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TRANSLATOR’S PREFACE

THE origin of the enterprise which the Translator has undertaken,
in rendering into English the present work, is traceable to a faet in his
own experience. When, some years since, he commenced a more
methodical and thorough course of musical studies, he at once found
himself without the reguisite helps. Notwithstanding he possessed
himself of such hooks as could be found in this country, there still
remained a most obvious and important deficiency. 'These books
were all perceived to be defective in two particulars; first, in the abso-
lute want of matler, and secondly, in the manner of communication.
A great many things which were continnally songht for, and which
it is seriously important to every musical student to know, were not
to be met with in any of them. 'Thus a deficieney was seen to exist,
which must leave the mind in ignorance, conjecture and doubt, on
many points most vitally concerned both with musical knowledge and
musical practice. Indeed, this defectiveness extends even to matters
involved in common, every-day musical performance; and so great 1s
the chasm which it leaves in all the instructions relating to Harmony
and Composition, that the latter can scarcely be said to be tanught at all.
On the other hand, as it regards #he manner in which these books pre-
sent their instructions, it was found to be, as universal experience
declares it to be, confused, pedantic, blind, and misleading., Their
intricate and complicated forms of expression; their affected, foreign,
pedantic terms ; their general looseness and obscurity of style, render
it on the one hand, almost impossible to get at their real meaning at all,
while, on the other, by interposing unnecessary and almost insuperable
difficulties in the way of the learner, they either dissuade him from
his attempts altogether, or needlessly encumber, obstruct and retard
his course of advancement.

Such a deficiency being found to exist in the necessary facilities for
musical acquisition, the thought occurred, that in Germany—the gar-
den of mmsical cultivation and the richest field of musical science on
earth—that land so distinguished for general research, thought, and
profound scholarship—something might be found which would, sup-
ply this chasqn. Accordingly, after a series of inguiries, prosecuted
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with this view for some length of time, it was ascertained that God-
frey Weber's large treatise on Musical Composition, was, of all
others, the work to be chosen. The reasons which have led to such
a determination are briefly as follows:

The personal properties of the man are those which render him
pre-eminently qualified for the task of producing such a book. He
possesses an able intellect, combined with a large share of common
sense and sound judgment. He is, moreover, distinguished by one
other attribute, which is as rare as it is valuable; namely, a faculty to
teach. 'That simple, clear, lucid train of ideas which make every-
thing plain in their wake, is pre-eminently his. He seems always to
move in sunbeams. His thoughts, though deep and comprehensive,
are nevertheless, simple and plain; and while he is peculiarly philo-
sophical in his habits, and is always answering, in a most agreeable
and satisfactory manner, the “whys” and the “wherefores™ which
spontaneously arise in every student’s mind, he at the same time does
it in such a way as not in the least to cloud his communications, but,
on the contrary, rather to enhance the welcome light in which he
makes us see the things he wishes to present. He moreover superadds
to his other qualifications a classic and liberal education. As a writer
on music, his reputation is above that of any other man in Germany.

Godfrey Weber's treatise on Musical Composition is the great work
of his life. It is now more than twenty years since he published his
first edition. During this long period, it has been an object of con-
stant attention and effort with him to add to it every possible improve-
ment, and to render it entirely a standard work of the kind; and the
two subsequent editions, published, the one in 1824, and the other in
1832, bear ample testimony to the success of his endeavors. The
reputation of his work has steadily risen, from the first day of its pub-
lication to the present hour, and it is probably safe to say, that, all
things considered, no book of the kind holds so high a standing in
Europe at the present time, as does Godfrey Weber's Theory of
Musical Composition. 'The only works that can compare at all with
it, are Boniface Asioli’s “Il Maestro di Composizione,” Anton Rei-
cha's “Traité de haute Composition Musicale,” and A. B. Marx’s
“ Kompositionslehre ;” but these works, though each possesses its pe-
euliar merits and holds a high pre-eminence above other works of the
kind, are still, all things considered, secondary to the work of Godfrey
Weber, and especially so in their relation to this country. They
(especially Dr. Marx and Reicha) aim more at particular excellen-
cies: Godirey Weber more at general and universal ones. Perhaps
there could not be a better proof of the universally acknowledged
merits of Weber's work, than the fact that as soon as it was pub-
lished, especially in its later editions, musical writers all over Europe

hﬁ'il
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TRANSLATOR'S PREFACE. xi

went to work at manufacturing books out of its materials and in
imitation of its peculiar properties. Some idea, moreover, may be
obtained of the estimation in which it is held in England, from the
following remark of an English writer in A. D. 1829, to wit: “Of
all the books ever written on the science, this is the most important, the
most valuable,” &c.

