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CHAPTER V.

¥ HARMONIC PROGRESSION.

DIVISION I.

OF HARMONIC PROGRESSION IN GENERAL.

(N

(A) ENUMERATION OF THE DIFFERENT POSSIBLE HARMONIC STEPS.

§ 226.

Havine thus far considered modulation as a connected series of harmonies,
we will now take a more minute and particular view of it analytically, by
turning our attention to ke individual harmonic steps of which a piece of musie
is made up. :

The step from one harmony to another, the succession of two" harmonic
combinations which depend upon two distinet fundamental harmonies, or briefly,
the succession of two fundamental harmonies, may be called, as it has several
times been called already, an harmonic step, an harmonic succession, or an har-
monic progression. In order, however, strictly to define the thing, these terms
should be preceded by the word fundamental, thus: fundamental harmonic
step, fundamental harmonic succession, fundamental harmonic progression ;
or—for the sake of avoiding terms so disagreeably long—briefly, fundamental
step, fundamental succession, fundamental progression.

§ 2217.

We will now, before proceeding farther, make ourselves acquainted with
the extent of the field into which we are about to enter. Let us enquire,
therefore, how many different successions of one harmony to another, or how
many different ways of passing from one harmony to another, are possible or
conceivable.

Inasmuch as every harmonic step consists of two harmonies immediately
suceeeding each other, it follows that

(1.) each of the fourteen harmonies appropriate to a major key may be

followed by one of the thirteen others belonging to the same scale, thus

making 14 times 13 different cases—14x 13 = SRR - F
(2.) eachof the ten harmonies of a minor key may be followed by one
of the nine others, thus making 9 times 10 cases—9 x 10 =  90;
Total, 272

(3.) each of the fourteen harmonies appropriate to a major key
may be followed by one of the fourteen harmonies of either
VOL. II. B
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of the other eleven major keys, thus making 14 times 14 times

11 cases—14x 14 x 11 = - - - - - - 2156;
(4.) each of the fourteen harmonies appropriate to a major key may

be followed by one of the ten harmonies of either of the twelve

minor keys, thus making 14 times 10 times 12 different

cases—14x10x 12 = - - - - - - - 1680;
(5.) each of the ten harmenies appropriate to a minor key may be

followed by one of the fourteen harmonies of either of the

twelve major keys, thus making 10 times 14; times 12 different

cases—10x 14 x 12 = - - - - - - - 1680;
(6.) each of the ten harmonies appropriate to a minor key may be

followed by one of the ten harmonies of either of the other

eleven minor keys, thus making 10 times 10 times 11 different

cases—l0x10x 11 = - - - - - - - 1100,

Total, 6616 ;
and thus we have in all, six thousand six hundred and sixteen
essentially different digressive harmonic steps [7. e. harmonic
steps out of the scale of a key, or from one scale into another].

To these add the above 272 different cases of harmonic steps
in one and the same scale - - - - - - 2725

Grand total, 68S8.

Thus, according to our mode of exhibition, which proceeds upon the sup-
position of only seven fundamental harmonies, and which assumes only fourteen
fundamental harmonies in a major key and only ten in a minor key,—the entire
number of different conceivable harmonic steps is 6888. According to other
systems, which assume a far greater number of fundamental harmonies, it can
scarcely be told to what sum these varieties of progression might amount. (§ 51.)

§ 228.

I canunot believe that this estimate will be misconstrued and regarded as
an exaggeration, under the plea that each harmony is common to several keys,
and that consequently many of the above 6888 cases are reckoned twice, as,
e.g. C:1—G: V,and G: IV V,and F': V. G : V,—examples which
involve the same harmonic succession in each instance, namely, the progression
from ¢ to f}. For, how manifestly different is the harmonic suceession (C—iB,
in fig. 236, 7, £, 7.

(Fig. 236, 7.) , (%)
G =y (—]' ()l o 93‘ r\.l H 4: (. =
£ (@ b= (@) (@) A —~ £ P (6D, T e
| 7anY P ) @ (&3 5 L)
A p==| ‘ﬂ‘.( p) = E(J
U S a5 e J = 9 P snpie
|+ o g=
c:1 Vo1 G:V Gl 7 IVE ik 3V
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(Fig. 236, L. (m.) l R
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In the example, fig. 236, ¢, € as I of C-major is followed by the harmony
#; in £, @ as IV of G-major is followed by the harmony f3; in 7, @ as VI
of e-minor is followed by the harmony jR; consequently these three examples
of the progressions of the fundamental harmonies ¢—#Q are in fact three
entirely different cases. In the example, fig. 236, m, above, as we shall more
fully understand in the sequel (§ 380), @ as I of C is followed by @ as IV of G.

This results from the fact, that, on account of the transition tone f#, which’

could not thus occur before ¢ in C-major, the ear perceives the harmony ¢ in
the second half of the second measure as G': IV, and not as C': I, whereas this
harmony impressed itself on the ear in the first half of the second measure as

C:1. (Thus the tone f4 is in this case a leading tone. Compare § 187-at the
end, and §§ 203 and 380, also fig. 194.)

(B) DIFFERENT SPECIES OF HARMONIC STEPS.

(1.) Steps which are taken in one and the same Scale,—Steps which pass
Jrom one Scale into another.

§ 229.

The collective mass of all possible fundamental harmonic steps admits of
being differently divided, according to the different grouunds of division.

One very essential division depends upon the circumstance whether the two
harmonies following one another both belong to one and the same key, or not.
In the first case (2. e. when one harmony is followed by another which belongs
to the same key), we say of the harmonic step, that it is appropriate to the scale,
that 1t belongs to the scale, or that it is taken in the scale; but in the second
case (7. e. when a harmony is followed by another which belongs to a different
key), we denominate the step a digressive one—a step taken out of the scale.

(2.) Magnitude of Harmonic Steps.
§ 230.

A second division of the different possible progressions of a fundamental
harmony depends upon ke distance of the two fundamental notes of the two
harmonzes which follow one another. That is to say, when a harmony is
followed by another harmony whose fundamental tone is one degree higher than
that of the former, as, e. g. when the major three-fold chord @ is followed by the
major three-fold chord 1} or by the minor three-fold chord ¥, fig. 237, <,

B2
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(Fig. 237, ¢.) (k) () (m)  (n) (o) (p.) (@) _
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we call the progression or step of the fundamental harmony that of @ second,
because the fundamental note €' of the first chord lies at the distance of a
second from the fundamental note 2 of the second chord. And it is to be
observed farther, that the fundamental progression @C—1 is a step of a major
second. So likewise the steps are those of a major second when the harmony
@ is followed by that of ¥7, as in fig, 237, £, above, or when the harmony
is followed by that of 37, as in fig. 237, /, or when the harmony 7 is
-succeeded by that of U, as in fig. 237, m, or when the harmony ¢ is followed by
“that of °f47, as in fig. 237, », &c.— A\ step of a minor second is found in succes-
sions like that in case of @€—fBb, as in fig. 237, o, or @7—4F, as in fig. 237, p,
or e—JF7, as in fig. 237, ¢9. In the same way we denominate such a funda-
mental harmonic progression as that of a—, fig. 238, .

[='¢

(Fig. 238,3) (k) (1) (m.) (n) (0) () @)

_:; |3 S i | ; oo g% K%—'—. 15
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o o-U_o & o o3 e TS o4 g

or that of e—(@%7, fig. 238, £, or that of D—JF47, fig. 238, /, &c. a progres-
sion or step of a tAird ;—an harmonic step like that of (x—, in fig. 238, m, or
that of Q7 —7, in fig. 238, n, &ec. is termed a step or progression of @
Jourth ;—the step in fig. 238, o, is called that of a fif?h or under-fourth ; the
one in fig. 238, p, a step of a sixth or under-third ; that in fig. 238, ¢, a step of
a seventh or under-second.

§ 231.

The above-mentioned different magnitudes of fundamental harmonic steps
may be exhibited to the eye by connecting the two harmonies with a brace and
writing within or under it the figure that indicates the sign of the interval; as,
e. g. below : (Compare § 188*.)

-9 --

=SB0 TR I S N i A I ¢
et % oh 3 g T %
e 3 = = == ——
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5 4 6° 4 7 4 pA 4 1
or,
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e, e pew e poid :—b‘-‘—i—hﬁ s
) S »: [ he
C:1 Vi I v I F:V71 I C:v7 I “F:Vi
5e 4 6° *4 7 4 2 4 1
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§ 232.

Care must be taken not to confound the idea of thirds, fourths, &c. as here applied
to the successive steps of fundamental harmonies, with that of digression into the
key of the third, the fourth, &c. which was the subject of consideration in § 188.

We were there speaking of the succession of “one #ey to amother, of the
re-attunement of the ear to a new key by means of the circumstance that, after
one or more harmonies belonging to a key had been heard, a harmony occurred
which impressed the ear as belonging to another key, and which thus re-attuned
the ear to this new key, in this way dispossessing the previous tonic, and giving
its place to a new tonic note (§ 185) situated at the distance of more or fewer
degrees from the previous tonic note. (§ 188.)

But in the present case we speak merely of the succession of one Aarmony
to another (§226). In § 230, in particular, the only point considered is, whether
the fundamental note of the first harmony is such and such a number of degrees
distant from the fundamental note of the immediately following harmony,
(without considering at all whether these harmonies belong to one key or to dif-
ferent keys, whether the harmonic progression is a digressive one, or otherwise).

The expression “ to digress into this or that interval” refers to the succession
of one key to another; whereas, the expression “the fundamental harmony
progresses or steps into the third, the fourth,” &c. has reference only to the
succession of one harmony to another. The former expression relates to the
distance of fonzc notes; but the latter refers to the distance of fundamental
notes : or, to speak in our language of signs, that which we denote by the suc-
cession of two Italic letters (§§ 121, 153, and 187) is a passing of the modulation
into a new key; but that, on the contrary, which we represent by two German
letters following each other (§ 52), or by Roman numerals (§ 151), is only the
progression of fundamental harmonies—the succession of one harmony to another.

The following example (compared with §§ 188* and 231) exhibits both the
harmonic progression, of which we have been speaking in the foregoing §§ 230
and 231, and the digressive modulations according to the mode of designation
proposed in § 188*: in this figure the nature and difference of the two are very
clearly presented.

-.

-e
- -4 vl -8 -
B8 o Gy ® % e e B 2
e
5 o S

5e 4 6° 4 7 4 2 *4 {

6550 V7 I d: V7 1 If':V7 I C:V1? I F:V7
| J { { ] |
Qe 3 Be o4
§232 bis.

Nor is the progression of fundamental harmonies to he confounded with that
of a part (§§ 40 and 41.)

In the foregoing example, where, from the first chord to the second, the base
makes the step of a fourth from ¢ to £, the harmonic succession from the chord
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@ to the chord %7 (from the harmony of the first degree of the scale to that
of the fifth degree) is the step of a fifth. The following progression (from the
second chord to the third), where the base proceeds a second downwards from
S to e, is, as it respects the successions of the harmonies, a step from @7 to &,
thus the step of a fourth. The succession from the third chord to the fourth,
where the base does not move at all, but continues on the tone e, is a step of the
fundamental harmony to the distance of a sixth, the fandamental harmony pro-
ceeding from ¢ to @7 ;—in connection with the last step, a digressive modula-
tion takes place from the previous key C-major into the key of the second—
into d-minor, &e.

(C.) HARMONIC SERIES OR SEQUENCES.
3 § 233.

A continued succession of harmonic steps which are similar to one another
is called an harmonic series or sequence.

This similarity of harmonic steps may be of several different species.

(1.) Tt may consist merely in the circumstance that harmonic steps of one
spectes of magnitude follow one another ; as, e. g. steps of a second, steps of a
third, &e. Thus, fig. 239, a, for instance,

(Fig. 239, a.) - ()
e — = —m——Q2
'—i o 154 [ 3 P oA e oy . S
- S -y P ) o——o——2
S T S R B — e (5
== B = e PR I
S e . L G a b € v ¢ F &
C v ¢ F & a
e
p— - g (3
EE===ur
J e > -
¢ ¢ x of » F a

is a series of steps of a second,—steps too of different-sized seconds, two being
major seconds, namely, ¢C—, U—¢, and one being a minor second, namely,
¢—JF, &c. Fig. 239, b, above, is another second-series of the same kind.
Fig. 239, ¢, above, is a sequence of harmonies each of which is situated rwo

degrees higher than the preceding, and thus is a progression of fundamental
harmonies by thirds. In fig. 239, d,

(Fig. 239, d.)
W e o
I [ Bt P=®
i e & o o —ars atae
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N i 1 T S 1 e e 0. o Py = e = e o
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each succeeding harmony is situated three degrees, ¢. e. a fourth higher than the
foregoing one; and thus this figure contains a series of fourths. The case is the
same in figs. 239, e and f:

(Fig. 239, e.) £
—H0—He—p—hp—0 S ) — :
=—8—08—p—h» SEanT ey LS ESRray ]
e e e et
J > eify - b O
BT G @1 41 B & ™ B & a1 g7

In fig. 239, g,

(Fig. 239, g.)

R e

[¥A T Pl ] (6. ] [’ = e (&) —

y .4 ) é —— (D] CV (@) =
o — — | - | - ;
T 5 R S O

we have a series of steps of a fifth. In fig. 239, 2,
(Fig. 239, £.) @)
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we find a succession of sixths, or under-thirds ; and infig. 239, ¢, above, we have

a series of sevenths or under-seconds.
The following examples are more complicated. In fig. 239, £, 7, m,

(Fig. 239, k.) @
Ja¥ NI R AT B
Py = (@) (@) S = f I 1 i Hl
( (@) [45) S e o> H 1 L= =
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the fundamental harmony does not proceed by merely one species of interval, but
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moves at one time by fourths, and at another by sixths (under-thirds). This is
done, however, by so regular an alternation of fourths and of under-thirds, that
each successive pair of chords is a symmetrical counterpart to the foregoing
pair, in virtue of the fact that each consists of the progression of an under-third
and a fourth, with the differenec merely that each pair is one degree higher than
the preceding. The third and fourth measures are as it were a copy of the first
and second, differing merely by being on higher degrees of the scale: the first
and second measures together form a group; the third and fourth form a similar
group corresponding to it; the fifth and sixth measures form another similar
group corresponding to the last, &c. The case is the same in fig. 239, .

In fig. 239, o, above, we have a similar successive alternation of fifths and
seconds: here too each pair of measures is virtually a copy of the preceding
pair—a repetition of the same form on another degree of the scale—a fac-simile
of the foregoing group.

Another variety of this species of progression is found in fig. 239, p:

(Fig. 239,p.)

ity ‘
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Here two steps of a fifth follow each other in a continued succession, and form a
group consisting of three chords contained in two measures: this group repeats

itself in the following two measures in the same form, but one degree lower.
In fig. 239, ¢ and 7,

. (Fig. 239,9)
@—o_n—ﬁ.——-—l————"ﬁo— (r-)—gg‘_! T %;E
.- g— ® —
p—e = ; be S

e U

¢ F @ a &
steps of a fourth alternate with those of a seventh or under-second.

§ 234.

(2.) Another peculiar species of similarity in the successive fundamental
steps of a sequence arises from the fact that the successive harmonies are not
merely all simelar to each other, but are absolutely alike,—e. g. not merely
three-fold or four-fold chords, or three-fold and four-fold chords in symmetrical
alternation, but are three-fold or four-fold chords of precisely zhe same species ;
as, for instance, all major three-fold chords, all principal four-fold chords, &c.
We find, in fig. 239, @, J, ¢, g, 4, ¢, k, I, and o, on pp. 422 and 423, exclusively
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three-fold chords; but yet these three-fold chords are not entirely of one sort:
at one time, as is shown by the letters placed beneath, these chords are major,
at another, they are minor, and at another they are diminished. There is, in
fig. 239, d, p. 422, a regular alternate succession of three-fold chords and four-
fold chords ; but these again are of different magnitudes, as the subjoined letters
show. In fig. 239, ¢ and f, p. 423, we have exclusively principal four-fold
chords ;—in fig. 239, m, p. 423, we have the same interchanged with major
three-fold chords. Nearly the same is found in fig. 239, », p. 423. In fig. 239,
m and n, each pair of measures is a new copy of the foregoing, differing only by
being placed one degree higher, for which latter reason it is usual to denominate
progressions of this sort Zranspositions.

§ 235.

It will be perceived that, fundamentally considered, all the harmonies
occurring in the examples @, b, ¢, d, ¢, %, %, £, 1, 0, and p, of fig. 239, pp. 422—424,
are constructed of elements belonging to one and the same key. Fig. 239, 4,
exhausts, in a regularly alternating succession, the entire mass of the three-fold
and four-foid chords appropriate to the key of C-major. But since the harmo-
nies occurring on the different degrees of a scale differ from each other in size,
e.g. a three-fold chord on the first degree, being major, while the three-fold chord
on the second degree is minor, &c. it follows of course that the chords in a
sequence of harmonies in one key are not of the same magnitude: and it follows,
vice versd, that,in case the chords are to be of the same size, the succession
must necessarily be composed of chords taken from several different keys, as
in fig. 239, e, f, m and n, p. 423 (though it is true, indeed, that not every
series composed of harmonies taken from different keys is in all cases of precisely
one and the same magnitude throughout, as is clearly shown by fig. 239, ¢ and
7, p. 424).

§ 236.

It will be perceived from this point of view, that a sequence proceeding in one
key cannot possibly consist of fundamental steps precisely equal in point of
size: thus, e. g. in fig. 239, a and 5, p. 422, the fundamental harmony moves,
it is true, exclusively by seconds; in fig. 239, ¢, p. 42@, exclusively by thirds ;
in fig. 239, d, p. 422, exclusively by fourths, &e.; in fig. 239, o, p. 423,
alternately by fifths and seconds, &e. ; but still, in fig. 239, @ and 3, the seconds
are at one time major and at another time minor; in fig. 239, ¢, the case is the
same with the thirds ; in fig. 239, m, the same holds true of the fourths, &e.; in
fig. 239, 0, we have at one time major seconds and at another minor seconds; and,
in case the series is continued farther, we have here also at one time major fifths
and at another minor fifths, &e.

This, moreover, is a very natural fact: for, it results necessarily from the
circumstance that the degrees of the scale are not all of the same size.
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§ 237.

It is perceived also from the same point of view, that, while no sequence of
chords of equal magnitude can be constructed out of the chords of a major key,
no unbroken series whatever, consisting exclusively of harmonies appropriate to
the minor key, can be carried entirely through the scale of that key; for, in the
case of the minor key, harmonies are not to be found on every degree of the
scale, as they are in the case of the major key, but the series of chords appro-
priate to the former has several chasms in it. If, e. g. we should undertake to
form a series of seconds from the tonic harmony upwards, in e-minor, as in fig.
239, bb.

(Fig. 239, 35.) (dd.)
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we should find, on coming to the second step, that a harmony is wanting on the
third degree of the scale (§149). The same thing occurs in the sequences
exhibited in fig. 239, dd, above, as also in every other sequence which can be
constructed in the minor key by transforming any one of the major key examples
found in fig. 239, a—r, pp. 422—424, into the minor key, as in fig. 239,
g9 and Ak :

(Fig. 239, gg.) (kh.)

—— e~ f o we—®
—.—-.—W—H_—._H: ——@ we @ -
—— o5 S e e —— o — 0 090 —e——
o H3w_wivie— -l et wit e Tl

- - _ r- - — T#—.- — e —

- - - e o

a @& b F ogf v a a F u ob gh @ a F

Certain other infelicities which connect themselves with this case, as it
respects the appropriate flowing progression of the parts, are not here to be
taken into the account. There are indeed some instances of progressions in
pieces written in the minor key which resemble these sequences; such, e. g. as
those in fig. 240:

(Fig. 240.) My Op. 15.
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but passages of this kind, as we have already seen in §§ 131, 211, and 379,
always depend either upon foregoing digressive modulations, or upon transition-
tones, or mere apparent chords. Compare fig. 169, ¢, £, p. 265, and fig. 215,
p- 361.
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§ 238.

(3.) The symmetry of a sequence may be heightened by placing all the
chords in one position, or by giving them all alike one species of transformation.
Thus, e. g. in fig. 239, 5,

(Fig. 239, b.)
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all the chords are in the first inversion, the fundamental tone being at the top
and the original fifth in the middle. The example in fig. 239, ¢,

(Fig. 239, i.)
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is of a similar character.
In examples, fig. 239, ¢, d, 9, 4, k, 0, p, g and r.

(Fig. 239, c.)
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tone is uppermost, at another its fifth, and at another its third; in example p, at
one time the fifth is uppermost and at another the third.
In example, fig. 239, e.
(Fig. 239, e.)

B Gr @1 f1 B
the intervals of one chord occur in an uninverted position, while those of the
other appear in the second inversion. In the example, fig. 239, f.

(Fig. 239, f.)
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consisting exclusively of principal four-fold chords, all the chords appear without
the fundamental tone and with the minor ninth, while the one chord stands in the
second inversion and the other in the fourth. In examples, fig.239, 7, 7 and #,

(Fig. 239, 1.) (m.)
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uninverted chords alternate with chords in the first inversion, In example e, at
one time the third of the fundamental tone is uppermost, at another the seventh ;
while, in example f; at one time the ninth of the fundamental tone is uppermost,
and at another the fifth. In example Z at one time the fifth of the fundamental is
uppermost, and at another the third; in example m, at one time the fundamental
note is highest, and at another its fifth. In a like symmetrical manner, in 2 also,
the same position of the upper intervals regularly recurs at every successive
group. ¢

§ 239.

(4.) A series of successive harmonies is the more symmetrical when these
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harmonies are all altke in respect to the rhythmical accent. In fig. 239, 7,
p- 423, e. g. the one harmony alternately falls on the heavy part of the measure,
and the other on the light: it happens also, in connection with this circumstance,
that all the chords falling on the first half of the measure are alike in respect to
position, as are also all thosé falling on the second half. This is the case in
example, fig. 239, g, p. 423, as also in fig. 239, d, p. 422:in the last case,
moreover, a four-fold chord regularly falls on the heavy part of the measure,
and a three-fold chord on the light. In like manner also, in fig. 239, », p. 423,
the same group of three fundamental successions regularly recurs on similar
parts of the measure. In fig. 239, m, p. 423, this order is disturbed,—a circum-
stance which again produces a peculiar effect.

§ 240.

It is readily perceived, that these sequences may be infinitely varied,
according as we arrange into a successive series either merely three-fold or four-
fold chords, or both together, either chords that are merely similar or those
which are exactly alike, at one time all in the same position, and at another
interchangeably in different positions, at one time recurring on like parts of the
measure, and at another alternately on opposite parts of the measure.—The
different possible eombinations in this case are almost endless.

As to whatever also pertains to the subject of sequences, nothing farther
need here be said. It is enough merely to have become acquainted with their
different species. The rules which are to be observed in the construetion of
such modulatory successions of tones are no other than the rules of all other
modulations; and, accordingly, we have nothing peculiar to say in this connec-
tion, relative to the merits of particular sequences, or of particular modulations
occurring in a sequence, or relative to any other rules to be observed in the
case. All we have to do, on this point, is simply to refer to the general rules
with which we have in part already become acquainted, and which in part we
are about to learn in what follows.

(D.) REMARKS ON THE RESPECTIVE MERITS OF THE DIFFERENT HARMONIC
STEPS IN GENERAL.

§ 241.

The 6888 different fundamental successions enumerated in § 227 are all
essentially diverse from each other; no one is exactly the same as another,
but each has its own distinct and peculiar merits. Nay, more! Each appears
again in an entirely different light, according to the difference of circumstances
under which it occurs, so that one and the same succession, under certain rela-
tions and circumstances, in certain situations, inversions, permutations, or other
transformations of the one or the other chord, or of both at once, introduced on
one or another heavy or light part of the measure, and under this or that parti-
cular combination of circumstances, produces at one time entirely a different
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effect from what it does at another. By this means, the 6888 essentially
different cases become multiplied perhaps an hundred-fold, or rather almost into
infinity.

(1.) Thus, e. g. an otherwise unusual and repulsive harmonic succession
may sometimes be rendered less harsh and disagreeable by introducing in it a-
somewhat slower grade of time ; for,in this case, the ear has more time to com-
prehend, digest, and reconcile itself to the succession, though the latter be in
itself rather foreign and unnatural.

(2.) It often makes a great difference also, Whether the two harmonies
following each other are both in their original form, or whether one or both of
them appear under some fransformation, and also in what position the two
chords occur. In fig. 241,
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the fundamental progression @7—a occurs four times, and, in each instance,
moreover, as C':V7 vi. In the first. case, however, the two harmonies appear
in their uninverted position, while in the second they are both inverted; in the
third and fourth cases, (%7 occurs in the second inversion, with the major ninth
and without the fundamental tone. Every one perceives, that here the very
same fundamental step sounds far more agreeably in the first position, than it
does in the remaining three.

(3.) Many harmonic successions are rendered more agreeable by the fact
that one or more tntervals of the first harmony are continued in the second ; as
e. g. in fig. 197, ¢, p. 346, the tones e and ¢ of the chord & had already been
heard in the chord €. By this means the harmenic succession sounds far more
soft and flowing than it would if the two harmonies followed each other in less
neighbourly positions, as they do, e. g. in fig. 197, £.

(Fig. 197, k.) J o 4 o it
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Such a previous introduction of one or more tones of a harmony which is

about to appear, may be considered as a sort of preparation of it. (See § 107,
p. 240.)

The transitions from C-major to b-minor, in fig. 201, 7, p. 349, and partially
also that into B-major, in fig, 201, m, p. 349, are of a similar species.

(4.) Again, much often depends upon the circumstance whether the one or

T

fay
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the other of two successive harmonies falls on a heavy or on a light part of the
measure. Thus we have already observed, in § 114, that the step from a three-
fold chord, or even from a four-fold chord, to a secondary four-fold chord, takes
place most conveniently on a heavy part of the measure, while the reverse
progression is best made on a light part of the measure, so that the secondary
four-fold chord always comes to stand on the heavy part of the measure.

(5.) The degree of loudness or softness of performance may also have
influence. 'The energy and decision with which an harmonic succession, not very
acceptable in itself, makes its appearance, as it were takes the ear by force,
whereas the very same succession, presenting itself with less boldness and
decision, would be rejected by the ear. It is for this reason, that so much is
admissible on the mighty organ, or in full vocal or instrumental choruses, which,
presented with a less imposing power of tone, would not be received.

(6.) An harmonic succession, which would otherwise be repulsive to the ear,
may often be rendered more acceptable by occurring in an harmonic series.
The harmonic succession °vir—ii1, or IV—°vii, is, when taken by itself, rather
disagreeable ; but in a series, as in fig. 242, /,
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it is far less so* ; for, as there are here several successive steps of fundamental
harmonies at the distance of a fourth, one, so to speak, gets into the habit of
hearing progressions of this species, and therefore the more readily welcomes, in
this series, the progression of a fourth in the case of IV—°v1r and °vir—ir.—

Compare fig. 243, ¢, and £.

(Fig. 243, 1.) MOZART.
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* Figs. 242,7 and £, not referred to by the author, are probably only giver as exam-
ples of the steps of the karmonic series named above.—Eb.






434 HARMONIC PROGRESSION.

(Fig. 243, %, continued.)
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(7.) Two harmonies which, in case they occurred in the course of the same
musical period, would justly be regarded as making a harsh and grating
harmonic succession, become less offensive, provided the one stands at the close
of a period and the other at the commencement of the following period. This
is, indeed, very natural; for, by this means, they cease to stand in so close a
connection with each other.

This is very especially the case after a dominant pause, <. e. a pause or rest
on the harmony V. In fig. 244,
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after a pause on £V, or -V, the harmony 4b.T occurs, very suddenly and
unexpectedly, it is true, but yet with very beautiful effect. So also, in fig. 245, 7,
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(to quote a very familiar example), after the harmony #':V, with which the

period terminates, 4b:I immediately occurs in the commencement of the

following passage,—(This last harmonie succession would be still farther very

materially softened by observing the suggestion made in No. 3 of the present

section ; somewhat, e. g. as in fig. 245, £.) :
(Fig.245, k)
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In the example, fig 197, <, also, p. 346,—an example which has already
several times been referred to,—the succession of what would otherwise be very
foreign and dissimilar harmonies and keys, is essentially softened by the inter-
mediate pause on the fifth.

(8.) Another very effective means of softening many otherwise harsh
harmonic successions, particularly those which involve a transition from one key
to another, is equivocalness. The ear much more readily reconciles itself to
many harmonic successions which would otherwise be offensive, when the chord
immediately preceding the transition into a new key leaves the ear in doubt as
to the key. (§ 223, p. 374.)

Examples of this kind may be found in § 219, pp. 368—371. In fig. 204, o,

p- 371, for instance, the ear, at the chord [¢, f a df or eb], is really in doubt in which
key it is; and when the harmony A3b occurs immediately afterwards, the ear
readily assumes it to be the tonie, though Bb-major is but very remotely related
to the previous key, a-minor. It might be said, that the ear, which, for a moment,
is without the resting point of a definite centrality, and accordingly feels as if it
were lost, therefore the more readily seizes any key that presents itself, and that
too usually with eagerness, just for the sake of being somewhere at home again.
But, on the contrary, this same digressive modulation from e-minor into Bb-
major in the following case, fig. 204, #,

(Fig.204,n.) |
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(compare § 208) seems far more foreign, because the chord which here imme-
diately precedes the three-fold chord 33b is not, as in fig. 204, 0, p. 371, really equi-
vocal, but, from its connection, its position, and its form, it pretty clearly presents
itself as being in a-minor.

In the example before adduced, a chord preceded the digressive modulation
which left the ear in doubt as to the key. Buf an otherwise harsh digressive
modulation may be softened by preceding it with a chord which, even if not
really equivocal, still, in itself considered, may be found in the key into which
the digressive modulation is to be made. For example, in fig. 246, ¢,

c2
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So also, in fig. 248,

(Fig. 218.)
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a digressive modulation is at first made from G—major into @-minor; afterwards
into /-minor, and finally into F'#-major. (I say, at first from G into a;

that is to say, the e}l in the second measure much more naturally strikes the

ear in the first half of the measure as T, thus making the fundamental harmony
to be @87 with a minor ninth, while the chord, which should properly be written

[d git b T] is written in the form [d g b e#] merely to accommodate the
following harmony, €47, § 224.) Now the digressive modulation from G-major
and g-minor into f#{-minor and F'f-major is very foreign, and would be very

harsh, were not the preceding chord [d gi b eff or T] common to the keys a-minor
and ffi-minor, and equivocal in the fact that, in itself considered, it may be
found likewise in f%-minor (as V7 with minor ninth.)—Indeed, if we consider
also that the chord in question might also present itself to the ear as @7, it
may be regarded as actually equivocal, and this digressive modulation may thus
be considered as of the same species with that before-mentioned in fig. 204,
o, p. 371.

Another example of the same species is the celebrated transition from Bb-
major, or properly from Zb-major, or through Zb-major, into D-major, in
fig. 249 :

(Fig. 249.) MOZART.
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That is to say, the ear in this case takes the chord [Bp d T gt 1 ?], in the
third measure, properly as [Bb d T ab d T], hence as Zb: V7 (§ 194), at least
on hearing it the first time. (For, the fact that Mozart wrote the tone gif or

ap, as gif, in order to accommodate the approaching digressive modulation
(§ 224, at the end) is not perceived by the ear.) Thus, the chord preceding the
new D:I is not, taken according to the connection, really equivocal, but merely
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Here the phrase expressed in the first two measures in ¢-minor is immediately
repeated in the following two measures in d-minor. The new commencement
of a phrase similar to the foregoing, which takes place at the beginning of the
third measure, is unhesitatively taken by the ear as a new commencement in
d-minor; and this succession of two passages in keys so little related to each
other would be sufficiently harsh, were it not for the fact that a softening effect
is produced by the equivocalness of the second half of the second measure. At
this point the tone gff, which occurs in the vocal part, strikes the ear, now attuned
to c-minor, as ab, and hence as the ninth of the fundamental harmony %7 ;
but it might perfectly well be regarded also as a transition tone—g#—to a of
the following harmony (and indeed, after the passage has several times been
heard, it comes at last to be actually regarded in this light). This equivocalness
materially softens the harshness of the transition; and an incidental circam-
stance, which contributes to the same result,is the fact that d-minor is the
principal key of the whole piece—a key to which the ear very naturally recurs,
even independently of any other cause; and, finally, we may still farther bring

into account the fact that the harmonic combinations [g#f T d]and[gh d b]
present a harmony which is in itself equivocal between %7 and (27, and which,
regarded as @27, points, as a dominant harmony of transition, to d-minor; and
accordingly, if, after the rest in the base, the vocal part be taken as the base,
the case assumes the shape presented in fig. 251, £

(Fig. 251, &.)
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Instances of a similar character are to be found also in figs. 252 and 253 :

(Fig. 252, 1.)

* B10o

bgbg

>~ o
[ YOS I = 'L"«SA ﬁﬁi 7N TS
IO #F TEF O e o Fo— : 2
#S *_O e
O i et b
@) ~ :
g foo bgl el pd
N s D(J —bQ
L SO & N A — : —
() [ S )L ) o =
(Fig. 253.) e ~ MOZART.
ety . [ - : | £
—H g T T = —r=a f
= ) e L M e
S -y
[ ber = « £
| Y I
N Ol & b= (@ —— b .‘f\\?_
D (@) =Co A = - ® iﬁ oL
Dt - B S = i) 3
L4 ) f ) Oy ~———

In like manner, in fig. 235, measures 24—26, p. 411, the transition from
¢b-minor into the widely remote key c¢-minor is made by means of the dimin-
ished three-fold chord common to these two keys. Let it be attempted, on the
contrary, to make this transition without any such means of softening the effect,
and by the immediate introduction of the unequivocal four-fold %7, as in fig.
235, {, p. 414, and it will be found, that all the harshness which had in the
former case been concealed, will here again make its appearance.

The digressive modulation from C-major into »-minor, occurring in fig. 201,
Z, p. 349, and already remarked upon in § 241, No. 3, is also, in the same
way, as well as by the circumstance there mentioned, favoured by the chord

[G dDb ], which,as [Gd b ef], is to be found also in b-minor. The same
is true to some extent, even of the transition into B-major, in fig. 201, 7, p. 349.

Compare also fig. 132, p. 212, which has been several times mentioned
already (§ 91, § 189 Remark, § 194, § 208).

So, likewise, in fig. 203, p. 350, the harmonic step from C-major into the
remote /-minor is very much favoured by the fact that the chord ¢, which occurs,
also in /-minor, precedes the chord .—Moreover, it may, perhaps, be main-
tained, that in this example even the harmony ¢ does not altogether unequivo-
cally strike the ear as 111 of C-major: for, as the harmony 111 is not in itself
very natural and familiar to the ear, and indeed we may say is rather unusual
(§ 147, No. 3), and bence the ear is not, in general, particularly inclined to take
a harmony for 111, so here, if the harmony ¢ is struck again in the second half
of the second measure, the ear will begin to doubt whether it should not take
this ¢ as something else than as C': 1.

The digressive modulation from ¢-minor through d-minor into A-minor, in
fig. 224, 7, p. 374, is of a similar species, as is also that in fig. 224, %, p. 374,
where harmonies belonging to 4-minor and Bb-major immediately follow each
other. The case is the same also with the succession £b:V7 d: 1, &e.

(9.) It is to be observed farther, that those digressive modulations which
are effected by the sixth-fourth position of the new tonic chord (§ 207, at *1)



RESPECTIVE MERITS OF DIFFERENT HARMONIC STEPS. 441

are the most agreeable, so that we may in this way not only pass into very remote
keys, but this mode of modulating is for the most part of peculiarly fine effect.

Thus, e. g. the transition from Bb-major or Zb-major into D-major, in fig.
249, p. 437, already referred to, is favoured, not only by the equivocalness of
the preceding harmony, but also by the fourth-sixth position of the chord .

In fig. 253, p. 440, also, where a new passage commences with Db 1, after
S:V7 or 4b-V7, the transition is of -a peculiarly happy effect, from the union
of several favourable circumstances, namely, the fourth-sixth position of the new
tonic harmony (§ 207), the preceding rest (adverted to in No. 7 of the present

section), and the equivocalness of the chord [g db e Tb].

In fig. 251, 4, also, p. 438, the coming in of the horns with [A a] tends to
beguile the ear into the impression that the new phrase in d-minor actually
commences in the fourth-sixth position, as in fig. 251, £, p. 439.

The same will be found to hold true in most of the digressive modulations of
this species which are referred to in figs.200 and 201, pp.348 and 349. It must
not be overlooked in these cases, however, that in many instances the transition
is facilitated also by the equivocalness of the foregoing chord and by other
favourable circumstances, as has been in part already observed.

Such passages as those in fig. 2533, ¢ to p,
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where the decisive tonic fourth-sixth chord follows a chord which may be
regarded as its dominant of transition, are also particularly agreeable to the ear
in this respect. The digressive modulations in figs. 249, 251, 252, £, 253, &c.
pp- 437, 438, 440, are of a similar species.

Numerous otker circumstances of every sort, some of which cannot here be
explained at all, but to which we shall hereafter call attention in particular
cases that will occur, may contribute very much to soften the harshness other-
wise attendant upon the succession of harmonies, even if not in some cases
entirely to remove it. One of these circumstances is a perfectly natural flow of
the parts. So also mere single transition-tones, suspensions, or intermediate
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transttion or apparent chords, often contribute to render harmonic successions
which would otherwise be harsh, very peculiarly smooth and agreeable.

§ 242.

It will at once be perceived from our present view of the matter, that the
merits of the different possible harmonic successions and of all their various
possible combinations, can by no means be disposed of by a few general maxims;
and that a concise answer to the questions, “ what harmonies may follow each
other? what harmonic successions are good, and what are objectionable ?”
cannot be given. No class of harmonic successions admits of being pronounced
good or bad universally, none can be approved or reprobated in the gross; and
whoever should here attempt to establish a universal precept, would, as a matter
of course, either deceive himself or others; because such universal maxims
would not apply to cases so multifariously and essentially unlike. No! He
who would fully answer the above questions and would determine the precise
extent to which each harmonic succession is good or ill—is flowing, agreeable,
repulsive, harsh, or even wholly to he rejected, would have no less a task to
perform than that of going over individually all the 6888 different cases, and,
subjecting each by itself to a separate and distinct examination, settle its own
peculiar merits, and that too under all possible combinations, and under all the
various circumstances that can be connected therewith. This would be a huge
undertaking indeed, one which folios would scarcely be sufficient to accomplish :
it would require books too voluminous for anybody to read, even if anybody
could be found to write them.

In the alternative, therefore, of either unqualifiedly laying down universal
affirmations as to the merits of entire classes of harmonic successions—affirma-
tions which would at best be true only to a limited extent, while in all other
cases they would necessarily be false, or of falling into an interminable strain of
detail,—and for the purpose of keeping ourselves equally far from a deceptive
universality on the one hand, and from a tedious course of detail on the other—
for the sake of neither presenting as entire what is really incomplete, nor of
pronouncing an extended and tiresome critique upon every individual case, we
propose to pursue a middle course in the matter. We shall pass over the ertire
field, it is true; but yet a minute examination of every foot of the ground we
shall by no means attempt. Of the much that might be said upon the different
cases oceurring in these classes, we shall exhibit only that which seems most
important, without any view to furnishing, in these individual sketches, any
thing like a complete theory of harmonic succession. All the rest we leave to
each individual’s own correct musical feeling ; and it very fortunately happens
that this property itself, without theory, and often, as past experience has
already shown, even in spite of false theories, is, in practice, a pretty sure guide.

Many, moreover, may find it an interesting exercise, ultimately, to go
through, by themselves, all the different harmonic successions, according to the
divisions made below, and to ascertain whether and in what way this or that
harmony can be struck after one or another, &c. By this means one will some-
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times unexpectedly fall upon new and often very effective harmonic turns
which otherwise would never have been thought of. (It is true, indeed, that
egtnners will not be able to institute researches of this kind with entire sue-
cess, so long as they are not familiar with the laws which relate to the con-
duct of parts.)

According to the view which has been taken, from § 241 to the present
place, there is not a single harmonic succession which we should be able abso-
lutely and unconditionally to forbid. It is indeed true, as we shall find even
in our proposed survey of the field, that many successions produce a very
strange, unnatural, and often extremely repulsive effect. But such successions
may not only sometimes be very much, and often, indeed, entirely softened
technically, by circumstances of the kind mentioned in § 241, but, regarded in
an ®sthetical point of view, even that which, in respect to art, is foreign and
unnatural, and which is to some extent harsh, and indeed that which is positively
rough and irregular, may, when used in #ke right place, be entirely proper and
of very happy effect.

REMARK.

The doctrine of the different harmonic successions and of their various merits is also,
like many others, found in our books of instruction in a very sad, and one might even
say pitiful, condition.

Most writers cut the matter short and pass over the subject altogether.

A few others who touch upon it, do it in so superficial a manner, that it would have
been better if they had not treated it at all. They propose, namely, to despatch the
subject by giving, on a page or two of their books, at best a few rules, intended to show
“ by what intervals the fundamental harmony, or, as they term it, the fundamental base
(%) may move,” ¢.e. whether steps of a second, third, &e. are allowable in the funda-
mental harmony, &c.

Thus, e. g. Rousseau* teaches that there may be three different progressions of the
so-called fundamental base, and only three, namely: 1. < Monfer ou descendre de
Tierce ou de Sixte—the ascent or descent of the third or the sixth; 2. De Quarte ou de
Quinte—of the fourth or the fifth; 3. Monter diatoniquement aw moyen de la Disso-
nance qui forme la liaison (which I do not understand!) ou par licence (See Remark
at §107) sur (?) un Accord parfait. Quant d la descente diatonique, c’est une marche
absolument interdite & la Basse-fondamentale, ou tout au plus tolérée dans le cas de
deuz Accords parfaits consécutifs, séparés par un repos exprimé ou sousentendu :’’
(here again an ellipsis!) cette régle n’a point d'autre exception, et c’est pour n’avoir
pas démélé le vrai fondement de certains passages, que M. Rameau a fuit descendre
diatoniquement la Basse-fondamentale sous des Accords de Septicme, ce qui ne se peut
en bonne Harmonie :"’—* The diatonic ascent by the dissonance which forms the con-
nection ; or, by license, in a perfect chord. As it respects descending diatonically, it is
a progression absolutely forbidden to the fundamental base, or, at most, tolerated only in
the case of two consecutive perfect chords, separated by a rest either expressed or
understood :—this rule has no other exception, and it is from not having discovered the
true fundamental of certain passages, that Mr. Rameau has made the fundamentai base
in the chord of the seventh descend diatonically—a thing which is incompatible with
good harmony.”

* In Lis Diction. de Mus. art. Basse-fondamentale.
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Here, then, we find expressed in a few lines the entire code of laws which are to
determine what modulation* may do, and what it may not do!

Now who does not see how impossible it is to pronounce decisions of this character
which shall be universally applicable? How many entirely different questions, e.g. are
involved in the single one which follows; namely, are progressions of the fundamental
harmony by seconds to be deemed good or bad, allowed or forbidden? After a chord
whose fundamental tone is ¢, e. g. can another follow whose fundamental tone is a major
or minor second higher than c?

If, namely, one will compute how many essentially different major or minor second
steps may occur to a major, minor, or diminished three-fold chord, or to a principal or
secondary four-fold chord of this or that key, from each of the fourteen harmonies
belonging to a major key, or the ten harmonies appropriate to a minor key, he will find
that there may be neither more nor less than 1152 steps of a second, each of which is
entirely different from the others, each is an entirely distinct fundamental progression :
576 of these steps of a second being minor, and an equal number being major. For,
reckoning, first,

(I) Theménor second steps of the fundamental harmony ; there may follow
(4.) in @ major key,
(1.) after a three-fold harmony, and in the first place,
(a.) after that of the first degree,
(a.) another three-fold harmony, and that too, e. g. in C-major, either
(aa.) a major three-fold chord, and thus, in C-major, the three-
fold chord Bb may follow that of €. But this Bb may be
at one time Db:1, at another Gb:V, at another 4b:IV,
at another gb: V, and again f: VI—(see table a, p. 204);
—thus making five different minor second steps - - 5
(bb.) or there may follow after C:I the minor three-fold har-
mony of the next degree, namely, pb. This harmony also
is at one time Cb:11,at another Bbb: 111, Fb:vI, ab:1v,
or db:1—(see table b, p.295); thus making five other
minor second steps - - - - . . . 5
(ce.) or there may follow after C:I a diminisked three-fold har-
mony, namely °yb, which harmony has three different
meanings (see table ¢, p.296); thus giving us again three
different species of minor secondsteps - - - - 3
Altogether, thus far, amounting to - - - 13
(b.) We find, in like manner, that four different four-fold chords
may follow the three-fold harmony of the first degree of the
major key; in C-major, e. g.
(aa.) the principal four-fold chord Bb7 in two different relations

(see table d, p. 297) - - - - S é - 2
(bb.) the minor four-fold chord in four different relations (see
tablee,p.298) - - - . . . . . 4
(cc.) the four-fold chord with minor fifth in two different rela-
tions (see table f, p.299) - - - - S )
(dd.) the major four-fold chord in three different relations (see
table ¢, p.800) - - . o o o0 wletulg
Making again - . . . - . . 11
Total thus far - - S - - A & 24

* It will be perceived that the term ‘ modulation  is here used in the sense of har-
monic progression.—TR.
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priety, upon the merits of an eutire class of fundamental progressions so essentially
diverse?!

But notwithstanding all this, our writers find it, as we have seen, a very easy matter
to pass sentence in this very way. It is very plain, however, that such a proceeding has
been abundantly productive of the most serious and palpable errors.

We will mention a few, by way of example; and as we have just been speaking
above of second progressions, we will begin with these.

These progressions, as above observed, are all very summarily forbidden in our most
approved systems of musical doctrine. Now, I must be permitted to ask, have those gen-
tlemen, as they forbid, at a single stroke, all possible steps of a second, examined all the
1152, and much more the 2304, different possible second progressions of the fundamental
harmony, and that too under all possible circumstances and combinations of circum-
stances, &c. &c.?? or have they most frivolously issued their interdict without such
examination?—or do they know how to adduce some fundamental principle from which
the musical impossibility of such progressions would follow @ priori? ?—plain questions,
whose answer is readily given by the first look at the hundreds of second progressions
occurring in every piece of music that comes to hand.

I ust be allowed, farther, to subject some of those prohibitions to the test of expe-
riment and of a good musical ear.

According to the passage quoted from Rousseau, as we have seen, progressions of a
second are one and all comdemned at a dash! Rameau also, coinciding with this view
(in & Alembert, §§ 36 and 37), demonstrates, from the most learned considerations, that a
three-fold harmony can by no means be followed by another three-fold harmony on the
next degree of the scale: e.g. @—u, and least of all when both three-fold harmonies
are major: e.g. C—MB.

According to this view, all the progressions occurring in the examples hitherto exhi-
bited would be faulty and bad.—(And I here perceive with no little dismay, but, alas, too
late! how criminally I offended against Rameau and Rousseau, when I began the first
Allegro of my Te Deum laudamus with a whole series of harmonic steps of the descrip-
tion I—11 and V7—vi—! Fig. 254.)
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Marpurg ventures, indeed, in his remark (10) on Rameau’s system, to undertake the

defence of such second progressions. But on what does he found his defence? It is
true, says he, that the second progression in fig. 255, ¢,

(Fig. 255,1.)
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is not natural to the fundamental base; but art here comes in to the help of nature.
The progression would be natural, if it were as in fig. 255, £,

(Fig. 255, k.)
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that is, if a (k-chord stood between the (T and the B-chord :—now ! in fig. 255, ¢, above,
the @i-chord is merely——omitted.—Thus * a second progression in the fundamental
base is an elliptical progression.”

But what sort of a justification is this! For, such an ellipsis or omission having
taken place, the chords € and 1 still immediately follow each other, after all!'—Do not
explanations of this species form a worthy counterpart to the elliptic resolution already
adverted to (in the Remark on § 107, p.240)? In either case, and in all cases of the
kind, the argument is nothing more nor less than reasoning in a circle ; namely, the
progression would be right, if it were otherwise ; hence, it is right as it is, for one has
only to conceive it to be otherwise.

Kirnberger also expresses himself, in general, very much against progression by
seconds, and really tolerates* none but the following: 1—ec117. But, in his Science of
pure Composition (Kunst des reinen Satzest), he allows again, in general, the second
progression (1) from a major three-fold chord to a minor one, e. g. €—¥ or GG—a;
(2) from a minor three-fold chord to a diminished three-fold chord, e.g. a—°b; (3) in
the minor key, the succession V—VI; and by way of exception also,7v—YV in the minor
key; (but not IV—V in the major key). 5

It truly gives me pleasure to observe, that, by these precepts, Kirnberger absolves
me again from my sins against Rameau and Rowusseau; but even after such liberal
principles, still a multitude of second progressions remain forbidden according to Kirn-
berger, which are not so according to the ear, which daily occur, and which are regarded
by the best composers and hearers as free from fault.

Even the constantly occurring succession ff—, in C-major, e. g.still remains under
prohibition.

It is true that Kirnberger would be far from maintaining that it sounds ill to pass
directly from the harmony - to that of & in a passage in C-major ; but the harmonic
succession Ff—@ (so he teaches in section 22 of his “ Wakren Grundsitze,” p.52) in
this case is not to be understood as it stands—not as ff—x, but as ff—07—, and the
middle chord ¥7—is merely again—omitted...... (another ellipsis!).

Likewise the universally received succession V7—vr, &7—a remains, according to
Kirnberger, forbidden, and that too as a second progression; but, under the same
denomination of an elliptical harmonic succession, it is afterwards again allowed. The
chord [G B d f}, says Kirnbergeri, is not, in such cases, to be understood as &7, but as
being really the chord [E G B d f], and consequently ¢7 with the ninth, f. Only the
fundamental tone E is again—omitted. (Why does Kirnberger allow the succes-
sion @"—4f in the minor key? why does he not then also explain the chord &7 as
[CE G¢ B d]?—or, if he allows &’—f without an ellipsis, why not also, in like
manner, &Gi—a?)
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* In his Grunds. zum Geb. der Harm. (§22, pp.51 and foll. and in the Nacker-
innerung). .

+ II Theil, 1 Abschn. 1. Abtheil, page 14.

1 Kunst des reinen Satzes, I Theil, page 62.
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(Fig. 257, 1.)
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Here again we have a word instead of the thing. At first it was an ellipsis, now it is an
anticipation.—But, even after this new invention of a word, the question still remains
wholly unanswered : if the fundamental harmony of the first half of the second measure
is 4, with what propriety does the note d stand in that place—a note which even consti-
tutes the distinguishing sign between f and ¥? With what propriety could this d, foreign
to the harmony #, occur unprepared in the heavy part of the measure, and continue un-
resolved ?

This was one of Kirnberger’s modes of explaining such series of seconds. The second
is called refardation. We may also, he says, suppose to such a series the fundamental
harmonies which are indicated in fig. 257, m,

(Fig. 257, m).
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and in this way it is strictly to be understood as presented in fig. 257, =,
(Fig. 257, n.)
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only, in fig. 257, m, the two under parts are retarded, and first make their appearance
with f and @ at the third quarter, instead of the second. Thus, in fig.257, m, the tones e
and g, still continuing at the second quarter, would be suspensions of f and a, prepared
on the heavy part of the measure, dissonant on the light, and resolved on the following
heavy part!

In like manner as our theorists are accustomed to prohibit the progression of the fun-
damental harmony by one degree upwards, they have also laid their interdict upon pro-
gressions by the same degree downwards; as, e.g. in the passage above quoted from
Rousseau, or in Kirnberger, &c.

‘With renewed amazement, I here again observe the fundamental succession 11—I
several times-successively recurring in fig. 254, p. 446! Of a similar character foo are
the progressions I'V—r111—11—TI, in fig. 258,

VOL. 1I. D



450 HARMONIC PROGRESSION,

Tepo o4 B | e
@B_“”&:FPF—F‘—‘P_ e e S

J I = § I 4
Do - minus De - us. Sa. - - ba- oth
[ T N
s JJ |4 & G

= —"'—P—I'—"

&€ |

'n-nﬁ_ 7 ! iHE p ' . =
D:IV 1 i I V7

V—IV—1u—11—1, in fig. 259,
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IV—i1—i1 in fig. 260.
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And yet, who has ever heard that passage of the Sanctus in Mozart's Requiem, found in
fig. 258, above, without being enraptured by its majesty? Who can hear, without emo-
tion, Gluck’s overture to Ifigenia, fig. 259, above? 'Who can fail of being inspired by
the splendid Gloria of Vogler's Mass, in d-minor, fig. 260, above?

Are we prepared, then, to expunge the passages from the works of Mozart, Gluck,
Vogler, and others, as faulty? or rather will we not expunge the prohibition of them from
our books of instruction ? )

The succession 11—1I, in the fundamental (§ 56) or uninverted position of the chords,
is, according to Kirnberger, particularly faulty.* But, so far as I can perceive, this
succession of chords, in fig. 261, ¢ and %,

(Fig. 261, 1.)
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does not, to say the least, sound so ill as to merit rejection. Shall we, then, uncon-
ditionally prohibit successions of this species? Are we prepared, e.g. to strike out the
passage in Mehul’s Une folie where Carlin’s waggish simplicity is expressed in a most
perfectly humorous manner by means of this very succession of harmonies !—Fig. 262.

(Fig. 262.)
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Others, again, e. g. Vogler* and his apostle, J. H. Knecht, absolutely forbid the
immediate succession of two three-fold harmonies standing on two proximate degrees of
the scale, in cases where both chords are of the same species, namely, either both major
or both minor, e. g. F#—&, &G— 4, or Y—¢, ¢—1.

It is true, indeed, that this theory does not forbid such progressions as 11—1I in fig.
254, p. 446, &c.: but yet a multitude of others it does prohibit; e.g. 11—111, 11111,
IV—V, VIV, &ec.

Now, in the first place, as it respects the succession of ¢two major three-fold chords,
enough has been said already. But as regards minor three-fold chords, it is fully
demonstrated, by fig. 263,

(Fig. 263.)
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that such a succession is at the farthest possible remove from sounding disagreeably, not-
withstanding the two minor three-fold chords ¢ and U are arranged, both forwards and
backwards, immediately after one another.—~Who can reproach such a succession of
chords as that in fig. 264, 4, with being faulty? ‘

(Fig. 264, 7.)
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And, according to Vogler’s rule, would not the interdict rest upon all the passages quoted
from Mozart, Gluck, and—what is the finest of all—upon that even which is quoted from

* Handbuch zur Harmonielehre, chap. 3, §21, p. 80.
p 2
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Finally, he himself even quoted °b—f as an example of an harmonic succession!
Fig. 267.

(Fig. 267.) KIRNBERGER.
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This rule again is obviously false; and Kirnberger will here also find it necessary to
summon up his sagacity to invent an explanation of the above-mentioned examples by
an ellipsis, by anticipation, retardation, or some other ingenious fiction, and to show
that the above successions o11—I are not o1r—1I, but really ocxr—V. ‘

Or, are the numerous examples of harmonic progression which have been referred to
and which run directly counter to the prohibitions laid down by music-teachers, while at
the same time they do not sound ill, only exceptions to the rule, and, as the hackneyed
phrase is, ¢ only allowable to good composers ?’—But, to say nothing of the fact that the
exceptions would in this case be more numerous than the instances in which the rule
would apply, I should at least suppose, that if the rule were really correct, its violations
must necessarily be bad, without any subjective reference to the pen from which they
flowed : and, vice versd, if the violation or exception were good and thus objectively
allowable, it must be equally so to all persons alike. But a rule to which any one may
make an exception, z. e. which any one may transgress, is no rule at all.

Or, again, are such exceptions allowable “ only in the free style, but forbidden in the
strict ¥ I have already expressed my views upon this subject in general, in the remark
on § 95. Butlet me ask still further, why they are allowed in the former style and not
in the latter? Is it for any reason in the nature of the case, or merely because theorist
Y or Z has said so?

But enough, and more than enough, to demonstrate the gross inaccuracy of this part
also of our previous theories!

I wish it to be observed, however, that, in thus exposing the defects of existing musical
doctrines, it has not been so much my object to reproach theorists for not having laid
down more appropriate general rules, or for not having more perfectly treated the doctrine
in question in other respects. I am by no means ignorant of the fact that it would be
altogether too tedious a business, not only to theorists themselves, but also to their
readers, to go over, step by step, so immense a field as that of all the different possible
harmonic steps (for it does not admit of being summarily despatched by a few general
and sweeping precepts and prohibitions), and to enter into a radical investigation of the
merits of every fundamental succession under all possible varieties of circumstances.
This could not reasonably be required of them. It were but reasonable, however, to
expect, that, in an affair so obviously impracticable, they should not have falsely con-
cealed the fact, and have given themselves the appearance of being able to dispose of
so vast a field with a few superficial and dogmatically exhkibited general rules. It was
their duty to disclose the existing vastness and variety of the ground to be surveyed,
and to let their readers have a view of it, instead of deceiving them by puzzling rules
and prohibitions, which every one who has confidence in his own or in others’ ears,
finds superfluous and untrue in practice, and hence learns, very propeily, to despise,
violate, and set aside.

Hence it is no wonder that in the eyes of composers the names theorist and pedant,
theory and scholasticism [school-dust?], have become synonymous terms. Indeed, so
long as the case is strangely thus with the theory of an art which holds so very advanced
a position practically, it may with propriety be said that theorists really possess incom-
parably less of theory than practitioners themselves. For, the former teach false rules,
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while the latter act according to those which are true. The rules which the former lay
down, infinitely more often prove erroneous than correct; while the latter produce
elevated works of art, from which we might and should long since have deduced better
rules. For, if it is true, that, in art, practice must precede theory, and that the latter
is at first drawn from the former, then must theory be willing really to follow, and, free
from implicit faith, must be ready to give up without farther hesitation any rules which
prove themselves untrue in practice. Indeed, if we had nothing to substitute in the
place of these false rules, and were to be left with no rules at all, even then it would be
our first duty to throw away the old ones, after their having once been found to be false,
and no longer to repose confidence in prescriptions of whose falsity we have the proof
before us: For the mere recognition of the fact that a man does not know a thing, is
far better than an erroneous belief in a false science, the latter being at all times the
thost stubborn hindrance to the investigation of trath.

But so long as rules are suffered to retain their hold of our confidence, which con-
demn thousands and tens of thousands of passages which daily occur in every piece of
music and sound perfectly well, rules which even their authors themselves contradict on
the very same page on which they gave them, while not the slightest caution is given
against many things which are really of bad musical effect*,—so long as confidence in
Such rules is entertained and inculcated, it is truly more than an herculean labour to
study the art; and, in this sense, there is but too much truth in the lament with which
the brave Fux, in his Gradus ad Parnassum, bids the disciple of art a friendly welcome :
“ An nescis, Musice Studium immensum esse mare, neque Nestoris annis terminan-
dum? Veré rem difficilem, onusque () Aind gravius suscipire intendis !t ¢ Do you
not know, that the study of music is dn immense ocean,—a study whick cannot be con-
summated in the age of a Nestor? You are about to engage in a thing that is truly
difficult ; yes, to assume a load more heavy than Mount Aina!” Truly, regarded in
this point of view, it is not strange—nor indeed unreasonable, that one often prefers to
engage in the study of composition from mere current custom, rather than from the
principles and rules laid down in books ; for, it is not to be denied, that he is not only
led far more easily, but also very much more certainly and safely, by the former, than
by false principles like these.

From the foregoing considerations, as to the manner in which the doctrine of har-
monic successions has been hitherto treated in our books of instruction, from an examin-
ation of some of the precepts and prohibitions laid down by our writers (and it would
be easy to increase the proofs of their incorrectness by innumerable others, and in fact
we have ourselves still much more to say hereafter, in connection with the doctrine of
digressive harmonic successions, upon some similar prohibitions of certain digressive
modulations), it follows, that the few rules which the instruction books give us relative
to the different harmonic successions, even scarcely touch the thousandth part of the
immeasurable field, and that they are not true even in relation to half of this small
part, but, in reference to far the greatest proportion, are directly and positively false.
All the rest of the field, upon which the practical composer is daily and hourly so richly
and successfully reaping, has as yet never been trodden by a single theorist; no, not
even surveyed, and, indeed, one might say, not yet even discovered to have a being,
aud much less is it eultivated.

We have ourselves surveyed it above, in § 227, and now enter upon it with a view,
so far as its immeasurable extent permits, to examine it. May the absolute want of
assistance from any previous labours excuse the imperfection of my own attempts !

* Compare, e. g. the ldst part of thc remark on § 95, t Liber 1L p. 43.



HARMONIC PROGRESSION IN THE SAME SCALE. 455

DIVISION II.
HARMONIC SUCCESSIONS IN THE SAME SCALE.
§ 243

Having thus far considered the nature and merits of the different harmonic
steps in general, we will now pass to a review of the various species of these
steps, taken separately, and will advert to whatever is worthy of remark in each.

We will first take a view of the fundamental or harmonic steps found in one
and the same scale, or, in other words, those harmonie steps in the case of which
one harmony follows another belongfng to the same key.

It may be said in general of all these fundamental successions, that, in like
manner as the most essential harmonies of a key usually occur more frequently
than the secondary harmonies, so, for this reason, those harmonic successions in
which the one or the other harmony is a secondary harmony, not only more
seldom occurs than others, but are ordinarily also somewhat less satlsfactory in
themselves. v

This fact is especially palpable, as we shall see in the review which we are
about to take in the case of those harmonic steps in which the harmony 1ir
occurs. (See § 147, No. 3.) All those steps also in which the three-fold har-
mony of the seventh degree occurs, are for the most part somewhat equivocal.
(§ 147, No. 7.)

After these few preliminary remarks, we will take a general survey of all
conceivable harmonic successions, according to the following divisions.

(4.) One three-fold chord follows another three-fold chord belonging to the
same key ; or

(B.) A four-foid chord follows a three-fold chord belonging to the: same
key; or,

(C.) A three-fold chord follows a four-fold chord of the same key; or,

(D.) One four-fold chord follows another four-fold chord in the same key.

(A) OF THE SUCCESSION OF ONE THREE-FOLD CHORD AFTER ANOTHER IN THE
SAME KEY.

§ 244.

We will first consider those harmonic successions in which we pass from one
three-fold harmony to another three-fold harmony belonging to the same key.

Where one three-fold chord is followed by another three-fold chord belonging
to the same key, the latter is either that of the next higher degree, thus making
the progression of the fundamental harmony that of a second—or it is that of
the second higher degree, thus making the progression of the fundamental har-
mony that of a third—or it is that of the third higher degree, &e.

A synoptical view of all these possible cases is exhibited in the following
table. (It is not intended to be thoroughly studied or to be otherwise committed
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the major three-fold chord of the first degree in a major key is followed by the
minor three-fold chord of the second degree,—or where the minor three-fold
chord of the first degree in a minor key is followed by the diminished three-
fold chord of the second degree. They occur with special frequency in such
phrases as those in fig. 268, @ to %, as well as in others.
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It is worthy of remark that this harmonic succession always sounds rather
repulsively, if the fundamental tone in the second harmony lies in the Base, and
the fifth in the upper part, as in fig. 269. (Compare §§ 520 and 538).

(Fig. 269.)

(5.) Examples of the succession 11—i11, ¢ e. when the minor three-fold
harmony of the second degree in a major key is followed by that of the third,
are found in fig. 270, ¢ and £.

(Fig. 270,3.) (%)
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Successions of this kind in the minor key’ are, for reasons already known
(§ 150), inconceivable. If, however, we would imitate these in the minor key,
we must borrow, to fill up the chasms, chords from the nearest related major
key ; as, e. g. in fig. 270, Z

(Fig. 270, 1.)
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But we shall find, in the doctrine of transition-chords and apparent-chords,

that such passages as the one in fig. 270, ¢ and /, above, often admit of being
explained also as transitions.
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The succession VI—°vi1 is to be introduced in a minor key still more seldom,
and, indeed, so far as I have investigated, never with good effect.

(9.) The successions °vir—I and °vir—r will hardly occur, since the ear
will perceive the harmony °vir in by far the most cases as V7 (with the omis-
sion of the fundamental tone)‘, and hence will far more readily take the harmony
to be V7—I, than to be °vir—I. (§243.)

(2.) Of Progressions by Thirds, where a three-fold chord s followed by an-
other three-fold chord in the same key, two degrees kigher.

(5 244, No. 2.)
§ 246.

(a.) The suceession I—111, 7. e. when the three-fold chord of the first degree
is followed by that of the third, as e. g. in fig. 274, 7—n, but rarely occurs.
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Kirnberger* would like to forbid it altogether. It truly sounds rather strahge
and unusual (compare § 243); but it may, for that very reason, if employed in
the right place, be of very striking effect. Very much depends, as we see from
the examples referred to, upon the different positions in which the one or the
other chord appears, and upon the conneection in which they both occur. (Com-
pare also what was said in relation to the 20th and 21st measures of fig. 234,
p- 384.) ‘

~ The minor key affords no harmonic succession corresponding to the I—rr,
just mentioned ; because, in a minor key, no harmony belongs to the third degree
of the scale. And if, for the sake of carrying through a sequence in the minor
key, or of copying a passage in the minor key, as e. g. that in fig. 274, n, above,
e interpolate, say, the major three-fold chord 8b, in the place of the three-fold
chord which is wanting on the third degree of the minor scale of g, as in fig.
274, o,

* Kunst des reinen Satzes, I1. Th. p. 13.
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chord @ as a dominant harmony; incline to take the following chord [b d f] as
the principal four-fold chord %7, rather than as the diminished three-fold chord
of the seventh degree; and that too for several reasons. F%rst, the principal
four-fold chord is in itself, as an essential harmony of the key, more natural
and familiar to the ear than the secondary harmony of the seventh degree;
secondly, the antecedent three-fold chord (is more nearly allied to the principal
four-fold chord, also for the reason that both are situated on one and the same
degree, the fundamental tone of the former being also the fundamental tone of
the latter, the third of the one being also the third of the other, &c. On this
account, moreover, these two harmonies are to some extent regarded as only one
and the same (§142). In view of all this, it is very plain that an harmonic
suceession will never very readily strike the ear as really being V-—Cvi1.
(/) Examples of the succession vi—I, or VI—1, may be seen in fig. 278 :
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(9.) What was said in § 245, at g, p. 459, applies also to the fundamental
successions °vii—ir and °vir—°ir.

-(3.) Of Progressions by Fourths, in which a three-fold chord is jfollowed by
another three-fold chord in the same key, three degrees higher.

(§ 244, No. 3.)
§ 247.

(a.) The succession I—1V, or 1—1v, consisting of two of the most essential
harmonies of the key, occurs, for that reason, with the utmost frequency; e. g.
fig. 282, ¢ ;

(Fig. 282 i) .
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especially in a similar way as the successions I—i1, or 1—°11, in such phrases as
those in fig. 268, p, ¢, 7, s.
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Compare Fig. 140.
REMARK.

It is worthy of remark, that, in many cases, successions of chords which common
sense would recognize as nothing else than I—V, or 1—V, still are not allowed to be
regarded in that light by music-teachers. This is especially the fact in cases of the
species just mentioned; e. g.

al
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QS5 077
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and generally in such as occur in fig. 268,—n, above. They maintain, namely, that,
in such phrases, the fundamental harmony of the fourth-sixth chord is the dominant
harmony V, and that the fourth and sixth of the base tone are only so-called accidental
dissonances, namely, suspecsions of the third and fifth; though not subject to the laws
of preparation and progression usually incident to dissonances. (See remark at the end
of § 103, p. 236.)

For what reason it should be desirable to assume this, I am at a loss to conceive. In
my opinion, it would be more natural and more simple to allow a chord, consisting of the
tones [G ¢ e], to be a @-chord, than, in despite of its elements, containing, as it does,
only the very tones which constitute the harmony @, to call it ¢ or ¢37, and to stamp
two of these tomes, under the most learned technical terms, as—dissonances, which,
moreover, would even in this case be entirely anomalous, and, on account of their irre-
gular attitude, would themselves again require an explanation. For, if the fourth and
sixth, in the examples presented by fig. 268, pp. 457, 461, and above, were suspen-
sions, how could they thus, in spite of the most essential attributes in the nature of
suspensions, at one time move by diatonic degrees, and at another by skips, at one time
upwards, aud at another downwards? Where, moreover, can reasons be found to justify
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(c.) What was said in § 245 (¢), p. 438, applies likewise to the succession
n1—°vry.  Compare fig. 2811.
(Fig. 2813.)
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.(d.) The succession IV—I, 1v—1, consisting, as it does, of two of the most
essential harmonies of the key, occurs with extreme frequency. Examples may
be found in fig. 282:
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It will be recollected, among other things, that many pieces of music close with
such successions of chords as those in fig. 282, /—o, above, particularly church
pieces. There is something in an ending of this kind peculiarly grave, solemn,
and imposing. The learned call such an ending @ Greek cadence, and also a
‘plagal cadence. 'We shall recur to this subject again, farther on (§ 306).

But the succession IV—I, or 1v—1, frequently occurs also under arother
form and in another connection; namely, so that the harmony I or 1 appears in
the second inversion, in the sixth-fourth position, whereupon the dominant
harmony usually follows, and in this way arise the well-known phrases found in
fig. 268, p, 7, s, p. 461.

(e.) Examples of the succession V—ri1, or V —°r1, are found in fig. 281, 7,
£, p. 464, and fig. 283 :

(Fig. 283.)
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One case of this succession, particularly worthy of remark, is that in which
the harmony I or 1 occurs in the fourth-sixth position, which position of the
tonic chord, as we know (§ 248, a, p. 462), usually brings after it the dominant
harmony ; or, in other words, in which I or 1 in the second inversion is usually
followed by V or V7, giving birth to the well-known phrase, fig. 268, q,
p- 457, &e.

(c.) Section 245 (¢), p. 458, applies also to the succession 1r1—Ir.
Fig. 289:
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(d.) As it respects the succession IV—ii, see fig. 290, 7.
(Fig. 290, ¢.)
e it -Sr o |
#oTE ¢ P <D
41— - o
(=" (@) 3 =
A4 S, © <3 (@) (&) S
v -k 2 =
S
E:1 v m n V7 I
(Fig. 290, &.)
N -
Lid # (@) _—
= C #
[/ b= =
L\ S T3, O S
'y, - a- — o
L < 9
el v G:1 e:o1f v7 1 g

In the minor key, for well-known reasons, there is no harmonic succession
which corresponds to the above; and, therefore, if we would imitate a passage
of this species in the minor key, we must have recourse again to transient
digressive modulations; as, e. g. in fig. 290, £, above. (Compare § 237.)

(e.) The succession V—IV, or V—iv, is, in some respects, the reverse of
the before-mentioned successions IV—V, or 1v—V. The former, however, does
not occur quite so frequently as the latter. Fig. 291.

(Fig. 291.)
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(f.) Examples of the succession vi—V, or VI—V, are to be found in fig.
292, 7, 4. ’
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naturally expects a step of a fourth to the three-fold chord of the tone which is
a fourth higher than the fundamental tone of the four-fold chord. All the
cadences in No. 4 of the foregoing section, and those occurring in fig. 293, p. 472,
are of this species.

Now, inasmuch as cadences of this species most perfectly answer the expect-
ation of the ear, and therefore are the most natural, we will call them natural
cadences.

