), but is
also felt by the ear and mind. Having placed the sounds at greater distances from
each other, they no longer sound so united as in the original position, at &, they

¢ Here, at length, we arrive at the most simple manner in which the fault occasioning the
first introduction of the dominant chord (No. 96) might have been avoided. We might have
conducted the parts thus:
=1

—f3-
—
==
69
-
: i F—
The dominant chord loses its fifth, which it can well spare, and thus the tenor is no longer
obliged to double the third, or make a wide skip above the alto (as in No. 97), while the last

chord is made complete, and represented in a symmetrical form, without any of the parts being
obliged to proceed in opposition to the rule.
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cease to be a compact sharp body of sounds, they are more distant, and thereby
become more soft and weak ; the chord does not strike the ear with its former close
and firm unity, but its individual sounds possess more clearness and transparency.

At the same time it is obvious, that, when arranged in this form, each part has
obtained a wider field of action, which enables it to move with more freedom and
independence. .

‘When the intervals of chords are thus disposed, they form Dispersed Harmony.
From the above, we readily perceive where it can be best employed, and where
close harmony is to be preferred. In no case should it be employed, where it might
lead to unnecessary difficulties or false progressions. Hence, if we would introduce
it anywhere, we must first examine whether we can carry it out without inconve-
nience, or at least find a suitable place for returning to close harmony.

As soon as we give up the close arrangement of the harmony, innumerable
ways of arranging the different parts present themselves. Not all of these possible
arrangements, however, are equally good and serviceable. If we disperse the sounds
of a chord too widely, the external connection and unity of the chord will be dis-
turbed ; if we place several, or most of the intervals in the higher or highest octaves,
where the sounds are naturally sharp and short, the harmony will lose its fulness
and power; if, on the other hand, we place them too low, they become confused and
undistinguishable. Both these evils may be, however, avoided, by adhering to the
natural development of sounds (p. 47). If we look once more at the first harmonic
mass,

170

= E=

and examine the positions and distances of its sounds, we find that—

1. The distances between the sounds are greatest in the lowest octaves, and
decrease as the sounds ascend. This is quite in accordance with the nature of sound ;
for the lower sounds have a greater body of tone, and continue for a longer time ;
but, on the other hand, are less distinct, and must therefore be placed farther asunder,
in order to be clearly distinguished. The higher sounds, on the contrary, are clearer,
but at the same time shorter, and less massive; they may be placed more closely
together, and in that position serve to support each other.

2. Therefore the proper diatonic melody only commences with the highest C' of
our normal development (No. 170).

3. The full, close harmony is situated in the middle, between the highest C' and
the lowest g of the above paradigm.

.4. Below this, duplicates in the octave only are to be met with.

5. When a whole chord, or some of its intervals (except in the bass) are to be
doubled, it would be better that this be done in the higher (see 4) than in the
lower octave.

These observations afford ample hints. Only we must not interpret them so
pedantically, as always to confine our melody to the higher and our close harmony
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to the middle octaves; this we could not carry out, even if it were our wish. We
shall also remove the bass not only eight, but occasionally nine, ten, or even a greater
number of degrees from the other parts; or keep the middle and upper parts at a
distance of five or more degrees from each other, though we shall seldlom have occa-
sion to increase this distance more than eight degrees.

We have given an example :—

838 685 383 356 638 368 335 8

The above melody has, by way of comparison, been harmonized at a, according
to the first mode, at b according to the third, in dispersed harmony and with inver-
sions ; the second mode, as also the introduction of inverted chords into the close
harmony of a, have been passed over, and only a few chords altered. On exa-
mining, first, the management of the harmony at a, we find that here, as well as in all
former cases, the bass is removed every moment too far from the middle parts,
while these press closely against the melody. Hitherto, we could only have avoided
this evil by another ; namely, by sacrificing the decided and effective motion of the
bass. Let us now look at the arrangement of the harmony at . From what has
it arisen? How is it to be justified

Above all, the peculiar clearness and transparency of the harmony, also the
uniformity of the distances, must be immediately perceived. Only at the close of
the first section, the bass descends ten, and in the second chord of the seventh bar
even eleven, degrees below the tenor; but, in both cases, it is & mere repetition in
the lower octave of the preceding sound ; and, in the latter instance, it even belongs
to the same chord. Let us also observe the smoothness and simplicity in the pro-
gression of each part; the bass alone makes one or two octave progressions, in order
to lead to a more energetic close.

But how have the different chords at 4 arisen?

The first differs from that at a, only in the position of the middle parts, which

c¢. T B. In the last bar but one, two short horizontal lines are scen under the second chord.
The rule is this:

7. Horizontal lines below ono or several bass notes indicate that the figures of the preceding
chord are to remain in force for those notes also; that consequently the preceding chord is cither
to continue or to be repeated.
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are here arranged (as was our intention) in dispersed harmony. In the second
chord, the bass proceeds in the most gentle manner to the next degree above, the
alto ascends to the adjacent /; and thus a chord of the third and fourth is intro-
duced, instead of the doubtful chord of the fourth and sixth. The third chord is the
necessary resolution of the second. Thereby our bass and the alto also have de-
signedly imitated the motivo of the melody, only in a reversed order.

The first chord in the second bar might also have been a chord of the fifth and
sixth, which would have been more analogous to the preceding chord of the third
and fourth. Instead of this, we have chosen the inverted triad upon the dominant,
rather than weaken the harmony by the frequent repetition of the dominant chord,
and render the melody of the alto too trivial, as it would have moved three times
from e to /* and back; such repetitions of the same progressions are even more tire-
some to the ear than the reiteration of the same sound, as in the first two bars of
the tenor, which appears to the ear as a mere division of a sustained sound.

From the last chord in the second, to the first chord in the third bar, the tenor
proceeds as the bass formerly did, from the dominant to the tonic. Its progression
would have been milder, if it had once more repeated the previous @, and proceeded
through 4 to ¢. But for this very reason, and in order to give an energetic impulse
to the motion of the harmony, the bolder skip from the dominant immediately to the
tonic has been preferred. In this respect, it would have been even better, had the
bass also proceeded in & more decided manner; thus: g, ¢, g, ¢. It was, however,
our desire to give an example of as many inverted chords as possible.

Why does the fifth bar commence with a chord of the second, to which the bass
must ascend by a skip of seven degrees? This unusually wide step is only such in
appearance ; for the lower g of the bass is, as it were, a mere repercussion of the
higher one. From the latter there was no other progression so near as that to f,
unless we chose to repeat the same chord, or the bass alone, which would have been
no real progression. The rest requires no explanation.

A few practical trials will suffice to make the student conversant with the dis-
persed arrangement of harmony 6. If the melodies given for this purpose should
not suffice, some of the previous ones, especially those in Appendix VI, may be
harmonized in the same manner.

16, Thirteenth Ezercise. To harmonize the mclodics given in Appendix VII, as explained
in this section.
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FOURTH SECTION.

INVERSIONS MORE FREELY EMPLOYED.

How far our freedom in the employment of harmonies can as yet extend, has
been shown (p. 87). The inversions make no essential change; they merely in-
crease our means in the treatment of what had been already attained.

Our immediate gain from inversions is a new series of harmonic motivos. As
formerly the repetition of a chord in different positions (p. 99) was considered as a
motivo, so we may now employ its different inversions (No. 166, a and ) for the
same purpose. As we then connected original chords into motivos, so we may now
form others by connecting inversions of different chords. ~The latter kind of motivos
will, however, for the present, be limited to the employment of ckords of the sixth,
because the chord of the fourth and sixth is of so questionable a character, that its
repetition creates a feeling of uneasiness and dissatisfaction.

‘What has been said upon this subject places us in a position for

A. THE APPLICATION OF INVERSIONS TO THE FORMATION OF PASSAGES.

A succession of triads, with all the parts proceeding in the same direction, as here

could not be venturcd upon, because it would have involved consecutive octaves and
fifths. These octaves and fifths are formed between the bass, the soprano, and alto.
By throwing out the bass, as at 4 and ¢, we obtain a passage of consecutive chords of
the sixth without a fault; and, at the same time, a new harmonic form for the ac-
companiment of the scale. It is true, not one of these chords of the sixth has any
combination with that which precedes or follows it; but the fowing diatonic pro-
gression of all the parts serves as a new and efficient means of connexion. The force
of the progression carries off the want of a close internal combination.

3. A four-part harmony may be constructed upon such sequences, either by the
lowest part being doubled,

R
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or by adding a middle-part, which alternately doubles the lowest sound and its thwds:

or by some other means which are left to the student's research.

Of these forms, the first is evidently the lightest; the second has also an easy
flowing progression ; but the third, on account of the zig-zag motion of the parts, ap-
pears rather heavy, and best adapted to grave and slow movements.

Two, three, or more ascending or descending chords of the sixth, taken as a mo-
tivo, afford material for a whole series of harmonic passages.

A source of a still greater variety of forms is the

B. COMBINATION OF INVERSIONS WITH ORIGINAL CHORDS.

It is evident that any inversion may be connected with either of the original
chords, provided no false progressions arise from it; that, however, the nearest re-
lated chords form the best combination, whether in their original or in their inverted
forms. Hence the chords of the tonic, dominant, and subdominant, as also of the
relative minor keys, retain their natural connexion when inverted :

and all that has been said respecting this connexion of relative fundamental chords
(p- 88), applies equally to the inversions. Indeed, the different parts being placed
in a more favorable position, some chords, when inverted, as here,

where the bass is obliged to move in skips.

4. 7. B. The marks under the bass find their explanation in the following rule:

8 (bligue lines indicate that the figure or figures below the preceding bass note remain in
force ; or, that the same species of chord is to be repeated.
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We now proceed to the formation of harmonic passages consisting of mixed pro-
gressions.

In No. 174, we have seen a passage formed of an ascending and descending
geries of chords of the sixth. Every chord of the sixth reminds us of the original
chord : this leads us to mix both together. Here

we have commenced with the triad ; a second passage is formed by starting with the
chord of the sixth :

in which it may be observed that the bass proceeds as the tenor did in the previous
example ; and vice versa, the tenor as the bass did before : both parts have changed
their places.

The same series of chords may also move in a descending direction, either in a
similar manner, or as here :

or with the succession of chords reversed :

i g
A still greater variety of forms is obtained by the addition of a third chord.  This,
and the diligent working-out of every new motivo in all positions (for instance, the
passage in No. 180 in these forms):

-t
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or in this position,

dispersed ; e. g.

The continuation of these researches is left to the diligence of the student.!?

17 Fourteenth Ezercise—Write a series of passages in imitation of the models given above.
Each passage must be carried, at least, through an octave; they are all to be composed in €
major, and afterwards transposed into the other keys on the piano,

VOL. L. K
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FIFTH SECTION.

APPLICATION OF THE NEW HARMONIC MOTIVO8 TO ACCOMPANIMENT.

As in the second mode of harmonizing (p. 87), we may here also obtain suitable
accompaniments, if we apply to that p the motivos derived from inversions.
Farther instructions on this point are B(E‘e needed. Wherever similar progressions
appear in the melody (as in the precedmg examples of harmonic passages), we must
examine whether any, and what, sequential harmonization is practicably derivable
from them. What is obtained from this has been already shown by the second me-
thod of harmonizing.

One form of the new passages of harmony deserves, however, a special notice ;
viz. the three-part sequence of chords of the sixth. Its peculiar lightness and easy
flow make it a particularly suitable form of expression for such passages as require
a light and soft character. In our exercises, we will therefore henceforth indicate
those passages by a p. (piano), and the others by f. (forte) ; where neither of these
signs occurs, four-part harmony is to be employed.

Here is an example, in which we pass over the first and second modes of har-
monizing :

Here, independently of the circumstance that the whole of this example is evi-
dently much more varied and flowing than any of our former essays in harmony,
there are many points claiming our notice. The following remarks refer to those
places which are marked with figures :

1 and 2. Here two triads appear without a third. This is done in order to give
a more melodious progression to the lower part, which is here supposed to be the
tenor. In both cases, however, the absent sound has already appeared in a promi-
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nent manner in the same bar, viz. at 1, as the third of the first triad, and at 2, as
the seventh of the dominant chord (y—d—); they will therefore be readily recol-
lected by the ear.

3. Here the third (a) of a triad is doubled. ~But the chord passes by lightly,
and the stress lies upon the principal part of the bar.

4. Here a chord of the fourth and sixth has been introduced, in order to enable
the bass to repeat, in a higher and more effective position, its previous progression
through the sounds 4, ¢, d, e.

Here, for a moment, we will pause, in order to introduce an observation of a more
general nature.

It is obviously the similar motion of the parts which causes such sequences of
chords, especially of chords of the sixth, to glide 8o smoothly. The effect of such ai-
milar motion, which is also called

Parallel Motion, :
or parallelism of the parts, is most striking, when it occurs between the extreme
parts, as in No. 182, a, and in No. 185, from bar 8 to bar 10. In the last case,
it has, however, led

5. To an infringement of the law of the dominant chord, by causing the seventh,
J in the upper part, to ascend instead of descending; producing, at the same time,
consecutive fifths between the discant and alto. These evils are, however, of little
account, in comparison with the advantage of the parallel motion; besides, the e, which
is expected after the £, appears in a prominent part, though not in the same octave.

6. Here the relative minor key of the subdominant has been touched upon, be-
cause the latter itself could not be employed, and because the dominant triad has been
already introduced so frequently as to make a change desirable.

7. Here also the third has been doubled, and the root omitteéd in favor of the
motion of the parts.

These observations form a sufficient introduction to the exercises prescribed
below.18

CONCLUDING REMARKS.

Here ends, for the present, the development of the harmonies of the major keys.
We have obtained from it
1. TRIADS ;

viz. major, minor, and diminished, and of each two inversions ; viz.
a chord of the sizth, and a chord of the fourth and sixth.

2. THE DoMINANT CHORD,
with its inversions :
the chords of the fifth and sizth, of the third and fourth, and of the second.
We have, farther, learned to combine these chords with each other, and thus to
form harmonic passages, sections, and periods. Such a combination of different har-
monies in passages, sections, and periods, we will for the future term modulation.

18 Fifteenth Ezercise—The melodies given in the Appendix VIII, have to be accompanied
according to the third mode (in case of necessity, first, according to the two former modes) ;
harmonic motivos being made use of, where practicable.

K 2
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From the invention of complete pieces of music we were obliged to abstain, be-
cause we felt ourselves still too little at home in four-part harmony to undertake the
simultaneous management of the melody, rhythm, construetion, conduct of the parts,
and other things required to be attended to in a four-part composition. We have,
nevertheless, already had an opportunity of making ourselves acquainted with the
general harmonic construction of pieces belonging to the song form, a knowledge which
will prove of great advantage when we enter again upon the composition of such
pieces. At the same time, we have learned to accompany a given melody, or prin-
cipal part, by three subordinate parts. This was, in fact, only a part of the whole
task, which, undivided, would have proved too difficult for us. We were provided
with suitable melodies, and had merely to find the proper accompaniment.

Special importance has been attached to the formation of harmonic passages ; for
it is in these that we acquire skill and freedom in the employment and consistent de-
velopment of harmony. For this reason, such passages should at first be strictly con-
fined to fixed motivos; afterwards they may be formed of chords, chosen freely and
connected at pleasure. Of a passage of the latter kind, the following figured bass part
indicates the contents :

186 %ﬂﬁﬂﬁ?—co—r&ﬂ'ﬁb@*——l‘—a:ﬂ

662686 6 3 6 [}

4 4 5 4 4
Here we see the bass first ascend through the three intervals of the chord, and thus
introduce its inversions. The most simple way would have been, to lead it now up to
the octave of the root—which, however, would have produced nothing new—or to let
the dominant chord follow : then the bass would have retained the same sound. We
therefore preferred to remove it to the second below, upon which the chord of the
sixth upon e followed as a necessary consequence. ~With this the bass has entered
upon a new motivo—a descending diatonic progression—which we pursue as far as
practicable; viz. until the chord of the fifth and sixth upon & obliges us to re-ascend.
The bass might now have moved upwards in the same manner (as it does five steps
further on); we prefer, however, a repetition of the first motivo (progressing by
thirds), not in the same direction, but reversed, and thereby arrive again at the for-
mer point of return (8), whence the bass again ascends, but this time diatonically.

The rest requires no explanation.

The development of the harmony in the above series of chords is obviously most
natural and consistent, and, almost throughout, the nearest connexions have been pre-
ferred. We know, however, that there are a great many equally consistent ways of
modulation, and that we are by no means bound to choose always that which first pre-
sents itself, but may employ others, provided we do so reasonably and with modera-
tion. There can, therefore, be no longer any lack of material and opportunity for
exercises of this kind. The more diligently and perseveringly we carry out such
combinations of chords in all positions, and all keys, with and without inversions, in
close or dispersed harmony, the more our inventive powers will develop themselves ;
and the more scrupulous we are not to introduce a new chord or a new harmonic mo-
tivo without some good reason, the quicker and surer will our judgment become, so as
afterwards to lead us safely through operations of a far more complicated nature.

)
~{
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Casting a last glance at the contents of this division, we find that we are now in
a position b complete

THE JUSTIFICATION OF THE MAJOR SCALE.

At the beginning, we accepted this scale as we found it generally adopted. This
was already, to some extent, a justification : for usage has its right and basis in the
minds of a people. But since we have become acquainted with the fundamental laws
of harmony, the question, whether the major scale, as universally adopted, be indeed
well constructed, assumes a far greater importance. . For we have now to consider,
whether its accepted form be indeed favorable for harmonious treatment ; whether it
contains sufficient material for a variety of modulation; and whether it allows of an
harmonic close as definite as that of its melody, by means of the tonic at both ends?

These questions we now are able to answer in the affirmative. Three major, as
many minor, and one diminished triad, and the chord of the seventh, together with
all their inversions, are quite sufficient to form an effective harmonious accompani-
ment to the scale and all melodies based upon it; the dominant chord enables us to
effect a perfect close ; the major and minor triads remind us of the closely connected
relative keys; and for incomplete closes also we have abundance of material, both
harmonic and melodic.

And now we may give a more precise and complete

Definition of the Scale,
by saying that it is a series of sounds which contains the necessary melodious and
harmonious material for the satisfactory construction of musical sections and periods.*

¢ Appendix E refers to this division.



SIXTH DIVISION.

THE HARMONY OF THE MINOR SCALE.

FIRST SECTION.

FORMATION OF THE MINOR S8CALE.

——

THE major scale has already been harmonically justified. Its tonic chord con-
tained a major third and fifth, and was therefore called a major triad. We also
found major chords upon the dominant and subdominant ; and the intervals of these
three triads

C - ¢ - g
g - & - d

S - c
C e f g atb c
dwmwww‘

composed the complete major scale. Amongst the harmonies of this scale we have,
however, already discovered several minor triads.

Reasoning from analogy, we might therefore conclude that, as the major scale
has major triads upon the tonic, dominant, and subdominant, so the minor scale must
have minor triads upon the same degrees. This would give the following chords for
the key of A minor:

A4 - ¢ -

e
e - ¢ - b
d - f - «a
and the scale would be this:

A, b ¢, d e f g, a
But then the minor scale would be deprived of that chord which we have found al-
most indispensable for the formation of perfect closes and other purposes ; viz. the do-
minant chord. The latter is based upon a major triad ; we must therefore change
the minor triad upon the dominant into a major one; for instance, in .4 minor:

e—g—>h into e—gB—4b.
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This, however, is the only alteration for which we have any just cause; the rest of
the scale remains as above. If we were to make more alterations ; if, e. g. we were
to change the chord on the subdominant also into a major triad (d—f—a into
d—ffi—a), the minor scale would differ from the major only in one single sound,
and the character of the two modes become too similar.
If the character of a minor key i8 to be preserved, the scale must therefore have
this form* :
A, b ¢ d, e f, g8 e
Thus constructed, it contains, however, one progression—again at the obnoxious place
between the sixth and seventh degrees—which at first appears strange. F—ygff is
an augmented second, an interval containing three semitones, while, in all previous
scales, the greatest distance between two contiguous degrees was a whole tone or two
semitones. To the ear also, this progression is startling, and it has, therefore, been
customary to soften its harshness, by changing / into / sharp, and thus to construe
the minor scale as here:
A, b ¢, d e f8 g8 a
It could not, however, be concealed, that in this form the scale had, as already
shown, almost entirely lost its minor character. To preserve the latter, at least par-
tially, it was proposed that the ascending scale should have the above form,
A, b ¢, d, e S8 gt a;
and the descending, this :
A, g, f, e d, ¢, b oa
But these are, in reality, two different minor scales, or a minor scale which no longer
proceeds diatonically, and in which two degrees have two different sounds each :
4, b ¢ d, e ST gTIh o

which, of course, appears by no means a systematic arrangement. Such a scale
would contain two harmonies upon the dominant and subdominant (next to the tonic,
the two most important degrees) ; viz.

e—g—b and e—gfi—b

d—f—a and d—f—a
it would, farther, contain three dominant chords ; viz.

d—ff—a—c
e—y#—b—d
g—b —d—f

and thus combine in itself the distinctive features of three different keys, without
having a ‘single distinctive chord of its own. And all this confusion would be occa-
sioned, merely to soften a progression in the melody, which may appear harsh, but

* The construction of the minor scale is also presumed to be well known to the student.
For security, however, we add the following explanation. Every minor scale is distinguished
from its own major scale (restin,  upon the same tonic) by having a minor third and sizth, these
intervals being major in thm scale; e. g.

Cmajor .. C, d, ¢ f, 9, a b ¢;

Cminor .. C, d, Ebf, 9, 4b, b e
From this it appears that the signature of a minor scale is never quite exact; it indicates that
the seventh degree is to be a minor interval (in O'minor, 4 flat; in A4 minor, g natural); while
the triad and chord of the scventh upon the dominant require this interval to be a major one.
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ought still to be gladly received as a step of great force of expression, and may be
avoided whenever we think proper.

For this reason, we will adopt the systematic scale as the basis of our composi-
tions. If the augmented second should appear too harsh for the occasion, we need
" not introduce it; we may insert an intermediate sound (f—e—y#l, a—ygfi—a—,
&c.), or remove the sound g#f to the lower octave, so that /* becomes its seventh, or
avoid it in some other way. We shall hereafter find means to introduce foreign
sounds and chords into both the major and minor scales ; and then we may, at plea-
sure, soften the harshness of this step, either by raising the sixth or depressing the
seventh degree of the scale. Previously to doing so, we shall, however, find ourselves
indebted to this step for some discoveries of great importance ; and in future, too, we
will not allow ourselves to be persuaded, on account of its harshness, to exclude it al-
together from practical music ; for musiec would be imperfect, if it did not also possess
means to express harsh ideas, acerbity, discontent, and other feelings of a less serene
and pleasing nature.*

¢ Compare Appendix F.
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SECOND SECTION.
FIRST MODE OF HARMONIZING IN MINOR KRYS.

WE have now to find harmonies for the accompaniment of the new scale ; for this
purpose we proceed in the same manner as we did in order to find the harmonies of
the major scale. On writing again the well-known figures over the melody,

187
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we discover the same faults between the sixth and seventh degrees, and correct them
as before.

This is again a beginning of the first mode of harmonizing, which we apply to
given melodies, just as we did at first.19

But in the descending scale the progression from the seventh to the sixth degree
is still more embarrassing in the minor than it was in the major ; for not only is it
here attended with all former harmonic difficulties, but we have, at the same time, to
contend with the unusual progression of the scale itself. =~ We might, indeed, as we
did in the harmony of the major scale (No. 105), alter the second chord,

and thus avoid the fifths and octaves; but then the harmony would be without any

* combination, at the very point where the melody is also rent asunder by the interval ,.
of the augmented second. In order to soften the harshness of this step, we would -
rather make the connexion of the harmony as strong as possible. This induces us to
try whether we cannot retain, in the second chord, several sounds of the preceding
one, or even the whole chord :

Placing the highest sounds (g1 and ¢) of the first chord in the lower octave, in
order to obtain space for the following sound of the melody, we thus obtain a new
chord, v . .

| oyttt <

19 Sizteenth Exercise. —Harmonization of the melodies in the Appendix IX.



138 FIRST MODE OF HARMONIZING IN MINOR KEYS.

which, but for the gap between 4 and £, has all the appearance of a regularly con-
structed chord. Such a vacuity we discovered already in the second harmonic mass
(p- 48), and, by filling it up, obtained the dominant chord. We do the same here
by inserting the missing third (d), and thus obtain a mew chord consisting of five
sounds,

e—gli—b—d—,
which we at once insert in the harmony of the descending scale:
8 3 +
e
4 =t —Pg:ﬁzjm;:ﬂ
190 -
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Thus our first object—a correct accompaniment of the minor scale—has been
attained ; but it has led us to introduce a chord of five sounds into a four-part har-
mony. This requires further consideration.

The fifth sound, which distinguishes our new chord from all previous ones, is the
ninth of the root ; from this circumstance the chord derives its name,

T
)
T

amER
T
T

CHORD OF THE NINTH.

If the ninth were taken away, there would remain a dominant chord, with whose
nature and progression we have already become acquainted. We may therefore con-
sider the chord of the ninth as a dominant ckord with added ninth. The ninth being
a dependant of the seventh of the dominant chord, it follows in its train, descending
likewise to the next degree below. The resolution of each of the intervals of the
chord of the ninth is consequently as follows: the root proceeds to the tonic of the
next chord, the third ascends one degree, the severth and rinth descend one degree,
the fifth may either ascend or descend, as in the dominant chord. Here

the progression of each interval appears more distinctly. ~We should not, however,
place the fifth so openly under the ninth—as done at & for the sake of greater clear-
ness—when it descends in its progression to the next chord, because in this case there
arise consecutive fifths between these two intervals. It is true, they are not both
major fifths, which we have determined not to admit; but still the major fifth follows
the minor, a progression which is not free from objections, and, under circumstances,
may be just as bad as the former.

First of all, it is, however, necessary to reduce the chord of the ninth to four
sounds, as a single five-part harmony would look strange in & four-part composition ;
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and the old expedient of assigning two of the sounds to the same part in succession,

is not always practicable or advisable. The question is—which of the intervals can
be best dispensed with? Undoubtedly the fifth, here, as well as in the dominant
chord. Root, third, and seventh are all of greater importance ; while, if we took the
ninth away, we should no longer have a chord of the ninth.