Une valuable property peculiar to Weber is the copious fulness and
minute delail with which he treats his topics. There are writers
who glance at almost everything and yet give us no distinet idea of
anything. But such a writer was not Godfrey Weber. The sub-
jects which he takes up, he treats. He makes us fully understand
them. He leads us all around them, and shows us how they look on
every side. If they are buried up in rubbish, he clears them of that
rubbish, and lets us see them in the naked light of simple truth; if
they are beset with difficulties, he is sure to notice the fact, and either
to remove those difficulties or to tell us how to estimate them. The
effect of all this is to give us clear, well-defined and practical ideas—
a species of knowledge which we can wse. It is only this full and
perfect grasp of a subject that can give us a commanding power over
it, and enable us to make a practical appropriation of it; and it is for
the want of such a complete and exact knowledge of things, that the
partial acquaintance with them which we do enjoy, is so often of no
practical avail to us. Weber had his eye upon this fact, and has stu-
diously adjusted his work in accordance with it. He has taken great
pains to give us a personal and independent possession of things—
to make our ideas so clear and so full as to eonfer upon us a complete
mastery of the subjects to which they relate. On this point Weber's
work holds a rare distinction;—a distinetion which, together with
the other unprecedented excellencies of the work, has made it the
basis of a musical revolution in Europe, and which will perpetuate its
popularity long after that of other works, both antecedent and subse-
quent to it, shall have been lost in the shade. Works of this kind
but seldom appear. Indeed, there are but few men qualified to write
them, either by their power of intellect, on the one hand, or their
sound practical judgment, on the other. Several treatises on Musical
Composition have appeared in Europe guite recently; but none of
them evinees the ability of Weber's, none of them sheds so rich a
light on the field of the science, none of them is destined to wield so
powerful and enduring an influence upon the musical condition of the
world.

Weber’s work is pre-eminently adapted to this country. Its admi-
rably clear and simple style, taken in connection with the eopious
detail of its matter, renders it, as the author himself very justly
observes, pecmliarly appropriate to those who have but little or no
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present acquaintance with the subject. It is truly just the book
that we need. On the one hand, it is the best authority that the
world contains; on the other, it is simple and easy to be understood.
The very copiousness of the work is, for us at least, one of its best
traits. No impression could be more false or absurd, than is that so
currently entertained by the mass of community on this point.
Brevity has universally been sought, while it is the very last thing
that should be sought. 1f knowledge is to be acquired easily, or fully, or
accurately, copious treatises, not abridgements, are the ones to be used.
Counter as this idea is to the general current of opinion, no one whao
tests it by experiment will fail to find it true. And welcome indeed
to our shores should be a work so well adapted in this respect, as is
Weber's, to the condition and wants of our country.

The first part of the work, embracing §$ I—C, is made up of pre-
liminary matter. Its object is to prepare the way for what follows,
and hence it consists, as its title imports, of General Musical Instrue-
tion. This portion of the work is adapted to every one who studies
musie in any form whatsoever,—to every one who wishes to learn to
sing, or to play, (as e. 2. the piano-forte, the flute, the violin, or any
other instrument,*) or to lead, or to teach. It embraces first prinei-
ples, things which lie at the foundation of all musical knowledge and
attainments. Hence it is a book which should be, not enly in the
hands of every beginner in musie, but also in the hands of every one,
who, though he may have studied music more or less, has never
enjoyed the advantages of that enlarged, thorongh, and standard
instruction which this work contains.