But in case a principal or secondary four-fold chord is followed by any otker
three-fold chord, belonging to the same key, than the one which is a fourth
higher, as, e. g. in fig. 294,
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even then indeed, according to our definition of cadences, the harmonic succes-
sion is always a cadence; not, however, the one which, as being the most
natural, the ear had expected, but one, on the contrary, which is comparatively
unnatural ; and accordingly, since the ear finds its expectation deceived and
disappointed by such a succession of harmonies, we apply the term jfalse to all
cadences of this species.

§ 254.

According to these distinctions, there are, in all, four different sorts of ea-
dences, namely : '

(1) Principal cadences (as in fig. 293, 7, p. 472, and in fig. 294, 4, £, 7, m,
above); and of these, moreover, two varieties: namely, either

(a.) Natural principal cadences (as in fig. 293, 4, p. 472), or
(b.) False principal cadences (as in fig. 294, ¢ to m, above) ;

(2.) Secondary cadences (as in fig. 293, £, and those which follow, p. 472,

and in fig. 294, 2, o, above); and two varieties again of these: namely, either,
(a.) Natural Secondary cadences, as in fig. 293, %, &e. p. 472), or
(b.) False secondary cadences (as in fig. 294, n, o, above).

We will now take a more particular view of all these different species of
cadences, after having previously remarked, that the word cadence has a different
meaning with some writers from that in which we apply it. With some, namely,
it has a far more restricted signification, being applied only to those harmonic
successions which we denominate natural principal cadences (V7-—I, or V7—1).
Others, on the contrary, employ it in a more extended sense than even we our-
selves, making it mean every harmonic succession.—This is especially the case
in the more modern French writers; e. g. Momigny, Berton, &c. Others
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again (e. g. Koch, in his Manual of Composition, §§ 102 and 179) understand
by this term what we shall hereafter become acquainted with under the name
of perfect close. And still others connect with the expression cadence about
the same idea as ourselves (e. g. Zousseau, in his Dictionary of Music, &e.).

Still less do authors agree in respect to the use of the expressions natural
cadence, false cadence, evitated or shunned cadence, interrupted cadence, &e.
—terms which, for the most part, each individual employs in a different way
from others.

In order to avoid such a confusion of terms in our own theory at least, it is
important to request readers, in the perusal of this book, most carefully to retain
the ideas and meanings of technical terms which have been given in the fore-
going paragraphs.

REMARK.

There is, generally speaking, always a serious difficulty in the use of technical terms
which have already been used by others in a different sense, as is actually the case not
only with the expressions cadence, evitated cadence, false cadence, and the like, but
with almost all the technical terms employed in music. It is always to be apprehended,
in such a case, that each reader, according as he has hitherto been accustomed to attach
the one or the other of the different significations in use to such a technical word, will
continue still to nnderstand by it the same thing as before, and hence that, of three or
four different readers, each will get a different idea from the same technical term, and
none, perhaps, will attach to it the real meaning intended by the author.

‘With this view of the matter, one would almost advise every scientific writer to form
for himself an entirely new terminology, and to furnish himself with as many new
technical terms as he has ideas of his own to express.

It is only in pursuance of a disposition to retain, as far as possible, every thing
already extant, in all cases where it is at all admissible, and also to avoid, to the utmost
extent, the appearance of a fondness for innovation, that I have introduced so few new
technical terms as I have, and have used, as far as possible, every existing technical
word in the sense which has heretofore been most usually attached to it.

(1.) Principal Cadences.
§ 255.

A principal cadence, as we have already observed, is every succession of a
three-fold chord to a principal four-fold chord, in the same key. The principal
cadence is of two species: namely, nafural principal cadence, and false prin-
cipal cadence.

(a.) Natural Principal Cadence.

A natural principal cadence is that step in which the dominant or principal
four-fold chord is followed by the tonic harmony (that is, the major three-fold
chord in the major key, and the minor three-fold chord in the minor key); or,
more briefly, it is the harmonic succession V7—I, or V7—1.

It has something in it that is peculiarly decisive, definite, and satisfactory to
the ear. The ground of this fact may, perhaps, lie in the circumstance that this
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succession consists of two of the most essential harmonies of the key (§ 123,
p- 258), the first of which, moreover, is the least equivocal of the whole (§ 158,
p- 303), while the last is the tonic itself.

It is the most satisfactory and determinate when the two harmonies of which
it consists appear in their fundamental position,—particularly when the tonic
note in the second chord lies uppermost also, as in fig. 295, ¢, £, 7, m :
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It is less so when this is not the case, as in fig. 295, n—q -
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These cadences lose still more of their determinateness, when the harmonies of
which they consist, or even only one of these harmonies, appear in an <nverfed
position, e. g. in such as those in fig. 296, a—f,
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or when a ninth is added to the principal four-fold chord, as in fig. 296, g—n -
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Indeed, the example in fig. 296, m, shows that a cadence in which the principal
four-fold chord appears with a minor ninth in the fourth inversion (§ 87, p. 200),
may almost be considered as sounding positively ill. And such a cadence in a
major key, as, e. g. in fig. 296, 2, would be still worse, for reasons already made
known in § 80.

We may denominate the more positive and perfect cadences of the first-men-
tioned species perfect cadences, while we designate the less firm and decided
cadences of the latter class by the term umperfecs. (Compare also § 304.)
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gression would then be 4:V7 to IV. Or we might regard the f@-harmony of
the last measure as I of the original and still unforgotten key Z2-major,
(according to § 211, p. 358), and ‘in this case the harmonic progression would
be either f#V7 to D:1,or 4:V7 to D:I).

Further examples of this species of false cadences are afforded by figures
302—304. ;

(Fig. 302, a.) ®.) (c)
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§ 258.

The remaining possible cases of false cadences are far less frequent than
those already mentioned ; they are as follow :

In a major key: V7—°yn1, V?—n, V7—u1, V7—IV ;—and
In a minor key: V7 —°vi;, V7—°q1, y V7—1v.

In the first place, as it respects V7—O°vr1, whether in a major or in a minor
key, we cannot properly speak of such an harmonic succession at all; for when
the ear has once heard V7, e. g. @7, it is sure to take the following diminished
three-fold chord °B as the pﬁncipal four-fold chord @x7 continued, and thus as
V7,in preference to regarding it as actually the diminished three-fold chord
°b, °vir.

What has been said of the harmonic succession V—Ovir in § 246 (e),
p- 460, applies here in a still stronger sense.
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§ 259.
Examples of the false cadence V7 —11 are found in fig. 305, a—p.
(Fig. 305,a)  (b) ) (d) (e)) f) (92
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In n—p a major ninth is added to the principal four-fold chord.

None of these harmonic successions is often of very happy effect; and in
cases where they are not positively repulsive to the ear, the cause frequently
lies in the fact, that they really appear to it, not as V7—ir, but as something
else; namely, either as digressive modulations by means of the fourth-sixth
position, or as mere transitions.

That such harmonic suceessions, however, may be brought into actual use, is
shown by the examples in figs. 306 and 307, among others.

(Fig 306.)
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In fig. 308 also, we find this harmonic succession employed, indeed, with very
striking effect.

(Fig. 308.) HAYDN.
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Farther on, we shall advert to the question, whether, in order to explain this
last example, so as, first, to justify its succession of harmonies and its conduct of
parts, and then to find it classical and of reputable merit, it really requires such
artificial suppositions, fictions, and ellipses, as those which the author of an
essay in No. 26 of the Leipsic General Musical Journal, for the year 1811,
conceives himself obliged to furnish. To say the least, I find nothing in it
which contradicts any legifzmate rule, and of course nothing which should have
in the first place given occasion for so elaborate an explanation and defence.

Examples of the false cadence V7—°11 are found in fig. 309. ‘

(Fig. 309.)
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All the harmonic successions of this class, moreover, do not amount to much;
for here too the ear naturally takes the diminished three-fold chord °f as the
harmony (27 continued, though with the omission of the fundamental and third
and with the addition of the minor ninth. This species of harmonic succession,

however, may also perhaps sometimes be employed with good effect ; as, e. g. in
figs. 310 and 311.

VOL. 1I. F
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The false cadence V7—1ir always sounds rather foreign.

S

§ 260.

One obvious

reason for this is found in the fact, that this succession contains the three-fold
chord of the 11rd degree—a chord quite uncommon in itself. Fig. 312.

(Fig. 312.)
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the same harmony appears with a ninth added to the principal four-fold chord.
But few of these successions of chords sound well, and these few only because
the ear, as already observed, can construe them into something else. Not one
whit better are the examples which we find laid down without hesitation in
Kock's Manual of Harmony (Handbuck der Harmonie), §1817. Fig. 314.
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Other connections and circumstances, however, may be found in which the
succession V7 —i11, though indeed not common, still is far from sounding dis-
agreeably, as, e. g. fig. 315 ; especially if, by taking rather a slow movement,
we give the ear time to adjust itself to the succession.—
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We find this harmonic succession employed in a similar manner, with happy
effect, in fig. 316.
F 2
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All these successions too are of doubtful merit, and it is only when they are
employed with care and circumspection that they may occasionally perhaps be
of good effect, as in figs. 319—321.
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The example already quoted in fig. 301, p. 478, may also, as remarked in the
end of § 257, p. 478, be regarded as such a succession of harmonies.
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(Fig. 324, 4.)
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The following table exhibits a synoptical view of all possible harmonic steps
of this species: , :
In a major key:
171V, u?7—V, mi—yvi, IV?*—vu, wvi7—u, °wn7-—ui;
N’ N~— N N N’ N
4 4 4 4 *4 *4
In a minor key:
w7—°vi, VI¥—°m,
N NS

—_— %u?7V,
~—
o4 4ie 4
(Thus again fewer in the minor key than in the major.)

b

§ 264.

It is to be particularly remarked of the cadence °117--V, that the four-fold
chord with minor fifth contained in it, is, as we know, frequently transformed
by the elevation of the third, and in such a case usually occurs also with a
ninth ; as, e. g, in fig. 324, vv—nn, p. 488.

We may here take occasion to examine more minutely and fully what, at an
earlier périod, we could only allude to (§ 148, No. 7, p. 284) ; namely, that such
an elevation of the third is the peculiar property of that four-fold chord which is
situated on thesecond degree of a minor key. The proof of this lies in the fact
that this species of transformation is so natural to that four-fold chord with
minor fifth which occurs in the harmonic succession °117—V (e. g. in the succes-
sion 47— in e-minor); but not to that which occurs in the succession
Ovii7—i11 (e.g. in the succession °$7—¢ in C-major); since the ear, after
hearing the chord °§7, transformed by the elevation of the third, always expects,
not the minor three-fold chord ¢, found in the previous key C-major, but rather
very decidedly the major three-fold chord @Z, foreign to the previous key and
peculiar to the key of a-minor (compare fig. 324, nn and oo, p. 488); a clear
proof that the ear takes the harmony °P7, immediately upon hearing it with
the elevated third, not as a three-fold chord of the seventh degree in a major
key, but as @:°117 (compare § 202) ; and hence that the elevation of its third
is really a characteristic mark of #ka¢ four-fold chord with minor fifth which
belongs to the second degree of a minor key. (Compare figs. 123—140,
pp- 208—236.)

The fact that harmonie combinations sometimes transiently occur in passages
belonging to a major key which [harmonic combinations] appear like a chord of
the above-mentioned species, while in fact they have arisen in entirely another
way, namely, by lowering the fifth of the dominant chord of transition, has
already been adverted to in § 94, p. 214.

§ 265.

In like manner as the principal cadences are less perfect in the inversions,
than they are in the fundamental position, so it is also with the secondary
cadences. They are particularly imperfect when the four-fold chord appears in
the second inversion, as in fig. 324, g, p. 486. They are far better in the first
inversion, as in fig. 324, %, p. 487; or even in the third, as in fig. 324, ¥, p. 487.
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Moreover, the three-fold chord which follows the four-fold chord appears
better also in the fundamental position, than in an inversion, particularly the
second inversion, as in fig. 324, £, /, p. 487.

We have only to observe in respect to the peculiarity of the cadence °117—V,
that when the first chord in it occurs with an elevated third, the position of the
second inversion in such a case does not appear at all imperfect. (See § 91, at
B. p. 211).

Many other examples of natural secondary cadences are to be found in figs.
146—153, pp. 237, 242—2471.

(b.) False Secondary Cadences.
§ 266.

A false secondary cadence is (according to § 253) that harmonic step in
which a secondary four-fold chord is followed by some other three-fold chord
than that which is situated three degrees higher than the secondary four-fold
chord. All possible cases of this species are presented by the following table:

In a major key:

171, 1% i, 19—, 17—V, I7—vi, I17—°vir;
n?—ua, 1u?—m, u?—IV, u?—wv;, n7—%m, u7-I;
m7—i, w?—IV, m7—V, m?7—C°vi, m?—I  m7—i;
Iv?i—1v, Iv#: -V, IVFi—vyi, IV?—I, IV¥—q, IVF—u;
vi7—vi, wi7—%mu, wi7—I, vi7—m, w7—IV, w7—V;

Ov117—C%vi, °vu?—I, °vu?7—n, ®va?7-—1IV, °yu?7—V, °vii7—v1.
1 2 3 5 6 7

In a minor key:

°117 —°rq, °n?7—v, °n?7—VI, °un?7—°vi, °u?—ri;
w7—1v, w7V, w7—VI, 17—, 1v7—°m, 5
VIF—VI, VI?—°yn, VIi—j, ,  VIT—w, VIT—V.
N N N SN NS SN’
1 2 3 5 6 (]
§ 267.

All this collection of harmonic successions forms rather an unfruitful field,
since it is but seldom that a cadence of this sort can be introduced with good
effect. Proof of this fact is afforded even by those examples of such successions
which are quoted in books of instruction; e.g. in Kock*, figs. 325—327
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* In his Handbuch der Harmonie, § 187.
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(Fig. 326.)
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Such harmonic successions might better be used, if used at all, in such forms as
are found in figs. 328—331
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§ 268.

The harmonic succession 117 —1I, or °117—1 when the harmony I or 1 occurs
init in the fourth-sixth position, merits particular consideration; for, to this
succession under such circumstances applies what was said in § 250, at 5, p. 468,
in relation to the succession 11—1I or °11—1; fig. 332.
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In such cases, moreover, the harmony °117 is not unlikely to oceur with an
arbitrarily elevated third : fig. 333.
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More examples are found in figs. 123—134, pp. 208 —214.

REMARK.

Our theorists do not consider themselves at liberty to regard such successions of
chords as are mentioned in the foregoing section as being 117—I, or 117—1, but conceive
themselves obliged to explain them—though truly in a very affected and far-fetched
manner—as something else entirely foreign. Their reasons are as follow :

In the first place, they suppose that these successions of chords, if explained as
o117 —1, would contain an under-second step of the fundamental harmony, which, by
the way, is forbidden by the most approved authors. (Remark on § 242, p.443.) In
order to exonerate them from such a reproach, they have devised two different subter-
fuges. Apparently, say they, the harmony I or 1, in such cases, follows the harmony
117 or o117 ; but these cases must be explained in such a manner, that (a.) 117 or °r17,
may be considered as being really followed by V, this V being only——omitted ;—or,
(5.) so that the fourth-sixth chord may be regarded as being here only a chord of
suspension, whose fundamental harmony is, accordingly, not I or 1, but V or V7.—I
must say, that, even if I believed in that prohibition itself, still, the manner in which the
succession of chords in question is defended against the reproach of transgressing it,
would be very unsatisfactory to me. It appears to me, moreover, that I have already
said enough in my previous remarks, as well in answer to the reproach itself, as in
refutation of both the defences proposed, to save me the trouble of here going intoa
detailed exposure of the whole unnecessarily ingenious fiction.
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In the second place, learned musical inquirers find in such a succession of chords
“ stationary seventh,” and are at great pains to combine this stationariness with the rules
which they have already once invented in respect to the progression of the seventh*.
‘We shall speak of this * stationary seventh” in the doctrine of the conduct of parts.
(Remark on §§ 320 and 392.) We will only say here, that, if in this case, as also in a
thousand others which daily occur, the seventh does nof move, it would have been better
rather not to have made the rule that every seventh must move. Here, as well as in so
many other cases, together with the unnecessary rules themselves, might have been
spared also the unnecessary trouble of inventing miserable subterfuges and apologies
for their so-called exceptions.

(D.) oF THOSE HARMONIC STEPS IN WHICH A FOUR-FOLD CHORD IS FOLLOWED
BY ANOTHER FOUR-FOLD CHORD IN THE SAME EEY. (EVITATIONS OF
CADENCES IN THE SAME KEY.)

§ 269.

Thus far we have become acquainted with three principal species of harmonic
successions in the same key; namely, (A) those in which a three-fold chord is
followed by a three-fold chord, (B) those in which a three-fold chord is followed
by a four-fold chord, and (C) those in which a four-fold chord is followed by a
three-fold chord, all in the same key. But if (D) we cause a four-fold chord to
be followed, not by any three-fold chord belonging to the same key, but either
by another four-fold chord in the same key,—or by some harmony foreign to the
key,—we make no cadence, we avoid making one, we avoid or evitale the
cadence; and hence we are accustomed to denominate those harmonic succes-
sions in which a four-fold chord is followed by something else than a three-fold
chord belonging to the same key, evitations of cadences, or evitated, avoided,
cadences.

In the present connection, where we are treating only of harmonic succes-
sions tn one and the same key, we will consider merely those evitations of
cadences likewise which belong to the same key, leaving those which are
connected with digressive modulations for another place. Accordingly, we shall
here attend only to those in whick a four-fold chord is jfollowed by another
Jour-fold ckord in the same key.

Here, again, a distinction arises on the question, whether the four-fold chord
comes after a preneipal four-fold chord, or after a secondary four-fold chord. In
the first case we avoid a principal cadence, and in the second a secondary
cadence. The evitation of a principal cadence by means of a four-fold chord
following a principal four-fold chord and belonging to the same key, may be seen
in fig. 334, <.

(Fig. 334, ) *.)
e ) Q. @ A
Dg—f "

Fig. 334, £, on the contrary, exhibits an evitation of a secondary cadence by
means of such a four-fold chord.

* Leipzig allgem. mus. Zeitung, vol. xii, No. 58, and foll. p. 921.
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the same key, is that which forms the step of a fourth, <. e. when one four-fold
chord is followed by another a fourth higher, as, e. g. in fig. 335.
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Compare figs. 338 and 339, below.
All the rest are more or less unusual and are seldom of good effect. Not,
however, to be entirely without examples, and some too which are not really
bad, see second-steps of this sort in figs. 336 and 337 below,—fif#A-steps in
figs. 340 and 341, p. 496,—sixth-steps in figs. 342 and 344, pp. 496 and
497,—seventh-steps in figs. 345 and 346, p. 497: ;
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(Fig. 344.) (Fig. 345.) (Fig. 346.) _
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The ¢b of the fifth chord in fig. 343, p. 496, would perhaps admit of being
explained also as a suspension or transition before the d of the following chord,
as we shall see in the sequel.—The reason why the succession °117—V7 in fig.
341, p. 496, is not repulsive, lies chiefly in the ecircumstance that a new phrase
commences with °117. The third and fourth measures are a repetition of the
first and second. The second measure ends the phrase with the chord V7, and
the fifth measure commences the same phrase anew, only an octave higher.
(§ 241, No. 7, p. 434.)

FExercise.

Here, at the close of our treatment of the different harmonic progressions in
the same key, I would recommend, as an exercise, to review §§ 243—271, and
to transpose the note-examples quoted therein into several other keys. The
beginner may also try to present them in other positions and inversions. And
if, in such a case, this or that succession of chords does not sound right, let him
conclude, that, though the cause may indeed lie in this position itself (§ 241),
yet it may very often also be found in the fact that he has, in presenting these
successions of chords, committed errors against the principles regulating the
conduct of parts,—principles which he does not yet understand, and with which
he is to become acquainted hereafter.

It will also afford the beginner an interesting occupation, to try the experi-
ment himself of those harmonic successions of which we have given no examples;
and for this purpose, a wide, and as yet unexhausted, field of labour, is pointed
out, particularly by §§ 251, 252, and 270. The remarks just made above
relative to the conduct of parts, apply here also.

DIVISION IIL

DIGRESSIVE HARMONIC SUCCESSIONS.
§272.

We have thus far considered those harmonic successions which consist of two
harmonies belonging to one and the same key, We will now attend also to those
in which one harmony is followed by another belonging to a different key from
the preceding : digressive harmonie successions.

VOL. 11. &
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Since, to make a digression or digressive modulation, is nothing more nor
less than to cause a combination of tones to be heard which the ear, for some
reason, recognizes as belonging to another key than the preceding, and, as we
have already (§§ 191—225, pp. 333—414) fully shown when and by what
means a harmony appears as belonging to a new key, it follows that we have
thus already treated a great and essential part of the doetrine of digressive
harmonic successions beforehand.

(A) AN ENUMERATION OF ALL THE POSSIBLE DIGRESSIVE HARMONIC
SUCCESSIONS.

§ 273.
According to the definition given in §§ 183 and 229, pp. 324 and 419, a

digressive modulation is

(1.) An karmonic step or change of harmonies whereby at the same time is
effected ‘

(2.) 4 change of keys—a step is taken into the realm of another key.

If we consider these digressive modulations,

(No. 2.) Only in their property as a succession of keys or as a change of
keys, and thus merely inquire whence and whither, i. e. from what key and into
what key, the digressive modulation is made ? or, in other words, if we merely
ask how many different successions of one key to another are conceivable, we
find, as already estimated (in § 188%, p. 330), that there may be forty-six.

But if we regard that digressive modulation in the aspect presented by

(No. 1), and inquire, not merely whence and whither the digression is
made, but also from which harmony of the previous key and fo whick harmony
of the new key the harmonic step is made, it will be readily seen, that in this
respect each of the 46 different digressions emumerated in the place above
referred to, can be made again in many essentially different ways by many
essentially different combinations of harmonies, and that by this means there
arises a far greater multiplicity of possible digressive modulations. We have
already estimated their number in § 227, p. 417, and shown that it amounts
to 6,616.

(B.) GENERAL REMARKS UPON THE MERITS OF DIGRESSIVE HARMONIC
SUCCESSIONS.

§ 274.

It has already been remarked, in §§ 241 and 242, that each of the above-
mentioned 6,616 cases is essentially different from all the rest; that each has,
accordingly, its own peculiar merits and is subject to its own distinet and pecu-
liar rules; so that what is true of the one is not necessarily true of the others;
and henece, that this immense field cannot be exhausted by a few sweeping
general rules, but would demand for this purpose an individual estimate of the
merits of all these: different cases, and that such a detail would necessarily be
attended with an undue and immoderate copiousness. Who would undertake
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fully to examine the question, “ which of the 46 different digressive. modu-
lations enumerated in § 188*, p. 331, are allowable? and in which of the
6,616 ways enumerated in the passage above referred to (§ 227, pp. 417 and
418) they are allowed, or not allowed, to be made?—in what cases, under
what forms, in what positions, or other transformations of the one or the other
chord, or of both, in which light or heavy part of the measure, and under what
other favourable or unfavourable circumstances is it well, or ill, or perhaps
forbidden, to make one or another of the 46 different digressive modulations in
one or another of the 6,616 different ways ?” Who would undertake to exhaust
this field ? Indeed, were we to be only as copious in respect to these 6,616
cases, as we have been in respect to the 272 fundamental successions in the
same key (§§ 243—271), this even would lead us entirely too far into detail.

We are compelled, therefore, in this case, to satisfy ourselves with simply
presenting the few things that can be said in a general way upon the merits of
the different digressive fundamental steps, and furnishing some individual exam-
ples for illustration; and then with merely glancing over the whole wide field
collectively, just for the purpose of spending a moment in considering a few of
the more important species of digressive modulations.

§ 275.

We must here again repeat, that, however diverse are the effects of the
many different possible digressive modulations, we still dare not unconditionally
reject any one of them as absolutely unfit for use, partly because there is
scarcely any one which does not admit of being palliated and improved by the
interposition of suitable softening means, and partly also because really harsh
and rough transitions may often be appropriate and adapted to the particular
expression intended, and indeed sometimes even quite necessary. When, e. g. in
Beethoven’s Battle of Vittoria, the storming march in 4b-major suddenly and
without any intermediate harmony whatever turns into 4-major, then in like
manner immediately rushes into Bb-major, then directly into B-major, and at
last still more impetuously into Zb-major*, we have an entire series of transi-
tions which, it is true, are the farthest possible from being agreeable, and indeed
they are almost horrible; but yet, considering the place in which they occur,
they constitute a most splendidly striking and impressive representation.—So
also Haydn, in his description of Claos, makes use of harmonic successions
which, taken in musical compositions of a different species, would be as bad as
they are here good. The same is true also of many other cases.

(C.) CLASSIFICATION OF THE DIFFERENT DIGRESSIVE MODULATIONS ACCORDING
TO THE HARMONY BY WHICH THEY ARE EFFECTED.
§ 2176.
What has been said in the foregoing section is nearly all that admits of being
said, in general, relative to the merits—the agreeableness or disagreeableness

* See my review, in Nos. 145 aud 146 of the Jena Liter. Zeitung for 1816,
G2
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of the different digressive harmonic successions. Thoroughly and individually
to investigate all the conceivable digressive fundamental successions, would,
as heretofore repeatedly observed, require an entirely too tedious detail.

In order, however, not to leave the subject wholly untreated, we will take
a cursory survey of all the different digressive fundamental successions, accord-
ing to the following divisions. We will, namely, inquire by what karmony the
digression is effected,—whether by the leading chord, by the harmony: of the
first degree, or by that of the second degree, or by that of any other degree of
the new key.

§ 277,

Most of all the digressions that occur are effected by the three-fold chord of
he first degree, or by the four-fold chord or three-fold chord of the fifth degree,
z.e. by I or 1, or by V7 or V.-—More rarely, digressive modulations are effected
by the three-fold or four-fold chord of the fourth or of the second degree, 7. e.
by IV or IV7, 1v or 1v7 ;—or by 11,—117, °11 or °117 ;—and still more rarely
by all the rest.

We will first consider those digressions which are made by one of the most
essential harmonies of the new key: namely, by I, 1, V, V7 IV or 1v, in
which, accordingly, the leading chord is one of the most essential harmonies of
the new key; and afterwards those which are effected by secondary chords of
the new key.

(1.) Digressive Modulations by the Three-fold Chord of the first degree
of the new Key,—by 1 or 1.
§ 278.

The first species of these digressive modulations are those which are
effected by directly commencing a new phrase, section, or period by a new tonic
three-fold chord. Several examples of such digressions have already been
quoted (in § 205, pp. 345 and 346).

This species of digression is sometimes expressed also by the term falling.
Thus, e. g. it is said of a piece of music that it fzlls into 4b ; that the minuet
is in D-major, but that, in the trio, it falls into b-minor, &e.

A second species of transitions by the new tonic harmony itself, consists of
those which are effected by the aid of the fourth-sixth position. We have
already observed (§241, No. 9, pp. 440 and 441), that transitions of this
species are, for the most part, very smooth and often extremely agreeable.

It will be particularly recollected, from what was said at the end of § 241,
that very frequently, after the dominant chord of transition, the prevmus tonie
chord recurs in the fourth-sixth position.

A third species consists of those which are effected by the appearance of a
new tonic harmony in other well-known positions (§ 207, in *2, p. 350).

Finally, those cases also belong here in which a three-fold chord occurs,
which, from the principle of inertia, impresses itself on the ear as a new I or 1,
even though in itself it is not foreign to the previous key.



HARMONIC PROGRESSION FROM ONE KEY INTO ANOTHER. 501

(2.) Digressions by the Harmony of the Fifth Degree of the new Key,—
by V7,0rV.

§ 279.

The digressive modulations which are made by the harmony of the fifih
degree of the new key, by V, or V7, especially the latter, are likewise very
frequent, and indeed the most so of all.

(4.) The digressive modulations effected by the principal four-fold chord
of the new key are as decidedly among the most unequivocal in their character,
as this harmony is the most unequivocal of all in itself. (§ 158, p. 303).
Fig. 347

(Fig. 847.) I
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Not every digressive modulation, however, can be effected by the principal
four-fold chord, taken by itself alone, because even this harmony is equivocal,
partly (a.) in respect to the mode (as major or minor), and in part (5.) enhar-
monically ; its transformations, in particular, (¢.) are at one time subject to
simple and (d.) at another time to enharmonic equivocalness.

(a.) A digressive modulation from C-major to Z-major, for instance, cannot
be immediately effected by the chord 337 ; for, though this harmony is indeed
the dominant four-fold ehord of Z-major, it is also that of e-minor; and hence,
if the chord 337 is heard after C-major, it appears, aceording to the principle of
inertia, not as V7 of A-major, but as V7 of e-minor. If, however, the chord
@, as I, immediately follows this 337, ¢ken indeed a new digression is actually
made into Z-major ; but this was not the case on the mere introduction of the
harmony 337, the modulation at first being made merely into e-minor. Fig.348:

(Fig. 348.)
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So, likewise, if we would pass from e-minor into e-minor, by means of the
dominant of transition 387, still this chord, as we have already observed (§ 209,
pp- 355 and 356), points rather to Z-major than to e-minor, and that too even
when a minor ninth is added to it. Compare fig. 349 :
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_(b.) If we would pass, say, from a-minor to Bb-major by JF7, the prin-
cipal four-fold choird of the key Bp-major, still the ear will easily take this
chord, not as JF7, but as °B7, as in examples fig. 350, 7 and £ -

(Fig. 350, i.) (*.)
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If, however, the harmony 33b follows this chord, as in fig. 350, %, above,
then indeed a real transition is made into Bb-major; but the foregoing chord
would not, of itself, have transferred the ear into this key (compare fig. 204,
pp. 351 and 352), unless perhaps by being several times repeated. (See § 214,
at the end, p. 364.)

(c.) Or would we pass, say from a-minor to C-major by means of the
principal four-fold chord @%7 with a major ninth and the omission of the
fundamental tone, yet the ear would, in most cases, far sooner take this chord
for °B7 and thus for °n17, of the previous key a-minor, than for @&7?. If, how-

ever, the harmony (€, as I, follows the chord [b fa E[, fig. 351, 7,

(Fig. 351, 4.) (%)
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then, it is true, by the appearance of this chord, a digressive modulation is
made into C-major; but this was not done by the foregoing chord, which
appeared to the ear decidedly as @:°n7, and after which it was much more
inclined to expect €2, as in fig. 351, £, above.

(d.) So also, if we would pass, e. g. from a-minor into ¢-minor, by the prin-
cipal four-fold 7 with minor ninth and omission of fandamental tone, the ear
would understand such a chord as [B d f ab], certainly not as €7, but clearly
as [B d f git], and therefore would take it for—@&7, as V7, not of c-minor, but
of the previous key a-minor ; and it would only be after the chord ¢ should have
followed this chord, that a digressive modulation would really be made into
c-minor (a modulation, too, not of the most agreeable effect.) Fig. 352:

(Fig. 352.)

§E§—u@_am

-9

e T o
&)




HARMONIC PROGRESSION FROM ONE KEY INTO ANOTHER. 503

Thus it is seen that even the principal four-fold chord is not capable of
unequivocally establishing every digressive modulation,

§ 280.

Digressive modulations, moreover, which are effected by the principal
four-fold chord of the new key, when the latter is a key far remote from the
foregoing, are attended also with the entire harshness of the remote digression,
unless they are softened by other means. See, ¢. g. the digression from d-minor
to A-minor, fig. 354.

(Fig. 354.)
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(Compare § 241, No. 8, towards the end.)

§ 281.

If the harmony preceding the principal four-fold chord be itself a four-fold
chord, then the harmonic succession belongs to the class of digressive evitations
of cadences (§ 263), e. g. Fig. 355:

(Fig.355,4) (k. @) (m.) (n.)
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REMARK.

Vogler* explains the harmonic succession in fig. 355, n, above, as unallowable,
partly because the digression skips over one degree (compare remark on § 189, p. 332),

and partly because the f, instead of resolving itself, remains stationary. We have

* In his Tonsetzkunst, p. 41, § 15, and p. 70, § 64.
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remarked upon the former point in the place referred to, and the latter will come under
discussion in the doctrine of resolution. (Compare remark on § 268, p.492.)

Theorists usually explain the harmonic succession ¢x7—@7 also (see the example,
fig. 855, /, p. 503), not indeed as forbidden, but of so doubtful admissibility that they do
not feel at liberty to let it pass as allowable, except it be excused by fictitious apologies
under the name of ¢ an anficipation of a transient note!” We shall resume this
subject in the doctrine of resolution.

Entire series of these evitated cadences may be seen in fig. 356, —also in
357, where the principal four-fold chords all appear with a minor ninth.

(Fig. 356.) ;
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(Fig. 357.)
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Successions of thls latter species were favourite modulations with our Gluck,
who, whenever he had anything of special import to express, scarcely thought of
using any other artificial means for his purpose than these series of diminished
seventh chords. Almost every page of his operas affords proof of this fact.

§ 282.

The different effects of digressive modulations made by the principal four-
fold chord, depend, in general, very much upon the question, what harmony
immediately precedes the leading chord. Thus, e. g. the digression from
g-minor to d-minor by the harmony @ or €47 is not, in itself, remote; but
when the chord @ or @7 comes directly after the harmony of the sixth degree
of the key g-minor, this digression assumes an air of harshness and almost of
wildness. I have designedly employed the harshness of such a combination in

fig. 358,
(Fig. 358) (2. _ (3.) (4.)
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where a digressive modulation is made in this way, from g-minor, by @’ into
d-minor, and then from d, by the three-fold chord €8, into a.

§ 283.

(B.) But even the mere three-fold chord of the fifth degree of the new key,
though in itself it is far more equivocal than the principal four-fold chord, may
still, through the operation of the principle of inertia, very often alone serve as
a leading chord; e. g. in all digressive modulations from a major key into its
relatives of the ascending line : as C:1—@G:V, fig. 359, <.

(Fig. 359 i) (%) @) (m.) (n.) (0.) .
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(A digressive modulation from a minor key into its nearest relatives in the
ascending line, is more equivocal,—e. g. from a-minor, by means of the chord 13,
into e-minor,—for the reason mentioned at the end of (), in § 279, p. 501,
fig. 359, £, 7, above). The same is true of digressive modulations from a minor
key into its nearest relatives in the descending line : e.g.a: 1—d :V ; fig. 359,
m, above ;—from a major key into the minor keys of its lateral relatives on the
right side: e.g. C:1—a:V, in fig. 359, n ;—from a minor key into its nearest
relatives of the major key on the left side: e. g. a: 1—C:V, in fig. 359, o.

A whole series of digressive modulations merely by the dominant three-fold
chord of the new key, is found in fig. 360:

ig. 360, o
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The digression g: V—Z':V, in fig. 361, is particularly beautiful :

(Fig. 361.)
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is nothing more nor less than a digressive modulation from Zb into 4b by the
three-fold harmony of the fourth degree of the latter key. '

In like manner, a digressive modulation is made from C-major into F-major
by means of the major three-fold chord 33b, as the harmony of the fourth degree
of F-major, in the scene of Donna Anna in the second act, in the Allegretto in
ZF-major, in the fourth and fifth measures.

So also in fig. 365,

(Fig. 365.) SCHWENKE.
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two digressive modulations immediately follow each other by the three-fold chord

of the fourth degree.
The similar digression from C-major to Z-major by #':IV, in fig. 366,

(Fig. 366.)
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is worthy of remark, because the chord preceding the digression is that of the
fifth degree of the previous key (¢%); by which arrangement, the digressive
modulation becomes far more striking to the ear.

Several examples of digressive modulations by means of the three-fold chord
of the fourth degree are found in figs. 223 and 236, 7, pp. 370 and 419.

§ 286.

It will be perceived, farther, that these digressive modulations by IV or 1v
are made more frequently into the relative keys of the descending line.
These digressive modulations are, moreover, least striking in cases where
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(Fig. 369.) J. HAYDN.
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into 4b-major by means of the harmony 4b:1r; (though it is true,indeed, that
on hearing this passage several times the ear becomes inclined to take the
harmony b directly as 1v of the key f-minor—a key which becomes confirmed
by the following chord. Regarded in this point of view, the passage would be
a digressive modulation from Zb-major to f~minor by means of the harmony
1v).—Possibly the chord in question may also, if we choose, be explained as a
mere apparent chord, as we shall see in the doctrine of transitions.

Also the digressive modulation from eb-minor to ¢-minor, found in the 24th
and following measures of fig. 235, p.411, may be regarded as a digressive
modulation by means of the harmony °Q as °r1 of e-minor, if we assume that,
on repeatedly hearing it, the ear, on the appearance of °f, already in conception
hears the following ¢ beforehand. (§ 214 and what follows.)

An example of a digressive modulation by means of the minor four-fold
chord of the second degree in a major key, is found in fig. 370, 7.

(Fig. 370, 7.). MOZART.
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Here the digression from eb-minor to C'b-major is made by the harmony ¥b7?
as 117 of C'b-major ;—and so also in fig. 370, £,
(Fig. 370, &.)
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the transition from @b-minor or gf-minor to Fb-major or E-major by the minor
four-fold chord gb7 or £47, as a harmony of the second degrec of Zb-major or
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RINK'S ORGAN SCHOOL.

(Fig. 373, 1.)
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It sounds rather more harshly when the return of the modulation into the
former key is effected, not by means of this harmony, but perhaps by V7, so
that the V7 of the returning key immediately follows the VI of the retiring key,
as in the passage already referred to in fig. 358, p. 504, where the return of the
modulation from g-minor to d-minor in the third measure is made directly by
the suecession g:VI—d:V7,

Digressive modulations by the harmony of the third degree of the new key
(by 1r or m7) are rare; and that too for the very good reason that this
harmony itself seldom occurs.

For similar reasons, digressive modulations by means of the major four-fold
chord of the first degree (I7) do not often occur ;—equally seldom are digres-
sions effected by the harmony of zke fourth degree (by IV?%); they occurin a
minor key by means of 1v?7 ;—and perhaps the most unfrequent of all are made
by means of the harmony of the seventh degree (°vir or °vii7).

These digressive modulations, however, are not in themselves absoluie]y
inadmissible; and a careful and full investigation of all the possible cases
involved in these classes very possibly might lead to many new applications of
harmony that would be very effective.

§ 288.

I have now said all that I could say, without going too much into detail,
in relation to digressive fundamental successions, and would recommend to the
reader the same species of exercise that I recommended at the end of § 271,
p- 497. The field Aere marked out is incomparably more rich and extended
than was that in the former case, and thus affords still richer materials for
farther investigations.
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CHAPTER VI

MODULATORY STRUCTURE OF A PIECE OF MUSIC TAKEN AS A WHOLE.

DIVISION I.
MUSICAL UNITY IN GENERAL,

§ 289.

Berore we leave the doctrine of modulation, we will make a few cursory
remarks upon the manner in which a piece of music, taken as a whole, is
usually constructed in reference to modulation.

The first and most general law here, is that of ke wnity of the key. Ordi-
narily, in every piece of music as a whole, one key prevails as the principal
key, so that the piece runs chiefly in this key, and thus renders this key
the prevailing one throughout. It is not intended by this, however, that we
must not, in a single instance, digress from the key once assumed. We may,
with perfect propriety, often pass into the accessory keys; but still, the key
once assumed as the principal key must always be the predominant one,—
the piece must be kept, through most of its extent, in this key, and, at least
ordinarily, must begin and end in it.

The law of musical unity holds good, moreover, not only of every piece of
music which of itself constitutes a whole, but also of several pieces which are
so connected with each other that they all together properly constitute only one
piece. Thus, e.g. even entire and long finales of operas may be treated as
large connected wholes, as single, entire pieces of music. The first finale in
Mozart’'s Don Grovanni is, as a whole, in C-major, notwithstanding the fact
that, at one time, a minuet in #“major occurs in the middle of the piece, at
another, other dances in G-major, again a terzett in Bb-major, and still again
other pieces in Zb-major, in C-major, &e.

Tt is, therefore, no violation of the above rule, if, of several such individual
pieces of music forming together one whole, the one or the other, considered
alone by itself, ends in a different key from that in which it began. Thus, e. g.
an air may begin with a Largo in C-major, which in the sequel passes into
a-minor, and, without closing, immediately changes into an 4Zlegrettoin a-minor :
this Allegretto itself, perhaps, digresses into e-minor, and, moreover, instead of
closing in it, makes a transition perhaps into a Presto in G-major, which last
then finally closes, not in G-major, but in C-major, and thus in the same key in
which the air began.

Moreover, among several pieces, not indeed immediately connected with
each other, but yet belonging together, it is proper to observe a umity of the
key; e.g. in a symphony or a sonata, the first piece, say the first A/legro, and
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the #inale,should be written in one and the same key, and the middle portions—
Adagio, Scherzo, &c. should, in cases where they are not written in the same
key, be written in the relatives of that key.—It is true, indeed, that writers are
often not very exact about this matter; while, at the same time, we not unfre-
quently find, on this point, in the works of our ablest composers, a very great
degree of unity, which can scarcely be attributable to accident. Could it well
be a pure accident, e. g. that Mozart’s Zauberflite begins and closes in Eb-major?
—his Jdomeneo in D 2—the Entfiikrung in C'?—that his Don Juan begins in
d-minor and ends, not indeed in d-minor, but yet in D-major ?—that, in Masses,
which usually consist of five principal parts, distinct and separate from each
other, either all these five parts almost always are written in one and the same
key or in nearly related keys, and at least the first and last pieces in one and
the same key ?

There may be cases, moreover, in which it is perfectly proper zof to observe
this unity. Thus, e. g. in a scene of an opera which in the sequel is to pass
into a character very different from that of its beginning, it is entirely proper
to end the piece in a different key from that in which it began.

It is, particularly, not uncommon to change pieces of music which commence
in a minor key into the major key, in the second half of them, and to continue
them in the latter to their end. Thus (to adduce a well-known example) the
first base air in Haydn's Creation (“ Rolling in foaming billows”) commences
in d-minor, but is afterwards, at the words “ gently moving,” changed into
D-major, and continues so to the end. In like manner, as observed above,
Mozart’'s Don Juan terminates in a major key, though it commences in a minor
key. Also the piece of music in fig. 234, p. 404, beginning in f{{-minor, ends
in #'§-major.

The reverse of this case is less frequent; namely, that a piece of music
beginning in a major key should finally end in a minor key.

Thus much in general upon unity of key in a piece taken as a whole. We
will now consider more particularly, with what harmonies and harmonic suc-
cessions a piece of music usually begins, what transitions into other keys are
usually made in the course of a piece, and with what harmonies and harmonic
successions 1t 18 usual fo close a prece.

DIVISION II.

BEGINNING OF A PIECE OF MUSIC.

§ 290.

It seems, as it were, to result from the very nature of the case, that a piece
of music should commence i the key whick 1s to prevail as the principal key
therein, and that this key should be firmly impressed upon the ear before
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Commencements in the second inversion are more rare than those in the first.
In the overture to Vogler's Castor and Polluz, fig. 318,

(Fig. 378.?
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the funeral march begins in d-minor, with the harmony ¥ in the second inversion.
In a similar manner, in a triumphal march at the closing scene of the opera
Tancred, 1 have made the full orchestra commence as in fig. 379 :

(Fig. 879.)
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The commencement of one of Joseph Haydn’s violin quartetts in A-minor is
also of this species: fig. 380:
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Musical authors were formerly so particular about the commencement of a
piece with the four-sixth position of a chord, that we find it laid down as a rule
in our books of instruction, that we must not only not begin a piece of music in
this way, but not even a single section of it. The above-mentioned examples,
however, show how unfounded is such a prohibition ; and with what admirably
fine effect also, a new period in the middle of a piece may commence with the
tonic harmony in the second inversion, is obvious to every one, from the passage
already referred to (§ 241, No. 9, fig. 253, p.440), in Mozart's pianoforte
quartett, where, after the pause, a new phrase commences with the new tonic
chord 7@b in the second inversion.

§ 292.

(2.) The fact that the tonic three-fold chord may occur in the beginning of
H 2
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a piece with the omission of an interval, is shown by examples already quoted
above, in figs. 375—378, and 380, pp. 514 .and 515.

Beginnings of this kind are attended with the peculiarity, that the ear,
hearing at first only two tones, remains for a time in doubt as to what harmony
it is listening to. In fig. 375, p. 514, e. g. it can equally well take the tones

git and b either as the harmony of the minor three-fold chord gt with the
omission of the fifth, or as the major three-fold chord 2, in the first inversion
with the omission of the fundamental tone, and consequently it cannot tell,
especially on the first hearing, whether the commencement is one in g-minor or

one in Z-major. So also in fig. 376, p. 514, the tones g and eh may be taken
either as ¢ in the second inversion without the fundamental tone, or as @b in
the first inversion without the fundamental fifth. So likewise the commence-
ment in fig. 377, p. 514, may be understood either as ¥ or as 33b, and that in
fig. 378, p. 515, either as JF or as . '

It is true, indeed, that after such a piece of music has several times been
heard, its commencement ceases to be equivocal (§ 214), particularly in cases
where one has already been accustomed to such beginnings in two parts, say for
two horns, and hence knows pretty well, even on the first hearing of them, how
they are to be understood. Upon the whole, however, commencements of this
species do not fully possess the property of at once impressing the principal key
of the piece upon the ear, and therefore are properly denominated equivocal.

An example where this equivocalness is especially perceptible, is afforded by
the commencement of the above-mentioned violin quartett in »-minor, fig. 380,
p- 915, which, even as far as into the second measure, seems rather to be in
D-major, than in »-minor.

But we not unfrequently hear pieces of music commence with zke omission
of even two intervals of the tonic harmony : either with the tonic note alone,
e. g. in fig. 235, p. 409, or fig. 298, p. 477; or only with the fifth of the tonic;—
or even, though more rarely, only with the proper third of the tonic harmony.

In commencements of this species, the above-mentioned equivocalness is still
greater ; because the ear, on hearing a piece of music begin merely with, say the
note ¢, does not know whether it is to regard this note as the fundamental tone
of @, or of ¢, as the fifth of £ or of JF, or as the major third of @b, or as the
minor third of a, &e.

The ear will, indeed, most simply and naturally understand such an indi-
vidual tone as the tonic note; and if, e. g. a piece commences with the note ¢
alone, the ear will assume beforehand that it is to run in the key of ¢, but
whether in C-major or ¢-minor is still entirely uncertain.

On the other hand, this mode of beginning a piece of music affords also the
advantage, that, after such a dry commencement, the following full harmony
makes the more agreeable impression.

Beethoven’s commencement of his symphony in c-minor is rather singular.
He not only begins with the fifth alone, but continues for several measures, and
one may say almost too long, to keep the ear in suspense as to the key to which
the unaecompanied tones g eb fd belong. Fig. 381:
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(Fig. 381.)
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We must reckon it among the commencements with only a single tone of the
tonic harmony, that a piece of music very commonly begins in the up-beat part
of the measure with merely the tone of the fifth degree of the scale; as, e.g. in
fig. 382, 7 and £.
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The above-mentioned beginning of Beethoven’s symphony, fig. 381, is also
of this species.

§293.

(3.) As the tonic chord, with which a piece of music ordinarily commences,
may be used in an inverted position, and with the omission of one or two inter-
vals, so a piece may also begin with a droken or karpeggiate state of the chord.

This mode of commencing a piece affords also nearly the same advantage as
that of beginning merely with a single note ; namely, the following full harmony
is rendered thereby the more satisfactory and agreeable to the ear; as, e. g.1in
the commencement of Mozart’s beautiful quartett in D-major, fig. 383, , &c.
(Fig. 383,1.)
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§ 294.

(B.) We have thus far attended to cases in which a piece of music. com-
mences with the tonic harmony, though, indeed, in inverted positions.

We may, however, not only commence a piece with the tonic harmony, but
with some other chord belonging to the key.

Even commencements with the principal four-fold chord are not very un-
common. Thus, e. g. one of J. Haydn’s violin quartetts in Bb-major, though
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it begins in the principal key, Bb-major, still does not commence with the
harmony 3b, but with JF7, and thus, not with Bb:I, but with BhV7 :—
fig. 384::
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In like manner also, another of Haydn’s quartetts in G-major commences with
the harmony G:V7: fig. 385:
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and again another of them in D-major likewise with the dominant harmony of
the major key : fig. 386:
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So also Mozart commences the first recitative of Donna Anna, in Don Gio-
vannt, in c-minor, with the dominant harmony : fig. 387:
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Beethoven likewise commences the finale of a violin trio, in a most agree-

able manner, with V7, and that too with the major added ninth, and the omission
of the fundamental tone : fig. 388:

(Fig. 388.) Finale Allegro.
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In like manner, I have myself commenced a pianoforte sonata, in C-major,
with the principal four-fold chord, having a major added ninth, the fundamental
tone omitted, and in the second inversion: fig. 389:

(Fig. 389.) My Op. 15.
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The commencement of the first finale of Cherubini’s Wasserfrdger (Water-
carrier) is of this species; fig. 390;

(Fig. 390.)
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The composer has here secured the most splendid effect by causing the modu-
lation, amidst this scene of universal excitement and expectation throughout a
long crescendo of forty-four full measures, to hang almost exclusively upon this
dominant chord, only occasionally and transiently touching upon the tonic
three-fold chord, and that too in unsatisfactory and imperfect forms, and thus
the longer keeping up the expectation and longing of the ear for the tonic chord
(§ 253), and raising the excited temsion of the auditor’s feelings higher and
higher, until at last, with the words, « thanks to thee, kind Providence!” a
universal burst of emotion occurs, with the more power and effect, on the intro-
duction of the full tonic chord @b.—(It is a pity that this splendid idea should
again appear immediately afterwards on a trivial occasion, and be misused and
debased,—namely, when the maid determines not to go to the dance.)
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Commencements with a secondary harmony are somewhat more unusual.
But yet, Beethoven, inexhaustible in the peculiarities of genius, commences a
pianoforte sonata in Zb-major with the four-fold chord of the second degree of
the scale : fig. 391:
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So also, in my Requiem, the tenor air No. 3 commences with the harmony
Bb as 11 of Ab-major, fig. 392; and a violin quartett in Zb-major, with the
three-fold harmony of the second degree of the scale, fig. 393 :
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§ 295.

(C.) We have seen (from §§290—293) that pieces of music may begin
with the tonic harmony, transformed, and that (§ 294) a piece may also com-
mence even with some other harmony belonging to the key besides that of the
tonie. But we may also, in like manner, commence a piece with a Aarmony
which is foreign to the principal key, and thus in another key than its principal
one.

An example of this is afforded by the well-known symphony of Beethoven
in C-major, fig. 394:
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Here the first harmony 7 is foreign to the key; and thus the symphony
properly begins in A-major, though, indeed, it immediately runs into C-major,
and from that point onward C-major is treated as the principal key.

We have another like instance in Cherubini’s Faniska; namely, in the com-
mencement of the beautiful terzett in 4-major: fig. 395:
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This commencement really indicates a-minor, and does not pass fully into
A-major until in the ninth measure.
In like manner, though less successfully, Beethoven begins the finale of his
sinfonia eroica in Hb-major: fig. 396
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This commencement certainly does not excite the feeling of Zb-major (nor is it
of very peculiarly happy effect).

So also, in my mass No. 3, I have commenced the “ Domine” in D-major
with the harmony JFi#i7, and thus apparently in A-minor, which, however, is
soon supplanted by JD-major, and is accordingly shown to have been only a
secondary key: fig. 397 :
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In another mass, I have attempted to begin the “ Laudamus” in F-major
in the manner exhibited by fig. 398 :
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and thus as if in g-minor; soon afterwards, however, the succession shows that
this g-minor is not to be permanent, but that the principal key is to be F~major,
and that g-minor merely opened the scene as a secondary key.

DIVISION III
MODULATION IN THE COURSE OF A PIECE.

§ 296.

There are pieces of music, particularly very small and short pieces, in which
no digressive modulation of any species occurs, from beginning to end. But
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these, for the most part, are only very unassuming trifles and little songs;
such, e. g. as « Emoy Life” (* Freut euch des Lebens”),—< Bloom, dear
Little wviolet” (<« Bliihe liebes Veilchen”), &e. or hunting pieces for horns, and
the like,—pieces whose whole modulatory change usually consists simply in the
fact, that one period closes with the chord of the dominant, and the following
with that of the tonic. Sometimes, indeed, there is still less variety than even
this; as, e. g. in the second of the above-mentioned songs, in which all the
periods uniformly end with the tonic harmony.

§ 297.

But, with the exception of such cases, it is usual fo introduce into every
piece of musie, especially those of the longer species, in addition to the principal
key, half and whole digressive modulations into the accessory keys; and the
larger and more extended the piece, the more it admits and even requires
digressive modulations, and those too of the more remote and complete character.

In small pieces, namely, we usually do not introduce many digressions,
scarcely any entire digression, preferring, in such cases, merely half-digressions,
and these too, only into the nearly related keys; for the obvious reason, that
such a short piece of music would be rendered, by so many transitions, espe-
cially into remote keys, altogether too diversified and heterogeneous in its
character.

We, therefore, usually satisfy ourselves in such pieces with half-digressive
modulations into the key of the dominant, from which we soon return again into
the principal key.—Even the more important pieces of composition sometimes
limit themselves to this most simple modulatory structure; as, e. g. Mozart’s
« In diesen heilgen Hallen’ (« In these sacred halls”).

Large and more elaborate compositions, on the contrary, admit and require
more digressive modulations and more important ones, as is very obvious, for
a reason, the opposite of that for which shorter pieces would not bear them;
namely, because a long piece, if kept incessantly in one key, would be entirely
too uniform and monotonous.

We very properly here, therefore, not only transiently introduce sundry
digressive modulations, and, among others, those into the more remote keys, but
even full and complete transitions, which for a time entirely erase the impression
of the principal key (though the latter must, indeed, at last be brought back
again).

§ 298.

The most usual digressive modulations of this species are as follow :

In pieces composed in the major key, it is usual to make a full digression
into the major key of the dominant, towards the middle of the piece. Thus,
e.g. in a symphony or sonata in C-major, a digressive modulation is almost
always formally made, in the first half, into G-major, and the first part usually
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comes to a perfect close in this key. (To adduce an example which is at hand,
a principal section in the fourth measure of fig. 228, p. 391, is closed in this
manner.—The same occurs also in fig. 229, p. 392. Other like instances are
found in measures 14—24 of fig. 230, p. 394. Then again in measures 12—20
of fig. 231, p. 397 ;—also in measures 4—8 of fig. 232, p. 399.)

Besides this digression into the dominant, there are also several others into
more nearly or more remotely related keys, less usual, indeed, but yet not
absolutely unusual or the less valuable; they are, namely, all the digressive
modulations into the other most nearly related keys. Thus, e.g. in a piece of
music in C-major, we at one time make a formal transition into #-major, or into
a-minor, or ¢-minor.

Among the transitions which are not positively unusual, belong those into
other keys whose tonic harmonies are to be found in the scale of the principal
tonic; thus, e. g. transitions into d-minor or e-minor, in a piece in C-major,
because the three-fold harmonies ¥ and ¢ are found in the scale of C-major.

More rarely, transitions are made into still other keys, e. g. into the major
‘key of the minor third ; thus in the key of C-major, for instance, into % b-major,
—or into A4b-major, in a piece in F-major (as in the example quoted in fig.
245, p. 434) :—or into the major key of the major third; and thus, in a piece of
music in C-major, for example, into Z-major (as in Beethoven’s symphony in
c-minor, where whole passages in C-major occur, in the andante in Ab-major) ;
—or into the major key of the minor sixth; and thus, e. g. into 4b-major, in a
piece in C-major, &e. )

All these and similar complete modulations are more rare than those before-
mentioned ; but they are not on this account positively unused, and much less
disallowed.

§ 299.

1In pieces of music written in the minor key, likewise, the complete digres-
sion into the minor key of the dominant is very commeon; and, accordingly, in a
piece of music in a-minor, for example, it is usual, towards the middle, to make
a transition into e-minor, and indeed to terminate the first principal section of
the piece with a full close in this key.—Meanwhile, however, this species of
transition is not so universal as is that into the major key of the dominant in
pieces in the major key ; in part, perhaps, because the tonie harmony of e-minor,
the minor three-fold chord ¢, does not belong to the scale of a-minor (compare
§ 298); and hence we pretty frequently find pieces in the minor key in which a
transition is made into the major key of the third, rather than into the minor
key of the dominant; so that in a piece in a-minor, e. g. the principal digression
is not into e-minor, but into C-major.

Next to this, the most usual complete digressions occurring in pieces of
musie in the minor key, are those into the major key of the sixth, and thus, e. g.
into F-major, in a piece written in g-minor (compare the 20th measure of
fig. 234, p. 405):—or those into the minor key of the sub-dominant, into
d-minor, in a-minor,—or even those into the major key of the previous tonic
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note: into 4-major in g-minor (compare measure 37 of fig. 234, p. 407). It
has already been observed, at the end of § 289, p. 524, that we not unfrequently,
after a transition of this last species from a minor key into a major, continue
the piece on to the end in the major key, and formally terminate it in this key
(as is actually done in the piece just referred to).

It is less usual, in pieces written in the minor key, to meet with complete
transitions into the major key of the dominant; as, e. g. into AZ-major, or of the
minor second; as, e.g. into Bb-major; &e. But still, these transitions are
neither disallowed nor entirely unused. On the contrary, these and other
similar less usual transitions may sometimes be employed with perfectly good
effect.

§ 300.

All that has been observed from § 296 to the present place, may and should
be regarded only in the light of general hint, and not as furnishing an unalter-
able and universal rule.

1t is true, indeed, that our old theorists believed and taught differently on
this point. They were not only very particular upon the questions, #nfo what
accessory keys may we digress, in the course of a piece of music? how long
may we continue in eack ? &e. but we often find in their works even formal
prescriptions on this point—regular labels, showing how many measures one
may continue in this accessory key, how many in that, &e.*

But such an exactness borders very closely upon pedantry. Art is free,
ought to be free, and does not tolerate such an admeasurement of its limits by
rod and chain. (Compare remark on § 301, p. 526.) »

To a man of sense it is superfluous to say that he is not, without necessity,
without object, and without a sufficient reason, always to be passing from key to
key at random, that he is not to be incessantly skipping about, in every piece of
musie, into every possible key, even the remotest, like a frantic person, &c.
All this; with sensible men, is self-evident.—But, that very wide, bold, and even
harsh and frequent leaps into widely remote keys, may, when taken in the right
place, be of striking and of very happy effect, has already been shown by
examples quoted in § 275, p. 499. Every thing here depends upon the sentiment
which we wish to express by the piece of music, upon the more or less simple
or multifarious, calm, or restless and impassioned, character which we would
give to our composition.

For this reason, the present consxdera.tlon is less appropriate to the technics,
than to the wmsthetics, of the musical art. In this latter connection, we shall
recur to the subject again.

* e. g. in Kirnberger’s Kunst des reinen Satzes, Th.I, p. 119 and foll.—in Rous-

zeau s Diction. de Musique, Art. Modulation,—in Sulzer’s Theorie, Art. Ausweichung,
c
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§ 301.

So much as this, however, may be said even here, in a technical point of
view ; namely, that, in order to produce great effects by digressive modulations,
one must use them sparingly. Digressions are always the spicing of modu-
lation* ; and a composer who, in a large or in a small musical produection,
digresses too often or too much, necessarily thereby blunts the ear of his hearer
to the effect of the digression; and if, in this case, he would produce some
particular effect by means of a digressive modulation—would express some
marked and striking sentiment by a bold transition, means already spoiled by
use would fail to be of any service to him, merely because the same thing has
already been employed too much before; whereas, had he heretofore practised a
more wise economy in the use of digressive modulations, it would have afforded
him double the effect, even from its striking contrast to the previous simplicity
of the modulation—[harmonic progression].

REMARK.

Vogler is most pedantically strict relative to the question, into what keys transitions
may be made. According to him, we may, in general, pass into no other keys, in a
piece of music, than into those most nearly related to the principal key! In his treatise
on composition (Zonsetzkunst), § 68, we read as follows: ¢ Every piece, whether of
vocal or of instrumental music, is named from a certain tone, and must, in order to
preserve its unity, digress into no tone which is several degrees remote ; consequently, a
plece of music in C-major must neither pass into D-major nor into Bb-major ; for, should
a piece digress into these two tones, the minor keys B and G would be equally near, and
of course all unity would be gone, and indeed it would no longer be true that the piece
is in C, but merely that it begins and ends in C.” He says again, in § 70: ¢ It has
sometimes been supposed that we may pass from the major to the minor key in the
same piece of music; but if we reflect that even the signature makes a break of three
degrees, and then consider the peculiar affinities of the other tone, we must conclude
that we may either digress from C, e. g. into all other tones, or into none beyond the six
above-named.” Thus he here forbids, not only the immediate skip over a degree of
relationship (see § 189, Remark, p. 332), but even every over-stepping of the circle of
the closest relationship, even though it be but that of individual diatonic degrees!
Indeed, we must not, in a piece in ¢-minor, e. g. pass at all into C-major, or the reverse.

After all that we have heretofore said on this subject,—after all that follows from
Vogler's own beautiful compositions, the refutation of such an interdict would be
superfluous,

§ 302.

The more frequently digressive modulations occur in a piece of musie, the
more chromatic changes must of course occur in it (§ XXV, pp. 39 and 40);
and hence it is usual to say of a passage which digresses much, that ¢f s very
chromatic. This may do as a technical expression; only it is to be observed,

* It will be observed, that the word ¢ modulation” is here used in the sense of
harmonic progression.—TR.
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(Fig. 399 continued.)
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and indeed the greater, the more elaborate and important the piece of music, the
more perfectly and forcibly does this close become it.

Such a cadence, moreover, is often with propriety several times repeated, as
in fig. 400, &ec.

(Fig 400)
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We are accustomed to denominate these full endings of a piece or principal
part of a piece of music, perfect or entire, complete closes.

Not unfrequently, however, we satisfy ourselves with less perfect cadences in
the close of a piece. Indeed, in many cases, such effectual, decided closes are
impossible ; as, e. g. in mere two-part pieces, say merely for two horns, where, as
also at the commencement, one must necessarily content himself at one time
with this and at another with that transformation of the ome or the other
harmony, at one time with omissions of intervals, and at another with inverted
positions of chords: e. g. fig. 401 :

(Fig. 401.)

0 TR e 08 T S L

e R
L

b\ = i= Cr l PR i "
- --
3 e 40 i {7 3
We can scarcely close a piece, however, with tke second tnversion of the
tonic chord : fig. 402:
(Fig. 402.)
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We frequently find the close decorated with tones of every species foreign to

the harmony, with transition-tones, apparent chords, and suspensions; e. g.
fig. 403 :
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(Fig. 426.) nuy or. 17.
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In fig. 416, the tones g and b, in the second measure, and the tones f and

d, in the third, are merely transition-tones; so are also the tones g and e in
fig, 417, and likewise the tones b and d, in fig. 418, ¢, £, Z

The harmonic combination [f b d a] in fig. 418, 7, might, indeed be explained

also as @7, and so might also the chord [f b d a] in fig. 418, # and Z, in which
case the tone  would be the fundamental seventh, b the fundamentzl third,

d the fundamental fifth, and 2 or gb the ninth, while the fundamental tone

itself—g—would be omitted. But if T were the fundamental seventh, it could
not (as we shall see in the doctrine of resolution), or at least not with propriety,
be treated as it is here treated; and therefore the first-mentioned mode of
explaining this succession of chords is preferable to the latter,—and conse-

quently the combination [f b El _é] or [fD d ib] must continue to be explained

as JF or f, just as if the mere transition-tones b and d were not present at all.
And thus Kirnberger®, in the case of a similar passage—fig. 418, m, p. 536,

explains the great sixth of the base tone, namely, the tone a, and so also its

major fourth T (“ the subsemitonium modi of the following tonic”) as being
merely transition-tones and as serving to render the close more pungent and
effective. Vogler alsot lays down the above-mentioned close—fig. 418, ¢
p- 536, as a model for a plagal cadence, and thus as IV—I, and consequently
recognizes the combination [f b d 2] as the major three-fold chord JF.

The examples in figs. 419—421, p. 536, are of a similar species (compare
§ 317, p. 549). So is also the ending of Joseph Haydn’s Salve Regina in
g-minor, fig. 422, p. 537. (The note ¥, in the last measure but two, is a
transition-tone.)

So also the harmonic combinations [d b d g} d gﬁ], [dggdbd ?ﬁ], and

[dbdgtdft],in the succession of chords in fig. 423, p. 537, with which I
close an eight-part Fugue written for the Berlin Singing Academy, arise merely
from the decorations of the tonic chord f3 by tones foreign to the harmony. In
like manner, I have also decorated the plagal close of another hymn, a:1v—4:1,
as in fig. 424, p.537; as also the close of the « Kyrie” and “ Agnus Dei” of
my mass, No. 1. fig. 425, p. 537, and another song, as in fig. 426, above, &c.

* In his Kunst des reiner fatzes, Th. 1, in the Appendix, p. 249.
t In his Choralsystem, Tab. 1.
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(C.) OTHER ENDINGS,
§ 309.

Besides the closes enumerated in §§ 303—308, we find, in the works of
composers, particularly the composers of church music, and very especially the
professors of the so-called Greek modes or keys, still many other endings,
which sound even more peculiar than those already mentioned. In parti-
cular, we find pieces which, so far at least as we can comprehend, do not even
close with a three-fold harmony on the tonic. Of these endings we will, at
least, present a few examples.

Vogler, for instance, in his Pastoral Maoss in E-major, closes the Credo,
which is otherwise very definitely in 5-minor, with a succession of harmonies,
the last of which, at least so far as we can see, cannot be called a tonic
harmony at all. Fig. 427:
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The endings in figs. 428, 429, 430, 431, 432 ¢ and %, and 433, are of a

like species.

(Fig. 428, 7.) VOGLER. *.)
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(Fig. 431.) BACH. (Fig. 432, 7.) BACH.
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We freely acknowledge that it would not be very easy for us to unravel the
modulatory structure of all such closes in a satisfactory manner, particularly in
this place, before we come to the doctrine of transitions and apparent chords.
They may, therefore, stand here, meanwhile, merely, as it were, in an historical
way, just to show that there are pieces of music with such endings.

Indeed, we might say, in a manner, that pieces of this description really end
without a proper close.

§ 310.

But, in fact, it may sometimes, under particular circumstances, be entirely
proper to end a piece of music, and that too, not merely one which passes
immediately into a following piece (§ 289, p. 512), but even a distinct and
independent piece, really without any proper close; particularly in cases where
one has to express the idea of something abruptly broken off. Thus, e. g. in
Mozart's Nozze di Figaro, Barberina’s arietta in f~minor abruptly terminates
in the commencement of the fourth act, when she is searching for the lost pin,
and is suddenly interrupted by the intervention of Figaro; the ending here is
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entirely without any proper close, like a speech broken off without its. closing

word or period : fig. 434, 7 -
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So also the scene in Salieri’s 4xur, where Tarar Astasien is missed: fig.

434, k :
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Such abrupt endings as these in fig. 434, ¢ and %, above, are the less
repulsive, because—at least according to the original construction, a recitative
immediately suceeeds; so that though the piece itself terminates, still the music
goes on, and consequently the ear is not obliged to regard the modulation as
ended. But the unsatisfactoriness of such endings becomes far more palpable
in cases where, as is the fact at the present day in most theatres, the dry
recitative is entirely omitted, and thus, in the passages referred to, the music
actually ceases and the dialogue commences.—Still, however, these passages
really make a rather repulsive impression, though by no means one that is
positively undesirable; and it is the result of very limited views, that on many
stages these pieces have been botched up with regular closes.
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(D) REMAREKS UPON THE DIFFERENT EFFECTS AND MERITS OF THE
DIFFERENT SPECIES OF ENDINGS.

§ 311.

Every one perceives that the endings presented in §§ 306—310 are always
rather unnatural and foreign in their effect, or at least less satisfactory to the
ear, than the most common of all closes; namely, the principal natural cadence.
The technical cause of this fact lies in the circumstance, that this latter species
of cadence, as we have already remarked ( § 255, p. 474,) is the most unequi-
vocal and decisive of all harmonic successions, and therefore is the most satis-
factory to the ear, since it contains a final confirmation of the principal key,
and fully puts the feelings to rest. The plagal cadence, however, consisting, as
it does, merely of two three-fold chords, is far less determinate and unequivocal.
And finally, the other closes, instead of directly settling the ear, at the conclu-
sion of the piece, upon the principal key, rather carry it away from the same;
and indeed, sometimes, as if for the very purpose of throwing it into uncer-
tainty, they even repeatedly and in rapid succession bound off from the prin-
cipal key into some new one, and then again from this into some other, and in
this way they present us with chords, one of which always belongs to the
previous key and the other to the new key, and they often carry with them also
a pretty variegated interchange of the major and the minor key, as is shown by
the diversity of figures which have occasionally been set under the foregoing
examples.—Indeed, it is impossible to say, with absolute certainty, of many of
the endings above-mentioned, that the harmony with which they eclose is
actually I or 1, and not perhaps V ;—or they even end with a harmony which
clearly vs xor I nor 1.

Our ear, however, has become accustomed to hear pieces end with closes of
this kind, and though they are not in their own nature satisfactory to it, yet,
through the force of custom, it acquiesces in them. (The least satisfactory
closes are such as occur in fig. 427, &c. p. 539, &ec.; but for this reason
these endings are called Greek or ancient cadences ; and if they do not always
sound very finely, yet they appear very learned, especially to those who are
profoundly unlearned.—We shall recur to this subject again.)

On the other hand, even the less satisfactory, the less definite and less
natural, even the unusual, the rare and the singular, the extraordinary and
sometimes even the positively strange, that which deviates from the ordinary,
the, as it were, mystical character which such endings carry with them,—all
this, I say, gives to these closes, at least to the better of them, a certain peculiar
and often really imposing character, which may be employed on many occasions
with great.advantage, when one has something peculiar, something aside from
and above what is ordinary, to express.

Such closes are particularly appropriate to church pieces (whence they
have derived the name church cadences). In fact, most of the above examples
are borrowed from church pieces.

It would, however, involve a pitiful partiality and limitedness of view, to
suppose that such closes belong exclusively to church music: just as much so
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as it would to maintain that this or that colour, e. g. red and blue, belong
wholly to sacred pictures and not at all to profane. As if art had not the
power to produce different effects with one and the same material !

There is no want of examples, moreover, where our best composers have
employed these endings in other than church pieces. Thus, e. g. J. Haydn
terminates his well-known variations upon the Emperor's March with such a
close. So also Mozart, as we have seen in fig. 417, p. 335, ends a rather
trifling finale of a violin quartett with a close of this species; and the same
author lets Don Juan go to perdition with such a so-called church close :
fig. 415, pp. 534, 535. And in like manner closes the air of the vengeance-
breathing hunter in Weber’s Freischiitz.

The same partial and limited views have also given birth to the current
and sweeping remark, that the endings of minor-key pieces in the major-key
(§§ 305, 307, pp. 529, 532) have a soff and soothing character. It is indeed
true that they often admit of being used for this purpose with good effect, as is
shown by several of the above examples, among others: but surely no sensible
man will, for this reason, be so one-sided in his viéws as to maintain that such
closes in the major key once for all bear this and only this character, and are to
be used only for this purpose. Here again applies the simile of the red and
blue colours; and here also Mozart teaches us that the threats of the ghost in
Don Juan can, with perfect propriety, be expressed by the so-called ¢ soothing
church cadences,” yes, and even that the cry of murder by Don Juan tumbling
into hell may form a cadence in the major key. A similar instance is found in
the before-mentioned passage from the Freischiitz, &ec.