Thus the first mode of harmonizing is settled. By way of illustration, we apply
it to the melody below :

193

The mode of operafion does not require to be explained ; it is precisely the same
as that adopted in Nos. 102 and 108.  First, the necessary figures have been written
over the melody, and then the caution-signs (in the fourth and seventh bars) in-
serted. The second 3 in the fourth bar had to be exchanged for a 9; after this, the
whole of the bass was written ; and, finally, the harmony completed by adding the
middle parts.

In the above melody, the progression from the seventh to the sixth degree, and
vice versa, sounds more harsh and unpleasant, because there is no necessity or call
for it. As a mere example for instruction, we will, however, not find fault with it,
nor with any of the other melodies given only for the purpose of practice.20

20 Seventeenth Ecrercise.—Harmonization of the melodies in the Musical Appendix IX,
according to the first mode.
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THIRD SECTION.
SECOND MODE OF HARMONIZING IN MINOR KEYS.

WE have found it easy to apply the first mode of harmonizing to the minor
séale; the only modification necessary was the introduction of one new chord, the
chord of the ninth. We will now try the second mode of harmonizing ; ¢.e. accom-
panying at pleasure each sound of the melody with any of the chords of which it
may form an interval. Here we have again to inquire, as in the major keys
(p- 87), what

A. Triaps

are to be found in a minor key? We see them here,

194°

where we find

1. Two minor triads, upon ¢ and d;

2. Two major triads, upon e and f;

3. Two diminished triads, upon 4 and git.

Besides these, we meet with the harmonic combination, c—e—gft, which appears
to be a triad with a major third and augmented fith. As we are unacquainted with
the nature and properties of this combination, and have no necessity for its intro-
duction into our harmony (as formerly the dominant chord, and of late the chord
of the ninth), we will defer its employment until we shall have learned it system-
atically.

With the diminished triad we have already become acquainted in the major
kg,y_s, where it represented itself as a dismembered dominant chord, <. e. as a domi-
nant chord deprived of its root. There being but one dominant chord in each major
key, it could only contain one diminished triad. Here, in the minor key, we meet
with two such chords; the one (g#—b—d) is evidently an incomplete dominant
chord (e—gfi—b—d); but how is the other (3—d—jf") to be accounted for? We
shall see immediately.

¢ Wo know, from the third mode of harmonizing, that some of the progressions in the
middle parts, which appear too violent, may be avoided, by removing the latter farther from
the melody. Here this expedient has not been resorted to, because it is desirable that the
chords should be represented in the most simple forms, so as to be easily recognized by the
learner.
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B. THE CHORD OF THE NINTH.

The chord of the ninth may be employed as a harmony to any of the sounds
contained in it, provided the different parts are enabled to proceed in a proper manner.
We, therefore, accompany with this chord the sound g #

when it ascends to the next degree (as at a), the sound 4, when it descends or
ascends to the next degree (as at 4 and ¢), the sounds d and f, when they descend
to the next degrees (as at d and ¢). Might it not also accompany the octave of its
root, as at /2 It might certainly; but observe what a confused mixture of sounds
would arise from it. The chord of the ninth is in itself not only crowded, but over-
laden, as it contains not only five different sounds, but exceeds even the original
limits of all tonal developments, the octave. Why, therefore, add a sixth and alto-
gether superfluous sound, the octave of the root itself? This sound, moreover, when
the chord is resolved, becomes the fifth of the succeeding tonic triad, whilst this
same interval appears an octave below, as the resolution of the ninth (see /7).

Rather than to increase the number of its sounds, it must be desirable to reduce
it to a four-part harmony. For this reason, we have already (p. 139), resolved to
omit the fifth of the chord of the ninth. Occasionally, it will be even more advan-
tageous to leave out the root, and thus to convert ‘g‘he chord of the ninth,

—gh—b—d"F,
i,

into a chord of the seventh, just as, on a former occasion, we converted the deminant
chord into a triad, by taking its root from under it. This new chord ¢f the seventh
contains only minor thirds and minor fifths ; it includes two diminished triads (the
two found under A), and is termed a

Chord of the Diminished Seventh.

Let us once more take a glance at the dominant harmonies of the minor scale.
They are six in number; viz.
1. e—g#—b
2. e—gf—band d
e—gl—b ,, dand f

i

4. yﬁ—b ”» d ’ f
5. gtt—b ,, d.
6. b ,, d ,, f

of which one is a major triad, two are diminished triads, two others are chords of
the seventh, and one is a chord of the ninth. The intervals of the chords 2—6



142 SECOND MODE OF HARMONIZING IN MINOR KEYS.

are resolved according to the rule of the dominant chord; we represent this resolu-
tion in the following manner :

b—d——r
9p—b—Ad—r
y ﬁ—b—d ”»
e—gf—>b—d
t—b—d—y
|
a—a C—€,

In all these chords, the sound e proceeds to a, gt to a, d to ¢, f to e, and & either to
aor c. From this, we see how each is to be treated, and where it can be employed.
The triad upon the dominant also partakes to some extent of the properties of these
chords, as will be shown in Appendix D.

One last observation respecting the chord of the ninth. On account of its being
so overladen with sounds—it is, as it were, an ezaggerated dominant chord—the
chord of the ninth, when too frequently employed, imparts a burthened appearance
to the harmony ; nor is it otherwise so manageable as the other chords. Triads and
dominant chords may be inverted at pleasure, without assuming an objectionable

Whereas the inversion of a chord of the ninth frequently leads to a confused mingling
of the sounds (as at ), or even places some of the intervals in a position (as at c),
where they absolutely clash with each other.

We may now proceed to apply the second mode of harmonizing to melodies in
the minor key, observing the same order (p. 89) as in the major. Here is an

e. T. B. Herc sharps are observed under scveral notes of the bass; the rule is this:
9. Sharps, flats, or naturals, not followed by a figure, refer to the third of the hass, which
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At I, the melody (designedly similar to that of No. 111) has been harmonized
according to the first mode; at II, the second mode has been employed with a
special view to relieve the monotony of the former. At a, the diminished triad
upon the sound & has heen introduced in a manner which gives rise to consecutive
fifths (a major after a minor—p. 138) ; for this reason, the harmony at I would be
preferable. We find the same triad at 4, where it does not appear to resolve itself
into a—c—e. It does so, however, nevertheless ; it only expands, first into a chord
of the ninth (of which it is a part), and then proceeds regularly to the tonic
harmony.

Leaving the further practice to the diligence of the student?!, we shall close this
section with an observation on the harmonic character of the minor mode.

We have found, at p. 90, that the minor triads are more plaintive and unsatis-
fying, than the major harmonies derived from nature. We have also seen that the
minor scale cannot be formed so regularly as the major scale. If we examine the
harmony, we find, in the major key, three major and three minor triads, all of which
may serve as tonic triads, and satisfactory harmonic resting closes; but, in a minor
key, there are only two major and two minor triads. On the other hand, only one
diminished triad is found in the major, while there are two in the minor key; not
to mention the chords of the seventh and ninth. Thus we see that the minor mode
proves in every respect more plaintive, unsatisfying, and unsettled than the major.

is thereby raised, depressed, or restored to its original sound, in the same way as when
placed before the note itself which represents this third.

In the above example, therefore, the sharp below the fifth and seventh bass note indicates
that the triads upon ¢ are to be major (¢—g¢ $—3), and not minor; under the first note
of the sixth bar, it indicates that the chord of the ninth is to have a major-third
(e—g$—b—d—f), and not (as the signature would lead us to expect) a minor
(e—g—b—a—f).

%1, Eighteenth Exercise :—Harmonization of the melodies given in the Musical Appendix XI,
in the manner explained above.
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FOURTH SECTION.

THIRD MODE OF HARMONIZING IN MINOR KEYS.

TH1s third mode of harmonizing leads to the introduction of inversions (p. 109).
After the previous explanations on this subject, a few additional hints will suffice.

In the first place, every triad, whether major, minor, or diminished, may be
inverted in the minor as well as in the major, and these inversions retain their
former names.

The same applies to the dominant chord and the chord of the diminished seventh.

In minor, as in major, the inversions, particularly of the chords of the seventh
and the diminished triad, are treated and resolved like their original chords; each
part proceeds as shown at p. 142.

Thus the only chord which remains to be considered, is

THE CHORD OF THE NINTH WITH ITS INVEKSIONS.

Even in forming the positions of the original chord, the number of its sounds
proved an impediment. It becomes still more so when this chord is inverted, as
may be seen at a single glance:

It is only in particular positions that the chord of the ninth admits of being
inverted without a consequent confusion of its intervals ; e. g.

And, even then, such inversions are frequently liable to doubts and errors. Hence,
we will employ them with caution and discrimination. There is no necessity for
special names*. Neither would the omission of the fifth have proved satisfactory ;

¢ If, neverthcless, we would distinguish these inversions by special names, we must pro-
coed as we did with the inversions of the triads and chords of the seventh (p. 110). Each
inversion must be named according to the most important intervals, counted from its lowest
sound. The two most important intervals of the chord of the ninth are the root and the ninth ;
the first invenion'&thmfom would become a chord of the sirth and seventh, and figured ¢ or i
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for the collision of the parts takes place (as seen in No. 196) between the root, the
seventh and ninth.

Following the instructions given for the major (p. 120), the student may now
apply the third mode of harmonizing to minor keys.

The following may serve as an example.

Respecting the construction of this piece, we observe that the first section termi-

The second inversion (3) would be a chord of the fourth and fifth, indicated by the figures § or § ;
the third inversion (¢) would become a chord of the second and third, and figured  or . The
last inversion, finally (d), in which one of the two most important intervals has become the
lowest sound, and therefore cannot assist us in the naming of the chord, would most properly
be termed a chord of the seventh, if that name had not alrcady been applied to another chord.
‘We might name it after the next important interval (the seventh, f), then the chord would
become a chord of the sixth and seventh. This term has also been previously applied, and there
remains, therefore, no other way, but to count from the lowest sound to the third and ninth of
the original chord. This would give to the fourth inversion the name of a chord of the sizth
and ninth (figured § or 3). However, not one of these cumbersome terms, as before stated, is
necessary.

/. T. B. Itwill have becn obscrved, that the preceding rule on thorough bass notation was
incomplete, and merely intended to explain the accidental appearance of sharps under the bass
part of No. 197, II. 'We have now an opportunity of supplying the deficiency. -

10, Sharps, flats, and naturals placed before figures have the same meaning as when occur-

ring before notes.

According to the figured bass, the first chord in the second bar is to be a chord of the fifth
and sixth upon d.  As the signature contains three flats (8h—eb and ap), the chord would
consist of the sounds —f—a b—5p. Instead of this chord (which is impossible in the key of
C minor), the chord d—f—ap—5 is intended ; ¢. e. the sixth is not to be a minor interval (as
it would be according to the signature), but a major one, and thercfore requires to be restored
to its original pitch, which is depressed in the signature. This we effect, by placing a natural
before the note, and the same sign is placed before the figure, which indicates the sound repre-
scnted by that note.

From this it is apparent that an accidental without a figure must refer to the third, which

VOL. I L
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nates (less decidedly, as in former cases) upon the last crotchet of the fourth bar;
the second section ends in the eighth bar, with an imperfect (inverted) close, which
draws after it a short coda, formed in imitation of bars 6 and 7.

The student may now proceed to the exercises given below?2.

A ]

is the characteristic interval of the chord; thus the second triad in the first bar would be
g—bb—d, according to the signature ; but the [] below the bass raises the third from & to 8.

That the figure 9 indicates the chord of the ninth, as well as the interval, is plain, from the
observation at p. 138 ; so also that by §, the chord of tho fourth and fifth, the second inversion
of the chord of the ninth is indicated.

A shorter method of indicating the elevation of intervals, is that of crossing the figures;e. g.

2 3 4 8 8 7

instead of placing a sharp before them.

23, Nincteenth RErercise :—Harmonization of the melodics, Musical Appendix XII, in the
same manner as in the major.

Tioentieth Exercise:—Formation of harmonic motivos, passages and draughts for airs in the
minor mode.
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FIFTH SECTION.

THE CHORD OF THE NINTH IN THE MAJOR MODE.

THE discovery of the chord of the ninth and its derivation, the chord of the
diminished seventh, is such a decided gain, that a desire naturally arises to employ
it in major keys; although we have found no absolute necessity for it as when har-
monizing the minor scale, we are still at liberty to try the experiment.

In minor keys, this chord rests upon the dominant ; it was, in fact, a dominant
chord with an added ninth. Let us add a ninth to the dominant chord in the major
key also, taking the sound we find in the major scale ; e.g. in A major,

e—ygf—b—d
e—g i—b—d...and...f 4.

Here we have formed a chord of the ninth in the major key; it differs from that

in the minor,

e—g §—b—d—f

e—yg —b—d—f
in the ninth, which is minor in minor keys, and major in major keys. On this
account, the chord of the ninth in minor keys is termed the ckord of the minor
ninth, and, in major keys, the chord of the major nminth. As the one is formed in
the same manner as the other, the same rules apply to both. We may, conse-
quently, reduce the chord of the major ninth also to four sounds, by throwing out
the fith. We may further convert it into a chord of the seventh by leaving out the

root; e. g. in C major,
g—b—d—f—a
b—d—f—a.
This chord of the seventh is of too little importance to require a special name¥,
neither do any of the others which we shall find hereafter.
What has been said of the inversions of the chord of the minor ninth (p.144),
applies also to those of the major ninth.
Lastly, every interval of the chord of the major ninth and its derivations pro-
ceeds as in the chord of the minor ninth, thus:

§g—b—d—f

g—b—A"d—f—-a
b—d——rf—a
b—d—f
_

c c————e—y.

* Some theorists have called it the minor chord of the seventh, because all its intervals are
minor. The name may be correct, but is not required, unless we would distinguish each of the
many chords of the seventh by a special term, which would be no less troublesome than useless.

L2
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One point only may at first sight appear anomalous. On looking at the resolu-
tion of the chord of the ninth, at a,

where the fifth descends, we find direct fifths between this interval and the ninth
above it. Is not this a proof that the rule, according to which the fifth may descend
as well as ascend, holds good no longer? By no means. The false progression is not
a necessary consequence of the fifth's descending, nor an inherent deficiency of the
chord of the ninth: it only arises from the position in which its intervals are here
placed, but which may have been easily avoided. Thus, the fifth descends at &
without causing a fault; at c¢ it ascends. The above rule, therefore, requires no
other modification than this, that the descending fifth causes objectionable progres-
sions, only when it is situated below the ninth*.

We are now enabled to apply the newly-discovered harmonies also to melodies
in the major keyst. The major mode has now obtained two new chords ; the chord
of the major ninth and the chord of the seventh derived from it, together with their
inversions. These chords may also serve as harmonies to any sound of the melody
which is contained in them, provided no false progressions or confusion of sounds are
caused thereby. Here is an example;

® That this is not to be attributed to the chord, appears from No. 202, 5. Or would it be
raid, that the roots of chords must not ascend, because here, at a,

] [

—0 - 1 |

they happen to move in fifths with the upper part? At b, the very same intervals in the same
chords move upwards, without causing a false harmony.

+ We can now complete the observations (p. 143) respecting the difference between the
major and minor modes. The major mode contains siz firm and settled harmonics (not bound
to any particular progression or resolution), and four active harmonics, or such as cannot be
made a point of rest, hut must pass to another harmony to resolve themselves ; while the minor
mode contains only fowr of the former, but fire of the latter description.
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Before we proceed to analyze these harmonies, we have to make a few observa-
tions relating to some other points.

We see that the close, not only of the first section, but of the whole piece, occurs
in the middle of the bar. But as we have already, on several occasions, converted
simple into compound measures (p. 104), in order to avoid the subdivision of the
parts of the bar, and to unite the sounds of two consecutive bars more closely, so, on
the other hand, the above compound § time may, and must be, considered as based
upon 4 time. Considered in this light, the above period contains twice eight bars of
three crotchets cach, and the closes occur regularly at the beginning of every eighth
bar. The original form of the piece does not appear so distinctly, because it consists
of a combination of two bars in one; and, in the performance, only the first of every
six crotchets receives the full accent, while the accent upon the fourth crotchet
(originally a principal part of the bar) receives a slighter accent. It is true that
the final close has thereby a diminished force, but it still forms a sufficient counter-
poise to the easy flow of the melody.

The close of the first section is still weaker, as it falls upon the fith instead of
the fourth crotchet.

In the first, second, and seventh bars, the sound g, instead of being repeated, has
been represented by one note of longer duration. It is obvious that this does not in
any way affect the harmony. It is & mere rhythmical form, serving to express the
combination between chords having the same sound in common.

Let us now consider the harmony itself. We have gained a variety of means
for harmonizing a melody ; as each of its sounds may be accompanied by a number
of different chords. Thus the second note « might be considered—1, as the root or
octave of a minor triad; 2, as the third of the subdominant triad ; 3, as the fifth of
a minor triad upon d; 4, as a seventh of a chord of the seventh upon 4; 5, as the
ninth of a chord of the ninth; not to mention all the inversions of the above chords
in which the sound @ might be placed uppermost. It behoves the student to try all
these possible harmonies and examine their relative value. Here, of course, we had
only room for one mode of harmonizing, and even in this our aim has been to give
an instructive rather than a perfect example.

The bass commences with an imitation of the motivo of the melody g—a—y
in its way, by inversion; then, in order not to weaken its character, it takes the
ground bass.

g. T. B. In reference to the figuring of the last bar, we observe :
12, Horizontal lines preceded by a figured chord, indicate that the same chord is to
be continued,
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In the second bar, the chord of the seventh, &—d—f—a, has been arbitrarily
introduced ; the chord of the fifth and sixth, &—d—f—g, would have been more
natural and pleasing. The former chord, however, may be looked upon as a remi-
niscence of the chord of the ninth in the first bar, of which the whole second bar is
an imitation.  For this very reason, the bass also repeats its previous motivo; this
time, however, at a greater distance from the other parts, and in a region where it
acts with greater force. The melody also has moved downwards. The same chord
of the seventh (J—d—f—a) has been introduced with a better show of reason in
the sixth bar, where the upper parts, by the assistance of the seventh, are enabled
to form a pleasing sequence of sixths. It is true that in the resolution of this
chord the tenor must ascend ; but it descends again in the same chord, and thereby
is enabled to proceed more conveniently to the nearest interval (4) of the following
chord. If this progression of the parts be objected to, one or other of the following

expedients

may be adopted. In all these cases, however, the karmony would have been
softened and simplified by the introduction of the chord of the fifth and sixth.

L
206 —
i

To the ninth, as before remarked (p. 142), a character of exaggeration and
bombast is generally attached ; and this adheres to it even aftet the omission of the
original bass, when it becomes a chord of the seventh.

Still more favourable is the introduction of the same harmony as a chord of the
fith and sixth in the following bar. Here a subdominant triad might have been
employed ; but this chord has already played an important part in the fifth and sixth
bars, especially at the commencement of the second section; and, as it has again to
be employed towards the close, its efficacy there would be materially impaired by
its previous introduction.

- Why has the fifth of the first chord been doubled ?

This and other questions we leave to the research of the student. In conclu-
sion, we will add only one observation.

In the examination of No. 204, it appears that the occasional introduction of
the new chord of the seventh, although certainly correct, was not always equally
suitable; while the dominant chord can be employed without hesitation wherever
its introduction does not lead to false progressions or other decided evils. (e. g. the
doubling of the third in the following chord). We have also found that the dimin-
ished triad, compared with the dominant chord, appears narrow and meagre, and
the chords of the ninth overladen and bombastic. Indeed, even when comparing
the dominant chord with the major-triad, we find that the latter is in itself capable
of giving satisfaction, while the former can only do 8o by moving (resolving) into
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another harmony. Thus we observe that all derived chords are less free, less
JSresh and satisfactory than the original chords, and that all harmonies increase in
power and freshness, the nearer they approach to the original harmony of nature.
Of this we also become aware in practice. We have found that several of the in-
versions of the chord of the ninth, although possible, were not easy or frequently
applicable ; that, even when not inverted, this chord sometimes might be placed in
unfavourable positions. The inversions of the new chord of the seventh also,

are neither so well formed nor so tractable as those of the dominant chord ; while it
may be incidentally remarked, those of the diminished seventh
) ~

> ]
— 1125 1%
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are generally of more easy application; and, although undergoing no change of
sound, may become new chords of the diminished seventh to the existing lowest
sound ; an observation which will prove fruitful in the study of Modulation.

From the above explanations, it is clear that a return from derived chords to the
more simple originals; e. g.

produces no unsatisfactory effect, but rather the contrary.
A few exercises will make the student familiar with the chord of the major
ninth, and the chords of the seventh derived from it.23

23. Twenty-first Erercise :—Harmonization of the mclodies given in Appendix XIII; if
more practice should be required, some of the former melodies may be employed for this purpose.



SUPPLEMENT.

EXTENDED FREEDOM IN THE TREATMENT OF THE DOMINANT CHORD.

HERE terminates the development of the harmonies arising immediately from
the fundamental harmony (p. 66) of the major and minor scales*.

Of all these chords, the dominant chord has proved the most active and prolific ;
to it the diminished triad, as well as the two chords of the ninth with their chords
of the seventh, owe their origin. Already (at p. 96) considerable licence has been
allowed to this chord, in regard to the progression of its parts. Its third, when
forming one of the middle parts, and under the cover of the other sounds, was per-
mitted to descend, its seventh to ascend ; both in order that the next chord might
not remain incomplete. With a view to strengthen the connexion of the chords,
we will now extend this freedom still farther. We will permit the root of the
dominant chord, instead of proceeding to the tonic, to remain stationary (), as the
fifth of the following triad (this has already been done in No. 110), as if it were
merely the octave of an omitted root (4) ; or occasionally, but only under certain
circumstances, to proceed to the third instead of the tonic (c), while the seventh,
under the cover of the other parts, ascends:

for if the latter were, as usual, to proceed to the third, there would arise hidden
octaves, which might become too conspicuous, and therefore offensive, when vceurring
between the extreme parts (d).

The first licence may, unhesitatingly, be extended to the roots of chords of the
ninth also :

not so the second, because the seventh is to some extent compelled by the ninth to
move in its original direction.

* The question, How far the minor triad may also be considered as a deviation from the
major, appertains to the ** Seience of Music.”
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It is true that other and still greater deviations from the usual progression of
the parts may, under certain circumstances, be allowable and proper; but the
student has not yet arrived at that stage where he is permitted to free himself more
boldly from the rules and restraints of the School. Less advanced students, more-
over, are apt to form an entirely erroneous idea of the nature and aim of such
licences ; these often appear to them allowable or even necessary, only because they
are not sufficiently acquainted with all the legitimate resources of art, and value
them as interesting novelties, when they are merely resorted to to conceal a defi-
ciency of knowledge. The genuine artist will not hesitate to break boldly through
all the preceding rules when he sees occasion; but he will not do so on frivolous
grounds, or with senseless temerity. In the production of a work of art and its
careful revisal, he will observe all the ordinary rules, and only break through them,
when his object, the realization of his ideas, lies beyond their sphere*.

* Sce Appendix G.



SEVENTH DIVISION.

MODULATION INTO FOREIGN KEYS.

OuR productions have hitherto been confined to one particular major or minor
key, and contained no other sounds or chords than those belonging to that key ; nor
have we met with anything in the melodies we had to accompany to induce or ne-
cessitate the introduction of harmonies foreign to the key in which they were com-

If we would now extend the range of our artistic operations, and enrich our me-
lody and harmony, the idea which first presents itself is, to unite in one piece the
sounds and harmonies of two or more keys. In the language of art, this is termed
modulating into foreign keys, or simply modulation ; although, as we have seen
(p. 131), the last term is applied in a broader sense to the whole harmonic construc-
tion of a musical composition.

The union of several keys in a single piece may take place, so that the original
key is quitted for the mere temporary introduction of one or more chords; or a pas-
sage in another key. Such a passing change is called a transient modulation. Thus,
if in a piece in €' major, passages or phrases occasionally appear, which, like the fol-
lowing,

contain sounds not to be found in the key of C' major, but which are only touched
upon in passing, and without decidedly changing the original key for another; these
foreign chords are termed transitions. In this manner, Boieldieu has introduced the
chords g—Jb—d and g—bb—e into a movement in D major (a),
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in order to return immediately after to the original key—the sound b appearing only
for a moment in the place of 5 natural. So does Mozart (in the first finale of Don
Giovanni), at 4, bar 3, touch upon the tragic ¢b—which reminds us of €' minor or
Ab major—without decidedly quitting the key of C' major; a real change of key
does not take place until a little after ; but the new key which is then introduced (G
major) is not one in which the sound a flat occurs.  The third example (c) is from
a composition of Spontini.  In the middle of a strain in A minor, appears, unex-
pectedly, the chord of d—f—b b, and, without any other consequence, immediately
disappears. In the two following passages, the digression from the original key is
more marked and continuous : ’

At a, the composer (Mehul) modulates in a most decided manner (we shall soon
learn by what means) into the key of F major, and afterwards introduces the still
more foreign chord, g—bb—eb. At (from the sestetto in Don Giovanni), Mozart first
modulates into E minor, and, after having touched upon D minor (in the chord
e—bb—ci—y), enters the key of B minor.  Yet in neither case has a departure
from the original key been confirmed, or another permanently established in its place.
‘We may, however, also introduce a change of key, either with the intention to leave
the first key altogether, or, at least, to remain in the new key till we shall have com-
pleted in it an essential or important part (a period or a whole movement) of the
composition. In this case, the change of keys is termed a real modulation. Thus,
C. M. v. Weber, at the commencement of the allegro of his Overture to Der Frey-
chiitz, introduces the principal subject in ' minor. From this key he proceeds to Eb
major, in order to introduce and work out an entirely new and independent subject :
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he afterwards returns to C'minor ; butthe overture at last closes in € major. Indeed,
any one who is not a musician will recognize the difference between transition and
modulation, on comparing the last with the former cases. This difference consists in
the purpose which we have in view when changing a key, and not in the manner in
which that change takes place, or the means by which it is effected. If we know
how to proceed from one key to another, we may either remain in the new key for a
short time only, and then return to the one we left, or we may quit the latter alto-
gether, and even proceed to a new key. For this reason, it is unnecessary to treat of
transition and modulation as separate subjects ; both are, as we have seen, in reality,
the same, and we will comprehend them—whether transient or permanent—under
the common term of modulation. '
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FIRST SECTION.