But no musical student who has an inquisitive mind, or who means
to malke solid attainments in the art, will rest satisfied until he has
possessed himself of the entire work. 'There are many subjects of
such a nature that they cannot be treated in a brief form, and it hap-
pens, that, in music, some of these are subjects of the highest interest
and of the most fundamental importance. Take, for example, the
subject of scales, keys, modulation, and the like. Things of this
nature should not be unknown to a single student of the art. They
are even elementary. They lie at the very eutrance of the mu-
sical temple. But these and various other topics, essentially con-
nected with the very first principles of musical science, and too
material to every learner—no less the practical than the theoretical—
to be dispensed with, require a far more extended treatment than is
compatible with the size of any small volume, and indeed presuppose

* An attempt to learn to play an instrament without an acquaintance with the funda-
mental prineiples of all musie, is a gross error in prineiple, and a great personal disad-
vaniage. The effect must always be, to obstruct the progress of acquisition, and to render
the attainment extremely imperfect, even when made.
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TRANSLATOR’S PREFACE. xiii

other instructions which are connected with the science of Harmony
and Composition. And besides, the intimate connection which the
more immediately practical holds with the 2heoretical, always renders
the one more or less defective without the other. A knowledge that
involves the remoter prineciples of the art and surveys the whole
ground, is not only more satisfactory in itself, but likewise more avail-
able. It puts a different shading upon a man’s acquisitions. It gives
him additional power. It enables him to wield a stronger influence.
And it is for this reason particularly that every feacher of musie, in
whatever department, should be advised by all means to avail him-
self of the information contained in this book. Were he but apprized
of the additional ability with which it would enable him to execute,
and the additional sucecess which it would cause to fall upon his
labors, he would not be without it. This work, moreover, is by no
means theorefical in the sense of non-practical. The word theory
seems rather an unfortunate one to be used in this connection. Teo
the apprehension of many, it carries the idea of something that is far
removed from the practicel and the useful, and that is attended with
no real, substantial advantages; while, in point of fact, the term, as
employed in the present instance, designates a body of principles and
a mass of knowledge which is practical in the very highest degree, and
which sustains very much the same relation to musical action, as a
helm does to a ship, or a guide to a traveller, or sunbeams to all our
operations in the external world.

i As it respects the manner of using this work, it is to be observed,
that, inasmuch as it consists of one entire system, consecutively
connected together, it will be necessary always to have studied the
previous parts, in order to be prepared to understand the subsequent
ones. It should be a principle with the student, in his perusal of the
book, to conquer every inch of the ground as he passes over it, to get
fully and perfectly in possession of all the preceding matter before he
attempts any of the following. If he adopts this course, his way will
always be pleasant and clear, and will conduct him on, by an easy
and sure progress, to the object of his wishes, <£1j

The amount of labor involved in the translation and editorial super-
intendence of a work like the present, can be duly appreciated only
by those who have had personal experience in the same department
of effort. Suffice it to say, however, it is such as would never have
been undertaken by the present translator, but from the conviction
stated at the beginning of this article, namely, that a work of this
kind is seriously called for by the musical interests of the country.
In a pecuniary point of view, it will be far less profitable, (if indeed
it should ever be profitable at all,) than are the other musical works
already extant. 'The price put upon it is very greatly below what 1s
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due for a work of its size and character. It was the intention of the
proprietors, however, in fixing its price, to remove every possible
obstacle to its universal circulation, and especially now, while it is on
the threshold of its introduction into this country, to aveid everything
that should tend in the least to keep our American musical commu-
nity either {rom an acquaintance with its merits or from a participa-
tion in its advantages. The time, it is presumed, cannot be distant,
when works of this kind will be held in just estimation in our coun-
try, and will be adequately sustained by the public patronage.

JAMES F. WARNER.