(E) CHARACTERISTICS OF THE KEY OF A PIECE OF MUSIC.
§ 312.

On the occasion of the question proposed in § 190, many a reader perhaps
recollects to have heard from his music-master, if not even to have read in
celebrated books of instruction, that,in order to know in what key a piece of
music is written, or, in other words, what is its principal tone or key-note, one
has only to look at the signature,—and then at the last note, or at most at the
last chord of the piece. Such an old woman’s rule, it is true, is easy and short;
but for this very reason it is also incorrect, fallacious, and inadequate, as are a
thousand others like it.

It can only be said, in general, that a piece of music, as a whole, is in this
or that key, when this or that key is the predominant one in ¢t.—The question,
by what means the ear is led, on hearing a piece of music, to recognize the
piece as being in this or that particular key, we have thoroughly examined in
§§ 192—224, pp. 333—375, and have found that the answer to this question is
not to be dispatched by a mere single short sentence.
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REMARK. -

It can scarcely be necessary to add a word in confirmation of what has been said in
the foregoing section.

For, in the first place, as it respects the signature, it is well-known that every key
can be written with every signature, at pleasure, and even without any signature what-
ever. (§143,p.281.) In the second place, the rule is still less capable of showing the
key of each individual period, of each single passage in the middle of a piece, because
digressive modulations are continually occurring in the course of a piece of music
without any change of signature. (§§ 143, 144, p. 281.) And thirdly, according
to the usual method of constructing the signature of the minor scale (§ 142, p. 280), the
rule in question is doubly uncertain.

Equally fallacious is the method of ascertaining the key and scale from the Zast note
or last harmony of a piece. For, in the first place, it is far from being true, that every
piece of music ends with the tonic harmony. It not unfrequently happens, on the con-
trary, that a piece, even though it terminates with a regular close, and that too with a
tonic harmony, still does not terminate with the harmony of that tonic which was the
tonic of the piece, as a whole, but with some other; some pieces in the minor key, e.g.
end with the major three-fold chord of the tonic —of all which, we have found examples
above.—Secondly, as it respects the favourite maxim “in fine videbitur cujus toni”—
the key will be found at the end of the piece, many pieces terminate wholly without
any regular close; and in such cases it could not be ascertained at all, in what key the
piece is,—and equally impossible would it be to determine the key of this or that
section of a piece. Here again applies the humorous passage quoted from old J. B.
Doni, in the remark on § 221, «“ Or quesia é una delle pit strane cose del mondo, e
proprio come dire, che, per discernere un Lione da un Cavallo, bisogni guardargli la
coda; che se al povero animale sara stata tagliata, non si potra conoscere di qual
specie sia. E se in una modulazione mancherd lultima nota, non si potrd discernere,
in qual modo é composta :>* ¢ Now, this is one of the strangest things in the world* ;
it really amounts to saying, that in order to distinguish a lion from a horse, it is
necessary to look at his tail ; and if, by any means, the poor animal should happen to
have lost that, it would no longer be possible to recognize him, or to tell of what species
ke might be. So, if, in a modulation, the last note happens fo be wanting, it will be
tmpossible to tell in what key it is written.”” But, thirdly, it is still less true, that the
tonic note in the end of a piece of music is uniformly the highest, or that it is always
exclusively found in the base.

A rule of this kind, 7. e. one which is partially correct and applicable in many cases,
might always do very well, provided it were given only as one that would apply in many
cases, but not as being universally appropriate and fully adequate ; because, in this case-
it would really furnish no certain index, and thus, though it should confer no aid, it still
would not deceive the learner, and therefore would at least do him no injury; but,
given as a real and certain guide, it is not only unsuitable, but positively fallacious and
deceptive. (Compare remark on § 99, p. 220.)

* See p. 373, note t, for Mr. Warner’s translation of this passage. The whole Italian
quotation is here again inserted ; but, in the German original, Weber now commences at
the words ¢ cke se al porero,” &c.—ED.
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RESOLUTION.

CHAPTER VIL

RESOLUTION.

§ 313.

Many tones exhibit, in certain cases, a perceptible tendency to move in one
particular way, and in no other. In other words, they have the peculiarity that
a part which has once given such a tone cannot, uuder certain circumstances,
from that point onward, proceed at pleasure gradually or by skips up or down,
but must, or at least in order to the production of the best effect, proceed in one
certain definite manner. As a preliminary example, by way of illustrating our
meaning, it may be sufficient to observe, that, in the following passage, fig.
435, 7,
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the part which gives the tone b in the first measure tends, in the progression
from the first to the second measure, to proceed a minor second upward to the tone

¢, and not to move otherwise than so. The tone b ordmarlly tends upward to
¢ The tone T, of the upper part, has a tendency downward to ¢. So also, in the
following measures, the tone gt inclines to move upward, and the tone T to move
downward.

A progression according to such a tendency is called resolution. The tone

f, in the above example, as we are accustomed to say, resolves itself into é:, the

tone b into ¢, the tone gt into a, &e.

The tone into which an interval having this special tendency resolves itself,
may be called the tone of resolution, or, briefly, the resolution.

So far as a tone manifests the above-mentioned tendency, it may be termed
a restricted tone or interval.

The doctrine of the resolution of restricted intervals, or of limited progres-
sions, is to be the subject of this chapter.

We will consider, in general,

(1.) The different ways in which a part may be carried from such a restricted
interval to its tone of resolution, and the various forms in which the resolution
of restricted tones may take place (§ 314)—and then,

VOL. 1L K
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(I1.) Those harmonies which contain one or more of such restricted intervals.
If we do not prosecute this examination to the fullest extent and in all its de-
tails, still we will attend to what is most worthy of remark. (§§ 315—343.)

DIVISION I

THE DIFFERENT FORMS OF THE RESOLUTION OF HARMONIC INTERVALS.

§ 314.

In the passage already quoted, fig. 435, ¢, p. 545, the principal seventh?_;
as before observed, tends, in the fundamental progression V7-—I, to move down-

ward to e.

Now this movement of the part from T to e may take place in different ways,
and may thereby give birth to various forms of such resolutions; namely:

(4.) The part at one time moves from the restricted tone to the tone of reso-
lution in a gliding, legato manner, as from T to e, in fig. 435, ¢, p. 545; and at
another with an interrupted or séaccafo movement, as from d to ¢ in the following
measures of the same example.

(B.) Moreover, the two tones may also be separafed by rests; as, for ex-
ample, in fig. 435, £, Z, m, p. 545,

(C.) An intermediate fone may also be first inserted between the two others.
This may be done, for example, as in fig. 435, n, p. 545. The inserted tone
may perhaps be regarded as another interval of the harmony, and then this form

of resolution would become a species of broken progression of a part. (§ 21,
p. 134.) -

In like manner also, in fig. 436, <,
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the principal seventh Tis not immediately followed by its resolution into e:, but the

breaking part first makes a skip down to c. A part which moves in this man-
ner becomes, as we know from the doctrine of the broken progression of a part,
virtually two, as in fig. 436, %, above. It is not to be denied, however, that the

form in fig. 436, 7, above, where f is immediately followed by e, always appears
more smooth and flowing than that in fig. 436, <.

The inserted tone may also be one that is entirely foreign to the harmony
perhaps a transition-tone, as in fig. 435, o,
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When the tone thus inserted is the same which was the seventh in the chord,
as in fig. 435, p, it is usual to call this a refardation of the resolution, or a

retarded resolution ; because, on the introduction of the harmony &, the tone f
continues stationary for a time as an incidental tone before e, and as a tone

foreign to the harmony,—it waits to resolve itself into this e subsequently. (We
shall recur to this retarded resolution in § 424.) In fig. 435, ¢,
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a retardation and the insertion of an harmonic tone both occur together; and in
fig. 435, 7, a retardation together with an inserted tone foreign to the harmony'
Still other inserted tones are found in fig. 435, s, above.
In fig. 435, ¢,
(Fig. 435, t.)
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the first half-note }—: as the principal seventh, should, at the moment that the
tonic three-fold chord ¢ makes its appearance, resolve itself into e; but instead
of this, the resolution is retarded until another harmony appears. (The more
specific treatment of this entire subject forms a part of the doctrine of suspensions.)
(§ 499, &e.)

(D.) A resolution occurs, moreover,at one time into one, and at another
time into another interval, as reckoned from the base tone. For example, in fig.

435, 7, p. 945, the tone of resolution, namely, e, is the third of the base tone;
in fig. 435, u, above, it is tke sixth of the base tone; in fig. 435, v, above, it is
the octave of the base tone; in fig. 435, ¢, above, it is the fifth of the base
tone; in fig. 435, x, it is the seventh of the base tone; &e. &c. (Compare
remark.)

E?2



348 RESOLUTION.

(Z.) The tone of resolution is likewise at one time a so-called consonang
tone (§ 101, p. 228), as in all the above examples in fig. 435, +—v, pp. 545—
547, and at another time, a dissonant tone, as in fig. 435, x, p. 547.

(F.) It is perceived, further, that, during the resolution, ke otker parts
either Zkewise move or remain stationary. In fig. 435, ¢, p. 545, a middle part
remains stationary during the resolution; in fig. 435, u, p. 547, the base does ;
in fig. 433, y, p. 547, all the parts move together. (Compare remark.)

(G.) The resolution occurs, finally, at one time on a heavy portion of the
measure, and at another on a light;—a distinction which, as we shall soon see,
is of special importance in the resolution of the secondary sevenths and of sus-.
pensions.  (§§ 3261, 427, and 455.)

REMARK.

What is said under (D) and (F) will indeed appear to many as somewhat trivial,
adventitious, wholly unessential, and hence as scarcely worthy of mention, and that too
very properly. But one would be still more surprised to learn, that, in all our books of
instruction, great importance is everywhere attached to the question, whether, for ex-
ample, the seventh is resolved into the sixth, into the fifth, into the fourth, &e. (Com-
pare remarks on §§ 99, 320, and 354.) As it respects the phantom called ezchange of re-
solution, see the remark on § 320.

DIVISION II.

PROGRESSION OF THE INTERVALS OF THE FOUR-FOLD CHORDS.

(A.) OF THE PRINCIPAL FOUR-FOLD CHORD.

§ 315.

Having taken the foregoing general survey of the resolution of harmonic
tones, we will now proceed to inquire, what intervals of the different harmonies
exhibit, in certain cases, a peculiar fendency of the above-mentioned species
(§ 313); and what intervals do not, and in what cases they do not, exhibit this
tendency, but move freely.

We will commence this examination of the different intervals with reference
to the progression peculiar to the intervals of the four-fold harmonies: and first,
the intervals of the principal four-fold chord.

We will consider the principal four-fold chord throughout on all points [with
merely the exception of the case in which its fifth is arbitrarily lowered (§ 94
p. 214), which particular case we will hereafter consider in a separate appendix
(8§ 334—338)].

Two particular intervals of the principal four-fold chord are, in certain cases,
subjected to a definite resolution ; namely, (1) its seventk, and (2) its third.

We will first attend to its sevents.
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(1.) Progression of the principal Seventh.
(a.) Restricted Progression.
§ 316

The seventh of the principal four-fold chord has a tendency to move either a
manor or a major second downward in all those cases in which the principal
Jour-fold chord vs _followed by another harmony in the same scale, and which
contains the tone situated either a minor or major second below. In all such
cases, the seventh tends, az the moment that the harmonic step s taken, to re-
solve itself into this tone.

In the more specific treatment of this subject, we will examine in order all
the different cases of harmonic progression in the same scale which can arise from
the principal four-fold chord.

A principal four-fold chord may be followed, namely, by

((1.)) Either the fomic harmony (natural principal cadence, § 254 (1), a,
p- 473; § 255, p. 474); or

((A1.)) Some other three-fold chord of the same key (/false principal cadence,
§ 254 (1), b, p. 473 ; §256, p. 476 ; § 264, p. 489); or

((1IL.)) Another four-fold chord in the same key (evitated principal cadence,
§ 269, p. 493 ; § 270 (1), p. 494).

§ 317.
() In the Natural Cadence.

Accordingly, the first case in which a principal seventh tends to move one
degree downward, is that in which @ natural cadence is made after the principal
four-fold chord. (§ 255, p. 474.)

((4.)) Itis in conformity with this tendency that the seventh moves in the
examples already mentioned in fig. 435, where we have seen this resolution occur
under many different forms.

This resolution of the seventh, one degree downward in the natural principal
cadence, is the most natural and smooth of all : accordingly, we will name it the
normal progression.

((B.)) This progression of the seventh, however, is not the only admissible
one. (For it is nowhere written, that, in art, merely the most simple and natural
is universally and in all cases the best.) Our ear teaches us, on the contrary,
as we are also taught indeed by the example of our greatest composers,
that no evil is involved in this interval occasionally proceeding wupward also,
or even by skips; and that too not only in middle parts, but also in the base
or soprano.
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the tone f—,: of the oboé, moves, in like manner, up instead of down; in fig. 441,

(Fig. 441.) VOGLER.
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the tone d does the same; in fig. 442,
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the tone dp;—in fig. 443,

(Fig. 443. ) MOZART’S COSI FAN TUTTI.
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the tone f passes upward into g.
I have attempted a similar mode of resolution in fig. 444,
(Fig. 444.) my op. 16.
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where the principal seventhd moves upwards (unless, by the by, one chooses to

regard the tones d and b as mere transition-tones.)
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The gradual* ascending progression of the seventh f, lying in the base,
in fig. 445, 7,
(Fig. 445, i)
Ay

sounds less agreeably, and indeed one may say positively ill.
The ascending or skipping movement of the seventh is attended with the
least liability to fault wken it [the seventh] occurs doubled, as in fig. 445, #—n,
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or even in fig. 441, p. 551. In this case, it is quite sufficient to carry the
seventh gradually downward in one part. In the other, it may, without incon-
venience, proceed otherwise. For, the natural progression of the former secures
a sufficient degree of naturaluess in the progression as a whole, and the normal
movement which attends the one seventh satisfies, or at least pacifies, the ear.
Indeed the different progression of the seventh is even necessary in such

cases, in order, as will appear farther on, to avoid faulty parallel progressions
of octaves (§ 70, at the end, and § 547). On the contrary, such a movement
of the seventh is especially to be avoided, when it would bring with it a
forbidden parallelism of fifths, as we shall perceive hereafter (§ 529.) See
fig. 445, 0 :

(Fig. 445,0.)
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In general, a correct taste and a cultivated ear must here determine, in each
individual case that occurs, whether such a conduct of the seventh is repulsive
to the ear or not; and wherever this is not the case, such a progression of the
seventh cannot rationally be forbidden on technical grounds.

* The word ¢ gradual,” as here used, means “ by the successive steps or degrees of
the scale, from some one tone of the scale to the next one above or below.”—TR.
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In the examples, fig. 419 and 420, p. 536, if we regard the chord before

the last [c a eb Tﬁ] or [cfftaeb]as the principal four-fold chord D7 with
the minor added ninth eb and omitted fundamental tone D, the skip of the
base from ¢ (the fundamental seventh) to G is a progression of this seventh
by skips. ~(Moreover, the chord in question can also be explained as a mere

transition chord or apparent chord, by regarding the tone 1 only as the tone of

transition to g of the following chord, and the a as a tone of transition to the
following b. According to this view, the chord before the last depends upon no
peculiar new fundamental harmony, but merely upon that of the foregoing chord,
and thus the tone ¢ should be regarded, not as the fundamental seventh, but as
the fundamental tone, still continuing on as in the third chord from the end.
Regarding the matter in this point of view, there would indeed be no seventh
at all, and of course no irregular progression of a seventh.) In fig. 418,
p- 536, the tone f moves in the same way, by skips, to ¢; and such progres-
sions are found also in figs. 421 and 427, pp. 536 and 539. (Compare also
figs. 308 and 398, pp. 481 and 522.)

§ 316,
((AL)) In False Cadences.

The second case in which the seventh of the principal four-fold chord tends
to resolve itself into the next lower fone, is that of false cadences (§ 256,
p. 476) ; namely, all those cases in which the tone of the next lower degree
occurs in the three-fold chord following the four-fold chord. One case of this
kind is the false cadence V7—v1 or V7—V], as in fig. 446 :

(Fig. 446.)
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Another is found in V7 —r1, fig. 447 :

(Fig. 447.)
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(More examples may be found in figs. 207—304, pp. 476—479, and in figs.
3123117, pp. 482—484.)
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of this kind is found in those false principal cadences which involve the step of
a fifth or a seventh (§257); as, for example, in V7—i1, or V7—°11.  (Compare
figs. 306—311, pp. 480—482); fig. 450:

(Fig. 450.)
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and in V7—IV, or V7 —1v, fig. 451 :

(Fig. 451.)
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and also in other similar evitations of cadences in the same scale; as, for
example, in fig. 452 :
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((31.)) But, in general, the principal seventh dees not exhibit any decided
tendency downwards, when the principal four-fold chord is followed by some
harmony that s foreign to the scale, and thus when the cadence is avoided by
a digressive harmonic progression (§ 269), as in figs. 453—455:

(Fig. 453 (Fig. 454.) (Fig. 455.)
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It is true, indeed, that cases must have occurred to them, and that too not unfre-
quently, in which the seventh proceeded otherwise without the slightest ill effect to the
music ; but, instead of allowing their eyes to be thereby opened to the inaccuracy of their
abstraction, and to the propriety of recalling their rashly propagated and incorrect law,
and of first inquiring, rather of the nature of our ear, in what cases such downward
progression of the seventh is properly required, and then adjusting the law to these
cases,—they preferred rather, perhaps from slothfulness or obstinacy, to let the once-
established rule remain ; and, even to this day, they have exhausted their ingenuity in
the invention of subtle shifts, to explain cases running counter to their prohibition,
though faultless in their own nature, and consequently condemnatory of the interdict,
as entirely disconnected exceptions to the rule; and all this merely for the purpose of
keeping still in honour the once-established prohibition! And, in like manner as those
who created the interdict in question had not the courage to abandon it, so we, in pious
deference to our venerated ancestors, still adhere to rules which they, if they had better
considered the subject, would never have laid down.

But how very much the theory of composition is encumbered with uncertainty,
confusion, and difficulty to beginners, by rules which are so incorrect as univeral
principles, and inapplicable in so many cases, it is easy to see.

Thus, for example, Kirnberger*, and after him Tiirck?, could justify the progression
of the seventh in such cases as those in fig. 460, i—p,
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only as exceptions to the rule—as omissions of resolution—as elliptic or catachretic
resolutions, The tone c:, in fig. 460, ¢, above, must, says Tiirck, according to the rule,
proceed one degree downward and resolve itself into b. Instead of this, it is true, the
next tone is cf ; but one has only to conceive to himself that the first chord is followed

by the three-fold chord of €&, and that T in this way moves down to b, and then the
rule would be exactly followed. Now this three-fold chord of & and the resolution

of ¢ into B are only omitted, and the present case is, accordingly, a mere—ellépsis.
In a similar manner, Kirnberger} allows such cases as occur in fig. 461,

(Fig. 461.)
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only under the idea of an omitted chord of resolution.

éo P

* In his Kunst des reinen Salzes,ITh. 5 Abschn. p. 85, as also in his Wakren

Grunds. zum Gebr. der Harmonie, § 19.
t Generalb. §§ 47 & 145. 1 W. Grunds. zum G. d. Harm, § 19,
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So also Tiirck, in the places above quoted, considers the passage in fig, 462:
(Fig. 462.)
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which he has discovered in Sebastian Bach, allowable only as a catachretic resolution,
and to be justified only as an exception to the rule, as a licence * which the profoundest
composers sometimes allow themselves!” while, in point of fact, the celebrated Bach
does not, by this passage, in the slightest measure contravene the rule, if the latter be
but correctly understood,—does not allow himself the smallest deviation from the true
principle, and hence needs no justification, especially so miserable a one as is made in
this case.

Tiirck, moreover, knows how to justify the case, fig. 463, {:
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(which likewise commits an offence against his rule, but in which, as already remarked

above, there is really no downward tendency of the seventh at all), only on the ground

of the ingenious fiction, that the tone bb is enharmonically exchanged for the tone a#
Also the case in fig. 464,

(Fig.464,i) (k) .
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(in which, moreover, the tone eb is not at all the seventh of the fundamental harmony,
but either a transition tone or a ninth) he excuses only as an allowable licence or as an
enharmonic exchange. .

Equally without necessity is the passage in fig. 456, page 556, represented in the
General Encyclopedia of Arts and Sciences*, as an instance of an ezchange (Austau-
schung) of resolution.t

In the same way, Marpurg finds himself able to justify the skip of the upper part

from the seventh f down to D, in fig. 459, 7, page 556, only as a concealed resolution!

Moreover, Kirnberger§, and with him Tiirck|, conceives himself under necessity of
justifying such cases as those in fig. 459, %, [, m, page 556, which do not in the least
contravene our rule, as particular licences, as allowable exceptions and deviations from
the rule.

In the justification of so many cases which are counter to their rules, the gentlemen
theorists discover an amount of casuistic subtlety which would obviously be capable of
excusing, in similar ways, the grossest real faults, as they have succeeded so happily in
exculpating mere imaginary ones.

* In the allgem, Encyclopidie d. Wiss. u. Kiinste.

+ See remark on § 314, and Cicilia vol. xv. pp. 77—114.

{ Generalbass, 1. Th. 1 Abschn, IV Absatz, § 42, page 60.

§ Kunst des reinen Satzes, I. Th. 5 Abschn. page 83. , Il §70.
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But what answer would they give to a pupil whom they should charge with a really
irregular resolution, in case he were to reply to them, that he wished for once to make
an “ ellipsis,”’—a catachretic resolution, for the sake of becoming practiced in such
catachreses and ellipses? Perhaps they may say to him in reply, that the principle does
not here apply! In this case, he will further ask, pray, where does it then apply? and
where does it not?

But why do all these difficulties exhibit themselves? Why this anxious daubing,
botching, and plastering up of an edifice that cannot in its own nature be supported?
Why these miserable casuistics? Why all these ingenious, troublesome, motley,
fanciful, and forced justifications of pretended exceptions from a rule which, though
claimed to be universal, is in fact only erroneously given out as such; while we can
spare ourselves, together with the unnecessary rule, also the unnecessary trouble of
laboriously seeking out unsatisfactory apologies for progressions, as exceptions to the
rule, while those progressions are really faultless in themselves and néed no justification
whatever? '

But still more! Theorists have not confined themselves simply to the task of making
it requisite that the seventh of the fundamental tone should always move one degree
downwards, but they have been inconsistent enough even to regard it as an exception
to the rule, if any tone, accidentally situated on the seventh degree from the base tone,
though not really the seventh of the fundamental harmony at all, does not resolve itself
gradually downward! (Cempare remark on §99, p. 220.) This fact has been observ-
able in several of the cases already quoted, but it is still more strikingly so in those.that
follow. Koch*, for example, says, that, in fig. 465,

(Fig. 465.)
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the seventh, that is the tone b, which, as reckoned from the base tone, is indeed the
seventh, though very far from being the seventh of the fundamental harmony, but an
adventitious tone, having even a decided tendency upwards to its principal tone ¢,—I
say, this pretended seventh b can be resolved also one degree upwards! Perhaps,
however, as an exception and a licence ?!

Of the same species is the pitiful ingenuity with which our musical literati seek to
apologize for the so-called stationary seventh (compare remark on § 268, p. 492), as
in fig. 466, ¢ :
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560 RESOLUTION.

They never seem exactly to understand how to make the stationariness of this seventh
chime with the universal marching order which they have once suffered to pass upon all
the sevenths, and by virtue of which these sevenths are all required to move so and so
together. In my opinion, however, all this trouble is quite unnecessary. For the tone

¢, here remaining stationary at every third quarter-note, is, for the admiration and
astonishment of those learned gentlemen, not the seventh of the fundamental harmony,
but the fundamental tone of the uninterruptedly continued harmony of @, and is only
by accident the seventh tone from the tone d, through which [d] the base proceeds from

c to e (while the tenor, instead of uninterruptedly retaining the tone €, makes,in a
like manner, a momentary transition to the tone f, in order to return immediately again
to the tone €). Regarding the matter in this point of view, there can be no occasion
for any thing to be said as to the necessity for resolving the tone (::—; at the third quarter,

into b. The examples in fig. 466, A—o, p- 559, also, admit of being explained in the
same way, without having recourse to any ingenious fiction, and without rendering it
necessary to seek out some solution that is peculiar,and to regard this pretended seventh
as being catachretically resolved. (We shall recur to this subject of a stationary
seventh again in § 392.)—As it respects the expression itself « stationary seventh,” it
would apply much more appropriately rather to such cases as that in fig. 451, p. 555.

Equally without necessity, the gentlemen above referred to make a great ado also
about the question, info what interval (that is, into what degree from the base tone)
the seventh resolves itself. For, when we know that, in fig. 467, a—f,

(Fig. 467, a.) (0.)  (c.) i d.) (e) f) 5 (9-) 0 ) (z.)
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the fundamental seventh resolves itself into the fundamental third of the tonic harmony
(§ 814, D, p. 547), in fig. 467, g, above, into the fifth of the harmony vI, and, in fig.
467, k and ¢, above, into the third of the harmony F:V7?, &c.—we know something
that is more substantial and definite, than when they tell us that, in fig. 467 a, the
seventh resolves itself into the third; in fig. 467 b, the third into the third; in fig. 467 e,
the fifth into the third ; in fig, 467 f, the prime into the prime; in fig. 467 ¢, the seventh
into the fifth; in fig.467 A, the fifth of the fifth-sixth chord into the fourth of the second-
fourth-sixth chord; &c. All the resolutions from fig. 467 a to 467 f, inclusive, are
substantially alike, and differ only in the accidental, unimportant circumstance, that the
base part remains stationary on the tone g, in fig. 467, d, while it moves upward or
downward during the resolution of the seventh, in fig. 467, a, b, ¢, ¢, f. On the
contrary, the seventh resolves itself, as well in fig. 467 d, as in fig. 467 7, into
the sixth: and yet these two cases are essentially diverse; namely, C:V7—I, and
C:Vi—F:V1. (Compare alsoremarks on § 99, p. 220, and § 314, p. 548 ; and §454.)

As it respects the commonly received dogma, that the resolution of the seventh must
take place on a light portion of the measure, it is true just so far as it is also true that
the preparation must be made on a light part of the measure, while the discord must be
struck on a heavy part of the measure (§ 114, p. 244), in which case the resolution
naturaliy occurs on a light portion of the measure. {(§ 3264.)
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(2.) Progression of the Third of the Principal Four-fold Chord.
(a.) Restricted Progression.
§ 321.
(d.)) In the Natural Cadence.

There is still another interval in the principal four-fold chord, besides the
seventh, which, in certain cases, requires a definite progression; namely, ke
JSundamental third,—the subsemitone of the key.

This interval tends fo move a minor second upwards when the principal
seventh is followed by another harmony which belongs to the same scale, and
which contains the tone of that next higher degree.

First, in the natural principal cadence. (§ 255, p. 474)

((4.)) In fig. 468, <,

(Fig. 468, 4.) )
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b moves into ¢, thus a minor second upwards; and in like manner gy afterwards

ascends to a.
A similar progression attends the subsemitone in fig. 468 %, above, except
that it is somewhat retarded ; also in fig. 468 /,

(Fig. 468,1.) (m)
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though interrupted by a tramsition tone; and also in fig. 468 m, though both
retarded and interrupted.
But in fig. 469, ,

(Fig. 469, 3.) (*) @) (m.)
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where the proper third of the principal four-fold chord decidedly moves down-
wards or upwards by skips, the progression gives but very little satisfaction to
the ear.

VOL. II. L
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In the following passage, fig. 470, , £, 7,

(Fig. 470, i.) (k) @)
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the tone ¢ does not immediately follow the subsemitone b, but the breaking-

part first makes a skip upwards to e, though the broken under-part moves
regularly, as in fig. 470 4, above. The progression in fig. 470 , above, is
always more smooth than it is in fig. 470 7, above (§ 27, p. 144, and § 471).

((B.)) But, however decided is the gradual ascent which forms the most
natural progression to the subsemitone in the natural principal cadence, still it
is not the only possible one.

In the first place, the third of the principal four-fold chord may, in the
natural principal cadence, often very properly descend by skips into tie fifth
of the following threefold chord, particularly when it [the third] lies in @
middle part. For example, fig. 471 :

Figa7Li) k) () @) @) )  ®) @) )
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We frequently have occasion to avail ourselves of this freedom in the pro-
gression of the third, particularly in those cadences which are to form a full
close, and where we must otherwise, if we have only four parts, be deprived of
the fifth of the tonie chord, as in fig. 471 7 and m, above, or of the third of the four-
fold chord itself, as in fig. 471 » and o, above, or we should be compelled to put
the four-fold chord in an inverted position, as in fig. 471 p and ¢, above, or the |
three-fold chord, as in fig. 471 7, above, &ec.

But, moreover, the subsemitone is sometimes allowed to take this progres-
sion even in the outer parts. Thus, for example, Mozart, in fig. 472,

(Fig. 472.) T A FT MOZART’S DON JUAN.
| — P
Larghetto. £ _d‘_ - ° | —

.. — & o~ ™
Gt — s
v TFTsF s TS |

1 V7 I

carries the tone a of the upper part by a skip down to f—Fig, 4173, on the next
page, is of a similar character.
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(Fig. 473.) sf BEETHOVEN’S SONATA.
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The above-mentioned leap of a third may also, by the insertion of a lran-
sition tone, be changed and divided into two steps of a second each. Thus,
for example, in fig. 474,

(Fig 474, a.) ®.)
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the tone b moves down through a to the fifth g of the following harmony .
The same interval moves in a similar manner in figs. 475—478:

SPONTIN1'S CORTEZ.
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from a to dp, and then from g to ¢b; in fig. 482,

(]

<

(Fig. 482.)  Andante. VOGLER'S MISSA PASTORALE,
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in the second violin, from T4 to b ; in fig, 483,
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from b to E; in fig, 484,
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(Fig. 484 continued.) . l
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Each of the usual anomalous progressions of the subsemitone involves the
least liability to fault when the subsemitone occurs doubled, and one of the two
takes the natural movement; in which case, for reasons already mentioned (in
§ 317, ((B)) p. 549), such different progression is not only more safe, but even
absolutely necessary, as in fig. 484 above.

In fig. 482, p. 565, moreover, it might also be taken into account, that the

anomalous progression of the tome Tf, of the second violin, in the second
measure, is compensated by the movement of the alto part,—and so also the
downward movement of the soprano part in the following measure, by the

progression of the tone Tt in the first violin—at any rate, by the fact that the
alto part here ascends above the soprano, by which means the soprano, in a
manner, ceases to be an outer part.

§ 322.
((11.)) In False Cadences.

((4.)) In like manner as the third of the principal four-fold chord tends to
ascend in the natural cadence, so it tends to take this course also in all those
false cadences (§ 256, p. 476) where the principal four-fold chord is followed by
a three-fold chord which contains the tone of the next higher degree; accord-
ingly, in the false cadence V7—vi or VI, fig. 485, below, and in V7—1V or
V7—1v, fig. 486:

(Fig. 485 ) (Fig. 486.)
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A retardation of such a progression in the false cadence V7—vr or VI, may
be found in fig. 487, ¢, £, I+

(Fig. 487 z) ) (k) l_J = @) '

'—'!-:r"—:'::f_ - NS N S L o L B

h\3%4 %; £ ”nr" i;g_:iiiz Egizq ?Z_—{i 'g F
J e OI l % ?:T -ei-'- & .él-



RESOLUTION. 567
In fig. 487, m,
(Fig. 487, m.) (n.) (0.) ()
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an interpolated transition-tone is found between the subsemitone and the reso-
lution ; in », both a retardation and an inserted accessory tone ; in o, a two-fold
retardation ; namely, both that of the progression of the subsemitone and that
of the note of suspension itself—that is to say, the form is as in o, instead of
being as in p.

Similar examples of the false cadence V7—IV, or V7—1v, the reader can
form for himself,

((B.)) The inclination of the third of the principal four-fold chord to move
one degree upwards at the moment this false cadence is taking place, is so strong,
that it is difficult to find examples where any other progression would be of
good effect.

One way, however, in which this interval admits of being carried down-

wards, is shown by fig. 488,

(Fig. 488, a.) ®) ()
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where, in the false cadence V7—VI, the third cf of the principal four-fold

chord @7 descends to bb through the transition-tone c. (Compare § 257,
p- 476, and fig. 302, p. 479.)

Other examples, whose fanltlessness I will not vouch for, oze may find and
examine for himself in figs. 489 and 490:

(Fig. 489, a.) 0.) (Fig. 490.)
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One may also compare with the present section all the examples in figs.
297—321, pp. 476—485.
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§ 323.
((X1L)) In the Evitations of Cadences in the same Scale.

((4.)) Moreover, when a principal four-fold chord is followed by another
four-fold chord in the same scale and thus a principal ecadence is avoided, the
third of the principal four-fold chord tends to go up a minor second, in case the
tone of this degree is contained in the following harmony. This is the case
in the harmonic successions V7—v17 or V7-—VI%, V7—1u17 or °u?,—and
V7—IV? or 1v7 ; for example, in figs. 491 and 492 :

(Fig. 491, 7.) (*) (Fig. 492.)
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(As it respects the succession V7—I7, see what follows in B.)

((B.)) The third of the principal four-fold chord cannot easily proceed
otherwise, in such an evitation of a cadence, than one degree upwards; except
in the harmonic succession V7—I%, that is, when the principal four-fold chord
in major keys is followed by the major four-fold chord on the key-note, as in
fig. 493, from the third to the fourth measures:

(Fig. 493.)
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when, namely, it is preferred to let the b continue on, in order that it may
serve as a preparation of the major seventh of the following chord ;—so also in
fig. 494, in the second part (not in the base) :

(Fig. 494.)
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the tone Ti; of the upper part proceeds, at the second harmonic step, without

hesitation, to f; instead of resolving itself into g, and subsequently the tone b
goes in like manner to bb.—Precisely the same free progressions of this interval
are found also in fig. 501, 7 and m :

(Fig. 501, 2.) (m.)
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= ] | Sl sees ot
— — i —

namely, the tone B goes down to A, and b down to a.—Indeed, in many cases,
as, for example, in fig. 501, 7, p. 570, it would sound positively ill to carry the

subsemitones {4 and b one degree upwards, as in fig. 501 £, p. 570; because, in
that case, another part must carry the seventh of the following harmony by a
skip, which, as we shall learn when we come to the subject of cross relation
(Querstand), would not be of good effect. (§ 490.)

(I11.) Finally, the fundamental third of the principal four-fold chord is
free so long as no harmonic step is taken; but the principal four-fold chord
continues on unchanged ; for example, figs. 502, 503, and 504 :

(Fig. 502.)
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REMARK.

The musical literati are not agreed, moreover, in respect to the above-mentioned
instances of free progression. Not that they have been in the habit of explaining all
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those and other like progressions as incorrect and disagreeable to the ear; no! they only
find them fo contravene their rules; and, in order to be able to justify them without
marring the integrity of their rules, they again exhaust their ingenuity in subtle evasions
and apologies.

Hear, for example, how Kirnberger*, Tiirckt, and Koch{,fancy themselves obliged
to explain such cases as are found in fig. 505, ¢ and %,

Fig. 505, 7. .
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(in which, moreover, they have discovered a still farther irregularity; namely, the
unprepared introduction of the principal seventh! [See remark on § 107, p. 240.])
We must, they say, imagine fig. 505, &, not to be as it is, but otherwise; namely, as it
is in fig. 505, [ :

(Fig. 505, 1.)
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Such a passage, continue they, would not be contrary to our rules: the tones marked
with an oblique stroke would be only transition-tones.—Now we have only to conceive,
they add, that the transition-tone in question always introduces itself half a measure
sooner than is the case here (thus again as in fig. 505, k). This earlier introduction of
the transition-tone, we denominate again ¢ an anticipation of a transition-tone;” we
say, “the transition-tone stands here instead of the principal:"——this anticipation
and this putting of the transition-tone in the place of the principal, we allow as
“ a licence;’—and now the example can pass, for it has now a learned name, it is
called “ an Anticipation of a transition-tone,’—* the transilion-tone instead of the
principal,”—“ a licence ’” Mark it now, ye novices! we may substitute the transition-
tone for the principal, and this is called a licence~—~Now do you know it? And what
do you know !—

Besides, if this one case of a downward progression of the subsemitone rendered it
necessary to be at so much pains for an apology, what a huge labour must it be to furnish
a similar justification for all the innumerable other cases of natural or false cadences or

* Kunst des reinen Safzes, I Bd, 5 Abschn. page 89 & foll.
t Generalb.§45. | Anleit. zur Comp, I Bd. Remark to § 132, and Handbuch, § 188.
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evitations of cadences in which we should find the interval in question so frequently
proceeding otherwise than by one degree upwards, or even not af all, and of which
those gentlemen, in framing their rules, have obviously never dreamed! What a mass
of learned lore might have been elicited upon all those cases of harmonic progression!
What a prize of new catachretic progressions and non-progressions, licences, and the
like! and, in respect to the latter, what a fine opportunity again to invent a new tech-
nical term: a stationary subsemitone, as a counterpart to the stationary seventh, &c. &e.

But the confusion becomes twice confounded, when one takes the law laid down by
theorists in the manner in which they express it; namely, according to the wretched
thorough-bass figures.

Here it is, as expressed in the approved books of instruction: ¢ Every note which
has a false (minor, § XX X VI, p. 47,) fifth over it, must move a (minor) second higher
while the false fifth resolves itself one degree downwards.—Every note which bears a
superfluous (major) fourth must go down one degree, while the superfluous fourth goes
one degree upwards;” or, briefly,  the minor (diminished, as it is called) fifth resolves
itself downwards, whereas the major (superfluous, as it is called) fourth resolves itself
upwards.”

Now this rule, like many others of the same stamp, does indeed apply in many
cases ; but it proves false not only in numberless others (namely, not only in all the cases
of §§321 ((B)) and 322 ((B)), also § 323 at the end, and in all the cases of §324;)—
but, in addition to these, in such cases also as are fyund in figs. 506 and 507:

(Fig. 506.)
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and many others which are likewise comprehended under the rule, as it is above
expressed, and in which, as in fig. 506, p. 573, the tone B several times moves upwards
by skips, while the tone f moves in like manner downwards, and as also in fig. 507, 2,

p. 573, the major (or so-called superfluous) fourth (the tone d) descends, while the base-
tone remains stationary; also in fig. 507 %, p. 573, the minor (so-called diminisked)

fifth, ab, remains stationary, while the base-tone, instead of ascending, makes a pro-
gression downwards.

Finally, the still more incorrect, though common expression, ¢ all superfluous
intervals resolve themselves upwards, while all diminished intervals resolve themselves
downwards,” is really worthy of no critical examination at all. This rule, in order to be,
in reference to the interval here in question, namely, the third of the principal four-fold
chord, even as true as the one mentioned in the foregoing paragraph, must at least be
constructed as follows :

¢« The upper end of all the so-called superfluous intervals resolves itself upwards,
while the lower end resolves itself downwards,—whereas the upper end of all diminished
intervals resolves itself downwards, while the lower end resolves itself upwards;” or
briefly : ¢ The two ends of superfluous intervals tend to move away from each other in
their resolution, whereas the two ends of diminished intervals tend to approach each
other ;"—or, ¢ the former tend to diverge, whereas the latter tend to converge.” This
rule, even if, in its universal application, it were as false as the one mentioned in the
preceding period, still would not, at least, be so incorrect. (Compare moreover the
remark on § 341, and the remark on § 99.)

(3.) Progression of the Independent Ninth.
§ 325.
(a.) Restricted Progression.

Having thus far considered the progression of the seventh and the third of
the principal four-fold chord, we will now turn our attention to the progression
of the ninth, which is independently added to this harmony.

The independent ninth, whether major or minor, tends, at the time of making
the next harmonic step, to proceed one degree downwards, whenever the tone of
this next lower degree is contained in the following harmony. Thus, for
example, in fig, 508, 7,

(Fig. 508, 4.) (%)
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the tone a very perceptibly tends to go down to g:,—-and so also in fig. 508,

k, above, the tone ab tends downwards to g.
The same species of progression, only retarded, are found in fig. 509:
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(Fig. 509.)
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An instance, however, in which such a minor ninth, at the moment of making
the cadence, does not proceed gradually, but arbitrarily by skips, may be seen
in fig. 510:

(Fig.510) T  F R HAYDN'S SINFONIA.
. = e s NF n Blest T B
g O 2 A1 =N —N
2 e e
f——c— } 9 - :
U *V’_.‘ t ﬁ;ei- \_t_':"'%g-—_ e T

Y ) N g
S goeeg ="F o et g
S —'.. - it ) = = I
= 3 @ 3 g L ’ F |
G:1I V7 DIV S N IS Y T Vi I

Added ninths are not likely to occur in false cadences (§ 257, p. 476.)
Such a case might perhaps occur in the false cadence V7—vr, or V7—VI; but
here the tone of the next lower degree is not contained in the second harmony.

(§ 326.)

§ 326.

(b.) Free Progression.

The movement of the independent ninth is free.
(1) In cases where the tone of resolution* does not occur in the following
harmony. For example, in fig. 511:

(Fig. 511.)
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In the sixth measure of fig. 512 also,
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* The tone of resolution is the tone into which some previous discordant tone resolves
itself.—TR.
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(Fig. 512 Icontlnued.) L.
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the ninth, (bb) of the harmony @7 proceeds upwards to b as the fifth of the
following harmony (87.—In fig. 513,
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at the commencement of the second measure, the tone a is a major ninth of the
harmony @7 ; in the digressive harmonic step which is made from the first to
the second eighth-note, this tone a does not move at all, but remains stationary

as a proper fifth of the three-fold harmony of 3. A similar freedom of the
ninth is found in figs. 514 and 515:

(Fig. 514.) (Fig. 515.)
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If, in such cascs as those occurring at the third chord of fig. 516, and at the
fourth, sixth, and eighth of fig. 517, and also at the second chord of fig. 518,



(Fig. 516.)
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(Fig. 517.) =
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we regard the tones e and eb as ninths of a #37-harmony, we shall find these
ninths, on the appearance of the tonic fourth-sixth chord, at one time to ascend
and at another to remain stationary.

((IL)) The movement of the independent ninth is also free so long as the
principal four-fold chord still continues on [without resolving itself into some

other chord]. Accordingly, in fig. 519, the‘_"'tone? may, without hesitation, skip

down to gf.

(Fig. 519.)
& Botrit |
) o o !
r§ ;="

-~ —b—l q -&
S WO N D gy e
it e S

"

So likewise, in_the second measure of fig. 520,
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(Fig. 520 continued.)
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the tone b of the soprano part skips, without hesitation, during the continu-
ance of the principal four-fold chord 33b7 down to d (meanwhile, however, the

tone ¢b of the accompaniment—a tone which continues stationary to the end of
the measure—must, at the moment of the harmonic step being taken, move
down to bb.)

So likewise, in fig. 521, ,

(Fig. 521, i.) (%.)
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the ninth g moves freely, during ihe continuance of the harmony, into e,—and

in fig. 521, & above, the ninth ¢ has a free progression upwards to (} during
the continuance of the first measure.

The ninths also which occur in figs. 103, p. 193, and 105—109, pp. 193
and 194, have a similar free progression.

REMARK.

After the review which we have taken of the cases mentioned in the foregoing
sections, the reasons will be quite apparent, why we consider the free addition of a ninth
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as a peculiar transformation, and such added ninth not (as many others have done) as a
note of transition—and also why we regard these transformations as exclusively appro-
priate to only two harmonies. (Compare Remark on § 88, p. 206.)

In the first place, it is very easily perceived that the view of those theorists is
incorrect, who regard all such ninths as transition-tones or suspensions. Were the
above-mentioned ninths suspensions, they could move no otherwise than gradually to
the next principal tone, lying either one degree above or below, but not by skips to a
remote interval.—Nor could they proceed chromatically upwards or downwards, or
remain unresolved, &c. An interval which has thus a free movement cannot be*
reckoned in the class of those tones whose presence is no where justifiable, except in
case of their immediate connexion with, and resolution into, a principal tone situated
on the very next degree—not in the class of those tones which can exist only as fore-
notes to an immediately proximate principal one, in which class they would make but
an ill figure, deviating as they do from all the laws of progression appropriate to such
tones. In order to explain the ninths of the foregoing examples as suspensions, and to
justify their entire deviation from the laws pertaining to the resolution of suspensions,
one must again call in to his aid all these equivocal evasions and technical phrases about
elliptic and catachretic resolutions, licenses, &c. ! $

Now, under all these circumstances, it certainly was well to adopt, as we have done,
the most simple and natural way on this point, and to recognize such ninths as being
independently added to the harmony, and thus, in a manner, as holding the attitude of
harmonic tones.

But, secondly, it will also be readily seen, that such an addition of a ninth can take
place only in the case of the principal four-fold chord, and in such harmonies as are
mentioned in § 89, &e., but not in the case of other harmonies, when it is considered
that every ninth of the fundamental tone of any other harmony can actually never move
otherwise than according to those laws which we recognize as the laws of progression
for transition-tones. This fact shows, with sufficient clearness, that ninths of the latter
description belong by all means to the class of those mere incidental tones from which
they differ in no material point, and that it would be very incorrect to speak of the
independent ninths of other harmonies, since the reason for which our independent
ninths must be recognized as something else than a transition-tone, does not apply to
the ninth tone of any other harmony whatever.

(B) PROGRESSION OF THB INTERVALS OF THE SECONDARY FOUR-FOLD CHORDS,
§ 3263

It may here be remarked in general, in respect to the doctrine of the reso-
lution of the secondary four-fold chords, that such resolution usually occurs on
the lighter portion of the measure, on a part of the measure which is lighter
than that on which the dissonant harmony was struck, since, as shown above in
§§ 114—117, pp. 244—252, we are inclined to concede the heavier portion of
the measure to the striking of the discords. (Compare remark on § 320, at
the end.)

After this general preliminary, we will proceed to examine the various ways
in which, in certain cases, one and another interval of the secondary four-fold
chords tends to proceed.

a2
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(1.) Progression of the Secondary Sevenths.
§ 321.

(a.) Restricted Progression.

The secondary sevenths, like the primecipal seventh, have a tendency, in

" many cases, to proceed one degree downwards; and that too, not as in the case

of the former, merely in harmonic progressions in the same scale, but generally,

whenever the secondary four-fold chord is followed by any harmony which
contains the tone of the next degree below the seventh of the former.

In order fully to examine the cases in which this downward tendency of the
sevenths in question takes place, or the reverse, we will first conceive to our-
selves, in general, what harmonies may follow a secondary four-fold chord.

Every secondary four-fold chord may be followed by

((1.)) The three-fold chord situated a fourth higher and belonging to the
same scale (natural secondary cadence, § 254, 2, a, p. 473; § 263, p. 486);
or by

((11.)) Some other three-fold chord belonging to the same scale (false
secondary cadence, § 254, 2, b, p. 473; § 266, p. 490); or by

((111.)) Another four-fold chord belonging to the same same scale (an evita-
tion of a secondary cadence in the same scale, § 269, p. 493 ; § 270, 2, p. 494) ;
or by

((1v.)) Some harmony belonging to another key (an evitation of a secondary
cadence by means of a digressive modulation, § 269, p. 493).

We will now proceed, in the order above proposed, to examine the cases in
which the above-mentioned tendency of the secondary sevenths takes place
(with the exception, however, of the harmony °117 with an elevated third: this
will be expressly treated in § 334).

((1.)) In the natural secondary cadence, the secondary seventh, according
to this tendency, proceeds one degree downward, as in fig. 522:

(Fig. 522.)
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((IL)) Also in the false secondary cadences the secondary sevenths rather
incline to move downwards, where the tone situated one degree below occurs in
the second harmony. This is the case in the second and sixth harmonic suc-
cessions in each line of the table in § 266, p. 490, ¢. e. in all those which consist
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and at another otherwise, as in fig. 535,

(Fig. 535.) BEETHOVEN’S SONATA.
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where, from the second measure to the third, the third b of the harmony @7

skips upwards to the third e of the following harmony,—and so also in the
following cadences; or, as in fig. 536,
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where, in the part of the first violin, the third of the secondary four-fold chord

moves downward by a skip, Similar free progressions are shown also by
fig. 537:

(Fig. 637.)
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(Fig. 537 continued.)
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((IL)) As it respects the progression of the third in the false secondary
cadences, we will again examine the different possible cases severally.

The false secondary cadences result, as we know, from the progression of
the fundamental by the step of a second, a third, a fifth, a sixth, or a seventh.
(§ 266, p. 490.)

((4.)) In steps of a second, the third moves at one time gradually upward,
as in fig. 538, 7,

(Fig. 538, i.) (%) (5]
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and at another, otherwise; as, for example, in fig. 538, £ and /Z, above.

((B.)) In steps of a third, the gradual ascent of the third is impossible,
because the tone of the next higher degree is not contained in the second
harmony. .

((C.)) The same is true of steps of a fifth, and

((D.)) So also of steps of a srx/h.
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((£.)) In steps of a seventh, the third at one time moves gradually down-
ward, as in fig. 539, 7,

(Fig. 539, i.) (%)
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and at another upward, as in fig. 539, £, above.

§ 331.
((I1I1.)) In evitations of cadences in the same scale, the third moves at one

time gradually upward, as from a to b in the upper part of fig. 540,

(Fig. 540.) VOGLER.
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and at another time otherwise; as, for example,
((4.)) In progressions of the fundamental harmony, by the step of a second,
fig. 541,

(Fig. 541.)
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where, in the upper part, the minor third T of the harmony ¥7, in the evitation
1v7—V7 proceeds upwards;

((B.)) In progressions by the step of a #hird, the gradually ascending
resolution is impossible,

((€.)) Also in those evitations of cadences in the same scale which are
made by the progression of the fundamental harmony by fourtks, it is usual
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often for the third of the secondary four-fold chord to move freely. For exam-
ple, in fig. 542, 7,
(Fig. 542, ¢.)
=

the third of each secondary four-fold chord remains stationary as a preparation
of the following seventh. Such is also the case in fig. 542, £, above.

((D.)) Progressions by skips of a fifth, as evitations of secondary cadences,
are not likely to occur.

((£.)) In progressions by steps of a sizth, the gradual upward progres-
sion of the third is again impossible. See, for example, fig. 543,

(Fig. 543.)
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where, in the middle part, the third a of the chord JF? in the harmonic suc-
cession IV#—i117 remains stationary.—See also fig. 544::
(Fig. 544.)
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((£.)) Progressions of the fundamental harmony by steps of a sevent’

also are not likely to occur as evitations of secondary cadences. If we regard
fig. 545, 7,
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as an example of such an harmonic succession, we find in it a case where the
proper third of the third chord moves downward. The same is true also of
fig. 545, k, p. 588.

§332.

((IV.)) Moreover, in digressive fundamental successions, the third of the
secondary four-fold chords will not readily be found to proceed otherw1se than
gradually upwards; as, for example, fig. 546,

(Fig. 546.)
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except in case the tone of resolution 7s not confained in the second harmony, as

in fig. 547,
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where the third of the secondary four-fold chord of the second degree of the
major key does not proceed upwards one degree in the following harmonie step,
but remains stationary on the same degree, with a mere chromatic elevation.

(3.) Progression of the ¥1¥TH of the Secondary Four-fold Chords.
§ 333.

The fifth of the secondary four-fold chords, in general, exhibits no particular
tendency to be resolved in any one direction rather than another; except that, in
those four-fold chords which have the minor fifth (namely, in those ofsthe
seventh degree in major and of the second degree in minor), this minor fifth
for the most part inclines to move downward in the progression of the harmony ;
as, for example, in fig. 548, 7 and %,
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and that too, even if it were to descend by a skip, as in fig. 548, 7, p. 589
(and also fig. 508, p. 574). This fifth very seldom tends wpward; in fig.
549, however,

(Fig. 549.) VOGLER.
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an example of this kind may be found in the progression of the tenor from

¢ to d,—an example which is not likely otherwise to occur.

(C.) ArpEnDIX.

Progression of the Intervals of the Principal Four-fold Chord with lowered
Fifth, or of the Four-fold Chord with Minor Fifth and elevated Third,

§ 334.

Thus far we have left unnoticed the progression of the intervals of those
chords which we have (in §§ 89—96, pp. 208—219) regarded as springing from
a four-fold chord with lowered fifth or from a four-fold chord with minor fifth
and arbitrarily elevated third, in order that we might make them a distinet
subject of consideration afterwards. 'To this subject we will now turn our
attention.

It is first of all to be remarked, in general, of the intervals of these chords,
that almost entirely the same laws of progression apply to them as o those of
the principal four-fold chord, as will appear from the following considerations.

(1.) When the harmony in question is followed by a natural cadence, as in
fig. 550, <,
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(a.) The seventh, precisely like a principal seventh, exhibits a tendency to
move one degree downwards. Hence,
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((4.)) The seventh, in fig. 550, p. 590, is found, according to this tendency,
every where to descend. This resolution is found retarded in fig. 551, ¢

(Fig. 551,1.) ) @ )
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interrupted by a note foreign to the harmony in fig. 551, £, above;—both re-
tarded and interrupted in fig. 551, /, above.

((B.)) Deviatrons from this normal progression are most free from liability
to error in middle parts,—especially when the seventh occurs doubled, as in
fig. 550, £ and m, p. 590, fig. 551, m, above, and fig. 552:

(Fig. 552.)
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(b.) The third moves, in the natural cadence, as already observed in the
principal four-fold chords, not easily otherwise than to the fundamental tone of
the second harmony, as the above examples every where show.

(¢.) The fifth has the peculiarity of inclining to move downward one degree
in the harmonic step now under consideration, as, for example, in all the cases
of fig. 550, p. 590, and fig. 551, above; and it sounds rather odd to hear this
interval, in the alto of the above-mentioned fig. 553, proceed a superfiuous second
upward.

(d.) When a ninth is added to the chord in question, it has also a tendency
to move gradually downward, as in all the examples quoted above; though

even here, sometimes anotker progression takes place; as, for example, in
fig. 554,
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(Fig. 554.)
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where the ninth ¢ does not proceed gradually downward, but makes a skip

upward to .

§ 335.

(2.) When the harmony in question is followed by @ four-fold chord
sttuated a fourth above, we hear

(a.) The seventh, at one time, proceed one degree downward, as in fig.
555, 1—, '
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and at another upward, as in the alto of fig. 555, m, above, and in the tenor of
fig. 555, 7, above.

(b.) The third, in these cases, most conveniently moves down to the tone
of the same degree chromatically lowered, inasmuch as this tone occurs in
the next following chord. The progression in this case, like the similar one
already mentioned in § 324 (II), is designed to avoid a cross relation
(§ 490). Examples are found in fig. 555, above.

(c.) The fundamental fifth proceeds most naturally one degree downward,
as in fig. 555, ¢, above ; unless it should remain stationary as a minor ninth of
the following harmony, as in fig. 555, &, above, where the tone ab, in the
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base part, continues stationary from the second chord to the third,—as does
also the tone ab in the alto part in fig. 555, 7, p. 592, and so likewise in the
tenor part in fig. 555, m, p. 592.

(d.) The minth, on the contrary, resolves itself at one time gradually
downward, as in fig. 553, 7, p. 592, the tone eb in the base goes down to d,

and in fig. 555, £, p. 592, the tone e in the tenor resolves itself into d;—and
at another it takes a different progression, as in fig. 555, m, p. 592, where the
base makes a skip from eb to B.

§ 336.

(3.) In such cases as occur in fig. 556,
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where, namely, after the chord in question, the step of a seventh is made either
o the previous or to a new tonie harmony,

(a.) The seventh cannot indeed go one degree downward, because such tone
of resolution does not occur in the following chord :

(b.) Zhe third, on the contrary, tends here also to move one degree
upward, as is every where the case in fig. 556, above;

(c.) The fifth, in all these examples, exhibits a downward tendency.

Kirnberger brings forward an instance of a deviation from this rule in
fig. 557;

(Fig. 557.) KIRNBERGER.
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but one will scarcely find in this example very much to please the ear. Such a
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In fig. 561, 7, £, for example,

(Fig. 561, 7.) )
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in the fandamental progression from the third measure to the fourth, the upper

part clearly cannot proceed from the tone M to E, because no e occurs in the
second harmony. And it would be equally impossible also, in the progression
from the fourth to the fifth measures of fig. 561, /, above, for the alto to ascend

from T4 to g.—So also in fig. 562, &c.:

(Fig. 562.)
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(d.) In that of the nintk, in fig. 566 :

(Fig. 566.)
el ot
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DIVISION III.

PROGRESSION OF THE INTERVALS OF THREE-FOLD CHORDS.

§ 339.

The progression of the intervals of three-fold chords is almost universally
free. I have been able to discover only a few cases in which these intervals
manifest a perceptible tendency to move in one certain direction. The cases of
this kind, most worthy of remark, are as follow:

The third of the dominant three-fold chord has nearly the same tendency as
that of the principal four-fold chord, to proceed one degree upward in the
harmonic step V—I or V—1, as may be seen by comparing fig. 567, 7, with
fig. 567, & -

(Fig. 567, 1.) (k. @)
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It is, however, sometimes practicable, especially in middle parts, to carry
this third by a skip three degrees downward; as in fig. 567, 7, above, and in the
soprano part of fig. 568 ;

(Fig. 568.)
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and also with the insertion of an intermediate note, as in figs. 569 and 570 :

(Fig. 570.)
(Fig. 569.) FUX. C.P.E. BACH, CHORAL.
;{j‘h - - | -E. (= j_‘
G- (= E——
© = e
J -ei- |O| [ I&u

|

bl e S} e 9 MW
o = i .."&r'—‘ 7 P_F_r:____
N < =g I, 2 s

Still other progressions of the subsemitone by skips may sometimes also be
adopted with good effect. Thus, for example, in fig. 571,

(Fig. 5'71.)P_ BEETHOVEN’S SONATA.
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the tone af skips upward to d;—so in fig. 572,
(Fig. 672.) MOZART’S FIGARO.
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the tone b skips up to e,—and in fig. 573, s,
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in passing from the first to the second measure, the tone e makes a skip upward

to ab, and subsequently the tone g goes up to c.
An example less worthy of imitation, perhaps, occurs also in fig. 573, £,
(Fig. 573, k) PERGOLESI’S STABAT MATER.
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where, in the second vocal part, the tone’e skips down to ab.

§ 340.

In like manner as the third of the dominant three-fold chord, as above-
mentioned, most naturally tends, at the moment that the fundamental harmony
accomplishes the step of a fourth V—I or V—i, to move one degree upward, so
also a similar tendency of the third of the tonic harmony takes place also in the
step of a fourth I—IV or 1—i1v; namely, a tendency either to move one degree

upward, as in fig. 574, 7 and %,

(Fig. 574,4.) (k) @) (m.) (n.) (o) ®) (@)
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or at least to move upward by a skip, as in fig. 574, / and m, above ;—but not
downward, as in fig. 574, n—g¢, above. This last progression is, for the most
part, admissible only in middle parts, or, if it oceurs in a principal part, it
always has something queer and unusual in its effect. Fig. 575+,
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* The three examples of this fig. 575 were omitted by Mr. Warner, perhaps
inadvertently.—ED.
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REMARK.

Thus, for example, the circumstance that, in the progression of the fundamental
harmony by the step of a fourth, the third of the three-fold chord of the fifth or of the
first degree inclines to ascend one degree (§§ 339 and 340, pp. 597 and 599) has induced
a theorist at once to lay it down as a rule, that wherever a three-fold chord goes up a
fourth or down a fifth to another three-fold chord, its third must be treated in the same
manner as the leading note of the principal four-fold chord, ¢. e. must be made to
ascend one degree, See A. F. C. Kollmann’s Practical Guide to Thorough-Bass,
Chap. 8, § 3: « When the fundamental concord ascends four or five degrees to another
fundamental concord, its third must be treated as a leading note in the chord of the
seventh ;”"—a position which is refuted by the very first glance at the examples here-
tofore quoted. (Figs. 567, 568—573, 574, I—q, pp. 597—599.)

Of a similar character is the rather commonly received doctrine that the fifth of a
diminished three-fold chord must always be resolved one degree downward; the very
opposite of which so plainly appears from the examples in fig. 576 :

(Fig. 576, z.) (Fig. 576, &.) KIRNBERGER.
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and in fig. 506. (Compare the remark on § 324, p. 571.)

After all, I pass over a host of other like rules current among music-teachers,
because I am already too weary of refuting obvious false doctrines, over which a conquest
is but too easily won, and which would long since have been out of vogue, if, instead of
for ever implicitly re-echoing them, musicians had only remembered to institute the
inquiry, whether that which had been taught was true? an inquiry which, it would
seem, the readers of such theorists hitherto’have never allowed themselves to propose.—
(Compare remark on § 99, p. 220.)

DIVISION IV.

PROGRESSION OF TRANSITION-TONES.

§ 342.

The progression of transition-tones rests upon the general principle, that
every such tone, as a secondary tone to its principal, tends to resolve itself into
the latter.

The more specific development of this principle will form a part of the
following eighth chapter.
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It is simply a piece of melodic embroidery, not belonging to the fundamental
harmony, a mere subordinate tone to the one to which it is prefixed, which latter
is, therefore, properly termed, in contradistinction to it, the principal tone,
principal note, or essential mote. In short, a transition is nothing more nor
less than a tone foreign to the harmony, interwoven into the texture of a part,
a tone whose existence has reference only to the following one. That it is
always a dissonant fone, scarcely needs to be remarked. (Compare §§ 96—99,
pp- 218—225. See also § 383.)

Before going farther into the doctrine of transitions, we will first improve
our acquaintance with them by means of some additional examples.

In Fig. 578, £,

(Fig. 578, 7.)
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the second tone d of the upper part evidently does not belong to the harmony
@. Hence it does not constitute an harmonic interval, and its existence can be
explained and Justlﬁed only by regarding it as a transltlon to the following

harmonic tone e. In like manner, the T between & and g is to be explained
and justified only as being an accessory tone to the following g, and in a
similar manner are to be explained all the remaining tones in this example

which are marked by diagonal strokes, all being only secondary tones, mere
ornaments foreign to the harmony, and incidental garnishings of the principal



604 TRANSITION-TONES,

tones that come after them. Thus the entire phrase % is nothing but a dressing
up of the phrase ¢ (which consists solely of tones belonging to the harmony),
and is produced by a melodic embellishment of the upper part. If we suppose
these notes to be absent, there will remain only the dry skeleton Z.

Such, too, is the case with the phrase in fig. 579, 7,

(Fig. 579,4.) *) W
P . :‘_'_EQ ,__m.___,g Jr-

= =T e
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consisting solely of harmonic notes, and which in 4 is interwoven with transi-

tions in the upper part. A similar relation exists between the phrases in fig.
580, ¢ and %, :
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and also between those in fig. 581, ¢ and %,
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where transitions appear in the bass part. In like manner, fig. 582, 7,
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consists of harmonic notes, while in £ transitions are interwoven through all the
three parts. So, too, fig. 583, £, p. 605, is a mere embellishment of the phrase
in fig. 583, z-

(Fig. 583, 1.)
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(Fig.583,k) |
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which consists exclusively of harmonic tones. This, on being deprived of its
transient ornaments, appears again as a bare skeleton, as in fig. 583, 7
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Very similar fo the example just adduced, is
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as is shown by a similar dissection of it in fig. 584, ¢ and 7, above.
Fig. 585, 7, £, is of a similar kind :

(Fig. 585,¢.) () MOZART’S VIOLIN QUARTET,
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{B.) TRANSITIONS OF A SURORDINATE RANK.

§ 344.

In like manner as an essential tone of a harmony may be preceded by a
transition-tone, so also may every transition-tone itself be preceded by another
and subordinate transition-tone.

This last will then appear as a transition to a transition, a éransition of
the second grade, a note subordinate to a subordinate note; which latter is
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(Fig. 589, i) *)
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there is a transition of even a #kérd grade; namely, the g of the second measure
as a transition to the harmonic tone f—the a as a transition of the second

grade to E——and the b as a transition of the third grade to the transition of
the second grade a.

DIVISION II.

DIFFERENT WAYS IN WHICH TRANSITION-TONES MAY OCCUR.

§ 345.

Having exhibited in the preceding section the nature of transition in general,
and of transitions of the first, second, and even still subordinate grades in
particular, we will now investigate and distinguish more precisely the several
ways, how, and circumstances in which, transitions may occur ; and will likewise
endeavour to ascertain how far transitions, under such and such ecircumstances,
will sound better or worse, pleasing or unpleasing to the ear.

(A) TRANSITIONS TO INTERVALS OF THE PRESENT OR OF THE FOLLOWING
HARMONY.

§ 346.

A transition-tone is a transition Zo an interval of the present harmony, or
to one of the following Rarmony; or, in other words, the principal note to
which the transition-tone relates is either an interval of the harmony during
the continuance of which it is heard as a subordinate tone, or it is an interval of
the harmony which follows. In fig. 590, 7,

(Fig. 590, i) pd A 3]
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the first tone T is a transition to ¢, that is, to the fundamental tone of the

harmony ¢, during whose continuance the d makes its appearance. In like
manner, all the remaining transitions of this example are transitions to intervals
of that harmony during which they make their appearance; thus the tone

Fis a transition to E which latter is a fundamental third of the harmony @,

during which the T is heard as a transition, &c. In fig. 591,
(Fig. 591, .) (*.)
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on the contrary, the tone b is a subordinate tone to a, which latter is an inter-
val, not of the present harmony €€, but of the following harmony JF; and

so too in the second measure, the tone @ forms a transition to the fundamental

tone d of the next following chord 7.
So likewise, in fig. 592,
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the tone b constitutes a transition to the tone ¢ of the following chord JF;

¢t is a transition to E, the third of the following harmony Bb; and ff is a
transition to g, the fifth of the following harmony (.

§ 347.

The difference between the two spectes of transition is as follows. Transi-
tions to intervals of the present harmony have place where otherwise their
principal tones should stand, as will appear on a comparison of ¢ and % of the

preceding fig. 590, p. 607. They, accordingly, represent for a moment their
principal tone, they perform for a while its office, and may, therefore, properly
be termed representative tones, representative intervals (or, rather, not intervals,
but representatives of intervals); or, as transitions are always dissonances (§§ 101
and 343), they may likewise be called representative dissonances,—although
we shall presently find that usage has restricted this appellation.to a particular
species of such transitions (§ 430, No. 1). A transition, however, to an interval
of the following harmony could not, in like manner, be called a representa-

tive tone. Thus it would not be proper to say that b, in fig. 591, above,
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supplies the place of its principal tone a; for, where the transient Estands,
its principal tone a would by no means have a place, since it does not
belong to the harmony ( at all, The tone b, therefore, cannot be here re-
garded as representing a, and consequently cannot be called a representative

tone,—neither can © be called a representative of the tone I

§ 348.
The division of passing notes into transitions to intervals of the present and
of the following harmony, may be applied also to transitions of an inferior

grade. Tn the preceding fig. 586, p. 606, the transitions a and b of the first

and second rank both relate to the harmonic tone E which is an interval of the
same harmony during the continuance of which the transitions are heard; and
this applies to the tone b and a of the second measure also. On the contrary,

in fig. 587, p. 606, the transition-tones b and a relate to the tone b of the
following measure, and, hence, to an interval of the following harmony .
So, too, in the precedmg fig. 589, ¢, p. 607, the transitions b and a ultimately
relate to the tone i, which constitutes a part only of the following harmony I ;

and the same remark applies to the tones:ﬁ, i, :ab, in k. Accordingly, in £, the
last three eighth-notes of the first measure are transitions to the fundamental

third T of the following harmony I, while the first two of the following measure
are transitions to an interval of that harmony during whose continuance they
appear. That is to say, they all relate, as has several times been observed, to

the single harmonie note ?, to which they mediately or immediately incline.

Consequently, they are all immediate or mediate transitions to this tone :i:,
which is an harmonic interval of the harmony I that appears in the second

measure. But only the tones E and Eb sound during the harmony J, and
therefore these only are grace-notes to an interval of the harmony during

which they are produced; while, on the contrary, B a, ab sound during the
harmony @, to which the tone  does not belong at all, but forms a part of

the following harmony ¥. In fig. 589, Z, p. 607, b, Bb, a, ab constitute a
transition to the following harmony. (Compare § 449).

§ 349.
We may remark, in passing, that an interval whose place is occupied for
a while by a representative tone, 7s nof fo be considered as omitted during
this time (§ 71); and consequently, e. g. in fig. 593,
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(C.) LIGHT AND HEAVY TRANSITIONS.
§ 352.

A second and not unimportant distinction between transitions, depends on
whether the subordinate note appears on a heavier division of the measure than
the principal note, or on a lighter one.

In fig. 578, £, p. 603, in the first measure, all the transitions are intrinsi-
cally lighter than the harmonic notes, while in the second measure the contrary
is the case. In the foregoing fig. 584, %, p. 603, the transient ¢ is heavier
than the following b, &e.

Many teachers consider the term transition-note as properly applicable to
such only as occur on lighter parts of the measure than their principal notes;
those which fall on heavier parts they call ckanging-notes. Others prefer to
call those of the former kind regular, and those of the latter wrregular transi-
tion-notes; although in what the irregularity consists, I confess I do not
understand. There are others, again, who understand, by regular and irregular
transitions, something quite different.*

In consequence of such variations in their use, all these technical terms are
ambiguous, and consequently of no use to us, except the single term ckanging-
nofe. For, as no one understands by this expression any thing else than a
transition note which appears on a heavier part of the measure than the prin-
cipal note, there can be no objection to our employing the name changing-note
for the designation of such a tone. We might, moreover, with equal propriety
call such a tone a keavy transition, and those transition-notes, on the contrary,
which fall on the light parts of the measure, light transitions, light grace-notes,
light transition-notes.

§ 353.

The dividing of transitions into light and heavy is not quite sufficient for the
designation of all possible cases of transition, considered in this point of view;
for, in faet, transitions occur, concerning which we cannot say with certainty
whether they should be considered as changing-notes or light transitions. This
is the case, for instance, in three-fold time, where, as is known, fwo light parts
follow one after the other (§ LXVI); so that in fig. 577, p. 602, for example,
one cannot say positively whether the tone of should be called lighter or
heavier than the following d.

This is also the case when the transition-note forms a syncopation, and,

although beginning on a light part of the measure, is continued into the follow-
ing heavy part; as, for example, in fig. 5771, p. 602. Here the transitions

cz-ﬁ and a cannot with certainty be called either changing-notes or light transitions.

* e.g. Koch, in his Anleitung zur Composition.
o2
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So, too, in fig. 596, ¢,
(Fig. 596, i.)
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in the two upper parts, the intermediate notes T and d in the second measure
are doubtless light transitions; and, with equal certainty, those in the third
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measure are heavier than their principal notes:g and e, and are consequently
changing-notes. In the fourth measure, however, they are, so to speak, both

light and heavy, So, again, in the fifth measure, the intermediate notes e andc
are doubtless light transitions, while those in the seventh measure are equi-
vocal—as also are those in the eighth measure. Moreover, if such transitions
be broken up into separate notes or separated by rests, &e., as in fig. 596, %,
above (compare § 38), it becomes still less eertain whether they are to be
regarded as light transitions or as preparatory changing-notes.