THE PROCESS OF MODULATION.

WE modulate from one key into another, when we substitute the sounds and

chords of the new key for those of the former ; e. g. instead of C' major,

c, d e f, g a b ¢
with its three major triads upon the tonic, dominant, and subdominant (C, G, F),
&e. the key of A major,

a, b, efl, d, e fH8 g8, a,
with its major triads upon A, E, and D, &. This would be the most complete,
but also the most laborious, mode of modulation.

We see, however, at once, that it is both unnecessary and useless to introduce all
the sounds and harmonies of the key which we intend to substitute for another. In
the above case, for instance, the two keys, much as they differ from each other, have
yet several sounds (a, 6, d, ¢) in common. These, therefore, can be no distinctive
marks of either of the keys; they do not tell us whether we are in €' major or in 4
major, and need not therefore be introduced.

Thus there remain the sounds, /1, ¢#f, and ¢4, to indicate the change of key.
But, although they may tell us we are no longer in € major, still they do not indi-
cate that we have entered the key of A major; for they are to be found in several
other keys besides that of A (£ major, B major, F'§ minor, C'$ minor, &c.), and
therefore cannot be a distinctive mark of one key only. We know, moreover, that
foreign sounds may be introduced into a composition without affecting the key, having
frequently introduced them ourselves in forming one-part passages and sections. Here

the whole chromatic scale appears in the melody, and might also have descended, and
yet we feel that the key of C' major still prevails; we shall soon know the reason,
also, why the key is not affected by all these foreign sounds.

It is thus apparent that single sounds cannot constitute an unerring indication of
a key ; and if they are not this, they cannot with certainty establish any key, or, in
other words, effect a modulation.  For this end, something more, a harmony, is re-
quired.

But which are the harmonies that serve as sure indications of a new key ¢ Those
which indicate the key to which they belong with the greatest certainty. Major or
minor triads are incapable of doing so, because they all exist in several different keys ;
the triad c—e—yg may occur; e. g. in C major, G major, F major, F minor,
E minor ; the triad a—c—e in 4 minor, E minor, C' major, G' major, F major, &c.
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But we lmow that there is one chord which can only occur in onekey ; this is the
dominant chord (p. 95). When, therefore, a foreign dominant chord makes its ap-
pearance, we know, not only that a change of key has taken place, but also which key
has been entered upon. Thus, e. g. if the chord,

e — gt — b —d,
were to appear in € major, we should know at once, not only that we are no longer
in this key, but also that we can be in no other than the key of A.  For there is no
g sharp in the keys of C, @, and .D major, nor in any of the major keys with flats;
on the other hand, no d natural is to be found in any major key with four or more
sharps ; while in all minor keys, excepting that of A, one sound or other of the chord
(e. 9. in B minor, g #—in F 4 minor, ) will be found missing.

Thus the dominant chord is a certain sign of its own key ; but it does not indicate
the mode, being the same (p. 134) in major and minor. The above dominant chord,
therefore, tells us that we have entered the key of 4, but leaves undecided whether
it is the key of A major or A minor. This can only be decided by the tonic har-
mony which follows ; if it be a—c#—e, we know that a modulation into 4 major
has taken place ; if it be a—c—e, we have entered the key of A minor.

The dominant chord is, then, a decided means of modulation. It is not, how-
ever, the only one; we shall shortly discover others, equally, as well as more or less,
decided. In the human mind and affections all is not equally definite, or definitely
demonstrated ; so, likewise, we must give a corresponding expression to undecided
emotions. We shall, indeed, discover amongst the resources for modulation such as
we have before considered insufficient, viz. major triads and single sounds. Here
we cannot admit them, because the greatest clearness and decision are demanded in
the beginning ; but when the student has mastered the ordinary and most decided
forms of modulation, the study of the others will assume its proper place and value.

The further discussion of this subject will apply to the first means of modulation ;
viz.

1. THE DoMINANT CHORD.

The first question for consideration is :

How can we effect a modulation from one key into another ?

In the present instance we answer: by the introduction of the dominant chord
of that key into which we intend to modulate.

Inversions being essentially the same as their original chords, it is obvious that,
instead of the dominant chord, we may employ its chord of the fifth and sixth, of the
third and fourth, or of the second. Further, as the dominant chord is the same in
major a8 in minor, it depends upon us into which of the two modes we shall lead the
modulation.  Every foreign dominant chord, therefore, in reality, opens the way to
two new keys, the major and minor keys upon the tonic of its root.

The above is the essential point in the doctrine of modulation by means of the
dominant chord. The practical proceeding requires only a few explanations.

In the first place, the introduction of the dominant chord must of course be ef-
fected in a faultless manner. Were we, e. g. in modulating from C to G, to proceed
as here at a,
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we should effect our purpose, but not without causing consecutive fifths (c—y, d—a).
These faults must be avoided, either as at , or in some other way.

In the second place, it is necessary to preserve the combination of the harmony,
or, at least, to know how to preserve it, in cases where there is no special reason to
giveit up. The dominant chord to be introduced must therefore be in some way
connected with the chord after which it is to appear. We know that such a con-
nexion is indicated externally by the presence of one or more sounds common to both
chords. Thus, if we were to modulate from € to Eb in this manner,

c___ hgb

—t

0

218

we should have employed the proper means, but in such a manner as to leave the
previous harmony and the modulating dominant chord unconnected. This, as said
before, may not be a fault; but we ought, at least, to know how to preserve the com-
bination of the harmony, if required. We therefore adopt this as a rule in all future
cases.
How are we to establish a connexion between the chord from which we proceed,
and the required dominant chord, in case they prove to be unconnected harmonies ?
By inserting between them one or several chords which are connected as well with the
preceding harmony as with the dominant chord. Here

the above modulation from € to Eb has been effected, and, at the same time, the
combination of the harmony preserved at a, by means of an intervening chord ; at 4,
by means of two chords. In all future cases we shall employ only one chord, leaving
it to the student to discover the more gradual ways.

Such harmonies as are introduced for the purpose of establishing a connection, we
will term mediating chords.

What chords may serve as such? In the first place, only those belonging to the
key from which we modulate. Were we to employ foreign chords (e. g. in the mo-
dulation of 218, the chord f~—ab—r¢), we should thereby have already quitted C'
major, without knowing the key we are in, or that we are arriving at. This, there-
fore, would be no modulation from C to Eb, as required.

¢ The threo first chords (tonic triad, dominant chord, tonic triad) servo to establish the key
from which we intend to modulate. In all subsequent examples, this fixing of the previouskey
will be presumed to have taken place, and thercfore a tonic triad only employed, instcad of the
above three chords.



160 THE PROCESS OF MODULATION.

Neither can a chord of the seventh, or ninth, or a diminished triad, serve as a
mediating chord ; for they all require to be resolved into a tonic harmony, and not (as
far as we know at present) into a foreign dominant chord. In C major or €' minor,
e. g. the chords

g—b—d—f
g—b—d—f—aorab
b—d—f—aoradb

b—d—f
d—f ... eeee ab
resolve into c—e—y, or c—eb—y, and therefore cannot lead to d—fff—a~—c, or

e—g $—b—d, &e.
Thus there are only the major and minor triads remaining to serve as mediating
chords ; e. g. in C' major and minor, these:

, C major.

I
g

Between the tonic triad and the modulating dominant chord (if not directly con-
nected), there are consequently five possible means of connexion in major, and tkree
in minor. In the following example, we shall always proceed from the tonic triad of
C major. .

But which of the mediating chords is applicable in each special case ? and which
is the most suitable amongst those that may be employed? Every chord is applica-
ble which has sounds in common with the two chords requiring to be connected. In
a modulation from C to E, for instance, any of the five connecting chords in major
might be, as seen here,

employed. In general, however, that chord must be considered as the most suitable
which leads us nearest to the key into which we wish to modulate ; . e. which re-
minds us of a key (p. 88) that is closely related to the new key. Of the above me-
diations, therefore, that at a, which reminds us of £ minor, would be the most
direct; that at e the most distant*. Consequently, in modulating from C major
into a key with sharps, the triads upon E, G, 4, and D, will serve us best ; whilst
those upon F' and D will be most suitable for modulations into keys with flats.

¢ Should we be unable to tell at once which is the nearcst related key, the harmonic for-
maula, given at p. 88, will assist us. We exemplify it once more, signifying, at the same time,
the clevations or depressions oocurring in the scale of each, whether indicated by the signature
or not :
Major ........ (one b) F | c | G (ome b9}

Minor relatives . .

d e
(one &, and one b) (on':e 9} (two &)
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Sometimes, when it is required to modulate into a very distant key, not one »of
the above connecting chords seems to answer the purpose. In order to modulate,
e. g. from C major to C'# major, we require the chord of the dominant to C, viz.
g#—d#t—d#—f1, a harmony not existing in C major, and which, therefore,
cannot combine with any chord in that key. In such cases, we have recourse to
the expedient of an enkarmonic alteration of the names and notation of the intervals*.
We change C'#f major into Db major, with the dominant chord, ab—e—eb—ygb
(as at @), and have thereby

e C R c__c cf

attained our object; or we leave the notation unaltered (as at 4 and c), but treat the
chord as if it had been thus altered.

Thirdly; when modulating into foreign keys, we shall lead the parts as conve-
niently as possible, letting each retain its place when the same sound exists in the
next chord, or proceeding to the nearest interval of the following harmony when a
change of place is required (p. 100). This is especially necessary when a chord is
introduced into the modulation which contains sounds extraneous to the preceding
harmony. If it were neglected in such cases; e. g. here:

there would be a contradiction between the parts, the same interval appearing unal-
tered in one part, and depressed or elevated in another (¢ - - eb), which would cause
the hearer to think that one of them must be wrong. This circumstance, taken in
connexion with the unusual progression of some of the parts, would give a strange
and contradictory effect to the modulation, although the harmonies may, in other re-
spects, be introduced in a faultless manner. Such a contradiction between the parts
of two consecutive chords is termed a
Salse relation ;

and we see (No. 223) that it may sometimes—not always—give the harmony a
distorted character. We need not, however, be over-anxious upon this subject 1 ;
if we adhere to the rule, we shall conduct each part in the most convenient manner,
and depress or raise a sound only in that part where the same sound appeared unal-
tered in the preceding chord ; and then no false relations can arise.

® The Universal School of Music teaches us that those sounds, intervals, chords, and keys
are termed enharmonic, which are the same as regards their sound, but differ in name. Thus the
sounds ¢ and d, the minor third, c—el}y, and the augmented second, c—d §, the chord of the
seventh, 5—d—f—a), and the chord of the fifth and sixth, 5—d—f—g §, or the chord of the
third and fourth, 5—d—e${—g §, the key of G} major (or minor), and F§ major (or minor),
are, or contain, the very same sounds (produced on the piano by striking the same keys), but,
under different names, and represented by different characters, are termed enharmonic.

+ Sec Appendix H.
VOL I M
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After these explanations, modulations by means of the dominant chord no longer
present any difficulty. We see them here, from C into all the other keys :

c— ¢4 - D - EY E

= 5 2 =

(P R\ o B | S -1 o B | DEND

e ol Ieto I 2B &7 ~— Il & Bl -="0o b =
4 & 2 - D=

These are all as short and direct as possible ; only in the modulation into B, we might
have dispensed with the connecting chord, had we not wished to avoid the step of the
augmented second, g—a #f (p. 135). With the exception of this, and three other mo-
dulations, they have all been effected without the aid of a connecting chord®, although
we know that in each case several might have been introduced.

In the modulation into D, the lower part of the first chord has ¢, while the upper
part in the next chord has c¢#f. Is not this what we have termed a false relation ?
No; for the upper part also had ¢ in the preceding chord, and from this moved to
cft, which was the nearest sound.

Might not the same modulation have been effected in this manner,

and thus the lower part made to move from c to cf}, as at a? Yes; but the other
way (No. 224) is generally to be preferred, because, the upper part being the more
prominent of the two, the ear expects the extraneous sound, ¢ #, to appear in this,
and not in the lower part.  For the same reason, the modulation at 6, where the
progression from g to g 4 is concealed amongst the middle parts,?* would be still more
strange than that at a.

¢ The student is reminded that No. 221 contained five different mediations for a single mo-
dulation. It is, however, customary to consider each of those mediations as a special modula-
tion. This is evidently erroneous; for all mediating chords which have as yet been employed
belong to the previous key ; consequently, they cannot effect a modulation into anew one. As,
however, all are really necessary, the student should not neglect to make himself well acquainted
with them.

24 Twenty-second Ezercise.—Write out modulations from C major and from € minor into all
the other keys; first in the shortest possible manner, and afterwards with all the mediations
that may present themselves. Repeat the same modulations upon the instrument, proceeding
in succession from each of the twelve major and minor keys.
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One modulation is wanting altogether in No. 224 ; viz. that from the major key
into its own minor key ; e. g. from C major to C minor, and vice versa. At the first
sight, this change of keys seems to lie nearer than any other, as both modes have the
same dominant chord.

But this circumstance is the very reason why the dominant chord cannot here be
a sufficiently decided means of modulation. Being common to both, it is incapable
of distinguishing the one from the other; hence, the above modulations (No. 226)
are altogether without force. ~ We shall learn hereafter how to bring about a change
of modes in a more effective manner.

It has already been said (p. 154), that there are other means of modulation be-
gides the dominant chord ; these, therefore, have still to be considered. In one
respect we have, however, already attained what we aimed at :

we are able to modulate into foreign keys ;
if not in several ways, at least in one. Reserving the consideration of the other means
of modulation for a future period, we will at once apply our newly-acquired know-
ledge to practical purposes.
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SECOND SECTION.

INTRODUCTION OF MODULATION IN THE TREATMENT OF GIVEN MELODIES.

OuR former harmonizations have exhibited great sameness ; because our melodies,
as well as their accompaniments, have been confined to one key. Now that we have
learned to connect the harmonies of different keys, we are also able to accompany
those melodies which do not remain within the boundaries of a single key. With
this, a distinction comes into play, which we have not hitherto been required to no-
tice; viz. between melodies that necessarily require a modulation into a foreign key,
and those which merely admit of such. In contradistinction to the foreign keys, the
one in which a piece commences and generally closes, is termed the

Principal Key;
and those into which we modulate in the course of the piece,

Secondary Keys.
Thus, the principal key of Beethoven's Overture to Coriolanus is €' minor ; one of the
secondary keys is £b major. In the Overture to Der Freyschiitz also, C' minor is
the principal key, and E'b major one of the accessory keys.

In future, therefore, when we have to harmonize a melody, the first question that
has to be answered will be,

whether modulations into foreign keys are required ;
or,
at least, whether such modulations are adpisable ?
for they are always possible.

Generally speaking, modulation into foreign keys is advisable and admissible only
when it can be employed without impairing the force of the principal key, and when
not too many and too distant harmonies are introduced. Were we, e. g. to accom-
pany the following melody, for which the harmonic resources of the key of €' major
would be quite sufficient, in this manner,

227

proceeding with the second chord to A minor, then, after a momentary return to the
principal key (8), modulating into #' major (c), and closing the first section in D
major (a), &c. &c. the predominance of the principal key would not only be thereby
destroyed, but the composition deprived of all unity and consistency. A person ac-
quainted with the laws of harmonic construction, would not comprehend what busi-
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ness F'# minor (¢) had in C' major, or how the first section came to close in D
major ; while the uninitiated would be perplexed and unpleasantly affected by the
continual wandering of the harmony from one key to another*.

But although such palpable confusion, as in the above, is at once perceived by
every one, yet, on the other hand, it is impossible to give definite directions as to the
extent and frequency of modulation. We can only say, that it is, in most cases, ad-
visable to preserve the ascendancy of the principal over the extraneous keys—that the
former ought to be firmly established, not only towards the close, but also at the com-
mencement ; and that, of the foreign keys, those nearly related are generally to be
preferred to those which are more distant. The chief faults in No. 227 were, there-
fore, firstly, that the principal key was abandoned too soon; and secondly, the mo-
dulations into D major at the end of the first section, and into the remote key of F'{

g in the second section. .

" This subject will be further explained in Section 6 ; at present, we shall, for the sake
of caution, make only a restricted use of modulation, especially such as leads to remote
keys; nor is it likely that we shall fall into the error of esteeming frequent or distant
modulations as something to be proud of, since we have seen that all modulations
are comparatively easy. ‘

Our course of action is, however, more clearly pointed out, when the melody
itself necessitates a modulation into foreign keys. This may be the case externally,
when foreign sounds occur in the melody ; internally (but less plainly), when the
melody takes a peculiar turn.

1. EXTERNAL INDICATIONS

of the necessity of a modulation, are sounds not belonging to the original key of the
melody. Thus, when the sound f% appears in a melody set in C major, it may
be a sign that the key is changed ; for there is no /4 in the key of C major. Now,
from the moment that this sound has caused us to proceed to another key, say G
major, everything changes ; we have left the key in which we began, and think only
of the sounds, harmonies, relations, &c. of G majér. If then, again, a sound
appears—for instance, f—which does not belong to G major, this sound might
make a new modulation necessary. We say it might ; for we shall see hereafter that
extraneous sounds do not always of necessity affect the harmonyt. At present, how-
ever, we will consider every sound in the melody as belonging to the harmony, and
exercising an influence over the modulation.

Whenever, therefore, a foreign sound makes its appearance in one of our melo-
dies, we shall accept it as a sign that a change of key is taking place; and having yet
no other means of modulation than the dominant chord, we shall recognise in the new
sound one of the intervals of the dominant chord of a new key. The dominant chord
of what key ?

¢ Here we see again how indispensable connexion and consistency are in music also. Taken
singly, there is no harmonic progression in No. 227 that could be said to be faulty or objection-
able, and yet the whole may, without exaggeration, be called a tissue of musical nonsense.

t Instances of this have already occurred in No. 44—50, where the melody passes through
forcign sounds, without, in reality, quitting the key of Cmajor; so also in No. 216,
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The answer to this question has already been (p. 157) anticipated. Every sound
. may be either the root, third, fifth, or seventh of a dominant chord ; thus, the sound
J1, having previously considered our key to be C major, may be an interval of the
chords
S —aft —cft —e
d—ff—a —c¢
b — df— ff — a
g8t — bh—d¥— 1%
and thus indicate a modulation into either of the keys of B, G, E, or '} major or
minor. This number of possible modulations is, however, limited; firstly, by the
necessary progression of the different intervals of the dominant chord. F# can only
be the root or octave of one of the above chords, when it proceeds to 4, or remains in
its place ; it can only be a third, when it ascends to ¢, the next degree above; it can
only be a seventh, when it descends to e or egf; it can only be a fifth, when it as-
cends or descends one degree (to g or _9% or ), or perhaps (No. 161, d) when it
skips to the fith () below. In the second place, we will make a distinction between
the keys to which the foreign sound may possibly lead, giving, in general, the pre-
ference to that which is most nearly related to the original, or the immediately pre-
ceding key.

When harmonizing a melody, we have, therefore, first of all, to establish the
principal key, as from this the whole modulation must proceed. The signature of the
melody is not in itself a sufficient guide, it being common to two different keys (the
major and its relative minor) ; we have, therefore, to examine in which of the two
modes the necessary perfect whole-close (p. 105) can be effected.

Let us take this melody

for an example. The absence of a signature points to C' major or A minor; but a
perfect full-close upon its last sound is only possible in €' major ; for, if treated as A
minor, the third of the tonic chord would appear in the upper part, and, moreover,
require to be doubled.

In the third bar, the sound /% makes its appearance, a sign that we have to leave
C major.  As it proceeds upwards to g, it must be either the third or fifth of a do-
minant chord (d—f§—a—c, or b—d¥—f#—a), and therefore lead either to G
major or £ minor. We prefer to go to G' major, on account of its being more nearly
related to C major than the other key.

In the fifth bar we meet with a d'g, which calls for another change of key.  As
this sound remains stationary in the next chord, we might consider it as the root
(octave) of the dominant chord of G'# major (dff—f)X—af—c3); such a remote
key cannot, however, for a moment be thought of ; we therefore treat the sound d#
as the third in the dominant chord of £ minor, and thus remain in a relative key of
G major, until the following f forces us to quit this key also, and return to the ori-
ginal key of C' major. Here
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the above scheme of modulation has been worked out.

2. INTERNAL INDICATIONS

of modulation are turns in the course of a melody which cannot be properly treated
without a change of keys, although no foreign sound appears in the melody itself.
That the latter circumstance does not make a modulation into a foreign key impos-
sible, is evident, inasmuch as every sound of the scale may become an interval of a
foreign dominant chord ; that the sound / may occur in these chords,

f—a—c—eb
db— f — ab— cb
bb— d — f — ab

as well as in the original dominant chord, g—8—d—"

But whence the necessity for a modulation, where no foreign sound in the melody
indicates it?  Firstly, in the subsequent sounds of the melody, which show that a
modulation must have taken place previously, although at the point where they occur
no modulation is possible. This we may observe in the following melody :

+ Py
—1 1 N

m g e e -
F—mw

which, as we see from the signature, the close, and also from the oﬁ-repeeted sound
g%, is in the key of 4 minor. The harmony may remain in this key up to the be-
ginning of the fourth bar of the first part (a),

h-o-)J

231

where the following sound causes, at the same time, a false relation and cessation.
We see at once that the sound g is irreconcileable to & harmony in A4 minor, and that
the latter key should have been quitted some time previously. The second section of
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the melody (4) may remain for a considerable time in €' major, until the sound g%,
in the sixth bar, renders a modulation into 4 minor necessary. The following would
have been a better treatment of this melody :

)— — H—i_#rJJJELJIJ %I

A modulation into a foreign key may, secondly, become necessary, on account of
the construction of the melody ; e. g. when the latter has the form of a period, the
arrangement of which cannot be clearly represented without the aid of secondary keys.
Of this we shall speak more fully hereafter ; at present, it will suffice to add the fol-
lowing to our previous observations, p. 165:

that the first section of a period occasionally ends with a modulation into
the key of the dominant, and a full close in this key, instead of a half-
close.
This may sometimes be discovered in the melody. If, e. g. the first section of a
melody in €' major were to terminate in this manner,

there would be no foreign sound indicating the necessity of a modulation, and yet we
should find it impossible to effect a satisfactory close by means of the harmonies of
C major only. 'We should be obliged either to close, as at ¢ and e,

E&
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in a grand and solemn manner, altogether unsuitable to the first section of a simple
period, or become trivial, as at d, or lame, as at a, or introduce unconnected harmo-
nies, as at f'and 6. This last case, however, shows us what we ought to have done.
We should have modulated into (, the key of the dominant :

235

this would have given the first section a close of sufficient force, and left a return to
the original key and a perfect tonic close for the second section.

Referring once more to those modulations which have been found possible, but
not necessary (p. 164), we shall feel more inclined to be sparing in their employment,

now that we have seen how frequently we may have to introduce modulations that
are not optional.?s

25 Twenty-third Erercise.—Harmonization of the melodies given in the Musical Appendix
XIV; the necessary mediations being at onco introduced.
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THIRD SECTION.
MODULATORY PASSAGES OF DOMINANT CHORDS.

EvERry introduction of a foreign chord must be considered as a new motivo, and
may be employed for the purpose of forming harmonic passages. The formation of
such passages having been fully explained, a few examples will suffice to show the
manner in which the new means may be applied to it.

The nearest modulation (if we look to the relation of the keys) is that into the
dominant. By continuing it,

we obtain an harmonic sequence, which leads us successively from C' major to the
keys of G, D, A, E, B, and Ff major. From F'§ we might have proceeded
through the chord g#—d#i—d#t—f# to C'ff major with 7 sharps, thence to
G'#f major with 8 sharps, and so on to B# major with 12 sharps. We have, how-
ever, preferred to change the above chord enharmonically into ab—ec—eb—yb,
which brings us to Db, thence to Ab, and finally back to C major, with the signa-
tures decreasing in number from five to none.

It will be observed that, in the foregoing passage, not only the original intention
of modulating into the key of the dominant has been steadily carried out, but that
this has also been done in every case, in precisely the same manner; the whole
passage showing a repetition of motivos exactly alike in extent (two bars), contents
and form. It is plain that the same series of modulations might have been carried
out by other means.

Another motivo equally near, is that formed by a modulation into the sub-
dominant ; its repetition leads to a passage similar to the above, as we shall see
hereafter.

‘We might next form a sequence which should lead us successively from one key
to another, situated a major third higher ;

237

viz. from C to E, from E to G# (instead of which we have written Ab), from

Ab back to C.
Other passages might be formed by repeated modulations into a key situated a
minor third above, or a major or minor third below, the preceding one. Here
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we see a sequence of modulations into the major second above; from C'to D, E,
Fi, Gtt, Afl, Bf—instead of which we have employed the more convenient keys
of Ab, Bb, C. We might have descended in the same manner from C to Bb,
Ab, Gb, E, D, C.
The commencement of No. 238 suggests the idea of modulating in succession
from one degree of the major scale to the next. We are able to do so,
c D E F G A B C

without any alteration, but a slight irregularity in the progression of the parts in the
third and seventh bars*. The harmonic passage here obtained, is not only richer in
its contents than the preceding one, but it also contains a series of better-connected
harmonies.

The progression through an uninterrupted succession of whole tones in No. 238,
though apparently more consistent, is less in accordance with the genius of musical art
than that in No. 239 ; the science of music recognizes no such progression in its origi-
nal series of sounds, the major and minor scales; it intermixes whole tones and semi-
tones, and its productions, like those of nature, derive their beauty and effect
from the changes which prevent monotony, without destroying the symmetry of the
wholet. .

That the major scale descending, and the minor scale both ascending and
descending, may be similarly harmonized, that modulations may be employed
which lead successively to a key situated a semitone above

or below, is evident, and requires no explanation.

¢ We have here an inducement to cast a retrospective glance at the gradual development of
our resources. At first, the scale was to us a mere succession of single, though in some manner
connected, sounds ; nert we learned how to harmonize this series (No. 98), but our harmony
was without symmetry ; we tAen became acquainted with the chords of the sixth, and were
able not only to give a symmetrical form of accompaniment to the scale, but also to make each
of its sounds the bass of a special chord; now each sound has become the tonic of a new scale.