Boston, January 15, 1842,
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Pracrice precedes theory in the case of every art, and the latter,
forming itsell’ gradually upon the products of the former, constantly keeps
at some distance behind it, so long as the art itsell’ continues to make a
progressive advancement. The whole is founded upon nature and upon the
historieal developements which each particular art may exhibit along the
course of its being. But so fur as music is concerned, the progress made
for the last ten years in ]n’“:lr:tllti.'il f:trm]m:-'i[.iun has been out of all l:['u|:-urﬁun
to that which has been realized in the correspondent theoretical doctrines,—
the latter yet remaining in a very rude state. Whoever doubts the fact
may readily satisfy himsell’ of its truth by merely inquiring of the nume-
rous multitude who every day fruitlessly endeavor to derive the requisite
assistance from the treatises on Composition or the miserable Thorough-bass
Schools which have hitherto been published!

The more uncultivated, therefore, this field of our musical literature has
heretofore lain, and the more imperatively and universally the demand for
instruction upon the fundamental principles of Harmony is now urged upon
us from all practical musicians, and from all friends of the art who are not sat-
isfied with being merely mechanical practitioners or such shallow amateurs
as can realize only the most superficial pleasure from the art, but who as
pire to higher attainments,—so much the stronger is the claim resting upon
us, to furnish, as lully as possible, those peculiar facilities for attainment
which the hitherto so much neglected theory of the subject can supply.

It iz an honor to the tasie of our age that now so many of the better mu-
gicians and amateurs, even without any direct intention of being themselvea
compogers, still cherish an ardent desire to become acquainted with the
fundamental principles by which tones are connected into melodies and har-
monies, for the purpose of ennabling themselves to conceive and commun-
cate a rational idea of the good or ill effect of thiz or that combination of
tones and of the beauty or deformity of this or that musical passage or piece,

Such an aspiration is no less commendable in itself, than of happy omen
to the art. The only infelicity in the case is the false supposition on the
part of this class of persons, that their more limited object can be attained
by a correspondently shorter route, and consequently, misled by such an im-
prnasion, tblt‘!}" Elil_"__'.'f_ll‘]:.’ selze npon the shorfes! instruction books so abund-
antly to be found in every market under the specious titles of Elemenfary
Books, Treatises on Harmony, Thovougrh-bass Schools, and the like. The

numerousness of such books, taken in connection with the smallness of their
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gize, naturally confirms the uninformed in the false idea that everything es-

sential can be adequately furnished in nuce on this small number of leaves,

—as it were in a nut containing just that and that alone which inquirers of
the species now under consideration need to know.

I aver it as my most decided conviction, that those who think of arriving
at the object of their wishes in such a way, are destined to disappointment.

A compressed general view of the contents of a systematic science may in-
deed be given in few words to those who are alveady initiated and expert in that
geience. 'To such, the spirit of the whole may be communicated in a few
short, sententious hints; but the idea that one wholly unacquainted with
the subject, should be able to learn for the first time whatever of the sCi-
ence is material to his purpose from such a compressed general view, is
absolutely ridiculous!

The concise instruction books so much coveted, however, are far from
being condensed sketches designed for the learned. On the contrary,—and
this is the very misfortune in the case,—they are directly proflered to the
uneducated and boast of their comprehensibility and intelligibleness to these!
Is not this absurd? Do we not find it necessary to use very many more words
in making ourselves intelligible to an ignorant man, than to one well in-
formed? Where then, on so few leaves, do these authors find room to com-
municate (in addition to so much that is useless) any adequate or intelligible
view of what is essential in Harmony and Composition. The case is clear.
If we would be =o very brief, our only alternative is, either to be positively
superficial* on all points, or somewhat full on a few, at the total expense of
all the rest. In the first case, the reader gets nothing at all ; in the second,
mere disconnected fragments and of course no idea whatever of the subject
as a whole. Those, therefore, who think of obtaining from the little books
in question any just conception of the nature of the subject, cannot fail of
disappointment.