§ 354.

It lies in the nature of the case, that heavy transitions should sound
somewhat more harshly than light ones, inasmuch as they are more strongly
accented, falling as they do, upon the heavier part of the measure, and robbing
the principal note of its accentuation, and consequently they sound more boldly,
as it were, than others which are passed over more lightly. Hence, e. g. in
fig. 597,

(Fig. 597.)
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the two transition-notes D in the first measure do not sound near so harshly as
those in the second, inasmuch as the former are merely light transition-notes,
while the latter appear in the character of heavy transitions.

(D.) TRANSITIONS IN SEVERAL PARTS AT ONCE.
§ 355.

That transitions occur now in the upper part, now in the base, and again in
the middle parts, may have been remarked from the examples already adduced,
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as also that they not unfrequently occur in several parts at once. 'Thus, for
instance, in fig. 596, p. 612, and in fig. 598,
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transitions appear in two parts, and in fig. 599,

(Fig. 599.)
z-l il el
—4-8i=3—
N ——
~—"

in four parts at once. (Compare § 464.)

§ 356.

Accordingly, it may happen, that fo one and the same tone, two secondary
notes may be prefixed at the same time, viz. one from above and one from below
it; or vice versi, that the fome of one and the same degree may occur as
secondary tone fo two principal nofes at the same time; viz. as a secondary
tone from below to the next tone standing above it, or as a secondary tone from

above to the next lower note.
Fig. 600 may serve as a specimen of the first-mentioned instance :

(Fig. 600.)
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(Fig. 604.)
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Here, at the third quarter-note, the upper part has the key-note of the funda-
mental harmony @, while the second part has a transition to the fifth. At the
next quarter-note, however, the upper part has a secondary tone (and that too
of the second class), and the second part has the fundamental fifth. At the
fifth quarter-note, which follows, both parts again have transition-tones together
(unless, indeed, we choose to consider.them as essential intervals of a transient

JF-harmony).

§ 358.

It'is certainly more harsh when several parts at the same time are inter-
woven with transitions, than when such is the case with one part only; but,
that transitions may appear in several parts together without producing a
disagreeable effect, is proved by several of the examples given above, ag, for
instance, that of fig. 599, p. 613. (Compare § 501.)

(E.) TRANSITIONS IN BROKEN PROGRESSIONS.
§ 359.

Not unfrequently, too, we find transitions in broken progressions., These
may consist either of common breakings, as in fig. 605,

Fig. 605.
(Fig. 605.) P
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or of part-breakings (§ 24), so that one breaking part may represent several
broken ones, in whose melody transitions are interwoven, as in fig. 606, 2,
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in which the upper part represents two broken upper parts, as in £, in the






SIMULTANEOUS WITH THE PRINCIPAL TONE.

In fig. 610, %,

617

(Fig. 610. i.) : (*.)
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the two broken lower parts of fig. 610, 7, are interwoven and bound together by
means of transition-notes.

(F.) THE PRINCIPAL TONE SOUNDING AT THE SAME TIME WITH ITS
SECONDARY TONE.

§ 360.

We have seen already, in the preceding examples of transitions to intervals
of the present harmony, that not unfrequently a secondary note is prefixed to
an interval of a harmony while this same interval is heard a the same time in
another part ; e. g.in fig. 611, 4,

(Fig. 611, 4.)
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in the upper part, the transition tone a is put before the fundamental tone E,

while the fundamental tone g is sounded in the second part. In like manner,

the following o is accompanied by g, & by d, o by d, &e. The same occurs
in fig. 612:

(Fig. 612, i) *)
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instance, the foregoing fig. 611, ¢ and %, and fig. 612, ¢ and &, will be found
to sound altogether more harshly than fig. 611, 7, and fig. 612, /, », where such
a simultaneous sounding of the principal tone with its secondary tone is avoided
by leaving out the former.

But especially does such a sounding of transitions at the same time with the
principal tone produce a harsh effect, when the principal tone is heard in ke
very same octave with them, so that it sounds not only simultaneously with the
secondary tone, but also close fo 1%,

The simultaneous sounding, however, of the principal tone with its secondary
tone produces the least degree of harshness, when the former is the fundamental
tone of the harmony ; as, e. g. in the first measure of 611,7, p. 617. The effect
produced by the concurrence of a secondary tone with another interval, is less
agreeable ; as, e. g. with the fundamental fifth, as in the second measure; while
with the third, as in the third measure, it is still more offensive.

Thus, too, in fig. 614, 7,

(Fig. 614, i.)
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the transition-tones b and d do not sound harshly in conjunction with the funda-
mental C in the base; but let the latter note be replaced by the fundamental
third E in the base as in 7, ;

(Fig 614, 74.)
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and it will at once be felt how much more harshly the extraneous tones d

and T sound in conjunction with this E. A like difference in effect will be found
to be produced in fig. 614, k%,

(Fig. 614, k%.)
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by putting e in the upper part in the place of c.

This may also be the reason why the before-mentioned transitions in the
example fig. 613, in the fourth and eighth measures, are not pleasing to the ear.
(Compare § 466 bzs.) B
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Furthermore, such a concurrence of a secondary with its principal tone
sounds somewhat more harshly in so-called semifonic transitions (§ 366), than
in those of a whole tone [major second]. It will readily be felt that, in fig.

611, 7, p. 617,?:}; sounds more harshly in conjunction with g, than does a—
that in the second measure ch and c& are harsher with d, and that in the third,
& is harsher with bb than is c.

(G) TRANSITION-TONES STRUCK SIMULTANEOUSLY WITH HARMONIC-TONES.

§ 362.

We find, moreover, on examining the different kinds of transitions, that in
some instances the transtent tone s struck at the same time with others helong-
ing to the harmony, while in other instances this is not the case. Infig. 615,7,

(Fig. 615,1.) )
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the intervals of the fundamental harmony are struck at the same time with the
transitions ¢ and a, while in % it is not so.

A like simultaneous striking'of the harmonic notes with a secondary note
will be found in fig. 611, 7, and fig. 612, ¢, p. 617.

So, too, in the second measure of fig. 613, p. 618, the tone a is struck in
the upper part and c in the base, at the same time with g, which [g] appears
like a transition to fff; and again in the third measure, where the two transition-

tones a and ¢ff sound together (§ 358), the transition-tone c}f is struck simul-
taneously with the harmonie tones B and g of the lower parts. This is again
the case in measures 6 and 7. (Compare § 466 27s.)

§ 363.

Every transition sounds altogether more harshly when struck at the same
time with harmonic notes. Hence, e. g. the transitions in fig. 612, % and /,
pp- 617 and 618, sound far more harshly than those in 7z and n; and those in
fig. 613 are also rather harsh. (Compare § 466 bzs.)

Such increased harshness becomes doubly perceptible when ¢Aat very interval
to which the transition relates is struck at the same time with it, so that both
principal and secondary tone are not only keard simultaneously, but are also
struck stmullaneously ; as, e. g. in fig. 611, 7, k, and fig. 612, ¢, k, p. 617; and
also in fig. 616, k—o,
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(but not so in ¢, where T occurs as a secondary tone, not to g, but to e, which'e
is not heard at the same time with it).
It is from this cause, that in fig. 617, <,
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the second and third measures, as they here stand, sound more smoothly and
softly than if the middle parts were written, say, as in fig. 617, k-
(Fig. 617, %.)
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In this latter case, the seventh eighth-note of the second measure—ﬁi, in the
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upper part, which forms a transition to g, concurs in such a manner with the

harmonic tone g in the middle part, that they are both struck at precisely the






AT A DISTANCE OF MAJOR AND MINOR SECONDS. 623

species are called minor second transitions, while those of the latter species are

denominated major second transitions. (Compare §§ XXXVI and XXXVIIL.)

But a transition which should be sti?l farther from its principal tone than

a manor or major degree, would no longer appear to the ear to be used as a

secondary tone; it could no longer be called a tone lying nexf to the principal

tone (§ 343), but would be at too great a distance to enter into a close connee-
tion with it. If] for example, in fig. 618, 7,

(Fig. 618, i.)
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we should put the tone a in the place of the minor second transition b, the

former tone being a minor third from the principal tone c—and should substi-

tute the tone e for the following fore-note %ﬁ, as in k—the ear would infallibly
be offended by transitions of such a character.

(C.) TRANSITIONS BELONGING TO THE SAME SCALE, AND TRANSITIONS FOREIGN
TO THE SCALE.

§ 367.

A farther distinction between transitions is grounded on ¢ke relation of
the transient note o the scale of the key within whose province it appears.
Transition-tones, as must have been perceived from the preceding examples,
sometimes belong to the scale and sometumes are foreign fo it; or, in other
words, the tone which forms a transition to a principal tone is sometimes used
as it stands in the key on which the harmony is founded; as, e. g.in figs. 614,
615, 616, &c.—and sometimes otherwise; viz. chromatically raised or lowered,

as is the case with the tones ¢, a}f, T#, and df, in fig. 608, 7, p. 616. Fore-
notes of this kind may properly be termed chAromatic fore-notes, and their
chromatic alteration may be called an accidenfal elevation or depression.
(Compare § 144.)

The chromatically altered fore-notes mentioned above were all transitions of
the first rank. But we find also, among #ransitions foreign to the scale, those
of a subordinate rank. In fig. 619,

(Fig. 619.)
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b is a transition to ¢, and this b is preceded by the foreign tone a#, as a tran-
sition of the second rank. :
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where the tone T on the fifth line, which is a fore-note to the third, g, of the
harmony @b, appears first in its natural form, and is then elevated so as to

approach still nearer to its principal tone g
This is also the case in fig. 624,
(Fig. 624.)

— ﬁ‘:ﬁ? vt :

= ¥ eS| ehi—;

(@0 a=x -4 bl
=3 [« " » -

g ¢ T

in the second measure of which, %, a secondary tone to the essential fifth T of
the harmony %7, is brought still nearer to this latter by being changed into

b\

ep. In like manner a, in the fourth measure, which is a transition to the fifth,

g, becomes converted into ab, in order, before passing into its principal note g,
to approximate nearer to it.

§ 369.
Thus, too, in fig. 625, <,
(Fig. 625, 4.)
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in the first measure, the foreign tones %ﬁ, d, di, standing between ¢ and e, may

be explained and justified as follows: d is a transition to g, but before passing

into the principal note e, it is brought, by chromatic elevation, nearer to the

latter; while e} is a foreign transition, of the second order, to the transient T
In the second measure of the same example, the transition-tone a is brought,
by chromatic elevation, nearer to the harmonic tone b; while gif is a transition
of the second class, viz. a transition to the transition a.

In fig. 626,
(Fig. 626.)
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in the second measure, three tones foreign to the harmony are struck between
vor, It. P
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gand f; since i, which oceurs as a transition to g, is first brought nearer
its principal tone, by being chromatically depressed into ab, while b is a chro-

matically depressed transition, of the second grade, to the transient note a.
In fig. 627,

(Fig. 621.)
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in the first measure, between the harmonic tones G and ¢, four transient notes
are heard, viz. G, A, A%, B. These may be explained by regarding A and
B as transitions of the second and first rank, and by considering Gf as a tran-
sition of the third rank to A, and A} as a chromatic approximation of the
transient A to the transition-tone B of the first rank. Then again the following
¢ is an harmonic tone, cff is a transition of the second class to the transition of the
first class d; which last, before going info the harmonic degree e, is chroma-
tically approximated to it as dff. The next following f is a transition of the
first order to the following g, but is changed before passing into its principal
note, into fff. In the following measure, Gf is a transition of the second, and
A of first rank, which last, before passing over, is converted into Aff; B is an
harmonic tone, and c a transition to d, which, however, is previously changed
into eff. After d, the essential fifth, follows dff as a fore-note of the second
class to the introductory note of the second rank e; f is the seventh of the
fundamental harmony, and 4 a fore-note to the following fundamental tone g.
In such and similar ways, a still greater number of foreign tones may be
introduced in immediate and uninterrupted succession. Thus, e. g. in fig. 628,

(Fig. 628.) R
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the series of tones %, Eb, i, ib, ?g:, 'Eb, are all transient; namely,z is a tran-
sition of the first rank to the harmonic tone f, to which it is approximated,
before passmg over, by being changed into gb ‘a is a transition of the second
rank to g, to which likewise it is approximated as e-lb b is a transition of the
third order to the fore-note of the second order a, to which it is first approx-

imated by being altered into Tb.
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In such wise, long ranges of tones may be formed, each of which is only a
minor degree higher or lower than the other: these may, accordingly, be termed
chromatic series of fones.

Many, indeed, call such series of tones chromatic scales. (Compare § 127
and Remark on § XVIL.) There is certainly no objection to this, provided we
give no higher import to the term scale, than that of a series of tones, each of
which is somewhat higher than the preceding, as the rounds of a ladder go on
rising higher and higher one above the other. But when we attribute to the
term scale (scale of the key) that precise signification, according to which it
denotes the totality of the constituent parts of the essential harmomies of @
key, it must be evidently very improper to give the name of scale to such series
of tones, consisting of but few harmonic tones, and many that are foreign both
to the harmony and to the scale!—and when these gentlemen, moreover, try
to make out of such accidentally produced series of tomes what they call a
« genus of sounds,” I am free to confess I understand not what they mean in
talking of such high and hidden things as ckromatic genera and miztures of
the chromatic and diatonie, and what is more, of diafonic-chromatic and
enharmonic genera of sounds, and even chromatic-enharmonic scales, and such
like mysteries, which are entirely beyond my comprebension. But I can
comfort my dear readers with the assurance that it is of no sort of conse-
quence if you also should, peradventure, not be able to understand it—and
that we ought, as Jean Paul has it, ¢ to pay no more attention to such high-flown
quirks and quiddities than—none at all.”

Let us rather—instead of trying, with these learned gentlemen, to distin-
guish ourselves by catching after high-sounding names and phrases, with which,
as we see, they cannot themselves connect any sound and clear idea—proceed
on our way, searching out the truth as far as we are able.

§ 370.

On turning our attention to all the various transitions which are foreign to
the scale, we perceive that their chromatic elevation or depression serves in all
cases fo bring the secondary ftone nearer to vts principal than it would other-
wise be according to the scale. Such is the case, e. g. in figs. 605, 606, 607,
608, 611, 617, 618, 624, &e.

Every where, as we see, it is only an approximaiion of the secondary tone
to its principal ; or, in other words, the chromatic alteration of the secondary
tone every where takes place only for the purpose of bringing it nearer to its
principal tone ; and every where those tones only are used as transitions, which
are found already existing in the scale, or are brought nearer to the principal
tone by chromatic alteration.

But while an exception is made in favour of those transition-tones which are
drawn nearer to the principal tone, it would be entirely contrary to rule to
remove a transition note by a chromatic sign stll farther from the principal
note than the place it would occupy gecording to the scale.

P2

&
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If, for instance, we were to change the transient f, occurring in fig. 629, 7,
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into T4, as in #, it would sound very unnatural ; since, by such elevation, the
transition-tone would not be drawn nearer to the harmonic note than it would be
according to the scale of C-major, but would be removed farther from it.

Such an ?ﬁ, therefore, employed as a transition to e in C-major, could not be
justified. —But the same Ty would sound very well, if used as a transition to
g, as in fig. 629, /, above ; because the tone T is brought nearer to the tone g,

by being chromatically elevated into 4. Or let any one listen to the effect
produced in fig. 630,
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in the second measure, by the use of cli, as a transition, instead of cf, and he
will require no farther proof of the correctness of what we have advanced.

A single exception, produced as it were by necessity, in which the ear
tolerates a secondary note which is farther from its principal note than it
would be according to the scale in which it occurs, will be mentioned in the
sequel (§ 376 and what follows).

(1.) Arbitrary, or necessary, Chromatic Approzimation of the Secondary
to the Principal Tone.

§ 371.

On looking over the above examples of transitions foreign to the harmony,
which are brought, by chromatic alteration, nearer to their principal tone,
the question naturally arises, when are such chromatic approximations of the
secondary note to the principal tone proper ?



IN THE SCALE AND FOREIGN TO THE SCALF. 629

Such chromatic approximations are either arbitrary or necessary.
We will first consider such approximations as are arbitrary. In fig. 631, 4

(Fig. 631, 3.) (k)
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instead of the transitions d and -TT, we might employ at pleasure Eﬂ and %ﬁ, as in
k; and in fig. 632,
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we might employ T1 and db, instead of T4 and dit. Here then the elevations are
arbitrary.

In respect to such arbitrary approximation of transition-tones, we can only
say, in general, that transitions from below are subjected to it much oftener
than those from above. This will at once be evident from the fact, that, among
many of the examples adduced, the chromatically approximated secondary
tones have been almost always transitions from below, while, on the contrary,
but very few have been (as in figs. 624, 626, 628) from above.

Should we, e. g. in fig. 633, ,

(Fig. 633, 4.)
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principle already laid down, that a secondary tone must not stand farther from
its principal tone than at most a major degree. Or,in other words, it often
happens, in consequence of the rule just mentioned, that a tone, as it stands in
the scale, cannot be used as a fore-note of fransition; but must, in order to
serve as a transition to a principal note, be drawn by chromatic transposition
nearer the latter than it would be according to the scale; because, should we
take it as it stands in the scale, it would be more than a major degree from the
principal tone, and consequently, being too far off, could not be employed as a
transition to it. (§§ 343 and 366.)

The same holds good in respect to the minor scale. In this scale, the
interval from the sixth step to the seventh is a so-called superfluous degree.
Now if one of these tones should be used as a transition to the other, say, e. g.
the tone f should be taken as a transition to gif, or gff as a transition to f, in the
minor key of g, such a transition-note would stand at the distance of a super-
fluous degree from its principal-note.

But such a transition would be contrary to the principle laid down at the
commencement of the doctrine of transitions, and more particularly treated in
§ 366. Hence, neither can fl serve as a transition to gif, nor g as a transi-
tion to f. Should, therefore, one of the tones of such a degree be used as a
transition to the other, it must necessarily be drawn nearer to this latter; so
that f, in order to serve as a transition to g§f must be changed into f§—and, on
the other hand, gif must be changed into glj, to serve as a transition-note to f,
Or, in other words, if gff be a principal note, and there is to be appended to
it a transition-tone from below, the appropriate tone f, of the scale of @-minor,
cannot be taken for such a transition; but, on the contrary, f§ must be neces-
sarily employed instead of f; and for a like reason, if fl be the principal note,
not gf but gl must be employed as a fore-note of transition to it from above.

We will explain this more fully by means of some examples.

§ 374,

(a.) If a transition from below s to be prefized fo the seventh fone of
the minor scale, e. g. to the tone g# of a-minor, we cannot use, for this
purpose, the appropriate f of the a-minor scale, but only the nearer f3: con-
sequently the it which occurs twice in fig. 635, is a necessarily elevated tone.

(Fig. 635.) ’ ﬁ
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(Fig. 639.)
in ter -~ - - - - - - -ra pax
s el ey o) i ) sm}
e 7 e j:ﬂ:; = = '_'I:
s 2 T o .__ﬁ.__ i B - [
(¥ . r F-.- - l
=1 “gw v T L IF
glo - - ri-a, glo - ri-a in ex-cel - - - sis
~ |
_J_ j' L P dTd]e u‘lﬁ.l
7‘. - a. T pd 3 ::
P'ﬁi = = — — ﬂ;B'F_F__
i \ﬂl s ;; I T
T oIt v 1 °II v

I was obliged to employ git instead of g as an introductory fore-note to the

following at.

In the preceding examples, harmonic tones only and transitions of the
Jirst rank have been found; but the following examples show that the same
holds good also with respect to principal and secondary notes of a subordinate
rank.

In fig. 640,
(Fig. 640) Foz g
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the harmony & constitutes the basis of the passage, as the Zonic harmony of
a-minor, The tone gﬁ, therefore, is nothing else than an appropriate transition-
tone of the scale to the following tone A (we already know, from § 370, that
the foreign note gti cannot serve as secondary tone to the principal note a),

while T4 is a secondary tone of the second rank to the before-mentioned gt
Now it is true, that the proper tone of the scale of a-minor is not fi, but f;

but, according to the principles laid down above, the appropriate tone f of the
scale cannot serve as a transition to glf, so that it is here necessary to change

 into ?ﬂ, and thus bring it nearer to the principal note of the second rank, gﬁ.

§ 375.

(b.) But if a transition-tone from above is to be prefized to the tone of
the svxth degree of the minor scale,e.g. to the tone f in a-minor, we must
employ, for the purpose, not the appropriate gif of the scale, but the nearer gii;
and hence, in fig, 641,
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(Fig. 645, i.) *)
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as also fig. 646,
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where, during the continuance of the harmony JF#7, all appears as a transi-
tion to g.  So, too, in fig, 647,

(Fig. 647.) DON JUAN.
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in the third measure, f is employed as a transition to ¢b, while F4 is heard in
the base; and again in the seventh measure, in the upper part, g is used as a

transition to f while Gi lies in the base. So, again, in the fourth measure of
fig. 648,
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the transition tone dff occurs in the upper - part, while d# sounds in the base as
the essential third of the harmony 33. The same is found in fig. 649:

(Fig. 649.) (Compare fig. 692.)
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A similar necessity arises in fig. 650 :
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Here, in prefixing to the tone ¢ (the ninth of the fundamental tone), a tran-
sition from above, the a'tt belongmg to the chord could not be used, since it is too
far from the pnnmpal note ¢: dff must, therefore, be brought nearer to its

principal note c, and, consequently, must be changed into H'u ; so that df and dn
are here also heard at the same time. (We shall have more to say on this
subject in the sequel.)

We now see how naturally such a concurrence of chromatically different
tones may be explained from the principles which have already been developed ;
how necessary, therefore, and perfectly according to fundamental principles it
was that, e. g. in fig. 651,

(Fig. 651.) C. P.E. BACH.
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Back should employ g in the upper part, and not gl, as an introduction to f;
and how little occasion there is to apologize for Back, by calling it a “ small
error,” a “ trifling fault which is not to affect our judgment of a great man
like Back or Mozart,” as was done in a very erudite article in the Leipzig
General Musical Journal*. Sorry indeed would I be for Mozart and Bach, if
they needed suck evasions !

(2.) Remote Transitions.
§ 376.

We have hitherto adhered to the principle that the ear not only Zolerates,
but in many cases even demands, the chromatic approximation of a secondary
tone to its prineipal: but that it would nof endure a secondary tone standing
Jarther from its prineipal than the place it occupies according to the scale.

There is, however, a paramount necessity, as was mentioned at the end of
§ 370, of avoiding still more disagreeable inconveniences; and then the force of
habit enables us to acquiesce in certain deviations from this rule. This is
chiefly the case:

§ 377.

(a.) Where the observance of the rule would give rise to @ step consisting
of a superfluous second, which, as it usually has a halting appearance, it is
desirable to avoid. (See a more partieular consideration of this point in
Ch. X, § 478))

This again takes place in the minor key, and that too on account of the
remoteness of the tone of the sixth from that of the seventh degree of the
minor scale, which we have frequently had occasion to mention.

(1)) If, for instance, in fig. 652, ¢,

(Fig. 652, 1.)
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the upper part, after giving the harmonic tone gﬁ, should descend to the fol-
lowing harmonic tone e, by means of an intermediate note, such intermediate
note would naturally be the appropriate T of the scale. But then the melodic

step from the appropriate git of the scale to T would be a superfluous second ;

* Allg. Musik. Zeitung, vol. 1, p. 510,
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and this would be still more opposed to an easy flow of the part, from the fact
that such an intermediate tq between gﬁ and e would be placed very unsymme-
trically, not half-way between the two notes, but three times as far from ‘gt
as frome. A part moving in such a manner would seem to descend by a kind

of hitching, halting movement, as it were, from gﬁ to fT_, and, in order to avoid
this want of a smooth and easy transition, it ls, all things considered, better to

place Tt instead of ﬂ:] between the tones gﬁ and e, as in fig. 652, %,
(Fig. 652, k.)
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even though this transition-tone T stands at a greater distance from its principal

[
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note e than appropriately belongs between these two degrees of the scale. In
like manner, and on the same principle, TH again occurs several times instead

of T as a transition-tone to e,
((IL)) On the contrary, in fig. 653, 7,
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the tone gﬁ would be the appropriate transition of the scale to the following

harmonic tone a but, in order to aveid the step, consisting of a superfluous

second from the preceding harmonic tone T to the intermediate tone Eﬁ, and
bring this latter nearer to the middle between the two harmonic tones, it is

considered better to use En in such a case than the appropriate Eﬁ of the scale,
as in fig. 653, k, above, even though this g does not stand so near its principal

note as the appropriate gif would.

Tt will readily be perceived that the exceptions just mentioned are nothing
else than mere shifts in cases where, of two evils, we must choose the least;
namely, that of giving to a part a step consisting of a superfluous second, or of
employing a transition-tone that does not stand so near its principal note as it
would by its proper position in the scale.

Hence, the necessity of permitting a transition-tone thus removed from its
principal note can arise only when the superfluous melodic progression would
produce an unpleasant effect; which, as we observed in the place cited above, is
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not in every instance the case; and if it be not so, then the transition-tones
are properly allowed to remain as they stand in the scale. Thus we see,in
fig. 654,

(Fig. 654.) HASSE.
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that first the alto and then the upper part descend from the harmonic note
it to Bb. We also meet with the same sort of progression in fig. 655, second

measure, in the second violin part, from a to gb.

(Fig. 655.) DON JUAN.
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§ 378.

(5.) In consequence of the frequency with which transitions, standing
farther from their principal tone than they properly ought, are employed on
the principles laid down (§ 377), our ear has now become so completely accus-
tomed to these transitions, which, though strictly contrary to rule, still are
permitted for the sake of avoiding a greater inconvenience, that it receives them
without much reluctance, even in cases where they are not necessary, but seem
in fact to be artitrarily employed. Thus, for example, in fig. 656,

(Fig. 656.)
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it is allowable to employ the descending transition gt, T4, although contrary to
the rule stated in § 375. So, too, in fig. 657,

(Fig.657.) MOZART.
Donna Amw.@ @ - @i

0. - .

7 P - | s 2 . e “Hol
R T e e e
2 1S iiaa 4 4 /

J f Dies Blut— die - se Wuande— die - ses Antlitz
P - -oF |
e bet o o b—Q“Hel' S A e
- ; r®) I 115, 6 S — =1 =
[ 7an) A e = O #
Yo = P N I(®) jo- B
Jgo i [ T
C:V1f:V d:V1 gV e: V1 a:V

the fore-notes ?fn, ezn, and T_‘"ﬂ, may be said to be arbetrarily remote. (Compare
also what is said on this example in § 380.)

Of a similar kind are the tones b, a, in’the first measure of fig. 658 :

(Flg. 658.) /__\ VOGLER’S REQUIEM.
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(although, indeed, it might be assumed that the dominant harmony % here
forms the basis; in which case D could be no longer a transition-tone, but the
appropriate third, and a might be justified according to § 377 ((I.)), namely,
as serving to avoid the step of the superfluous second b—ab.)

§ 379.

It having been observed, that, in several of the cases above cited (namely,
in §§ 373 and 375), in passages ascending through the sixth and seventh degrees
of a-minor, the tones fi and g are employed in ascending, and the tones
fhand gh, in descending, as secondary transition-tones of the first or second
grade—this single observation was assumed by former teachers of composition,
not only for the entirely erroneous assertion (refuted by §§ 377 and 378,
and the accompanying figs. 652, £, 653, £, 656, &c.) that we always ascend
through f1 and g, and descend through f1 and ghi; but also for the
singular doctrine that the minor scale ttself is consequently mutable, and
that i and g in ascending, and f and g in descending, are the appropriate
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tones of the scale. Compare the remarks on § 131, the entire contents of
which will now be intelligible to every reader, as also §§ 211 and 379, and the
remark on § 99,

(3.) Transition-tones employed as Leading-notes.
§ 380.

We have seen, in the course of our investigations from § 367 onwards, that,
in conducting a part by means of transitions, regard must constantly be had to
the fundamental harmony, as well as to the predominating key and scale in
which it is written, and that this or that tone may very properly' be used as a
transition to a given tone in one scale but not in another; that, for instance,
f#f may be employed in G-major as a transition to e, since ffi belongs to the
scale of G-major; but that the same tone cannot be employed in C-major as a
transition to e, because it is farther from the principal note e than is £5} the
appropriate note of the scale of C-major.

And, on this very account, fransition-tones may sometimes be used as proper
signs of a change in the modulation, i. e. as leading-tones (as already men-
tioned in § 187). Thus, when in a passage which was hitherto in C-major, as
in fig. 659, for example,

(Fig. 659.)
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the tone T appears as a transition to e, such transition—which is possible
in G-major, but not in C-major—informs the ear that the harmony in which
it occurs is no longer that of the previous scale of C, but belongs to the key of
G-major. We have already stated this fact (in §§ 157, 203, 228); and now
what was there said will be perfectly understood ; namely, that in the preceding
example after @€ as the tonic harmony of C-major immediately follows @ as
the subdominant harmony of G-major; because the ¢C-chord in the latter half

of the second measure is characterized by means of the T} used as a descending
transition-tone to e, as unequivgcally belonging to the new key. The case
would be otherwise were T used in passing upwards to §, because a transient ﬁ:,

thus approximated to its principal note g, might certainly occur in C-major.
VOL. 11. Q
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(Fig. 662 continued.)
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Here the ear takes the harmony at the beginning of the third measure as
certainly no other than that of @7 with a minor ninth, the fundamental tone
being omitted, that is, as d:V7 (§ 194). The fact, that here the very first

note of the second violin is written as db and not as cff, determines nothing.
(§ 224.) But although the ear at the beginning of the before-mentioned
measure takes it as certainly @7, yet the transitions which immediately appear

compel us soon to come to another decision. The second eighth-note Tb could

indeed be considered as a minor ninth, and the next one again as cf, and conse-
quently as the third of the fundamental harmony @7, and the seventh degree
of d-minor; but the following tones could not appear as transitions, as they do

here in the key of d-minor; but would have to descend from o onward, through

b or through Bh (§ 377) to the fundamental tone a. But none of this takes
place; on the contrary, the tones proceed nearly as they would in #~minor (so

thatﬁb appears as the minor ninth of @7,:0 as the fundamental tone, th as
the seventh, ab as a transition to the fundamental fifth g, and the following T as

a transition to the third'e). And hence, the ear is imperatively compelled to
prefer this last explanation, and consequently to assume here the existence of
the chord @7, and not that of @7—a sudden transporting of the ear from
a-minor or d-minor into f~minor, which would certainly have a somewhat harsh
effect, were it not that the equivocalness, at least in appearance, of the chord
[g e bb cff or db] again conceals its harshness (§ 241, 8); after which, more-
over, the piece proceeds immediately again in F-major, which key is near
enough related to @-minor and d-minor. (The fact that the (C-harmony of the
fourth measure is again the dominant harmony of the major key of F, is indi-

cated by the ah used as a transition to g, and which may therefore be here
termed a leading-note.)

It might also be said that, in fig. 657, p. 640, the fore-note d at the beginning
of the third measure causes the €-chord, which at first appeared as the chord
Q2
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J:V, to assume the character of the dominant chord of F-major; and that

similar effects are produced by the ensuing fore-notes e and 11.

So, too, in the last measure of the example in fig. 301, p. 478 (compare
§ 257), the jD-chord, which is there designated as the VI of f#-minor, becomes
at once characterized as the recurring tonic harmony of the principal key of
D-major, which was relinquished shortly before, if we insert glj as a transition

to a, as follows in 7,
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or as a transition from above (§ 371) to T#, as in 4.
And, likewise, in the second measure of fig. 398, p. 522, § 295, the tran-

sitions ?’,? indicate that the third part of the measure is not properly based
on g : 1, but that here the g-harmony re-appears as the ha.rmony of the second

degree of F—major for in g-minor we could not descend from g through these

transitions, 1, e, to H but in #~major we can. Consequently, the g-harmony,
although, at the first glance, it would seem to be tonic, is in reality a secondary
harmony of the principal key F-major, and ought, therefore, strictly speaking,
to be indicated as such. Thus we have here again one and the same chord
appearing first as g1, and immediately after as #'-11. ’

(4.) Additional Examples to elucidate §§ 367—380.
§ 381.

Having now endeavoured, from § 367 to this place, to ascertain how and in
what cases transitions both belonging to and foreign to the harmony are to
be employed, it may not be uninteresting to put the results of our investigation
to the test in some more extended examples. I select for this purpose the
passages in fig. 663, 664, and 665, from Mozart’s Don Juan, because transi-
tions of both kinds oceur here under very different relations.
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(Fig. 665 continued.)
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In order to facilitate the understanding of the harmonie successions in these
examples, I will append to them the following remarks. In fig. 663, we see the

tone d continuing through four measures—and the same is the case in fig. 664.
So, too, in fig. 665, the tone a continues uninterruptedly for four measures.
This gives rise, in many places, to concurrences of tones whose explication
would now be very difficult (e. g. in fig. 665, measures 2 and 3). This diffi-
culty, however, may be obviated by the fact, that these tomes may, for the
present, be considered as Aaving no existence, and, consequently, need not be
taken into account; as will be found more fully explained in §§ 462 and 464.

(A) on rFie. 663.

In the first measure, the ascending tones b and %ﬁ are explained by § 374

and the descending%and Th by § 375.
In the next measure, the harmony @b (or @&b?) appears, according to the

principle of inertia, as the VI? of g-minor. The transition-tone T leading to g,
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and foreign to the scale of g-minor, is explained by § 377, ((II)); since fis

here used instead of fff, in order to avoid the ascending step of a superfluous
second.—1In the second half of the measure, where the modulation changes into

a-minor, for the same reason, the tone Fﬁ, instead of the tone f which belongs

to the scale, stands between git and e, in order to avoid the descent from g# to T,
(§ 377, ((I) )-

So again, in the third measure, the tone g, foreign to the scale of a-minor, is
used, so as to prevent the neeessity of skipping from f to gi.—In the second
half of the same measure, for the same reason, Tis preceded, not by ;;b, but by
é': because it would be a superfluous second from Ee down to .

In the fourth measure, the transition-tones e and T3, and so also T and b
are to be explained in like manner as the similar ones in the first measure.

(B.) o~ Frc. 664.

In the seeond measure, the transition-tones b and E—ﬁ are to be explained in
the same manner as in the beginning of fig. 663.—In the second half of the

same measure, the key changes to g-minor, the transitions ?ﬁ and ‘e are justified
by § 377, (D). B

In the third measure, the f, foreign to the scale of g-minor, which precedes
g, is explained by § 377, ((I)); since, otherwise, there would be a skip of a
superfluous second from eb to ?ﬁ.—'ln the second half of the same measure, for
the like reason, ff} precedes e, after gt; § 377, (D).

(C.) ox Fre. 665.

In the first measure, the transitions T4, g#, and g, T, are to be explained in
the manner above-mentioned. The chord [d f a bb], occurring in the second
measure, may be regarded as I3b?, or else as the major four-fold chord of the
sixth degree of the scale of d-minor, which is most nearly related to that of
w-minor (just as, in the second measure of fig. 663, the chord of (2h7 appeared

as the VI? of g-minor; although the fourth sixteenth-note e would not occur
as a transition to T in d-minor (§ 370), but only perhaps in Bb-major. Thus,
by means of this transition, b, the chord [d f a bb] is here characterized as

the 17 of Bb-major. The transition b thus appears here as a leading note.

In the second half of the same measure, the harmony @7 occurs. In
consequence of the immediately preceding key of Bb, this harmony would
appear to be the dominant chord of c-minor, but it strikes the car rather as
the dominant chord of C-major, partly because this last-mentioned scale is
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nearer than c-minor to the still unforgotten a-minor of the preceding measure—
and partly because it is designated as such by the transition-fone ‘e before d,
which in e-minor could not possibly oceur. (§ 370.)

In the third measure, in the second half of which d-minor occurs, Mozart
chose rather to write ¢ff Db, than e b, (§ 377, ((II)) ); and thus he here
preferred to make a leap of a superfluous second from the harmonie tone cf to
the secondary tone b, belonging to the seale, rather than proceed by a major
second to the transition-tone bl, which is too distant from the principal tone a.

In the fourth measure, the transitions b ¢ and ¢ bb are easily explained;
50, t0o, those in the fifth and sixth measures need no particular elucidation.

In the seventh measure, where a-minor occurs, the transitions T# g} in the

first half are to be explained by § 374, and the transitions g % in the second
half by § 378. |

In the eighth measure, the tones T# gif are to be explained by § 374—and
the tones gt T4 by § 377.

On a particularly remarkable passage, even in respect to transitions, from one of
Mozart’s violin quartetts, see § 466 bis.

(D.) TRANSITIONS ON HARMONIC DEGREES,
§ 382.

If we consider the different transitions i relation to their connection with
the fundamental harmony, we find that tones of transition sometimes occur on
such degrees as belong to intervals of the fundamental harmony, and at other
times (and that, too, much the most frequently) on otker degrees. I repeat,
that by far the greatest part of transition-tones occur on suck degrees of the
staff” as do not represent any of the tones belonging to the fundamental har-
mony. (In fig. 666, for example,

(Fig. 666.)
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the fandamental harmony is €. The tones of which this harmony consists are
the tones of the first, the third, and the fifth degrees of the scale of C.major.
But of all the transitions that here occur, not one is the tone of the first, of the

third, or of the fifth degree; the transient @ which here presents itself is the

tone of the second degree, the transient T is the tone of the fourth, and b is that
of the seventh of the scale, &c.)—Now this, as we have said above, is the most
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common case; but it is far from being the only one. For, tke fone of a degree
that forms an interval belonging to the fundamental harmony may also occur
as a transition-tone ; and this

1. Either as it stands in the harmony itself, or else

2. In a chromatically altered form, and thus foreign to the scale.

§ 383.

(1.) It frequently happens that a tone, whick, considered in itself, is
actually contained in the fundamental harmony, may yet, in consequence of
the connexion in which it stands, and the manner in which it appears, present
itself to the ear only as a secondary tone : e. g. in fig. 667,
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the ear, in two successive instances, perceives transition-tones, in the upper

part, before the harmonic-tones T and -g: Now, when this is followed, in the
third quarter of the measure, in the same upper part, by another form of notes
very similar to the two precedmg, in whlch b precedes ab, in the same manner
as g before preceded T, and ab preceded g, g, it is no wonder that such bb should
likewise present itself fo the ear as a mere transition-tone, although, in itself
considered, the tone b is contained in the fundamental harmony 38b7, which
occurs in this place.
For a similar reason, in fig. 668,

(Fig. 668.
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the ear will take the tone ep, in the second half of the first measure, for a mere

secondary note to the following db, although the tone b, taken by itself, is the
fundamental tone of the harmony.

In fig. 669,
(Fig. 669.)
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In fig. 677,
(Fig. 677.) = Ve N
R R Vo b 2Ty
- . Olg. .
Q‘b—_‘e o—H0—2 b= o
e = g— (@4 S
%4 O < ©r T ,!r el
f | e S f

(Compare fig. 592, p. 608 )

the foreign and arbitrarily elevated tone bfj appears as a fore-note to the

tone ¢ of the following chord, while the appropriate bb of the scale, which is
So, too, the tone ¢cb, in the second half of the

not elevated, is an harmonic tone.

measure, belongs to the harmony JF7, while cff occurs as a transition to d.—
And, again, in the following measure, in the harmony 38b, to which f4 belongs
as an harmonic interval, we have the transition f}#; and, in the second half of

the third measure, ¢ is employed in the upper part as a transition, while b
belongs to the harmony and forms its fundamental seventh.
Fig. 678, 7 and £, is of the same species:

(Fig. 678, i.)
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In fig. 679,
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the harmony of the second measure may properly be explained as that of gQ7

with an added ninth, e—z—: which latter is preceded by Thas a secondary tone,

while i is the fundamental third of the harmony 737.

Again, in fig. 680,
(Fig. 680.)
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(Fig. 680 continued.)
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the tone bb, which is a minor ninth of the fandamental harmony, is in a manner
to be regarded as a principal tone; yet bY appears in the upper part as a

transition to cg.

In fig. 681,
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the tone g# (which appears in ¢ as a superfluous fifth from the base note, in 4
and / as its major third, and in # as the base note itself) is the elevated tone of
the same degree that forms the fifth of the fundamental harmony.

In like manner, in fig. 682,

(Fig. 682.)
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the tone ab is the depressed tone of the same degree that forms the third of the
major harmony JF.

In like manner, the transition-tone Tt appears in the third measure of fig. 636,
p- 632, whose fundamental harmony involves the tone ffj; b, in fig. 637, p. 632;
g, in fig. 638, p. 632; gh, in fig. 639, p. 633; gh, in fig. 644, p. 634. In
like manner, in fig. 645, p. 635, where, in the fundamental harmony 27, the

tone g} is an harmonic interval, the tone gl appears as a transition; and so, too,
in fig .646, p. 635, in the harmony JF#7, to which a} belongs, the transition-note

alj appears—as also in fig, 647, p. 635, we have T and then .
In fig. 648, p. 636, in the harmony 337, which occurs as V7 of e-minor,

the transition dfj occurs on the same degree as that of the third of the harmony

1837, namely dff.
Figs. 649, 650 and 651, p. 636, are of the same description.
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a particular harmony, to which they give the name of * superfluous three-fold
chord.”—But as every such simultaneous group in every possible case may be
explained according to the laws of transitions, inasmuch as every thing applies
to the superfluous fifth occurring in such chords that holds good concerning all
other approximated transitions; it follows, that, both from these and many other
considerations, we have no occasion to increase the number of our seven funda-
mental harmonies by the addition of an eighth; and nobody knows with how
many more of the same species, for which we can discover no place in the scale
of the major key, though it is in this scale that such compounds occur most
frequently. (Compare remark on § 51).—Even the inventors and champions
of the so-called superfluous three-fold harmony, in such a passage as the one in

fig. 6847, p. 655, or in fig. 687 7, p. 656, would certainly explain the tone gif asno
other than a transition, thongh a harsh one. But when the same tone appears
as it does in £, where, through the omission of the proper fifth, g, the harshness of

the transition g} is obviated, and the transition is thus rendered more faultless
and less objectionable than in ~—why may it not just as well, and indeed much
more appropriately, be explained as a transition? and why should it be neces-
sary, for the explanation of such a passage, to invent a new fundamental
harmony, consisting of the tones [c e g#f], that is to say, of a fandamental tone,
major third, and superfluous fifth P—or why, for the explanation of the com-

pound [A eb cff) in fig. 677, p. 653, must we invent a fundamental harmony
composed of a fundamental tone, major third, and minor fifth (the so-called
diminished major three-fold chord) P—&ec.

We see, in general, from the examples above cited, that, by means of such
transitions, sometimes very curious intervals arise between tones sounding

together. Thus, for instance, in fig. 673, p. 652, we have the tones c and e,
which together form an interval of a superfluous prime or octave—so, too, in

fig. 674, p. 652, g and g.—In the second measure of fig. 673, p. 652, in fig.
679, p. 653, and in fig. 683, 7, p. 635, diminished octaves occur in the same
way. —In fig. 680, pp. 653 and 654, a doubly superfluous octave appears between
bb and bf—and in fig. 678, £, p. 653, a diminished sixth oceurs between At

and T, &e.

Now, if we were always to regard simultaneous groups of this sort as actual
harmonies, they would often produce harmonies of a very strange description;
e. g. in fig. 684, p. 655, a harmony consisting of the tones [c g e gff], or at least
[cegh]; in fig. 678, £, p. 653, of the tones [Aﬁai ?], &e.—all of them mere combi-
_ nations of tones, which, were we to regard their constituent parts as consisting
altogether of real harmonic intervals, would correspond to none of the funda-
mental harmonies enumerated in § 50, and for the establishment of which a
sufficient number of new fundamental harmonies could scarcely be invented.

VOL. IT1. R
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to be regarded as a mere transition-tone, in which latter case the three-fold
chord of @ would form the basis of the whole first measure. This latter
explanation is evidently not only the more simple of the two, but the former
would have the effect of presupposing the introduction of a major four-fold
chord with an unprepared major seventh in the weak part of the measure; all
of which, as is well known, is contrary to its nature. The above-mentioned
combination, therefore, is in this case to be taken as a simple three-fold chord

of @, and the tone b as a mere transition.

Such a combination, which, according to the tones composing it, has pre-
cisely the appearance of a chord consisting of harmonic tones exclusively, but
which, in consequence of the connexion in which it appears (. e. according to
the principles laid down in the beginning of this section), is not received by the
ear as such a chord, and which, therefore, seems to be a chord consisting of
harmonic tones, but only seems so without being soin effect—a. e. without in
reality impressing itself as such upon the ear—such a chord, I say, we will
name an apparent ckord. (Compare §§ 98 and 407.)

But, on the other hand, we could object, if one were to assume that, in
fig. 689,

(Fig. 689.)
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in the second half of the first measure, all the tones of the upper part are
merely transition-tones, and, consequently, the harmony no other than ;

for the tone b might certainly be a transition to the immediately recurring%; 7

an intermediate note from g to e, as also the d betweene and'c; while g and G
belong, at any rate, as well to the harmony of @ as to that of k. Still, it
will readily be felt that this mode of exposition is at least not more natural than

if we regard the combination [G d f b] as that which it primarily represents
itself to be; namely, as (&7, and the harmonic progression as the very usual
one I—V7—L

Easy as we have found it in the two preceding examples to make a choice
between two modes of explanation, there are yet many other cases in which a
decision is not possible: e. g. in fig. 690, ¢, £, /,

(Fig. 690, i.) () @ |
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sitions to the intervals E (?, and a of the following 4F-harmony, as is indicated
in £—Or else we may assume that the JF-harmony commences at the combina-

tion [g b E], as is indicated in Z, where, cousequently, the transition tones g, b,

and g relate to intervals of the FF-harmony, during which they sound as
transitions.

In fig. 692,
(Fig. 692.)
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(Compare | fig. 649, p. 636.)
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we have the choice either to regardﬁ~ of the upper part as a necessarily approxi-

mated (§ 375) transition to e—or else to assume that the f37-harmony con-
tinues throughout the whole measure, and that the dff in the base, which, without
chromatic elevation, would form an harmonic interval of this harmony, is
merely an arbitrarily approximated secondary tone to e of the following g-har-
mony. (A similar equivocalness will be observed on inspecting the example in

fig. 648, p. 636.)

§ 391.

It will at once be perceived, however, (and this is the most important point
involved in these observations) that the eaplanation of many an harmonic
combination becomes focilitated and simplified by the fact, that one or more of
its tones may, as mere transitions, be left altogether out of the account.

We have already on several occasions directed attention to this truth. A
few additional proofs are subjoined.

In fig. 693,
(Fig. 693) | 4‘ . b—J
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if we regard the tone e as simply a transition-tone, the fundamental harmonies
of the first two measures are JF and JF7;—but, should we prefer to regard’e
as belonging to the harmony, it would stamp the combination of the fourth
quarter of the measure as the much less common harmony of JF7, from
which there would result the still more uncommon harmonic progression,
F3--1%—1, or F:I-1?*—Bb:V7,
and, moreover, the preparation of the major seventh would be wanting,—It is,
therefore, very evident, that the former explanation is by far the most natural,
and the one to be preferred.
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For a like reason, in the first measure of fig. 694, the last quarter-note e
(Fig. 694.)
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of the middle part will be regarded, not as an unprepared major seventh of
the harmony JF7?, which is itself of rare occurrence, but much rather as a

secondary note of the following harmonic tone d.—Again, the last quarter-note T

of the following measure, which occurs in a connection similar to that of the
preceding e, will for the same cause present itself to the ear as simply a tran-
sition-tone, although it might otherwise, with perfect propriety, be regarded as
the seventh of the frequently occurring principal four-fold harmony.

In fig. 695,

(Fig. 695, 7.) *.)
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in the second measure, instead of considering the g as foreign to the harmony,
we might regard it as forming a component part thereof, and thus explain the
harmony of the second half of the second measure as that of €:V7;—but the
former mode of explanation is more simple, and therefore to be preferred.

§ 392.
In the following example, fig. 696, in <,
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the mode of explanation

indicated by the diagonal strokes is simpler and
much more natural than if we were to consider these tones as forming a part of
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the harmony., In the former case, we need, for the explanation of the whole
phrase, only a single fundamental harmony ; in the latter, we should have to
assume three, namely,

C:1—n7 1.
Moreover, this last progression, 117—1I, at least in this form, would be rather

unusual ; accordingly, it is far better to consider the chord [d f ¢ ¢] as a mere

apparent chord—as likewise in # the chord [d g ¢ f ¢]—and in / the combina-
tion [eT d g].

Our teachers of composition are wont to explain such cases as the above fig.
696 (or figs. 609 and 616, pp. 616 and 621) in another and very troublesome way,
inasmuch as they fancied themselves bound to regard such a combination as a
proper chord, to which they give the name of the chord of the stationary seventh,
about which stationary quality they contrive to say an immense deal that is
both excessively learned and hard to be understood*, and in which the favourite
elliptical and catachrestical harmonic progressions play a great part. We must
allow, that, for our simple explanation, no great learning is required, inasmuch
as we see in the passages cited nothing more than very common transition-
tones, of which, consequently, we cannot contrive to say any thing very par-
ticular. (Compare remark on § 99 and on § 320.) -

In fig. 697,
(Fig. 697.)

r
] 2P = —
EeSerreoEEs
R-!-I
F i
N =
4—'\-5:—-—‘:' T
T

the harmony of the second measure, in itself considered, might certainly be
regarded as £47, and that of the third medsure as f37%; but the ear will much
rather take the base tones E and D for mere transitions between FY of the first
and C# of the fourth measure, and accordingly £ as the fundamental harmony
of the whole four measures (as has already been done by Kirnberger, from
whom I borrow this examplet). But were we to adopt the first mode of expla-
nation, not only would there appear a strange and unusual harmonic progression :
8 17 D7 fy

but the striking of the unprepared secondary seventh could not well be justi-
fied.—(Furthermore, I will not deny that the composer has here given us too
many transitions at once.)

* See e. g. the Leipzig allg. musikal. Zeitung, for 1810, Nos. 58 and 59.
t In his Kunst des reinen Safzes, 1 Bd. 4 Abschn. Anm. p. 51.
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§ 393.
In fig. 698,
(Fig. 698.)
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we may, if we please, consider the harmony JF to lie at the basis of the
harmonic combination at the second quarter-note, and that the ¢P-harmony
returns at the following eighth-note, the gF-harmony again at the next, then
again the chord of ¢C—and, in the same manner, change the fundamental
harmony at each of the following sixteenth-notes; and so also in the following
measure, where the harmonies (%7 and ¢ several times alternate with each

other. But since we may very properly assume that the tone a of the first
measure is throughout only a transition to the followmg g, and f in hke manner,

a transition to e—and s0, in the next measure, that the tones e and ¢ are tran-
sitions to the adjacent notes, this explanation is already much more simple, and
hence is indisputably to be preferred, at least for combinations which thus
rapidly alternate with each other.

So, too, in fig. 699,
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at the first quarter-note of the first measure, the tonesa and T may be regarded
either as the third and fundamental tones of the harmony JF, or as mere

secondary notes to g and e; the second half of the measure may likewise
be differently explained, &c. Here, too, the explanation indicated by the top
row of numerals is simpler and more natural than the other; because, if we
regard all the quarter-notes as transitions, the phrase will be seen to be, after
all, nothing more than a garnishing of the very common one in £.

In fig. 700, again,
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(Fig. 700, k.)
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we are at liberty to take a new fundamental harmony for each quarter, eighth,
or sixteenth-note; and also to decide whick fones we will regard as harmonic,
and which as mere transitions.

Likewise, in fig. 701, ¢,
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(Compare fig. 686, p. 656.)

we may either explain the second chord of the first measure in the same manner
as was done in § 386—or we may still more simply regard it as a continuation
of the harmony JF (only in the second inversion), if we take both the tones

ﬂ and e as transitions. For, why should not the same harmony lie at the
foundation here as in £2

Also, in fig. 702,

(Fig. 702.) 1
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at the beginning of the second measure, we may explain the combination of the
first quarter from the harmony , if we regard b and g as harmonie, iﬁ as an

extraneous secondary tone to the e of the following chord, and the first e as 2
secondary tone of the second rank. But we may also assume that the @-harmony,
at the end of the first measure, continues through the first quarter of the second

measure, that b is a transition to the following ¢, as also dﬁ to e;—which expla-
nation is, after all, the simpler of the two,
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be regarded as the harmony of °f7 with an elevated third—or as a transferring
dominant harmony JF7 with a depressed fifth, or taken as [gh & eb Bbb] or

[f# b dif a] as the harmony @bh7 or B7; or else we may assume that the
Sab-harmony of the third quarter-note continues, that a is merely an approx-

imated preparatory tone to the following bb, that cb bears the same relation
to bb, and ff to g.  And, in fact, it is much simpler thus to explain this fourth
chord as a mere apparent chord, than as the harmony °f7 or JF7, or as the
any thing but simply related harmony @b7 or 137.

Again, in fig. 706,
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we are at liberty to regard the tones f4 and Hﬁ as harmonic, and the combi-
nation as that of 337 with a minor ninth; but it is much simpler to explain the

tones f4 and aj; as mere transitions.

In fig. 707,
(Fig. 707.) MY “ REQUIEM.”
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we may either consider the combination [Gb bb cf €] as a proper harmony;
namely, as @b7 [Gb bb db b] or JF47 [Fft a €], or as °¢7 with an
elevated third [Gb bb db €], and so on; or we may assume that the whole
combination is an apparent chord; namely, that the harmony of 38b lies at its
foundation, that the tone € is only a secondary tone to the fundamental fifth t

which actually appears in the following measure, that c}f is a fore-note to the

third d, and Gb a fore-note from above to the fundamental fifth F in the base.
Here too, as we see, the explanation that takes it for an apparent chord is
clearly the simplest. (Compare fig. 705, p. 667.)
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(Fig. 709 continued.)
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on the appearance of the tone b, that a (&7-harmony occurs here with a major
ninth and an omitted fundamental tone—the case may be much more simply
explained by taking the tone b as a mere transition to the following ¢; in which
case the harmonic progression would be merely IV—I, instead of IV—V7—1.

In a similar manner, we may explain the tones b and d from % to o—and
even the tenes b, d, and ap in p and 4.

In this way, too, the explanation of fig. 710, ¢, £, and /, may be materially
simplified.
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we may suppose that, in the second half of the measure, the fundamental four-
fold chord #A7 appears with a ninth and an omitted fundamental tone, as a
transferring dominant and leading chord to G-major; but we may also very
properly assume that the whole of the first measure rests on the three-fold

harmony €, and that {4 in the middle part is a mere transition. Thisis
indisputably more simple; since, regarded in this point of view, the whole of
the first measure is founded on a single harmony, that of C:I. But if we

were to consider f# as a constituent part of the harmony, we should not only
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require two® different harmonies for the explanation of this measure, but the
progression would also involve a transient digressive modulation, namely :
C:1 G@:V7 1 (§211.)
C:V.
Fig. 711, Z'and m, admit of the same explanation.
Indeed, in such cases as in fig. 712,
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the explanation of such tones as transitions has yet another ground of pre-
ference. Were we to assume, for instance, in fig. 712, ¢, that the four-fold chord

@7 lies at the foundation of the combination [f bEE], the base tone f would

appear as the fundamental seventh; and, regarded in this point of view, the

skip of the base from this f down to ¢, at the moment of the cadence, would not

exactly correspond to the progression of a fandamental seventh. (§317 ((B.)))
So, too, in fig. 713,

(Fig. 713.) J. S. BACH.
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at the last quarter-note of the third measure, the combination [e alt The gﬁ]
may be most properly explained as an apparent chord, in which, while the
@-barmony continues, the tones aff and eff are merely transient, while the
base-note e remains a fundamental tone.—(From what precedes, |moreover,

the examples in figs. 418—421, p. 536, admit of still an additional defence
and explanation ; see §§ 308 and 317.)
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§ 399.

Moreover, in cases like fig. 714,
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it is not necessary to consider the combinations [?ﬁ:(; :c;], [fit% E—B], [—Egb-iﬁ],
&e. as leading principal four-fold chords of the digressive modulatory domi-

nants; on the contrary, it is much simpler, in s, to take the e of the second
chord as a mere secondary note to the following d, and, in like manner, ¢ and Tit

as secondary notes to b and _g-; so that the @-harmony still forms the basis of
all the first three chords. The same may be said of the sixth chord of the
same passage ;—likewise of the second and sixth, at k, &e.

§ 400.

In most of the preceding cases, we are, furthermore, at liberty (as-intimated
in § 391) to regard the transition-tones here pointed out as transitions either to
intervals of the present or of the following harmony. For, e. 9. in fig. 715, 7,
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we may assume that the second chord rests on the preceding harmony of JF;

so that the tone b will be a transition to the tone ¢ of the following three-fold
chord of @, as is indicated in % ;—but we may also assume that the ¢C-harmony

already forms the basis of the combination [?g-—;], in which case all the
transitions relate to intervals of the harmony <, durmg which they make their

appearance a3 transitions, namely, a to the fifth g—b_ to the fundamental

tone c—and f to the fandamental third e; ; as 1s shown in Z
Thus, too, we may assume, in fig. 716, 7,
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that the second chord still rests on the foregoing harmony @7 ; so that, in the
second harmonic combination, d# will be a transition to the e of the following

three-fold chord of (T, and {4 to g, while the tones aand ¢ remain as before,
the fifth and seventh of the barmony of ¥7, as is indicated at % ,—but we may
also assume, as indeed it seems most appropriate to do, that the @-harmony is

introduced already at the combination [f#<¢a dff], that d is a substitute for
the fundamental tone e; a for the fundamental fifth g, fif for g, and that c is
already the fundamental tone, as is indicated at Z.

§ 401.
In fig. 717, 3,
(Fig. 717, i.) (%)
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the combination [d ab %ﬁ may properly be so explained, that, during the
harmony of 37, which lasts through a whole measure, the tone ab as a transi-
tion to g of the following harmony, occurs on the harmonic degree a;—accord-
ingly, there is not the least necessity for regarding the combination in the
second half of the measure as a four-fold chord with a minor fifth. In %, the

tones aly and ¢ are, in like manner, transition-tones.
Though, in fig. 718, ¢,

(Fig.718,7.) (k.) () (m.) (n.) (0.) (p)
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we see the harmonies JF and @& succeed each other without transition-tones,

still we may, instead of this, introduce, during the JF-harmony, the tone abh

as a transition to g of the following harmony, as in 4—or the tone Tt as a

transition to g, as in Z—or both together, as in m—or we may let these transi-
tions remain during the entire continuance of the JF-barmony (§ 386), as in
nor o; and thus, merely by means of transitions on the harmonic degrees,
combinations are produced, which are precisely similar to those adduced in § 89,
&e. fig. 123, o, p, ¢, p. 208.—(Compare figs. 705 and 707, pp. 667 and 668.)
And when, again, the tone eb as a minor second approximated transition
from above to the fundamental fifth of the following harmony, is added to
the chord in question, besides the before-mentioned transitions on harmonic
VOL. II. s
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It will be clearly seen that in this way, again, results are produced like
those of the two preceding sections. The example in the minor key which
occurs in fig. 722, t—m.

(Fig. 722,1.) @) (m.)
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is of the same character as the preceding one in the major key,

§ 404,

In the foregoing paragraphs, we have seen how harmonic combinations of
the kind in question can be explained by transition-tones chromatically approx-
imated to intervals of the following harmony. In many cases, however, they
may be explained even in a st/?l simpler manner, by transitions to intervals of
the present harmony : for, in fig. 723, 7, for example, ‘

(Fig. 723, .) *.) @) (m.)
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we may very properly assume that the @k-harmony forms the basis El_lroughout,
and that, during the same, the upper part gives, in passing, the tone ﬁ': asa re-
turmng transition (§414) to the fundamental tone g, while the middle part
gives ¢ as a similar transition to the fundamental third b and the base in like

manner the transition ah. In like manner, we may regard the passage in
% as resting entirely on the harmony X, and those in Z and # on the harmony (3.

§ 405.
Fig. 724, 7, also,
(Fig. 724, .) &) A LA g 3
§ e ; s I;Eﬁg et

may, in like manner, be regarded as based throughout on the harmony &; so,
too, the similar passage in £, or rather in /, may be viewed as resting_entirely

on the major three-fold chord of @—in which case the notation [ab ¢ a& fi]is

more accnrate than [;b ceb ?ﬁ] (Compare, moreover, § 95.) ”
s 2
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So, again, in fig. 725,

(Fig. 725.)
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(Compare fig. 127.)
in the second measure, the f# in the base part may be regarded either as the
fundamental tone, or as a mere transition to the fundamental seventh,e. And
still more! what is to hinder us from assuming that the fundamental harmony
is ¢ throughout the entire duration of the second measure, that at is only

a transition to the following b, ¢ to the following b, and f# to the following
fundamental tone e?

§ 406.

The preceding views will perhaps suggest to some the idea, that if the chords
in question may be explained in this way as mere transitions, it was wunne-
cessary to assume in §§ 89 to 95 a species of transformation under the names of
the elevation of the third and the depression of the fifth. But such is by no
means the case. For, the explanation of such combinations as transitions is not
applicable wn all cases: e. g. it is not so in fig. 726:

(Fig. 726.)
¥ X il
© -o

Here the tone dff cannot be regarded as a transition-tone, for as such it must
annex itself to a following principal note, only a major or minor degree higher
or lower than itself; but no such note here follows dif, and consequently it
cannot be a transition, but must constitute an harmonic interval, and that either
the fundamental third of the harmony 337—or an arbitrarily elevated funda-
mental third of the four-fold chord °#7 with a minor fifth. (Compare remark
on § 95.)

(C.) SOFTENING EFFECT OF EQUIVOCALNESS.
§ 407.

After the many observations we have made on the softening effect of different
kinds of equivocalness, it may well be supposed beforehand that the kind of
equivocalness here treated will also exhibit within its sphere a similar effect.
For, it is perceived, as a matter of fact, that many a combination of tones which
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we might otherwise expect would be repulsive to the ear, produces a much more
agreeable effect than it otherwise might do; because, if we regard it as con-
sisting exclusively of harmonic tones, it represents a chord that does not
sound harshly in itself; or, in other words, because it forms an apparent chord
(8§ 98 and 389), which, viewed as a real chord, does not belong to the class
of harsh-sounding chords.

Thus, e.g. in the annexed passage (in which, during the @%7-harmony

which lies throughout at the foundation of the whole measure, the tone in,

de] J be
$-5.5 e
J = e

(Compare § 396.)

forelgn to this harmony, occupies for a while the place of the harmonic tone
b, while & occupies the place of the seventh, T, and e that of the fifth, EI) the
simultaneous sounding of #iree tones not pertaining to the harmony is still not
disagreeable to the ear, chiefly because this combination of tones forms an
apparent chord (§ 396), namely, [g ¢t e af], apparently the chord JF#7 (with
a ninth placed in the base and the fundamental tone omitted), which in itself is
any thing but inharmonious (§ 87); on which account, these transitions do not
sound in the least degree harsh, even though we repeat the harmonic tone g
together with the tones foreign to the harmony, which otherwise is wont to
produce a more harsh effect (§ 363).

The same may be said of the apparent chord [Gb bb ¢t €] in fig. 727,
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It may even be maintained, of fig. 728,
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that the eombination [f#t ¢h eb a], which looks strange enough to the eye, is
received by the ear without the slightest antipathy, only because, regarded as

[f4b -&ﬂ;] or [gb b eb gbb], it would be a very common fundamental four-fold
chord, 7 or @b7.

§ 408.
In fig. 729, on the contrary,

(Fig. 729.)
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the entire second measure seems very harsh, because we cannot suppose a chord

in either of the combinations [ba —_] or [c g b] that occur therein; for, if we
choose to regard the former as a 337-harmony with a minor nmth and the
fundamental tone retained, and the latter as a major four-fold chord of @7,
nothing would be gained thereby, inasmuch as both these harmonies, as we have
long since observed, would sound harshly in themselves.
In fig. 730,
(Fig. 730.)
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secondary tone to b of the followmg chord of ¢, just as af is only a secondary
tone to the following tone b—than to regard the combination as °f1{7 with an
elevated third; because, according to this last explanation, the elevated third

aff of the harmony would stand below its proper fifth'c, a position which, in
such a chord, is both unusual and unnatural (§ 91, B). Still, although the
combination in question may very properly be thus regarded as a mere apparent
chord (§ 98), still, as such, it is always of rather indifferent effect; because, if
we were to consider it as a real chord, it would be a very harsh-sounding chord
in itself.

Moreover, in the frequently cited fig. 613, p. 618, the ear, at the beginning
of the third measure, cannot perceive even an apparent chord in the combi-

nation [B g cff :], so that this chord also sounds, to say the least, not very
pleasantly.
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DIVISION V.

TRANSITION-TONES CONSIDERED IN THEIR RELATIONS TO THE
b PRECEDING NOTE.

§ 409.

Hitherto we have every where regarded transition-tones only with reference
to the following principal note, as though a secondary note stood in no relation
whatever to any thing but the following principal tone.

We shall find, however, that a good deal depends on the position of the
transition-note with respect to the tone immediately preceding ut, although the
relation be only an ¢nferior or secondary one.

It is now time to investigate this relation and to investigate it attentively,
since very extensive applications result therefrom.

If we examine info the relation which a secondary note bears to the one
that immediately precedes it, and ascertain the position of such preceding note,
as compared with that of the transition-tone, and particularly if we inquire
what intervals the two form with each other, we find that this relation is of very
different kinds. Many transition-tones stand in no relationship whatever to any
preceding tone, many in a distant one, others in a nearer, and others again are
one and the same with the preceding.

We will investigate them in the order here suggested.

(A.) COMMENCING TRANSITION-TONES.
§ 410.

We find, among the transition-tones already treated, some which, properly
speaking, are not preceded by another tone, and which, accordingly do not stand
. any connexion with a preceding fone ; namely, where a part makes its first
commencement with a transition-note ; as, e. g. in fig. 731,

(Fig. 731.)
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where the transition-tone d—ﬁ is the first tone sounded by the upper part.
Transition-tones of this sort may be termed ¢nitial or commencing transitions.
As, in such a case, there is of course no secondary connexion with a pre-
ceding note, so, on that very account, the relation which the transition-tone bears
solely and exclusively to the following note is so much the more intimate.
This particularly intimate and exclusive relation is consequently also a
principal cause why the chromatic approwimation of transition-tones to their
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principal note is especially appropriate to such transitions; inasmuch as such
an approximation of the secondary tone promotes its close adherence to the
principal tone. We have thus an explanation of the fact, that, in the passage

just cited, in fig. 731, the chromatically approximated fore-note Eﬁ is much

more natural and appropriate than would be the tone d belonging to the scale.

§ 411.

Those transition-tones with which a part re-commences or continues on,
ofter a longer or a shorter rest, or after a pause, though not indeed exactly
like those transition-tones with which a part at first makes its commencement,
still are in the most essential points quite similar. Such, for example, are the

tones b, ﬁﬁ, Eﬂ, and dt, ?x, iﬁ, %ﬁ, in fig. 732:

(Fig. 732.) g
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Each of these tones, if not the first of an entire series, still is a tone with
which a heretofore unbroken series re-commences,

(B.) TRANSITIONS OCCURRING BY SKIPS.
§ 412.

Other transitions, again, although not the first of a series, still hold a
connexion with the preceding tone, only by skips. Of this kind are the tones
g, af}, and fx, in fig. 733 :

(Fig. 733.)
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and the tones a% and 54—d% and et;, in fig. 734
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(The explanation of the tone ¢t which oceurs in the second measure, as well of

the T# in the fourth measure, may be seen in § 446.) We may distinguish this
sort of fore-notes by the name skipping fore-notes or skipping transitions.

The chromatic approximation of transition-tones to their principal note is
particularly appropriate to those occurring by skips, in like manner and for the
same reason as in the case of initial transitions; since here also, an uninter-
rupted connexion with what precedes is not aimed at, but only a close annex-
ation of the transition-tone to its principal note.

In fact, many secondary notes occurring by skips would sound far from
agreeable, were we to take them without such approximation, and in the form
belonging to the scale. Let an attempt be made,for instance, to substitute

a for alf and b for bi in the above-cited fig. 734. (Compare § 372).

(C.) TRANSITIONS OCCURRING BY SINGLE DEGREES.
§ 413.

Other transitions do not occur by skips, but are connected with the pre-
ceding tone at the distance of only one degree. These transitions, which do not
proceed by skips, are of two different kinds.

(1.) Intermediate Notes.

We observe, namely, that some precisely fill up the space between one
principal note and another ; so that the part, instead of proceeding by a skip
from one of these tones to the other, strikes, in passing, the tone of the degree
that lies between them ; as is done, e. g. in fig. 735, 7,

(Fig. 735, 3.) &) e
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by the degrees of the scale (diatonically) ; and, in fig. 736,

(Fig 736.)
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by small degrees (chromatically, § XVII, Remark). Transitions of this kind may
be called, if you please, as they have already been, intermediate notes.

As transitions of this kind are connected with the preceding tone at the
distance of a single degree, and hence are more closely united and related to
the same, whereby they serve to form an uninterrupted series of notes, without




682 TRANSITION-TONES.

any skip or omission of intermediate notes ; it is, as a general rule, more natural
for such intermediate transition-tones to appear as they stand in the scale, and
not chromatically approximated; although these also, in certain cases, readily
yield and adapt themselves to chromatic approximation.

This depends chiefly on whether the composer actually regards the secondary
note as a connecting note between two tones, and uses it as a proper intermediate
tone, —or whether he intends it rather as a secondary tone having relation merely
to its following principal note. If, for example, he designs to produce, in 4-

major, an uninterrupted series of tones between the notes a, cff, € of the harmony
of @,—and in such a manner that each secondary tone shall not only have a

connection with its principal, but that every note of the series from a up toe
shall be as closely connected with its preceding as with its following note—then

the intermediate notes bf and a_'h belonging to the scale will be better adapted to

this end than the foreign transitions bif and df. Compare the above fig. 735 ¢
with 2. For, from the very fact that such foreign approximated transitions are
quite intimately and as it were exclusively united to their principal note, they
are separated so much the more from the preceding note, and the series of tones

from a tog—, as represented in £, does not constitute an uninterrupted chain.
The case in fig. 735 %, however, or in fig. 732, p. 680, is different from that in
fig. 735 «. Here, the intention of the composer was not so much an unbroken

series, not a so-called 7un from a up to e and'g; but he wished only to strike

the intervals of the chord of @ in succession from a to ;, and to annex to each
of these intervals a secondary note having reference to it alone; and, for this
purpose, a secondary note adhering as closely and as intimately as possible to
its principal, was the best adapted, and preferable to the tones b and d belonging
to the scale.

§ 414.
(2.) Returning Secondary Tones.
Another species of transition-tones, moving by single degrees, but not inter-
mediately, occurs when a part proceeds from a principal to an immediately
adjacent secondary note, and from this immediately returns to the preceding
principal note; as, e. g. in fig. 737,
(Fig. 731.) .
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the two tones b in the first measure, and the two tones din the second, as also

the tones d and b in the third; which are all neither transitions occurring l?y
skips, nor intermediate notes, but are secondary notes proceeding from and
returning to one and the same principal note.
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Transitions of this sort resemble the intermediate notes mentioned in the
preceding section, in the fact thatlthey have also a connection with another note
preceding them at the distance of one degree; but they differ from them in the
circumstance that transitions of the species now under consideration do not stand
midway between the preceding and the following note; on the contrary, the note
which precedes and that which follows the secondary tone are one and the same;
the transition stands, as regards its pitch, not between both, but beside both, and,
proceeding from a given note, returns to it again.