+ This might look as a condemnation of the previous harmonic passages, as well as those
commencing in No. 240, all of which show an uninterrupted repetition of the same progres-
sions, were it not understood that they are prolonged so far, merely for the practice of the
student, and that, when artistically employed, the composer will only carry them so far as may
suit his purpose. i
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It is equally plain, that each of these passages may be carried out in different
positions, arranged in close or dispersed harmony ; and, in short, be represented in
all those forms which our previous harmonies (p. 122) have been made to assume.

While all this is left to the investigation of the student, we will proceed to the
consideration of two remarkable species of harmonic sequences, arising from the
modulation into the subdominant already alluded to. Here

we see the commencement of a passage arising from such modulations, the thirds
and fifths of the dominant chords moving with that freedom which was granted to
them in No. 116.

The above passage, 8o far as it continues, shows an uninterrupted progression
from a key to the key of its subdominant; while every dominant chord resolves
regularly into its tonic triad. Each of these tonic triads, however, is contained in
the following dominant chord also; and it seems, therefore, that it might be omitted
without causing a natural loss. We should thus obtain a

SEQUENCE oF DOMINANT CHORDS,
which we here place in conjunction with No. 241,
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in order that the student may at once see how it has arisen. Both passages have
been arranged in five parts, that the third and seventh may proceed according to the
rule (p. 87), without giving up the completeness of the chords.

At A, every dominant chord is resolved in a regular manner; at B, on the con-
trary, not one finds a resting place ; the tonic triad changing, as it were, into a new
dominant chord as soon as it makes its appearance, c—e—yg into c—e—y and 4b;
f—a—c into f—a—c and eb.

But can this be allowed?  Yes P—for

1. Every omitted triad is, as already stated, contained in the dominant chord

which takes its place ;

* In these and the following sequences of modulations, every accidental is intended to apply
only to the note before which it accurs, without requiring to be revoked afterwards,
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2. All intervals proceed in a regular manner, excepting the third, which every-
where descends a semitone, instead of ascending to the next degree ;
3. The exceptional progression of single intervals, especially of the third, is by
no means extraordinary ; finally,
4. This deviation from the rule does not arise from arbitrary caprice or over-
sight, but has taken place for an artistic purpose.
In art, it may frequently become necessary to continue a passage without cessation
from key to key, and such a higher necessity overrules the ordinary forms of art.
As to the irregular progression of the third, it is not the first that we have met
with ; already, on a former occasion (p. 97), it was found proper to make this
interval descend, not one, but three degrees; only it was done in a middle part,
whereas it here takes place alternately in the upper and second parts. But the
parts in which the third descends contrary to the rule (discant and alto in No. 242,
B), are those which proceed more flowingly than any of the rest; as they move
throughout chromatically. We may therefore hope (as in the passages of chords of
the sixth (p. 126) that the smooth gliding of the melody will carry us over, and
compensate for the seeming violation of the harmony.*

¢ The progression of harmonies we have here arrived at by the exercise of our artistic pri-
vileges, and which is justified by the special purpose for which it has been formed, is already
prefigured in the natural development of our tonal system. It has already been mentioned
(p. 47), that after the first six sounds which are given by nature (having the most simple ratios
0f1:2:3:4:56:6); e g. ;

C,o¢ 9 6 ¢ g
a seventh sound—not named—intervenes before the following series of sounds
. ¢ d, e &
makes its appearance.

This seventh sound (in the ratio of 6 : 7) may and must bo considercd as identical with 5 p,
although (as the science of music teaches) it is a little lower (but still higher than a).

Now, we are aware that the sccond harmonic mass, or the dominant chord (¢9—&—d—f),
must necessarily resolve itself into the first mass, or the tonic triad ((—e—yg) ; the latter, how-
ever, as we have just seen, contains in itself the elements of a chord of the seventh (0—e—y,
6b), which again requires a resolution into another tonic harmony ( f—a—¢), and thus an un-
interrupted progression of dominant chords is indicated by nature itself.

It is, however, not only indicated, but actually exemplified by nature in the appearance of
the Aarmonics or acoustic sounds, on which the Universal School of Music, or any treatise on
acoustics, gives the necessary information. When the dampers are raised from the strings of &
pianoforte, and either of the lower keys is struck with some dogree of force, there appears, si-
multancously with the original sound, in rapid succession, a series of higher sounds. Thus, if
we strike the lower C, there will be heard, ¢, g, ¢, ¢, g, and then 4 p, which are termed the har-
monics of C; and thus nature has anticipated, and therefore justified, our theoretical expansion
of the triad e—¢—y into c—e—g, and!. .5}, whilst it reveals, at the same time, a feature of the
deepest significance in music, viz. the desire to move downwards, or the longing for the deep, as
a writer poetically expresses himself.

‘We now see also why (p. 162) the octave of the root of the dominant chord might be per-
mitted to remain in its place, while the rule of resolutions (p. 77) prescribed that the root itself
should proceed to the tonic of the next chord ; viz.

g a b ¢ ada e f

) d f
¢ ¢ e
The sound ¢ not only might, but ought to have remained stationary, for it is merely the octave
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The discovery of the above sequence of dominant chords, leads us directly to
another of equal importance. This sequence represents a concatenation of chords in
which there is no rest, no satisfaction, but a continual impulse to an onward motion ;
each step leading to a new harmony, and at the same time to a new key. Itis
evident that we may sometimes require the one, but not the other; that a restless
pressing onward from chord to chord may be desirable, without departing from the
unity of the key.

Now, if we inquire why every chord in No. 242, B, has led us into a new key ;
why the chord c—e—g—bb leads us into ' major, and the chord f—~a—c—eb
into Bb major ; the answer is: because each of these is a dominant chord, and,
consequently, the exclusive property and sign of its own special key. But, on look-
ing more closely into the matter, we perceive that, in the chord c—e—g—bb, the
sounds c—e—yg are not the exclusive property and sign of F' major, but that the
modulation into this key is only effected by their connection with the sound db*.
As so0on as we restore this b, and all the other depressed sounds (eb, ab, db, &c.)
to their original pitch, we obtain a

DiaToNic SEQUENCE OF CHORDS OF THE SEVENTH,

which partakes of the restless character of the previous sequence, and at the same
time retains the unity inherent to all series of harmonies belonging to the same key.
We here place the two series for comparison :

rEgg 3 =" bs:t‘-‘g:fé%m:
< S > >

= b P b ho—h—
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of a root which does not appear in the above chord, because it is situated in a lower region of
sound. But if we take the harmony as prefigured by nature, with € and G as the original roots
of the chords, then the above scheme assumes this form :
g a b ¢ d e f
G g d g b d f
~
BN
C g ¢
and the progression from the key of G to that of C appears correct in every part.
¢ Neither is it the sound 3} alone which effects the modulation, for it might appear (as the
sounds with sharps in No. 216) without affecting the harmony.
28, We now sce why the sequence in No. 242, B, was not carried farther; at the point
where it terminates, the dominant chord appears again in the sequence of altered chords at C,
No. 243, and leads to a repetition of the previous chords, only in different positions.

e
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But what right have we thus arbitrarily to alter a whole series of chords, and
abandon the natural form of progression? We were justified in doing so, because
we had an artistic and rational object in view*; and because nature, although it
provides the first material and points out the first roads, must not become an
impediment to the artist. The mind of man soars far above the boundaries nature
opposes to it; in art also, and more especially in art, it fixes its own task. Never-
theless, we must soon feel that we have departed from the path of nature.

On examining the above passage in its details, we find that it contains, besides
the dominant chord at the beginning and end :

1. Two chords,

c—e—g—b
J—a—c—e
containing & major third, major fifth, and major seventh ;
2. A chord,

b—d—f—a
containing a minor third, minor fith, and minor seventh ;
3. Three chords,
e—g—b—d
a—c—e—yg
d—f—a—c

containing & minor third, major fifth, and minor seventh:
all of which must be considered as ckords of the seventh (p. 75), although it
appears unnecessary to distinguish them by special namest. Those marked 1 and 3
are evidently combinations quite new to us; the one marked 2 appears to be the
well-known chord of the seventh, derived from the chord of the ninth (p. 147); as
such, however, it would resolve into the tonic harmony (c—e—y), while the above
chord proceeds quite differently.

But now the consequence of our digression from the course of nature comes to
light None of the new chords can bear a comparison with the natural dominant
chord; the harmonies marked 1 are harsh and rugged, those marked 3 are weak
and dull; only, that at 2 seems to be a sound of nature, although imperfect (the

¢ It has already been shown that the minor triad also is only an arbitrary alteration—or an

altered imitation—of the major triad. It is true, its intervals may be picked out from amongst
the sounds of the natural series :

1 2 3 456

C c gec'e

but the triad thus found has no modulatory relation to the fundamental key of this series,
whether C major (c—s—y), or F major (c—e—g—bp) be taken as such; nor is there any pro-
portion in the ratios of its sounds,

6:7:7:09.

+ The chords marked 1, are termed by some theorists major chords of the seventh ; the one
marked 2 (3—d—f—a), as already mentioned, minor chord of the seventh ; no name remaining
for the third species of chords (d—f—as——), they have been termed triads with added minor
seventh ; although they are not triads, but chords of the seventh. To us it appears quite unne-
cessary to affix a name to every transient form; only the most important deserve to be distin-
guished by special terms.
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real root being wanting) and unnecessarily distended. If this should not be imme-
diately perceived, a practical trial will make it sufficiently palpable. Natural har-
monies retain their original freshness and consistency in all positions and inversions ;
the altered ones, on the contrary,

assume often the most strange and untractable forms; natural harmonies may be
employed singly or in connection with others in a thousand different ways; altered
ones, only rarely and under peculiar circumstances. They mostly appear only in
the combinations shown in No. 243, C, commencing with the dominant chord, and
extending either to the next dominant chord, or to the chord under 2, which has the
form of a natural chord, and may resolve into the tonic harmony ; consequently, we
generally find together, either the first four, or the last five, or all the above eight
chords. Or one of the chords marked with 2 or 3 is introduced in the place of a
dominant chord, and immediately leads into another dominant chord, to impart addi-
tional force to it in the close of a piece or period*. Thus, if we take the succession
of sounds ¢, b, ¢ as the melodic formula of a close in C major, we may treat the
harmony in one of these ways:

246

At b, the dominant chord d—f {—a—c has been changed into —f—a—; atd,
the chord of the seventh, d—f—a b—c (the same as that marked 2 in No. 243, C)
has been employed, instead of the two chords f—ab—c and d—f #—a—, as at (c),
which, as it were, blend together into the former. In these, and all similar cases
that may hereafter present themselves, we have a special reason (p. 131) to deviate
from the natural form ; where such a reason does not exist, the pure natural harmony
will of course be preferred.

On taking once more a comprehensive view of the whole development of this
section, we find that it has brought us,

1. A series of harmonic passages, formed from previous motivos, and according

to the general rule.

2. A sequence of dominant chords.

3. A diatonic sequence of chords of the seventh.
And in the last (which, like the second, has its own special law), three new chords of
the seventh.

In the first series, several kinds of progressions have only been indicated, others
omitted altogether ; none of the motivos have been exhausted, nor would we under-

* Sec Appendix .
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take to exhaust any of them. Let it be considered what a variety of form and
expression is attainable, by means of an increase or decrease of the number of parts,
inversion of the chords, change of position, &c.—not to mention the rhythmical
resources—and it will be perceived, how futile would be the attempt to give every
thing. Even the first forms, however, with which we meet at the entrance into this
almost boundless field of musical combinations, present material for a manifold
variety of expressions and situations. The passage (a) in No. 240, assumes quite
a different appearance when represented in this position :

8o does the sequence B, in No. 242, with inverted chords, and in four or five part
harmony. The fifth part (noted in crotchets) may be omitted.

248

It is true, these transformations, if too frequently employed, or continued too
long, are prejudicial to each other, because all have in reality the same contents, and
because they partake of the restless and unsteady character of all sequences, which
is liable to create a feeling of satiety and weariness. But, in the course of our artistic
labours, one or the other of them may sometimes become an appropriate and very
effective means of expression; and this is a sufficient reason for recommending their
diligent study and practice®?.

Finally, it is evident that the newly-discovered sequences may be applied to the
accompaniment of given melodies?® with the same advantage as the previous ones
(p- 126) ; nor does this require any additional explanation, but may be tried at once*.

21, Twenty-fourth Exercise :—Write a series of passages and play them on the instrument
in different positions, both in close and dispersed harmony. The passages which develop
themselves out of No. 243, C, should be transposed into different keys, and practised till they
become familiar. :

28, Twenty-fifth Exercise —Apply sequential motivos and the different forms of closes in
No. 245 to the accompaniment of some of the previous melodies, as well as those given in the
Musical Appendix XV.

* See Appendix K.

VOL. I. N
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FOURTH SECTION.

FARTHER MEANS OF MODULATION.

It has been already stated that the dominant chord is the first, but not the only
means of modulation. It is particularly suited for this purpose, because it is the most
decided sign of its own key, and therefore indicates, by its appearance, that this key
has taken the place of the preceding one.

In answer to the inquiry, what other means of modulation there are, we find that
all chords are more or less available for modulation, in proportion as they possess the
quality of the dominant chord to indicate its key ; ¢. e. according to the number of
sounds which they have in common with this chord. ~We have, therefore, first, the
chords of the ninth, which contain the complete dominant chord ; next, the derivative
chords of the seventh, which have lost the root of the dominant chord, but acquired
the ninth instead ; next, the diminisked triad; and, lastly, the major triad. To
these we will add, in order to place all modulating chords under one point of view,
the minor triad, although it has nothing in common with the dominant chord. That
the last two triads cah have no great force as modulatory agents, unless assisted in
some way of other, is apparent from the fact, already alluded to (p. 157), that they
belong to different keys, and therefore cannot become certain indications of any.

We will consider each of these means of modulation in succession, commencing
with the chord of the ninth, which is the next in order after the dominant chord.

2. THE CHORDS OF THE NINTH.

As the chords of the ninth contain the whole of the dominant chord, they must
form an equally certain indication of their key, and an equally effective means of mo-
dulating into it.  All that has been said of the dominant chord in this respect, there-
fore, applies equally to the chords of the ninth, only that the latter, on account of their
greater number of sounds (p. 144), are less tractable.

The chords of the ninth indicate, not only the key, but the mode also, and in
this respect they have, originally, even the advantage over the dominant chord ; the
chord of the major ninth (a) leads us to expect the major, the chord of the minor
ninth (3),

the minor key. Thus we have obtained, in the chords of the ninth, a more effective
means of bringing about a change of mode upon the same tonic, than that which of-
fered itself in No. 226. The chord of the minor ninth (a) leads from major into
minor :
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the other (4), from minor into major.

This gain, however, is subject to some limitation. 'We have repeatedly had oc-
casion to observe, that the major triads are more clear, more fresh and energetic, than
the artificially constructed minor ones, and that this difference of character also ex-
tends to the major and minor modes in general. It is for this reason that the mind,
unless peculiar circumstances are opposed to it, prefers that a minor harmony or
key should be succeeded by a major* harmony or key; and therefore, also, is the
chord of the minor ninth frequently resolved into a major triad,

instead of the expected minorf.  This is done sometimes with a view to refresh the
mind, after a series of minor chords, by the clearer harmonies of the major mode ;
and sometimes the chord of the minor ninth is introduced, in order to soften and sub-
due, as it were, the light that breaks forth from the major. But it is plain that this
circumstance tends, at least, to make the decided character of the chord of the nifth
again more doubtful.

3. THE CHORD OF THE SEVENTH DERIVED FROM THE CHORD OF THE
MaJjor NINTH.

We know that this chord arises from the chord of the ninth by the omission of
the root, and therefore, like the chord of the ninth and the dominant chord, indicates
the key. It is, however, not so unequivocal an indication of its key as either of the
latter ; because, s0 far as regards its tonal contents, it may belong to a major as well
as to its relative minor key; e. g. the chord 6—d—jf—a belongs to A minor, as
well as to C'major.  Any doubt that could arise from this circumstance is, however,
instantly removed by the following chord.  The ear also is inclined to decide before-
hand, whether such a chord of the seventh, according to its derivation, is to lead into
major or minor; thus, if no other indication be given, it will feel the chord
4—d—f—a as part of a dominant chord, or a chord of the ninth in € major, and
therefore expect a resolution into this key (a) :

. >
I—& SN

& & 1
[ - 1

¢ It is for this reason also, that compositions in the minor frequently close in the major,
while the opposite case occurs very seldom. Beethoven’s mystical Sonata in C'minor (Op. 111),
his 8ymphony in € minor, and his most gigantic fabric, the nintA Symphony (in D minor), con-
dude with finales in (Cand D) major. So do many of the works of Haydn, and other com-
posers.
+ Here a minor triad is even employed at the end, instead of the major, in the formation of
a plagal close (p. 105 3).
N 2
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The progression to A minor (as at 4) would be felt, if not improper, at least strange
and unexpected, and require to be marked in a more decided manner, as at c.

The progressions at b and ¢ appear to be against the rule of resolution (p. 147).
We shall learn, farther on, why they are admissible.

Apart from these considerations, this chord of the seventh also serves as a means
of modulation with or without mediations ; e. g.

cC— F c— D c— 4 cCc E
—~ 1 1
25 e te N S e eS| o g

although these modulations do not possess the force imparted to the previous ones, by
the vigorous motion of the bass from root to root (from dominant to tonic).

4. THE CHORD OF THE DIMINISHED SEVENTH.

This chord, as we know, is derived from the minor chord of the ninth, and, to-
gether with the latter, from the dominant chord; consequently, it partakes of the
power of both to indicate and effect modulations. It belongs, like the chord of the
minor ninth, to the minor mode, but, like the latter, resolves frequently into the
major (a) ; nay, it often appears, without any preparation, amongst a series of major
harmonies (as at 8) :

as if a modulation into minor had been intended, but not carried out. Beethoven
has employed it in this manner here at a :

° LB MAME

256 D_J.

and youthful impetuosity often leads, and has led, composers to write as at , where
we see the chord of the seventh, d#i—f ##—a—c, resolve itself into e—g—c, and the
bass weatiaua.ty chords it does not belong to—things which must, for a time, remain
unexplained.

Judging from its original position, this chord would appear to lead exclusively into
the minor (e. g. the chord g —&—d— into 4 minor), if we had not seen how readily
it resolves itself into the major. On the other hand, it is free from that ambiguity
which we have observed in the previous chord of the seventh; both its origin and
tonal contents show that it can only belong to one key, and no other.  The chord
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8—d—f—a, for instance, can only be formed in the scale of C' minor; and the
same may be shown of any other chord of the diminished seventh. Farther on
(p. 183), we shall have to consider this chord entirely in a different point of view.

5. THE DIMINISHED TRIAD.

When we first met with this chord (p. 117), we were led to consider it as a chord
with the root taken away; e.g.in C major, the chord —d—jf as an incomplete
dominant chord. As, however, the diminished triad, like the chord of the diminished
seventh, contains no other intervals than mirior thirds placed one above the other, we
may also consider it (p. 141) as derived from this chord by the omission of the root ;
e. g. the triad &—d—f as derived from the chord g g—86—d—#. In the first case,
it belongs to €' major (or minor), in the second, to A minor.

We see from this, that the diminished triad, as an essential part of the dominant
chord, partakes of its modulatory power, but is less decided in its indication of the
key. For it remains undecided into which of the two keys, from whose scale it may
be derived, it is to lead, till one of the two actually makes its appearance. Thus, for
instance, the following triads, if considered as incomplete dominant chords (on ¢, f,
e, and /#), lead into /; &b, @, and 4, major or minor:

but they might also be considered as derived from so many chords of the diminished
seventh, or chords of the ninth upon @, d, c§, and d #, in which case they would re-
solve into the keys of D, G, F'$#, and G'$ minor or major :

The ear, however, always expects a resolution into that key which is nearest related
to the one which preceded. ~Thus, if the chord d—d—f should make its appear-

ance in the key of G major, as here at a,

we should, in general, be justified in considering it as a derivation from the domi-
nant chord g—J5—d—f; and therefore expect to hear the tonic harmony of €' major,
as most nearly related to the key of G. If, on the other hand, the same chord were
to appear in E minor (as at 5), we should consider it as derived from the chord
g8—b—d—f, and expect it to be followed by A minor, because this key is more
nearly related to £ minor than to the key of C' major.

6. THE DOMINANT TRIAD.

The triad upon the dominant is obviously a far less decided indication of the key
to which it belongs, than the chord of the seventh upon the same degree, or its deri-
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vatives, as its sounds may be found in five different keys (p.157); the chord
g—b—d, for instance, may belong to the keys of G' major, D major, C major, C'
minor, and B minor. We have, nevertheless, already had occasion to observe* that
the triad upon the dominant, if followed by the tonic triad, acts as an incomplete
dominant chord, and requires to be treated (resolved, &c.) in the same manner. For
this reason, a major triad may also serve as a sign and means of modulation, if it
point to a key decidedly different from that in which the harmony previously moved,
and be followed immediately by the tonic harmony of its root, as here at a :

1

The first three chords of this phrase belong to 4 minor; to this key the triad
upon G is decidedly foreign ; and as the latter proceeds like a real dominant chord to
its tonic harmony, the modulation from A4 minor into C major is sufficiently clear.
It is true, the harmony might as easily have been led into the key of G major (as at
b), or even into D major; and in this the ambiguity of the chord shows itself; but,
in this case also, the ear anticipates which key is to follow ; it expects the first mo-
dulation (@) into C, because A minor is more nearly related to C' major than to G'or
D major, and therefore a modulation into one of the last two keys woild take it by
surprise.

Finally,

7. THE Minor TriAD

may also, under circumstances—when it contains sounds which do not belong to the
key of the previous harmony—serve as a sign and means of modulation ; for in this
case it indicates, at least, that the original key has been quitted, whether it be only
for a moment, as at a,

or with the intention of really changing the key, as at . In general, that key will
be expected to follow in which the minor triad is the tonic harmony; e. g. at b, in
the above example, the key of D minor. The chief point remaining, however, is,
that it indicates a change of key in general, and thus prepares for any modulation
that may actually take place afterwards}. In this character, the minor triad upon

the subdominant
s ¥ [N

174
gE=== s s
* Appendix D.

+ A similar case occurs in No. 471. The last key was that of C minor; in this key the
third strain commences again with the triad c—ep—g; but after this, follows the triad g—b h—d,
which shows that we are no longer in € minor. We might have entered G minor, but this as-
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is of considerable service to strengthen the modulation from the major into the minor,
" which was found too weak at p.163. The contrary modulation from a minor key into
its own major, may be still more strengthened by an indirect course through that key
which is nearly related to the one into which we want to modulate; e. g.

-—i
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These are the modulations that arise out of the harmonic principles which have
hitherto prevailed.  Before we proceed to the practical application of the newly-dis-
covered means of modulation (from 2 to 7), we have to notice a peculiarity in the
chord of the diminished seventh, by which these means are still more increased, and
which we will term the

ENBARMONIC PoLYPHONISM OF THE CHORD OF THE DIMINISHED SEVENTH.

This chord has been shown to be the most decided mark of its key (p. 180) ; but it
was then stated that at some future time we should have to consider it from another
point of view. This we will do now.

We know that the chord of the diminished seventh is composed of three minor
thirds ; e. g. the one in A minor, of the thirds, g#—b, 6—d......and d—f. Now,
if we invert this chord, placing the root above the seventh,

minor 3rd. minor 3rd. minor 3rd.  aug. 2nd.
94 — b — d — f
bo— d — f — g8 ~
they will form an augmented second, which is enkarmonically equal to a minor third,
and may be written as such without the ear observing a difference. This minor
third would be f—ab.
The first chord of the seventh is a derivation from the ninth in 4 minor,
E.....g8—b—d—f

the new chord

would belong to C' minor*.

If we continue this operation, we obtain, by an enharmonic alteration of the first
inversion (chord of the fifth and sixth) of 4—d—jf—ab, a new chord of the dimi-
nished seventh :

d—f—abh—b
d—f—ab—cb

sumption is immediately contradicted by the next chord, ah—o—eb, which is as little possible
in G minor, as g—b—d isin C'minor. The strain finally closes with the chord eh—g—db :
from this circumstance, taken in connection with the others—and not from a decided sign—are
we justified in concluding that a return to the original key (Ep major) has taken place.

* Let it be remembered that the root of the chord of the ninth is always situated a major
third helow the lowest sound of its chord of the diminished seventh.
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which is a derivation from a chord of the ninth, §p—d—f—ab—cb, and, with it,
belongs to the key of Eb minor. The inversion of this chord by a similar enhar-
monic alteration, is again made to assume the form of & new chord of the diminished
seventh, '
S—ab—cb—d
S—ab—cb—ebb
which arises from the chord of the ninth, db—jf—ab—cb—ebb, and indicates the
key of Gb minor. Instead of this chord and key, we may employ its more conve-
nient enharmonic equivalent,

Cg....e—gp—4—d
indicating the key of F' minor.

In all these inversions and alterations, the tonal contents are the same as in the
original chord of the diminished seventh, only the names and notation of the intervals
have been altered, whereby the chord has been made to assume forms which indicate
entirely different keys.

From this we see,

1. That either of the inversions of the chord of the diminished seventh has
the same tonal construction as an original chord of the diminished
seventh, whose root is the lowest sound of the inversion.

2. That therefore every inversion may be considered and treated as & new
chord of the diminished seventh*.

The first observation applies to no other species of chords (e. g. the inversions,
d—f—g—b and e—g— are at once distinguished from their original chords by the
interval of the second in the first case, and the fourth in the latter) ; the other shows
that every inversion of the chord of the diminished seventh leads directly into a new
key, as may be seen here:

¢ It follows, thirdly, that in our whole tonal system there are found only three essenticlly
different chords of the diminished seventh (because each contains three others in its inversions),
while every other chord, with the exception of one to be mentioned hereafter, occurs tiwcelve
times, but never with the same sounds.
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FIFTH SECTION.

THE NEW MEANS APPLIED TO THE FORMATION OF HARMONIC SEQUENCES
AND THE ACCOMPANIMENT OF MELODIES.

A. FORMATION OF SEQUENCES.

THE application of the new means to the formation of passages is based upon the
principles which regulated our proceedings in the third section, and requires no fur-
ther explanation. Passing over all those sequences arising from a combination of the
previous motivos with the new ones, we take up the development of sequences com-
menced in No. 243, B.

Upon the dominant chords we have formed the chords of the ninth, which we will
employ as we did the former, in Noe. 242 and 243. Here

is the commence of a sequence, consisting of major, another of minor ninths, and

a third, in which ords are confined, like the sequence of dominant chords, to

one key, as at C, 243. Thus may be combined, chords of the ninth and dominant -
chords, and also major and minor chords of the ninth.

266

How far these combinations may be agreeable, and under what circumstances,
need not here be considered ; the student must keep them in remembrance, and the
question of their fruitfulness may be the object of occasional experiment, or may fora
time be deferred ; only he must avoid prejudice against these forms, on account of
their overladen appearance in the above example. The same successions of chords
show themselves much more tractable when the number of parts is diminished. Thus
we obtain from a combination of chords of the major and minor ninth, in No. 265,
the sequence of chords of the seventh, at a;




.
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from the succession of chords of the major ninth, the sequence of chords of the seventh,
at b; from a series of chords of the minor ninth, the passage at ¢ ; from the diatonic
sequence of No. 264, this diatonic series of chords of the seventh ;

which we perceive, however, yields us no new chords*.
This point appears most suitable for a moment’s pause, in order to take a
Retrospective View
of our late harmonic discoveries, before we proceed farther.
" The most remote forms of harmonic combinations are evidently those new chords
of the seventh and ninth (No. 264), which only make their appearance in harmonic
sequences (or motivos) and in connection with others. We have, however, seen that
they also arose from a transformation of the first sequence of dominant chords, which
again owes its origin to
4 One Single Motivo,
springing from the combination of two dominant chords ; or, more immediately,
Jrom passing over a single sound,
by writing, instead of

1 2 3 1 2

===t =
— - -5 — &
- -

¢ Here, at length, we have an opportunity of completing those sequences of chords which
were commenced at p. 101. There, especially in No. 182, the sequence was based upon the
modulation into the dominant: we now make the progression from tonic to subdominant our
motivo. Here:

d Fe—4 >
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the motivo has been pursued uninterruptedly throughout. But are the deviations from the law
of the dominant chord and diminished triad, at g, 3, ¢, and d, admissible? Are we allowed to
omit the resolution of the chord f§{—a—¢, to let the seventh, ¢, ascend to d, to double the
third, and let it sometimes ascend a fourth, sometimes descend a third? These exceptions also
are justified and counterbalanced, like those in No. 22, B, and similar others, by the greater
steadiness and compactness of the whole harmony thereby effected; besides, the resolution
of the chord f#—a—c, at a, follows shortly after, only it is retarded by an intervening chord,
and takes place in a different position. We shall learn hereafter that the same is the case with
the chords at ¢ and d.



FORMATION OF SEQUENOES. 187

If we consider that all those chords of the ninth and seventh, together with the
diminished triad, follow in reality that one single law which first appeared in the
resolution of the dominant chord, but which, in reality, was already indicated in the
second harmonic mass and the position of the seven sounds (p. 19), we cannot but
be struck with the internal unity and consistency displayed in the whole tonal de-
velopment.

Finally, we see, in this rich development of modulations, harmonic passages and
new chords, all of which have arisen from the dominant chord—and with it, from the
second harmonic mass and the second form of the scale, a most complete justification
for describing this chord as

the origin of all harmonic motion.
It is, in fact, the embodied principle of motion. Its first attraction is towards the
tomc, when it draws with it the chord of the ninth and their derivatives ; next, it
becomes the moving power in modulations from one key to another; and, finally,
having released itself from its resolution into the tonic harmony, its motion becomes
altogether unrestrained, hurrying from key to key through all the degrees of the
scale, until we, dissatisfied, arbitrarily break off, or enter some other tonic harmony.
In opposition to this chord, we may justly characterize the tonic triads (p. 61) as
the seats of rest ;
for they are the points of distinction, the real and satisfactory conclusion of all har-
monic progression. In themselves they have no progressive impulse, each stands
alone, without the necessity for resolution into another chord. Hence, they do not,
like the dominant chord which has sprung from them, produce any necessarily con-
nected passages of harmony; their flowing combination and the succession of chords
of the sixth being held together only melodically by the regular progression of the
parts, without having any harmonic connection. Now we can fully appreciate the
name of
Dominant.
It is 8o called, because
it rules and directs
all combinations and motions of sound ; it is the hinge on which turn, not only the
harmonic masses, but all progressions and modulations®.

B. APPLICATION OF THE NEW MEANS To THE HARMONIZATION OF
GIVEN MELODIES.

That the new motivos and harmonic sequences may be applied, like the previous
ones, to the harmonization of melodies, in accordance with our general mode of pro-
ceeding, requires no additional explanation. The printiples remain the same ; the
material only has increased.

29 Twenty-sizth Ezeroise :—Thestudent has to practise the newly-discovered paseages in all
keys and positions; avoiding, however, all that may appear exaggerated or displeasing: for it is
of no benefit to him to spend his time in the acquirement of a routine knowledge of all possible
combinations ; only those amongst them which interest and please him are worth the trouble
of special practice. The time has now arrived when his own feeling should be allowed to exer-
cise some influence over his choice and judgment.
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In our previous exercises, we were obliged to consider every extraneous sound
making its appearance in & melody as an interval of a new dominant chord. In
respect to the other sounds, it was o ptional whether they should be so considered or
not; but, in every case, 8 modulation could only be effected by means of the domi-
nant chord. Now, however, we may accompany every sound, by either of the triads,
chords of the seventh, or ninth, of which it is the root, third, fifth, seventh, or ninth* ;
while we have a variety of means for effecting a modulation.

If, e. g. we had had to harmonize the following melody,

we must have modulated into another key every time a foreign sound (eb—ab, &e.)
made its appearance, with no other means than the dominant chord.  Probably we
should have proceeded in this way :

272

Were the same melody given to us now, the foreign sound, eb, may be treated as the
third of a minor triad, which might be followed by the triad g—b—d, so that we
should consider ourselves in €' minor. Or we might convert the preceding chord,

g—b—d—, into g—b—d—...and !...ab ; then proceeding in this manner :

5
T Lo S . R - — u - T —

or in various other ways, which the student may endeavour to discover. Until we
possess an immediate command of all the possible changes, we should inquire at
every step :

¢ Sce Appendix L.
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1. To which chord a sound may belong ;

2. What other harmonies may be derived from this chord ;

8. Which of these chords may possibly be introduced into the accompaniment,
and which are most suitable, as not leading us into keys that are too
remote, or imparting unsteadiness to the harmony ¢

Thus, e. g. the fourth sound of the melody, £, might be the root of the chord

f—a—c
or f — ab— ¢
f—a—c might be converted into f—a—c—eb ; but this chord could not have been
introduced before the following sound of the melody () ; f might also have been
athidind — f— a
or db— f — ab
afithin 6 — d — f
or bb— d — f
* or bb— dp— f
the previous harmony being in € major, we preferred to consider it as
the fifth in b—d—f
or the seventhin g — 6 — d — f
which chord might have been again converted into g—b—d— and! ab.

“Here also the question arises, whether the consecutive fifths (alternately major and
minor) between alto and tenor might not, or had not better have been avoided;
whether it might not have been preferable, or at least unobjectionable, to have con-
ducted the parts as here:

although it leads to the doubling of the third. The false relation in the third bar also
requires to be looked into ;—does it improve, or is it justified by the progression of
the parts ?

The last observation we shall make, refers to the employment of the triad upon
the dominant as a means of modulation. Why should we not, in all cases, prefer
employing the much more decided dominant chord, or one of its derivative harmo-
nies? A composer may have special reasons for preferring the simple triad ; but we
can only be guided by general and external reasons. Such may sometimes be found
in the progression of & melody ; as, for instance, here:

This melody, which may be considered as the first part of a song, stands evidently
in the key of A minor ; but it closes in ' major. A modulation into this key might
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take place in the fifth bar, by means of the dominant chord g—b—d—f; but we
might, under circumstances, prefer to delay the change of key till the sixth bar,
where it could be effected only on the last crotchet. Were we to employ a dominant
chord, the third of the next harmony would be doubled, because the melody ascends
from dto e; we therefore should, in this case, prefer the simple triad g—5—d'®.

80 Twenty-seventh Exercise :—Harmonize some melodies of the preceding Appendix ; also the
melody of No. 271, omitting the accidentals,
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SIXTH SECTION.

MODULATORY ORDER OF COONSTRUCTION.

THE last and most important application of modulation into foreign keys is that
of making it the basis of artistic forms of a more extensive character than could be
attained within the limits of a single key. Although we shall not at present enter
upon the greater forms of composition, which require extensive modulation, or far
overstep the limits of our previously practised foundations for airs, we will here lay
down the rules for modulatory construction, which will now be easily comprehended,
and will materially aid us in the artistic treatment of those melodies at which we
shall shortly arrive.

So long as we were confined to the harmonies of one single key, we were in
réality unable to employ any other form than that of a period, with a first and
second section; and, perhaps, one or more short codas. It is true, we afterwards
(in two-part composition—p. 57), raised the first and second sections to the rank of
independent strains ; but, in doing so, their construction underwent no other change,
excepting that of being enlarged. Rhythmically, the first strain might be satisfac-
torily arranged ; but, tonally, it could not, as we had no other means of separating
and distinguishing it from the second strain than the half-close upon the second har-
monic mass.

Since that, the dominant triad, which reminds us of its own key, has taken the
place of the second harmonic mass, and served as the close of the first section. We
now go farther, by making the first strain close with the key of the dominant itself,
instead of the dominant triad®. In anticipation of this, we have already closed the

¢ But why does the first strain modulate into the dominant, e. g. from C'to @ major? Why
not into the subdominant, F major, or into any other key ; e. g. the relative minor, 4?

The first occasion for a modulation is the necessity of motion, of a change of place; if the
first strain were to close in the principal key, there would be complete satisfaction and no conti-
nuation ; no second strain would be called for. A modulation into a foreign key being therefore
required, the question arises: to which key are we to proceed? It is plain that the most
closely related keys—viz. those of the dominant, subdominant, and the relative minor and
major—lic nearest, and therefore must in general be preferable to any other.

It is also plain and natural that the first strain of a song, like the first section of a period
(p. 67), should show a rise or asecending motion; as such only can make a continuation (a
second strain), necessary and comprehensible ; a fall, indicating an approaching termination of
motion or a close. Such a rise is the modulation from the tonic harmony into the key of the
dominant. As the latter sound is the higher of the two, appearing in the natural development,

1 :2 : 8 ..........

C :¢: 9
after and above the tonic, 8o is also the chord of the dominant higher than that of the tonic,
and the key of the former higher than that of the latter.

Of all this the subdominant is the reverse. As G is the dominant of C, the dominant chord
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first sections of Nos. 274 and 275 with a modulation into the harmony of the
dominant ; only the close was deficient in respect to rhythm. This is

A. Tar FirsT ForM oF BIPARTITE CONSTRUCTION.

The first strain, as a complete whole, ends with a perfect close. This close,
however, does not take place in the principal, but a foreign key; and therefore,
although in itself complete and satisfactory, leads us to expect, subsequently, a still
more satisfactory conclusion ; viz. a return to the principal key.

Thus the second strain makes its appearance as something already expected,
and belonging to the first ; it leads us back to the original key, in which the whole
piece is to terminate. '

The first strain shows a progress, a gradual rising from the tonic to a higher key.
The second, a gradual return to the principal harmony. It is the same fundamental
form as that explained (p. 57), only more highly and richly developed.

The above is the rule for compositions in the major key. Accordingly, the first
strain of a piece in € major will generally modulate into the key of G, and there
close. This is the ordinary and most natural plan of construction, and we will
adhere to it, until compositions of a more extended and higher form shall require a
modification. An exceptional and weaker* form of construction is that in which
the first strain terminates with a perfect whole close in the principal key, while the
perfect close in the dominant harmony is given to the first section. When a com-
poser has been led to modulate in this manner, then of course he has scarcely any
other means left to avoid the monotony of a repetition of the same kind of close,
than that of making the second section terminate with a full close in the principal
‘key, unless he have recourse to a modulation into the relative minor, or a still more
distant key. In compositions in the minor key, a modulation into the minor of the

g—b—d—f, situated above, and leading down to the triad on C, and thercfore the whole
harmony of the key of & is higher than that of C; so is C again the dominant of F, c—e—g
(and....5b) which leads down to the tonic chord of F, and therefore the key of Fis situated
below that of C.

A modulation into the relative minor cannot be a suitable termination of the first part,
because it would lead into a key of a more plaintive and depressed cheracter, and thus indicate
the opposite of an increase of motion and energy. In exceptional cases only, a modulation into
& minor key may appear desirable; but then, the relative minor of the dominant (as the higher
key) will always be found preferable to the relative minor of the principal key. As for the
key of the subdominant, a modulation into it at the end of a first strain appears so generally to
be felt improper and contradictory to the idea of a first strain, that we do not know of one single
snstance where it has been introduced by a composer.

¢ This construction is weaker, because it gives the strain so satisfactory a termination (see
the preceding note), that a continuation, or a second part, appears unnecessary and superfluous.
That there are cases in which this form of construction becomes necessary (e. g. when the
first section shows an unusual rise of motion), and others where the otherwise interesting con-

tents partly make up for the deficiency of the close, may be seen from many compositions of
Beethoven and Mozart.
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dominant, would heap one gloomy harmony upon the other*. For the minor triad
(as we have already had occasion to observe, p. 90), instead of being clear and decided,
like the major triad (which arises from the most simple ratios of sound, as given by
nature herself), is but an artistical combination of sound, or, as it were, a depressed
and obscured major triad. This character of the minor triad also extends to the
whole minor mode, which is based upon minor triads, and (as we have seen) not
by far so regularly and symmetrically constructed as the major mode. Nor is the
tonic harmony of a minor key so closely connected with that of its dominant as in
the major. For, in the major, the triad on the dominant is at the same time the
tonic triad of the key of the dominant; e.g. the triad 9—4— in €’ major, which
at once points to, and reminds us of, the key of G' major; while, in the minor, the
triad upon the dominant is a major one (e. g. in A minor, e—yg #—3-44¢f), and con-
sequently does not point to the minor key of the dominant.

For this reason, the modulation of a composition in the minor does not, in
general, proceed to the minor key of the dominant, but to the nearest related major
key—e. g. from A minor to €' major. This is the usual plan, which we shall follow,
80 long as we shall see no valid reason for a different arrangement. Thus our first
bipartite form of construction shows the following arrangements :
for the major,

Each strain contains its original number of eight bars; the first is subdivided
into two sections ; in the second part, it remains undecided whether such a division
is also to take place or not. The first strain commences with the tonic harmony; a
commencement in a different harmony, or even in a foreign key—though not
impossible—must be considered as an exception from the rule. The first section
closes, according to the rule (p. 57), with the harmony of the original key; in the
second section, the harmony modulates into that key in which the first strain is to
close ; in the major, this key makes its appearance at the beginning of the section ;
in the minor, only in the last bar but one. The point where the modulation is
really to take place, is, however, left undecided ; it depends upon the will of the com-
poser, and the character and design of the composition. The second strain either

* Another circumstance which here comes under consideration is, that a minor key has
more sounds in common, and therefore is more closcly connected with its relative major, than
with the minor key of its dominant; as may be scen here —

I3 d e kA 9 a b c
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first sections of Nos. 274 and 275 with a modulation into the harmony of the
dominant ; only the close was deficient in respect to rhythm. This is

A. TaE First ForM OF BIPARTITE CONSTRUCTION.

The first strain, as a complete whole, ends with a perfect close. This close,
however, does not take place in the principal, but a foreign key; and therefore,
although in itself complete and satisfactory, leads us to expect, subsequently, a still
'mare satisfactory conclusion ; viz. a return to the principal key.

Thus the second strain makes its appearance as something already expected,
and belonging to the first; it leads us back to the original key, in which the whole
piece is to terminate.

The first strain shows a progress, a gradual rising from the tonic to a higher key.
The second, a gradual return to the principal harmony. It is the same fundamental
form as that explained (p. 57), only more highly and richly developed.

The above is the rule for compositions in the major key. Accordingly, the first
strain of a piece in €' major will generally modulate into the key of G, and there
close. This is the ordinary and most natural plan of construction, and we will
adhere to it, until compositions of a more extended and higher form shall require a
modification. An exceptional and weaker* form of construction is that in which
the first strain terminates with a perfect whole close in the principal key, while the
perfect close in the dominant harmony is given to the first section. When a com-
poser has been led to modulate in this manner, then of course he has scarcely any
other means left to avoid the monotony of a repetition of the same kind of close,
than that of making the second section terminate with a full close in the principal
*key, unless he have recourse to a modulation into the relative minor, or a still more |
distant key. In compositions in the minor key, a modulation into the minor of the

g—b—d—f, situated above, and leading down to the triad on C, and thercfore the whole
harmony of the key of @ is higher than that of C; so is C again the dominant of F, o—o—g¢
(and. . ..5b) which leads down to the tonic chord of F, and therefore the key of Fis situated.
below that of C.

A modulation into the relative minor cannot be a suitable termination of the first part,
because it would lead into a key of a more plaintive and depressed character, and thus indicate
the opposite of an increase of motion and energy. In exceptional cases only, a modulation into
& minor key may appear desirable; but then, the relative minor of the dominant (as the higher
key) will always be found preferable to the relative minor of the principal key. As for the
key of the subdominant, a modulation into it at the end of a first strain appears so generally to
be felt improper and contradictory to the idea of a first strain, that we do not know of one simgle
snstance where it has been introduced by a composer.

¢ This construction is weaker, because it gives the strain so satisfactory a termination (see
the preceding note), that a continuation, or a second part, appears unnecessary and superfluous.

That there are cases in which this form of construction becomes necessary (e. g. when the
first section shows an unusual rise of motion), and others where the otherwise interesting con-
tents partly make up for the deficiency of the close, may be seen from many compositions of
Beethoven and Mozart.
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dominant, would heap one gloomy harmony upon the other*. For the minor triad
(as we have already had occasion to observe, p. 90), instead of being clear and decided,
like the major triad (which arises from the most simple ratios of sound, as given by
nature herself ), is but an artistical combination of sound, or, as it were, a depressed
and obscured major triad. This character of the minor triad also extends to the
whole minor mode, which is based upon minor triads, and (as we have seen) not
by far so regularly and symmetrically constructed as the major mode. Nor is the
tonic harmony of a minor key so closely connected with that of its dominant as in
the major. For, in the major, the triad on the dominant is at the same time the
tonic triad of the key of the dominant; e.g. the triad g—é—d in €' major, which
at once points to, and reminds us of, the key of G major; while, in the minor, the
triad upon the dominant is a major one (e. g. in A minor, e—yg #i—5-444f), and con-
sequently does not point to the minor key of the dominant.

For this reason, the modulation of a composition in the minor does not, in
general, proceed to the minor key of the dominant, but to the nearest related major
key—e. g. from 4 minor to € major. This is the usual plan, which we shall follow,
80 long as we shall see no valid reason for a different arrangement. Thus our first
bipartite form of construction shows the following arrangements :
for the major,

Each strain contains its original number of eight bars; the first is subdivided
into two sections ; in the second part, it remains undecided whether such a division
is also to take place or not. The first strain commences with the tonic harmony ; a
commencement in a different harmony, or even in a foreign key—though not
impossible—must be considered as an exception from the rule. The first section
closes, according to the rule (p. 57), with the harmony of the original key; in the
second section, the harmony modulates into that key in which the first strain is to
close ; in the major, this key makes its appearance at the beginning of the section ;
in the minor, only in the last bar but one. The point where the modulation is
really to take place, is, however, left undecided ; it depends upon the will of the com-
poser, and the character and design of the composition. The second strain either

* Another circumstance which here comes under consideration is, that a minor key has
more sounds in common, and thercfore is more closely connected with its relative major, than
with the minor key of its dominant; as may be seen here—
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commences again in the original key (No. 278), or in that which appeared last
(No.277); or in some other key nearly related ; returning, in the latter case, sooner
or later to the original key.

This is the general plan of modulation; in other respects, all previous laws
remain in force.

B. SeEcoND ForM OF BIPARTITE CONSTRUCTION.

By means of the full close, the first strain is effectually separated from the
second, and forms a complete whole in itself’; still it is complete only in one respect—
inasmuch as it shows from the beginning to the end a motion in only one, an as-
cending, direction. It is true, an opposite motion takes place in the second strain;
but this strain again forms a separate whole. The character of the first strain is,
however, opposed to the idea of this close, which should be more calm and satis-
factory. How are we to effect both a general rise and increase of the motivo, and
a close leading to repose? According to the fundamental law of all tonal motion,
the close must take place in a lower key than that to which the harmony has be-
fore risen. But it is plain that we cannot alter the close itself, for that would bring
us back to the original key. Any alteration, therefore, which is made, must take
place in that portion of the first strain which precedes the close; accordingly, we
lead the motion

Beyond its ultimate Point of Destination—
from C major, e. g.to D major*—and may now return to the originally intended key
of the dominant, having obtained both an increase of motion and a calmly descend-
ing close.

Should the same be applied to the minor, the modulation must first be into the
dominant of the relative major key, and thence to the latter: thus, in A minor,
first to G major, and then to C' major. It appears, however, that such a rise into
a higher key is neither so necessary nor so efficient in the minor as the major;
because, perhaps, in the minor, it is not the rise into 8 higher key, but rather the
modulation into the more brilliant and powerful major key, which heightens the
effect.

In the second strain also, we find room for improvement. Its downward mo-
tion from the key of the dominant or relative major, in which the first part has
closed, to the original key, is indeed in accordance with the general character of a

¢ This is the nearest expediont, and therefore most frequently applied. Somectimes a mere
extension and strengthening of the modulation into the dominant may be sufficient; at others,
the latter is made to follow a mere half-close in the original key, without having been actually
introduced by modulation (of this, which is termed modulation by skips, we shall treat in the
next section) ; finally, a forcign key is sometimes introduced between the original key and that
of the dominant. Of the first two cases, instances will be found in the third volume of this
work (4th division, on the Sonatina Form) ; of the last, we have an example in the first move-
ment of Beethoven's sonata in F major (Op. 10), where he proceeds to the key of € (in which
the second subject is intended to make its entry), not through the key of G, but through that
of E. The modulation into this key is, however, effected by a hybridous chord (see the third
section of the ninth division), f—a—c—d§}, and consequently of a less decided character than
if a less ambiguous modulatory chord (e. g. f#—-a—c, or b—d$—f§ -a) had becn employed.
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second strain; but there is, in the close itself, that want of force which might be
expected from it, as the termination of a whole piece, of which the first part has
already had its own perfect close. In order to be commensurate to its important
function, the final close should contain an elevation of motion, and at the same time
a return to the original key.

In order to obtain this, we proceed in the same manner as we did in the first
strain; i.e. we lead the modulations beyond the key of the intended cloge, not to a
higher key as in the first part, but to a lower one; viz. the key of the subdomi-
nant; whence we may rise to an energetic close in the tonic harmony.

Thus, the modified plan for the bipartite construction is,

in the major,
S — < =
279 B ——J—FF =2 ——+ +—1—— .
o ~ - —] 1 —1 — T —1
. ) | 1 1 L L ! 1
2 6 b7 6 g
& 4
e 1 I I S S - S E—— H
T 1 T T T—1 - i T 1 1—1 [~ J—
1 1 | 1 1 L 1 )| 1 _ - 1L v
b5 b7 e 7
6 4
in the minor,
o =y
280 D= F =<1 ﬂ
) | 1 ~ 1 1 L 1 A 1 1 1
[ o~ N | 1 ) | 1—T LI S §
3 6 6 7
4
. I | L B . | Sl _o 1 ] | J
i 9 O 1 . L 1 ] 1 =N 1 =) T
1 L | 1 1 I 1 1 s | 1 - |
1 L 1 L T 1 1 1 . | ; 1
2 6 6 6 y
4 ¢

In the example for major, the modulation rises gradually from the tonic to the
dominant (G major), and beyond it to the higher key (D major), whence it returns
to the dominant. Towards the end of the second strain, after having descended to
the harmony of the subdominant, the modulation touches once more upon the domi-
nant harmony, and thus the principal key is associated at the conclusion with its
two nearest relations.

In the example for the minor, the first section does not close as before upon the
tonic, but ends with a half-close upon the dominant, as the first strain did previously.
Why this deviation? Because the half-close on the dominant is more in keeping
with the character of the whole strain, and does not deprive us of the means for an
effective full-close at the end—the latter having to take place, not upon the domi-
nant, but on the relative major key. One circumstance arises from this change in
the close of the first section; viz. that we cannot repeat it in the second part, for
there it would appear redundant and ineffective. But it is by no means necessary
that the second strain should be formally divided into sections, nor, should this happen,
that the first section must even be led into the harmony of the original key*.

¢ The modulations here pointed out are the most usual, although not the only possible ones.
Amongst others, we will mention only those courses of modulation which are comprised under

o2
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C. TRIPARTITE ForM oF CONSTRUCTION.

In the preceding form of construction, we first connected with the principal key
the keys of the dominant and relative minor; these were the nearest, and there-
fore the most natural and necessary modulations. After this, we introduced the
dominant key of the dominant and relative minor, as the nearest assistants of the
latter, and the key of the subdominant as assistant to the principal key.

If we would go still farther, we should again have to choose the most nearly
related keys; viz. the relative keys of the dominant and subdominant, in prefer-
ence to others; though it must already be clear to the attentive student that a dif-
ferent course of modulation, a transition into more distant keys, may, under certain
circumstances, be both admissible and proper.

The results which we have as yet obtained, are, however, neither so great nor
8o capable of a practical employment as to enable us to make an independent use of
modulation, otherwise than for

MODULATORY SCHEMES OF AIRS,

such as we have already devised for sections and simple periods. If the latter are
to be enlarged and more fully developed, also with respect to modulation, the most
favourable form appears to be that of

Airs oF THREE STRAINS (Tripartite Song Form).

In these, the third strain is essentially a mere repetition of the first, and there-
fore belongs also to the harmonies of the principal key; while the intermediate
second strain shows a motion from, and a subsequent return to, the principal key.
The manner in which the modulation from and to this key is carried out, leads to the
following three modifications of the tripartite form.

1.