In order to have a specific name for transitions of this kind, we may call
them refurning transitions ; since these transitions consist in the fact that the
part removes for a while from the principal tone, but immediately after refurns
to the same.

It will naturally be observed here, in passing, that a skake, among other
cases, as well as the so-called mordent, is nothing more than a repeated inter-
change of a principal note with such a continually-returning heavy or light
secondary note.

(D.) PREPARED TRANSITIONS.

§ 415.

There are again other transitions which occur neither by skips nor by
single degrees, which are neither more than one degree nor just one major or
minor degree from the preceding note, but which are one and the same with the
preceding tone that forms a constituent part of the harmony: e. g. in fig. 738,
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at the beginning of the second measure, the tone © is foreign to the harmony ;

but the harmonic note immediately preceding this foreign tone ¢ was likewise

c. So, too, at the end of the second measure, the tone f is an harmonic tone ;
but immediately afterwards, at the beginning of the following measure, this same

f appears as a foreign, secondary tone to e.

In such cases, therefore, the tone foreign to the harmony, immediately before
being used as a secondary tone, is heard as an harmonic interval, and the ear
has thus become, so to speak, prepared for it, by having already heard it im-
mediately before as an harmonic tone. (Compare § 104.)

1t will readily be perceived, that transitions of this kind have a yet closer
relation to the tone preceding them, than those of any kind hitherto mentioned ;
and a reason is found in this very close relation why transitions of this kind
sound much more smoothly to the ear than others. For, in consequence of the
tone having been heard immediately before as an harmonic interval, the ear has
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already become accustomed to this tone [under agreeable circumstances], and is,
as it were, prepared for it ; and thus the natural harshness which it would other-
wise have, by being continued on into a less agreeable combination of tones, is
materially mitigated. And hence it occurs that secondary tones which would
otherwise sound very harshly, seem less offensive to the ear when the latter has
already been prepared for them. Compare fig. 739 <,

(Fig. 739, ¢.) (%)
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where the tone b, foreign to the harmony, occurs unprepared, with %, where it
occurs after preparation; also the tone g, in fig. 740 , with the same tone in 4.
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in the second measure, the tone g, which is foreign to the harmony, appears
quite strangely and unexpectedly, and is even disagreeable to the ear; this
harshness, however, is softened when the same tone occurs prepared, as in £,
where the tone g, which is foreign to the harmony in the second measure, and
hence is dissonant, has already occurred in the preceding measure as an harmonic
tone, namely, as fundamental note to the harmony .

§ 416.

Secondary tomes of the kind here treated may be termed (and that too
essentially in accordance with the ordinary use of language) prepared transitions.
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PREPARED SUSPENSIONS.

But as this whole manner of introducing secondary tones as prepared is
so exceedingly fruitful in its applications, scientific language has assigned to
it a peculiar designation. Namely, it is customary to designate such prepared
transition-tones by the peculiar term suspensions or retardations* We will
treat this part of the doctrine of transitions somewhat more in detail.

DIVISION VI
SUSPENSIONS.
(A.) GENERAL PRINCIPLES.
(1.) Idea of Suspension and Preparation.
§ 417.

According to what has been said in §§ 415 and 416, a suspension is nothing
else than a prepared transition, or, in other words, a fone prefized to an har-
monic interval and foreign to the harmony, whick [tone] has already been heard
as an harmonic interval during the preceding harmony.

It is not customary, however, to apply the term suspension to every pre-
pared transition-tone, but only to those of a somewkhat long duration. Thus,

e.g. in fig. 738, p. 683 (compare § 415), the tone B may properly be called

a suspension ; but this name will hardly be applied to the short T of the following
measure, that note being simply termed a transition or changing note.

() Manner in which the Preparation of Suspensions is effected.
§ 418.

We have already (in § 108 and what follows) seen, in general, how the
preparation of a tone is effected, and we can here refer to what was said in that
connection ; for the preparation of suspensions is accomplished in the same
manner as that of harmonic tones ; namely, when it is to be perfect: (a.) in the
same pitch; (b.) in the same part; (c.) connected by a tie; (<.) continued
sufficiently long ; (e) by an harmonic interval ; and (f2) on a light part of the
measure ; all of which is exactly adhered to in fig. 742, ¢ :

(Fig. 742, i.)
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* Only one word—Vorkalte—occurs here in the original.

(Compare § 421.) Eb.
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§ 419.

(a.) The preparatory note must have been situated in tke same piteh or
octave in which the dissonant note occurs, as in the above fig. 741 £, p. 684,
and 742 ¢, p. 685. A preparation in which this is not the case, can only be
called a very imperfect preparation ; as, e. g. in fig. 742 %, p. 685, where the

dissonant ¢ is prepared, not in the same situation, not in the #hrice-marked,
but in the twice-marked octave; and where, consequently, the note that has

preceded is not the self-same ¢ which is afterwards heard as a transition, but

another, ¢.

§ 420.

(.) The preparation is effected, as from the nature of suspension it
evidently must be, by the same part; or,in other words, the preparatory note
must have stood in the same part which is to give the dissonance on the in-
troduction of the following harmony. A preparation in which the preparatory

note is given by another part, as, e. g. in fig. 742 m, p. 685, where, before © is

heard in the middle part as a tone foreign to the harmony, the very same c is
heard already in the upper part, but yet not in that part by which it is after-
wards given as a tone foreign to the harmony—such a preparation, we say,
would certainly be at least less perfect than that in <,

§ 421.

(c.) A preparation exhibits its mitigating effect in its full extent only when
the dissonant tone is not struck anew at the instant when it becomes dissonant,
that is to say, at the moment when the harmony occurs to which it is foreign
(§ 362),—but, on the contrary, is only con#inued, or, as it is usually expressed,
is tled to the preparatory tone, as in the preceding fig. 742 ¢, p. 685.

A tone foreign to the harmony, and introduced in such a way, appears to
be as it were only refarded and continued, while the other tones have vanished
and already given place to the following harmonic combination ; like a straggling
soldier who still remains, while the corps of tones to which he belonged have
marched off, and the field is already occupied by another force. Such tied sus-
pensions are also called, on account of their appearing in the way above-
mentioned as a kind of lingering remnant of a preceding combination, refar-
dations (this retarding, however, is not to be confounded with the refardando of
rhythmical movement). The term suspension (Vorkalt) itself seems also to
have been intended as nearly synonymous with refardation (Aufhalt) ; since
the suspension is properly rather a kolding back than a kolding before. Sus-
pensions executed in this tied manner are also frequently termed dinds or
ligatures (concatenazioni). Compare § 111 and § 227.
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§ 422.

To what a degree this binding mitigates the harshness of a note foreign to
the harmony, may easily be observed, by performing, e. g. the passage in fig.
740 %, p. 684, as if the two ties were not there, and, hence, by striking the

gl twice ; by which means this tone foreign to the harmony sounds much more
harshly in conjunction with the tone G, than when performed as tied to the
preceding g which appears as the fifth of the barmony €.—Similar will be the
result of a similar treatment of the preceding examples in fig. 739 %, p. 684, and
742 ¢, p. 685, &e.

But that even an untied preparation softens considerably the harshness of
a tone foreign to the harmony, is evident from the fact that, in fig. 740 £, p. 684,
even if the ties are omitted, the passage sounds much less harshly than in ¢,

where the gh appears entirely without preparation.

§ 423.

(d.) Preparation, in order to produce its full effect, must also be of suf-
Jficient continuance, the preparatory tone must have already lasted sufficiently
long.—And hence it is generally assumed that the preparation should be just
as long as the dissonance; as, e. g. is the case in the foregoing fig. 741 £, p. 684.

The fact, moreover, that even very short preparatory tones mitigate the
harshness attendant on striking a tone foreign to the harmony, is proved by fig.

741 7, p. 684 (as well as by other examples), where the tone g of the upper
part in the second measure, although prepared only by a brief sixteenth-note,
still does not give such a harshness to the harmony as it would if even this
short preparation were absent, as is the case in fig. 741 < or m, p. 684.

§ 424.

(e.) The preparatory mnote, moreover, is always an interval of the fore-
going harmony, as it evidently must be, both from the nature of the case and
from the definition of a suspension as given above in § 417, and thus is always
a genuine harmonic note. A tone which is foreign to the harmony, and which
has not been previously heard as an harmonic tone, would not be prepared at all,
and, consequently, would not be a suspension. '

This harmonic preparatory tone may, moreover, at one time be a so-called
consonance, and at another a dissonance (and accordingly in this latter case a
fundamental seventh). In fig. 743,

(Fig. 7143.) | — |
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the note of preparation in the first measure, namely a, is the fundamental tone
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of the harmony & ; in the following measure, the fifth of the harmony @ is the
preparatory tone of the suspension which occurs in the next measure still ; in

the third measure, the third of the harmony &, namely ¢, serves as a preparation
of the suspension occurring in the fourth measure :—thus, all these suspensions
are prepared by consonances.—In fig. 744, on the contrary,
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the preparatory tone T is the fundamental seventh of the principal four-fold
chord @x7, and accordingly a dissonance.

In the last case, where the preparatory tonefis an ¢nterval having a tendency
to a particular progression (§ 313), namely, to descend, on the introduction of the

harmony @, to the tone'e, while at the same time this progression is temporarily
delayed, the suspension appears as a refardation of the resolution of the seventh.
(Compare § 314, C.)

It is perceived, that inasmuch as the ear, on hearing the seventh, f, in the
first measure of the example quoted, naturally expects the descent of this tone

to e, while this expectation fails of being satisfied on the introduction of the
harmony @, such satisfactory resolution being still deferred,—I say, it is per-
ceived, that such a postponement of the expected progression, increasing as it
does the intensity of the desire for the anticipated result, ultimately enhances
the satisfaction which is felt on its arrival.

§ 495.

Though, according to what has already been said, a suspension can properly
appear only as prepared by a genuinely harmonic tone, still we may i a
manner, though indeed in a qualified sense, regard that also as a tone of sus-
pension which appears as a secondary tone to an interval of a harmony, and
has already been heard Ulkewise as a secondary tone during the existence of
the foregoing harmony ; as, for example, in fig. 745,

(Fig. 745.)
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where we may regard the transition-tone D, in the first measure, as being, in a

qualified sense, a preparation of the tone b in the second measure; and, ac-

cordingly, the tone b, in the second measure, would be, in a qualified sense,
a tone of suspension.
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So, likewise, in the first measure of fig. 746,

(Fig. 746.)
| et S o
[ X0 I IIIU _‘I_!:() =3 i
£Z2= (@) (&)
-©- o

the tone git, which is foreign to the harmony, occurs as a preparation of the gif
which constitutes a suspension in the second measure.
In the third measure of fig. 747 also,
(Fig. 747.) [
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we may consider the second half of the syncopated tone;én as being, in an im-
proper sense, a suspension, and the first half of the syncopation as being, in the
same way, a preparation.—Fig. 748 also,
(Fig. 748.)
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admits of being explained in the same manner.

In all cases, however, tones of this kind, which are foreign to the harmony,
and whose tones of preparation were themselves also foreign to the harmony,
are only prepared vn a lLmaited and improper sense, and, therefore, can only in
an tmproper sense be called suspensions, since the predicate suspension properly
applies only to those transition-tones which are prepared by genwine karmonic
tones.

§ 426

Our theorists have seen fit to lay down the strange principle, that disso-
nances (suspensions) must have previously existed *“ as consonances.”

Now examples are of constant occurrence which show the absolute falseness
of this common and universally accredited rule. One example of this kind is
found in fig. 744, p. 688. No one has thought of deeming this passage faulty.
The same is true also of the second and third measures of figs. 749 and 750,
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The suspension in fig. 755,
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being the second half of the tone ¢, is decidedly lighter than its following prin-
cipal tone b: and so also in fig. 756,

(Fig. 756, i.) (%)
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the suspension (namely, the second half of the half-note E:;) is lighter than the
following harmonic principal tone b.

§ 428.

The reason why tones of suspension usually occur on the more heavy parts
of the measure is very unsatisfactorily given by some teachers, and not at all
by others. It seems to me that the answer to such a question most easily
suggests itself, if we reverse the proposition and state the matter thus: Why
are only those inharmonic tones usually prepared which occur on the heavy
part of the measure (accented transition-tones)? For the very good reason
that these heavy transition-tones fall more harshly upon the ear than those that
are light (as we have already observed in § 354), and consequently stand most
in need of the softening effect of preparation. Hence, it is natural that prepa-
ration should oftener be requisite in the case of such tones, and, accordingly, be
more characteristic of them than it is of unaccented transition-tones. Hence,
our ear becomes more accustomed to hear feavy [accented] transition-tones
prepared, and less accustomed to hear Zight [unaccented] ones prepared ; so that
the occurrence of a prepared light transition-tone, of a suspension on a Zght
part of the measure, would ordinarily impress it as something quite unusual.

Still an additional reason why suspensions which are struck on a light part
of the measure appear rather strange to the ear, may lie in the following
circumstance. Since the moment at which a prepared transition-tone [sus-
pension] enters its relation as a tone foreign to the harmony is always the
moment at which a new harmony appears, as, for example, in figs. 752—756,
p- 691 and above, it follows that the appearance of a new harmony is always con-
nected with the introduction of a suspended note on a light part of the measure.
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Now, if the same harmony still continues on in the following light part of the
measure where the suspension resolves itself, as is the case in figs. 752, 753 1,
and 7547, p. 691, so that this harmony which is introduced on a light part of the
measure continues longer than the foregoing heavy part of the measure; or if
the harmony, whose introduction on a light part of the measure is accompanied
by the striking of the dissonance, continues on in the following heavy part of
the measure, as in figs. 755 7, and 756 7, p. 692, so that an harmoniec step is made
on a light part of the measure, while none is made on the following heavy part;
the result is, that, in such a distribution of harmonic steps, a kind of rhythmical
inversion takes place in the first case (§ XCIV ‘and what follows), while a
syncopation occurs in the second case (§ XVI and what follows). All this may
contribute to render suspensions of such a class somewhat more strange and
unusual in their effect than are those which occur on a heavy part of the
measure. This conjecture, moreover, is somewhat strengthened by the fact,
that, in figs. 753 &, 154 &, 755 k, and 756 %, where harmonic steps are equally
distributed to all the different parts of the measure, the suspensions, even where
they occur on the light parts of the measure, appear less foreign and unnatural
than they do in figs. 753 2, 754 7, 755 <, and 756 <.

§ 429.

Theorists have, moreover, laid it down as a rule, that a preparation must
always occur on a light part of the measure, that the note which serves as
a preparation must always stand on a lighter portion of the measure than does
the suspension itself! This rule again is drawn from the partially true obser-
vation, that suspensions are usually accented notes, or, in other words, that
transition-tones are most frequently prepared when they oceur on the rhythmi-
cally heavy portions of the measure. But that such a rule is not universally
true, is clearly shown by many of the before-mentioned examples.

In fig. 757, also,

(Fig. 757.)

the preparatory tone e occurs on the heaviest portion of the measure—a portion
of the measure which is more heavy than the second half of it on which the

tone ¢ occurs as a suspension; and hence, according to the rule, as usually
stated by authors, this preparation would be faulty. (Compare remark on §99.)

(B.) DIFFERENT WAYS IN WHICH SUSPENSIONS MAY OCCUR.
§ 430.

After having defined the nature of a suspension, it is scarcely necessary to
say anything farther as to what suspensions may be prefized to an harmonic
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interval ; or as to the equivocalness which arises from the prefixing of sus-
pension-tones, or as to the different ways tn whick suspensions may occur, &e.
For, inasmuch as suspensions are nothing else than prepared transition-tones,
it follows that every thing which has been said of transition-tones in general is
for the most part true of suspensions in particular, and may easily be applied to
them. Hence, there is but little left for us to say in particular of suspensions.

In presenting the little we have to say on this subject, we will adopt the
same order that was observed in our treatment of transition-tones in general
(from § 345 to § 409).

If we inquire into the different ways in which suspension-tones may be
introduced, as we did in relation to transition-tones generally (§ 346, &c.), we
shall find, in the first place, that ;

(1.) The tone of suspension can properly in all cases be only a secondary
tone to an interval of that harmony during whose continuance it occurs as a
suspension, and, hence, always a substituted tone (§ 347), a substituted interval,
a substituted dissonance. It is not unusual to regard these latter designations
as exclusively applicable to suspensions (see the place above referred to); and,
according to this usage of language, the expressions suspension and substituted
enterval or substituted dissonance are entirely synonymous.

It may conveniently be observed here, that many music-teachers call
suspension-tones accidental dissonances, because they are, as it were, accidental
substitutes for an harmonic interval, and hence are no¢ essential to the funda-
mental harmony, by way of contradistinetion from the proper sevenths, which
they term essential dissonances. (See § 101, at the end.)

Notwithstanding the fact, however, that suspensions are always secondary
tones to the present harmony, st/ a part may dwell upon the tone of suspen-
ston quile up lo the time of the following harmony. This subject will be more
particularly treated in the following Division VII, No. 4.

§ 431.

(2.) Tones of suspension, like transition-tones generally (§ 350,) are, at one
time, of a longer, and, at another time, of a shorter duration.

It has already been observed (in § 417) that very short suspensions are not
usually to be considered as worthy of the name.

§ 432.

(3.) It bas already been remarked (in § 427) that suspension-tones, like
transition-tones in general, are at one time of greater rhythmical weight than
the principal tone, and at another time of less, though this latter case is less
frequent than the other; and, accordingly, by far the greatest part of suspen-
sion-tones are heavier than the principal fones to which they relate, and thus,
s0 to speak, are prepared changing notes. (Compare § 352.)
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(Fig. 764.) RINK.
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All that was remarked in §§ 360 and 361 applies to cases of this de-
scription.

§ 436.

(7.) Suspensions struck simultaneously with the occurrence of the harmony
in which they appear as suspensions, that is to say, suspension-tones which are
not connected by a tie to the previous preparatory note,«but are struck anew
coincidently with the introduction of the new harmony, are always to be regarded
as less perfect suspensions. (Compare §§ 362, 363,and 421.) See, for example,
figs. 765, 766, &c.

(Fig. 765.) . (Fig. 766.)
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(C) WHAT TONES MAY BE EMPLOYED AS SUSPENSIONS TO AN HARMONIC
INTERVAL,

§ 437.

(1.) As it regards the direction in which a part moves from the tone of
suspension to the principal tone, suspensions may be, as we have already
(§ 365) remarked in general of transition-tones, either suspensions from below
or from above. In itself considered, it is as correct to prefix a suspension to
an harmonic tone from below as from above ; but most suspensions from above
produce a better effect than those from below, and the former are also far more
common than the latter; as is the case, for instance, in the examples already
referred to, by far the greatest part of the suspensions in these being suspen-
sions from above and only a very few suspensions from below. There are
not a few instances, however, of the latter species, For example, the tone
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the tone i which constitutes a transition to the tone %, is foreign to the new
scale of G-major. So also, in fig. 770,

(Fig. 770.)
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the tone g, which occurs as an element of the tonic three-fold harmony of €,
appears immediately afterwards as a transition to a harmony of the new key of

a-minor, to which the tone gf is foreign.—The second half of the syncopated
tone E in fig. 771, is of the same description:

(Fig. 771.) I
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as is also the eighth-note a in the second half of the second measure of fig. 772.

(Fig. 712.)
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A second case in which suspensions foreign to the scale may occur, is found
in those improper suspensions which are prepared, not by a genuine harmonic
interval, but by a tone foreign to the harmony (§ 425), and, indeed, by a tone
that is foreign to the scale. In this case, the tone which had already been
foreign to the scale as a tone of preparation still continues to be so as a tone of

suspension. Thus, for example, the tone Eﬁ, in the second measure of fig. 773,
is a suspension foreign to the scale:

(Fig. 773.)
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§ 440.

(4.) In like manner as we have found transition-tones to occur on har-
monic degrees (§§ 352—388), so may suspensions occur also on harmonic
degrees. In other words, as we have seen that sometimes a tone which, in
itself considered, is indeed contained in the fundamental harmony of the passage,
but which, from the manuner and the connection in which it occurs, seems
to present itself rather as a mere secondary tone, merely in the light of a
transition-tone, so the same thing takes place also in #ed transition-tones
(suspensions). In the following passage, fig. 774,

(Fig. 774.) |
N
A A !
> o———» = |
b—» =, . ; ==
| [— '

where the ear is accustomed, for some length of time, to regard every first
quarter-note of the measure in the upper part as a suspension to the following

tone, it will naturally regard the tone f, which is the first quarter-note in the
last measure but one, rather as a suspension to the tone ‘eb, than as the funda-

mental tone of the harmony JF7; and, in fact, this tone ?, standing as it does
in this connection, occurs less in its property as an harmonic interval, than in

its capacity as a substitute, as a suspension before the tone eb—the proper

seventh of the fundamental harmony.—The tone d of the third measure of fig.
775 is of a similar character.

(Fig. 775.)
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In like manner, the tone e at the third quarter of fig. 776,

(Fig. 776.) N
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stands rather in the capacity of substitute for the following d than as a proper
fundamental tone; to say the least, the ear is inclined to regard this e as a
mere suspension, for the particular reason that otherwise the harmonic combi-
nation of this third quarter would exhibit itself as the harmony of (2 with a
minor ninth and retained fundamental tone, and consequently would be rather
rough and harsh (§ 78); whereas this harshness disappears if we regard this
tone e as a mere secondary tone, and not as a component element of the
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one must necessarily be in doubt whether to regard the first chord of the second

measure as the harmony of ¥ in the second inversion, and the tones cf and %13 as
suspensions, or to consider this combination as JF# (or even as fif).—Equally
equivocal is the first half of the fourth measure.—Farther, if we assume the

tones d and b in the second half of the same fourth measure to be suspensions,
the harmony here must be that of JFi, but otherwise it would be that of §.—
A similar equivocalness appears in the following measure.
Instead of giving further examples, I will refer the reader to figs. 7741778,
pp- 700 and 701.

DIVISION VIIL

RESOLUTION OF TRANSITION-TONES.

(A.) GENERAL PRINCIPLE.
§ 442.

Thus far we have endeavoured to show how a part may combine transition-
tones with its texture. It now remains to consider how a part, after having
assumed such a tone (whether a transition-tone, a changing-note, or a suspension),
is to proceed from that point onward; or, as it is usually termed, how a part
must in such a case resolve itself. (Compare § 342.)

The answer to this question is, in general, very easily given; for, it is
evident from the whole nature of tones foreign to the harmony, that every such
tone, which can exist only as a secondary tone to a following principal one, and
whose being can be justified only on the ground of its transition into this principal
tone (§ 343)—it is evident, I say, that such a secondary tone must be resolved

into its principal tone. Infig. 761 7, p. 696, the tone cﬁ is a secondary tone to
d and accordingly the part which gives this tone cII must next proceed to d

In fig. 761, £, the tone ¢ is a secondary tone to b, and hence immediately resolves
itself into b.—And since a secondary tone is always either a major or a minor
second higher or lower than the principal tone, it follows that the resolution of a
transition-tone always consists in the simple fact, that the part which gives suck
a tone proceeds immediately afterwards esther a major or a minor second, up-
wards or downwards, to the principal tone of this secondary: one.

This law, arising as it does from the very nature of the case, requires neither
proof nor elucidation ; and the only point of this subject upor which it is
necessary to make any farther remarks, is the various ways in which this
transition of a secondary tone to its principal takes place.
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and here, in ﬁg 786 k, the harpeggiate part, after havmg glven the tone d as a

fore-note to ¢, does not proceed immediately from this 'd to ¢, but first strikes

intermediately the tones g and e as representatives of the two middle parts.
In fig. 787 4, also,

(Fig. 787, i.)

F' FRT (FRs *.)
T :
72 dm}—!:' f\-.! -‘I-—"‘ G-(le\a Jiﬁe’:\jl—cl——
( T & g—F8=—F
LT b A s ] = ) 7
ot | J

@)
o <3~ -?‘ b,ol()-Q- o —B—C)[——"—B—.F—?——H'-—

(@) il S G i S o B
- D
C:IF:VI I a4l W

where the tone c is interpolated between g and E as is also the tone d between

a and g, we may either regard the upper part fragment-wise as an harpeggiate
representation of two parts, as in %, or we can imagine that the upper part,
instead of making a quarter-note rest between the secondary and the principal
note, as in /, which it would indeed require (according to § 44.5), makes use of
this free time meanwhile to strike another harmonic interval.

A similar interpolation is found in fig. 788, second and fourth measures, &e.
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§ 447.

In the foregoing examples, the tones struck between the secondary tone and
the principal, were harmonic intervals. But there may be transition-tones of
the description found in fig. 789 (compare § 434),

(Fig. 789.)
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In like manner are to be explained also the two sixteenth-notes of the upper
part in the third measure of fig. 792, as are also the eighth-notes in the fourth
measure of the same example :

(Fig. 792.) J. S. BACH.
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(The t in the first measure is explained by § 461.)
Fig. 793, ¢, admits of being explained in the same way, perhaps, as an har-
peggiate representation of a three-part passage, as in £ or Z.

(Fig. 793, 1.) T. HASLINGER'S MASS.
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‘We may also reckon it under the head of the interpolation of a tone be-

tween a secondary one and its principal, that the secondary tone may, before
proceeding to its principal, be made to approximate the same by a chromatic

alteration (compare § 368); as, for example, in fig. 794, the tone @ is inserted
between the secondary tone e eand the principal tone d as is also the tone ap

between a and g in the fourth measure :

(Fig. 794.) i L
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The same is true of f—ﬁ in fig. 795:
(Fig. 795.) J. HAYDN.
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It belongs also to the category of the interpolation of one or more tones be-
tween a principal and a secondary tone, that other transition-fones are again
sometimes inserted between the secondary tone and its resolution. Thus, for
example, in fig. 796,

(Fig. 796.)
al
e
L\Sp4 E== 1 =
do - na pa - - cem
PO
- ) [ g | G By
| ==
A4 = (&)
U e e
p—

the suspension-tone ¢ in the vocal part resolves itself into b: but in the ac-

companiment which is placed under this vocal part, the eighth-notes b and a, as
transition-tones of the second and the first class, are inserted between the sus-

pension-tone ¢ and the half-note f, which is to be considered as its resolution.

(4.) Resolution during the present or during the following harmony.
§ 449.

The resolution of a transition-tone takes place at one time during the
continuance of that harmony in connection with which it sounds as a transition-
tone, and at another time during the presence of the following harmony.

The latter is of course the case in transitions to intervals of the following
harmony. In fig. 797 ¢, for example,

(Fig. 797, 3.) )
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where b is a transition to a of the following harmony of JF, it is clearly ap-
parent that this tone b does not proceed to a during the harmony of ¢, but in
the following harmony of JF.

On the contrary, in transitions to intervals of the present harmony, it is
the most natural that these transition-tones resolve themselves during the
continuance of this harmony ; and thus, in fig. 797 £, p. 708, the tone b, as a
transition to the third of the harmony of JF, during which it sounds as a
transition-tone, proceeds to a during the continuance of this harmony. This is
particularly true of suspensions. For, as all suspension-tones are transitions to
intervals of the present harmony (§ 430, at 1), it is most natural that they
shounld resolve themselves into an harmonic interval of this harmony during its
continuance; as is the case, for example, in fig. 798 7 :

(Fig. 798. i) *)
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where the tone d as a transition to © of the harmony €F, during which it sounds,

resolves itself into this ¢ during the continuance of this harmony.

Now this species of resolution, being the most simple and natural, may be
designated by the term natural resolution.

But sometimes a secondary tone to an interval of the present harmony may
delay its progression to the principal tone until a new harmony occurs. This
species of resolution is usually named, in contra-distinction from the natural, &
retarded resolution, or a retardation of the resolution of the transition-tone or
of the suspension-tone. In the foregoing fig. 798, for example,

(Fig. 798, ) (m.) (n.)
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the tone d may, instead of proceceding to ¢ during the continuance of the @-
harmony, as in 7, continue on until another harmony takes the place of this

harmony of (€, as in £, so that the tone 5, though in itself a secondary tone toc
of the present (C-harmony, still is continued on until the appearance of the
following harmony of &.—Fig. 798, /, is of the same description.
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In like manner, in fig. 799, 7,
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the tone b is a transition to d the third of the harmony 23b7, and is thus a
transition to an interval of the present harmony, that is to say, of a harmony
during which it appears as a transition-tone, and accordingly it moves to its

principal note d during the continuance of this harmony. But in £ it is other-

wise. There the transition-tone é) does not proceed to its principal tone d during
the continuance of the harmony 3b7, but is retarded till the fourth part of the
measure, where that harmony has disappeared and given place to a new harmony ;

namely, the three-fold harmony of %, which likewise contains the tone d.
Thus the tone eh was in itself indeed a transition to an interval of the 33b7-
harmony, in relation to which it was heard as a transition-tone ; but, instead of

resolving itself into its principal tone d during the continuance of this harmony,

it waited to resolve itself into this same d as an interval of the next following
(x-harmony, and by this means, though it was originally a fore-note to an
interval of the former harmony (namely, of the 33b7-harmony), it now becomes
a fore-note of an interval of the latter harmony (namely, of the x-harmony).

In like manner, the tone fT, at the commencement of the following measure in
k, is a transition to the tone eb, the third of the three-fold harmony of ¢, and
should, therefore, properly proceed to this its principal tone eb during the con-
tinuance of the first quarter of the measure; but as this ¢b is also contained in
the following harmony @b, it [the tone eb]is in no particular haste, we may
say, to make this progression to ep: it is quite seasonable to do this at the
second quarter of the measure, since the tone ep is fitted also to the harmony of

@b ; and, relying upon this fact, the tone f confidently continues on till the
arrival of this latter harmony.
So also, in fig. 800,
(Fig. 800.)
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the third quarter-note of the upper part is in itself indeed a suspension to d,
the third of the harmony 38b7 ; but the suspending part, instead of proceeding

to d during the continuance of this harmony, lingers on until a following harmony
makes its. appearance, namely, the harmony %7, which likewise contains the

tone d as its appropriate fifth, into which tone the part now for the first time
resolves itself.

In the same manner, the tone f of the following measure delays its pro-
gression to gb as the third of the tonic three-fold of ¢ in the key of c-minor, and
first makes its progression to this eh on the occurrence of the next following

harmony of @b, in which the tone eb constitutes the interval of the fifth,
So also, in fig. 801,

(Fig. 801.)
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the upper part retards the tone d, in its progression to cf, until the introduction

of the harmony f1f, which also contains the tone .

The tone d is retarded in the same manner in fig. 802:

(Fig. 802.)
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(Compare § 320, 111, p. 556, and fig. 435, ¢, p. 547.)—

In a similar manner, the tone 5, in fig. 803, 7, £, 7,

(Fig. 803, 3.) *.)
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though the tone d; in the first measure of the vocal part, resolves itself intoc

during the continuance of the same harmony, still the second violin part is

delayed by interpolated tones until the introduction of the following harmony.
In the second measure of fig. 809 7,

(Fig. 809, .) %)
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the tone a lingers, in its descent to gif, until a following harmony appears, and
then, instead of resolving itself into gif, a tone which is not contained in this latter
harmony, it passes into gfl. Now the ear, in this case, which had expected some
such resolution as is found in £, is but very imperfectly satisfied; and, ac-
cordingly, this example is somewhat repulsive.

In fig. 810,
(Fig. 810.)
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the tone b is a suspension to a in the harmony &, and lingers in its resolution
until the appearance of the second following harmony .

§ 450.

The before-mentioned retardation of the resolution of a suspension-tone is
not to be confounded with the retarded resolution of a seventh, which was
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mentioned in § 314. 'The retarded resolution of a seventh, in fig. 811 g, for
example,

(Fig. 811, 4.) )
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is itself a suspension ; but the resolution of this suspension itself, here in ¢, is in

no wise retarded, for the tone f resolves itself into e during the continuance of
the harmony ¢C. But when, in a case of this kind, where the suspension itself
is already a retardation of the resolution of the seventh, the resolution of the
suspension itself is also retarded, as in 4. such a case involves a double re-
tardation ; namely, a retardation of the resolution of the seventh by a suspension,
whose resolution itself is likewise retarded.

§ 451.

It has been received as a universal rule among musicians, even to the
present period, that every transition-tone in general and all suspensions in
particular must resolve themselves during the continuance of the same harmony.
Now, after all that has thus far appeared, it surely must be unnecessary to
exhibit any farther proof that this rule is most I;ositively untrue and fallacious.

But particularly the manner in which these theorists consider themselves
obliged to explain all those resolutions, which do not take place until the intro-
duction of the following harmony, again as exceptions to the rule, is not in all
cases satisfactory. Thus, for example, they say of such resolutions as that
found in fig. 803, ¢, page 711, there is concealed here again such an “ antici-
pation,” This passage does not contradict their rule in the very slightest
measure: one has only to conceive to himself that it is otherwise than it is,
namely, that it may be as it is in fig. 803 n, p. 712. The suspension may here
be resolved entirely according to the rule, during the continuance of the ¢-har-
mony, the tone f§ which occurs immediately afterwards may be only transient ;
this transition-tone (f) may be in ¢ only—an#icipated, namely, a quarter-note
earlier than in ».—Now the child has got a name: it is called an anticipation
of a transition-tone ; such an anticipation of a transition-tone is even again
only a licence—an allowed violation of the rule—an exception, an elliptic,
catachretic observance of the rule, &c.; and consequently the rule is saved!
Now let me ask, why create a rule for the explanation of so many cases to
which it does not prove itself adequate;—a rule, which, without being at all
necessary in itself or attended with any advantages, only creates a necessity
again for the additional contrivance of otherwise unknown things, such as are,
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in this case, for example, anticipations of transition-tones, &e. as shifts and
expedients for carrying out an arbitrary assumption ?  And, what is more, this
exception-wise mode of explanation, ingeniously as it has been devised, is far
from being adequate to the explanation of all the cases which contravene the
rule. Where, for example, would be the anticipated transition-tones in the
foregoing fig. 798 %, J, or fig. 805, pp. 709 and 7127

But what avails reason and conviction against the authority of a once-
established and long time accredited dogma !

But, finally, what shall we say to the fact, that Kirnberger even teaches
that the distinguishing sign by which we are to know whether a note is a so-
called accidental dissonance or a substituted dissonance (a suspension), consists
in the circumstance that it resolves during the continuance of the same harmony;
and that even to the present day this characteristic sign of Kirnberger has been
constantly reiterated in musical works and confided in as correct: how easily
one might convince himself, even with the smallest share of independent thought, ;
that, according to such a criterion, the tone b, for example, in fig. 798, 7, p. 709,
cannot be recognized as a suspension, (Compare remark on § 99.)

(5.) Resolution of Transition-tones into Consonant or Dissonant. Tones.
§ 452.

Theorists have again invented another rule, which requires that the resolu-
tion should always be made into a consonance; and if in any case it is made
into a dissonance, this again is called an exception.

If we hold this position on the natural ground, that every secondary tome
must resolve itself into its principal, then it amounts to saying, that secondary
tones can only be prefixed to cunsonant tones, and if in any case a secondary
tone is prefixed to a dissonant tone, this is an exception.

Now then, from any one who takes pleasure in rules and exceptions, in the
technical terms consonances and dissonances, ellipses and catachreses, we will
no longer withhold the privilege of carping at pleasure against the two resolu-

tions of e to E&c. in fig. 812,

(Fig. 812.)
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resolutions which are individually and collectively irregular and exceptions to
the rule; and the same is true of the resolution from d to ¢ in fig. 803, 7 and %,

p- 711, and of the resolution from f to e in fig. 803, 7, p. 712, and of a thousand
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Decidedly unessential, therefore, as we are compelled to regard such pro-
gression of other parts, so far as it respects the resolution of the secondary tone
into its principal one, yet correspondently great importance has been attached to
it by our theorists, inasmuch that they have felt themselves obliged even to
assume it as a rule, that a suspension must resolve on the same base-note on
which it was struck; as, for example, in fig. 814, %, p. 716; but in case it
happens to resolve on some other base-note, as in 4, this is again an exception,
an ellipsis. Thus, for example, Schicht* does not know how to justify the
fanltless passage in fig. 815,

(Fig. 815.) SCHICHT.
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in any other way than by passing upon it the remark that the base causes an
< ellipsis” in the resolution.~—To me it is not difficult to see, that here again we
might very well spare the unnecessary rule, and with it also the unnecessary
exception. (Compare remark on § 99.)

§ 454.

In musical works generally we find a wonderful ado made about the doctrine
of resolution into this or that inferval. A great importance is attached to the

fact, that, for example, in fig. 813, ¢, p. 716, the tone f resolves itself into the sixth,
as they express it; but, in 4 and /, into the third (meaning that, in 4 and /, the

tone ¢ stands on the third [10th] degree as reckoned upwards from the lowest

tone, while in ¢ the tone © is the sixth tone, the sixth from the base tone g;) and
that in fig. 814, 7, the ninth, namely, g (the 9th tone as reckoned from the

lowest), resolves itself into the sixth, namely, T (the sixth tone from the base
tone), while in 4 the ninth resolves itself into the octave, &e.

Now we do not know how to make much of such things. We have hitherto
found no occasion for concerning ourselves about the enumeration of the degrees
from one interval to that other interval which accidentally happens to be the
lowest, having thus far contented ourselves with becoming pretty well acquainted
with every interval in its essential nature, in its relationship to the funda-
mental harmony, without feeling ourselves compelled to acquire such a know-
ledge of it in the extremely uncertain and casual way of reckoning its distance

* In his Grundregeln der Harmonie, page 51.
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By what authority, for instance, can the tone a in the second measure of
fig. 816 sound in connection with the harmony (€, since it does not resolve
itself as a secondary tone into a proximate principal tone, this latter circum-
stance being, according to our principles as thus far established, an indispensible
condition to the possibility of its existence in the second measure P—By what

authority does the tone d in the first measure of fig. 817 appear in connection

with the harmony €FP?—How does the tone b occur in connection with the
harmony JF in the third measure P—And how, in fig. 818, does the base tone
justify its appearance in connection with all the different harmonie combinations
of the other parts?

These and other like examples show us that we have not thus far become
acquainted with all the Jaws by which tones may oceur which are foreign to the
harmony, but that such tones must sometimes be admissible also according to
other principles, which we will now make it our object to investigate.

If we carefully examine the before-mentioned examples throughout, and
place together those that are similar to one another, we shall find that they are
of four different species, which we will consider separately.

DIVISION 1.

PROLONGED INTERVALS,

§ 458.
The first observation which presents itself to us in this connection, is, that

the tone & which occurs in the upper part in the second measure of fig. 816, ,
p- 720, referred to in §457, is the same tone which this part had given imme-
diately before as an interval of the foregoing harmony, and that, instead of its
proceeding immediately from a to ¢ on the appearance of the harmony @, as
is the case in fig. 816, £, p. 720, it as it were lingers behind on the tone a after
the proper time.

Thus there is here also, in a similar way as in the case of suspensions, a

retardation, a lingering of the part on an interval of the foregoing harmony,
VOL. II. X
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as it were a preparation of the foreign tone; with this essential difference,

however, that here the lingering a fails altogether to follow the laws which
suspensions so invariably observe.

So also, in the fourth measure of the same example, the tone fisa pro-

longation of the { situated in the very same part in the foregoing harmony: i
fig. 819,

(Fig. 819.) SPONTINI’S VESTALE.
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the tone fii of the second measure is in like manner a prolongation of the same
tone in the foregoing measure: and in fig. 820,
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the tone a of the first chord is prolonged into the second ; and a similar pro-
longation may be found from the first to the second measure.

This first class of examples, therefore, teaches us that ¢ s often quite
admissible for a part (particularly a principal part) f prolong, during a
Jollowing harmony, a tone whick it had given tn a previous one, even without
resolving this lengthened tone as a secondary fone to an immediately proximate
principal tone.

In order to have a name for tones of this species, we will call them prolonged
or refarded intervals.

In like rﬁanner, the tone a in the third measure of fig. 531, p. 583, admits
of being explained merely as a prolonged tone; and so also the tone ¢ twice in

fig. 532, p. 583 (compare § 328,at ((I)) ) ; asalso the tone E in the fifth measure
of fig. 617,7, p. 621 ; so that in all these cases we may take the harmonies to be
merely three-fold harmonies, instead of four-fold harmonies.

§ 459.

Now what has been remarked above differs very widely from all that we
had observed from § 343 to the present place, in relation to the practicability of
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introducing tones foreign to the harmony; and it would truly be very inte-
resting to be able to seek out a satisfactory explanation of such deviation.
What we find on this subject in other musical works can give us but very little
satisfaction.

That is to say, these authors find again, in such a prolongation of tones,
only elliptical resolutions. Thus they say, for example, of the foregoing fig.
816, 2, p. 7120, one has ‘only to imagine it to be otherwise than it is, namely, as

itisin 7, p. 720. Here the tone 2 would be resolved according to the rule for
the resolution of suspensions, and this resolution would only be omitted in 7,

and thus the tone a would be resolved by the omission of the resolution !

To us, who do not possess the fortunate gift of feeling satisfied with such
windy food, it would serve as no explanation to be told that the thing would be
entirely natural, if only it were different from what it actually is.

For this reason I could most earnestly wish it were possible to go into an
inquiry, Zow, when, and according to what lows our ear will justify such a
prolongation of a tone belonging to the foregoing harmony. For, that it is not
everywhere, unconditionally and in every manner, admissible, but only may
occur in many cases, will be readily ascertained by the least inquiry. Since,
however, the time and the space allotted to this work so urgently impel me to
brevity and dispateh, I must here restrain myself from these inquiries. I should
regret it the less, if I could refer my readers to another work in which they
could find the due information on this subject; but, as it is, I must refer them
to their own correct feeling and good ear, in which, I can easily persuade myself,
they will find at least a more certain guide than in our elliptic and catachretic
books of instruection.

It will be observed, moreover, that such a prolongation of a tone generally
takes place only in a very few cases, and usually not with good effect otherwise
than in the principal part.

DIVISION II.

ANTICIPATED ‘TONES.

§ 460.

If we examine the example in fig. 817, p. 720, we shall find that the tone d
which occurs in the first measure is indeed foreign to the ¢C-harmony of this

measure, but that tke fone d ds Jound in the following harmony @.—In like

manner the tone ¢ of the second measure is found in the JF-harmony of the
third measure.——And so also in fig. 821,

(Fig. 821.)
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This second class of examples shows us, therefore, that our ear in many
cases tolerates and approves of the fact, that, shortly before an harmonic step,
a part, during the continuance of the first harmony, strikes an inierval of the
Jollowing harmony, and thus anticipates the latter.

I would very gladly here again go into the inquiry, how, when, and accord-
ing to what laws, such an anticipation of a tone belonging to the following
harmony during the continuance of the first harmony, is practicable, compatibly
with the organization of our ear. But I must here also repeat the regret which
I formerly expressed in relation to prolonged intervals, and likewise the remark,
that these anticipations take place as rarely and as limitedly as do the before-
mentioned prolonged intervals.

i DIVISION II.

APPENDED NOTES.

§ 461.

The tone b in the third measure of fig. 817, p. 720, is again different from
both the foregoing species of notes foreign to the harmony. It is neither
continued on from the foregoing JF-harmony (§ 458), nor is it an anticipated
interval of the following harmony @ (§ 460); but—we know not how else to

name it—is arbitrarily appended to the tone a. In the same arbitrary manner
the tone g is appended to the tone f in fig. 826:

(Fig. 826.)
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Accordingly, we perceive, from this third class of examples, that an Aarmonic
note may many times have arbitrarily appended to it (hitched on bekind it) a
netghbouring tone, of short duration, whick s foreign both to the present and
to the following harmony.

For reasons which have already several times been mentioned, I must here
again deny myself the privilege of a farther investigation, and must satisfy
myself with merely remarking; that I designate tones of this species by the
term appended notes.—It is perceived what an extensive field of theory here
remains unexplored. May an abler hand than mine undertake the labour of its
examination. (See §§ 458—461.)
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DIVISION 1IV.

ORGAN-POINT.

§ 462.

Still another devidtion from all that we have yef observed is afforded by
the example in fig. 818, p. 721. Here the harmonic combinations of the second

half of the first measure, namely, [¢ d f b]and [c b d f a], admit of being
explained neither as consisting of purely harmonic tones nor according to any of
the thus far known laws for the progression of tones foreign to the harmony.
(For, if we assume the fundamental harmony here to be %7, and the tone ¢
of the base a transition-torne, it follows that the latter does not resolve itself.—
If we assume that the fundamental harmony continues to be €, and that the
tones of the upper part are transition-tones, then it is not easy to see how the

upper part, instead of proceeding from the tone b, foreign to the harmony, to a
proximate principal tone, should be permitted rather to go by a skip to another

tone foreign to the harmony, namely, to a, and how also the other parts could
move so unnaturally.)

Similar harmonic combinations of a still more striking character will be
found in the following measures, — as also in figs. 827 —835:

(Fig. 821)
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(Fig. 829.)
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ORGAN-POINT.

(Fig. 833.) J. G. SCHICHT'S VENI SANCTI SPIRITUS.
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If we carefully examine all these examples, we shall find that tkey all agree
with one another in the following characteristics.

The continued stationary tone is always first heard as an harmonic interval,
and indeed either as a tone of the first or of the fifth degree of the key, and
then during the time of one or more harmonies it remains stationary until again
some chord occurs to which it belongs as an harmonic interval ; and thus it is a
genuine harmonic interval both at the beginning and at the end of its duration,
and is foreign to the harmony only during the intermediate time.

From this observation we may deduce the following general principle,
namely : it is quite compatible with the due gratification of our ear, tkat the
tone of the first or of the fifth degree of the scale, after it has once been heard
as an harmonic tone, should still continue on during the occurrence of other
harmondes to which it is totally foreign, until again another harmony appears
to which tt belongs.

§ 463.

A passage in which a tone is thus continued on is technically called an
organ-point—(perhaps because it may have first come into use in connection
with organ-playing).

The examples referred to, teach us at the same time, that these continued
stationary tones occur in various ways.

At one time (and indeed most usually) they appear in the base, as in fig.
818, p. 721, and figs. 827—833, pp. 726—1728; at another time in a middle
part, as in fig. 834, p. 728, and still at another time in the upper part, as in
fig. 835, p. 728.

The stationary tone is at one time actually continued on without interruption,
as in fig. 827, p. 726, at another time repeatedly struck anew, as in fig. 828,
Pp- 726, and near the end of fig. 830, p. 727; and again even ornamented with
secondary tones, as in fig. 818 %, p. 721 ; and so also the other parts are
frequently garnished with transition-tones and suspensions, as is the case, for
example, in fig. 830, &c. p. 727.

§ 464.

From the above-mentioned practicability of allowing a tone to continue on
in the manner proposed, arises again a new species of equivocalness. For, we
can now, for example, explain the passage in fig. 836 also as an organ-point :

(Fig. 836.)
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According to our earlier cxplanation (§ 355), the combinations [B~d-f ;] and

[aB_Ea-f—] consisted purely of tones foreign to the harmony, and accordingly the
harmony was, without interruption, the three-fold chord of ¢ ;—but now we
know that the above-mentioned combinations may also be regarded as actual

@%7-harmonies, while the tone ¢, which is continued on in the base, may be
regarded as an organ-point.

In like manner, as was observed in § 381, we may very much simplify and
facilitate the explanation of fig. 663, p. 645, by regarding the uninterruptedly
continued d as an organ-point :—and in like manner also that of figs. 664 and
665, pp. 645 and 646.

§ 465.

Many theorists will not acknowledge the above-mentioned (§ 462) right of
a tone to consider statiomarily on in the manner proposed, and accordingly
prokabit all suck organ-points, as contrary to rule and to the ear; particularly
Vogler, who compares it to the monotonous doggerel of the bag-pipe. (A
Mr. von Drieberg also, in a little book entitled « Z'ke Practical Music of the
Greeks*,” calls the tone which is continued on as an organ-point, in the com-
mencement, of the Allegro of the Overture in Don Juan, an unprecedented
cacophony, which he compares to the lowest kind of buzzing, rattling music—)
But organ-points, after all, are not only in general use and recognition, but may
in fact often be employed with fine effect. Only recollect, for instance, Mozart's
“ Constance !” (fig. 829, p. 727); or hear the before-mentioned most beautiful
organ-points of Haydn and Meyerbeer ; and hear the many other organ-points in
all the works of our most distinguished composers; and remember of how imposing
effect it often is, particularly at or just before the close of a great and elaborate
piece of music; and, finally, see how even Vogler himself, in spite of his dis-
approbation of organ-points, brings it frequently enough into his Pastoral Mass,
(fig. 482, p. 565); and, after all this, one will no longer hesitate to regard this
bigotted opposition to organ-points in its true light.

Moreover, he who, yielding a partial deference to the authority of the
theorising musical literati, would still bring into his composition something
analogous to the organ-point, namely, a tone continued on stationarily during
several successive harmonies,—he must content himself with merely choosing
those harmonies to all which this continuous tone is adapted.—The field of such
a one is indeed far more limited than it would otherwise be; but yet not en-
tirely without variety. Thus, if, for example, he wishes to introduce such a
quasi-organ-point upon a base tone, he is not obliged to confine himself exclu-
sively to the three-fold and four-fold chord of the base-tone and its fourth-sixth
chord, as Vogler is accustomed to do in his organ-points ; fig. 837:

* Die practische Musik der Griechen, p. 95 and foll.
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(Fig. 837.) VOGLER.
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although this is sometimes done with great effect ; as, for example, in the Plen:
of Vogler's Mass in d-minor ; in the conclusion of C. M. von Weber's Hymn,
« In seiner Ordnung schajft der Herr;” and especially in that most admi-
rable closing chorus of his declamatory piece, « Der erste Ton,” &e.; but, as is
shown by fig. 838,

(Fig. 838.)
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there are, even in this case, still other chords at command—and the example in
fig. 234, p. 404 (measures 20 to 31), shows how one and the same tone fif may
continue stationarily on during a very Jlong series of very various modulations.

CONCLUDING REMARK
On the Doctrine of Tones foreign to the Harmony.
§ 466.

I think I may safely assume, that the different ways in which a part may
combine tones with itself which are foreign to the harmony have been detailed
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with sufficient fulness, in what precedes, to warrant me in saying, that, if a part
contains any tone foreign to the harmony whose existence cannot be explained
in one or another of those ways, such a tone is always repulsive to the ear and
and of ill effect. Thus, for example, one would find it difficult, in the second
measure of the Magnificat of J. S. Back, so excessively praised in musical
journals, fig. 839, where the three upper series of notes so definitely and firmly

(Fig. 839.) 3. 5. BACH.
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express the harmony @b,—I say, one would find it difficult here to explain
or rather to justify the existence of the tone e in the base part, and how
the base part should move by a skip from the fundamental tone of the @b
harmony, through the tone ¢, which is foreign to the harmony, down to the
tone g :—Observe, too, how intolerably harsh the tone ¢ sounds. So also let me

call attention to the intended transition-tone ¢ in the upper part of fig. 630,
p- 628, &e.

It is true, indeed, that we not unfrequently find, in reading the works of the
most approved masters, tones foreign to the harmony which sound perfectly well,
while at the same time they appear to conflict with our rules; but this contrariety
exists only @n appearance. Thus, for example, we easily find such passages as
that in fig. 625, , p. 625, where the transition-tones of the base could not be
justified according to our principles of transitions of the first and of subordinate
ranks—(for the tone Bb could not be a secondary tone of the first rank to e,
because it is more remote than it could be in the scale of ¢ minor ; nor can it be
a secondary tone of the second rank to B, because it stands on the same degree
as Bb, &c.) :—but the whole problem is at once solved, when we write these
secondary tones as in fig. 625, £, p. 625.

In fig. 835, 7, also, p. 128, the transition-tones are properly to be explained
as in & ;—and all other like apparent contradictions of the rule admit of being
explained in the same way.
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On a particularly remarkable passage in Mozart’s Violin Quartett in C.*

§ 466 bis-t

It now remains for me to fulfil the promise made at the end of § 225
(vol. i, p. 389), of presenting an analysis of the texture of the transitions, as
well as of the modulatory course and other peculiarities, in the Introduction of
Mozart’s violin-quartett in €, which has been so frequently eriticised in various
journals during late years.

(Fig. 8393.)
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* These remarks are also printed in the periodical Cécilia for 1831, bk. 53.

t+ The translation of this section has been added by the editor, Mr. Warner having
omitted the whole of it, although he has allowed several references to it to remain
uncancelled.—Ebp.
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(Fig. 839} continued.)
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The passage in question forms, as is well known, the commencement of the Intro-
duction (given in fig. 8391) to Mozart’s superb violin-quartett—No. 6 of the six, which
he, in the dedication prefixed to the original edition (Vienna presso Artaria e Comp.),
inscribed to his best friend, « al suo migliore amico,” Joseph Haydn, as the fruit of a
long and laborious work, “ ¢ frutto di una lunga e laboriosa fatica.”

Immediately after the first appearance of this quartett, the first 8 or 9 bars of the
introduction occasioned a great sensation, and did not well please those who heard them
much harshness and roughness being perceived therein, the allowableness or irregu-
larity of which appeared extremely problematical.

Even old Sarti was so exceedingly amazed at the harshnesses which he here ob-
served, that he wrote a special pamphlet on this passage—¢ Osservazioni critiche sopra
un quartetto di Mozart*,’—which, according to the testimony of M. Fétist, still exists in
the possession of Sig. B. Asioli, and in which the old master declaims with the most
violent indignation against this composition, as opposed both to rule and to the sense of
hearing ; exclaiming, amongst other things: « Che si pud far di pit: per far stonare ¢
praofessori ?'—« What more can one do to astonish the professors ’

Far more considerate is Haydn said to have been; for, being in an assembly of
musicians, and requested to pronounce a decisive opirion on the controversy respecting
the passage in question, he shifted compliance with the evasive declaration, that, as
Mozart had so written the passage, he had good reasons for so doing and for not writing
it otherwise. In a similar manner, on another occasion, Haydn forbore to pass an
opinion on ahother of Mozart’s works, and declared : “ I cannot decide the dispute; but
this I know, that Mozart is the greatest composer now living.”—And at another time he
remerked : ¢ Could I but impress in the soul of every friend of music the inimitable
works of Mozart, as profoundly and with the like musical comprehension and intense
feeling as I myself comprehend and feel them, nations would vie with each other to
possess such a treasure.”—A beantiful parallel to the well-known reply of Mozart to a
disparager of Haydn : « Sir, if you and I were melted together, we should both be very
far from making a Joseph Haydn!”

Prof. Fétis, in an article specially devoted to this passage in his Revue}, speaks more
openly and indiscreetly than Haydn felt himself at liberty to do. He calls the quartett
“ entaché d'un début bizarre, ou le compositeur semble avoir pris plaisir d metire
la torture une oreille délicate,” “ disfigured by an odd beginning, where the composer
appears to have taken pleasure in forturing a delicate ear;"—he terms the passage a
“ passage bizarre,’ “a whimsical passage,” and is unable to comprehend ¢ qu’un
musicien tel que Mozart ait écrit de semblable harmonie,”— des fautes grossiéres,”—
“ une entrée d'imitation mal faite,”—* dont Ueffet est horrible,”—* inconcevables
dissonances sans but qui déchirent Uoreille,"—< car de pareilles fautes blessent la
raison, le sens et le goiit :"— how a musician like Mozart could write such harmony,”
—< with gross faults"—¢ a bad entry of a point of imilation,”—* the effect of whick
is horrible”—** inconceivable dissonances without any design, which lacerate the ear,”
—=¢ for such faulis are offensive alike to reason, sense, and taste.”

Even the authenticity of the passage was very recently inclined to be doubted||;
and, in order to be convinced on this point, it was thought necessary to visit London,
where the original manuscript, written by Mozart himself, still exists in the possession of
Mr. Stumpf, the harp maker; which long journey, however, might have been spared, by

* For extracts from this pamphlet, see the Harmonicon for 1832, pp. 373—378.—Eb.
+ Revue Musicale, tome v; No. 26, July 24, 1829.

1 Tome v; July 1829, p. 601 and following.

|| Revue Musicale, tome v; July 24, 1829, p. 605,
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referring to A. André’s edition of Mozart’s well-known Thematic Diary, or Catalogue of
his Compositions, from February 9th, 1784, to November 15th, 1791; the autograph
original of which is still in the possession of Mr. André*: an inspection of this would
have proved that, at pages 10 and 11, under No. 13, Mozart had entered the passage in
question in his own hand-writing exactly as it is engraved in the quartett, and dated it
January 14th, 1785—consequently eight months prior to the date of the dedicationt.
Against the frankness of M.Fétis, there arose a champion in the person of a M. Perne,
of Laon}, who said nothing more than so many words on Mozart’s excellence, and that
such and such a harmony and succession of harmonies, &c. even—such and such a har-
mony and succession of harmonies exist,—and that the force fonale makes all right.—
M. Fétis, however, immediately answered M. Perne| with specious counter-arguments,
and with the increasing assurance that he had not yet exposed half the offensive features
of the passage in question, and that he could still point out many more : “ Si j’azais e
Dintention de corriger tout ce qu’il y a de choguant dans ce passage, j'aurais e beau-
coup d faire. Par exemple,” &c.— Had it been my intention to have corrected every-
thing that is offensive in this passage, I should have had much to do. For example,” &c.
But a new opponent, Mr. A. C. Leduc, instantly appeared in the Leipzig Musical
Journalg§, in order, as a vindicator of Mozart, to maintain and defend, step by step, the
correctness and beauty of the passage, and to assure us, that Mozart, when writing the
introduction, exercised his free will and consideration, and had a determinate effect in
viewY,—and then, after the usual fashion, proceeded to personalities, charging M. Fétis
with envy of Mozart’s fame, little-minded vanity, and other impurities—impure enough!
This again occasioned a further article on the harmonic and contrapuntal value of the
passage in question, in which M. Fétis defended his views ; but, despising the personali-
ties, dispatched them in a few words**.
The dispute was still further carried on by another article in the before-mentioned
journalt+, and not less disfigured by personalities against M. Fétis ;—and who knows
how much longer they will continue to quarrel with so much bitterness ?

Frequently have I been asked since that time, why I have abstained from saying a
word, on a subject of such lively discussion.

But I considered that a special dissertation on my part would be superfluous, chiefly
because I had taken this very passage, in many places}}, as an example for the elucida-
tion of this or that theoretical tenet, and consequently, for the most part,had fully analysed
whatever appeared péculiar or remarkable in these combinations of tones.

* Cicilia, vol. xi, page 329.

+ Prof. Fétis is therefore in error, when, in his Revue (tome vi, No. 2, Aug. 7, 1829,
P- 32), he writes of this quartett : “ Il y a environ cinquante ans que le quatuor de Mozart
a été publié."—« About fifty years have elapsed since the publication of Mozart’s quar-
teft.,” At that time, 44 years had not expired.

i Revue, tome vi, No. 2, Aug. 7, 1829, p. 25.

{| In the place before referred to, p. 32.

§ Leipzig Allgem. Musik. Zeitung, 1830, pp. 117—132.

9 In the place before referred to, p. 123.

** Revue, tome viii, p. 821.

tt Leipzig Allgem. Mus. Zeitung, 1831, pp. 81 and 101.

11 For example, in §§ 642, 643, 644, 750, 756, 772,774, 775, 177, 814, of the first
edition of 1817—1821; and in §§ 360, 361, 362, 363, 408, 493, 494, 495, 500, of the
second edition of 1824, and of the third, of 183031,
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Nevertheless, if, in answering a new challenge, to me of particular importance, 7 also
devote to a special consideration the oft-discussed composition, in order to employ it, in
a precisely similar manner as I have done several other pieces in § 225, as an example
for the practice of analyzing the course of the modulation, &c. &c.—I must yet request,
before-hand, that no one will on any account expect @ judgment on the frequently dis-
puted theoretical allowableness and irregularity of the passage in question.

Whoever is acquainted with my Theory, and its nature and method, knows that the
unconditionally enjoining or forbidding—the explanation of this or that combination or
succession of tones, succession of chords, &c. as allowed or prohibited—is in no instance
my forte. This tendency of mine, consisting only in essentials, drawn from observation
of what sounds well or ill, smooth or harsh—entirely discarding all & priori and dogma-
tically theorizing demonstrations, as to why this or that must be so and so, and not other-
wise—1I have already taken occasion to explain, in the Remark to § 95%, in the following
words :—* In general—for I now speak at once both of great and of little strictness,—the
present Theory will be found neither more free nor yet more strict than every other, but
just as strict and just as free as any other. I shall call attention to every harshness which
other writers have left unnoticed, and others again I shall unconditionally forbid. How
many or how few harsh or smooth combinations of tones are to be made use of, for this
or that object of art, is a question which it is not the province of tecknics to determine;
its decision belongs rather to a correct musical feeling, and to the most advanced depart-
ments of sthetics.”

Of this, however, we may be fully assured, that the problem of music by no means
solely consists in offering to the ear the most soothing combinations of tones, and what-
ever is exclusively delicate and sweet-sounding; but much rather in presenting to it, at
times and to a certain degree, even rough, harsh-sounding, strange combinations, which
must be employed for the sake of contrast. Iow far these may be carried, or to what
degree of harshness they may be permitted or desired to strike the ear, is a matter to
which, as in all relative cases, no absolute limits can be theoretically assigned. Consider-
ably harsh, coarse, rough and shrill combinations must be allowed to the musical com-
poser, according to the amount of harshness, &c. which he aims at expressing : and that
alone can be said to be absolutely forbidden, which sounds in so high a degree harsh, or
even ugly, as to be actually offensive to the ear. Whether such is the case in this or
that combination of tones—whether so much of the harsh and coarse is comprised therein,
that the total amount of harshness is indeed too much for the ear—must in the end be
altogether left to the supreme decision of refined taste and a musically educated ear.

Once for all, music is not a science endowed with mathematical deduction and com-
pleteness ; it is not a system presenting us with absolute rules of permission or prohibi-
tion, the adoption of which can in all cases determine—like ¢ twice two are four”—the
value or worthlessness, the accuracy or inaccuracy, the lawfulness or unlawfulness of this
or that combination or succession of tones; and all the pretensions of those who have
imagined they could found the theory of music on mathematics, and from such an assumed
foundation deduce and establish absolute precepts, appear on the slightest examination
as empty and ridiculous dreams, the fallacy of which can be clearly proved by the first
best examplet. (§ IX, Remark].)

This is my musical theoretical creed, which I have not only expressed in numberless
parts of this work, but also established by frequent examples.

From me, therefore, a judgment will not be expected ou the question, whether, and

* Vol. i, page 218.
+ In the original: ¢ durch das erste beste Beispiel.”—ED. ;
! There is no “ Remark” to this section. It is appended to § X (vol. i, page 14).
The subject is also alluded to in the last paragraph of the Remark to § IV, page 8.—Eb.
VOL. I1. Y
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to what extent, this or that occurring in the Introduction under consideration may be
allowed or disallowed, and categorically forbidden.

But what 7 can furnish is the following : —

That the passage in question sounds strange to the ear—and that, too, very strange—
is certain. The causes which produce this strangeness, partly alone and partly in their
co-operation, admit of being theoretically pointed out (and have been, as already men-
tioned, generally referred to in several parts of this work).

A complete anelysis of the entire harmonic and melodic fexture of the before-
named passage will enable us to understand all those causes, as well singly as in their con-
nection, and will thus account to us what ¢ is which seems so very strange in these
clashings of sounds, and which strikes the ear with such decided harshness.

To deliver such an analysis is the sole task I here propose o myself; and when accom-
plished, it may be freely left to the taste and ear of every person to decide whether the
barshness, the peculiarity, the strangeness—or whatever else we may choose to call it—
resulting from the concurrence of the unravelled details, is too great, or not too great, to
be offered to the ear.

[§1

In proceeding to furnish the promiseg analysis, I think the best mode of
accomplishing it will be for me to examine the eontroverted passage; first,

(I) In respect to the succession of harmonzes, or the modulation, on which
it [the passage] is based ;—then,

(II) In considering the fones jforeign to the harmony, or transition-tones
which occur therein ;—then,

(III) Some of the so-called cross relations—as also

(IV) Some remarkable parallel movements of the parts ;—afterwards,

(V) To examine the entire passage once more, in regard to all the above-
mentioned points faken fogether ;—and lastly,

(VI) To discuss the rhetorical meaning of the passage, on which account
Mozart doubtless so wrote it.

()—Modulation.
Lgd

The very commencement of the piece, until the entrance of the second mea-

sure, presents the ear with a series of interesting and highly agreeable equivo-
calnesses, both as regards the key and the succession of harmonies.

The base tone e, which is first sounded alone, forms in itself a perfectly

equivocal beginning. This, however, the ear is soon inclined to receive as the

tonic-note, either of C-major or of c-minor.
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[§%]
At the last quarter-note of the first measure, the tone ab comes in with this
c. Here, again, the ear is left in doubt, whether to consider this tone as g, or
as ab. (§§ XIX, XXI, 219, 280 A*.)
It would indeed appear as g}, e. g. if the passage were continued, perhaps,
as follows H

3 S = o ;
[ £ A Sy i 1
l i - _"___-
i3y e ARG R
‘—'JIJ_‘ I] = l—_l E1TT
ey
——4:P:—P:P:C—F-_ [ — !-g_o__
- I 3 S T [ |
And even understood as a,b there still remains much l I
that is equivocal ; for the ear has yet to choose whether TJ:§————— |-
it shall regard the combination [e, ab]. vs vevveenane.. —! P:EP:”_
as belonging to the harmony. ...c.veeevieineneiiinaiinaa... S’clb
and, as such, either as the harmony of the sixth degree of
(i1 kot £ it B bt AL 2t e oo 5 g p el TN TRYER c: VI,
or as the tonic harmony of Ab-major...cevvevereeeinsecennsn. Ab:1;
—or whether it shall regard it as belonging to the minor
three=fold*harmony: ¥ il Pl ML S OSSO 30 6 e A L £
and, as such, either as the harmony of the fourth degree of
Ll NI SEE SO SR EE GF BEC b % A6 A B A HOOR bo b E B B HaeRe CRTV)
or perhaps as the tonic harmony of AmiNOr. .« vevvvreeernreernan St

More exact information and assurance respecting the key, which is still not
decisively indicated, must be gathered by the ear from what follows. (§ 221.)
As the only two tones yet heard (¢ and ab) hereupon seem
to be completed into a three-fold chord of @b, by the entrance TS
of the tone e, at the beginning of the following measure, the ghél:
ear experiences that agreeable satisfaction which it almost inva-~
riably receives from the gentle removal of harmonic equivocal- __b_.l
ness.—But even now it is still only a sweet misgiving of ey
assurance ; for the choice yet remains to the ear to consider the \———p@—

harmony et aate SSGMEuTE A ode e oY o7 o1 o oM okt R [P 7 o/ Srovere oY oFosts ab
LTS S oo Sy Ap e e P s e A ) sy s 4 AR
OF as.lolnsenes P T ST Soe Sy (Lo 5 e Vare 2oa, o o1 075 oo o101 oFS SRR 4b: L
—Is it, then, to be considered as the former, or as the latter?

for, even now, no decisively preponderating reason is to be T
formed for either; to say nothing of the fact that it has not —%E

yet been determined, whether the tone abh is not, perhaps, a
mere transition to g, in which case the harmony would depend |
on the minor three-fold chord ¢. gﬁ-':j_—_

Still, therefore, doubtful of the key, the ear is yet kept in a —0
state of expectancy for the result of what follows. i

* This last reference is given in the original, but it is evidently a mistake. Perhaps
§ 208 may be intended.—ED.
Y 2
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2]

In this state of undecided attunement, from which the ear longs to be freed,
by a subsequent confirmation either of the key of ¢ or of that of Ab, it hears the

tone ab descend to g, at the second quarter-note of the second measure, and at
L) |

the same moment the tone a—which is foreign to the expected :E:E_-’?‘i
key—appears in the upper part; and, far from removing, it e
much rather angments the uncertainty ; for, after the previous l
combination [c ab eb], the tones [c g b gzj now sound together— 5’\ “:dI:
a combination which, regarded as a four-fold harmony with i o M—
minor fifth. .... .1:[7,

might be assumed as belonging to the seventh degree of Bb-major. .Bb:%vn7?,
or—as being nearer to the previous assumption of the ear—to the
second degree of g-MINOT. «vcvrveverevereranccsceoaacnaasaanns g:
(§ 177, Table £)

Instead of these two assumptions (which in any case presupposes a modula-
tion, from one of the keys previously assumed, either into Bp-major or into
g-minor), the ear may also assume that the tone g is perhaps a mere transition,
not at all belonging to the harmony, and, on that account, will probably explain
to itself its relation, in a more simple manner, in the following part of the
measure.

Still, however, continuing in doubt, it longs to hear that which follows.

[§5]

°n?.

At the next quarter-note, indeed, the g descends to fi,

i

in order to produce the combination [c f# d i], which, in

accordance with all that precedes, the ear then unhesitat- B:i;;—'l::
ingly receives as the transferring dominant chord (§201) {——] _L_:l -3
of c-minor ; consequently 8s....ceeeecececaceaceinenanna.. ... 37

(in the third inversion).
Thus, then, is it confirmed, that the tone g, which was heard in the com-

bination [e¢ g €b a] during the previous second quarter-note, was in fact only a
mere transition to f}, whose place it had for a moment occupied; that, conse-
quently, the succession of harmonies in this second measure was not really
Qab—ca’—Md7—(!)
but at once, and more simply,
ab—M7.

Afier this #A7-harmony, as the transferring dominant chord of e-minor, the

ear now expects the major three-fold harmony of @ to follow.
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[§%] ———2F
VA S B
The harmony entering in the next measure appears, I !

. = _7—'%:

therefore, wholly in accordance with the expectation of 9
— =

o S -
the ear, as...... e S ettt o e hole oo iiaar S VY S A O x

(where cff in the second part appears as a minor second heavy transition-tone
[changing-note] to the following harmonic tone d, and zasa prepared changing-
note [suspension, § 417] to the following principal tone-_é ;—subsequently, the
tone _t:ﬁ in the upper part, a in the second part, and the tones a and ¢ in the third

part, are interwoven as transitions).

By the entry of this (k-harmony, therefore, the previous equivocalness is at
last so far removed, that the ear perceives this harmony established as that of
the dominant or fifth degree (dominant harmony) either of ¢c-minor, or of C-major.
(§ 211.)

£ §:2

During the first two parts of the following measure also, the ear is still sen-

sible of the same dominant harmony, until, at the last part of the measure (at

the 5th eighth-note), the tone fb enters in the : r—,——}
i i ) be
upper part, contrary to this harmony, and being M E o298 =

foreign both to the scale of C-major and to that Eztﬁ____&::_:ﬁ:
of c-minor, the ear is compelled to receive the \J o

combination [G %b] as belonging to another har-

mony of some other key; and indeed, in accord- N o ]
ance with the combination itself, it will perhaps _—_—Qif&_‘-‘j:]::
most readily take it for a minor three-fold [ W
G-harmony. . ool oo o ofeiaieieis oo soioa as oo oy sais sasies BOCIEGET g :
as the tonic-chord of g-minor.......coveeiieninana.... Steletsrapa . o
The succession of harmonies in this measure is, therefore,
& o g

Gl — V —g:1
or C:V —G:V —g:1
or, if we regard the tones Fit and a as mere transitions :
G:1 —g:1,
or C:V—g:1.