The first strain moves and closes in the principal key, the third strain does the
same. The second strain might also commence in the principal key ; but the radical

the term of Modulations of the Mediants, or into keys situated, in relation to the tonic, a third
above (mediant), or a third below (submediant). See the * Universal 8chool of Music.” The
tonic triad is so closely connected with the triads of the mediant and submediant,

e g 14 eh g 1))
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that nothing is more easy than a change from the one to the other. A modulation from the
one key to the other is not ouly effected with the same facility, but this even extends to keys
belonging to different modes; ¢. g. from major to minor, and vice versa. Thus, we frequently
meet with a modulation from C major to E minor, a favourite transition of modern Italian
composers, and to 4 b major ; Beethoven’s modulation from B major to G major, in his grand
Trio in Bb, is of this kind; or from Cminor to 4} major, in the Sonata Pathétigue, by the
same composer; and into E} minor instead of Ep major. Indeed, these changes into remote
keys, connected only by the sounds common to their tonic triads, often take place without a
real modulating chord being employed.
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defect in the construction of the first (p. 61) would only thereby be made more
obvious. We should rather prefer to avail ourselves of the circumstance, that the
tonic harmony has been fully established in the first strain, and commence the
second strain immediately in a new key. In this key, the strain may terminate
with a full close, if an immediate return from the latter to the original key in the
third strain be practicable; e.g. if the principal key be ' major and that of the
second strain F' minor, or if the former be A minor and the latter C major.

This construction is evidently the most loosely connected of all. The first strain
terminates in a manner which makes a continuation unnecessary, and the second
strain is equally isolated from the third.

2.

The first strain moves and closes in the principal key, say C major. The
second makes its entry or modulates formally into a different and perhaps distant
key (here the harmonies e—g#—b, b—d t—f#, ab—c—eb, f—ab—c, and
others would offer themselves) ; it may also touch upon several others, and then
close, not in a definite and independent manner, but with a harmony from which a
return to the original key in the third strain may be effected with ease. Above all,
the dominant chord of the principal key is such a harmony, which may perhaps be
still more strengthened by the tonic triad upon the dominant preceding it. In major
keys, the chord of the mediant (here e—g¢ #—5) may sometimes be introduced with
advantage, provided it does not weaken the return to the original key.

3.

The first strain closes in a different key (as shown pp. 193 and 195), the second
commences in the same, and afterwards returns to the original key, as in 2. The
third strain repeats the first, but ends with a close in the original key. In the
return to the original key, more energy may be imparted by a previous transition
into the subdominant, as shown p. 195.3!

D. ForM oF CONSTRUCTION FOR MORE EXTENSIVE COMPOSITIONS. °

The connection of different keys in one and the same composition acquires addi-
tional importance, when each or either is employed as the sphere in which a special
idea (subject or theme) is developed. The principles which regulate the disposition
of the modulations, in such pieces, are sv closely connected with those on which the
preceding forms of construction are based, that they demand notice here, although
it will be some time before they are practically applied.

31, Twenty-eighth Exercise :-——Formation of a number of modulatory schemes for airs in the
keys of (' major and 4 minor; viz.

1. Bipartite airs with the first strain closing in the original key.

2. Bipartite airs with the first strain not closing in the original key.

3. Tripartite airs in all three forms of construction.

That sequential motivos have to be introduced as formerly, where practicable, that the
exercises written on paper have to be transposed on the instrument into different keys, and
finally invented extempore, is to be understood.
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In such compositions also, the principal key appears at the commencement, and
demands space for the development and establishment of the principal subject. If
we would so soon associate another key with it, it could only be that of the subdomi-
nant ; for the key of the dominant becomes immediately the seat of a new subject.
It is true, the step into the subdominant indicates a fall of motion (p. 195) ; but by
this means additional force may be imparted to the original key, as it necessitates
a subsequent rise of the harmony.

In a major key, the dominant becomes the next seat of modulation, having been
preceded (p. 194) by its own dominant harmony. The subdominant of this new
key is the principal key of the piece itself, which, having occurred just before, and
having again to appear at the end, would here become unnecessary, if not fatiguing ;
should the modulation therefore require here to be extended, the relative key of the
dominant would be the nearest and most suitable harmony.

The third seat of modulation belongs to the key of the aubdommanl in which
the final close is prepared (p. 195). Its relative minor would join most naturally
with this key; for its dominant key is the principal key of the piece, in which it
closes immediately after; and its subdominant would lead us a fifth farther from
the original key, without producing anything new. But the question arises: is this
relative key to appear before the key of the subdominant or after ?

The latter would seem to be preferable, as the most regular, for the minor key
gains access only through its relative major, and can be accounted for merely as its
attendant and consequence. But, by this arrangement, a strange key would be in-
serted between that of the subdominant and the principal key, at the very point
where an uninterrupted ascent from subdominant to tonic is most desirable (p. 195).
For this reason, it is generally preferable that the relative minor key should precede
that of the subdominant.

The principal key now naturally makes the close.

Only one nearly related key remains still to be employed ; viz. the relative minor
of the principal key. At first, it would appear most consistent to connect it with
the principal key, either at the commencement between the tonic and dominant, or
at the end between the subdominant and tonic. In both situations, however, it
would interfere with the desired energetic rise from a lower to a higher key. Its
more suitable place is, where all the relative minor keys meet together ; here, then, a
compact mass of minor modulation forms itself in the centre of the composition ;
the relative of the principal key connecting those of the dominant and subdominant.
The following is the plan of modulation as here developed :

Major. Minor. Major.

C mgj. D maj. G ms}.—E min. 4 min. D min——F maj. G maj. C'maj.

In this plan there appears throughout a natural and consistent progression, a
well-connected harmony, and a simple but effective modulatory arrangement. Were
we to break up the major and minor masses and intersperse them, neither of the
two modes would develop itself effectively, and the whole modulation would become
weak and unsteady.

The order of modulation in the miror does not admit of an arrangement so decided
and simple; this is attributable to the undecided and gloomy character of all minor
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keys (p. 143). The reason is, that the first principal point after the beginning
belongs to a different mode ; viz. the relative major of the original key. This key
might be followed by its dominant, or rather, the parallel key of the dominant to the
principal key, and next the dominant of the principal key itself. If, now, the key
of the subdominant associated with its parallel key be introduced, the following
scheme presents itself :
A minor, C major, G major, E minor, F major, D minor, A minor ;

in which, especially, the relative major key of the subdominant does not well
combine ; we might, between this and the preceding dominant key, interpose the
principal key itself; pass over the resisting key altogether; or adopt many other
expedients.

Both these courses of modulation possess a quality which imparts freshness and
decision ; every key (with the exception of the principal one) appears only once.
For this reason, each should be fully developed, according to the character and pur-
pose of the composition, and not be exchanged for another, until it has yielded all
that is required. It is plain that such an arrangement must be much more effective
than if the keys be abandoned before their resources are exhausted, and introduced
again without an internal necessity or a definite purpose. A frequent recurrence of
the same key infallibly weakens modulation and becomes tiresome to the hearer.
Even if the repetition should bring quite a new idea, it would fail to create interest,
for want of that stimulus to attention which only a steady development of modula-
tion can keep alive.

It follows, however, from the whole tendency of the School of Composition, that
the course of modulation here laid down must by no means be considered as a
universal and unalterable law, or as a barrier to the free action of the composer.
But the principles on which it is based will hold good under all circumstances; and
the last maxim in particular—viz. never to make any but the principal key more
than once a seat of modulation—will never be disregarded with impunity. When,
therefore, we deviate from the above order of modulation, introducing a certain key
at a different place, the same key must disappear from the place originally assigned
to it, and all other keys change their positions accordingly. If, e. g. we had resolved
to lead a piece, in the major, not first to the dominant, but to the relative minor key,
then the latter ought not again to appear in the middle, but the key of the dominant
would have to take its place.

The plan of modulation would then be this:

C major, A minor, D minor, G major, E minor, F major, C major.
The relative minor of the principal key would be followed by that of its own sub-
dominant, upon which would succeed the dominant of the principal key with its
relative minor.

Those harmonic sequences which lead through a succession of different keys are
altogether excepted from these rules of modulation, as they are not intended to
establish any key, but, on the contrary, to pass from one to the other in rapid suc-
cession. It is also clear that keys which are only touched upon transiently,
may, without hesitation, be employed previously or subsequently, as special seats of
modulation.

Let us, however, now consider, from another point of view, what we have gained
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by these courses of modulation. Every separate portion of a composition, which
becomes for a time the seat of modulation, leads us into a new key almost in the
same manner as formerly the harmonic sequences ; only with this difference, that, in
the modulatory progression of the different sections and strains, every key is led to a
close. Thus the whole piece forms, in fact, a kind of harmonic sequence.

This leads us to a new form of progression; viz.

SEQUENCES OF PHRASES—CHAINS OF PHRASES.

Properly speaking, even the sequences in Nos. 239 and 240 are of this class;
for they do not consist (like those in No. 243) of a series of single chords, but are
formed of links, each of which contains two closely connected harmonies, the domi- -
nant chord and the following tonic triad. In the same manner, every phrase may
be extended into a sequence or chain of phrases, by being repeated on different de-
grees of the scale, and this in many different ways. Here

we see two such chains; each phrase consisting of four chords. The phrase of
which the first of these series is composed does not in reality terminate with the
fourth chord, but with the fifth; which, however, is at the same time the first chord
of the repetition of the motivo upon the third degree below. The phrase which
forms the motivo of B is more conclusive, but its repetition is less regular. At first
it is repeated on the third degree above, whereby the chord of the seventh is neces-
sarily changed into a chord of the ninth; the next repetition, which takes place
again upon the third degree above, is more accurate ; the two last repetitions have a
descending motion, and several chords and intervals are changed.

It is plain that phrases of even greater length may serve as motivos for such
passages. Thus we see here

a phrase (derived from the motivo of No. 281, A) employed in the formation of a
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progressive chain. In its repetition, it descends regularly to the third below ; only,
the third time, the higher octave has been chosen instead of the lower. We perceive,
however, from this last example, that phrases which are more or less complete in
themselves neither require nor admit of frequent repetitions. The phrases com-
posing the two series A and B, in No. 281, are in themselves quite insignificant,
and obtain importance only by being repeated; but with that in No. 282 the case
is quite different. This is in all respects complete; its first repetition is unobjec-
tionable, because the change of mode imparts to it new force and variety of expres-
sion; but the second repetition is tiresome, through its redundance, and it was
necessary to raise it to the higher octave to avoid total insipidity. It is also obvious
that sequences formed of greater phrases are liable to become too extended. 32

32 Twenty-ninth Exercise :—Transformation of harmonic sequences into chains of phrases,
by extending the harmonic motivos, and giving each a distinct termination.
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SEVENTH SECTION.

MODULATION UNDER THE INFLUENCE OF THE MELODIC PRINCIPLE.

ON casting a rapid retrospective glance at the whole previousdevelopment of harmonic
and melodic art, we find that in each of these branches of composition one principle
has been predominant. All harmonies required, either to resolve into certain others,
as the dominant chord with its train of derivations, or to unite themselves most easily
with harmonies existing in closely-related keys, or which had, at least, some sounds
in common. Thus, in every case,

the harmonious or harmonic combination of modulation
was our guiding rule in the choice and treatment of our chords, and is the governing
principle of harmony.

Allied to this is a second, which may be termed the melodic principle ; it is the
same which we have pronounced, long ago, as the fundamental law of all successions
of sounds or melodic combinations ; viz.

mobility and smoothness combined with steadiness.
This melodic principle must also extend, in some degree, to harmony, inasmuch as
the latter arises from a simultaneous utterance of different series of sounds or melo-
dies, which we have termed parts ; nor have we left it out of consideration (p. 109)
in the conduct of these parts. Still, the harmonic principle generally remains pre-
dominant.

We say generally, because the contrary, the predominancy of the melodic prin-
ciple, even in harmonic combinations, is not at all impossible ; neither can it be
objected to, provided the neglect of, or deviation from, the laws of harmony is not too
palpable, or is compensated for in some other way. Of this we have already seen a
decided case in the sequemces of chords of the sixth (No. 173, and following), in
which the harmonic connection was given up, and the deficiency partly concealed and
sufficiently compensated by the smooth flow of the parts. In the sequences of domi-
nant chords, the gain of a more smooth and melodic gliding of the parts was even
accepted as a sufficient compensation for a direct transgression of the rule of the domi-
nant chord, according to which the third ought to have ascended, instead of
descending.

We will now allow the melodic principle to exert a greater influence over all our
harmonic combinations, without, however, permitting it entirely to destroy the con-
nexion between the chords, or do violence to the laws of harmony. It must be our
aim to reconcile both principles, and to make the one give way to the other, only so
far as the gain thereby obtained is a sufficient compensation for the deviation from
the rule.
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We will take the different harmonies in succession, when we shall find, among
points already known to us, divers others that are entirely new.

1. THE MaJor AND MINOR TRIADS.

Major and minor triads most easily connect themselves with closely related har-
monies ; but we know (p. 160) that, under circumstances, they also combine with
more foreign ones; although this could happen but rarely, within the compass of a
single key.  So soon, however, as we begin to modulate into foreign keys, we meet
with relations of chords and keys which rest merely upon the melodic flow of the
motion of the parts. Thus, we proceed, e. g. at a,

from Ab major (through Ab minor, which might have been omitted) to £ major.
The modulation is effected (like that in No. 222) by an enharmonic alteration of the
name and notation ; but the real connexion between these keys is the smooth
gliding of the parts*. We have gone still farther at 4 and ¢, where we have modu-
lated from G' minor into B minor and B major ; in the latter case, without a con-
necting sound between the chords.

Here we will mention the sequences of chords of the sixth.

Formerly, they were confined within the limits of one special key ; now we may
form them in various ways; e. g. in all parts chromatically, as at a :

or only in one part chromatically (by connecting major and minor triads), as at 4; or
in two parts chromatically (by connecting major, minor, and diminished triads), as
at c.

2. THE DoMINANT CHORD.

This is the first harmony which we found to require a resolution into a special
key; viz. either into the tonic triad or the dominant chord arising from the latter, or
the altered chord of the seventh (No. 243), or the chord of the ninth (No. 265).
These progressions were based upon the harmonic principle. ~ Allowing the melodic
principle a greater influence, we now conduct the dominant chord within its own key
in these ways:

286

® The distance between these koys is great only in appearance. If A} major be altered to
Ab minor, and then changed, as above, into Gf§ minor, we are only two steps from E major.
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the harmonies at @, 4, and ¢ belonging to major, the others to minor keys. At a, ¥
and d, the three upper parts proceed according to the rule; so do the middle parts at
e; but the chord into which the dominant chord should have resolved, according to
the fundamental law, appears nowhere. On the other hand, those parts which do not
proceed as the rule prescribes, either move in an easy melodious manner, or remain
stationary (as the seventh at 4 and e, and the seventh and fifth at ¢).

If we break through the boundaries of the one key, the following progressions,

and many others, offer themselves. In all these cases, also, the harmonic principle
prevails in some of the parts, while the melodious flow of motion carries us over the
irregular progressions of the others.

That the chords which succeed the dominant chord at a, &, ¢, d, ¢, f; g, #, and /,
represent foreign keys, is plain; even those at  and / appear so unexpectedly, that,
although not dominant chords, they act as such, and at once make us feel that we
have entered the keys (B minor, B major) of which they are tonic triads. The same
cannot be said of the progressions in No. 285, although they frequently prepare the
subsequent modulation into those keys which their triads indicate.

Here a question naturally presents itself, which requires to be answered before
we proceed further.

«If,” the student may ask, * all these progressions of the dominant chord are
possible and admissible, why has its resolution into the tonic harmony been esta-
blished as the fundamental law, and for 80 long a time been upheld to the exclusion of
all others; why have not, at least, the resolutions in No. 285 been pointed out long
ago?”

That first resolution is, and continues to be, the fundamental rule, as has already
been proved (p. 76), from the identity of the dominant chord with the second form
of the scale

g a b c deyf
g —bt—d—rf

Usage and experience also decide in favour of the original resolution; for one
exception we find @ thousand cases in which the dominant chord resolves regularly ;
and the most convincing proof is, that no other than the original resolution is ever
employed at a point of importance ; e. g. at the close; no piece in C' major or 4
minor will be found to terminate as at @ in No. 285. It is at this point where the
intimate connexion between the dominant chord and tonic triad most clearly reveals
itself. Another proof is to be found in the fact, that the original and natural progres-
sion appears good and proper in all positions of the chords (p. 96), while the
irregular resolutions of the dominant chord assume, in one position or other, a
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questionable aspect, as may be seen from a comparison of the inversions of
No. 285, a,

with those of the regular resolutions of the dominant chord.

As the original resolution of the dominant gave rise to a sequence of harmonic
motives (No. 242, B), so the new resolutions may also serve to form harmonic se-
quences. Of such we see one here,

2ss§ g ag Z— A pe—"2
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which might easily have been continued. It is not based upon a special harmonic
motivo, but derives its consistency from the regular progression of the bass, and, in
some degree also, from that of the soprano and alto. The following is a passage of a
more questionable character :

e e a i =

in which every dominant chord is made to proceed to the harmony of its dominant,
instead of its tonic, in direct contradiction to the natural progression on which the
sequence in No. 242, B, is based. Sparingly and judiciously employed, this progres-
sion may become an expression of deep meaning, as in Beethoven's grand Quartetto

in C major:
Vol N ]
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but when carried too far, it gives a distorted appearance to the harmony.

In conclusion, we have to mention a case in which one of the exceptional resolu-
tions of the dominant chord is employed for a special purpose, the explanation of
which carries us back to the laws of harmonic construction (p. 59).

At the close of important and richly developed strains or pieces, we often feel the
necessity, either to repeat the last section or period, or to add a special

Coda.

If this were done after a perfect close on the tonic, the feeling and expectation of
the hearer would be disappointed—he would have been led to expect, and actually
have felt, an immediate cessation of the piece or strain, and would yet find to his sur-
prise, that the real end had not yet arrived. In such cases, the above exceptional
resolutions are employed.  Preparations for a close are made; the dominant chord
actually introduced as if in earnest, and then it is led, not into the tonic triad, but
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one of the other harmonies, with the intention of returning to it immediately, or some
time after, and then leading it into the real final close. ~Of this we here see an

example :

201 : = H Rt

which may be considered as the termination of a grand composition. In the second
bar, preparation is made for a close ; but, instead of the tonic chord, a minor triad upon
A makes its appearance (a); immediately after, the dominant chord is again intro-
duced, but this time it is led to a harmony in G' minor (8), which afterwards changes
into G' major, thence proceeds to 4 minor, and at last returns to € major, in which
the piece finally terminates with an energetic full close upon the tonic. Such irregular
progressions, by means of which the close is, as it were, avoided, are termed
deceptive closes ;

they serve, as already stated, to impart increased energy to the termination of an
important strain; they deceive the hearer for the moment (hence their name), but
compensate him for his disappointment by the interesting continuation to which they
lead, or the force with which they introduce the final close?3.

3. THE CHORD OF THE SEVENTH DERIVED FROM THE CHORD OF THE
MaJor NINTH.

This chord participates in the licenses of the dominant chord, as regards its reso-
lutions within the same key :
p e o > o > o

g e

the tonic triad which follows indicating the key into which a real modulation may be
expected. It also admits of being conducted into foreign chords, as we may see from
the following examples :

® Let it be remembered that all these examples may be represented in a better and more
complete form.

33 Thirtieth Ezercise :—Lot the student prolong a few harmonic schemes for airs by means
of deceptive closes.
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In all these respects, however, both the dominant chord and the above chord of
the seventh are surpassed by

4. THE CHORD OF THE DIMINISHED SEVENTH ;

because it admits of transformation into three other chords of the diminished seventh
merely by an enharmonic alteration (p. 183) ; and therefore each of its resolutions,
e. g. those of the chord g#i—b—d—, may be made to lead into four different keys.

The chord of the diminished seventh, firstly, admits of the same resolutions
within the key as the dominant chord :

the first of which, as originally belonging to it, need not be reckoned. These excep-
tional resolutions may of course undergo the same enharmonic alterations as the ori-
ginal resolution in No. 263. We alter, in each of the above resolutions, the name
and notation of the chord, and lead it, as here,

into four different chords, indicating, though not definitely establishing, as many dif-
ferent keys (the first into D—F—Ab and B minor, the last into F—A4b—Cb (or B)
and D major). The first four modulations might also have been made to lead into
D—F—Ap and B major, instead of minor.

In the next place, it will be remembered that the chord of the diminished seventh
is only a chord of the ninth deprived of its root. If] therefore, its seventh (the ori-
ginal minor ninth) be made to descend a semitone, it becomes the octave of the
original root, and the chord of the diminished seventh is changed into a dominant
chord, either in the original, or one of the inverted positions, as seen here :

296

These alterations produce, however, no new modulations ; they merely show a nearer
approach to the major¥.

* We know, however, that such a mediation is not necessary, and that the chord of the
diminished seventh may immediately resolve itself into the cheerful major harmony. No where
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What has been done with the intervals of the chords of the diminished seventh
in the above examples? One of the parts has been made to descend, and thus
approach, by a semitone, the other three parts that remain stationary. The same
external result will be obtained, if we cause one of the parts to remain stationary, and
lead the others a semitone upwards ; this leads to four new modulations :

298

viz. into Bb, Db, E, and G major.

In No. 296, this seventh has descended a semitone; if we cause it to ascend a
semitone, we obtain the chord of the seventh derived from the chord of the major
ninth, which does not lead into any new key. But if, instead of making one of the
parts ascend, we make the other three descend a semitone, which is externally the

same,

we arrive at four new keys ; viz. Ab, B, D, and F major*. i

In the foregoing examples, first the one part, and then the other three, have been
made to ascend or descend a semitone; now all the parts shall descend or ascend a
semitone af the same time :

~ ~ ~ ~ ~ ~ ~ ~ o
300 % > —
LN {

How far these progressions may be carried, to what new results they may lead,
how the harmony and progression of the parts may be improved by change of posi-
tion, inversions, &c.—all these considerations we leave to the student; here it is
sufficient to show that they are possible and admissible.

has this peculiarity in the character of the chord of the diminished seventh been felt so deeply
as by Mozart, in the recitative of Donna Anna (Don Giovanni) :

Quel sangue! Quella  pianga

no more truthful an expression could be imagined of the feclings of the swectest, purcst heart,
oppressed by pain and anguish.

® They arc the samc keys as those at which we have arrived in No. 295 by a different
route.
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In No. 300, the parts remain at equal distances from each other; if one of them
were to ascend or descend a whole tone, while the others ascend or descend only a
semitone, the distance between this part and the remaining three would be increased
or diminished accordingly. Here the upper part ascends a whole tone :

301

and thus (if the false relation be not objected to) leeds to four modulations (into Bb,
Db, E, and @ major), the same as those in No. 208, but arrived at in a different
way. Here

one of the parts descends a whole tone, while the others only descend a semitone,
which leads us to the keys of Ab, B, D, and F major (the same as those in
No. 299).

Here we break off without having exhausted all possibilities ; for the object of the
School is to point out and throw light upon the roads that lead to artistic perfection,
and not to follow them up in all their ramifications. ~For this reason, also, the last
of our chords,

5. TEE DmMINISHED TRIAD,

may be dismissed with a summary remark. Being a portion of the dominant chord,
or chord of the diminished seventh, it partakes of their modulatory licences, although
its capacities are more limited. By way of illustration, we give the following ex-
amples of modulation3# :

and a sequence of diminished. triads, which occurs in a prelude in D minor, by Seb.
Bach (48 Preludes, &c. part II),

304 Ei:'=~‘ 4
and which differs from our previous sequences only in the melodic form of the chords,
the intervals following in succession instead of appearing simultaneously, or, as it is
artistically termed, in the form of

harmonic figuration

(of which we shall have to speak hereafter).

34 Thirty-first Ezercise :—Practise the modulations under the influcnce of the melodic prin-
ciple on a number of chords and in all possible keys ;—let it be a real cxercise, and not a mere
mechanical learning by rote.

VOL. I. T
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EIGHTH SECTION.

MODULATION BY SKIPS.

THE means of modulation now at our dispoeal are amply and more than suffi-
cient for all practicable constructions. Having, however, already commenced, in the
sixth section, to lay a sure foundation for future compositions of a higher class, we
will once more go a step beyond the limits of immediate application, in order to
examine & series of forms closely connected with those just considered.

Hitherto all our modulations have been effected by means of chords, which
more or less clearly indicated a departure from the previous key, and the arrival at
another. The modulatory chord abrogated the previous key and substituted another ;
but if, instead of continuing, the composition were to close, and a second distinct
piece to follow, then a formal modulation would not be necessary, but the new piece
might be commenced in any key we chose.

To this observation, which is, properly speaking, only a truism, we add, that all
our previous modulatory chords were more or less closely connected with the melody,
having at least one sound in common with it.

From the first observation we draw this conclusion : that if a strain were to close
in an apparently definite manner, the following strain, as an apparently new piece,
may start in a new key without a formal modulation.

Suppose, for instance, some strain or portion of a grand composition were to
terminate, as here,

305

in an apparently definite and satisfactory manner in the key of G' major, one of
the parts only continues to sustain a sound in some rhythmical form or other. From
this, we perceive that the piece does not terminate where the strain has closed ; that
another strain, or perhaps only a repetition of the last strain, is to be expected, and
that the single sound in one of the parts serves to connect the preceding strain with
the one that is to follow. This sound, therefore, may become the root, third, fifth,

seventh, or ninth of any new chord, irrespectively of the harmony that preceded ; or
it may appear in any of these chords :

1. ASTOOL iN eevvecenininnnieninniiniannen, g—>bb——d .
g—b——d
g—b—d—
2. As third ...coviiiieriiinnnnnninne. e——g—9b
eb—-g——bb

e b—-_t/—bb—-(l b
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—e —y
c e 9 b

4. As seventh ............... ceererens a—rocff—-¢ —yg

5. As ninth.........ccueeeeen.e. fi—aft—-clf—-e —y

f a——c——eb——yg

Of these chords, the second would not come into consideration, because it is the
same from which we started; but all the others would either indicate the actual
appearance of a new key—as, e. g. the triads on g, e, eb, and c—or modulate into
it; viz. the dominant chords g—b—d—f;, eb—g—bb—db, c—e—g—bb, a—ctt
—e—y, into C, Ab, F and D major or minor, the chords of the ninth into B
minor (or major), and Bb major; so that we have, in the whole, 14 or 15 modula-
tions; viz. into € (twice), Ab, F, D, Bb, B, and Eb major, and into C, 4 b, F,
D, B, G, and E minor. '

In No. 305, it was the root of the previous chord which continued and served .
to connect it with the following harmony ; instead of this, the third (&) or the fifth
(4) might have been continued; either of which would again have led to the same
number of different keys; & to £ major, E minor, A major, &c. d to D major,
D minor, Bb major, B minor, &c. &c.

In all these cases, we have allowed the following strain to start in a different,
and perhaps a very remote, key; because we consider the preceding strain to have
definitely concluded, and the harmony to have ceased, though the continued sound
serves as an external means of connection. Let us now consider a case in which
the harmony, for a time, really ceases. Here
either

306

. _ E H
K b

we imagine that a separate strain or period of a larger composition has closed in €
major. From this point all harmony ceases, and we proceed in a one-part passage
(either in unison or in octaves) up to the point where we wish to introduce harmony
again. The last sound we consider as an ascending interval of a dominant chord,
or chord of the ninth, and lead it into the proper tonic harmony. In the above
example, the one-part passage terminated first at ¢, where it led into Db major,
and afterwards at a, where it was followed by the tonic chord of Bb major. We
might have stopped at any other sound, and introduced a different key, or we might
have proceeded chromatically,

C a

-IIA.JI,[JI—!IT
|

instead of diatonically.
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Or we might have introduced a descending passage, and considered its lust
sound as a descending interval (fifth, seventh, or ninth) of a dominant chord, or
chord of the ninth,

308 -

which would have led us into the key situated a third below the next sound of the
melody.
It is, however, by no means necessary to consider the last sound of the inter-
_ vening passage as an interval of a modulatory chord. Here, e.g.

the first passage of No. 306 is followed by a major triad upon d. Having heard,
just before, the sounds &b and ¢, we have reason to expect that the triad on d will
change into a dominant chord, d—f #—a—c, leading into the key of G' minor.
But it may also be the tonie triad and commencement of the key of D major.

In all these cases, the connexion between the preceding and following harmony
has been entirely interrupted by the intervening passage. There is nothing to pre-
vent us from introducing an harmonic passage, instead of a merely melodic one,

and to lead it up or down into any key we please. Here the harmony continues,
but it has no connexion, as the intervening passage consists of a succession of chords,
held together only by the force of the melodic flow.* .

Having thus relinquished the harmonic connexion, we try to do without the
melodic connexion also, and start in a new key without any preparation,

* Sec Appendix N.
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Here we have two such cases before us. At a, the first strain terminates in C'
major, with a perfect close; and the whole might appear to be at an end, were it
not for the inquietude of the rhythm, which leads us to expect a continuation or a
coda; although, i compositions of an excited and restless character, such a close
might by no means be inappropriate. But having thus apparently come to a
termination, the composition starts immediately after in a key altogether foreign to
the preceding one. The new strain forms, as it were, a separate piece; it takes up
the thread of the composition at a new place, and perhaps in a different sense;
therefore, the new chord, 6—d fi—f 3 is at once looked upon as the tonic harmony

.of B major, although no dominant chord precedes. Nay, even if the harmony,

312

. f
to E major—the ear would still consider the first chord as the tonic triad and
representative of B major, and look upon the next chord as a new modulation into
£ major.

At b (No. 311), the new key is not even separated by rests from the preceding
harmony, but appears immediately after the chord on C, with the full dominant
chord of F# major. The latter circumstance shows us that the foreign key may
make its entry with any other harmony, as well as its tonic triad.

All these modulations, especially those of No. 306 and the following, are com-
prised under the name of Modulation by Skips. For the present, as already observed,
we do not require them; still less is it necessary that they should be specially
practised, as their employment is altogether dependent upon the will of the com-
poser. 'fhey are forms, however, which complete that branch of the musical art
now under consideration, and therefore of importance, although we have no imme-
diate occasion for their employment.

Nature herself (Note, p. 173) has given a type of continuous progression from
key to key, and from one harmonic mass to the other (p. 48); and such a con-
nection of relative harmonies appears also most in accordance with the requirements
of a reasoning mind, even if unconscious of the existence of a natural connection
between sounds and harmonies. But it is the prerogative of the mind to make
itself independent of, and to rise above, the initiative laws of nature; to skip over
those links which connect its phenomena, and in bold flight soar at once to the most
distant and unexpected objects and ideas. For such occasions, abrupt and startling
modulations offer themselves as the proper means of expression.
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NINTH SECTION.

ORGAN POINT—(PEDAL BASS).

WE have now developed a great variety of harmonies, and, at the same time,
discovered the means of uniting any number of different keys, together with their
different modulations, in one well-connected musical composition. If we make use of
this newly acquired power to any considerable extent, the consequence will be, that
the element of motion will preponderate over that of rest (repose of the tonic), even
more palpably than the figurated scale did over the tonic (p. 43). In order to
balance the two latter, we added the support of the first harmonic mass to the tonic.
‘We should now desire to find a similar support for the original key of our compositions.

Which harmony is the real beginning and origin of all motion? The dominant
chord. This we have found throughout the previous development, and expressly
acknowledged at p. 187.

Upon the dominant, rest not only the dominant chord, the chord of the ninth,
and the derivative chord of the seventh, but it is also the root of that ambiguous
triad which we have been led to consider sometimes as a harmony of the principal
key (p. 117), and at others as the tonic triad of its own key (p. 140); it may also
be the fifth of the tonic triad of the principal key, and, consequently, the bass of a
chord of the fourth and sixth. Thus the dominant may sustain, at least, the follow-
ing chords: '

It is clear that such an accumulation of harmonies would form a much more
powerful return to the key of the tonic ; that it would introduce the latter, after a
richly developed modulation into foreign keys, much more effectively and decisively
than a single dominant chord, even if it were sustained ever so long. But we are led
still farther.

The dominant chord itself is nothing more than a derivative of the tonic (p. 48),
resting upon a sound of its harmony.  This observation has induced us (p. 232) to
introduce the dominant chord over the sustained tonic:
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Now, as every sound may become a new tonic, we may consider the dominant
also as such, and connect it again with its oien dominant chord; e. g. the dominant,
G, with the chord &—fft—a—c ; as formerly, ¢ with g—b—d—f":

8 ﬁ 8

5 5 5

3 4 3
2

Here the dominant has really taken the place of a tonic; and we employ it in
both qualities—first, as the tonic of its own key (G major), and then as the domi-
nant of C, either in this way,

— — T4 t

—_— 5
T4 3 9 6be 7 e T 6 7
5 75 4 - 4 4
3 4

or, availing ourselves of the more compressed sequences of chords of the ninth and
seventh, in this :

MW@
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We here see developed, in one short passage, the essential features of all modu-
lation ; viz.

The tonic triad as a chord of the fourth and sixth ;

The dominant chord of the principal key, which also becomes a chord of the
major and minor ninth ;

The triad upon the dominant as a harmony of the principal key ;

The same triad as g tonic chord, forming the first and most important point
of modulation, and, for this purpose, accompanied by the necessary chord
of the dominant, and even by a chord of the ninth.

Now, we have already observed, in the different forms of modulatory construction,
that the dominant, when it becomes a temporary tonic and seat of modulation (p. 165),
calls forth the harmony of its own dominant. Therefore, the dominant, @, having
been considered as a new tonic, we may connect it with its own dominant (D) :

“’ﬁ%%
~———————]
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And thus, gradually, additional chords are drawn into the vortex of the dominant
chord, as into an insatiable Charybdis, until we arrive at passages like this,

and similar ones, in which the whole contents of the modulation are, as it were, col-
lected into one mighty stream, hurrying on with irresistible impetuosity to the tonic
harmony of the original key™*.

Such a concatenation of harmonies is termed an

OrRGAN PoINT, 0R PEDAL HARMONY.

It constitutes the last and most powerful means of bringing a richly developed and
extensive musical composition to a decided and satisfactory close* . While the dif-
ferent harmonies of the organ point rapidly succeed each other, the sustained bass
supports and firmly unites all ; its preponderance over the whole mass of harmonies
it carries, increasing and making itself felt more and more, the longer it is continued.
Thus the organ point proves itself, in two respects, to be one of the most powerful
forms in music: firstly, as a closely connected mass of chords, rushing with irre-
sistible force to the first tonic harmony ; and, secondly, on account of the great power
of its all-supporting bass.

For this reason, an organ point is in its proper place, only where a previous
widely expanded and richly developed modulation demands an adequate counterpoise ;
in such a place only, the sustained bass can effectually serve to concentrate both the
sounds and the attention of the hearer.

But as every dominant may become a temporary tonic, so every tonic may
become a dominant ; nay, we have already seen (Note, p. 173) that the dominant
chord is indicated by nature itself, as already contained in the tonic harmony.

¢ How is the chord a—c¢f$§—e—y, in No. 319, to be explained? Taken by itself, it cer-
tainly agrees with the pedal sound G, because the latter forms one of its intervals ; the question
can therefore only relate to its position in the above series of modulations.

‘We have considered the first chord, not as the triad of the dominant in € major, but as the
tonic triad of G major. The next chord,.a—c#—e—g, would have brought us into the key of
d, resolving cither into d—f#—a, or d—f—a. It resolves into the latter triad ; but the sound
g still continuing, the triad 4—f—a becomes a chord of the ninth, g—@—f—a (¢9—b—d—f—a),
and thus immediately leads back into the key of C major. This modulation is essentially the
same as that in No. 286, a, only that there a diminished triad was employed, instead of a chord
of the ninth.

AT B
13 As regards the figuring of such organ points, it must contain an indication of all the
intervals which appear in succession above the sustained bass; or at least of so
many as will serve to indicate the chords to which they belong. Examples of such
figured pedal basscs will be found in Nos. 314 to 318.



ORGAN POINT. 217

Consequently, the whole development of the organ point may take place upon the
tonic also.  If| finally, the organ point upon tonic and dominant be united, as, for
instance, here,

~
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the result may be one of the most imposing and majestic closes imaginable.  In the
above example, after the rich development of the dominant harmony, the aid of the
subdominant also has been called in.

An organ point of greater or less extent, is also sometimes introduced at the com-
mencement of & composition, for which a richly modulated harmony is intended, with
a view to collect the harmonic forces that are afterwards to come into play. In this
manner it has been employed by Seb. Bach, in the sublime introduction to his ¢ Pas-
sion Music” In a different sense, and, as it were, with a passionate and painful
pertinacity, the allegro of Beethoven’s Sonata patetica, and Mozart’s Overture to Don
Gliovanni, set out with an organ point. The allegro of Beethoven's Overture to
Leonora also starts with an organ point 32 bars long, over which the sublime melody
rises in bold and majestic flight.

The more grand and powerful, however, the effect of this form when properly
applied, the more painfully does it display itself when introduced without a sufficient
cause or consistency of style, or when feebly developed. Then it is, at best, but
an unmeaning crowding of harmonies upon a tedious, droning bass, as we so fre-
quently find it employed in French opera-overtures, or productions of a similar
class; where the senseless hum-drum goes on for bars and bars, or hammers in
rhythmical beats upon the wearied ear, without leading to anything worth the trouble
of listening to, after the thin and tedious preparation. Instead of being a fresh
and living stream of harmonies, it is rather a dull and incomprehensible tumult¥*.

¢ The old dance tunes, known by the name of Muaettes (originally the name of the French
bagpipes), of which Sebastian Bach has left us a few very lovely ones, were also composed in
the form of an organ point—a form intended to indicate their lazy, dreaming character.
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Setting aside the origin and purpose of the organ point, and merely looking at its
contents, we find that it consists, firstly, of a succession of different harmonies ; and,
secondly, of a single sound, which serves both to support and to keep them together.
As the latter forms a separate part, it may be doubled in octaves without interfering
with the other parts ; e. g.

These octaves do not all belong to the harmony of the chords, they are only du-
plications of the original fundamental sound, intended to impart to it a still greater
power, and make the tonic reign in quiet majesty over the whole mass of harmonies
developing themselves under and above it.

It is this consideration which also justifies the inversion of the organ point ; i. e.
when the original fundamental sound appears no longer in the bass, but in one of the
middle parts :

In all these forms, though not often so richly developed as in the last instances,
the organ point may appear, not only at the beginning and end, but also in the
middle of a composition ; and then every other sound may become the pedal sound,
instead of the tonic or dominant. An occasion for the introduction of such an organ
point first presents itself when one of the parts is intended to linger, as it were, on
the road, whilst the others are gently moving on :

and in many similar cases.
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In the last example, we notice, by the way, that the resolution of the chords
I #—a—c—eb and a—c—eb, in the second and third bars, does not take place
immediately after, but is retarded by an intervening rest. These rests must be con-
sidered either as mute continuations of the preceding chords, or as vacant spaces,
where the next chord would have appeared if it had not been retarded. In whatever
light, however, we look upon them, it is plain that they do not interfere with the
regular progression of the chords; they merely suspend it for a time, and thereby
increase the desire for a resolution into the next harmony*.

* To this section belongs Appendix O,
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TENTH SECTION.

REVIEW OF THE DEVELOPMENT OF HARMONY.

WE have now again arrived at the end of a most important and extensive de-
velopment. Let us briefly sum up its results.

The two modes and their scales have been harmonically established and con-
firmed.

Melody based upon a diatonic and harmonic foundation has developed itself with
the aid of rhythm, and according to the first principles of musical construction.

The fundamental forms of modulation and harmonic construction have been
examined and explained.

By far the most important gain, however, is the development of the chords; first,
in the way pointed out by nature herself, and then by the alteration of the intervals,
for the purposes of modulation. This development of the harmony led us to modula-
tion into foreign keys. Both together occupied our attention so entirely, that we were
for a time obliged to neglect the cultivation of the melodious element, the progression
of the parts, and the further development of rhythm and musical construction.

The question now arises—what advantage have we gained by the late great addi-
tions to our former harmonic material ?

+ It cannot be denied that they furnish us with most efficient means for the attain-
ment of a variety of objects.  For this reason they are most welcome, and we can
dispense with none of them.

But the original power of the first and most simple forms remains unimpaired and
unrivalled.  Neither of the later combinations have the dignity, force, and clearness
of expression belonging to the original chord ; that first harmony,

>
which is the mother and pattern of all subsequent chords, and which we received
directly from the hands of nature, as the harmonic representative of the first grand
division of sounds : the major mode.

Its characteristic interval, the clear and decided major third, was then depressed,
and from this alteration resulted an harmonic form far less decided, less clear and
satisfying, than the original harmony of nature. This was the minor triad, the har-
monic representation of the minor mode.

No chord expresses so decidedly, and yet so mildly, the desire for a return to the
repose of the tonic harmony as the dominant chord ; the chord which, by its appear-

ance, imparts life and motion to the harmony, and through which alone a return to
rest is possible.
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The first chords of the ninth were nothing more than overgrown dominant chords.
It is true, they possessed special qualities; e. g. their great breadth of sound, their
capability of indicating, not only the key, but also the mode, even their exuberance
of expression, &c. which made them welcome additions to our stock of harmonies;
but in mildness, clearness, and tractability, they are inferior to the dominant chord.
This is most observable in the chord of the minor ninth, which bears the same com-
parison to its major brother, as the minor triad does to the major triad.  Still they
are both original harmonies, in so far as they rest upon their own root.

Less decided in expression and character are the derivative chords, for they want
the support of the original root ; though, on the other hand, the strain of the seventh
and ninth is felt in them even more strongly than in the original chords. In the next
forms, the altered chords of the seventh and ninth, we are led still farther from the
clearness and decision of the original harmony. They are, for the most part, forms
of 80 strange an appearance, that we can only understand and venture to employ
them in connexion with those harmonic sequences to which they owe their origin.

Turning our attention to the modulations into foreign keys, we find that they
constitute an immense addition to our means of expression, and that they alone render
possible a perspicuous and well-arranged harmonic construction of extensive compo-
sitions. But they also lead us away from the sure and well-defined basis of a single
key ; and the farther we proceed, the greater is the danger that our compositions may
lose that unity and steadiness characteristic of all modulations remaining within the
harmonies of a single key.  For we shall always find that such a modulation is the
most consistent and secure; that when a change of key is required, a modulation
into the nearest keys (dominant, subdominant, and relative major or minor) is the
most natural ; that a modulation into remote keys indicates a bold relinquishment of
the ordinary but surer forms of connexion ; and that a capricious change from one
key to another indicates a wavering state of mind, while a well-arranged modulation
displays clearness of ideas, a fixed purpose, and decision of character. There are,
however, secret relations existing between some apparently distant keys, which will
sometimes induce us to introduce an unusual modulation in preference to a more
natural one, the consideration of which lies, however, beside our present purpose. At
present, we have only to endeavour to acquire a perfect command over all these forms,
so that, when the proper time arrives, we shall have no difficulty in applying them.

It is worthy of remark, that the development of the harmonic element—which, at
the outset, absorbed our attention so much that we were obliged for atime to neglect
the melodic development altogether—has lately led us back, and proved, to some
extent, subservient to the melodic principle. In this circumstance lies an indication
of that intimate connexion between harmony and melody which we shall have to
consider in the next and following divisions¥.

* See Appendix P.



EIGHTH DIVISION.

INTERWEAVING OF CHORDS.

FIRST SECTION.

SUSPENSIONS ENSUING FROM DESCENDING PROGRESSIONS.

HowEVvER richly our compositions may have developed themselves in respect to
harmony, there is still a certain tnternal uniformity pervading all; arising from the
circumstance, that we are never free from the chords, and that each chord has the
same form of thirds one over another. Every sound of the melody has such a chord
standing by itself, like a separate column of sounds. A consequence of this is, that
our compositions have lost almost entirely that sprightliness and freedom of rhythm
which characterized our first formations in one and two parts. One part is tied to
the others; if one proceed to a new chord, all the next must follow.

It is plain that this defect is not to be remedied by the invention of new chords,
as these would again be composed of thirds. We must, therefore, view our har-
mony from a different point ; viz. as a combination of simultaneous parts. We then
soon discover that the evil complained of arises from the circumstance that all the
parts proceed simultaneously from one chord to the other.

In this phrase, e. g.

we perceive that, when the sound g in the upper part proceeds to f, all the other
parts of the first, proceed also to the sounds of the next chord ; and the same thing
occurs at every change of harmony ; consequently, the successive chords form so
many separate columns of thirds.

We will now endeavour to remove this defect, by retarding the motion of one of
the parts, while the others move on. Here,

328




SUSPENSIONS ENSBUING FROM DESCENDING PROGRESSIONS. 223

the progression of the harmony is essentially the same as in No. 327; the first,
third, and fifth chords have not been altered, nor has either of the three lower parts.
But while these three parts move from the first to the second chord, the upper part
continues the sound ¢ of the first chord. This sound is no interval of the second
chord ; on the contrary, it is irreconcileable to it, and therefore must ultimately
yield to the real sound (f), of which it occupies the place; or, as in technical lan-
guage, it must be resolved. Nay, it ought not, nor could it have made its appearance
in the chord of f, except as a member of the preceding chord, a part loitering
behind the rest. It is from its presence in the preceding chord that we recognize
it, and are partly prepared to find it amongst the sounds of the present chord. The
same is the case with the sound e, in the chord g—6—f (or g—b—d—f).

Such a sound continued from one chord into the next, to which it does not
belong, is termed a

Suspension,

because it suspends or retards the proper sound of the chord.

After this explanation, it cannot be difficult to decide when and where a suspen-
sion may take place.

Every suspension must, in the first place, be prepared; i. e. the sound which
suspends another must have appeared, not only in the preceding chord, but also in
the same part.

Secondly, it must be resolved ; i.e. it must ultimately proceed to the proper
sound of the next chord, and thus resolve the contradiction between itself and the
other intervals of the chord.

Nevertheless, there will always remain a certain contradiction between the sus-
pension and the chord in which it appears ; in spite of preparation and resolution,
we still hear a strange sound (e.g. in the above cases, e and g), instead of the
expected sounds (4 or £). From this, it appears that the contradiction does not
exist so much between the suspension and the other intervals, as between it and the
sound whose appearance is delayed. For this reason, it is advisable,

Thirdly, not to introduce the suspension simultaneously with the same sound .
into which it is afterwards to resolve, as has been done here,
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in the second chord, where the octave of the root is suspended in the second part,
while it also appears in the discant. So, in the fourth chord, the fifth (d) of the
root makes its appearance in the upper part, while it is still suspended in the tenor.
The contradiction between these heterogeneous sounds assumes a still more harsh
appearance, when the suspension and the retarded sound .appear upon adjacent
degrees of the scale ; as, ¢. g. here :
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Let it be chserved that we have made a distinction between the roof and octace
of the chord ; the latter (as seen in No. 238) may be suspended, whilst the root
proceeds to its proper place in the next chord.

When can a suspension be introduced ? In any place where the above condi-
tions can be fulfilled ; provided the latter be observed, a suspension may take place,

1. In every part.
2. In every chord.
3. Upon every sound of a chord.

Our first attempt (No. 328) has led us to a species of suspensions which we
call

SUSPENSIONS ENSUING FROM DESCENDING PROGRESSIONS.

In these, the suspension must be resolved by descending to the next degree
below. From this it follows that every interoal of a chord whick descends one
degree into the next chord may become a suspension.

By way of example, we will take the descending scale (harmonized in the most
simple manner after the first mode), commencing with the upper part:
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The octave in the first chord descends one degree from ¢ to f% ; it may conse-
quently become a suspension ; it is prepared by its appearance in the first chord,
resolves itself in the next chord, and into a sound (/%) which does not appear in
any other part: thus all conditions are fulfilled. The same is the case with the

subsequent suspensions.
Here,
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we see suspensions introduced into every part where they are possible. There was
no opportunity for a suspension in the bass, because it no where descends to the
next degree below ; neither could the alto be suspended in any but the seventh bar,
because in all the others it either remains stationary, or descends two degrees.
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In the above example, we meet with several harmonic combinations, which
evidently arise from the introduction of suspensions, but which have the appearance
of some of -our former chords. Thus, in the second and seventh chords, the sus-
pension of two intervals occasions a chord of the fourth and sixth; while, in reality,
quite a different harmony—the triad or dominant chord—was intended. It makes
no difference in what point of view we choose to consider such forms; whether we
say, ¢. g. the second bar contains a chord of the fourth and sixth, and a triad ; or, it
contains only a triad, the third and fifth of which are suspended : if we know how
such combinations arise, we shall also know how to treat them. Thus, e. g. the
first combination of sounds in the fifth bar might be taken for an incomplete chord
of the ninth; c—e—g—>b (bb)—d. 1If it were, it would require resolution into
the chord f—a—c ; whereas, in the above case, it proceeds to the chord C—e—g—c,
the bass remaining stationary. We see that the ambiguity of such chords can be
no embarrassment to us; it is rather an advantage, as we are left free to treat the
ambiguous form as we think best; 1. e. we may resolve the chord c—e—g—d into
c—e—yg—, or into the triad f—a—c.*

In No. 332, the introduction of suspensions was attended with no difficulty,
because all the intervals descend, and therefore offer frequent opportunities for pre-
paration and resolution. But what means have we in an ascending series of chords #
Here
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no suspension from above seems practicable, as no part descends to the next degree
below.

If we merely consider the contents of the chords, without attending to the pro-
gression of the parts, we find that suspensions might be introduced. In the second

i. T. B.—Respecting the figuring of suspensions, we have these rules:
14. All suspensions, which assume the form of chords, are to be figured like chords.
15. In all other cases, the suspending sounds are distinguished from the real intervals of
the chords by special figures.
Ascording to these rules the section No. 331 would require to be figured in this manner:

333@——%——9—” I —=—F—=  — ——|
. | ) Inb— =J+ |r' E >
5 - 9-8 65 98 43 7 - 98
43 66

The figure 4 in the second and sixth bars does not indicate a pure chord; and the following
3 makes it quite clear that the figure relates merely to the suspended sound; hence the figure
“ 5 in the second bar is superfluous. The figure 8 after the 9, and 5 after 6, indicate that the
ninth and sixth are mere suspensions of the octave and fiftA.

Example No. 332 would require to be figured thus:
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65 98 66 98 656 87 98
43 5 - 43 65 5 -
43 43 43

the figure * 5—," in the third and cighth bars, might, strictly speaking, have been spared.
VOL. 1. Q
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chord, the 4 of the alto might be suspended by ¢, this sound having existed in the
preceding chord ; unfortunately, however, not in the alto, but in the soprano, which
proceeds to d, and not to &.  So the sound ¢ in the alto of the third chord might
likewise be suspended by the preceding sound d; but this again belongs to the
soprano, and ascends to e, instead of descending to c.

In this case, we shall avail ourselves of a former contrivance (No. 96), by giving to
a part another sound than that it originally contained, and assigning to it botk sounds
in succession. We, therefore, first give the alto its g, and then lead it up to ¢,
which sound is already sustained by the soprano. We have now the sound ¢ in two
parts, one proceeding to d, and the other first remaining on ¢ as a suspension, and
then resolving itself into the proper sound, 5. Now, if we treat this sound  in the
same manner, dividing the minim into two halves (crotchets), and leading the latter
up to d, we have again two parts uniting on the same sound, one of which ascends
to e, while the other, having first formed a suspension, resolves into d. Here (at a),

a b

1(=£ » E—— | o o N~ W

ﬂi“ et

1 N | J 1 | o
J }
336
0 |

2 k—d—a_‘—r—"—'a—“—;tﬁd—“j:iﬂ
3 T—e o. <

we see the whole operation carried out. In the second bar, the suspension ¢ occupies
one half of the measure, leaving the other half to 4, the proper interval of the next
chord. But this space must again be subdivided, in order to obtain room for the
sound d, which is required for the preparation of the following suspension. It is
scarcely necessary to observe, that any other rhythmical arrangement, e. g. that
at 4, might have been adopted with equal propriety. A separate staff has been
allotted to the upper part, in order more clearly to show the progression of the alto.
Here

hdend

gt 1
337 o '
e e e e

0

we see all the suspensions that are possible in the ascending scale, which has been
harmonized in the most simple manner, after the first mode.

We see that the only part which admits of suspensions is the alto. If we had
taken the liberty to convert the triad in the third bar into a dominant chord, we
should have had an opportunity of introducing a suspension into the tenor ;
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and then there would have been no cessation of the suspensions in the fourth bar.
In the last three bars also, the tenor would have admitted of suspensions before &
the third, and c the octave; but both these intervals appear in the upper part, and
consequently could not be suspended in another (p. 223).