[§*]
In this, although the most natural, mode of explanation, the following is
nevertheless particularly worthy of remark.
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departing from these precedents, it now at once gives,

not a —b ——-c_, but a — bb —

& &

and that, too, at a part of the measure (on the last light part of § measure)
which, on account of its brevity and want of internal weight (§ 241, Nos. 1, 4), '
is not adapted to form an epoch for the ear in respect to a digression and modu-
lation so slightly apparent. Thus this upper part seeks to achieve such a reform
(which, were it presented in a more imposing manner [§ 241, No. 5; § 495], or
even with somewhat greater fulness, e. g.

(n) Jr d. (o,) # hd_
| g s b | e 22
& 2 s—piie®

B P e e R e e

- I - e

ot s

S or g

e 3 Phe o bo

= H Y] ) — Ly i i H
—ed g = ( o =7 ~— ——

N

the ear would perhaps sooner accommodate itself to), not only at a moment of
so little weight, but also in a mere two-part passage, accompanied only by G in
the base, without the least co-operation of its pausing associates, while their b
still resounds in the ear,—to achieve it, too, purely on its own authority, without
being generally moved thereto; setting up itself above the other parts, and, as
knowing better than they, seeking to reform the major three-fold @-harmony
(which, as the result of the co-operation of all four parts, has hitherto held sway
during a longer and more weighty part of the measure) to a minor three-fold
g-harmony ; in which, moreover, it derives but little satisfactory assistance from
the base, which, as yet, alone accompanies it, as this lies at so great a distance,
G — bb, without the interposition and filling up of middle parts, and is therefore
unfavorable to a ready apprehension by the ear (§ 69).

On the occurrence of a change of harmony entering in such an undecided
manner, the ear will be almost led to doubt whether it should really and seriously
believe what it hears : whether the first violinist, with his fine, thin, retailed bp,
has a mind, in the last third part of the measure, to reform the b which has

hitherto been played by all : or whether he may not have stopped 1_3{7, instead of%,
entirely by mistake.—Or perhaps it doubts whether the fb should not rather be

considered as aff, and, as such, a minor second transition to a following b; thus:
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: —
o ?} d}-/—- "ﬂ"'; o

g_ :E:E:q:;b—:

which conjecture, however, is certainly disappointed, as not 'B_', but;:;follows,

(g-) ) Eﬂ

7\
o7 | i iy

S

and the ear is consequently necessitated (§§ 370 and 380) again to abandon the

appeasitig explanation (__z;ﬁ instead of fb), and quickly to attune itself to the key
of g-minor, during this last light part of the measure.

[§10]
Scarcely, however, has it had time to conform to this necessity; than another
new and unexpected succession of harmony is again presented to it, at the very

beginning of the next (5th) measure, by the entry of the combination [Bb db],
brought in by the upper part, which, notwithstanding its lower associates have
just before given

c

s

g o

g ]

Rl g A4

|

and a2 b

E b =
now suddenly proceeds in quite an opposite way, and gives

°|H

B
@@@

The ear, which has alrea,dy sought for a satisfactory explanation of the appear-

el

ance of _b instead of F is now still less able clearly to account for the combina-

tion [Bp ab].

However, the connection in which it stands with the following (6th) measure,
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shows that the combination in question is really meant for the minor three-fold
chord b, as the tonic harmony of 2b-minor,

4th measure. 5th meusure.
|
ks m be .
PO
Mt A =
s o :
gIEh A
Ty ———— )

(4] g bb
and consequently forms, of itself, a modulation from the scarcely announced key
of g-minor, into that of Zh-minor (a key far remote from C-major, c-minor, G-
major, and g-minor, § 180),—and that, too, by a wholly unprepared entry of
the harmony 2b : 1, immediately after the minor three-fold g-harmony, as g:1;
and, moreover, only in two tones, very widely distant from each other.

[§ll.]

Perhaps the ear might spare itself the reception of this more remote modu-

lation, by taking the —E-b of the first violin for %ﬁ, and hence as a minor-second

transition to an expected d.

@) mu_ | |

N o
e

But this assumption is as little confirmed as that before mentioned, of étn instead
of Bb ; for no ifollows, but the phrase of the upper part rather concludes with
that ﬁ-b , while the bass, with its repeated Bb, introduces anew the same formula

5th measure. 6th measure. 7th measure. 8th measure.
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as that in the first and following measures, in the same manner as it there
occurs, only in a key one degree lower, and the whole course of the measures 1,
2, 3, 4, is again repeated a tone lower—(with the sole difference that, in the 9th

measure, the first violin proceeds, not to b, but to ¢, which latter sounds far

less strange to the ear than the db did in the 5th measure).

[§12]

By the foregoing analysis of the passage in question—the comprehension of
which [passage] will now present no farther difficulty to the reader of all that
precedes,—I have fulfilled the promise (in arrear from the end of § 225 to this
place) of an analysis of its modulatory course. It will, however, be rendered
still clearer by the subsequent consideration of its melodic or part intwining.

(I1)— Transition- Tones.

[§13]

The second respect in which the passage under consideration is especially
worthy of notice, and in part offensive, arises from several of the transition-tones
which occur therein.

All, however, which appears remarkable under this head, has been already
explained in §§ 360, 361, 362, 363, and 408, of the present volume (pages 617,
618, 620, and 678), to the perusal of which, in regular order, I must again call
the attention of the reader.

(II1)—Cross Relations.
[ § 4. ]

In this respect also, the passage is peculiarly remarkable; in which point of
view we shall consider it in §§ 492, 493, 494, and 495, and in the mean time
can only refer to these places.

(IV)—Parallel Movements of the Parts.
[§%]

The last remarkable feature that we observe in the oft-mentioned passage is,
that, in two instances, two of the parts proceed together at the distance of a
second, parallel to each other; respecting which, as not being a matter of par-
ticular importance, we also merely refer, in advance, to our § 500.

(V)—Review of the Grammatical Construction of the Passage as a whole.

[§]

Having examined the quoted passage in the foregoing separate divisions, in
reference to [the subjects treated in] particular chapters of the theory of com-
position, it now remains for us to take a general review of it in regard to all these
considerations and their combined effect.
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[§Y]
The first thing which strikes the ear as particularly harsh in this passage, is

the combination [¢ g €b i] in the second measure; and indeed the strangeness

1st measure. 2nd mea§ure. /_______/‘
0 s S
U5 - L
. A )
('\(D 4 u g
L7 g Sy ’
2 l |
e L h ..I’ *.l | |
£ ——— —a—p——r
(B e et
— ] == S e———

lies in the meeting of several of the circumstances mentioned in the former

paragraphs ; in the entry of % in the upper part forming a cross-relation (§ 493),
besides the unprepared transition-tone g (§§ 361, 362), struck at the same time

with this a and with ¢ of the base part, and thereby giving rise to the combination

[c g eb a] at which the ear is doubly astonished. (See the former §§4 and 5.)

That the strangeness principally arises from the union of the above circum-
stances, will be evident, if we so alter the passage as to omit them ; perhaps,
e. g. in the following manner :

(i.z‘ J,« (k-)n i e
(E s = (= —

N |
S S — ?‘—'_'"l“:\—_— I [DF—F l“::J——ge-__

()F. (‘)I_. ] q . ()F'
-r - = -
Compare [ § 24 ]
[4 m
(2 | — ( ﬂ) J_/\
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By J tok
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[§18.]

The second thing which sounds strange to the ear, is the combination

[B g ctt f], at the beginning of the next (3rd) measure.

3rd measure. 4th measure.
@) J | 'ﬂl
| !J . &
o
cres.———g—|—@0—2—9p———— —
- f e e

p-p—p-0—0—0 i ol =i
TS =t et Liiﬁrﬂ-—f———

The appearance of the (y-harmony, it is true, is here perfectly welcome to the
ear, and quite in accordance with its expectation (see § ¢ preceding); but the

satisfactory effect of this is again disturbed, by the sounding of ¢t in the second
part. Willingly would the ear consent that, in the upper part, the secondary

note a, which has been prepared in the foregoing measure, should precede the
fundamental tone g, while the fundamental note g itself is also heard in the third
part (§§ 360, 361): it is not this circumstance, nor the secondary note a, which

disturbs the satisfaction of the ear, but the cff; as it will at once be found that
the combination loses its harshness when the principal note is put in the place
of this secondary note.

(%) 3rd measure. (%) 3rd easure.
_B_fl':\_i‘_i_ ’ fa 'I/\'I' J_
G G
ﬁ! r_ or even K r_ -ﬁ[:
e i e =l
Do t——— e
s e
- r {

Compare [ § 25- ]
That c—as secondary note of the tone d belonging to the @-harmony—

which, as a boldly entering changing-note, robs its principal note d of the heavier
part of the measure during the value of an entire quarter-note (§ 354), and
which, moreover, is also struck at the same time with the harmonic tones B and g
(§§ 362, 363), comes, in this place, particularly unseasonable to the ear ; which,
having just before experienced dissatisfaction, had now expected a plain @-chord

—or perhaps one taken with the suspension a,—but certainly not that this

cf would intrude itself, instead of the tone Hbelonging to the harmony, and
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produce harshness in the very first part of the measure, even at the entry of the

desired @x-harmony, thus changing the latter into the combination [B g e —5,_'],
which does not even form an apparent chord (§§ 407, 408).

[§19.]

In the same (3rd) measure also, sounds the secondary tone a, as a transition
to b, which is struck, in the third [viola] part, with the fourth eighth-note in the
base, B, (which is neither the fundamental tone, nor the fifth, but the third of the
fundamental harmony § 361), and thus both tones are struck at the same time

(§ 363).

@) 3rd measure. 4th measure.

4 T o
Pl S o
G ez -g-i_;_—“__—F—: &
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—_——— ——-0—|-0—0—0————5—|—
o O O i PPiﬁ‘.__._g__

And at the moment when that a passes on to its principal note, the upper
part also moves again from the fundamental tone g: to the transition tone Tf;
and, simultaneously with this 4, the tones B and b (the third of the fundamental
harmony) are likewise struck anew in the two lower parts (§ 363).

The transient fﬁ still continues sounding, even when, in the last eighth-note

of this measure, two other transition tones, ¢ and a, occur—the latter, indeed, as

a transition to b. To these three tones [c, a, and T1f], foreign to the harmony,
the fundamental third B, in the base, is again struck anew (§§ 361, 363);
that, during the six eighth-notes of this measure, the following combinations are
successively presented to the ear:

*)
TN
G =9 =%, L] Q_ﬁ,./_:._
\€ =
s @ ® [} —
Ry T &
NN 2 s -®
9:::! () (] =
OO O —— D — O

Immediately afterwards, at the second eighth-note of the following (4th)

measure, the transitions a and ¢ appear together, to which the fundamental third
B in the base is again struck anew.






IN A QUARTETT BY MOZART. 751

is ¢matated in the upper part (1st violin) entering ome measure later, note for

note, in the double octave above,

N

a—a—g—Tn—-g
with the single exception, that the first tone of the 1st violin is not ab, like that
of the middle part, but fm and hence the step from the first to the second tone

in the upper pa,rt—i to g—is that of a major second, whereas the step of the
viola was from ab to g; consequently, the imitation is not guele strict.—(The

reason why a instead of ab stands in the upper part is easily explained: for,
were ;_b given in the upper part at the moment when f}f sounds in the middle

part, the combination [¢ fif ab] would arise, which, whether regarded as a real
or as an apparent chord (§ 91 B, or §§ 407, 408), would be -decidedly less

well-sounding ;—whereas the combination [c¢ f§f a'] very naturally refers to a
transferring dominant chord (§ 201).

[§2]
On a closer consideration of the passage alluded to in the foregoing section,
we find, however, that, between the two imitating melodies before deseribed, a
third imitating part is also inserted, which, entering a quarter-note later than
the ab of the viola, imitates the melody of it,

—~
ab—ab—g—fy—g
quite strietly, a fifth higher:

h—ob—d—cti—d
- i AS i Aoy R W
et e gl ol

= — =F =

but with this difference, that the entry of this new middle part (the 2nd violin)
does not begin, like that of the others, on the last part of the measure, and then
by syncopation continue on to the heavier part of the next measure ; but, on the
contrary, it commences on the heavy, first part of the measure, and is continued
on to the following lighter part (a difference which, in technical language, is
called wmatatio per thesin et arsin, with the more particular explanation of which,
however, I will not here trouble the reader).

[5*]

That the before-mentioned harshness (§§ ! 19) would naturally arise

from the insertion of this new imitating part, and indeed from the cf in the third

* Compare [ §17], fig. 7.
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measure occurring therein, must have appeared unimportant to the composer ;
as otherwise, by a slight alteration of the melodies, he could easily have removed
it altogether :

1 A ) J_;_@gf_ S

f —3——, e
e e e
o N - e
RyO _.z.-_ﬁ,.___ .
Ch e O‘ ®
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[§26.]

Thus, in the way heretofore mentioned, three imitating parts were obtained ;
but, besides that the imitations are not absolutely strict, as already remarked
(§§ 25 24), there yet remains the farther dissimilitude, that the melody of the
viola is followed by that of the second violin ore quarter-note later ; but this
melody of the 2nd violin is then followed by the lst violin fwo quater-notes
later :—or, in other words, the entry of the viola and of the 2nd violin are dis-
tant from each other one part of a measure (one quarter- note\ ,—but that of the
2nd violin and of the 1st are distant fwo parts.

1t might appear desirable to render the distance between these entries more
uniform—to let the 1st violin enter as soon after the 2nd, as this did after the
viola.

With a view to this, it certainly will not do to let the entire melody of the
1st violin begin a quarter-note earlier and so continue; but a similarity in the
distance of the entry may be attained, @2 a certain degree, or, if the expression
be preferred, as it were in appearance, by simply extending the duration of the

first tone i, by the value of a quarter-note, into the preceding part of the mea-

sure,
it e i g 2 e e i e e e
G—— e — instead of h——— p—

A4 t\)\!

in which case, eack imitating part will really Zegen at the distance of one quarter-

note later than another :
1st measure. 2nd measure. 3rd measure.

| |
5 r 3= .- ¢_£.|____J_=__
- —= =
| fan)
J "9 e i F
w1 1

L e e et B
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* Compare [ § 18], fig. . T Compare [ § 19 ], second paragraph.
} Compare [ §17].
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only that, by thus extending the first tone of the upper part, the literal strictness
of the imitation is certainly again impaired in another respect ; and, furthermore,

through the earlier entry of the a immediately after the ab of the viola, the harsh-
ness arises which is mentioned in §17: which casualties, however, the composer
preferred to disregard, rather than relinquish the idea of making each part enter
a quarter-note later than the preceding*.

[§27.] »

If we still continue to consider the course of the quoted passage in regard to
imitation,—even the still more brief imitations which may arise from here on-
wards,—we shall find that the farther course of the melody of the viola

aE=h= G

is imitated by the 2nd violin, which continues to follow the viola a quarter-note
later,—yet no longer at the distance of a fifth, but at that of an octave :

SLEELE

after which the same melody is likewise repeated in the upper part, two quarter-

* This is perhaps the place to say a few words in reference to the assertion made by
Prof. Fétis, in the periodical before-mentioned, that the cause of the harshness of the
passage in question arises from the non-observance of the maxim set up by him: that,
in an imitation which is made alternately in the fifth and in the fourth, there should always
be one or two times [parts of a measure], and in some cases one or two measures, more
between the second and third entries, than between the first and second~—(* que dans
une imitation que se fait alternativement d la quinte et i la quarte, il doit toujours y avoir
un ou deuz temps, et quelquefois une ou deux mesures de plus entre la seconde et la
troisiéme entrée quentre la premiére et la seconde.”” Revue Mus. tome v, Juillet 1829,
page 603 ;—Traité du Contrepoint et de la Fugue, liv. 1, p. 75, § 120)—a maxim, against
which tolerably weighty objections, and still more weighty musical examples, have been
already brought forward for M. Fétis, in the Leipzig Allgem. Mus. Zeitung for 1831,
No. 6, p. 81.

But the whole maxim (whose discussion I reserve for my Theory of Double Counter-
point, which I hope soon to be able to finishf, where it is explained, so far as it is true,
in an extremely simple mapner, as a naturally understood consequence of known things)
—the whole maxim, I say, is altogether unsuited to the passage to which it is intended
to be applied, and so also are the objections brought against it ; which will at once be
perceived, if we simply bear in mind that, in this case, as before observed ( § 26 ), no real,
but only an apparently similar distance of the entry exists, and that, in fact, the imifa-
tion in the upper part begins with the THIRD quarter-note of the third measure (!!), and,
as continuing the viola part, it enters—not two, but positively three quarter-notes (or a
whole measure) later I~hence there is, in reality, un temps de plus entre la seconde et lg
troisiéme entrée qu’entre la premiére et la seconde.

t It is to be regretted that the author did not live to publish this. Two papers on
Double Counterpoint, from his pen, appeared in the periodical Cicilia for 1831 ~En,
VOL. II. Z
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CHAPTER X.

MOVEMENT BY SKIPS.
§ 467.

WrEN we first adverted to the skipping progression of a part, in a former
part of this work, we could say but very little in relation to its merits; because
there are many things involved in this species of progression with which we were
not at that time acquainted.

But having now acquired this pre-requisite information, we are prepared to
go into an investigation of the merits of the skipping progression of a part.

DIVISION 1.
MERITS OF THE SKIPPING MOVEMENT IN GENERAL.
§ 468.

As it respects the character and merits of the skipping movement in general,
we have already remarked, in a former part of this work (§ 42), that the gradual
progression is the most simple, natural, and flowing, and the one whose unbroken
thread the ear can most easily follow ; while, on the other hand, a part which
moves by skips demands a closer attention of the ear, in order to keep the run
of its progression.

It follows from this, that though the skipping movement is not in itself
really incorrect, yet it is not always and in all cases equally good and
admissible.

And, besides, the before-mentioned peculiar character of the skipping pro-
gression of a part, answers the question, where and when this species of
movement may be introduced with good effect, or otherwise.

This answer consists in the following conclusions.

§ 469.

Inasmuch as a skip, occurring in the movement of a part, always in a
measure interrupts its progress, a regard must always be had to this point
in all cases where one aims at a very evenly gliding, a very uninterruptedly
continuous and smooth progression of a part, or, in other words, where the
unbroken continuation of the melodic thread is a point of interest to the ear;
and in such cases it is always judicious to employ everywhere more of the
gradual than of the skipping movement,.

But this consideration of course becomes neutralized in cases where the
thread of the melody is already more or less broken from other causes.

z 2
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In the first place, a skip of a part, even if it be a difficult one for the
ear to follow, may be made without hesitation wkenever a break or pause in
the musical phrase is interposed between the two notes. For, where such a
break oceurs, and where thus the thread of the sense is more or less broken
at any rate, it is no longer of any particular importance to the ear to be able
exactly to follow the thread of each part from the end of the one section to
the commencement of the next; and hence it cannot disturb the ear, if a part
which gave this or that tone at the end of a section, assumes another and
perhaps a very remote tone at the commencement of the following section,
and thus makes a skip during the break between the two.

The principle above stated applies not only to the lurger pauses, but also
to the smaller, even down to the shortest possible interruptions in the pro-
gression of a passage.—Thus, for example, the skip of the upper part from

a down to Eﬁ, in fig. 840,

(Fig. 840.)
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is admissible without hesitation, on account of the break lying between the
two tones.—And for the same reason also the other skips which occur in
this part are above question.—That is to say, every two notes here consti-
tute together a kind of small independent member, separated in a measure
both from the preceding and following by a small intermediate break. Now

the skip of a superfluous second which is made by the upper part from a to bf

in the first measure, and from e to fx in the second measure, would, under
ordinary circumstances, as we shall observe hereafter, be harsh and offensive to
the ear; but in the present connection it is not so, for the reason, that here a

small break is introduced between a and bi and alse between% and?x.

§ 470.

For a similar reason the skipping movement may be unhesitatingly admitted
in cases where an harpeggiate part passes alternately backwards and forwards
from the tone of one broken part to that of another. Such a species of skipping
movement does not impress the ear as a disagreeable interruption of the thread
of the part, provided the broken parts are in themselves smooth and flowing.

Thus, for example, in fig. 841,

(Fig. 841.)
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the harpeggiate part everywhere moves by mere skips; but the three parts
designed to be represented by this one broken part proceed, throughout, not at
all by skips, but exclusively by diatonic degrees, and thus of course the skip-
ping part represents three others which do not move by skips. Hence the
conduct of parts, so far as we regard the passage as an harpeggiate representation
of three parts, is perfectly smooth and flowing—which is the more satisfactory
in this case, since the several parts of this harpeggiate progression are very
clearly and decidedly exhibited. (Compare §27.)

The same may easily be applied to the skipping movement of the harpeg-
giate parts in the examples found in fig. 59 n—gq, p. 135, and in figs. 60—176,
pp. 136—143.

§ 471.

As a general rule, moreover, those skips are very easily apprehended by
the ear, which are made from one tnterval of a harmony which forms the
basis of any combination of fones to another interval of the same harmony.

Thus, for example, in fig. 842,

i -@
Fig.82) o =
(—17 P [ J—
£ =y e
| fan) I
S
}.
0
== [ —

the upper part skips from the seventh,E of the fundamental harmony C':V7 to

the third of this same harmony, namely, the tone b, even though this latter tone
stands at the distance of an eleventh from the former; and, in like manner, the
second part (the alto, § 14) skips a tenth upward from the fifth to the seventh,
and the tenor from the third to the fifth, while the base skips downward an
octave from the fundamental tone g to its lower octave G.—The skips in fig. 843,

(Fig. 843.)
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are of a similar description, as are in general most of the skips which occur in
an harpeggiate part: such, for example, are all the upward skips in fig. 844,
(Fig. 844.)
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(Compare §§ 26, 27.)
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It is less easy for the ear to follow a part which skips from an interval of a
previous harmony to an interval of a newly occurring harmony at the moment
when an harmonic step is taken. Hence, in fig. 845, 7, £,
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the skips of the upper part from e to T, from 7 to '_é', from ¢ to b, and from e to d,
are extremely disagreeable to the ear,—and an equally abrupt and jolting
progression is made in the base by its skipping from ¢ to A, from F to e, and

thence to D, and again to ¢; whereas the other skips (from ;? to ?, fromT to a,

from g to ¢, &ec.), which are made from one interval to another of the same
continued harmony, are entirely free from everything rough or disagreeable, as
we have already seen in the above fig. 843, where the very same skips occur,
and that too in part even still farther extended.

It is for similar reasons also that the passages in fig. 846 < and £, are so
stiff and repulsive, in comparison with that in fig. 846 Z:
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The downward skips from e to b and from f to cin fig. 844, p. 757, are also
skips into intervals of new harmonies, and hence the conduct of parts here is
not so perfectly easy of apprehension, nor so entirely smooth, as it is in fig. 847,

(Fig. 847.)
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where these skips are wholly avoided (compare §§ 26, 27, and 321). In like
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manner also, in fig. 848,

(Fig. 848.)
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the skips of the harpeggiate part are avoided at the point of time when a change
of harmonies occurs. (Compare fig. 841, p. 756.)

§ 472.

It results, moreover, from the very nature of the case, that it is doubly
difficult for the ear to follow the thread of a part which skips from an interval
of the previous harmony to an interval of the newly occurring harmony,
whenever the harmonic step is in itself rather an unusual one, and thus of
course little familiar to the ear, and, perhaps, even involves a somewhat harsh
progression. For the ear, already subjected to a sufficient amount of difficulty
in following the course of the modulation, is scarcely prepared to encounter,
at the same moment, the additional trouble of tracing a difficult progression
of a part, but claims rather that the apprehension of the unusual progression
of harmonies should be as much as possible facilitated by a plain and easily
traceable conduct of parts. How very much one and the same harmonic suc-
cession, e. g. a digressive modulation which is in itself unusual, may at one
time be made repulsive to the ear, and at another be rendered welcome to it, by
a more or less easily comprehensible conduct of parts, is shown by a comparison
of the harmonic succession f:V—a. 1, in fig. 849 1, with that in fig. 849 £,

2 Qg tgz;' —“‘i’:‘:—: ’l"aLﬁé}j“

(Compare fig. 197 p- 346.)
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as also by the unusual harmonic succession eb: °vit—e:1 fig. 850 ¢, which, with
such a skipping conduct of parts, say, as occurs in fig. 850 £, would be quite
unpalatable :
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Compare § 241, (3), p. 431; fig. 204, pp. 371 and 372 ; and fig. 235, 24th
measure, p. 411.
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Those skips, on the contrary, are far less exceptionable which oceur in very
usual harmonic progressions, and perheps into an interval of a harmony
which is tn tself very common, occurs very frequently, and thus s very
Jamihar to the ear. Thus, for example, skips into an interval of a principal
four-fold chord, when an harmonic step is taken, are seldom offensive, particularly
if the latter is a dominant chord of the previous key, and of course belongs to
the same scale, and hence is quite natural to the ear; as is the case, for example,

in fig. 851:

(Fig. 851.)
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The same is true even of a digressive modulation, provided the principal
four-fold chord belongs to a nearly allied key, and not to one that is too remote ;
as, for example, in fig. 852 :

(Fig. 852.)

[}

-
;;—_—:_.;_'S—ﬁ—i—g':_;_—_-;—:—h::—_—

I
C:I V7 1a:V7 1e:V1 1 V7 VI F:V71 1

- —

§ 473.

It likewise follows, from a consideration already several times adverted to,
that the skip of a part /o a note foreign to the harmony is ordinarily less
natural and flowing, than one to an Aarmonic tone.—Here again, however, it
depends very much upon circumstances, and especially upon the question
whether the harmonic tone to which the transition-tone connects itself is a tone
which itself very naturally occurs to the ear, or not. In fig. 853 4,

(Fig. 853, 7.) } MOZART'S ZAUBERFLOTE.
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the skip of the upper part from © to the transition-tone Tyt is very easy to be
apprehended, because the tone g, to which this § is an accessory tone, was
already under a very natural tendency of suggesting itself to the ear. In
fig. 853 £, on the contrary,
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Fig. 853, k) P
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the skip from c to a}f as an accessory tone to b would be doubly infelicitous ;

because a skip to b itself would not naturally suggest itself to the ear, and still

less would a skip to an accessory tone of this b.

§ 474.

The skipping movement is, moreover, for the most part, better adapted io
principal than to secondary parts, not only because it is more difficult in itself
for the ear to follow the thread of a secondary part than that of a principal one,
but because the latter has also a stronger claim to demand that more fixed
attention of the ear which is requisite in following the skip. For this reason, it
happens, for example, that, in so-called bravura passages, in concertos, &c.
skips of prodigious extent not unfrequently occur in the principal part, which
are in such a case so far free from technical fault, at least, to the same extent
that the ear is aided in following the thread of such a skipping progression, by
having its attention particularly directed to the part in consequence of its
peculiar character.

‘Hence, cases not unfrequently oceur, in which we conceal a somewhat
infelicitous, though unavoidable, skipping movement in less conspicuous middle
parts, rather than allow it to appear in other parts, which are always more
striking to the ear, or in parts which otherwise assume the prominence of prin-
cipal parts. Thus, for example, in fig. 854 7,

(Fig. 854, 1)
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(Fig. 854, ]c, continued.) z
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the skips of the second part are not at all repulsive; because, occurring as they
do in this middle part, they are not prominently exhibited. In fig. 854 £, on
the contrary, where the two upper parts exchange progressions with each other,
and the first part makes the same skips which had been as it were secretly and
imperceptibly made just before by the middle part, these skips become far more
striking and disagreeable than they previously were. But cases of this des-
cription, where the skipping movement of a middle part avoids giving offence
to the ear, only because the latter neglects to attend to the progression of this
middle part, are merely individual cases, and not real exceptions to the general
rule, that the ear, which should always as far as possible be able to follow the
thread of all parts, always more freely and easily follows the skipping progres-
sion of an outer and principal part than that of a middle part.

On this latter ground, it is particularly allowable for the base part to move
with special frequency by skips; that is to say, because the base, as an outer
part, is always in some measure a principal part, and, as such, is not only more
easy to follow, but also holds a stronger claim upon the attention of the ear,
than does a mere middle part.

We shall again recur to the skipping progression of the base part in a

subsequent part of this work.

DIVISION II.

MORE PARTICULAR CONSIDERATION OF SOME CERTAIN SPECIES OF SKIPS.

§ 475.

Having thus far considered the peculiar character of the skipping movement
of a part, in general, we will now turn our attention to some particular ways in

which this skipping progression occurs.

(A.) MEASUREMENT OF SKIPS

§ 476.

We have not, in our preceding treatment of skips, measured their dimen-
sions ; we have not specifically attended to the magnitude of the skips; that is
to say, we have not inquired into the intermediate distance, the interval, that is
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passed over in making the skip, whether it be large or small, whether, for
example, it be a skip of a third, and that too of a major, a minor, a superfluous
or a diminished third,—a fourth, a fifth, a sixth, &e.

But this subject surely merits our attention; for it is certain that skips
of particular intervals sometimes produce a peculiar effect, and are in some
measure offensive to the ear.

The consideration of the different species of skips in respect to the magni-
tude and nature of the intervals between the tone from which and the tone to
which the skip is made, may be denominated the measurement of skips.

We may, on this point, remark the following things.

First, it is natural that skips of very wide extent, such as tenths, fifteenths,
and the like, should ordinarily be more difficult for the ear to follow, than skips
of only small extent, such as mere thirds, &ec. Large skips seem to convey an
impression of something majestic, forcible, violent; while small skips, on the
contrary, usually exhibit a much more moderate aspect.

Let it be observed that I state the above principle as only a general, but
not as a universal one; for it is indeed true, that in many cases a skip of a
small interval is more harsh to the ear, than many that are of much larger
extent. This depends upon the peculiar nature of the interval.

The safest of all intervals in this respect is that from a tone to its octave;
for this is properly only a skip from one tone to the same again, the latter
differing only by being in another octave, it being a repetition of the same tone
on a smaller or a larger scale. A skip of an octave, though, dynamically, that
is, according to the number of intermediate degrees, a somewhat large skip, yet,
harmonically considered, is properly equivalent to no skip at all.

§ 477.

" On the contrary, many skips of far smaller compass sometimes produce a
peculiar effect, and involve much that is rough, harsh, and repulsive. ~Such, for
example, are progressions of a part by a superfluous interval (in which class
we may reckon the so-called ¢rifone, the major, or, as some call it, the
superfluous fourth),—the diminished third, the diminished fourth, the major
seventh, and still others, which at one time this theorist, and at another time
that, forbids or allows.

In fact, we may find, in every species of such skips, not only those which are
offensive and positively repulsive, but also others which, though not directly
disagreeable, still have something in them which is peculiar, strange, harsh, and
abrupt, and others again which are entirely free from anything offensive.—
Accordingly, here also a universal law declaring such skips to be forbidden, is
not admissible, is not true.

This conviction becomes still stronger, if we turn our attention to the very
essential difference which exists among the different examples of each class. It
seems never to have occurred to theorists to consider in how many essentially
different ways, for instance, a skip of a major, minor, diminished, or superfluous
second, third, fourth, &c. in an upper, middle, under, principal or secondary
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part, during the continuance of this or that harmony of a major or minor key,—
or at the moment of one or another of the 6888 different harmonic steps enume-
rated in § 227—harmonic steps which may be more or less natural or repulsive,
belonging to the same scale, or perfect, or more or less imperfect digressive
transitions into other scales,—skips too of this or that interval of one harmony
to this or that interval of another, up or down, under this or that combination
of these or those circumstances enumerated in §§ 241—243, 469—475, or of
very many others which cannot here be specified.—I would not attempt to
reckon the number of such various possible progressions of a part by seconds,
and then, in like manner, also of all possible progressions of major, minor,
diminished, and superfluous thirds, fourths, &ec. even in the most superficial
manner ; and much less would I undertake to prove the merits of each one of
them: and surely, least of all, would I venture to dispatch such a truly
immense number of essentially different melodic steps with so few arrogant
words, as, for example, “progressions of a part by superfluous seconds or
fourths are forbidden,” &e.

Therefore, with the reiterated assurance that, in cases where a true universal
rule does not exist, or at least has thus far failed to be discovered either by me
or by others, it is better to satisfy ourselves with mere individual, though not
untrue observations, than to lay down sweeping universal rules, which are for
that very reason incorrect,—therefore, I say, I will content myself with making
merely the following remarks upon these various species of skips, without
attempting to cxhaust the subject.

§ 478.

The skipping progression of a part by intervals of the magnitude mentioned
in § 477, is not unfrequently strange to the ear, in a measure harsh and grating,
and sometimes even disgusting, repulsive, and of positively ill effect; and, in
this latter case, such progressions are of course to be avoided, in music where
euphony is an object.

Thus, for example, skips of a superfluous second have something in them
that is rather singular and foreign, as may be seen from figs. 855—858:
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(Fig. 8517.) { 5l
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and we have already remarked, in Chapter VIII, that this not unfrequently gives
occasion for a necessary approximation of a transition-tone to its principal, and
sometimes even for removing the secondary tone farther from the principal tone
than it would stand according to the natural scale.

§ 479.

This is more particularly the case with one species of superfluous interval
than with another, and the difference subsists even between those species of
superfluous intervals, one of which is only the inversion of the other.

Thus, for example, the skips of a superfluous sixth in figs. 859 # and 860 #,
are more harsh than those of the diminished third in figs. 859 ¢ and 860 7,
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(Fig. 860, k.)
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So, also, skips of a minor fifth are usually found to be less harsh than those of
a major fourth:

|-

[ 2

==Ll
- s
| T

Py
fud
|
T

»
™
T1®

"m
T
Tt




DIMENSIONS OF SKIPS. 767

those of a diminished seventh, less harsh than those of a superfluous second :
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§ 480.

But the very pungency and harshness which pertains to many skips of the
above-mentioned species may often afford the composer a very welcome means
of expressing certain peculiar species of sentiments. Thus, for example, the
various skips in figs. 859 and 860, pp. 765 and 766, and figs. 861 and 862 below,
carry with them the peculiar property of giving to the passage the colour of
painful emotion:
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SKIPPING MOVEMENT.

(Fig. 862.) — PERGOLESI.
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With a similar design, several skips of this species are amassed in fig. 863 :
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and a similar purpose seems also to have governed Vogler, in fig. 864:

(Fig. 864.)
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In fig. 865 also,
(Fig. 865.)  ——— RINK'S ORGAN SCHOOL,
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the harmonic succession 2b:

VOL. II.

VI—éb: VI—Zb:1 is rendered extremely promi-
nent, and presented in an entirely new light, by the fact, that while the harmony
@b appears in an uninverted position, the base part skips from gb to cb, and
thence passes by a skip of a major fourth to the proper fifth of the harmony bb.

A A
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1t is quite probable that the steps of a superfluous second E_—b—g; and at the

same time d — cb, in the first measure of the passage, fig. 57, p. 132, from Hum-
mel’s Mass, mentioned in §§ 16 and 17, as also the skip of a diminished seventh,

E—_d &ec. in the sixth measure, were introduced by specific design.
s Y sp g

§ 481.

In all skips of this species, moreover, much depends upon the concurrence of
more or fewer of the favorable or unfavorable circumstances enumerated in
§§ 469—475, as also of others yet to be mentioned in the sequel, by which [eir-
cumstances]| one and the same species of skip may at one time be very much
softened, and at another be rendered more disagreeable.

Particularly, the ear will be able more easily and conveniently to follow
the skipping progression of a part un @ moderate or slow movement, than in a
very quick movement; and hence it happens that, in a slow movement, many
skips are admissible which the ear would find it difficult to follow in a quicker
movement

§ 482.

1t should also be particularly remarked, in relation to the conduct of vocal
parts, that these are in their own nature better adapted to the gradual than to
the skipping progression, and especially that they do not usually perform such
skips as those mentioned in § 477, with ease, and therefore not in a happy manner ;
and, on this account, it is advisable to be more cautious about using such skips‘
in vocal parts than in instrumental.

§ 483.

I must limit myself to the few foregoing remarks. Whoever of my readers
would seek for more and better, must endeavour to find it in other authors, who
indeed all possess the enviable talent of despatching this subject in far fewer
paragraphs, or, in fact, with a most masterly assurance, even in a few lines;
though it is true indeed that in these few lines, as must naturally and necessarily
be the case, they say more untruth than, as I hope, can be found in all my many
lines together. Yook at the treatment of this subject, for instance, in Kirnber-
ger’s Art of pure Composition*, Marpurg’s Manual of Thorough-Baset, Z%rck’s
Thorough-Bases, or in the writings of Fuz, Albrechisberger, Vogler, and Kock,
in Reicha’s Treatise on Harmony and Treatise on Melody§, and, in short, in all
our aunthors.

* Kunst des reinen Satzes, I. Bd. 9 Abschnitt.

t+ Handbuch beim Generalbass, 111 Thl. 6 Abschn. § 5 & foll.
1 Generalbass, § 53, &e.

§ Traité d' Harmonie and Traité de Mélodie.
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REMARK.

Thus, for example, .J. G. Schicht* has despatched the whole doctrine of the pro-
gression of parts by skips in a single paragraph of five lines :—§ 10, All superfluous
intervals—and the skip of a major seventh, are—forbidden. The superfluous third—is
in melody entirely forbidden.” That the fact is not as here stated, is shown by several
of the examples already quoted, though it is true, indeed, that the six examples referred
to by Mr. Schicht in proof of his position sound very roughly. For this very reason it
is a matter of surprise to me that he should have appended to several of these passages
which he quotes as examples of forbidden progressions, and especially o the example
in fig. 866, the remark, that still they may sometimes be allowed.

(Fig. 866.)
=5 - 4_ ——— O

Even laying aside the contradiction subsisting between the general interdict and the
grant for its individual violation, I could not, if I were disposed to be as strict as Mr.
Schicht, by any means tolerate at least the passage just mentioned, even in a slow
movement; to say the very least, it would first depend very much upon what harmonies
should be subjoined to such a melody—(sit venia verbo). When, moreover, he appends
the remark to the example in fig. 867,

(Fig. 867.)
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(in reference to the skips of a superfluous fifth c—g# and d—af}) that these skips are
admissible in ascending, but not to be tolerated in descending, this is true only in the

present case, for the reason that the tones gl and a} occur in this connection as sub-
semitones [leading notes], and have, indeed, in such a case a tendency to move
upwards to a and b, and which could not with propriety skip downwards to'c and d (in
the latter case it would be, say, somewhat as in fig. 868) ;

(Fig. 368.) M

RSl rRe .
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but the reason does not lie primarily in the fact that a skip of a superfluous fifth down-
ward sounds, in general, worse than the same skip would upward; for, the opposite of
this is apparent from the above-mentioned example in fig. 866.—The same is true of
the skip of a major seventh, &c.

In respect to diminished intervals, Mr. Schicht merely says: ¢ Since they (he here
means superfluous intervals) become diminished by inversion, and are in that case more
easy to sing, they (meaning diminished intervals) may also be allowed.”

* In his Grundregeln der Harmonie.
AA2
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Moreover, in connection with this doctrine of these melodic skips, the musical literati
have been particularly accustomed to disgorge themselves of the favourite technical
distinction between the strict and the so-called free style of writing : they conceive
themselves to have fully disposed of this subject by teaching that such progressions are
wholly forbidden in the so-called strict or church style, but are allowable in the so-called
free style under the warrant of exceptions and licences. Thus, for example, F. G.
Paolucci* speaks of superfluous seconds as follows: « Nello stile a Cappella, e nello stile
rigoroso non é permesso il procedere in questa forma, anzi se non é per qualche espres-
sion di parola, ovvero per qualche andamento non é lecito ne pur in altro stile usar
simil progresso, essendo fuori dell’ ordine della Scala naturale,” —(?)— nella quale
s’ascende, o si discende per Tuoni, e Semituoni, e non per un Tuono e mezzo”....;
““onde ogni volta che si fard lal progresso, SARA PER LICENZA!"— In the sacred
style and in the strict style, it is not admissible to proceed in this manner; unless it
be for the expression of some particular sentiment, or to accommodate some peculiar
turn of the melody, it is not lawful to employ such a progression in any other style, it
being out of the order of the natural scale”—2—* in whick one ascends or descends by
tones and semitones, but not by a tone and a half™. ...; therefore, every time such a
progression shall occur, 1T WILL BE BY LICENCE!”’ (This then is about equivalent to
saying, in every instance, “ avec votre permission!”—* with your permission !)

After having once already expressed my opinion of suck a distinction of different
styles (§ 99, Remark—S§ 107, Remark), I shall, in treating the technics of the art, say
nothing farther on the subject of so nugatory a prohibition.

That there was, however, in Paolucci’s times, a theorist who was free from such
musical bigotry, is shown by D. 4. Ezimeno’s bookt, in which the author exclaims

(though indeed only on the occasion of a skip of a minor seventh eb—db occurring in
Pergoles’s Stabat mater): ¢ Ed eccovi confermato il principio, che non vi é salto
alcuno di sua natura contrarig alle regole di armonia: certo é che il salto di Settima
riesce alle volte penoso alla voce umana: ma per questo appunto € atfissimo ad
esprimere un Soggetto pieno di amarezza e di pena.’— And behold here a confirma-
tition of the principle, that no skip of ils nature is contrary to all the rules of harmony :
it is true, indeed, that the skip of a seventh is at all times troublesome to all human
voices ; but still this very skip is most perfectly adapted to the expression of a subject
Sull of sorrow and pain;” and the fact, that the truest and the most celebrated old
practical masters of the art did nof regard such progressions as incorrect, and that too
even in the strict church style, is shown by numerous examples, and, among the rest,
by the skips of a superfluous second in the following Kyrie of the celebrated church

composer, Durante :

A Ky - ri - e & Je e le - - « - - - - < - o=
i | > e} Yy o 7T

7 ¢ -5 J (@ I —He-
r\ﬁ\) | DA O L ) — % TT('Z;—{:‘WC P ﬁno ]
SO —— 1| T

Ky - -~ - ri-e e « - ~ - = le - 1 - -

= [ | I I { |
I e

\ W] I I

* In his Arte pratica di contrappunto, Venez. 1765, vol. i, p. 121, note (a).
t Dell’ origine e delle regole della musica, Roma 1774, Part I, Lib. III, Cap. 8,

art. 4, p. 265, et seq.
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The same thing is also shown by skips of a major (or so-called superfluous)
fourth g—cif and ab—d, in fig. 869, ¢, &.

(Fig. 869, ¢.) G. A. PERTI’S CONFITEBOR.
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as it is also by the passages quoted above from Caldara and Pergolest, in figs. 859, 861,
and 862, pp. 765, 766, 767; and so also by a passage from Marcello, fig. 860, I, p. 766,
where this author characterizes the words “ Abbastanza comprendo il grande eccesso del
mio delitto”” [* Deeply do I feel the heavy burden of my guilt”’], by the skip of a super-
Jluous second ; and in respect to this very passage, Paoluccs, quite carried away by his
inspiration, exclaims, at the place above quoted: * indi per esprimer ben la parola,
dalla Sesta minore passa alla Settima maggiore, cke é andar di grado per EccEsso,
passandovi da una Corda all’ altra una Seconda superflua. ...l qual modo di pro-
cedere, benché non sia da usarsi di frequente, nondimeno nel caso presente, a motivo
DI ESPRIMER LA PAROLA, fa un bellissimo sentire.” * Then, in order to express the
sentiment of the words, he passes from the minor sixth to the major seventh, which
involves a progression by an EXCESSIVE step; namely, in passing from one chord to
another by a superfluous second....which mode of proceeding, though not often to be
adopted, nevertheless, in the present case, as a means of expressing THE SENTIMENT
OF THE WORDS, produces a most beautiful effect.”

Those were indeed glorious times when a man could earn such eulogiums from
theorists by merely,  per licenza,” making the word ezcess chime to a superfluous,
second, and by portraying the ¢ eccesso” of the load of sin by a ¢ grado per EccEsso.”
Compare § 480.
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(B.)—SEIPS IN THE BASE PART.
§ 484.

In addition to what has hitherto been observed relative to the skipping pro-
gression of a part in general, there are some particular points connected with
the skipping movement of the base part which merit further consideration.
They refer chiefly to those skips of the base part which occur in connection with
an harmonic step. (§ 472.)

This skipping progression of the base most frequently occurs by a skip of the
latter froin the fundamental note of a chord into that of the following chord, so
that thus both harmonies appear in an uninverted position. Such a conduct of
the base involves a peculiar force, energy, and firmness. This property mani-
fests itself chiefly in making a perfect or so-called full close [cadence], which
latter (as was observed in § 255) is perfectly satisfactory to the ear only when
the harmonies V7 and I or 1 appear in an uninverted form; and in this case the
base skips from the fundamental tone of the dominant harmony into that. of the
tonic chord.

n
WE— o) —
[ dan = p= 7, (@)
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o= O
()
(@)
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§ 485.

Skips of the base part, either from or to another interval of the fundamental
harmony (from or to @ subordinate or secondary tone, § 50), are less frequent,
and appear less smooth and flowing, than those from the fundamental note to the
fundamental note; as should be naturally expected, because the position of a
secondary tone in the base, or, in other words, the inverted position of a chord, is
in itself less satisfactory to the ear; and a skipping progression of the base part,
either to or from an inverted base note, must be doubly unwelcome to the ear.

Not all such base skips, however, are disagreeable and faulty. The most
unquestionable are those from or to the third of the fundamental harmony.

In fig. 870,
(Fig. 870.)
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the base part moves by skips from the fundamental note of the -harmony to
the third of the harmony ¥. In the following example, fig. 871,
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the base, at the first harmonic step, skips from the fundamental tone of the first
harmony to the fundamental third of the second; in the second measure, from
the third of the @&-harmony to that of the following D 7-harmony ; in the third
measure, from the third of the harmony @ to the fundamental note of the har-
mony #3 ; and in the fourth mehsure, from the fundamental tone of the tonic
chord to the third of the harmony @ ; and from this third again to that of the
tonic. Base skips of a similar character are found in fig. 872,

(Fig 872) =
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from ¢ to b, from € to a, from ¢ to a, from there to e, and from a to f; in fig. 873,
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the skip from eb to B, and from Eb to B; in fig. 874,
(Fig. 874)
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the skip from A to dy ; in fig. 875,

(Fig. 875.)
Ly
g A
(——C— Y Erea]
L&) () = e Sw e e e = 0
J fo A e e e O TR S
Adagio Pec - ca - vi su- per nu - me - rum
|
| |
#‘ Cr=u r)l __ @ ='H J %el_
Dt Fr—t- L.'—'ﬂrT'r‘_el—
14 ] S [=

the skip from g to eff; in fig. 876,7 and %,

(Fig. 876, 7.) (%.)
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(2.) It is likewise rarely of good effect to let the base skip into the fifth of
the following harmony when an harmonic step is made ; or, in other words, to
make a base skip into a second inversion of a chord on the occurrence of a change
of harmonies, and, for example, to allow the base, as in the following passage,
fig. 880,

(Fig. 880.)
-o -o
~ s 323
i S —
&
to pass by a skip from the third of the harmony @ into the fifth of the harmony
JF,—from the fundamental note of the harmony € into the fifth of the har-
mony . .

The reason, too, why the example quoted above, in fig. 879 2, sounds so ill,
is that the base part in it skips from the fifth of one harmony to the fifth of the
other; and hence it is that this passage is so deficient in smoothness, connection,
and euphony.

§ 487.

The rule that a skip of the base into the second inversion of the following
barmony, when an harmonic step is taken, usually sounds ill, has a few excep-
tions ; as follow :

(a.) The second inversion of the fonic harmony forms an exception, par-
ticularly when it occurs on a heavy part of the measure (§ 207), as in fig. 8817 -

(Fig. 881, 3.) ) @
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and also where the ear might naturally expect the harmony of the fifth degree
after the tonic harmony, even though that harmony does not actually follow ;
as is the case, for example, in fig. 881 /,

(Fig. 881, 1.)
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where the base part throughout skips to the fundamental fifth of the tonic hat-
mony. (Compare fig. 865, p. 769.)
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(C.) ¢ROSS-RELATION.*
§ 490.

Besides the various species of skips thus far considered, there is yet another
species to be attended to, which it is usual to designate by the term cross-
relation.

The skip of a part into an interval whick had been heard immediately
before, chromatically different, usually sounds harshly and disagreeably ; or, in
other words, when one and the same tone occurs twice in immediate suecession,
but chromatically higher or lower the first time than it is the second (e. g. first
e and then eb, or first ff and then ff, and vice versd), it is ordinarily undesi-
rable to make a part skp into this chromatically altered interval. Thus, for
example, in fig. 890, 7,

(Fig. 890,2.) (k) E @) (m.)
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* The heading given to this section by Mr. Warner is ¢ The counfer-stand ;”* for
the use of which term he offers a kind of apology, which will be found below. The
German is Querstand, which (in §§ 324 and 335) has previously been rendered ¢ the
squinting position”! Weither of these terms has been adopted in the present edition,
from the consideration, that, of the several expressions already in use in England to
designate the circumstance here alluded to, cross-relation is sufficiently explicit for all
practical purposes.—ED.

[Mr. Warner’s Remark.]—Undesirable as it generally is to coin a word, yet, in
the present instance, it seems a matter of necessity, or, at least, the less of two
evils. The German word ¢ Querstand,” here translated ¢ counter-stand,” has no cor-
responding word in the English language; and to render it by almost any other com-
bination of words than the one above proposed, would violate some of the principles
upon which every technical term should be chosen;—it being always desirable,
namely, that such term should be skort, definite, and easy to be understood. The
German term “ Querstand,” as employed in the present instance, means, substan-
tially, ¢ contrariety of state or condition,” and to give this idea a fair presentation
in English, without employing terms which are either too long, or too indeterminate,
or too remote from common apprehension, seems impossible. Accordingly, the term
¢ counter-stand,’ though certainly far from what we could wish, is, nevertheless chosen,
as approximating nearer to the requisition, than any other term that occurs to mind.
The term “ false cross relation,” adopted by Kollman—whose work always murders
the King’s English—is too long, unwieldy, and indefinite; the old Latin term
« relatio non harmonica,”” employed by the musicians of ancient days, was certainly
better adapted to the period when hoods and cowls were in fashion, than it is to the
present age; and the literal adoption of the Anglicised German term ¢ Querstand ”
(more correctly written ¢ Queer-stand,”® the German Querstand being a compound of
the word Quer or rather Queer—the same as the English word gueer—and the word
Stand) would surely bé Too ¢ QUEER’ to be admissible in an English community.
‘We are left, therefore, to the at best sufficiently unfortunate choice of the term ¢ counter-
stand,” with which the reader will please to associate, as far as possible, the generic idea
of ¢ conflictive relationship,’ ¢ state of contrariety.’—TR.
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Our theorists have applied to such a conduct of a part the term cross-
relation [ Querstand], inharmonic relation [relatio non harmonica).

§ 491.

The reason why such skips or cross-relations are wsually disagreeable to
the ear, it is not very difficult to discover. When the tone e, in fig. 890,
p. 780, for example, has once become impressed upon the ear, the tone eb,
occurring immediately afterwards, seems as it were to stand in contrariety
to the tone ef], which had been heard just before, and appears like something
foreign ; hence, as a matter of course, the ear cannot easily and readily follow
the skip into an interval that has so little affinity, and is as it were so hetero-
geneous; or, in other words, when an harmonic combination which contains
the tone elj has once become impressed upon the ear, and a chord is to follow,
containing the tone eb, a tone so entirely foreign to the first chord, we are bound
to afford the ear the accommodation of making this alteration as comprehensible
as possible to it, and thus of not introducing the tone eb, which is so foreign to
the first chord, by a skip. (Compare remark on § 496.)

§ 492.

Cross-relations are not unfrequently perceptible, moreover, in cases where
the skip into the chromatically different interval is filled up with notes of
insignificant value and importance; as, for example, in fig. 890, m, p. 780,
where the transition tone d is inserted between ¢ and eb :

& e (f) g
¢ (d) eb-2p

Cross-relations of the same character, only a little concealed, are easily

detected in the foregoing figs. 892 7, and 893 /7, p. 781; namely:
(Fig.8922) d (¢) D& (Fig.8937) &F f (e) d
g bb (a) g d (¢) T&

A like cross-relation is also formed by the tone bb in respect to the tone By
which had been as good as heard immediately before, in the fourth measure of
fig. 896 :

MOZART’S VN. QUARTETT.
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(Compare §§ 495 and 466 4-)
§ 493.

A case very analogous to the cross-relations above-mentioned, is that in
which a part, instead of proceeding by skips, introduces itself guite inde-
pendently, and strikes an interval which had just before been heard chromati-
cally different. In fig. 897, 1, for example,

(Fig. 897, i.) 1 (%.) i3
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the tone ff is first heard in the middle part, and immediately afterwards the
tone Tif makes its appearance in the upper part. This free and independent

introduction of the tone Ty in the upper part is not materially different from a
skipping progression of the upper part to this tone; the effect is nearly the

same as if the upper part had skipped, say, from g to this Tif; and it is quite
perceptible that such a conduct of a part is far from being so smooth and
flowing as would be such a one as is found in fig. 897, #, above.—The same

species of cross-relation is formed by the introduction of the upper part in
fig. 898, 7

(Fig. 898, .) (%)
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Not unlike this example is the introduction of the upper part in the second
(and sixth) measure of the foregoing fig. 896, p. 782. (Compare § 466 4.
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not only do not sound ill, but are even frequently used. Especially have we
already become familiarized to the cross-relations in / and e, these being more
readily tolerated by our ear, than are the repulsive positions found in p.*

The cross-relations in the fourth and fifth measures of fig. 896, p. 782,
mentioned in § 494, seem so foreign to the ear, chiefly because only a short
eighth-note is interposed between them; the same modulations, however, in a
very slow movement would be far more acceptable to the ear, as, for example,
in the following passage: (Compare § 466 1%)

fay
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e po
§ 496.

Those cross-relations, on the contrary, which do not, like those above-
mentioned, admit of being softened and rendered acceptable to the ear, are
always as much as possible Zo be avoided.

The manner in which cross-relations of this species are avoided by a slight
alteration in the conduct of parts, is easily seen by a comparison of the example
in fig. 890 ¢, with fig. 890 £ and /, p. 780; and of fig. 891 ¢, with fig. 891 %,
p. 781; of fig. 892 ¢, with fig. 892 £, p. 781 ; &e.

In the method of shunning undesirable cross-relations wkich has just been
mentioned, not only is a skipping progression to the chromatically altered
interval, or an independent introduction of that interval, avoided, but such
interval is moreover given by the same part which had previously given it in a
chromatically different form. Thus, for example, in fig. 890, £, p. 780, the

tone e occurs in the base part; and this same part is also made to perform the
tone eh. In fig. 891, %, p. 781, the same part which first gave the tone f gives

also the tone fn,—&c.
But this latter rule it is not necessary in all cases to observe; as is shown,

for instance, by fig. 891 7, p. 781, where the tone T occurs in the upper part,
and immediately afterwards the tone T} in the under part; and yet the ear is

not at all offended by this, because the tone f% ¢s not introduced by a skip, but
Ly the gradual movement.

* No reference occurs in the original to fig. 900, o, which resembles the commence-
ment of p, but is in the key of g-minor.—Eb.
VOL. II. B B
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REMARK.

A queer figure is made in our books of instruction, moreover, by the doctrine of
cross-relations.

In the first place, the unlimited diversity of views which we find exhibited under
this head, assures us that writers are not even clear yet as to what they shall understand
by the term cross-relation. Hence, it comes to pass, that we find in our theories such
strange definitions of cross-relations. Thus, for example, Tiirck* teaches that cross-
relations are ‘¢ certain progressions of two parts, which are not, indeed, in themselves
or individually taken, at all objectionable, but which, taken together, produce a dis-
agreeable effect, because, in that case, each part involves a different key.”—He has
copied Kirnberger, whot likewise does not know how to describe the thing otherwise
than as follows : « There are cases where, indeed, each part has in itself a good pro-
gression, where also the harmony of all the parts appears faultless in itself, and yet
where the progression, taking two parts together, is disagreeable; such a case is com-
monly called the inharmonious cross-relation.”” But what cases these are, is no-where
shown.—(According to the latter description, one would almost be led to suspect the
cases referred to were rather those of forbidden fifths, &ec.)

It is a perfectly natural consequence of such an indefiniteness of idea, that we find,
for instance, in Tiirck, at the place above referred to, the passages contained in fig.
901, b,

(Fig.901,a.) (B.) (c) (cc) (d.) dd.) (e.)
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quoted as examples of rather inharmonious cross-relations,—fig. 901, ¢, and also the two
consecutive thirds in fig. 901, cc, as inharmonious cross-relations in which an harmonic
skip is made; but fig. 901 d and dd, on the contrary, as not being, in his opinion,
inharmonious cross-relations, because no harmonic step is taken in the case ;—fig. 901 e,
indeed, as a cross-relation again, yet as admissible and less offensive than that of major
thirds. It is perceived how much that is entirely heterogeneous and dissimilar the
learned man has here woven together!

We find also the following passage characterized by theorists as involving a cross-
relation :—

(Fig. 902, i) - pm—— [
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* In his Anleitung zum Generalbass, § 54. + In 1 Bd. p. 139.
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(Fig. 902, k.)
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Though it is true, that not very much depends upon a mere name, yet, to say the
least, I should find it impossible to invent any definition which would apply to all the
examples just quoted; and if all these so entirely and essentially different things are
unitedly to bear the common name of cross-relation, I must certainly acknowledge
myself incapable of stating what a cross-relation vs.

Equally unsatisfactory with the above-mentioned definitions, appears to me the
reason which theorists are accustomed to assign, why cross-relations sound repulsively.
It is, as already observed, supposed to lie in the fact that ¢ each part involves a new
key.”—But, not to speak of the fact that an intelligent meaning can scarcely be con-
nected with this idea of two different keys being involved in the two parts—even
setting this aside, I would still ask, why two different keys may form the basis of one
and the same part, rather than of two different.parts?? The former, surely, should be

_regarded as more repulsive than the latter.

Moreover, the importance which is supposed to be attached to the so-called Aarmonic
skip I cannot really understand, and the instruction in relation to it which is imparted
to us by Téirck, in the remark on § 16, does not clear it up to me. It is there said,
namely, that, ¢ in order to understand what is here observed in relation to the karmonic
skip, one must know that the tones (keys) do not stand in an equal degree of relation-
ship to one another.” Those major and minor tones (keys) which are most alike in
respect to their scales or signatures, or only differ from each other in one degree, and
hence also in only one transposition-sign, as, for example, C-major and G-major, or
E-minor and B-minor, &ec. are said to be related to each other in the first degree.
Accordingly, C-major and D-major, or, descending, C-major and Bb-major, stand in the
second degree of relationship to each other; while C-major and A-major, or, in the
descending line, C-major and Eb-major, &c. stand in the third degree of relationship to
each other. (And so, of course,” *) <t the threefold chords also do not stand in
the same degree of relationship to each other.) This more remote relationship, that is
to say, from the second degree of relationship onward, is called an karmonic skip”
and it is farther said, in § 54, in relation to the foregoing fig. 901 a, p. 786; « the
under part, namely, indicates G-minor, while the upper part, on the contrary, indicates
G-major.”

Thus our author means to say : when two harmonies follow each other, which, con-
sidered as two tonic threefold chords, would not be related to each other in the first
degree, this is called an Aarmonic skip,—such an harmonic skip is faulty,—and thus
the said so-called cross-relations sound ill, because they involve an karmonic skip ;—
for example, in fig. 901 a, p. 786, the minor threefold chord g, and then the major
threefold chord ¢, follow each other in immediate succession; and since the keys
g-minor and G-major do not stand in the nearest degree of relationship to each other,—
it follows, that this harmonic succession is an harmonic skip ; and because the example
involves an karmonic skip, it is a cross-relation,—and, therefore, of ill effect.

Now who does not see that such an explanation fails at all points in logical consist-
ency ? !—Passing over much which must spontaneously suggest itself to every reader, I
will merely observe, that the very principle upon which this explanation proceeds,

B B2
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CHAPTER XI.

MERITS OF PARALLEL PROGRESSIONS.
§ 497.

The doctrine of the various merits, of the admissibility or inadmissibility
of the different species of the parallel progressions of several parts, already
adverted to in §§ 45 and 46 of the present work, has been postponed until now,
in order that we might be able, at a more advanced stage of our inquiries, to
investigate it the more intelligibly. In now entering upon the treatment of
this subject, we will examine the different species of parallel progressions,
according to the order of the intervals by which the parallel parts are separated
from each other (§ 45).

DIVISION I
PARALLELISM BY PRIMES.
§ 498.

Of parallel progression tn primes nothing can properly be said; or, all
that admits of being said, consists simply in the fact, that, as we already know,
two or more parts which proceed together in primes, cease to be different parts,
and are regarded as one and the same part (§ 15). This, therefore, can be
called a parallel movement with as little propriety as it can be said of a man
that he walks parallel with himself.

DIVISION IL
PARALLELISM BY SECONDS.
§ 499.

Two parts which run parallel to each other at the distance of a second,
seldlom produce an agreeable effect upon the ear, but, for the most part,
offend it, whether the tones which thus run parallel to each other be tones
belonging to the harmony, or fones foreign to it.

Fig. 903, 7, contains an example of harmonic tones thus runming parallel

(Fig. 903, 7.) (%.)
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the parallelism of seconds being, in this latter example, avoided.—See also
fig. 905 7, as compared with fig. 905 £ and /,—and also fig. 906:

(Fig. 905, 4.) (*) : @)
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shows that such a progression, particularly in middle and in accompanying parts,
sometimes may be of perfectly good effect.

It would be an error to endeavour to find the cause of the unpleasant effect
produced by the example in fig. 903 ¢, p. 789, directly in the fact that the

principal seventh T which occurs in the third chord proceeds upwards at the

following harmonic step, while the subsemitone b skips up to e; for, in such an
harmonic succession as this, as we have already seen in the doctrine of resolu-
tion, the principal seventh need not necessarily proceed downwards, nor need
the subsemitone necessarily go upwards to the tonic (as is clearly shown by
the perfectly good effect of the example in fig. 903*, p. 790, where the intervals
in question actually proceed as we have here suggested).

Moreover, in the passage in fig. 896, p. 782, a passage already several
times referred to (§ 492), it is never of particularly good effect to hear the
base, in passing from the second measure to the third, proceed from ¢ to B

* Doubtless the example / of this figure is here intended, although not specified in
the original. —Eb.
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Still, this case not only involves no unpleasant effect whatever, but the flow
of its progressions throughout is uniformly sweet and graceful, so that no hearer
could here think of finding the slighest fault.

DIVISION III.

PARALLELISM BY THIRDS.
§ 501.

Parallel progressions by thirds are in themselves universally faultless,
whether they are major or minor thirds, or major and minor thirds alternately,
as well between harmonic tones as between tones which are foreign to the
harmony, as well in the gradual as in the skipping movement; and as well in
outer as in middle parts.—Examples may be found in figs. 910—916, in which
the parallel progressions by thirds are pointed out by brackets.

Fig. 910. Fig. 911.
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But, more particularly, the progression by thirds is the most natural and
flowing species of progression of two parts interspersed with ¢ransition-tones ;
it is that species of progression which the most readily impresses the ear, is
the most easy to understand, and which, for this reason, is extremely frequent,
altogether too frequent indeed, and hence is sometimes rendered at last really
dull and tedious, and, instead of exhibiting an air of flowing smoothness,
becomes even positively insipid.

§ 502.

The old music-teachers entertained the belief that the succession of fwo
major thirds sounded ill, and also knew how to adduce the most learned reasons
why such a progression, which they called a 247 contra Fa, could not possibly
be allowed. In order to impress this the more firmly upon the mind of their
pupils, they caused the latter carefully to commit to memory the little verse

¢ Mi contra Fa
Est diabolus in Musica,”*

and they regarded such a parallelism of thirds also as a species of cross-
relation (see remark on §496), while Voglert denounces it as a rough, ear-
cutting offence against the capabilities of harmony [“ Harmonabilitit’].—
Fortunately, we have no occasion to plunge into this abyss of learned names
and reasons; since our ears at the present day, to say the least, perceive
nothing repulsive in these successions of thirds; as the examples quoted in the
foregoing section plainly show.

It is true, indeed, that many passages sound ill in which two parts move by
major parallel thirds; or, in other words, we find many ill-sounding passages in
which these parallels occur ; as, for example, fig. 917 ¢

(Fig. 917, 4. (%)
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But surely it does not follow from this that the parallelism by major thirds
is the cause of the ill effect of such passages; for, in that case, the very

* The Mi contra Fa is the devil in music. [John D. Heinichen observes,—p. 101
of his work, ¢ Der General-Bass in der Composition,”’—that we might with greater
justice say :—

“ Qctava deficiens et superflua
Sunt duo Diaboli in Musica.”
i. e. The diminished and the superfluous octave are two devils in music.—ED.]

t Page 62 of his Handbuch der Harmonielelre.
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passage above quoted would, by being so altered as to remove those paral-
lelisms as it is in £, cease to sound ill. But such, it is readily perceived, is not
the case; and this is of itself sufficient proof that the parallelism by thirds is
not the cause of the ill effect produced by the passage in fig. 917 <. The true
cause seems rather to lie in the several times repeated trivial and insignificant
alternation of the two secondary harmonies rri—ir—rirr—ir—irr.—(Compare
the remark on § 242, as also § 243.)

REMARK.

The cause of the faultiness of parallelism by thirds is supposed by our theorists,
again, to lie in the fact that such two successive thirds, particularly two major thirds,
always involve an harmonic skip.—Without being obliged to repeat what I have
already said in the remark on § 496, relative to the strange article denominated an
harmonic skip, I will simply glance at the following points, in a word.

If a faultiness were to be demonstrated to exist in the passage fig. 918,
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arising from a so-called harmonic skip, it would be necessary to pre-suppose, in such a
demonstration—(1) that two major thirds, following each other in two parts by the
regular degrees of the scale, always depend upon two major three-fold chords succes-
sively situated on two proximate degrees of the scale; and (2) that such a step of a
second in the fundamental harmony is faulty; (3) that two proximate three-fold harmo-
nies are not to be found together in any one key, but always indicate two different keys,
and that too even very remote keys, and thus always a digressive modulation into a key
but remotely related to the previous one; and (4) that such remote digressions are faulty.

After all that has already been said on former occasions, it surely cannot require any
farther proof to show how very untrue are all these premises, and how little adapted
they are to serve as fundamental principles for a demonstration of the reason why the
above-mentioned examples sound ill, and so much the less, too, since it is not even true
that a parallelism of two such thirds does sound ill in itself, as we have already seen,
partly from the above examples in fig. 918 £ and /, and partly from several of the fore-
going ones.

DIVISION 1IV.

PARALLELISM BY FOURTHS.
§ 503.

Parallel progressions by fourths are far less acceptable to the ear than are
those by thirds. y

The worst cases of this kind are those in which two parts alore run parallel
to each other at the distance of a fourth, as in fig. 919:



796 PARALLELISM BY FOURTHS.

(Fig. 919.)
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The reason why fourths of this description sound so very inharmoniously and
insignificantly, lies very much in the fact that the ear either cannot satisfy
itself, from such progressions, what harmonies form the basis of these harmonic
combinations, or is compelled to consider them, perhaps, as a series of chords all
in the second inversion, with the omission of the third (§ 74).,

But, even when the parallels are not thus naked, such a species of movement
is often rather disagreeable to the ear, and the most so when one of the parallel
parts is the base, because the ear in this case, for the most part, perceives a
series of chords in the second inversion; fig. 920, ¢, £ -

(Fig. 920, i.)
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We sometimes, however, hear a part proceeding parallel to the base at the
distance of a fourth, without experiencing any ill effect from it; as, for example,
in fig. 921, ¢;

(Fig. 921, z) KIRNBERGER. (k.)
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but this is the case only to the same extent that the ear justifies the fourths
which the eye here perceives, by conceiving to itself that the under part is an
harpeggiate part, and that this three-part passage is thus a four-part one, as in
fig. 921, £.

But parallel progressions by fourths are not particularly agreeable cven in
middle parts. The passage in fig. 922, for example,
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(Fig. 928.) S (Fig. 929.)
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Still, however, in the above-mentioned third-sixth position, they sound per-
fectly well ; as in figs. 930—932:
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DIVISION V.
PARALLELISM BY FIFTHS.
§ 505.

Parallel progressions by fifths usually sound ill, and it is very seldom of
good effect to allow two parts to run parallel to each other at the distance of a
fifth, or, as musical composers are accustomed to express it, to place two fifths
immediately after each other in direct motion.

The prohibition of these parallel progressions by fifths, which are usually
called forbidden fifths, forbidden fifth-successions, or forbidden progressions by

fifths, has acquired great celebrity in the theory of musical composition, and
not unfrequently have the entire merits of a musical production been decided
according to the more or less scientific observance of this prohibition ; so that
one should thus be led to believe that the whole doctrine of musical composition
consists simply and solely in the injunction to avoid such parallelisms.—Musical
writers have, accordingly, in every instance treated this chapter of the theory
with special fulness, and have, besides, even extended it to many cases which
can only, in a greater or less degree, mproperly be called parallelisms by fifths,
under the name of concealed ox hidden fifths.

In order, on our part also, to confer the due honour upon this celebrated
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chapter, we will prepare ourselves likewise to examine it with some ‘measure of
fulness and detail.

‘We will, therefore,

(A.) First examine the various species of actual or proper parallel pro-
gressions by fifths,—then also those which are improperly so termed, namely,
those progressions which, though really involving no parallel movements by
fifths, still have some resemblance to these, and are, on this account, brought
into this category, being considered as it were concealed parallelisms by fifths.—
After this,

(B.) We will inform ourselves as to ke merits of such a species of move-
ment, as to the admissibility or inadmissibility of the different varieties of such
proper, or more or less improper, parallelisms by fifths.

(A.) ENUMERATION OF THE DIFFERENT SPECIES OF PARALLEL PROGRESSIONS
BY FIFTHS.

(1.) Proper, actual or open Parallels by Fifths.
§ 506.

We will first consider the proper parallelisms by fifths, where, namely, two
parts actually run parallel to each other at the distance of a fifth.

This may take place in two different ways, that is to say, either

(a.) In a strictly parallel movement, or

(0.) In a movement not strictly parallel ;
just according as the fifths are of the same species ; as, for example,
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or of a different species; as, for example,
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§ 507.

(a.) In strictly parallel movement, and that too
(a.) At the distauce of purely major ﬁftlzs parts are found to run parallel
to each other in fig. 933 ¢












PARALLELISM BY FIFTHS.—DIFFERENT SPECIES.

(Fig. 942,i) W F  ( t () @) (m.)

A RS [ /o B [ R IR | g Kandlelion
S Sk oS-t ] OO & (@D Py | (@] 8-Co
y .1 =< (@ £ = (@} =
| (A= S = . .