We now ask: what have we gained by these suspensions ?

In the first place, a number of harmonic combinations, which we did not possess
before.

More important, however, is our emancipation from the monotony of the system
of chords which has so long deprived us of melodic and rhythmical freedom.
We are now, in some measure at least, enabled to conduct our melody independently
of the accompanying chords. Hereby, also, the suspended parts have acquired a
degree of movement and flexibility, which we have long wanted ; and this freedom
is quite different and much more effective than the mere passing from one interval
of the chord to another, such as we saw in our first harmonic figurations (p. 209).

Not only this greater freedom of tonal and rhythmical motion, but also, and
principally, the contradiction between the suspensions and the other intervals of the
chords, causes each of the parts to assume a more independent form. Thus we
have, at last, obtained the means of getting back from the dead region of chords to
the living province of melodious parts. For the life of the musical art is essentially
of a melodic nature; even the original harmony of the aliquot sounds (p. 48)
appears in the form of a melodic succession ; first the root, then the octave, next the
fifth, and so forth. Harmony, and chord, are mere abstract conceptions—combina-
tions of sounds belonging to different strains, which either agree with each other on
account of their physical relations, or are brought together for artistic purposes, and
on artistic principles. The life of an harmonic strain, e. g. of this passage,

consists therefore not in the succession of different chords, but in the progression of
the parts ; the progressions

& T. B.—According to the note ¢ (p. 225), No. 337 should be figured thus :
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43 98 43 98 7 98
or, still more intelligibly, as here—
la D T . | T S | | S N SN - B
340 1 +—=—1 —— . ¥
i | S g ) § . | ] | 1 ) |
8 435 98 8 436 98 7 43
5 5
8 3

where the preparations of the suspended sounds, and, in bars 6 and 6, even the progression of
each separate part, are indicated by the figures.

Q2
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form a lively series, whether actually sung by a human voice, or played upon different
instruments, or even only upon one instrument. But the chords

—yg——

g—b—d

y—Cc——¢
are only the

SPACES
in which the parts amicably meet together. And now only can we fully understand,
that, in compositions which contain modulations into foreign keys, each of these,
which we have termed seats of modulation, is no more than a wider space, the
harmonic territory
of a special portion of the composition.

It is now above all things necessary that we should practise the formation and
introduction of suspensions with the greatest assiduity and perseverance, until they
are as familiar to us as the most simple harmonic forms. Every harmonic period or
passage which we have formed, or may form, offers more or less scope for exercises
of this kind. Wherever suspensions are possible, we will introduce them; firstly,
into each part separately, and afterwards into all simultaneously. By way of
example, we here repeat No. 171, B, with all the suspensions of which it admits:
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In the fourth bar, the soprano might also have been suspended; but this would
only have led to a repetition of the chord of the fourth and sixth. This chord, indeed,
is one of those ambiguous forms to which we have already alluded (p. 126). The
chord of the fourth and sixth, in No. 171, B, has altogether the appearance of a
suspension of the following triad, and, strictly speaking, ought to be considered as
such; as the first section of the period should terminate upon the first crotchet of
the bar. But, not knowing at that time anything about suspensions, we took the
liberty to introduce a real chord of the fourth and sixth instead; it is clear such
ambiguous forms need give us no uneasiness.

The further examination of the above example we leave to the student.3?

I\

T

35 Thirty-second Brercise : --The student may practise suspensions on a number of melodies ;
observing in each case the following order of operation : —
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Our last compositions show a richness of sound and a melodic aniination in all
the parts, such as we in vain aimed at before. It is true, the motion of the parts is
not yet altogether free ; it is still confined by one narrow rule, and the self-imposed
necessity of introducing suspensions wherever they are possible. It is not entirely
under our control ; in some places it becomes excessive, as in the first bar ; in others
it is scarcely perceptible, as in the second and fifth bars: here, it is possible in two
or three parts; and elsewhere, as in the sixth bar, it is confined to one. It is also
sure to happen, that, although regularly introduced, a suspension will occasionally
appear too harsh and out of place. This may sometimes be softened, by combining
the preparation and suspension, as in the third bar of the above phrase. \
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In the second bar of the ahove example, the suspension is contained within the
duration of the dotted note.

SusPENSION OF THE RooTs oF CHORDS.

Particularly in the suspension of the root of a chord in the bass is this harshness
apparent, and it has often been questioned whether such suspensions are admissible,
or consistent with a rational and artistic idea of harmony. For the suspension of
the root in the bass shakes the very foundation of the chord, as must already have
been perceived in the third chord of the first and third bars of No. 342; where,
however, the harshness of the dissonance is increased by the appearance of the
suspended sound in a higher octave. The bass, moreover, is not so much in need of
a refined, graceful melody, as any of the other parts; on the contrary, it manifests,
from the beginning, a preference for wide and decided steps, especially when pro-
ceeding from root to root.

The above question, however, carries with it its own answer. When it is neces-
sary to depict a restless or deeply affected state of mind, then the suspension of the
roots of chords may sometimes become a most appropriate and powerful means of
expression. Thus, if the preceding phrase appeared in this altered form,

1. The melody is harmonized in a simple manner, either with or without modulations
into a foreign key; while this harmony remains unaltered throughout the subsequent
operations, suspensions are introduced successively into the four parts ; viz.

a, into the soprano, the other three parts being copied unaltered.

b’ ” ‘lw ” ” ”
€ tenor » ) ” ”
d, bass )

” ” o
2. Suspensions are introduced, where possible, in all parts simultaneously.

Any of the previous melodies may be applied to this purpose, in the minor as well as the
major; but let it be remembered, that, in the minor, the seventh degree, when employed as a
suspension, cannot be resolved otherwise than by the harsh progression into the augmented
second below.
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in a solemn largo, or if in a representation of a violent and painful agitation of
mind, the bass were to take up the melody, as in Beethoven’s Sonata in C# minor

(Sonata quasi una Fantasia).
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in which the course of the melody itself leads irresistibly to the suspension ; then,
indeed, it would be puerile to shrink from the momentary harshness of the step.
We meet with a similar case in Handel's colossal “ Israel in Egypt.” In the chorus
of the first plague, Handel narrates, in the simple, but grand and powerful style of
the old Testament, the pains and anguish of the people dying with thirst; there
also the male voices
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creep languishingly from one fundamental bass to another. As a last example, we
adduce Beethoven'’s ninth Symphony with choruses, where the great master shows,

in moments of the highest inspiration,
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such as were granted to him, how to display the utmost power of all the parts, by
employing the foundations of the harmonic masses as a mutual support to each other.
We would fain linger a little longer over the contemplation of this stupendous
work ; but the task we have before us bids us go on. Nevertheless, the glimpse we
have had, has shown us how indispensable to the realization of the grandest and

most lofty ideas is the cultivation of the most simple.
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SECOND SECTION.

SUSPENSIONS ENSUING FROM ASCENDING PROGRESSIONS.

OuRr previous limitation of suspensions to descending progressions was merely
arbitrary ; for every sound belonging to one chord, which continues in another of which
it is not an interval, becomes a suspension, whether resolved into the next degree
below or above. Here

N ] J

SEE s

the sound & appears three times as a suspension, and resolves itself into the sound ¢
next above; the same is the case with the sound d in the last bar.  Such suspen-
sions we term, by way of distinction, suspensions from below. Here

45 9 10 7 8 45 9 10 4 3 7 8
7 8 2 3 7 8 8 7 9 8

we have introduced them into the harmonized scale. Some of these combinations
(e. g. those at @ and &, perhaps also that at ¢) may appear rather harsh ; this need
not, however, concern us, as we shall be at liberty to avoid them when they dis-

please us!.
When we wish to introduce suspensions from below into the descending scale, we

must prepare them as in No. 337 ; . g.

Q
i

But here it is easily perceived that these are more or less constrained, because
other suspensions more conveniently offer themselves ; they are also little in accord-

U T. B.—In the above example, the figures 10, 11, &c. have been employed, instead of 3, 4,
&c. merely to indicate more distinctly the progression of the parts and the resolutions of the
suspensions.
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ance with a smooth and graceful progression of the parts, such as it is now our chief
aim to attain.  Suspensions from below are generally less pleasing and natural than
those from above. This is accounted for by every suspension in itself being a con-
tradiction to the chord it appears in, and that it is only reconcileable with it by a
subsequent resolution. Now the suspensions from above resolve by descending, a
progression which we know to be expressive of a return to a state of repose ; while an
ascending progression, such as that of the suspensions from below, expresses an increase
of excitement, and is therefore contrary to the general idea of a resolution.

Suspensions from above likewise lead sometimes to harmonic combinations which
have the appearance of real chords (especially the chords of the seventh or ninth),
but from which they differ in their progression. Thus we find, in the third bar of
No. 349, this combination of sounds : ¢—(e)—g——b—d ; in the sixth bar, the same ;
in the eighth bar, this : f~—(a¢)—c—e—y ; all of which, at first sight, might be taken
for chords of the ninth arbitrarily altered. But, in this case, the chord c—e—g——5—d
would have to proceed to the triad f—a—c, and the chord f=—a—c—e (or eP)—g
to bb—d— ; whereas the ninths of the above chords resolve themselves into the
octave of the bass, which proves that they are merely suspensions. Precisely the
same case occurred in No. 332.

Having now become acquainted with both kinds of suspension, we see no reason
why they may not be introduced simultaneously, as we have already done in No.
349 (bar 8). Here,
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arising from chords of the seventh and ninth, are accumulated all possible suspensions ;
and, by doubling the intervals, the entire chord becomes suspended, the bass alone
moving without restraint. In these cases,

the seventh and ninth become suspensions from above ;

the third becomes a suspension from below ;

the fifth, which may move both ways, is doubled, and becomes a suspension

both from above and below ;
the octave remains stationary as the fifth of the next chord.
It is certain that such a profuse employment of suspensions must, in most cases,

overload the harmony ; if, however, introduced with circumspection and moderation,
e. g. in this manner,

e
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they may become very effective.
And here we revert to the general title of the present division,
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INTERWEAVING OF CHORDS,

which expresses what we have now found to be perfectly true; viz, that the suspen-
sions are
a new and most poxerful means of harmonic combination.

We have seen that, besides the general connexion which exists between all
chords belonging to the same key (p. 88), there are circumstances under which
chords are brought into a nearer harmonic relation ; viz.

Firstly; when two chords have one or more sounds in common. But these
sounds are the least effective when a change of harmony takes place; for they have
already appeared in the first chord, and therefore cannot attract the same attention as
those sounds which are new. '

Secondly ; when a chord, according to the laws of harmony, must resolve itself
into another, as is the case with the dominant chord and all its derivations, although
some exceptions from the general rule have been already admitted.

Now, both these harmonic relations appear united and strengthened in the sus-
pensions ; for, in the first place, the sound causing the suspension has been retained
from the preceding chord, but, being contradictory to the new chord, it attracts the
entire attention to itself. It has, also, a certain prescribed progression ; but, in con-
sequence of its opposition to the new chord, this cannot, so far as we can perceive
from the original nature of suspensions, be deferred till the whole chord passes away ;
therefore the resolution must take place in the same harmony.

Thus the suspensions lead to combinations of harmonies®, forming one compact
mass, not merely bound, but literally welded together. It is in this character that
they will, at a future time (in polyphone composition), prove of the greatest service®.

36 Thirty-third Exercise :—Some of the most flowing harmonic passages are to be practised
upon the instrument with suspensions, in sequential motivos, in order to acquire skill in this
form. Thus, the passage No. 242, 4,
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may have suspensions from above and below introduced into the upper part. The sequence,
B, No. 242, with suspensions from above in the highest part,
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or with suspensions prepared by the successive sevenths, alternately suspended in the discanto
and alto :

355 S = T-bg s
R T = T B

and in a variety of other ways requiring no particular instruction.

* See Appendix Q.
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THIRD SECTION.
ANTICIPATIONS—(ANTICIPATED SOUNDS).

WHAT was it that made a suspension comprehensible and endurable? Our
recognition of it as a part of the preceding chord. It was in this chord, therefore,
which had already appeared, that it found its explanation and justification.

On the contrary, we now introduce into a chord a sound which does not belong to
it; but, instead of from the preceding, we will take it from the following chord, and

thus anticipate it :
.J.’ \.J. _J_ r dH <

i

We see that the sound ¢ here appears against the chord g—b—d, and d against
a—c—e, in perfect contradiction, without any justification, until the succeeding
chords, ff#—a—c and g #—b—d, solve the problem. It is clear that such a contra-
diction, appearing without preparation, must be far more harsh and grating than
a prepared suspension ; it should therefore be well considered, whether such harsh-
ness be reconcileable to the general character of our composition, or whether we havea
sufficient reason for the introduction of such strange combinations.

Sometimes the unrestrained and independent progression of a part leads to an
anticipation ; thus, here

1 | N )

1

the upper part, taking its own free course, touches upon the sound (¢) which does
not belong to the dominant chord, but to the following tonic triad.

Sometimes the anticipation is intended merely to impart a greater rhythmical
impetus to the sound which is anticipated, and must not be considered as a com-
ponent sound of the chord in which it appears. In this character we find anticipations
frequently employed by Handel, and other old masters, at the close of a section or
strain where it has no harmonic, but merely a melodic signification ; as the sound ¢,
at a, in the following example :

w1 3
[,
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Fig. 358 continued.
ﬂ
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or in recitatives, where the voice part anticipates an interval of the accompaniment.
Sometimes anticipations are introduced with a view to impart more liveliness and
variety to the figuration of a melody, as here :

359 = - =
1'- -q . i 10— %
and in similar cases.
Again, at other times they are really employed with the intention of drawing
special attention to a sound, by introducing it before its proper time has arrived ; so

does Spontini, in his Overture to La Vestale, when, after having closed in F' major,
and modulated into D minor, he takes the sound &b two whole chords in advance :

II-L_I

o F [ 'f. —
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It is unnecessary to pursue the development of these forms any farther, as it may
be safely left to the student’s own judgment how and when to introduce them. We
will not, however, close this section without again repeating, that the value and power
of a composition does not consist in the introduction and crowding of uncommon and
startling forms, but that our productions will be the more powerful and effective, the
more closely we adhere to a natural development. Upon the basis of nature only
can we rest with perfect security ; here we find freshness, joyfulness, and power;
and here also is the source of the strength, boldness, and right, to venture into the most
distant regions of harmonic art.

360
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FOURTH SECTION.

THE ACCOMPANIMENT OF MELODIES WHICH CONTAIN SUSPENSIONS AND
ANTICIPATIONS.

Our former accompaniments, as well as the melodies invented for the sake of
practice, could not but appear stiff and uniform, because we knew only one way of
harmonizing a melody, aecording to which every sound had to be accompanied by a
special chord. To what confusion this led, when the melody assumed a more lively
character, we have seen in No. 120.

We have now advanced a step towards an improvement. We can at least treat
some sounds of our melodies as suspensions (when ascending or descending to the
next degree), and some as anticipations. Thus, if the succession of sounds c—c—5
had appeared in any of our former melodies, we could only have accompanied the
first two sounds by the same chord, or we should have been obliged to assign two or
more chords to each of them :

J ” | . ] |
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‘We may now treat the second ¢ as a suspension of the following 4, and accom-
pany it by the harmony of that sound, thus arriving at a new and expressive motivo,
a8 we see here

in the second bar of the three examples.
In future, therefore, it will be necessary to examine every sound of a melody,
and ascertain
1. Whether it is possible, and
2. Whether it is advisable to treat it as a suspension or anticipation.

* For a second example, see Appendix S.
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We see at once what a heavy and rugged appearance the harmony would assume,
were each sound accompanied by a separate chord. Moreover, on a cloger inspection
of the melody, to see how far it agrees with the general laws of construction, we find

1. That the last chord, or close, appears to fall upon a weak part of the measure ;

2. That the piece appears really to terminate in the eighth bar, the rest forming
a mere coda ; whilst, on the other hand, the dominant chord in the seventh
bar is not the last harmony, but seems already to resolve itself into the
tonic harmony in the last semiquaver of the same bar ;

3. That the close of the first section also (in the fourth bar) does not fall upon
the principal, but a secondary part of the measure.

All these points cease to be doubtful, so soon as we avail ourselves of the assist-
ance of suspensions and anticipations. We are then enabled to treat the melody

- 1 T ~

In bars 1 and 2, the first quaver of each crotchet has become a suspension from
above ; in bar 5, they are treated as suspensions from below; in bar 9, the second
quaver of each crotchet is treated as an anticipation ; so is the last semiquaver (c) in
the seventh bar, and the following close (which, however, is deceptive) is made to
appear in its proper place. The last perfect full-close (bar 12) also falls upon the
principal part of the bar, as may be seen from the bass, the other intervals being only
suspended ; or, if the bass itself be considered as an anticipation, it at least indicates
the place where the last chord ought properly to have appeared. In the fourth bar,
the sounds e—c may be considered either as suspensions before —3, or as intervals
of a chord of the fourth and sixth. In the first case, the close of the section would
take place upon the proper part of the bar, some of the sounds only being suspended,
and thereby the close partly concealed ; in the other case, from the well-known cha-
racter of the chord of the fourth and sixth (p. 120), it would still produce the same
effect as a suspension?’.

37 Thirty-fourth Ezercise :—Harmonize the melodies given in the Musical Appendix XVI.
Attend to the indications of the degrees of movement and expression, as they supply hints
respecting the character and mode of treating the accompaniment.



NINTH DIVISION.

SOUNDS INDEPENDENT OF THE HARMONY IN COMPOSITION.

SusPENSIONS and anticipations formed the first step towards our emancipation
from the perpetual construction of chords by added thirds, and served especially to
render our melodies more independent of the accompanying harmony.  Still, melody
is not altogether free ; when either of its sounds does not exist in the chord which
appears under it, it must belong to the preceding or following harmony. It is,
nevertheless, a considerable step in advance, to have obtained even this liberty of
choice by availing ourselves of the connexion of the chords. 'We will now see whether
we cannot make the emancipation of our melodies still more complete, by examining
our chords from a different point of view.

We know that a melodic element exists in every chord, that its intervals, instead
of appearing simultaneously, may follow each other in succession, and thus assume
the form of a melody. This melodic element is the one which we shall now take into
consideration. Here

366

the upper part proceeds successively through all the intervals of the chords ; it moves
in skips from one third to the next.

Now, why do we call e the third of ¢, and g the third of e? Because we know,
or at least suppose, that in both cases there is another degree of the scale, another
sound (d,f) intervening. For this reason also a singer hums a soft d, should he
be unable to skip directly from ¢ to e.

How natural, then, that we should be induced actually to insert the sound which
we know to exist between the two intervals of the chord :

Such a sound is termed a
Passing Note,

because we pass through it from one interval of a chord to another, as here, from
ctoe

This explains the nature and use of passing notes. A passing note does not
belong to the harmony in which it appears, nor to that which precedes or follows. It
is 8 mere melodic particle, a sound which serves to connect two other sounds of the
melody, and is reconcileable to the harmony only because it proceeds from, and leads
back to, one of its component intervals.
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FIRST SECTION.

DIATONIC PASSING NOTES.

OF these we have seen one in No. 366 : we might also have introduced a passing
note (f) between e and g, in No. 365:

367

The accompanying chord might, at the same time, have been rhythmically
divided, as here,

368

where every repetition of the chord coincides with an harmonic sound of the melody.

Our melody having thus progressed through the greater portion of the scale with
the same accompaniment, we will try to carry it through the whole scale without
changing the harmony :

TR

We are thus led to something new. We perceive that the last repetition of the chord
does not take place with an harmonic sound of the melody, but with a passing note
(b). This conjuncture is certainly more startling than any of the previous ones,
though the fourth chord is only a continuation of the same harmony which has already
served as an accompaniment to the sounds d, f/, and a, neither of which belong to it.
The meeting of these sounds would become still more startling, if, instead of a repe-
tition of the previous chord, a new one were introduced simultaneously with the pass-
ing note ; thus:

370

In this case, however, as well as in the preceding, the sound ¢, following imme-
diately after, reconciles the apparent contradiction.
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A passing note which appears simultaneously with a chord of which it is not an
interval, is usually termed a
Change-note (Wechselnote).
According to this definition, the first and second # in this phrase

371 F 1 F

are passing notes, the e each time being a change-note.  This distinction, however,
we shall not observe, as it is quite unnecessary and superfluous.

If there had been any objection to the change-notes in the above example, we
might have avoided them by a different rhythmical arrangement :

4

Here the last chord is made to appear simultaneously with the last sound of the
melody, by reducing the rhythmical value of the two preceding sounds.

This expedient has led to the insertion of #wo passing notes between two har-
monic sounds of the melody. On closer inspection, however, this arrangement does
not appear different from that in No. 869, only the position of the accompanying
chord has been changed.  As the repetition of the same chord is only rhythmically
different from an uninterrupted continuation, we may substitute the one for the other :

373@

Here, then, we see the whole scale sustained by the tonic triad. The following

example
3 A

shows us (what is indeed self-evident) that every other chord may accompany any
such series of sounds which commences and terminates with one of its intervals. This
we see also from the following phrase :

SRR

10 13 12 11 9|87678
6

3

m T. B—In the above example, we have at the sume time attempted to indicate, by means
of figurcs, not vnly the hurmony, but also the passing notes. The tigure 6 would have been
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in which appear even three successive passing notes, /4, ¢, d, two over the first,
and the third over the second chord.

All the passing notes hitherto introduced were mtervals of the prevailing key of
the composition ; they are therefore termed

DiaTonNic Passina NoTEs,

with which we will make ourselves more familiar before proceedmg to other species
of passing notes.

Above all, it is to be observed that these passing notes are not confined to one
particular part, as they have been in the foregoing examples ; but that they may be
introduced into every part, and consequently also into several parts simultaneously.
From this it follows that every interval of a third may be filled up with one passing
note, every fourth with two, or, to speak more precisely, with one passing and one
change note.

In our first exercises we will introduce all possible passing notes. The melody
of No. 171, which has already been harmonized in several ways, shall serve once
more as an example for practice. We harmonize it, first, in a simple manner (at 4),
and then introduce as many passing notes as are practicable :

sufficient to indicate the harmony ; we have aimed at more, and in what trouble it has involved
us! Every passing note, as well as every harmonic sound, required a special figure; every
interval of the chord had to be indicated individually, and its continuation to be marked by
horizontal lines! Here, then, we observe that there are reasonadle limits to the use of thorough
bass notation. It is intended to aid us in the reading of a score, and enable us to define, with-
out loss of time, and in the smallest space, the progression of the harmony and the progression
of the parts. For this purpose only it has been employed by the great old masters. But when
it becomes even more troublesome, and requires more time and space than the ordinary nota-
tion, it would be pedantic to adhere to it any longer. How many characters and figures should
we require for No. 372 or 373, and how should we indicate the rhythmical arrangement >  Here,
then, it is time to part with the figured bass notation; it can no longer aid, but only impede our
progress.
VOL L. R
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On examining the last example, we observe, at f, a passing note, which gives to
the triad the appearance of a chord of the second. With such ambiguous forms we
have already met several times, especially amongst the suspensions (p. 223), without
finding it necessary to trouble ourselves about them. Whether the sound f be con-
sidered as a passing note, or the seventh of a diminished chord, is quite immaterial,
if we only know how to deal with it.

But why is not the space from g to ¢ filled up in the bass at ¢? This would
have occasioned a peculiar kind of false octaves (at 1):

1 2

| "
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which are even worse than the open octaves at 2, because the two extreme parts
proceed at the same time in seconds, or rather ninths, without the least harmonic
necessity. The same thing would have occurred at ¢, between the bass and alto, and
at several other places. At d, the passing note in the bass has indeed led to a se-
quence of ninths ; but here the harshness of the progression is considerably lessened
by the quiet motion of the other parts, while, at the same time, it is free from the
objections raised against the sequence at a.

Why has not the skip of the bass at & been filled up? It would not have been
faulty :
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but the sequence of sevenths between the bass and alto, as well as the unnecessary

crowding of passing notes in three adjacent parts, would give a distorted appearance
to the harmony.

Why has the skip of the alto at ¢ and g not been filled up? Because it would
have led to consecutive fifths, at 4, between the alto and soprano,

and, at g, between the alto and tenor3s.

38 Thirty-fifth Ezcrcise :—The student has to harmonize a few melodies in the same manner
as in the preceding oxercise; viz.

First, without passing notes ;
Next, with passing notes in the soprano ;
veee s P | ("
.... tenor;
Lastly R . .. in all the parts simultaneously ;

80 far as they appear practicable, and, according to his taste and judgment (the student having
a8 yet no other criterion), suitable and in kecping with the character of the melody.
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SECOND SECTION.

CHROMATIC PASSING AND AUXILIARY SOUNDS.

A. CHBOMATIC PassiNG NortEs.

THE development of the last section has enabled us to fill up every third or
greater interval with diatonic passing notes. By their insertion, the intervals of the
chords are, in a manner, dissected.

Let us now divide a smaller interval ; viz. a second. As we inserted between ¢
and e the intermediate sound d, so we may insert between ¢ and d the intermediate
sound c§:

In these examples there are several points to be considered :

Firstly ; we here see passing notes introduced which are foreign to the key.
This reminds us of our earliest melodic formations, No. 51, &e.

Secondly ; we find (at 5) three passing notes inserted in the small space of a
third ; if we continue in the same manner, we may pass through the wkole chro-
matic scale,

as we formerly passed through the diatonic scalé, over one single chord, thus intro-
ducing no less than nine passing notes between the different harmonic sounds of the
melody.

Thirdly ; we observe several sounds raised in the melody which appear unaltered
in the accompanying chord ; as, cf} against ¢, gif against g. From this we infer
that depressed sounds also may appear in the melody against unaltered ones in the
harmony, and unaltered sounds against raised or depressed ones:

These combinations remind us of the doctrine of false relations; the passing
sound, ¢}, which appears in one of the parts simultaneously with ¢-natural in an-
other, might be said to create a false relation ; but this case coincides with that pointed

R 2
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out in Appendix M, respecting another though similar combination. The false rela-
tion between these two sounds does not offend, because it is the unavoidable conse-
quence of a rational and consistent development ; nor can it affect the harmony, for
the passing note is no part of it, but belongs exclusively to the melody in which it
appears. .

From this we learn alsv the proper way of naming and writing such passing notes.
A passing note, as the sou