QS 10O > S (@) b B B e = = (6B )
) i S f Sl 2 ]
R FR FR
I
[ o copdlic i} I | |
—r‘dé— O o'ol e e S T BT
ot o to S —lliciS sl oiitctS—s
- S o G ek S A o 5
d:V1 IC.‘V7 I vi
(Fig. 943.) BACH'S PIANOFORTE SONATA.
¥a¥ LW 4 ! b A gt
R 7 (S o | 2| N 1. — ] N I
Ot ge—d——|—9—w | e e Re | he T
J - q  q > P f I -
v v
VI_____.V P bo=e ]

! J I .,.!' =
= o F; e . <
e e 52 = -

L8 o I 4 t T
C:1 v GetV] I a:V I
(Fig. 944) E. W. WOLF. (Fig. 945.)
& TS TSR
_J/} WLy N
.._ = —e 1
( —:::J!: - .1:+1—.._ _egﬁg—" Stg=
% F_" FErEeatte =
o I . s L S S 2
(%{7 e p ﬁ’—ﬂ‘! = i E‘iilfer
a:1 v C:V7 I IVZovir a:VT7 g
(Fig. 946.) CH. G. SCHROTER. (Fig. 947.)
|
g Ll SRR B
%Z:SSS::!:::: el 1 — = TEEs
Qg - s—0-|{%-5|e ?-y—i 7 | e ot Ni
- 0 1"0 g o
J koot = 4 ey
I | 2l F
T s Gl el ) :
e ——:__‘”—."-‘—cl-—d—.‘:—' R
ES S e T o T e i | X I
4 e e e R SIS SE R
V I IV?ovm m? —, - ek B PR lTr
In the following examples,
Fig.948, ¢
(Fig By Rkt ¢ T BN
' _Jﬂ_gﬁ Lo I B
EE=== '—,:—_ i s me B B i
(31 I | .— A —e———o-P o 8
. ! | Iy o Erom
% R Siba R ER =Rt s Iioe k. LR RN N —
r»
N l= (@) ()l
(_Ll‘ = (@) i a H L
i ! ud =
- L H

cc?



804 PARALLELISM BY FIFTHS.—DIFFERENT SPECIES.

(Fig. 948, &.)
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fifths occur between transition-tones themselves.—Parallel progressions by mere
fifths are easily discovered also in figs. 949—952 :
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(b.) In the following passages, two parts likewise move in strict paral-
lelisms by minor fifths : '

(Fig. 953 (Fig. 954) ;1 o
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§ 508.

(6.) An example of two parts proceeding together in a movement 70f
strictly parallel (in fifths of unlike magnitude) may be seen in the two outer
parts of fig. 957 :
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Progressions of a similar deseription occur also in figs. 958—961 :
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J. HAYDN.
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(b) Harpeggiate Fifths.
§ 511
Another species of improper parallelisms by fifths sometimes afises fromi
harpeggiate progressions (§ 21). In the following fig. 968, <,

(Fig. 968, 7)) (k) )
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(compare §§ 513, 532, 542), the eye, it is true, discovers no parallel progres-

sions by fifths; but still, the ear, so far as it conceives the base to be an har-
peggiate part—an harpeggiate expression of two parts, as in £, perceives
forbidden fifths between the base and the second part, inasmuch as the
example, considered in this point of view, appears only as an harpeggiate
representation of Z. In like manner, one detects fifths between the base and
middle parts in fig. 969 :

(Fig. 969.)
_‘[7\
£ (@) o
. e ([®)
:]U = ﬂ o S ——
S
1 | L
o S [®) p=
&7 e
| ATt O S ]

1t sounds as if it involved these fifths, although #%e eye perceives no parallel
progressions by fifths.—Similar fifths may be traced out in fig. 970, ¢

(Fig. 970, 7.) KIRNBERGER. (%. )
B L ¢




PARALLELISM BY FIFTHS.—DIFFERENT SPECIES. 809

as also in figs. 971—975:

(Fi‘g. 971, 2.) KIRNBERGER.
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§ 512.

We have just seen that a passage sometimes exhibits parallelisms by fifths,
by its being considered as an harpeggiate representation of two or more parts.
On the contrary, we find also, in many passages, obvious parallels by fifths,
which cease to be so when they are regarded as harpeggiate progressions.

If we regard the following passage, fig. 976, 7,

(Fig. 976, 1.) (%) @)
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merely according to the notes, the eye sees entirely open fifths, as the brackets
show ; but the succession of fifths disappears the moment we regard the upper
part as an harpeggiate expression of two parts, as in £ and /: and, regarded in
this point of view, the upper | part from the first to the second measure, is not

considered as passmg from T to g, but as if it proceeded from a to g, and a

second part from T to e; and in such a conduct of harpeggiate parts there is of
course no parallelism by fifths. (Compare § 27.)—Still less equivocal is the
passage in m -

(Fig. 976, m.)
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(¢.) Parallelism of Fifths by Accent.
§ 513.
An impression of forbidden fifths is often conveyed to the ear when t4e
chiefly accented (emphasised) or otherwise prominent notes of two parts form

fifths by our conceiving the less important tones to be absent. In the following
fig. 977,

(Fig. 977,i) )
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the first and the fourth notes in the upper part render themselves particularly
prominent, while, on the contrary, those occurring on the lighter portions of the
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(Fig. 984, %.) ((®)
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as likewise in £ and /, where the concealed harpeggiate fifths, in fig. 974, p. 809,
are rendered still somewhat more imperceptible by tones foreign to the harmony.

(e) Parellelisms by Fifths arising from the Crossing of Parts.
§ 515. '

Again, another species of improper parallels by fifths consists of those
which are only concealed from the eye by the skipping of one part over another,
by the crossing of parts, while to the ear they are still equally -obvious,—or,
perhaps better expressed, by the movement of two parts, crossing each other,
which impresses the ear as a parallelism of fifths, provided it [the ear] conceives
the crossing parts nof to cross each other. The following example explains
this :

(Fig. 985, 4.) (%)
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if the first part here in 7 moves from ¢ to g, and the second from f to d—, the
case of course involves no parallel progression, and consequently no parallelism
by fifths. But if we consider what tones, what combinations of tones, the ear

perceives, we shall find that they are none other than, first, [f c], and then [g E]
It is true, indeed, that one part in this case gives the higher tone in the first
chord and the lower tone in the second, while the other part, vice versa, gives
the lowest note in the first chord, and then passes by a skip over the first part
to the highest note of the second chord; but it may easily happen that the ear
does not perceive such a crossing of the parts, or at least takes no notice of it
(§ 6), and, instead of truly following the thread of the parts as they cross each
other, confounds them, perhaps, and consequently construes the case in such a

manner as to make the same part which gave the highest note ¢ in the first

chord, also give the higher tone d in the second chord, and so as to make the
second part, in like manner, give the two lower tones f and g;—and, by
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regarding the matter in this light, the ear would of course perceive and under-
stand the said example as follows, as it stands in & :

1
d
g

L
it would, consequently, understand the case as if two parts proceeded parallel to
each other by fifths, which, to be sure, is not really the fact, but still it seems
so to the ear, and, accordingly, the latter [the ear] conceives itself to be hearing
parallel progressions by fifths, although, more accurately considered, none are
properly present.

Kirnberger* cites a similar example, fig. 986, 2 -
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This passage, in case we disregard the crossing of the two upper parts, sounds
most perfectly as if the second part constantly proceeded parallel to the base at
the distance of a fifth, as is somewhat more prominently exhibited in #.

This passage will, therefore, sound as if it contained forbidden fifths, par-
ticularly if both upper parts, as is here the case, are executed by like instru-
ments; for example, by two violins, and even perhaps every note detached by
each. Certainly, in such a case, the ear has no reason for ascribing the highest
note of the second chord to any other part than the one which also gave the
highest tone of the first chord: thus it will pay but little regard to the distine-

tion, whether the first violin, which first gave the tone -c:', gives, in the second
chord, the tone a of the upper staff, or the tone d of the next staff below,—

whether this d is given by the same violin which gave the tone'c, or by the
other violin. The ear will, therefore, in this case, easily perceive parallel pro-
gressions by fifths, although, according to the distribution of the parts, there are
really none present.

It must not be overlooked in this example, moreover, that it is not on
account of these fifths alone that the passage sounds ill, but (a thing which

* In his Kunst des reinen Satzes, I. Bd. p. 149.
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In the following passage also, from Mozart’s Don Juan,

(Fig. 993.) MOZART'S DON JUAN.
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the brackets point out such a concealed parallel progression by fifths between
the fourth part and the base,

[ I
eh d ¢ ab
eb db
I |

—as also in the following passage, from the first chord to the second, between
the soprano and the base :

(Fig. 994.) CHERUBINI'S MASS.
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(Compare §§ 245, 518, 520, and 538.)

I designate this species of improper or concealed parallelisms by fifths by
the term enserted fifths, on the ground that these progressions are, as we see,
only so far parallelisms by fifths, as we, in idea, ¢nsert or inferpolate a tone in
one of the two parts (for instance, the tone c in fig. 989, the tones f and e in
fig. 990, the tones A B and c in fig. 991, &e.).

I must farther observe, that the term concealed or kidden fifths is not

VOL. IL DD
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(and Schickt, from whose fundamental rules of harmony | Grundregeln der
Harmonie] I borrow fig. 996, is altogether more consistent than other writers,
who have entirely overlooked this latter species of inserted fifths).

Concealed fifths of this description may be detected by multitudes in the
foregoing manner ; in fig. 994, p. 817, for example, from the first to the second
quarter-note of the first measure, between the outer parts, are found exactly the
same species of fifths that were commented upon in fig. 996 Z, p. 818, and
another case of the same kind occurs also from the last note but one to the last
note, between the base and middle parts.

(9.) Fifths in Contrary Motion.
§ 519.

Still another species of improper parallelism by fifths is that of the so-called
JSifths in contrary motion.
In fig. 997, ¢,
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the upper part moves from’d to e, while the base proceeds from g to A.—This
is in itself, certainly, no parallelism by fifths; but since the tone g is but the
copy of the tone G, this conduet of the base does not differ materially from
what it would be, if it proceeded from g to a, or from G to A (say asin 4 or J),
which progression, G—A, would form a parallelism of fifths with the upper

part d—e. In like manner, we may detect other fifths in the same example
which lie concealed in the contrary movement :

[ M | |
a d b
G e

|

e
A d
¥ L i
and, considered in this point of view, this passage is little else than the above
quoted fig. 977 4, p. 810.

The same species of fifths are found in the following passage, fig. 998.

I
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(k.) Ear-Fifths.
§ 520.

Still another species of concealed or imagined fifths is found mentioned in
our books of instruction under the singular appellation of ear-fifths, though
without any regular definition of them being given.—But if we advert to the
examples to which authors apply this designation, we find that such cases are
uniformly intended by it as is the one in fig. 999, < -
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Thus, for example, Z%rck* says, “they are those fifths which are not indeed
actually present, but which, nevertheless, one imagines himself to hear”—(a
definition which applies without distinction to every species of concealed paral-
lelisms by fifths!). 5

For examples, he refers to such cases as those in fig. 999, r—aw, above.
According to these examples, therefore, ear-fifths Would be a particular species
of inserted fifths in contrary movement, namely

|
]
o[}
@)

(Fig. 999 m.) d
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More on such fifths in a subsequent part of this work. (§ 538.)

* In his Anweisung zum Generalbass, in the index, at the word, * Okrenguinten.”
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(3.) More extended Survey.
§ 521.

We have thus far considered, with some measure of fulness, how different
species of parallelisms by fifths may arise from the different ways of conducting
two parts, and from the more or less actually parallel position thence arising.
But it will readily be perceived, that this classification of the various species of
such progressions falls far short of exhausting the subject. For, we have, in
what precedes, uniformly had reference merely to the intervals lying between the
two progressing parts, merely to the movement of the parts (and thus as it
were have only embraced the dynamic ground of division), but have not at the
same time had any regard to the difierent possible harmonies and harmonie
suceessions which form the basis of such progressions of parts, nor to the ob-
viously most important distinetion involved therein, whether the movement by
fifths takes place during the continuance of one and the same harmony, as in the
previous examples, figs. 955, 956, and 959, p. 805 ; or at the time of an harmonie
step, and that, too, either an harmonic step in the same scale, as in fig. 960, &c.
p- 8053, or a more or less, wholly or partially digressive step, as in fig. 953, &e.
p- 805 ; and, again, indeed, of what harmony, of what more or less nearly related
key, and from what interval of this or that harmony to what interval of what
following harmony, under what more or less favourable circumstances, or under
what more or fewer concurring combinations of these or those of all the circum-
stances just adverted to, or of others, &c. (compare remark on § 99). Indeed,
a distinet classification might, again, with propriety, have been predicated upon
the consideration, whether the progression by fifths is made upwards or down-
wards, gradually or by skips (which, however, would also be a mere dynamie
ground of distinction), &e.

Contemplating the field in this point of view, one readily sees that if we
would classify separately all the various ways in which parallel progressions by
fifths may occur, according to the above, and still other grounds of distinction,
we should not very soon arrive at the end of our labours.

I here again find myself compelled to limit my treatment of the subject
to the classifications thus far exhibited, and merely to hint at the great extent
of the field, without being able even to measure it minutely, and still less to
bestow upon it a full examination.

(B.) MERITS OF THE PARALLEL PROGRESSIONS OF TWO PARTS BY FIFTHS.
§ 522,

After having thus far (from § 506 to the present place) taken a survey of
the different species of actual, and imagined or concealed, parallelisms by fifths,
we now come, in the natural order of topies, to the consideration of their various
merits.

On this point there exists a great contrariety between the old musicians and
the musical artists of the present day. The former avoided everything in the
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shape of a parallelism by fifths, with the most assiduous care, and shuddered
and had the ear-ache the moment they could anywhere discover even the re-
motest shadow of a parallel progression by fifths.—The latter, on the contrary,
lifting up their heads with a buoyant spirit of liberty and a dignified contempt
of antiquated pedantic prejudices, reject and condemn all the old prohibitions of
parallelisms by fifths, as pedantic trash and useless scholastic lore.

If we consider this subject in a sufficiently liberal point of view, we shall
see that, in this case also, the unconditional prohibition, on the one hand, is as
incorrect and ill founded, as is the unconditional contempt of it on the other.

The multitudinous variety of these parallels, and the numerous ways in
which they may occur, each of which is so essentially different from the others,
and which, on account of their extreme multiplicity, we have not been able
fully to enumerate, and much less circumstantially to examine (§ 521),—even
this essential diversity of the innumerable possible cases is sufficient proof of
itself that this subject again does not admit of being dispatched either by
universal prohibitions, or by a universal renunciation of them. Every one,
whose ear is not entirely uncultivated, will perceive, on reviewing the various
examples thus far referred to, that many of them really sound in the highest
degree disagreeably, while many others do no¢ sound ill at all, and that thus
both parties, as well the old ultras as the modern liberals, each in his own
way, are in error: and the chief cause of this error is obviously the fact, that
they all, contemplating the matter in a too limited point of view, do not survey
the entire extent of the subject upon which they undertake to decide ; and hence
they faney themselves to have found a principle of universal application, as soon
as they ascertain that it fits the limited scrap of the field which they may happen
to have before their eyes. (Compare remark on § 99.)

Far as we would keep ourselves from pronouncing such a universal decision,
productive only of partial and limited views, still, on the other hand, we find it
equally impossible to consider every branch of this subject separately, and thus
to exhaunst the field. Here again, therefore, we must, in the very nature of the
case, satisfy ourselves with giving mere hints ; but these shall at least have the
merit of distinguishing themselves from the dogmas heretofore laid down, by
the fact that they are not proffered under the misguiding assurance of their being
universal precepts.

With these limitations, then, we subjoin the following remarks.

(1.) Fundamental Principle.
§ 523.

It is entirely true that the parallel progression of two parts by fifths is
frequently, and indeed usually, disagreeable and repulsive to the ear, as is very
perceptibly shown by many at least of the foregoing examples.

The disagreeable effect of such a progression, however, is realized only in
cases where the ear can clearly and distinctly recognize and perceive such pro-
gressions. 'The more perceptibly and distinctly the parallel progression by fifths
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impresses itself upon the ear, the more sensibly is the infelicity usually produced ;
whereas, the more concealed, the less perceptible the consecutive fifths are, the
less is the annoyance which is experienced therefrom.

This principle, if applied to the different ways in which parallelisms by fifths
may oceur, leads to the following results.

(2.) Deduction from the foregoing Principle.
(a.) Fifths in Passages having several Parts.
§ 524.

In the first place, it follows, from the principle above stated, that parallel-
isms of fifths are less perceptible and consequently less repulsive in passages
having several parts, than in those which have fewer; because, in the former
case, the ear cannot well follow so definitely the progression of each individual
part (§ 28); and, on this account, the parallel movement of two parts in fifths the
more easily escapes its attention. This circumstance in some measure excuses
and justifies the before-mentioned example in fig. 937 7, p. 801. (Compare §§ 507
and 508.)—It is for the same reason, moreover, that the five-part passage in fig.
949, p. 804, does not sound ill.—The same is true also of fig. 993, p. 817. (Com-
pare §§ 517 and 525.)

(b) Fifths in Principal and in Secondary Parts.
§ 525.

A second result of the principle above established, is, that parallelisms by
fifths are particularly offensive in cases where they occur in oufer parts, or in
two parts which are by any other means rendered prominent above the others
(§ 8); as,e. g.in fig. 933, and Z, p. 800. The case becomes somewhat less
disagreeable when only one part is an outer or principal part, as in £ and 7/,—
and is the least so of all, when these parallels occur only between middle or
merely accompanying parts, as in fig. 934, p. 800. (Compare 506.)

It is not intended here to say that all parallel progressions by fifths which do
not occur between principal parts are simply on that account free from ill effect
(the contrary of which is proved by fig. 933, 4 and Z, p.800); but merely that
those consecutive fifths which are formed exclusively by middle or secondary
parts are Jess offensive, and, if still other favourable and meliorating circum-
stances concur, may sometimes become by such palliative means entirely free
from fault, and of perfectly good effect ; as is the case, for example, in fig. 993,
p- 817. (Compare §§ 517 and 524.)—The same is true of fig. 943, p. 803.

(c.) Fifths by the Doubling of Parts.
§ 526.

For the reason already mentioned in the foregoing section, those parallelisms
by fifths do not sound perceptibly ill which arise from the mere doubling of parts in
a higher or a lower octave, between one part and the duplicate of the other (§ 15).
Thus, e. g. the passage in fig. 965, < and £, p. 807, does not sound ill at all, even



§24, PARALLELISM BY FIFTHS.—MERITS.

though the second part runs parallel to the fourth in open fifths; for, the second part
is nothing else than a mere duplicate of the fifth in a higher octave (as, indeed,
all the three higher parts together are nothing else than duplicates of the three
lower ; or, vice versi, the lower parts may be regarded as duplicates of the upper;
and accordingly, in either case, either all three upper parts or all three lower
parts are mere secondary parts). Hence, consecutive fifths of #4s species, par-
ticularly in full instrumental compositions, are unhesitatingly employed every
day.

We will, likewise, in the proper place, make some mention also of the parallel
progressions by octaves which occur in the same example.

§ 527.

What has been said in the foregoing section applies only in cases where the
part is most positively and decidedly a mere duplicate of another; and, indeed,
in the example quoted, namely, fig. 965,7 and %, p. 807, chiefly because, here, ali
the parts throughout are doubled in the octave. When this is nof, to the full
extent, so decidedly the case, as, for example, in fig. 1000,
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the parallel progressions by fifths between the first part and the second are
more foreign and repulsive. The same thing would be perceived in fig. 965,
p- 807, if, say, the first upper part, or the first and third, were absent.

(d.) Fifths between Harmonic and Non-harmonic Tones. (§ 507.)
§ 528.

It may also be considered as a result of the above-mentioned principle, that
the parallelisms by fifths which occur between harmonic tones and tones foreign
to the harmony, as in fig. 940, p. 802, or as in figs. 941—945, pp. 802 and
803, sound less disagreeably, than the same parallels between exclusively
harmonic tones, as in fig. 933, p. 800, &e. That is to say, it would seem that
the ear does not so distinctly and definitely recognize parallels which are made
of so dissimilar elements.

Particularly, a mere skort transition-tone which falls into a parallelism with
an harmonic tone at the distance of a fifth, is not usually offensive to the ear; as,
e. g. in figs. 940,941, 943, pp. 802 and 803. In these examples, the ear seems
not to attend to these non-harmonic, transient, and, cousequently, in every respect
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insignificant tones, and seems to regard them as not being present, and to view
the case as if the base part in fig. 940 7, p. 802, had a dotted half-note e and
proceeded thence immediately to g ; or as if the upper part in fig. 941, p. 802,

had four quarter-notes c, or even a whole-note, instead of the eighth-notes; or as
if the middle part in fig. 943, p. 803, proceeded from ¢ to d; &e.

(e.) Like and unlike Fifths. (§ 508.)
§ 529.

It may also be regarded as in some measure a result of the so often quoted
fundamental principle, that two fifths @n not strictly parallel movement, as, e. g.
in the following passage,
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or as in figs. 958 %, and 963 ¢, £, /, pp. 805 and 806, often sound less ill than
exclusively strict parallels by fifths: because, namely, such a movement is in
fact less parallel than a movement which is strictly so.

On this point our theorists are accustomed to lay down, in particular, the
following rule, namely: a minor fifth after a major one is more allowable than
the reverse, namely, a major fifth after a minor one; thus, for example, the

first of the following forms is preferable to the other:

| | | |
8 f £ 8
rather than

c B B c

A I |
But, in laying down such universal rules, they have, as may be seen by the
examples quoted from them, only a single case before them; namely, the freely
admitted individual fact, that fig. 958 ¢ sounds altogether worse than fig. 958 %,
p- 805.—But the ground of this fact lies mainly in the circumstance, that the
former example contains also at the same time a comparatively unnatural pro-

gression of the fundamental seventh ¢, and that precisely such fifths as those in
figs. 958 £, and 963, pp. 805 and 806, in which the one part descends gradually
from the fifth degree of the scale to the fourth, while the other goes down from
the tonic note to the seventh degree of the next lower octave, do not make a
perceptibly unfavourable impression upon the ear.—The fact, that not every
succession of a minor fifth to a major one sounds equally well, is proved by the
progression from the first to the second chord, in fig. 957, p. 805; as also, on
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the contrary, figs. 960 and 961, pp. 805 and 806, show that the opposite species of
parallelisms by fifths is not always of ill effect. (Compare remark on §99.)

(f.) Concealed, tmproper Fifths. (§ 509.)
§ 530.

One will, moreover, readily infer from the same principle, that, in general,
all those fifths which we have become acquainted with under the name of con-
cealed or tmagined fifths arve, in general, less offensive than open and actual
fifths, and that they are always the more tolerable and the less prejudicial,
the more they are obscured and concealed; but, on the contrary, the more
questionable in their effect, the more they approximate the actual parallelisms
by fifths, and the more deceptive as such they may appear to the ear.

We will endeavour, for the sake of a more particular exhibition of this
subject, to make an application of the position just assumed, to the different
species of concealed fifths.

§ 531.
(a.) Interrupted by Rests. (§510.)

In the first place, parallel progressions by fifths whick are interrupted by
rests, and which, accordingly, appear as such only by conceiving the rests to be
absent, will not, on account of these interrupting rests, appear so definitely and
strikingly to be parallelisms by fifths, as they would if they proceeded in an
unbroken series; and this effect will be produced in a greater degree, according
as the interruption by rests is the more considerable, and the succession is thus
rendered the less immediate.

For this reason, in fig. 966, p. 808, for example, especially if the pause be
continued rather long, the ear will be scarcely able to perceive the fifths,—and
still less the fifths which occur between the first and the middle parts of fig. 967,
p- 808. Those which occur in fig. 964, p. 807, especially towards the end of
the example, separated as they are only by less considerable rests, would, it is
true, he perceived.—(The example in fig. 965 <, p. 807, needs no vindication by
the small rests, but has already been vindicated in § 526, and could not, even
if the rests were not present—as, for example, in £,—be called a case of for-
bidden progression by fifths.)

§ 532.
(b.) Harpeggiate Fifths. (g 511.)

For a like reason also, those parallel progressions by fifths which appear as
such only in consequence of so condueting a part as to make it represent Aar-
peggrately two parts, as in fig. 968, 1, £, Z, p. 808, are not ordinarily so offensive
as an actual parallelism of fifths between two real parts, One can, it is true,
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conceive to himself fwo parts in ¢ running parallel to each other in fifths, as in
% and Z; but still these are not two actual parts, but, so to speak, only an
imagined two parts; and hence swch a parallelism in fifths is not entirely so
striking and tangible as would be that of two real parts running parallel to each
other by fifths. Z'hese progressions by fifths are, of course, offensive to the
ear only when the movement of the harpeggiate part appears very definitely and
decidedly as an harpeggiate representation of two parts proceeding parallel to
each other by fifths; and, on the contrary, such a conduct of a part is much less
offensive when the part appears to the ear less as an harpeggiate expression of
two parts, than as only a mere melody. Thus, for example, fig. 973, ¢, p. 809,
is certainly quite unexceptionable ; since, as every one perceives, the ear is more
inclined to follow the thread of the melody of the upper part, as the melody of a
single part, than to take it as an harpeggiate representation of three parts run-
ning parallel to one another, as in £. So also fig. 975, 4, p. 809, does not sound
at all as if it contained parallel progressions by fifths ; but in /, on the contrary,
one distinctly feels the harpeggiate character of the progression, and consequently
the parallelism by fifths.

In like manner, those parallels in fifths which cease to be such whenever
the passage is regarded as an harpeggiate progression (§ 512), must always be
so much the less prejudicial, as the passage appears the more definitely to be
an harpeggiate progression. Thus, for example, the passage in fig. 976, m,
p. 810, is less exceptionable than the one in 7.

§ 533.
(c.) Accent Fifths. (§513.)

Those parallel progressions by fifths which one as it were imagines to exist,
only because he conceives none but specially emphasised notes to be present,
leaving the others all out of the account, as if having no existence in the piece,
are likewise perceptibly repulsive only when such particularly accented notes
are rendered wvery perceptibly prominent, and the other tones are thrown very
much into the shade. Therefore it was remarked, in § 513, above referred to,
that, in fig. 970, k&, p. 808, the progression from the second to the third quarter-
note sounds more as if it involved prohibited fifths, than it does in ¢, and, for a
like reason, the hidden consecutive fifths are more perceptible in fig. 978, £,
p- 811, than they are in <.

§ 534.
(v.) Fifths concealed by Transition-tones. (§ 514.)

Those parallels by fifths, moreover, which are masked by inserted transition-
fones, and are as it were bent out of the truly parallel course (§ 514), are always
less offensive than open parallels. Consequently, fig. 980, p. 812, is always
less repulsive than fig. 938, p. 802; fig. 983, ¢, p.812, less than 4 and fig.
984, p. 812, less than fig. 974, p. 809.
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§ 535.
(e.) Fifths by the Crossing of Parts. (4§ 515 and 516.)

For the same reason also, those parallelisms by fifths which appear to be
so only in consequence of the fact that one does not observe the crossing of two
parts, and confounds their thread (§ 515), are perceptibly repulsive only in cases
where the ear can easily confound the threads of the crossing parts. On the
other hand, so soon as the threads of the crossing parts render themselves suffi-
ciently prominent and distinct, those successions which one can imagine to be
parallel progressions by fifths only when he apprehends the crossing parts as
not crossing each other, cease to involve any perceptible ill-sounding parallel-
isms by fifths. Thus, for example, the passage in fiz. 987, 7, p. 815, although
it exhibits parallel progressions in fifths, provided one considers it merely accord-
ing to the notes, as in £, without any regard to the threads of the parts, still is
not to be regarded as a faulty and ill-sounding parallelism by fifths. The same
may be said of the passage in fig. 52, ¢, p. 123. (§5.)

And, on the contrary, fifths which, like those, for example, in fig. 988, <,
p- 815, are disguised by the crossing of one part over another, and which accord-
ingly are never free from parallelisms by fifths, except when one imagines the
parts wot to cross each other (§ 516), but which become perceptibly prominent
as soon as one observes the crossing of parts,—these fifths, I say, are, on the
contrary, so much the more striking and perceptible, the more definite and
distinet the threads of the parts which cross each other are made, and the more
perceptible the crossing of the parts becomes. Consequently, in fig. 988, 7,
p- 815, if the upper part were to be executed, say by a violin, and the two under
parts by wind instruments, the fifths between the base and the middle part would
become very perceptible ; but far less so, if, say the two upper parts, were to be
performed on the pianoforte, in which case one would far sooner perceive the
passage as it is in £,

§ 536.
(t) Inserted Fifths. (§ 517.)

Mere wnserted fifths (§ 517), moreover, it is easy to understand, do not
sound so ill as actual fifths; for the very natural reason, that they do not, in
fact, really constitute parallelisms by fifths: and, after all, the parallelism by
fifths in such progressions lies wholly in the imagination. Hence it is indeed
true, that even such fifths, though in a measure feigned and unreal, yet often
sound really ill ; as, for example, in fig. 992 ¢, p. 816, where they occur in the
outer parts (not in a middle part, asin 7); asalsoin fig. 994, p. 817. But it is
equally certain that a sound ear can find nothing objectionable in such passages
as occur in figs. 989 ¢, 990 7, 991 ¢, 992 /, and 993, pp. 816 and 817, or even
in figs. 995 and 996, p. 818; and it is unfortunate (for the sake of the consist-
ency commended in § 518) that Schickz™ considers himself under necessity of
designating such progressions as those in fig. 996, 4, 4, 7, p. 818, by the terms
“ not allowed,” < faulty,” and “ not good.”

* In his § 9.
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My presumed explanation seems still farther to be strengthened by the fact,
that the infelicitous character which pertains to the passage in ¢, is not to be
found in ¢, p. 820. That is to say, the second harmony here is a dominant
harmony, and in #%s it is the less necessary to place the fundamental third in
a principal part, inasmuch as the fundamental third is by no means indispen-
sable in ¢k7s harmony, but may, without impropriety, be wholly omitted. (§ 74.)

These different considerations may, at least un some measure, serve to ex-
plain the matter ; although I very freely acknowledge that this explanation is by
no means completely satisfactory.

(g.) Closing Remark. (§521.)
§ 539.

In addition to the different circumstances adverted to, from § 524 to the
present place, still a multitude of others might be enumerated upon which the
admissibility or prohibition of a parallelism by fifths may depend.

Thus it may be said, in general, that the ear sometimes fails to receive a
disagreeable impression from such parallels, simply because its attention is di-
rected to something else, and thus is as it were diverted from the parallel move-
ment of the parts.  This is particularly the case, sometimes, in digressive har-
montc successions. 'Thus, for example, the reason why the parallelism of two
minor fifths, in fig. 953, p. 805, does not sound ill, lies perhaps chiefly in the
fact, that the attention of the ear is diverted from following the thread of the
parts by the digressive modulation, and is turned more to folowing the thread of
the modulation.

A favorable effect also seems to be produced by the digressive modulation
in figs. 949, 950, 951, 954, and 996 7, =, &c. pp. 804, 805, 818.

‘We might even say, perhaps, that, in figs. 956 and 962, pp. 805 and 806,
the simultaneous occurrence of three tones foreign to the harmony in a mass so
engrosses the ear, that it forgets to bestow any attention upon the parallel
movement.

All these, and still many other circumstances, which it would be tedious
fully to enumerate, may contribute to mitigate the ill effect of parallel progres-
sions by fifths ; and this is obviously so much more the case, the more these pal-
liative circumstances concur; so that, in fact, many parallels cannot be consi-
dered as in the least ill in their effect; as, for example, in figs. 943, 960, 961,
965, 967, 984, 998, pp. 803, 805—808, 812, 819, and others which it would
be superfluous here to mention.

‘Whether, and under what circumstances, a parallelism by fifths may be
considered as sufficiently palliated and free from objection, cannot, in the nature
of the case, be very minutely and accurately defined, and the final decision must,
after all, be submitted to the test of a cultivated musical ear.

Upon the whole, I would advise every composer, in doubtful cases, always
to avord a parallel progression by fifths, in preference to admilting it; partly
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because, even if it does not sound repulsively to Azs own ear, on his trying it,
perhaps on the pianoforte, it possibly may sound so to another ear, under differ-
ent circumstances ; and partly, also, because he always at least exposes himself
to the criticism of many affected, fastidious pedants, even by the least exception-
able parallel progressions by fifths,—which thing it is preferable, as far as
possible, to avoid.

REMARK.

Musical authors have also felt obliged to assign a reason why parallelisms by fifths
sound ill, and, in doing it, they have fallen into some of the strangest whims. (Com-
pare remark on § 99.)

There are some, for example, who would derive the cause from the favorite doctrine
of consonances and dissonances, and indeed particularly from perfect and imperfect con-
sonances. A fifth, they say, is a perfect consonance, and two fifths, two perfect conso-
nances in immediate succession, are foo excessively consonant, involve too much natural
agreeableness of sound, and, therefore, sound ¢/ /.. !—

Others teach thus: (1.) two fifths in immediate succession always point to two three-
fold chords. (*—See figs. 948, 953, pp. 803 and 805, and 1001, ¢, &, below :)

(Fig. 1001 i)
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(2.) two different three-fold chords point to two different keys; (*—Fig. 1001/, m, above),
—and (3.) therefore (*—Pray! may not two keys, then, follow each other? Fig. 1001 =,
above), two fifths in immediate succession sound ill.—This is what the gentlemen call a
demonstration of the reason why consecutive fifths sound amiss !

Under ordinary circumstances, it would be incredible that a man should presume to
proffer demonstrations of suck a character, in theoretical works of instructions, for pure
coin. But, that it is in fact done, and even in the most modern theories, as well as in
others, may be seen, for example, from the Elements of Harmony* by Mr. chapel-master
Frederick Schneider (previous to the publication of the first edition of the third volume
of my theory)t. Here it is,—page 52, § 146.

«If one hears two tones which stand at the distance of a major fifth from each other,
he will involuntarily be led to construe this connection of tones” (sic) “as a threefold
harmony of the first degree of a major key. The major third, which is wanting, is
supplied by the ear, namely :

sounds to us like a:§:',¢ E =2

* Elementarbuck der Harmonie.
+ The reference here is to a portion of the author’s work lying between § 312 and
§467, this portion constituting the third volume of the work as originally published.—Tr.
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This passage, as one perceives, is synonymous with the one above selected in'(1) ; and
here also the very first thought which presents itself, is, (0.) ‘
that the entire premises are strikingly untrue. In the
first place, as is clearly shown by the foregoing examples,

there is not a word of truth in the statement that two F
tones at the distance of a fifth from each other always C: V—vi1
point to a three-fold chord, and that two successive fifths G

d

always point to two successive three-fold chords. It is wv—-V
untrue, in particular, that the harmonic combinations re- g: 1—d:V
ferred to always indicate two major three-fold chords. F: n—d:V

Why not two minor ? e. g. I1—111 in F-major,—or a major and a minor? e. g. C: V—vi1,
or G: I—11,—or d: 1v—V, &e.
But we will assume even, that two-major three-fold (p.) S T

chords are always indicated by two such fifths (which is FET ey ¢ smas
by no means true), yet it is still farther false, that two :

successive three-fold harmonies always impress the ear D: IV—YV
as being both tonic three-fold chords, as I; since, for G: I—-D:V
example, the harmonic succession (G—72 may be, at one C: V—d:V

time, D : IV—V, at another G : D :V, at another C: V—d :V, &c. but will least
frequently of allbe G: I—4 : I!

But even if we assume this to be true, and also let it pass as true, that, in the examples
referred to, the ear now directly perceives the harmonic succession G : I—4 : I,—also that
this harmonic succession is faulty, and that fherefore the parallelism by fifths sounds ill,—
still, even all this being taken for granted, it would follow, (q.)
that in the subjoined example g, the parallelism by fifths S o ey
does not sound ill, since the ear does not, in this case, R T S
supply the major third.

From the foregoing examination of the fundamental principles of Mr. Schneider’s
demonstration, it is seen that an edifice based on syck a foundation must easily fall to
ruin of its own accord, without the necessity of making any onset upon it. It is, namely,
farther said, in

<« §147. Two consecutive fifths may occur in direct movement, either gradually or
by skips.”

(a.) ®) (c) ) (e.) f) (9 (%)
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¢ Now if such a fifth-step takes place gradually, as in a, b, ¢, d, the sudden digression
into another key, not standing in a sufficiently near alliance to the first, produces a re-
pulsive impression upon the ear ; on this account, the consecutive fifths in ¢ and d are still
more harsh, because the keys whose fundamental tones one imagines himself to hear
stand in a still more remote grade of relationskip, than they do in @ and 4.”—(Thus
Mpr. Schneider, here again perfectly agreeing with the position assumed above at (2),
supposes the above harmonic combinations to be exclusively tonic three-fold chords, and
thus that in () there is an harmonic step from C-major to D-major,—in (), from C'to Bb,
—in (c), from C to Db, &c. and, in coincidence with the above position (3), he also
farther assumes, that such digressions are forbidden digressions, and #herefore that the
parallel progressions by fifths are of ill effect !'—) ¢ The skipping successions of fifths
in (e) and (f) are altogether less disagreeable to the ear, inasmuch as the keys of which
one conceives himself to hear the fundamental tones’’ (tonic harmonies) ¢ stand in the
nearest grade of relationship ;’~=(?)— but not so the fifths in (g) and (&).”—(Now

VOL. 1I. EE
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the whole thing depends upon circumstances, and hence, how such examples sound in
the present case, entirely without the third, and out of all connection, is of no manner
of importance as it respects the cause of the faultiness of their progressions.)—* But
such equal skips of chords (we assume, namely, that the ear takes all these fifths to be
three-fold chords)’,—(and therein lies the oft-repeated great mistake !)—are also, ac-
cording to the remark in § 143, as much as possible to be avoided; consequently it is
easy to see why the fifths in (e) and (f) should be avoided.”—(In the remark referred
to is found only : ¢ Such a like progression of all the parts together upward or downward
always exhibits also an air of stiffness and awkwardness.”)

Fipally, according to § 150, a proof that the causes of the faultiness of parallel pro-
gressions by fifths, which [causes] are adduced in § 147, are not only the ¢rue, but even
« the only ones,” is supposed to lie in the fact that the following fig. (a.)

(a.) | @) l (cl-) l (dl.)
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sounds badly, but not fig. (.),—and fig. (c.) still better.—Such an argument (not to
mention, for brevity’s sake, many others) needs no refutation, for the very good reason
that in fact one of the examples sounds as miserably as the other, though fig. (a.) may,
perhaps, be a little more repulsive on account of its committing an offence against the
principles exhibited in our § 339. See also §§ 524 and 539.

It would be easy, in few words, to point out a multitude of other incongruities to
which the before-named mode of explanation would, if adopted, necessarily lead: as,
for instance, that if one were to assume the cause of the ill effect of the following
example (0.) to lie in the succession of the two three-folds harmonies ¢ and A, whether
that succession be ideal or actual, then of course a like ill effect would exhibit itself also

in (r.) or (s.):

(0) e (S) ¥
e o - e
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that the whole demonstration, in general, even if its assumptions were materially cor-
rect, would prove a great deal too much, and, in doing so, would fail altogether to prove
what it is intended to prove ; for, on the one hand, it admits of the inference that every
succession of two harmonic combinations, in the first of which occur, for example, the

tones g and d, and, in the second the tones a and e, would be faulty, and, accordingly, the
above fig. (r) also would be a faulty progression by fifths ; while, on the other hand, it
assigns no cause whatever why two such harmonic combinations sound ill only when the
two fifths follow each other in direct or parallel movement, which happens to be just the
thing and the only thing to be proved, &c. &e.—!!

It is here again perceived to what it leads, if one feels himself obliged always to
assume the air of knowing the cause of everything, even if he really knows nothing at alj
about it.

Moreover, as it respects the phantom, called ¢ karmonic skip” {«“Harmonieensprung”],
which, as we have heard, is likewise employed as an ingredient [ingrediens] for demon-
strating the cause of the prohibition of consecutive fifths (compare Tiirck’s Guide to
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Thorough Bass*, § 55, remark),—it would, after what has been said in remark on § 496,
be an idle waste of time to squander another word upon such unmeaning gibberish.

(C.) MEANS OF AVOIDING PARALLELISMS BY FIFTHS.
§ 540.

In addition to all that has thus far been said, it still remains to us now to
give some hints upon the method of avoiding disagreeable parallel progressions
by fifths. (See figs. 933—1001, pp. 800—832.)

This can most easily be done, for the most part, by muwtually inverting the
two parts which run parallel to eack other, thus converting the upper part into
the under, and vice versd. By this means the parallels by fifths are changed
into parallels by fourths, which latter are usually less disagreeable in their
effect than the former. Thus we can remove the fwo-fold parallelism of fifths
in fig. 937 ¢, p. 801, for example, by giving the harmony such a position as is
found in #—In like manner we can, in fig. 939, p. 802, invert merely the two
upper parts, as in £.—So likewise the fifths in fig. 933 ¢, p. 800, at least in
part, admit of being changed into fourths, as in m.—The passage in fig. 948 <,
p- 803, would not admit of being improved in this way, as is apparent from %,
p- 804, for it would then be as in Z. (§ 503.) Nor would the passage in fig. 946,
p- 803, sound much better by having its fifths changed into fourths, as in
fig. 947, p. 803. Fig. 962, p. 806, on the contrary, would always be less
exceptionable in the position which it has in %, than in that which is found in 2.

§ 541.

Another means of avoiding parallelisms of fifths consists in entirely chang-
ing the course of the one or the other of the two parts. Thus, the faulty
passage exhibited in fig. 933 7, p. 800, would admit of being materially im-
proved by altering the two under parts, say as in m,—or the upper parts as
in o,—or even as in p and ¢, where entirely different harmonies incidentally
appear.

In like manner, such parallelisms by fifths as occur in fig. 937 ¢, p. 801,
may be avoided by altering the conduct of one part, as in m, or n, &ec.

In a similar way we can remove the parallelism of fifths in fig. 942 ¢, p. 803,
so far as we find them repulsive, by altering the passage as in £, /, or m.

It must not, moreover, be overlooked, that in the examples thus improved in
fig. 937 m, &e. p. 801, and fig. 942 m, p. 803, at least concealed fifths may
always be traced out,—which, however, are not here of ill effect.

§ 542.

If we either cannot or will not apply the expedients which have been
mentioned in the foregoing sections, we must content ourselves with merely

* Anweisung zum Generalbass.
EE 2
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concealing or alleviating as muck as possible the parallel progressions of fifths ;
that is, with removing them as much as possible from the attention of the ear,
and with changing the open fifths, where 1t can be done, into concealed. A
sufficient guide to this is furnished by §§ 525, 530 —537, and hence it is now
necessary only to quote a few examples.

It is evident, from what has been said in § 525, that the comparatively
ill-sounding passage in fig. 992 ¢, p. 816, admits of being materially improved
by transferring the concealed fifths from their situation between the two outer
parts to one involving at least one of the less conspicuous middle or otherwise
secondary parts, and thereby, as it were, concealing them, as in Z.

The disagreeable effect of a parallel progression by fifths often admits of
being removed also by changing these fifths into the less offensive karpeggiate
JSifths. Accordingly, the very ill-sounding passage exhibited above in fig. 936,
p- 801, may be considered as somewhat improved, if it be altered as in fig.
968 7, p. 808, or, still better, as in fig. 971, 4, %, p. 809; on which account;
even Kirnberger* describes such passages as that in fig. 971 7, and also that in
fig. 970 ¢, p. 808, as free from fault.—So also the passage in fig. 939, p. 802,
appears better in such a form as is found in fig. 974, p. 809, and certainly
quite unexceptionable if the consecutive parallels of the upper parts be in
some measure removed by intermediate tones foreign to the harmony, as in
fig. 984, p. 812.

Thus even Kernberger+ considers the fifths in fig. 938, p. 802, as sufficiently
concealed by the tones foreign to the harmony in fig. 980 £, p. 812.

An example, showing how a parallelism by fifths may te not so much con-
cealed as rather converted into mere imagined fifths, by the crossing of parts,
is shown by the above passages in fig. 987, ¢ and £; p. 815, since the parallelism
of fifths which appears in the latter almost entirely disappears, if we make the
parts cross each other as in 7, so far at least as the one part is perceptibly
distinct from the other.—Kérnberger gives this example as one that is entirely
unexceptionable.

§ 543.

But if these mitigating expedients do not admit of being applied, or if they
are not adequate to the entire removal of the disagreeable effect produced by
the parallelism of fifths, no other course remains but to abandon altogether the
musical thought which involves such an infelicity, and to substitute an entirely
different one in its place.

(D.) THE REGISTER OF FIFTHS IN THE ORGAN.
§ 544.
I cannot here deny myself the opportunity of calling the attention of my

readers to a peculiar phenomenon, whick seems to nullify the whole prokibition
of parallelisms by fifths.

* pp. 150 and 151. t+ L Bd. p. 30.



ORGAN REGISTER OF FIFTHS. 837

That is to say, there is (as already mentioned in the remark on § IV) a
peculiar arrangement in the organ—namely, the register of fifths—whereby,
by striking any individual key, we are made to hear, in addition to the tone
appropriate to that key, also at the same time its major fifth (or double fifth—
twelfth, &c.) ; as, for example, on striking the G-key, we hear, besides the tone

G, at the same time also the tone d, d, or d,—on striking the A-key, we hear
likewise the tone e, e, e, &c.—and in connection with the B-key, also the tone

f1, T4, or ?ﬁ, &c.—so that if we strike the keys G, A, B, ¢ in immediate succes-
sion, we are made to hear, in addition to these tones, likewise the fifths of these
with them, as is shown by the points in fig. 1002, < and % -

(Fig. 1002, 3.) (%) , ®
- S
(6 YO _5..___1
e P —
o PN o W P o

Thus it is seen that the register of fifths produces an unbroken series of
parallels by fifths; and we very justly feel surprised that an intolerably ill
effect is not constantly experienced therefrom.

The case becomes entirely unaccountable, when we learn still further, that,
‘besides this register of fifths, there is also another register of zkirds (the two,
taken together, being called also mized registers), which causes us to hear, in
connection with every tone that is struck, likewise its normally pure major third
(double or triple third), as in fig. 1002 7, above; so that, by virtue of the
register of fifths and the register of thirds, we may, on striking, say, the keys

¢ g bb &, hear all those tones together which are pointed out in the remark on
§IV,p.8.

It would not, in fact, be easy to comprehend how it comes about that our
auditory nerves can bear such music! did not the remark made on § IV help
us out of the difficulty by assuring us that such registers of fifths never sound
otherwise than ill, except when—they are not heard. This remark, whose
truth no one, on making an experiment, will be able to evade, at once saves
us the trouble of seeking farther, and who knows how learned, reasons and
explanations why such registers of thirds and fifths are not painful to our ear.
So much at least as this is settled thereby, namely, that the register of fifths
in the organ does not conflict with the doctrine of the ill effect of perceptible
parallel progressions by fifths ;—and hence, Vogler* has justly observed that he
would not be afraid to let a tenor-violin proceed in a parallelism of pure fifths
with the base part throughout an entire piece of music in many parts. He is
certainly quite right, so long as his tenor-violin is not heard.

I have written more extensively on this subject in Ersch’s Encyclopzdia,
under the article—Accessory tones [Beitone]. (Compare remark on § IV.)

* In his Ilandbuch der Ilarmonielehre, p. 63.
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Several such octave parallels are found also in fig. 1017, ¢, as the brackets
show :
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(Fig. 1017, 2.) HUMMEL’S 1%t MASS.
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Compare £ and /.

On the contrary, there are passages, again, which, considered merely accord-
ing to the notes, seem indeed to contain open parallels by octaves, but which
cease to do so, in case the passage is regarded as an harpeggiate progression.
In the following passage, in fig. 1018 ¢,
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the eye, it is true, provided we regard the passage directly according to the
notes, perceives open progressions by octaves. But these disappear, if we look






QCTAVE PARALLELS.—DIFFERENT SPECIES. S45

(Fig. 1021.) CHERUBINT'S MASS.
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§ 552.
(d) Octave Paralells concealed by Transition-tones.

Octave parallels sometimes occur concealed by transition-tones, as, e.g.

fig. 1022
(Fig 1022) (™ 2 o
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Similar octaves, imperfectly concealed by short tones foreign to the harmony,
are found in figs. 1023 and 1024
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(Fig. 1024.)
Vcllo _ﬁ P_
D et o et
( iac.d _::P “‘_ — i ! :
Iil‘one.
5 ®
B

—The parallel in fig. 1025 is concealed by a more important tone foreign to

the harmony.
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In the following passage also, fig. 1026 <,
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provided one conceives the harpeggiate base part not to be such, but as it is in
k, he will perceive concealed harpeggiate octaves between the outer parts.

B

aoll

I
[
|

which are merely forced a little from the parallel course by the transition

— W el

tones d and ¢ inserted in the upper part, but are still sufficiently perceptible
to the ear, inasmuch as such a conduct of the outer parts at once strongly
reminds one that the parallels would be open, provided the transition-tones were
considered to be absent, as in Z. The parallels would be still more perceptible
in m and 7, than they are in .

§ 553.
(e.) Octaves by the Crossing of Parts.

That many octave parallels, only imperfectly avoided by the crossing of
two parts, are sometimes perceived as actual parallels, may be seen from the
passage in fig. 1027, already referred to in § 515, namely : ’
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—And so also in fig. 1028 ¢,
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where in fact no part seems parallel to another, still, one may, by merely
comparing the series of the upper tones with that of the lower, discover parallels
by octaves, as is shown by 4.
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(3.) More extended Survey.
§ 556.

Since it would bere likewise lead me far too much into detail to pursue the
discussion of these and other like species of concealed octaves still farther, I
must here again relinquish the merit of completeness (compare § 521), and
satisfy myself simply with adding a few remarks on the admissibility or pro-
hibition of parallel progressions by octaves.

(B.) MERITS OF PARALLELISMS BY OCTAVES.

§ 557.

The ecase is, in general, the same with these parallelisms by octaves as we
have already (in §§ 522—539) observed it to be with forbidden fif?s.

(1.) The parallel progression of two different parts at the distance of an
octave frequently and indeed usually produces a disagreeable and repulsive
effect; as may be clearly enough perceived, for example, from fig. 1005, p. 839.

(2.) But, for the reasons that parallelisms by fifths often sound only a
little disagreeably and sometimes even not at all, this is also the case with paral-
lelisms by octaves. Hence,

(a.) Octave parallels in musical compositions Aaving many parts, are the
more easily passed over by the ear (compare § 524)), and especially

(b.) When octave parallels fall into middle and otherwise subordinate
parts, they are less apt to be noticed by the ear, than when they oceur in prin-
cipal parts. (Compare § 525.)

(c.) But, particularly, those octaves are entirely unexceptionable which
arise, in the case of merely doubling @ part in a higher or a lower octave
(§ 15, ¢), between this part and its duplicate. The octaves in figs. 1010 and
1011, p. 841, for example, are of this description; as are also the open octaves
in the first two measures of the pianoforte accompaniment in fig, 1008, p. 840.

So, in an orchestra, we may, e. g. in a symphony, allow the part of the
violins to run an octave higher than that of a flute. In this case, it is true, the
flute proceeds uninterruptedly at the distance of an octave above the violin
part; but since it is virtually but a mere doubling of the violin part, the octave
progression in suck a case is quite unexceptionable. The flute part is not to
be reckoned as an independent part, distinet from that of the violin, but only as
one and the same part, though on a smaller scale; and thus there are not in such
a case two distinet parts running in octaves to each other.—In like manner, we
often hear, and with the finest effect, a wind instrument playing in octaves or
double octaves to a vocal part, or one instrument with another ; as, for example,
the first violin in double octaves to the vocal part in fig. 1039 :

FF2
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8o, in an orchestra, the violoncello almost always proceeds an octave higher
than the violono, which latter is in its own nature an octave lower than the
violoncello—(as does frequently also the tenor-violin one octave higher, and
sometimes, moreover, still other instruments by several octaves higher,—to which
subject we shall again recur in the doctrine of instrumentation, and of which I
will only quote as a single example the so-called cymbal base in the organ).
The case is substantially the same when octaves are played with the left-hand
on the pianoforte, or a melody or single passage is performed in octaves by the
right-hand.—Fig. 1023, p. 843, is of a similar deseription : here the two under
parts, though the one proceeds exclusively in quarter-notes, while the other is
ornamented in its course by sixteenth transition-notes, still are in all essential
respects to be regarded as virtually one doubled part—as a lowest part—as the
base part.—The case is the same in fig. 1024, p. 846.—Likewise in fig. 1006,
p- 840, where the violoncello part is ornamented with the harmonically foreign
tones f, gif, ail, and runs in (partly unlike) octaves ahove the violono part, the
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two are to be reckoned only as one single base part, and so of course the octave
parallels in this case are not to be regarded as forbidden progressions.

Indeed, we find entire passages, and sometimes even whole pieces of music,
in which all the parts proceed in octaves to one another (compare §32), and
which in this case are to be considered in one sense as only one-part composi-
tions, and are even not unfrequently marked with the ¢ all’ unisono” (“n
unison”’) although such a case is not strietly in all respects a wnison, but a
unison in a subordinate sense.

For a similar reason, we do not regard it as a case of forbidden progression,
if a vocal part, particularly a base vocal part, runs in octaves above the merely
accompanying proper base part.—It is not inadmissible even for a soprano part
occasionally to proceed in octaves to the base, and thus as it were for a time to
represent, in a subordinate measure, a base part,—an occurrence which not
unfrequently takes place in the terminations of phrases by the harmonic succes-
sions V7—1I, or V7—1. An example of this kind is found in fig. 1008, p. 840.

In all cases of this species, where two or more parts proceeding in octaves
to each other are virtually one and the same, such progression is altogether
unexceptionable, since it is not properly two dyfferent parts which thus proceed
together. We can speak of forbidden octaves only in cases where two parts
which are radically distinet throughout, and which must necessarily be so, run
parallel to each other in octaves.

It is a different case, however, when the two parts thus running parallel to
each other at the distance of an octave are not thus decidedly to be regarded as
one and the same (compare § 527), when they do not, as in the example quoted,
proceed together throughout, or at least for some entire portion of the way, but
while they must properly be considered as in the main two distinet parts, still
once in a while incidentally take a single step together in octaves; as, e. g. in
fig. 1040,
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in a single instance proceed together by octaves, as follows:
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—TFig. 1041, likewise, is to be considered as quite impure in this respeet :—

(Fig. 1041.)
A From Gretry’s Richard Ceeur de Lion, according to the original score.
ndante. N A N
L BT WO M E— i gre s 2 gl M
%:’trr R e e :’—-'-L,._
L - ErAslE
Que le Sul-tan  Sa - la-din ras-sem-ble dans son Jar-dln un troupeau de Jou-ven
=)
— Ry s Lo | 4\ |
o e e 5 2 e i v g 7 'ﬁ._ -+
—®- _p_j";_i‘ét- ! 4 "— el
N e e L s p_g_ o
J | [ YRt AT l f |’ .
Lt [l ]
i L IR *
LA L A SR O B @Y e et ol it R o
sk et F—| ; i et
\ == ' G R
(= ]
as is also fig. 1042, & and 7:*—
(Fig. 1042, 4.) (D) () (m.) (n.)
’ — %
. = e I =
9—!——' ™ e B S e
-e _ -o b 4 -o
A S | - | S o | |
—.'—0—-‘ *—o—o @ oI
Lezed

and even the progression designated by brackets in fig. 1039, p. 852, is not
entirely above criticism.

(d.) All species of concealed octaves; in general, are not so offensive to the
ear, as actual and open octaves, and are always the more tolerable and the less
exceptionable, the more they are covered and concealed ; while, on the contrary,
they are the more unhappy in their effect, in proportion as they approximate the
real, actual octaves, and the more illusive, as such, they may seem to the ear.
(Compare § 530.)

(a.) Hence, those octave parallels which are separated by rests (and
which appear to the ear as such only by conceiving the rests to be absent) do
not, in consequence of this interruption, impress the ear so unfavourably as if
they proceeded in unbroken suceession ; and this meliorating effect is increased
in proportion as the interruption is the more considerable and the succession the
less immediate. (Compare § 531.) Accordingly, in fig. 1009 <, p. 841, the ear
can perhaps scarcely perceive the octaves.

(b.) For the same reason, moreover, those octave parallels which appear
as such only so far as one conceives a part to be an Zarpeggiate representation
of two (§ 550), are, for the most part, less offensive to the ear, than actual
parallels by octaves. (Compare § 532.) Thus, in fig. 1013 ¢, p. 842, one can
easily conceive to himself two parts running parallel to each other by octaves,
as in ¢, still these are not two actual, but only two imaginary parts, and, con-

* There are no parallel octaves in /, but still the example is faulty ; see § 558.—Ep.
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sequently, the octave parallels in such a case are not so tangible and striking
as they would be if two real parts actually thus proceeded together in octaves.
Hence, octave progressions of this species are of course repulsive only in cases
where the movement of the harpeggiate part appears very definitely and deci-
dedly as an harpeggiate representation of two; and on the contrary, such a
progression is much less offensive in cases where it appears to the ear nof as an
harpeggiate expression of two parts, but merely as a single melody. Thus, for
example, the passage in fig. 1015, p. 842, so far as it respects the hidden
octaves to be found in it, is rather unexceptionable, since here, as every one
perceives, the ear is more inclined to follow the thread of the melody of the
middle part as the melody of a single part, than to take it as the harpeggiate
representation of two parts, one of which runs parallel to the base in forbidden
octaves.

On the other hand, those octave parallels which cease fo be such so soon as
the passage s regarded as an harpeggiate progression, are always so much the
more unexceptionable as the passage more definitely and decidedly appears to
be an harpeggiate one; thus, for example, the passage in fig. 1018 », p. 843, is
much less exceptionable than the one in 7.

In a similar way, the octave parallelism in fig. 1019 ¢, p. 844, excuses itself
on the ground that one might, perhaps, as already remarked in § 550, regard the
upper part as an harpeggiate representation of two parts, as in .

(¢.) Those octave parallels also, which one imagines to be present only by
conceiving the fones most striking fo the ear alone to be present, and by
entirely disregarding the others as if they were not present (§ 551), are never
perceptibly repulsive, except when these particularly accented notes are rendered
very prominent, while the other tones which are to be struck intermediately
between these are thrown comparatively very much into the shade. Those in
fig. 1021, p. 845, from the second to the third measure, are rather perceptible.
(Compare § 533.)

(0.) Those octave parallels also which are concealed by enterposed tran-
sttion-tones, and are as it were thrown out of the proper parallel course (§ 552),
are always less offensive than open parallels. On this ground, the passage in
fig. 1026 7, p. 846, may be regarded as excusable.—The passage in fig. 1023,
p- 843, needs no such apology, inasmuch as it has already been vindicated in
§ 557, ¢. (Compare § 534.)

Those passages, in particular, in which, while one part moves forward, the
other still lingers on another tone, as in fig. 1025 ¢, p. 846, are still less offen-
sive in cases where the first-mentioned part, without waiting for the last-named
to follow, as in 7, proceeds directly on again, as, e. g. in 4, which latter case (%),
for this very reason, sounds better than the one in 2. The passage will become
still less repulsive, if the base, instead of proceeding, as it does in £, from c as
the fundamental tone of the (F-chord to e, as the third of the same harmony,
be made to go rather to some interval of a new harmony, as, e. g.in 7, and
better still in contrary movement, as in s, or otherwise as in », &e. and so also
in a digressive modulation, as in 0-—¢. (Compare § 539.)
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So likewise, in fig. 1026 7, p. 846, while the upper part dwells on the tone %::,
the base part proceeds on from B to d and g#, by which means the concealed
octaves are perceptibly meliorated; though the progression of the base part is
the less effective here, on account of the impreésion which one still has that it is
fundamentally an harpeggiate progression after all, and thus not materially dif-
ferent from the example in 4, and consequently that, in any case, it involves
harpeggiate octaves.

(¢.) For the same reason, again, those octave parallels also which impress
the ear as such merely from the fact that it does not observe the crossing of the
parts, but confounds their threads (§ 553), are not perceptibly offensive, except
in eases where one can easily confound the erossing threads. As soon, on the
contrary, as the threads of the crossing parts become sufficiently distinet, such
octave successions are no longer of perceptibly ill effect. (Compare § 535.)
Thus, e. g. the passage in fig. 1028, p. 847, although, considered merely accord-
ing to the notes, asin £, it exhibits parallel octaves between the two outer series
of tones (see § 553), still cannot be regarded as involving octave parallels of ill
effect, since it does this only when one does not follow the threads of the really
non-parallel parts; for though it is true that the two outer series of tones are
parallel, yet it is not true that the threads of the parts run parallel.

Octaves, on the contrary, which are concealed by the crossing of parts, and
which of course are never otherwise than octave parallels, except when the parts
are not perceived as crossing each other (§ 553), and which therefore appear as
real octaves whenever the crossing is observed, as in fig. 1029, p. 848,—such
octaves, I say, are the more striking and perceptible, the more distinctly the
threads of the crossing parts impress the ear as actually crossing each other.
(Compare also fig. 1019, p. 844.)

(£) Likewise octaves in direct, though not parallel, movement—in the
converging and diverging progressions (inserted octaves, § 554), though they
may be as really apparent to the ear as actual octave parallels, yet are by no
means so disagreeable in their effect ; because, namely, they are not really octave
parallels at all, and their appearance of being so lies wholly in the imagination.

1t might, however, be going too far, directly and unconditionally to allow such
octaves (as Vogler does, in his Treatise on Musical Science and Musical Com-
position*) ; while, on the other hand, it would be puerile to undertake to con-
demn altogether such passages as the one in fig. 1036, 7, £, 7, p. 850 (§ 554).

(§.) Octaves in contrary motion, moreover, are not usually so offensive to
the ear as they are in direct parallel movement. The passage in fig. 1009, £,
p. 841, will always produce a better effect than that in 7; and the example in
fig. 1019, p. 844, would be quite unexceptionable; if the tone d were employed,

in the second measure of the base, instead of d.
(e.y Thus it is perceived that, in relation to the admissibility or inadmis-
sibility of octave parallels, as was previously (in § 539) observed in relation to

* Tonwissenschaft und Tonsetzkunst, p. 65 ; § 55 of Tonsetzkunst.



OCTAVE PARALLELS.—MEANS OF AVOIDING. 857

parallelisms by fifths, very much depends upon circumstances, and that, there-
fore, the ear is here also the supreme arbiter. Besides, it is well in this instance
likewise, in doubtful cases, Zo avoid every thing that is of a suspicious character;
7. e. every conduct of parts which has the aspect of forbidden octaves, rather than
to venture upon . Thus, for example, it is better to write as in fig. 1009, £,
p. 841, than as in ¢; as in fig. 1025, # and /, p. 846, than as in 7, &c.; better
as in figs. 1030 Z, and 1031 /, pp. 848 and 849, than as in 7.

(C.) METHOD OF AVOIDING OCTAVE PARALLELS.
§ 558.

The various expedients for avoiding forbidden parallelisms of octaves are
essentially the same as those which have already been pointed out in §§ 540—
543 as means for avoiding parallel progressions by fifths. For the sake of
saving an undue copiousness and detail, I must leave it to my readers to make
the application themselves. (Only it is to be observed, that the ¢nversion re-
commended for the avoidance of fifths can of course render no service here.)
(See § XLIV.)—Moreover, examples of the avoidance of ill-sounding octave
parallels have, in numerous instances, already been adduced. ‘

It is to be observed, in particular, that (as was incidentally suggested in
§ 70), the doubling of intervals whick tend to move in a particular direction
(§§ 313 and 317) may easily give occasion lo faulty parallelisms by octaves.
If, for example, in fig. 1042, p. 854, we were to double the seventh of the second
harmony, . e. employ it in #wo parts at once, say as in %, both of these parts
would, on taking an harmonic step, require to proceed from f to e; and if they
were to do this, they would of course run parallel to each other in octaves ; or,
if they were not allowed to proceed thus, one of them would, as a matter of course,
necessarily proceed otkerwise than from f to e, and accordingly otherwise than it

should properly proceed; e. g. the upper part, instead of passing from T to e,

would go—say from T to g, as in /, which progression would not be very parti-
cularly smooth and flowing (to say nothing of the consecutive fifths between the

upper parts) ; or, otherwise, the upper part must be made to skip from f to ¢, as
in m ; or the base part from f to ¢, as in », &e.—exclusively progressions which
are but poorly adapted, as one’s ear readily perceives, to a part that strikes a
seventh! Hence it is seen wAy we should usually endeavour to avoid the
doubling of such a species of interval : it is, namely, because by doubling such
an interval one easily falls into the dilemma of either being obliged, in the next
harmonie step, to conduct a part contrary to its nature, as in 7 and #, or else to
incur the evil of octave parallels, as in £ (Compare § 70.)
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CHAPTER XII.

HINTS TO PRACTICAL EXERCISE IN THE ART OF PURE COMPOSITION.

Here, at the end of the Theory of Pure Composition, I would once more, as
I have already several times done in the previous parts of this work, offer my
readers the hand, to accompany them a short distance in the practical use of
what has been taught, with a view to point out and smooth the way in which, by
a practical application of the information acquired from the theory, they must
finally arrive at the capacity to actually construct a musical composition eon-
formably to the rules of the art.

In order that such exercises shall be adapted to their object, they must
proceed, according to a methodical plan, from the more simple to the more
complicated, from the more easy to the more difficult, from tasks in which most
is already furnished to their hands, so that they have only a little left them to
do, and of course have only a small chance to do amiss, to tasks in which they
have much, and, at last, even everything, committed to their own agency.

With this view, I propose the following course in the form of practical lessons
or problems.

DIVISION 1.
TO ONE OR MORE GIVEN PARTS, TO COMPOSE ONE OR MORE OTHERS.
§ 559.

This form of problems shall furnish us the first opportunity to apply the
principles with which we have become acquainted for the conduet of parts.

They are #»n part what have heretofore been known under the name of
contrapuntic exercises.

According to the common usage hitherto, the only exercise in pure compo-
sition which the teacher prescribed to his pupils, consisted in his writing down
for them some part, or melody, to which they were at one time to supply one
other higher or lower part, and at another time several,—at one time in like
movement, and at another in unlike,—at one time with the interweaving of
transition-tones, and at another without, &e. This exercise was called (simple)
counterpoint, because it consists substantially in setting against [opposite to] a
given part or series of notes, or points, one or more other parts or series of notes
or points,—and thus point against point (puncta contra puncia).

The given part in such exercise—the part which remains unaltered, is called
the fized or firm part, the fized melody or air, the cantus firmus,—and, in
contradistinetion from this, the parts which are to be set to it are called #%e

counterpoint.
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We will undertake such contrapuntic exercises according to a somewhat
more comprehensive plan; and, in order at the same time to lighten the labour
as much as possible, we will proceed in the following manner.

We will take some given piece of music, copy it, but leave out some one of
the parts of which it consists in the original, and then attempt to complete it
again from our own ideas.

And in order to render these exercises as variegated as possible, we will
exercise such omission and re-completion at one time on middle parts, at another
on upper parts, and still at another on base parts.

We will next supply a suppressed upper part, say by a new middle or base
part, and vice versé.

Afterwards we will attempt to reject and re-supply fwo parts at once,—
then still more, so that finally only a single given part remains (a single
cantus firmus).

One may also try to compose, in the place of one suppressed part, fwo, or
even several others,—or again the reverse,—and thus to re-constructa given
piece of music into one with more or fewer parts.

We will take for our example the four-part composition in fig. 1043 s,
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(Fig. 1043, s.) |
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transeribe it, leaving out one part—say the base, as in %, p. 859, and then
attempt again to supply this deficient part. This complement may be made
again just as it was in ¢, or it may be made otherwise,—e.g. say as in /,
p- 859—&e.

Or, we will write the passage in ¢ with the omission of the third part, as
in m, and then add amother third part—say as in », p. 860,—or otherwise.

Or, we will leave out the base part and the upper part, as in o, and write
two new parts in their stead, as in p, p. 860.

Or, we will leave out the base part, and write, instead of it, a new and
higher upper part, as in ¢.

The two middle parts of ¢ are left out in 7, and their place is supplied by
one middle part.

All three upper parts are left out in s, and two others are substituted for
them.

Only the upper part of ¢ is retained in #, but it is put two octaves lower, and
three new upper parts are given to it.

Only the third part of ¢ is retained in %, and, instead of the three others
which are suppressed, only one new base part is supplied.

Moreover, we will select, for our first exercises, those scraps of music
under which the fundamental harmonies are noted —It is easy to conjecture
how important and welcome such indications of the fundamental harmonies
must be in contrapuntic exercises, and indeed they are the more important, the
fewer parts are given, and hence the most important of all when only one single
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part is given, or, in other words, when parts are to be set to a single cantus
Jirmus. That is to say, if several parts are given, these mostly point out, with
sufficient distinctness, the fundamental harmony, and hence, if the web of parts
is again to be filled up, the fundamental harmonies and harmonic successions
requisite for this purpose are sufficiently indicated by the parts which are
already given, and thus we are saved the trouble of originally choosing these,
and therewith all the care of selecting good and pleasing harmonic successions,
and the whole danger of violating the laws for the conduct of parts.—But all
this is otherwise, when only a few parts are given, or perhaps merely one. If]
for example, in fig. 1044,

(Fig. 1044 i)
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only one of the parts is rejected, say the second, the third, or the fourth, still
the fundamental harmony is always sufficiently obvious from the remaining
parts. Indeed this is the case, even if all three of the above-named parts are
suppressed.—But the case is otherwise, if all the parts of this example are
stricken out except the second. The unpractised pupil will, in such a case,
often be in doubt what fundamental harmony he is to apply to a particular tone
of the part which is left as the eantus firmus. He will, for instance, be uncer-

tain whether he is to treat the second tone © of this part as a fundamental tone
of the major three-fold harmony @,—or as the seventh of the f37 harmony, as

in 7,— or perhaps as a transition tone, as in # ?—the first half of the half-notea
as belonging to the minor ¥-harmony or the principal four-fold harmony @7 ?—
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the last three tones of the third measure as belonging to the key of C-major or
G-major P—Consequently, in counterpointing this fixed melody [cantus firmus],
he is obliged not only to take care for the good conduet of the parts which are
to be supplied, but also at the same time for the choice of suitable harmonic
successions, which double care might be, to a beginner, somewhat burdensome.

Therefore, in order not to expose ourselves to embarrassments of this species
too early, we will at first exercise ourselves only on problems where the funda-
mental harmonies are indicated with the utmost distinctness ;—then afterwards,
on others where the fundamental harmonies are less definitely shown,—and
finally, on those in which the choice of the fundamental harmonies is left wholly
to our own agency.

This more or less perfect indication of the fundamental harmonies under
the examples for ‘practice, shall be made the principal ground of division
according to which we will arrange our contrapuntic exercises in the follow-
ing four classes:

(A) TO SET ONE OR MORE PARTS TO ONE OR MORE GIVEN PARTS, WHEN
THE HARMONIES TO BE SELECTED ARE FULLY SHOWN ACCORDING TO OUR
MODE OF DESIGNATION.

§ 560.

As a model of the manner in which these first and more easy exercises are
to be employed, we may refer to the before-mentioned example in fig. 1043 2,
p- 859. In a similar manner one may employ the examples found in fig. 226,
and onward, p. 390, as problems for exercise.

(B.) TO ONE OR MORE GIVEN PARTS, TO SUPPLY ONE OR MORE OTHERS,
WHEN, THOUGH THE FUNDAMENTAL CHORDS ARE GIVEN, YET THEIR SITUATION
AND RELATIONSHIP ARE NOT ASSIGNED.

§ 561.

The appropriate conduct of each part to be supplied was facilitated as much
as possible to the pupil by the series of signs placed under the given parts in
the first-mentioned exercises, which signs indicated, with the greatest possible
definiteness, the harmonies appropriately forming the basis of the web of parts
to be supplied, and their relations to each other.—The pupil will now try to
satisfy himself with intimations which do not thus show him everything.

‘What we have heretofore marked out to him as fully, particularly, and
definitely as possible, we will hereafter indicate to him less definitely, in part
by half words, as it were, and by abbreviations in which he must presume
upon much—yes, very much, and often indeed the chief part, namely, the internal
sense,—in order that he may, by being compelled to lean only upon the im-
perfect helps of partial and slight intimations, gradually learn to do altogether
without them.
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These ¢mperfect and kalf intimations may be furnished in different ways.

In the first place, instead of the designations hitherto furnished, merely the
fundamental harmonies may be indicated by letters, whereby, though it is
indeed shown what fundamental harmony is to form the basis of the web of
parts, yet it is not shown to what degree of the scale of what key this funda-
mental harmony here belongs. (§ 152.)

For example, it would be an exercise according to this plan, to transcribe
only one or two parts of fig. 1044 2, p. 862, to write under these the letters
appended to that example, and then to attempt again to supply one or more
other parts.

Let this species of practice be tried likewise under all the changes pointed
out in § 559 ; and still in many other examples besides the one here given, as,
e. g. in figs. 1045—1047 :

(Fig. 1045, i.)
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(Fig. 1046.)
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(C) THE SAME EXERCISE WHEN THE HARMONIC COMBINATIONS TO BE CHOSEN
ARE INDICATED BY THE FIGURES OF THOROUGH-BASE.

§ 562.

Still another species of half-indication is furnished, not by pointing out the
fundamental harmonies under a given part, but merely by noting down what
tones are to occur, in the other parts, to this or that lone of the given part.

In this case, the pupil is subjected to the four-fold duty of (1) deciphering
what fundamental harmonies may lie at the basis of the harmonic combinations
thus indicated ; (2) on what degree of what key these belong; then (3) to
invent, for the given part, other parts in which the prescribed tones ocenr; and
(4) to conduct these parts in such a manner as they require to be conducted
according to what was observed in Nos. 1, 2, and 3, above, and according to the
laws for the conduct of parts.

In order to undertake exercises of this species, we need, first of all, a mode
of designation by means of which it can be signified, in connection with the given
part, by few and short signs, wkat tones are to occur in the parts whick are to
be supplied.

We have no occasion for now inventing such a mode of designation; for,
there is already a common musical notation by figures and abbreviations, which

VOL. 1I. GG



866 EXERCISES IN PURE COMPOSITION.

seems to have been invented expressly for our purpose, and which we will,
therefore, employ to this end. It has already been mentioned in § XX XTI, under
the appellation of
TroroUGH-BasE,
or
Taoroven-Base NotaTioN.

We will now proceed to inform ourselves as perfectly as possible of this mode of
musical writing.

(1.) Description of the usual Thorough-Base Notation.
§ 563.

Thorough-base notation is a musical language of signs or figure-writing,
which depends essentially upon the circumstance that only one part, and that
most commonly the base part, is written with the ordinary notes, while the tones
which are to be performed in connection with this, or, in other words, the tones
which are to appear in the other parts, are indicated by figures and certain other
signs, which are written over the staff, though sometimes, for the want of room,
under it.

Such figures and signs are in general called sigratures.

We must, first of all, become acquainted with this language of signs. The
following explanation will secure this object.

(1.) Every figure or other thorough-base signature, placed over (or under)
a nofe, means that, in connection with this tone, that tone is to be heard which
lies at such a degree above the base note as the figure indicates; or, in other
words, every figure placed over a note represents a higher tone which is to be
heard in connection with this one, and that tone, too, which forms with the base
note the interval indicated by the figure. If, for example, a figure 2 stands
over the base note e, as in fig. 1048, ,

(Fig. 1048,4) (k.)
2 |

i —p g

this means, that, in connection with this tone, the tone of the second degree
above the base tone, the second of the base tone—namely, the tone f—is to be
given as in £.—If the figures J stand over the base note, as in fig. 1049, 7,
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the meaning is, that the third and the fifth of this base tone are to be heard in
connection with it in the higher parts, as in 4 ;—and so also in fig. 1050,
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Accordingly, therefore, though a tone represented by the figure 3, for example, is of
course always the third of the base fone, still it is by no means the third of the funda-
mental harmony, the fundamental third. (8§57, 63 bis, ter,65, 87 bis, ter, 88, 95 bis, ter,
99 Remark and 100.) So also the figures 5 and 7 uniformly designate only the fifth
and seventh of ke base note, butnot at all the fifth and seventh of the fundamental tone ;

1
and indeed a base note may be figured with g without involving the fact that an actual

seventh-harmony (a fundamental four-fold chord) forms the basis of this harmonic com-
bination, as may be seen by comparing fig. 1051, ¢ with %, p. 867. The harmonic com-
bination {¢ e g b], which is found there in the first measure, is by no means a proper

seventh harmony, and the note d represented by the figure 7 in the chord [e g b d], in
the third measure, certainly is not the fundamental seventh; and yet these two chords
are, in the language of thorough-base figures, unhesitatingly called seventh ckords, since
every harmonic combination is here uniformly named simply according to the figures
by which it is indicated ; and thus, for example, the first chord in fig. 1056, 7,
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G 7
is termed a fourth-sixth chord, merely because it is represented by the figuress, and so
4

also the entirely different chords in % and /, because these are represented by the same
figures. (§ 65.)

Hence a tone indicated by the figure 7 may be at one time the major, at another time
the minor, and at another time the diminished seventh of the base tone; and in like
manner also the figure }7 may at one time indicate a major seventh, at another time a
minor, and at another a diminished, and both, too, may indicate an actual or proper
seventh of the four-fold harmony of the first degree, or of the second, third, fourth, fifth,
sixth, or seventh degree of the major or minor key,—at one time, moreover, no proper
seventh, but either a ninth, or some other tone foreign to the harmony, merely a transition-
tone, or a suspension, or, if the base tone itself is a transition-tone, even every possible
interval of any karmony whatever—fig. 1057 :

(Fig. 1057.)
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and thus every interval of any single harmony may, in turn, come into a situation in
which it would be just seven degrees higher than the figured base note.

In like manner, a thorough-basist would write the three examples in figs. 1058 ¢, 10597,
and 1060 <2,

(Fig. 1058, i.)
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the essential difference between which is rendered obvious by the designation of the funda-
mental harmonies which is placed under them all (§ 231, fig. 235), as in % ; so that thus,
as one perceives, the thorough-base motation is precisely the same in all these three ex-
amples, which are yet so diverse. (Even the #} before the 3 in the last example, whereby
this measure is in some degree distinguished from the last measure of the first example,
would disappear, if the usual signature in minor keys were entirely consistent (§ 142),
and so also the b in the second example would disappear, if this passage should occur in a
piece of music written predominantly in f-minor or Ab-major.)

This all very naturally arises from the fact that the thorough-base notation is radically
nothing else than an abbreviated writing in notes, which [thorough-base writing], as one
perceives, represents the distance of the higher tones from the lowest by figures instead
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of notes, and thus uniformly expresses only the exterior of tones, but not their internal
and essential relationships and meaning—a mode of writing which, for example, puts
a figure 6 in the place of a nofe standing a sixth higher than the base note, &e.

Accordingly, the thorough-base notation very frequently designates things of the
same species by different signs, while it, on the other hand, often indicates entirely
different things by the same sign—in short, in all cases, only that which is merely in-
cidental, the mere distance of position between the base note and some note or notes
above it. Hence it is entirely different from the modes of designation employed in
§§ 41, 52, 58, 97, 121, 151—153, 187, 188%, and 231, which uniformly indicate things
which are essential (e. g. the designation T or t always denotes the major or the minor
fundamental third, the third of the fundamental harmony —S or s always a fundamental
seventh, &c.—the designation &7 always points out the principal four-fold chord &7,—
C: V7 always denotes the principal four-fold chord &7 on the dominant of C-major,—
Bb: IV? always means the major four-fold harmony of €b7 as belonging to the fourth
degree of Bb-major, &c.); while the thorough-base figure 7 indicates nothing else than
merely, in general, an harmonic combination in which a tone occurs which, reckoned from
the base note, is a seventh, but which may be at one time a fundamental seventh of a
principal four-fold chord, or of some secondary four-fold chord, and at another time this
or that other interval. (Compare remark on § 99.)

But we will return from these preliminary considerations to the farther description
of thorough-base writing.

§ 564.

(IL) If several figures successively stand over one and the same base
note, the meaning is, as one would readily conjecture, that the upper parts are
first to give those intervals which correspond to the first signatures, and then
the others. Accordingly, fig. 1061, ¢, is to be understood as represented in 4 ;
and fig. 1062, ¢, as in £

(Fig. 1061, 3. (k) @) (m.) (.)
G it e Bl gt 8
7\ -4 & e @ 2 _|]
7 i — — 2::’3 P
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(Fig. 1062, 4) (%.) @ (m.) (n.)
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I X0 -4 [ X3
i ) 2 s— [ ) = _: Sy
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But how long shall each one of these several harmonic combinations, to be
given on the same base note, continue ? a quarter-note, an eighth-note, a whole-
note, &e. P—(a point which the figures do not in themselves determine; because,
in themselves, they show nothing more than would be shown by the mere heads
of the notes without those cross-strokes which indicate their various lengths—
§ 563). This must be determined, by the reader of such figure-notation,
according to circumstances.

He must first see whether the base note, to which several harmonic com-
binations are successively to be given, falls primarily, according to its rhythmical
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situation and its natural divisibility, into fwo or into three parts; into Aalves or
into Zherds.

(1.) If two signatures stand successively over a base note, which, in a
rhythmical point of view, fall naturally into fwo parts (into Zalves), then it is
the most natural to take the first signature for the first half, and the second
signature for the second half; and, for this reason, the two figures standing
under the base note in fig. 1063, 7, £,

(Fig. 1063, 7.) (k.) @) (m.)
o | | J A
s — & 6:5: @~ 353 7 i S
s (@] (L"I (): . f; LA'__- \ W (@)
i !
5§ ¢ § ¢ 3 P

are to be understood as is shown by the notes placed above.

If three harmonic combinations are figured over a base note which primarily
divides itself into Aalves, the meaning is usually understood to be, that the first
of these should have the duration of the first half of the base note, while the
two following are to divide the time of the second half equally.—Fig. 1064, <.

(Fig. 1064, 7.) (%) @) (m.)
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According to similar ptinciples, four harmonic combinations on one such
base note are understood to have each a fourth-part of the time of this base
note; but five harmonic combinations thus figured are to be so construed as to
divide the first three-quarters of the time of the base note equally between the
first three of these harmonic combinations, and to give the remaining quarter to
the two others. Figs. 1065, 7 and %4, and 1066, 7 and % :

(Fig. 1065, 3.) 1) @) (m.)
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(2.) If three harmonic combinations are marked over a base note which
primarily divides itself into ¢A¢rds, each one of them should have a third
part of the time of such base note. Fig. 1064 7, p. 872. Z'wo harmonic com-
binations over such a note divide the time of this note in the manner exhibited
by fig. 1063 7, p. 872; four or five, as in figs. 1065 7, and 1066 7, p. 872.

Sometimes the protractive point is employed between these signatures ; and
in such a case it has substantially the same meaning that it has when placed
after an actual note ; e. g. in fig. 1067.

(Fig. 1067,7) (k.

5—6
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Other and still more minute limitations of the duration of several thorough-
base signatures placed successively over one base note, cannot, compatibly with
the nature of the figure-notation, well be assigned. Thus, for example, the
passage in fig. 1063 m, p. 872, cannot be expressed in figures, in any unequi-
vocal and ordinarily intelligible way; and much less other cases, which are
still more complicated, as, e. g. figs. 1064 7, 1065 m, and 1066 7 and n, p. 872.

§ 565.

(II1.) If a rest follows a base note, and signatures are placed over the
rest, the meaning is, that those intervals are to be supplied which the figures
over the rest would indicate, provided the foregoing base note still continued on
in the place of the rest; or, in other words, the intervals which are written over
a rest are reckoned from the foregoing base mote. Accordingly, fig. 1061, Z, is
to be understood as in e, p. 871 ; and 1062 /, as in m, p. 871.

§ 566.

(IV.) In all the cases thus far mentioned, the figuring was designed to
show that the tones represented by the signatures were either to appear simul-
taneously with the base note to which those signatures referred, as in figs.
1048—1050, 1052—1054, pp. 866 and 867, or in part later, as in figs. 1061
and 1062, p. 871. Or, in other words, the signatures either referred fo the base
note over which they were placed, or to the foregoing.

But cases may also occur in which one might wish to indicate that the
harmonic combination represented by the signatures should make its appearance
earlier than the base note to which the figures relate, or, in other words, where
it is necessary to represent the tones which are to sound in the upper parts, by
figures which refer to a base note yet afterwards to appear—a base note which
presents itself later than the tones designed to be expressed by the figures. If,
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for example, the passage in fig. 1068, 7,

(Fig. 1068, <.) | *.) )
Q. 10 10 10
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VT O { H i
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is to be written in thorough-base characters, and the tones which are to be
struck in the upper parts immediately at the commencement and even during
the rest of the base are to be expressed by figures, this can be done only by
figures which refer to the base note d, while this latter does not actually occur
until after the tones represented by such figures.

Now, in order to show, in such cases, that the tones represented by the
signatures are to be struck in the upper parts earlier than the base note to
which the signatures refer, while it is usual to write the latter over the base
note, still, as a sign to show that the tones represented by the signatures are not
to be struck for the first time simultaneously with this base note, but before it,
an oblique stroke directed upwards (=) is placed at the point where the intervals
represented by the following figures are first to be struck, as in fig. 1068 %,

above, where the oblique stroke over the rest shows that the tones [g b f7], repre-
sented by the signatures over the base tone d, are to be already sounded, even
during the rest over which the diagonal stroke stands. In accordance with the
same principle, the passage in fig. 1069 ¢ can be written as in 4

(Fig. 1069, 3.) () @)
- A Jd owg g ws g
S e o o o e |
— ¥ = e e P—=——=
: N— B T S
(m.) (n.) . -
2 -~ 6 = -
s i ———=T
GEs=c=====c=a
-
and fig. 1070 7 as in %
(Fig. 10|7o, i) (k) @) (m.)
|
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and also fig. 1071 7 asin £
(Fig. 1(;71, i.l) ) @
P
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The form of notation found in figs. 1068 7, 1069 7/, 1070 /, and 1071 /,
would, perhaps, be somewhat more natural and easy for the eye.

R ———
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§ 5617.

(V.) As the figures hitherto spoken of indicate notes or tones which are
to be given by an upper part, so, in like manner, the cipher is used, in order to
indicate that one or more upper parts give no tone, that they are to be, for a
time, selent.

Thus, with the help of this sign, the example in fig. 1072 ¢ can be written
in thorough-base characters as in 4 -

(Fig. 1072, 3.)
- | |
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But if the upper parts are to be silent @ greater length of time, then,
instead of placing ciphers continuously over every base note, the silence of the
upper parts is concisely indicated by the letters T. 8. (i. e. Zasto solo, an expres-
sion which is borrowed from keyed instruments, and which means that merely
the base tone, the base key alone, and no higher tones are to be struck in
connection with it).—It is usual to employ also the synonymous term Unisono,
Unis., All’unisono, i. e. unison, oneness of sound (by which, however, it is
sometimes understood that the other parts are to proceed ¢n Aiglher octaves
with the base part,in a unison of a minor grade.)—This designation holds
good until signatures again occur over the notes; where it is customary also
expressly to write the superfluous term Accord?, meaning that one is now again
to play chords,—or the term Accompagnamento, meaning that the base notes
are now again to be accompanied by chords.

§ 568.

The mode of signature-writing hitherto described, were it to be in all cases
carried out with as much fulness and detail as it has been in the examples
hitherto, could not, indeed, be called an abbreviated mode of writing at all;
since, in this form, it would prove to be as circumstantial, copious, and trouble-
some, as if the upper parts were fully written out ¢n notes.

But it has become a real short-hand mode of writing, by the fact that it has
been subjected to the following reductions.
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(1.) Since, in the first place, the kigher numerical names of intervals are
only repetitions of the lower on a smaller scale, the octave being only a repe-
tition of the prime, the ninth a mere renewal of the second, the tenth only a
bigher third, &c.—it was very natural, for the sake of saving figures, to fall
upon the idea of not using the higher numerical names of intervals—names
which in part also require the use of two figures, such as 8, 9, 10, 11, 12, &e.
but to employ, instead of these, the more simple numerical names 1, 2, 3, 4, 5,
&c. and, in general, none above 7. According to this, the example in fig.
1055 %, p. 868, can be written with fewer figures, as in /.

The higher figures are employed only in the following few peculiar cases.

(a.) Every interval foreign to the harmony and standing on the second
(ninth, sixteenth, &ec.) degree, from the base tone, is not ordinarily indicated
by a 2, but by a 9, as in figs. 1073 and 1074 :

(Fig. 1073.) L

Ll =
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(Fig. 1074, 7.)
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(The major added ninth g of the four-fold chord JF7, in fig. 1073, is repre-
sented, not by a figure 2, but by a 9; and so in fig. 1074, %, /, the figure 9

indicates the tone a foreign to the three-fold harmony @, in the first measure,
the tone a foreign to the @%7-harmony in the following measure, the tone T

foreign to the @7-harmony in the third measure, the tone d foreign to the
@-harmony in the next measure, &c.)—In all other cases, namely, where the



EXERCISES IN PURE COMPOSITION. 877

tone to be represented by 2 or 9 is an actual harmonic interval, it is usual to
employ the figure 2 ; as, for example, in fig. 1075:

(Fig. 1075,4.) (k) @)
e o ©
g & = 3 =
7N\ (@) (@) . e CD
S = o R D"
A e o  — F—F
O ] 1
o \/% | ~—" 5
4 3

where, in 7, the fundamental note g of the principal four-fold chord %7 in the
third inversion, is represented merely by a 2; as also, in %, the fundamental fifth
of the @7-harmony is represented by the figure 2, and the fundamental fifth g
of the three-fold harmony @, in Z.

Every interval represented in the above-mentioned manner by the figure 9
is, in the language of thorough-base, invested also with the title of a ninzh-
(It can scarcely be necessary to remind the reader that such so-called ninths,
which are tones casually added at one time to this and at another time to that
interval of this or that harmony, are not at all the same thing that we under-
stand by the name nen¢h, as is readily perceived from what was observed in the
remark on § 563.)

(8.) Tt 1is usual, moreover, in the case just mentioned, when the interval
designated by a 9 proceeds downwards to the prime or the octave, &e. of the
same base note, to represent this prime or octave, not by 1, but by 8.—In case
the interval designated by a 9 resolves itself into the third or the tenth of the
base tone, this latter interval is usually denoted, not by a 3, but by a 10.—

Accordingly, in the first measure of fig. 1074, # and 7, p. 8176 the tone g is indi-
cated not by 1, but by 8; and, for the same reason, the figure 8 is employed
in the 2nd, 3rd, and 4th measures,—while 10 is used in the 5th measure.

(¢.) Finally, the higher numbers are employed, in general, in all cases
where it is deemed necessary to show very definitely whether the parts are
to move upwards or downwards. Thus, for example, in order to exhibit the
passage in fig. 1076 < by thorough-base signs,

(Fig. 1076, 7.) *)
e ey T 6 78 98 76 5
| .- .- ] 4 56 76 54 3
gre=hta it byry
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it is preferred to use the figures 8 and 9, as in £, in order to show the reader,
unequivocally, that, from the tone b indicated by 7, the progression is to be, not

downward, but upward to e, and from this ¢, not down, but up to d &e.

§ 569.

(2.) 4 second saving of swgns is secured in the fact that a tone whick 7s
mere duplicate of the base tone s not usually indicated in thorough-base
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Siguring ; as, e. g. in fig. 1055 m, p.868, where, in the first chord, the tone ¢ of
the third part, being a mere duplicate of the base tone e, is not indicated by any

figure; and so also the tone d of the second part, in the second chord, and the
tone g of the third part, in the third chord, &e.

§ 570.

(3.) 1In all the representations by thorough-base figures thus far, e.g.
k—m, of fig. 1055, p. 868, every figure is written in the line of that part in
which the tone which it represents is to occur. But this order is usually
relinquished, and figures are written indiscriminately over the base notes
without observing the lines, as in n, p. 868,—so that the figure of that interval
which is to be heard uppermost is not necessarily written highest, and the tones
which are to appear in the middle parts, in the middle line; but in other ways,
often arbitrarily chosen:—for the most part, figures of the highest denomina-
tion are placed highest, while those of a lower denomination are placed below,
as in o, p. 868,

REMARK.

We here again stop a moment to consider. We readily perceive, that while the
thorough-base notation has become more concise and condensed by the above-mentioned
curtailments and reductions, still, on the other hand, it has lost much in definiteness and
precision. Indeed, this cannot be otherwise; for every other abbreviated writing in
half-words, or other condensed signs, is always less perfect than a mode of writing in
which everything is written out, in a full, clear manner.

We will enumerate these indefinitenesses, arising from the above-mentioned re-
trenchment of figures.

(a.) The circumstance just mentioned in § 568 (1), namely, that the pitch of the
tone in which each interval is to be executed is not to be shown by the magnitude of
the figure, since, e. g. the figure 3 serves as well to designate a tone standing only on
the third degree of the base tone, as to designate one standing on the tentk degree above;
this circumstance, I say, is of itself a source of no incousiderable indefiniteness; for,
the first two figurings in fig. 1055 o, p. 868, for example, can equally well be understood

as in 4, where the upper part proceeds from g to T, and as in g, where it proceeds from
gtof.

(b.) Still more important equivocalnesses arise from the circumstance mentioned in
§ 570 for, by this means, in the case of several figures standing one above another,
_ it remains entirely undetermined,

(2-) Whether the tone represented by one'of them is to occur in a higher part than
the tone represented by another, or in a lower; and hence, fig. 1049 ¢, p. 866, can as
well be understood in the manner exhibited by %, as in that shown by /, or m, or n.

(8.) It remains farther undetermined, whether this or that part is to proceed from

this or that interval of one harmonic combination to this or that of the following; and
hence, fig. 1077 7,
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(Fig. 1077, i) (k.) | @ (m.) (n.) I @)
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can either be so executed that the upper part shall, in the first harmonic step, make a

skip upward from ¢ to a, while the middle part proceeds downward from gtofasin
%, or it may be performed as in /, where the former proceeds from e to T, while the latter

goes from g to a. So also, according to the figures of thorough-base, fig. 1061 ¢, p. 871,
can equally well be executed as in m or as in z.

(y-) Stillmore! It is left to the performer to give the harmonic combinations indi-
cated by the signatures either with many parts or with few, or, in other words, to give
the harmony, in performance, more or fewer upper parts; e.g. fig. 1055 o, p. 868>
either in four parts, as in 1055 ¢, p. 867, or five parts, as in «, or in three .parts, as in v
or w, &c. and thus to introduce, at one time, frequent doublings, as in %, and at another,
omissions as in w.

(3.) Indeed, in many cases it remains optional with him either to make a part rest,
or to let it proceed, just according to his fancy, or as occasion may require ; and thus, for
example, either to perform fig. 1077 m, above, as in =, or as in o.

(e.) By putting together all that has been said above, it will be seen that thorough-
base notation leaves the entire conduct of parts undetermined. (The trivial exception
of which we spoke above, in § 568 (¢), is not to be considered.) Therefore, the entire
charge of arranging, distributing, and conducting parts, is left to the one who has to
execute such a thorough-base part.

Hence the signature-notation is only made for those who understand the laws for the
conduct of parts; and one must, for example, be acquainted with the prohibitions relative
to the parallelisms of fifths and octaves, and the downward tendency of the principal
seventh, in order to know that the passage in fig. 1055 o, p. 868, must not be executed
as in z ; and so one must also be acquainted with the doctrine of the progression of
harmonic tones, in order to know that the passage in fig. 1061 ¢, p. 871, is not to be
executed as in 2.

But we will return again to the particular object now before us,namely, the explanation
of signatures.

§ 571.

(4.) Still an additional retrenchment has been introduced by means of the
conventional agreement that cerfain figures shall in many cases be considered
as sufficiently intelligible without being written. That is to say—

(a.) 1If no figure at all stands over a base note, the meaning is understood
to be the same as if the figures § were placed over it; and thus fig. 1049 o,
p- 866, is, in the language of thorough-base, precisely equivalent to 2.

In like manner, as the figures 3 and 5 are considered to be self-evident in
the case of an entirely unfigured base note, so is the figure 5, when the figure 3
alone is (superfluously) placed over a base note—and, vice versd, the figure 3,
when a figure 5 stands alone over a base note; accordingly, fig. 1049, p and ¢,
mean the same thing as ¢ and o, p. 866,—fig. 1054 /, the same as %, p. 867.
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(6.) 1In the case of a base note figured merely with a 7, the figures 8 and
5 are likewise assumed to be understood, and hence fig. 1050 7 has the same
meaning as ¢, p. 867 ; that is to say, the harmonic combination consisting of a base
tone, its third, its fifth, and its seventh, is not marked with all these figures,
but merely with the figure 7 ; and, for this reason, it is called, in the language of
thorough-base, not a third-fifth-seventh chord, but simply a seventh chord.

So, also, the figure 3 is assumed to be understood in the designation Z ; as is
also 5in §; and thus fig. 1050, 7 and %, mean merely the same as ¢ and /,
p. 867.

(¢.) The figures 3 and 5 are also assumed to be understood in the case of a
base note marked only with the figure 9 ; and so also in the figures .

The figure 3 is likewise supposed to be understood in 2 and  ; and so also
the 5 in §, or % *

(d.) The figure 3, moreover, is assumed to be involved in the case of a base
note marked simply with a 6; so that the figure 6 is equivalent in meaning
to §, and the harmonic combination consistiog of a base note, its third and its
sixth, is denominated, not a third-sixth chord, but merely a sixth chord. (Com-
pare § 65.)

(e.) A figure 3 is likewise understood to be associated with the designation
¢ (a fifth-sixth chord).

(/) A figure 6 is assumed to be connected with 4 (a third-fourth chord).

(g.) 'The figures 4 and 6 are assumed to combine themselves with the de-
signation 2 (a second chord).

Here, again, it must not be imagined that every harmonic combination
which, for example, is represented by the thorough-base figure 6 or §, and is on
this account always, in the language of thorough-base, denominated a sixth
chord, is therefore in all cases a three-fold harmony in the first inversion, or that
an harmonic combination marked with the figures 4 is always a four-fold chord
in the second inversion, &c. The reverse is very easily seen from fig, 1078,

Fig. 1078, 3.
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where the so-called sixth chord marked with § is by no means the minor three-
fold chord & in the first inversion. (Compare remark on § 563.)

In pursuance of what has been said from () to (g), the passage in fig.
1055 7, p. 867, may be briefly represented by thorough-base signs as in p. p. 868.

(#.) When one and the same base note sounds twice or more successively,
and in each instance the same intervals in the upper parts are to be heard in
connection with it, it is necessary to place the signature over the base note only
in the first instance, with the understanding that this signature is to serve for
the subsequent repetitions and to continue in forece until displaced by other
signatures, Accordingly, fig. 1079 £,
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(Fig. 1079, 3.) *.)
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has the same meaning as ¢, inasmuch as the figures § over the second base note
are understood to be continued on, as is the figure 7 over the fourth base note.

(?) It is not unfrequently necessary, however, actually to write figures
which might be understood of themselves. 'This is the case:

(a.) First, when the interval corresponding to such a figure is to be played
otherwise than tf would be according fo the signature of the key [according to
the given scale]; in which case it is necessary expressly to write the figure,
even though it might be understood of itself, so as to be able to connect with it
the required transposition-sign. If, for example, in a piece of music having no

signature at all, the harmonic combination [B d# f] is to be represented by the
signs of thorough-base, the figures §, though in themselves capable of being
understood, still must be written over the base note, merely for the sake of our
being able to connect with them the requisite sharps, as in fig. 1052 £, p. 867.
The same thing is found in figs. 1053 %, and 1054 %, 7, p. 867.

But even here a retrenchment has been introduced. It has been assumed,
namely, that in the above-mentioned case the figure 3, the third of the base
tone, need not be written, but that it is sufficient, instead of the figure, to place
the transposition-sign alone over the base note, and thus, for example, to employ
merely the signs b, or #, or b, instead of b3, or #3, or 3. Accordingly, in
a piece of musie, which has no signature, the harmonic combination (B df f1)
may, instead of being written as in fig. 1052 £, p. 867, be more concisely
written as inZ; and the chord [c eb ab], instead of being written as in fig.
1052 %, p. 867, may be more briefly written as in Z.

(B.) A second case where it is desirable, for the sake of definiteness, if not
strictly necessary, to write figures which might be understood of themselves, is
that in which the rules of assumption, in reference to these particularly
condensed thorough-base signatures, become, under certain circumstances, at
variance with each other.

If, for example, the passage in fig, 1061 %, p. 871, is to be figured in the
thorough-base manner, it can be done in no other way than by actually writing
the figures §, though these might in other cases be perfeetly well understood ;
becanse it can in no other way be shown that the three-fold harmony [c e g]
is to follow the fourth-sixth chord [c f a] on the same base note . For the

same reason, the figures § must stand over the third base note ¢ in fig. 1077,
p- 879. On a like ground, the passage in fig. 1062 £, p. 871, cannot be well
expressed in thorough-base figures, otherwise than asin¢. It might possibly
be done, indeed, as in #, where the figuring § stands a little ta the right hand of
the base note and not directly over it, in order to show that the tones § are not
to be struck until after the base note; but still the figuring in ¢ would always
be less equivocal and more explicit.
VOL. 1I, H H

[Tafop
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§ 572.

(5.) A retrenchment of signs, is, moreover, found in the following case.

It often happens, that, in two immediately successive harmonic combina-
tions, even though these may be entirely unlike, one or more tones are common
to them all; as, for example, in fig, 1080, ¢,

(Fig. 1080, i.) ) @)
1'- o o | 6 § 13§ Al
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r #‘l 5 L R o fe—e

where the tone ¢ occurs in the first, second, and third harmonic combina-
tions,—the tone d in the second, third, and fourth.—In such cases, a figure is
not used in each successive harmonic combination to designate a tone which is
common to them all, as in £; but when the tone has once been represented in the
first of these successive harmonic combinations by a figure or other signature,
an horizontal line (—) is extended immediately from this signature towards
the right-hand over the base note, as a substitute for this figure in each of the
successive harmonic combinations which follow. , Accordingly, the passage in
fig. 1080 7, above, can be figured as in /, instead of being figured as in £, fig.
1081, ¢, can be concisely figured as in £

(Fig. 1081, 7.) (%.) @)
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also fig, 1074, 7, p. 876, as in Z; fig, 1078, 2, p. 880, asin 7, and fig. 1082, <,
asink:

(Fig. 1082, ¢.) (Compare fig. 234.)
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§ 573.

(6.) Finally, it is not unfrequently found that such portions of the base
part as admit of its being easily understood what harmonic combinations must
be connected with them, are left entirely unfigured; e.g. fig. 1081, p. 882,
merely as in Z; and, in a similar manner, the example in fig. 1083, ¢, is more
briefly written as in £,

(Fig. 1083, i.)
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since it is here also assumed to be clearly intelligible to the reader in itself that
the three-fold harmony @0 continues during the first four eighth-notes, and the
@%7-harmony during the four following, &e.

§ 574.

Thus far I have deseribed the thorough-base notation as it is most generally
in use.

Many musicians, however, deviate in certain points from this wmode of
writing, so that not unfrequently one and the same sign indicates, with different
writers, quite different things, and one and the same thing is indicated by dif-
ferent signs with different writers; all which tends to make the thorough-base
notation the more confused and embarrassing, if ‘not even less perfect.

But, in order that we may be able to read the figured bases of these writers,
we will now likewise become acquainted with such variations (variantes
lectiones).

Some musicians place the chromatic signs #, b, 1, x, bb, after the figure,
instead of before it, and, accordingly, write as in fig. 1052 m, p. 867, instead of
asin /; asin fig. 1053 m, p. 867, instead of as in /; and as in fig. 1054 m,
p- 867, instead of as in Z.

Others find it more convenient, for the sake of brevity, to indicate chromatic
elevations by drawing one or two strokes through the figures, than by means of
the usual chromatic signs #f or x; and, accordingly, fig. 1052, 2, would mean
the same as /, p. 8617.

Others, on the contrary, connect the idea of chromatic depression with a
stroke thus drawn through a figure; as, e.g. fig. 1053 =, instead of Z, p. 867.

Still others have fallen into the strange idea of appending a flat (b) to every
figure 5 which forms a minor or so-called diminished fifth with the base tone
(Theory, § XXVIII, remark), and hence write fig. 1054 #, as in o, p. 867.

HH2
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On the contrary, others again have seen fit to employ a curved line /™ or
the sign /\ to designate such a minor fifth; e. g. fig. 1084 ¢ :

(Fig. 1084,2.)  (k.) instead of (1) (m.) (n) TURCK.
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But others again use this same curve to indicate entirely different things;
namely, either that some interval of the chord over which the curve stands is to
be left out, e. g. fig. 1084 £, above ; or that the interval over which it stands is
a transition-tone, or a suspension, fig. 1084, /, m ; or that the passage thus
marked is to be executed only in three parts, as in », above.

We sometimes find, moreover, the sign o, or v, or ww used instead of the
diagonal stroke ., so that thus, fig. 1085, 7,

(Fig. 1085,7) (%) @) (m)  TURCEK.
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would be written as in £, above*.
Many also employ, instead of the dot, the horizontal stroke (—) and
write therefore as in fig. 1067 £, p. 873, rather than as in <.

(2.) Application of Thorough-Base Notation—particularly tts Appli-
cation to Contrapuntic Ezercises :— To one or more given Parts, to compose
one or more others, when the given Parts are furnished with Thorough-
Base Figures.

§ 574, bis.

Having thus far become acquainted with the meaning of thorough-base
signatures (§§ 563—3574), it now remains that we say something on the practical
advantages and use of them.

* The three following examples of thorough-base notation, with the music repre-
sented thereby placed at the right-hand of each, are not referred to in the text of the
present edition of the author’s work; but, as they are found among the other examples
which the author quotes in connection with this subject, and as they may be of use for
the reader’s inspection, they are subjoined below :

E. BACH.
(N
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Thorough-base writing is sometimes, in the first place, a convenient means
of writing merely a figured base part to a piece of music, or to individual parts
of it; e. g. to a Choral melody, to a Solfeggio, to a Recitative, and the like,

instead of any other instrumental accompaniment.

For such a purpose, this

mode of writing, as being more concise, is, without doubt, of real practical
utility, so far as an extremely simple accompaniment is concerned—an accom-
paniment consisting merely of naked chords, which can be indicated in most
cases more easily and briefly by a few thorough-base signatures, than by fully
written notes, and which also can be more easily comprehended by the eye and
more easily read, by one who understands thorough-base notation, than chords

fully written out in notes.

This is the case, for example, in the so-called dry

recitative (recitativo secco), accompanied simply by naked chords struck on a
pianoforte, (sometimes, in the Italian opera) by a violoneello, or by some other
instrument ;—of which species of composition, the followmg base part, for

example,
Vocal part
4 S — Y
—134—-—-0——1—_9—11——0———‘ N S g —g—F
J
Thorough-base part. ﬁg
Y% : 5
Pnimin - = e = e e
o { f

is not only easy to read, but also affords at the same time the incidental ad-
vantage that a thorough-base part of this description, requiring only a single
staff, may at pleasure be executed either on the pianoforte or on some other
instrument, e. g. on the Violoncello, the Harp, perhaps on the Guitar, &c.—on

o KOCH.
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the Pianoforte, the Harp, or the Organ, in the following manner, for instance :
Fa bl .4

v .4 0 N i
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et
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On the Violoncello :
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On the Guitar :
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And so also it may, in many cases, be found more easy and convenient for both
writer and reader to write a simple melody, e. g. a Choral melody, or perhaps
a Solfeggio, and the like, in the following manner,
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than in fully written notes, as follows:
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(although it is true, indeed, that even in this case, to at least the great ma-
jority of readers and players, actual notes would be incomparably more welcome
than thorough-base signatures, were it only for the greater clearness with which
the music is presented to the eye by notes than by figures.)

A second, and in many respects very considerable, advantage of thorough-
base writing consists in the fact, that, when the base part is figured in the tho-
rough-base manner in a score, as is usually done in pieces of church music, such
figuring often very much facilitates the understanding of the harmonic web
[the structure of the barmony] e reading and playing from score; since a
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base staff with thorough-base signatures immediately marked over it is for the
most part more easily surveyed by the eye, than the entire mass of vocal and
instrumental parts constructed for a wide distance above each other in several
staffs, and to be read in several different clefs. Thus it here affords about the
same facility which is furnished by placing under the full score an abridged
pianoforte abstract : that is to say, to an individual who has once rendered him-
self familiar with thorough-base figures, it secures, in case these figures are not
too numerous and huddled together in too confused a manner, not only the ad-
vantage of his being able more easily to survey them than the full score, and
perhaps also to accompany a vocal part according to them,—but these thorough-
base signatures may often be of utility, too, by the fact that they prevent the
attention of the player from score, of the conductor in rehearsal, or of any other
reader, from passing over unnoticed, say, an unexpected leading tone, or other
distinguishing and important interval, which lies, perhaps, in the apparently un-
important. part of some wind instrument, in an unusual clef, or in some other
obscure situation, where one would not expect to find it. This advantage is
obviously of so great importance in itself, that it is really a matter of surprise
that it should not have found acceptance also in secular musie.

How far it is proper and desirable, in ¢4e execution of a piece of music in
many parts, to allow, besides the full instrumentation, the thorough-base figures
also to be performed by a thorough-base player on the organ or otherwise, is
another question, upon which I must refer the reader to what I have said in
relation to the gross impropriety of such thorough-base playing, in the periodical
Cicilia®, as also in my Z'reatise on Thorough-base [ Generalbasslekre], pub-
lished by Sclott, at Mentz.

(These views were first published in the Leipsic General Musical Journal
for the year 1813, p. 105, and onward ; and, ten years afterward, another gen-
tlemen saw fit to publish these same views, first ventured upon by myself, as
strictly his own, and that too in the same periodicalt.)

A third real advantage of thorough-base notation consists in the fact that it
often serves superficially to sketch a piece of music in haste, which not unfre-
quently can be done sooner by figures than by the ordinary notes. Indeed, for
that matter, a series of harmonic combinations may be noted down entirely with-
out note-lines and music-paper, by merely using letters in the place of the base
notes. Thus, for example, we may, in this rapid way of writing, sketch the
harmonic combinations found in figs. 1089—1091,

(Fig. 1089, 7.) *) f |
St = o gwdog d

_9: 28 N E(_) EL)‘ b ST = _"q.(_)‘
-©- S - el— -ei- C1 -©-

* Vol. xiii, p. 145, and foll.
+ Leipzig allg. Mus. Zeitung for 1822, No. 42, p. 677, and foll.
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(Fig. 1090, 7.) (%)
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§ 575.

Still a farther species of utility to be derived from the system of thorough-
base notation (chiefly for the sake of which, indeed, I have mentioned the subject
in this Theory) consists in the fact that it is happily adapted to be used in contra-
puntic exercises™.

6 7 8 8 7
4 56 6 5
(Fig. 1091.) ¢

* I say in confrapuntic exercises, but not ¢n teaching the theory of composition
itself, for which, or instead of which, it is often (irrationally enough) used amiss. For
it follows from the very fact that the thorough-base notation is essentially nothing else
than a short-hand species of writing, whose signs uniformly represent nothing but mere
notes, though indeed less perfectly than notes themselves, and that they give as little
information in respect to the internal harmonic sense and connection of the tones indi-
cated, as if the tones were written in the usual notes, whose substitutes they are (§ 563,
remark),—I say, it is evident from these considerations, how irrational it is fo attempt fo
found the doctrine of pure composition upon these thorough-base figures, whose use
pre-supposes a complete knowledge of the subject already ;—just as if a pedagogue, for
instance, should attempt to construct a Latin Grammar upon the doctrine of the abbre-
viations of Latin words and phrases.

This view becomes the more striking, if we consider in what way persons think to
arrive at that object, namely, by assuming the doctrine of pure composition to consist in
showing how one is to treat this or that interval—e. g. the seventh tone from the base
tone,~—or how one is to treat the third, the fourth, and the sixth, in a third-fourth chord,
—the third, fifth, and sixth, in a fifth-sixth chord, &c.—just as if one who had occasion
to write a theory of arithmetic, for example, should make this consist in first teaching
his pupils what they were to do with those numbers in which the figure 1 should occur,
&c! (See remark on § 99.)

Py
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The utility of the thorough-base notation, in this respect, depends upon the
circumstance that its figures uniformly indicate only what tones occur in the
other parts,—that is to say, only notes, but not directly the fundamental har-
monies involved in them,—and that the entire arrangement and conduct of the
other parts are left to the personal agency of the reader himself.

‘We will, then, take in hand an example furnished with thorough-base figures,
say fig. 1092,

(Fig. 1092.) KIRNBERGER.
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and will reject one of the upper parts from it, in order again to supply it from
the guidance of thorough-base signatures.

We will afterwards reject several, and finally @/ the upper parts, so that
merely the figured base alone shall be left us, from which we will at one time
form a composition having two parts, and at another, one having three, four,
or more parts. |

I avoid mentioning many examples for similar exercises, since every tho-
rough-base part, which every individual can easily supply himself with, may be
used for an exercise of this species. Those scores of good composers which have
their base part marked with the signatures of thorough-base are particularly to
be recommended for this purpose ; because the pupil, after having drawn out
such a figured base in parts, can compare his work with the conduct of parts
found in the original score ; which latter serves, in such a case,as an instructive
correction of the exercise. The examples given for practice in Zérck’s Guide

It is almost yet more irrational to write, as has been done, so-called Thoroughk-base
Schools, which only purport to teach how to play a figured base according to the rules of
the art, without one’s being radically acquainted with the theory of pure composition ;
a little piece of trickery which seems to me very much like a man's undertaking only to
teach a pupil to read a book written in mere abbreviations, without his understanding
the language in which it is written.

After these remarks, it will be quite apparent, why and in what sense I have, in many
parts of my Theory, denominated such instruction books detestable Thorough-base Schools.
Such an intrinsically mistaken attempt can never be and will never be anything else,
even had Apollo himself written it ; and recipes and prescriptions, how, in this and that
case, a tone must be treated which may happen to be the second, third, fourth, &c. from
the base tone,—how the third, the fourth, the ninth, the second, &c. in this or that second-
fourth-sixth chord, or even the base tome itself, is to resolve itself, &c.—prescriptions
which at one time indeed prove correct, but at another not, as we have seen again and
again in the course of our Theory,—I say, such rules and prescriptions can never be
anything else than a miserably jumbled aggregation of family medicines, promiscuously
thrown together in the most arbitrary manner, without any actual internal relationship
or connection.
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to Thorough-base Playing* will serve for a similar purpose ; as will also those
in Kirnberger's Principles of Thorough-baset, and many others.

One will soon become able, by proceeding in this way, to place a figured base
part before him on the pianoforte, and directly to play off a piece of music in
two, three, or more parts ; or, as it is termed, t play thorough-base.

Finally, one may try to convert the figured base part into a middle or upper
part, by transposing it—say one or two octaves higher—so that the tones indi-
cated by the signatures shall at one time be given to the higher parts, and at
another to the lower. Thus, the figured part in fig. 1093 may be interwoven

(Fig. 1093.)
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into a four-part composition as an upper part, as in fig. 1094, which contains

(Fig. 1094.) VOGLER'S CHORALSYSTEM.
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the harmonic eombinations indicated by that figuring.
In like manner, the passage in fig. 1095 can also be treated as a middle part,

(Fig. 1095.) o 1
A 6 43 654 6 8
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as is the case in fig. 1094;; &e.

(D) TO SET ONE OR MORE PARTS TO ONE OR MORE GIVEN PARTS, WHEN
THE HARMONIES TO BE CHOSEN ARE NOT EXPRESSLY INDICATED.

§ 576.

Finally, those contrapuntic exercises in which the harmonic combinations to
be snpplied have hitherto been indicated to us in one way or another, we will
now undertake without any such aid. From some piece having several parts,
in which the harmonies are no where particularly designated, as, e. g. fig. 1096
or fig. 1097, we will select out one or more parts, so as to supply them again
without any such assistance. We can also do the same thing with several other
examples.

* Anlettung zum Generalbassspielen. + Grundsitze des Generalbasses.
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(Fig. 1096,2.) Doric Key. BACH.
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(Fig. 1096, %.) VOGLER’S IMPROVEMENT.
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(Fig. 1096, %, continued.)
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(Fig. 1097.) Phrygian Key. BACH.
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In this way we shall at length become able to set one or more parts to a
stngle part which is furnished with no particular indication of the harmonies to
be chosen; and this species of exercise is the one with which (as we have men-
tioned above, in § 559) our teachers of musical composition begin and end their
contrapuntic exercises, as they do in general their exercises in pure composition,
but to which we should be as little inclined rigidly to adhere, as we would to
make the first commencement with it.

It is self-evident that the practitioner must, in exercises of this species, him-
self seek out and select suitable harmonies and harmonic successions for the
given part—the cantus firmus.

e S
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In doing this, one will naturally at first choose those harmonies to which the
cantus firmus primarily points. Subsequently, however, one can do the oppo-
site, and can, for example, counterpoint the cantus firmus in fig. 1098, 7,
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at one time as in %, and at another as in fig. 1094, p. 890, or in fig. 1099 :

(Fig. 1099.) VOGLER'S CHORALSYSTEM.
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Indeed, one may even attempt to set a whole canfus firmus in an entirely
different key from the one to which it naturally points. Thus, e. g. I have
attempted to construct the melody found in fig. 1100—

(Fig. 1100.) Cantus firmus. ~ =
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a melody which very decidedly indicates the key of G-major—into a piece of
music in C-major, without in the least altering its form ; asin fig. 1101 :

(Fig. 1101.) FROM MY OP. 41,
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(Fig. 1101 continued.)
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As examples for practice in counterpointing a canfus firmus, we may, in
general, use any that occur in Treatises on Thorough-base.

DIVISION II.

TO FORM A GIVEN HARMONIC SUCCESSION INTO PARTS.

§ 571.

Thus far we have uniformly had either several given parts, or at least one,
to which we were to set others. But we will now attempt to form @ sertes of°
harmonies, given alone, into parts. We will, for example, iranscribe the desig-
nation of harmonies standing under fig. 1074 7, p, 876, alone by itself, adding
merely forms of notes, to show how long each harmony is to continue, somewhat
in the following manner :

e M e W i
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and will then try to form, according to these given harmonies, a piece of music
consisting of two, three, four, or more parts, at one time exclusively of harmonic
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tones, and, at another, of harmonic tones combined with others which are foreign
to the harmony. Below are found some more problems of this species :

e o T S °

N s R e e

e:c1 Vo1 Bp:V? Dh:VT 1 V7 I (Compare fig. 1090, p. 888.)
Or:
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(Compare fig. 1092, p. 889.)

DIVISION IIL
TO INVENT A PIECE OF MUSIC WITHOUT ANY THING BEING GIVEN.
§ 578.

The exercises naturally preliminary to this problem having been pretty
thoroughly canvassed in what precedes, we may now venture with some degree
of certainty upon the business of inventing a piece of music entirely from our own
resources—of composing a piece.

If we will, however, observe some gradations in this matter, we may proceed
somewhat in the following manner. We will first invent merely one part, or
simply a melody, and then add to this part several others, in the manner sug-
gested in § 576. In this way we obtain a piece of music in which every thing
has been invented by ourselves.

At another time we will invent merely a series of harmonic successions, and
then carry out this series of harmonies into parts, according to the directions in
§ 577. In such a case, too, we shall have by degrees produced a piece of music
wholly from our own resources.

In this way we shall at length become able to perform all the above sepa-
rately treated operations at once, and therewith to produce at one operation a
prece of music grammatically correct, a pure musical composition, and either
to write it on paper, or to play it on an instrument.

To teach the art of doing this, has thus far been the object of the present
Theory. Whatever else pertains to the theory of musical composition, namely,
the more artificialized forms of musical composition, of what is called Double
Counterpoint, of Imitations, Canons, and Fugues, as it were the Syntaxis ornata
[the ornate syntax], is foreign to the doctrine of merely pure composition, the
mere Grammar of Musical Composition.




APPENDIX.

ON THE ANCIENT MUSIC: PARTICULARLY THE OLD GREEK
' OR CHURCH KEYS.

§ 579.

In our whole previous Theory, we have entirely passed over one subject,
which, in other books of instruction, has been made a matter of very great im-
portance ; indeed, with which many have been accustomed to commence their
instructions, and upon which—even to found them. This is the doctrine of the
so-called Greek or church keys.

1 cannot convince myself of the propriety of this mode of procedure, deeming
this subject, as I do, to be something wholly foreign to the theory of musical
composition ; and I here touch upon it supplementarily, simply in the way of
historical narration, in order that my readers may not be left in ignorance of a
subject, to the knowledge of which, in the eyes of many, so great importance is
attached.

§ 580.

{n the views which we have thus far taken of musical composition, we have
uniformly recognized only #wo different species of keys,—namely, major and
minor. These two species of keys, moreover, are properly the only ones which,
at least so far as our ears at the present day are concerned, are adapted to the
purpose of music. Musical antiquarians, however, assure us that the ancients
had, not, like ourselves, merely two varieties of keys, but many more and entirely
other keys; and such, for example, are the keys in which figs. 1102—1105 are

written :
(Fig. 1102,2.) Hymn to the Muse Calliopeia, according to Burelte’s interpretation.
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The same Ode, as printed by Forkel, vol. i, p. 422.

(Fig. 1102, £.)

-

— ¥ O

9-

J

=y
&

e

==

0 1%
. Tie
o (e
i
N
,)”d_omw, ._1-
- T
0§ Ha.
'
™, < |T[®
;.-%N TT®
D |
% [Fe
e ]
§
s
<

_'[ i Oy’

e
)

I
-
i

DS RS e S A ==

-
L

i
=

5
e UL G- €3

=2,

I—]
-9

|
-

O
A=

Hymn to Apollo, copied by Forkel, vol. i, p. 424.

(Fig. 1103.)
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(Fig. 1104, 2.) Hymn to Nemesis (in Forkel, vol. i, p. 427).
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* The lst, 7th, and 35th notes of this example are indicated as minims by the author;
but they have been altered to semibreves by the Editor, in accordance with Kircher’s
version as given in his work, ¢ Musurgia universalis.”” Tom. I. p. 542.—Eb.
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(Fig. 1105, k.)  The same Ode, according to Dirette’s interpretation.
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Let oune first sing or play these through, and then form his own judgment.

If it is true that Greek music really sounded as these specimens do—if it is
true that in Greece such musical compositions, which, at least to human ears of
the present day, are chiefly of the most strange and singular character, were
currently received as products of the fine art of music,—certainly the musical
sense of the Greeks must, to say the least, have been very differently constituted,
and their music something entirely diverse from our own.

But, in the first place, it is yet a very unsettled question, whether the music
of former times really dvd sound thus. |

Few subjects of antiquity are invested with so comparatively impenetrable
an obscurity, and attended with so great a diversity of views and opinions among
learned men, as is the doctrine of the music, and particularly the keys, of the
Greeks and the Romans.

The cause of this obscurity lies in the circumstance that historical investi- .

gators in this department, more than in almost any other, find themselves almost
entirely left without traces to guide them, and without any of the requisite
sources of information. While the plastic works of the ancients still to this day
stand bodily before our eyes, not a single tone is any longer heard from all their
musical productions. A few paltry fragments of written Greek music—mere
dead musical signs—are all that has come down to us. And even these pitiful
fragments are not only extremely few, but, what is the worst of all, they are to
us properly illegible, and we do not know with certainty how they actually
sounded ; which latter fact is sufficiently obvious from the consideration that
these said manuscripts have, not unfrequently, been quite differently construed
by different musical scholars ; and, indeed, from the consideration, too, that such
constructions of Greek music as are found, for instance, in the examples above
quoted, uniformly sound so very strangely, that one can scarcely keep himself
from the conjecture, that the interpreters, who suppose the pieces of music desig-
nated in those ancient musical writings to have sounded so strangely as they do

e S———
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when thus translated into our modern notes, might have erred in deciphering
those ancient musical manuscripts, and have translated them into notes incor-
rectly ; so that if an ancient Greek were this day to rise from the dead, he would,
perhaps, be very much shocked to hear what these gentlemen had proffered as
specimens of the music of his so highly cultivated age.

Truly, indeed, if such an ancient visitor, restored from the grave, could stand
before us at this day, and play or sing a few pieces of the music of his time,—
then should we at once be extricated from the difficulty. Then we should, for
once at least, have heard with our own ears, as we now daily see the products of
the ancient plastic art with our own eyes. But inasmuch as we have never,
either directly or even indirectly, perceived by our own senses how a piece of
Greek music originally sounded, so, it appears to me, our speaking and writing
on this subject is not much better than treatises of deaf men on tones, or of blind
men on colours.

But it is not enough that no ancient Greek arises from the dead to enlighten
us upon the nature of his music! No; it would almost seem as if the dead of
more than a thousand years had even plotted together to thicken the veil of con-
cealment still more. For, even the historical notices which the ancient writers
have left us of the music of their age are almost all in the highest degree unin-
telligible, often entirely contradictory,—yes, even demonstrably erroneous,
untrue, and contrary to nature, when they are not even directly false* ; as, e. g.

* The same complaint of the obscurity and uncertainty of this subject has
already been made by several other writers before me; as, e. g. among others, by the
following :

Fuxius, in Gradu ad Parnassum, Ezercitii V. Lectione VII, De Modis, pag. 221 :

“ Ad Modorum materiem tractandam adniti, perinde est, ac antiquum chaos in ordinem
redigere. Tanta enim opinionum diversitas inter Auctores, cum anfiquos, tum recen-
tiores reperitur, ul ferme quot capita tot sententie fuisse videantur. Nec me tenet lanta
admiratio Grecorum Auclorum: efenim extra controversiam est, Musicam tllorum
principio pauperem admodum intervallis fuisse, teste Platone in Timeum. . .
. . . . PostQquam AUTEM vix UMBRA DE MusicA GRZECA NOBIS AMPLIUS
SUPEREST, non Safis mirari possum, existere etiamnum aliquos, qui hodierne Musice
nostre Modis peregrina hec vocabula attribuere, et rem ex se safis intricalam, VANIS
NOMINIBUS obscurare audeant.’—** To endeavour to treat the subject of keys [modes],
is, as it were, lo attempt to reduce the chaos of antiquity to order. For, so great a
diversity of opinion is found among authors, both ancient and modern, that there seem
to have been almost as many opinions as keads. Nor am I so much captivated by the
Greek authors : for, it is beyond dispute, that their music was. first cf all, very poor in
intervals, as we are assured by Plato in Timeus. . . - . . . . . Bum,
SINCE SCARCELY A SHADOW OF GREEK MUSIC STILL REMAINS TO US, I cannot fecl
surprise enough, that there are still those who, to this day, presume to apply these foreign
terms to our musical modes [keys], and thus, BY SENSELESS NAMES, lo increase the
obscurity of a subject which is already sufficiently obscure in itself.”

D. Axtonto ExiMENo, Dell’ origine e delle regole della Musica, Roma, 1774, P. 2,
L. 1. Cap. 1, § 1, pag. 321 : « Gli Europei sono tenuti arispettore ne' Greci ¢ Maestr:
delle moderne arti, riti, e costumi; ma questo rispetto non deve impedire il tenerli per
la nazione piw menzognera che sia slata mai al mondo, ed ambiziosa di farsi stimare piy
di quello ch’era.”— The Europeans are bound to respect the Greeks as the masters of
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the story of the hammers and strings of Pythagoras, first unmasked by Galilei,
as also by Chladnit, which story is handed down to us by Nichomachus Gero-
senus, Jamblicus and Gaudentius, Macrobius and Boetius, as a sober matter of
fact ; also the story of the youth of Z'auromenos, who was thrown into a rage
by the sound of a Phrygian flute-melody, and would even set fire to the house of
his rival, but from which Pythagoras easily kept him by a musical artifice,

their arts, manners, and customs; but this respect need not prevent our regarding them
as the most lying nation that theworld ever saw, and a nation that was always ambitious of
being taken for more than it was worth.” And further, p. 339 : ¢ Non pretendo per questo
che la Musica greca sia stata onnimamente come la nostra, che per decidere questo punto,
v’abbisognerebbe sentire que la, e paragonarla con questa.”’—“I do not mean, by this,
that the Greek music was entirely like our own ; for,in order to decide this point, it
would be necessary to hear the former and to compare it with the latter.”—And again,
pag. 342 : « Vero é che da testimonj degli Antichi non si pud chiaramente rilevare il
significato delle parole, massimamente in materia di Musica, sulla quale nulla quast si
comprende senza esempj, che mancano affatto sulla Musica greca.”— It is true that
we cannot easily determine, from the mere statements of the ancients, the real meaning
of their words, especially in the department of music, where, even aside from this con-
sideration, scarcely anything can be understood without examples, which latter are here
entirely wanting ”

Rousseauv, in his Diction. de Musique, art. MoDE: “ Les Anciens différent prodi-
gieusement entr'eux sur les définitions, les divisions, et les noms des leurs Tons ou
Modes. Obscurs sur toutes les parties de leur Musique, ils sont presque inintelligibles
sur celles-ci.”’—¢¢ The ancients differ prodigiously among themselves in respect to the
definitions, divisions, and names of their tones or keys [modes]. Obscure in all parts
of their music, they are here almost entirely unintelligible.”

G. JonEs, in his History of Music (which is not this moment at hand in the original,
but only Von Mosel’s Translation), expresses himself in a similar manner : ¢ How much
it is to be regretted by the friends of the arts that no frace is left us of what the music
of the ancients actually was, and that all records, which might have diffused light on so
interesting a subject, have perished in the rushing stream of time. We have, indeed,
treatises and works of the Greeks upon ancient music, but they do not benefit us; for,
even the learned professors of modern harmony are not able to understand them. The
tedious subtleties of an endless winding through the labyrinth of an analysed Diapason ; the
particular character of their Tetrachords, and the impenetrable darkness which hangs
over the knowledge of their signs of tones, are as substantial causes for sadness to the
feelings of the musical artist, as they are to the curiosity of the ancient historian.”

The learned and distinguished Dr. BUrNEY, in his Introduction to the History of the
Music of the Ancients, says, as candidly as truly: ¢ What the music of the ancients
really was, it is not now easy to determine. . . . . . the subject of the ancient
music is so obscure, and the writers who have treated of it differ so much in their own
opinions, that I prefer to omit all discussion in relation to it; for, to tell the truth, the
study of the ancient music has become, at the present day, more the business of the
antiquary, than that of the musical artist.”

FoRrkEL’S expressions, also, in several parts of his history of music, coincide with
the views expressed above. He says, e. g. among other things, in his first volume, pages
viii and ix: ¢ Whoever, therefore, will fathom the true nature of the ancient music,

* Akustik, § 86, and Leipz. Mus. Ziy. 1826, No. 40.
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namely, by calling to the flute-player to play only in quick spondaic measure,
which spondaic blowing immediately changed the feelings of the incendiary to
such a degree, that he repentantly sneaked away to his home without doing any
thing farther : or the story of the musical performances in Solomon’s Temple by
a court chapel-retinue of not more than four hundred and eighty thousand mu-
sicians, of whom alone twenty thousand were trumpeters, ————— &e.*

certainly (strange as the conclusion may appear to many readers) can but seldom follow
the accounts as they have been given us by even the most credible historians of antiquity.”
. « . . “Hemay be a very honest, candid, and even learned man, and yet, in in-
dividual parts of the sciences, or in the arts, may possess so little true knowledge, that
he does not in such a case merit the slightest confidence, and is just as capable of deceiving
us by his accounts, as if he were far from being the honest and learned man whom we
are bound to consider him, on the ground of his other merits. One thing which greatly
enhances the difficulty of our acquiring clear ideas of the nature of the ancient music,
besides the above-mentioned uncertainty of historical sources of information, is the entire
difference of the interval relations in the modern and the ancient scales, and the hence
arising impossibility of making these ancient interval relations sensible to our ear, ac-
customed as the latter is to other distances of tones which are entirely diverse. Had
some such machine been left us from antiquity as is the invention of the mechanical
flute-player of Vaucanson, or as some of our musical clocks are, then would some melodies
also have come down to us in connection with them. From a single piece of music,
obtained as it were alive, in this way, we should have been better able to comprehend
the nature of the ancient music, the magnitude of the intervals in its scales, its measure,
&c. than from a thousand descriptions, or even from the few melodies, of which, after all,
only the lifeless signs have come down to us. But such inventions either had never been
produced by the ancients, or they have become lost, and we are now no better off, as it
respects the true sound of the ancient music, than we are as it respects the true pro-
nunciation of the ancient dead languages.”’

It would be easy to adduce a great many other writers, who all agree in the same
complaint. I have, above, copied only from those who happened to be nearest at hand,
while the others, almost without exception, utter the same lamentation, with equal
strength, and, so far as I can recollect, in most cases, with much greater.

Disheartened at all these dificulties, and at the want of a solid foundation upon which
to establish a sure progress, many are disposed to give up this important branch of musical
and antiquarian science, in a manner, utterly and for ever. We might almost approve of
their choice in the matter ; for, in so small a number, and in the poverty and uncertainty
of the traces which could serve as the basis and support of our investigation, the hope of
securing any satisfactory results from this field must necessarily be very small. But not-
withstanding all this, it would not be worth while, perhaps, to give up all hope. If, as
is well known, we can succeed in getting the genuine sound of certain Greek letters
from the bleating of sheep, the howling of a dog, and the like, why should we not hope

* That even our latest writers offer the fraternal hand to the lies of the writers of an-
tiquity, is shown by a document published in No. 43 of the Berlin Musical Journal for
the year 1824—a document presented with entire seriousness as an authentico-historical
one, which contained the most important and positively decisive developments upon
this subject of antiquity, but which was found, by more recent disclosures, to be a—
jesting fiction.—(Cécilia, vol. ii, p. 156.) Compare, moreover, F. A. Wolf, Darstellung
der Alterthumswissensch. Museum der Alt, vol. i, p. 65 ; Serapionsbriider, II, 371.—
E. T. 4. Hoffmann’s Leben, I, p. 281 ; Cédcilia, vol. ii, p. 113 ; iv, 213 ; v, 279.
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As no rational man believes a word of all these things, so I can never believe,
from any assurance of our antiquarians, that the Greek music was anything
like what our interpreters of these hymns have given us in figs. 1102—1105,
Pp. 897—900, and thus anything so entirely different from that which we call
music at the present day, a confused and tedious jumble of sounds, without any
melodic sense, and (like the above examples) even without any rhythmieal sym-

we may yet perhaps gain some disclosures from the same gquarter, showing how the
Greek music may have once sounded, and whether it is actually true that such things as
those exhibited in figs. 1102—1105, pp. 897—900, were called music among the Greeks ?
whether their keys and scales are of such a nature that melodies of suck a description
could be manufactured out of them ? or whether they may not have had the same scales
and keys as are found to be consonant to the ears of men at the present day.

But, if we would hope to be able hereafter to see light arise on this doubtful subject,
investigations must certainly be instituted in a very different manner, in many respects,
from what they have heretofore been.

First of all, investigators must transfer themselves more to the study of the sources,
the authentic remains of the ancient musical art, instead of always yielding themselves
up, one to the authority of another, as has for the most part been done heretofore, and
instead of looking through the glasses of others, usually ground and polished, not with-
out the distorting effect of prejudice, and not unfrequently without an accurate acquaint-
ance with the subject. For how dangerous it is, particularly in fAés department, to build
upon the authority of our writers, appears not only from the fact that they are not all
agreed among themselves, and one construes signs, and translates into notes the very
same piece of Greek music, in an entirely different way from another, as appears, e. g.
from a comparison of fig. 1102 ¢, 1104 ¢,and 1105 ¢, with % pp. 897—900, but particularly
from the fact that the authors who have written upon music, and especially upon the
foreign keys and scales, bave usually either been merely musicians without a suitable
general education, or possessed of a general education with but a small amount of musical
knowledge, or persons who possessed no musical qualifications whatever. For, it is
rothing new, for example, that W. JoNES, as he himself in a very artless and ingenuous
manner relates, after he had first occupied himself a long time with a learned comparison
of the key and scale of an Indian melody with our keys and scales, finally went at last
to a musician for advice, and fhen learned from him, for the first time, that the scale of
the said song was nothing peculiar, but was just like our own! (The passage itself will
be introduced farther on in the present remark, printed literally.) Thus a learned man,
who is not even at all acquainted with our scale, but is obliged first to ask a musician
about it, in order to know whether a song which he hears is contained in this scale or
not,—such a learned man employs himself with a comparison of this scale with that
of India, and causes his views upon music to be printed,—and other equally learned
men appeal to him and write again other learned treatises.—Rely not, then, upon the
idle tales of the learned!

The more indispensably necessary it is, therefore, in investigations relative to the
ancient music, to draw from the original sources, to see with one’s own eyes, and to
use one's own understanding, the more unfortunate it is that these sources are so little
accessible to the inquirer. For, where will he find the old manuscripts of the Greek
notation? Where the ancient writers who furnish accounts of the music of their own
times? Where the relics and copies of the ancient musical instruments, &c.? Where
will he find all this? And, particularly, where will he find it all fogetker, that he may be
able conveniently and thoroughly to examine, compare, and consider it on all sides, in
one connected view ?

NS



AND CHURCH KEYS. 905

metry; and the very circumstance that antiquarians are not able to construe
these otherwise than they have done, seems to be a clear proof that their inter-
pretation is entirely incorrect, and hence that they have not yet succeeded in
understanding the Greek notation. In this position of the affair, in consequence
of which our writers and artists differ from each other so widely in their views
and representations of the Greek keys, while upon the whole subject in general

It is obvious how very much the difficulty of investigation is increased by this circum-
stance, and the hope of ever arriving at a satisfactory result is diminished. To say the
least, if the latter object is ever to be gained, one must begin with first furnishing us with
the original documents themselves. Accordingly, our writers, instead of translating the
Greek music into modern notes, according to their own ideas, as they have hitherto most
improperly done, must give us rather genuine copies, fac similes (copies figuratives), of
the ancient manuscripts themselves, as also the places in the writings of the ancients
which speak of music, whether professedly (ex professo) or incidentally, together with a
careful mentioning of any various readings; true copies of the ancient draughts; and all
this with circumstantially explanatory descriptions, with a definite statement of the place
where the originals, the reprints, copies, and fac-similes, delivered, are to be found, &c.
Only in this way, by placing the materials of investigation before our eyes,—only in
this way, gqould there be any hope of ultimately obtaining any light on a subject, of
which, if we would but acknowledge the truth, we thus far know nothing, how much S0~
ever we may be in the habit of taking pains always at least to show some learning in
relation to (éz puncio) the keys of the ancients, and of demeaning ourselves as if we had
fully drank into the spirit of the ancient unutterable music of the priests of On, and had
heard the mummy of the beautiful Asnath, the consort of the virtuous Joseph, sing.
(See Fink’s excellent work—s¢ The first Migration of the most Ancient Musical Art, as
an Introduction to the History of Music” [* Erste Wandering der iltesten Tonkunst als
Vorgeschichte der Musik”}—a work which, without any predecessors of its own species,
for the first time makes very rich developments in relation to the origin of the art, to-
gether with philosophical and musical intimations in an historical point of view. (Com-
pare Cicilia, vol. xiv.)

But I must not conceal the fact from my readers, that there is, after all, one writer
who, in spite of the uncertainty of our knowledge in the department of the ancient
music thus far, has no hesitation in writing, with the utmost positiveness, a formal and
detailed system upon the music of the Greeks. Thisis HERR BaRroN voN DRIEBERG,
the author of quite a readable treatise, entitled—* The Practical Music of the Greeks”
[« Diepractische Musik der Griechen'’}—who, especially in pp. 101-—104, has treated me
with great severity, because I ventured to participate in the incredulity of the many
above-mentioned writers, and to make an open avowel of this fact, in my preface to
Dr. S16rEL’S History of Modern Music [“Geschichte der Modernen Musik”]. Inorder
not to confine my readers exclusively to my own views and those of all the musical
authors above named, but to make them acquainted also with the grounds and proofs for
the opposite opinions, I give, below, a literal insertion of the particular passage of Von
Drieberg, above alluded to, in which, for reasons unknown to me, he makes his demon-
stration against me. He speaks as follows:

“By the knowledge of the fundamental principles and rules of an art, we can furnish
ourselves with an idea of the practice of the same. Thus, how the Greek music sounded
may be ascertained, though the spirit which animated it admits of being only conjectured.
Mr. Weber, however, disputes the former, and that too, as we have read above, because
there are no notes of a thousands-of-years-duration which still continue to sound and by
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they are any thing but agreed, I will, instead of assuming the air of knowing
more than either I myself or any body else actually does know, rather openly
renounce all pretension of telling my readers definitely what was the nature of
the music, and especially the keys, of the ancient Greeks, and how, if at all, they
really differed from our own; I will, on the contrary, limit myselfto the simple
task of presenting, as truly and intelligibly as possible, those ideas of the Greek

which we can hear with our own ears how, for instance, a Greek—catgut sounded. This
truly appears to be an impossibility ; but Mr. Weber takes the matter in hand, and gives
us a recipe to show how we must study the Greek music in orderto solve that thousands-
of-years-problem. That we have in nowise misconstrued this Mr. Weber, so learned
¢ in point of [in punto] the ancient music,’ is proved by his similes of persons born deaf,
and of the sheep as a Greek language-master, &c. A refutation, ¢n this case, would be
superfluous. Mr. Weber’s assuming the possibility that the music of the Greeks may
have been something entirely different from the modern, is not consistent. For, he will
admit, that both harmony, i. e. all the relations of sounds to space and rhythm, i. e. all
the relations of sounds to ¢ime, depend upon the unalterable laws of nature, and that this
was known to the Greeks. Since, therefore, the union of harmony and rhythm is music,
it must be impossible that the music of the Greeks should have been anything entirely
different from that of the moderns. But possibly, after all, Mr. Weber even denies the
existence of unalterable natural laws in music, and thinks it may all rest upop mere con-
ventional agreement, in like manner as, say, the rules of cricketing do. If such is the
case, we must endeavour to inform him. The celebrated William Jones says: ¢ After I
had long endeavoured to find out the difference of the Indian scale from our own, I
requested a German musician of much capacity to accompany, with the violin, an Indian
lute-player, who played a written popular song on the loves of Crispa and Rudha. The
German virtuoso assured me that the scale was perfectly like our own. I more recently
learned, also, from Mr. Shore, that if a tone is given to an Indian singer from the piano-
forte, and he adjusts his voice to the same tone [takes the same pitch], the Indian as-
cending series of seven notes has a minor or major third, just as ours has.” Wonderful!
The same scale of sounds is used alike in India and in Darmstadt, and yet, in this case,
any conventional agreement is out of the question. Had Mr. Jones been more of a
musician, he would doubtless have traced out the cause. But the cause truly is, the
symphony of sounds. For, since the symphony not only determines, in the most exact
manner, the position of the seven dynamic sounds of the fundamental sy