It surely would be absurd, then, to look upon my present Theory as foo
copious for beginners. It is for the very purpose of making myself intelligible,
not merely to the educated, but To THOSE WHO ARE AS YET WIIOLLY IGNORANT
oF THE supkcT, that I have been more full in many places than I should
otherwise have been,—that I have explained in a very copious and detailed
manner, many things which, if I had been writing only for the learned, 1
mig't}t either have presupposed as already known, or have merely hinted at

* In not a few instances, the current treatment is much worse than aupcrﬁciul. Bea
e. g. §5311, 426, 429, 481, 452, 454, 476, 522, 520, and remarks on §588, 85, 99, 108,
107, 181, 189, 222, 242, 312, 320, 824, 326, 341, 4583, 496, 536, 539, 674, etc. etc.
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EXTRACTS FROM THE AUTHOR'S PREFACE. 5

in a single word; and that I have not felt myself at liberty to omit any
thing which was either necessary to facility of apprehension, or adapted to
throw light upon the subsequent parts of the work. This is the reason
which has impelled me to be so copious as | have been, and which has made
me feel, that, instead of being more brief, I should have been yet more full.

Nothing certainly could be more wide of the truth than an idea which I
have once at least heard expressed, namely that my Theory presupposes
much, with which one must previously become acquainted from some other
book. Tt requires but the most superficial glance at my first volume,*
[1st. No.] namely at.{§ I—C, to convince one that nothing at all is pre-
supposed. A proposition, therefore, to engralt my work upon others, as one
more advanced than they, confers a higher honor upon me than I deserve—
an honor which I am under the greater necessity to decline, since the reader
would find himself compelled, on perusing my Theory, fo unlearn most of
what he had acquired from those other sources.

Finally, it would be a great mistake to infer from the title prefixed to my
work, namely the Theory of Composition, that it is designed more for those
who wish to become practical composers, than for those who have the more
limited purpose of ecuring an acquaintance with the principles of the Science,
Surely the doctrine of pure composition which is contained in the present four
volumes. [4 Nos. or 2 Vols.] and which constitutes a Grammar of the Musi-
cal Language, is alike indispensable to both designs. If, however, I had
acted with the express intention of writing enly for those desirous of under-
standing the subject, but not of becoming actual composers, I know not
how I could have written otherwise, than as [ have done,

To what extent I may have succeeded in facilitating the progress of in-
quirers after musical knowledge,—whether amateurs, practical performers,
or composers,—I will not, after the usual manner of preface writers, allow
myself to judge. As it regards my method of freafment, however, though it
borrows nothing from all the systems and modes of exhibition which have
been propozed by theorists before me, but is strictly and wholly my own, vet
I do not, on that account, feel the less bound to acknowledge, with all the
candor and fearlessness which are due to the truth, that I regard this mode
of treatmentt as the only proper one and as that alone which is adapted to
the nature of the subject or to the removal of the dark cloud which has
arisen—not indeed so much from the intrinsic difficulties of the subject itself,
as from the defective manner of treating it—and which has so seriously em-

barrassed the student’s progress to a knowledge of his art.

. The work was originally published in four volumes, but now in fwo. Tt is now issned
however, in four numbers, which correspond very nearly to the original four volumes,
t Comp. remark on § 99, Tr
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To exhibit the peculiar features of my mode of treatment in the few words | el
appropriate to the present connection, would be impossible. This must be g
learned from the book itself, Along the course of the work, I have, in the ot
more important cases, given also, as fully as possible, the reasons for my e
views.*® T
It should be farther observed, that my Attempt at a Systematically drranged :;_r;l
Theory is by no means, as many suppose, intended to be a sysiem, in the 1:::
philﬂsuphif:n—sﬂienliﬁl: sense of that term,—by no means a combination of e g7
truths, all derived in the manner of logical sequence from one erand funda- F:;;
mental principle. On the contrary, it is one of the most radical features ;f:i '
of my view, that the musical art is not susceptible of such a systematic es- P
tablishment, or at least that it has thus far failed of proving itsell to be so.T [
The little truth which we have as yet discovered in the realm of musical com- _ vl |
position, consists merely in a number of experiments and observations upon | nandf
the good or bad effect of this or that combination of tones. But an attempt to mtet
derive these facts of experience, in a logically consecutive manner, from doelr
any one leading principle and to reduce them to the form of a philosoph- ol
ical science—to a system, has always thus far, as I have had but too fre- | il
| quent occasion already to remark in the course of this treatise, been destined - e
E only to a signal defeat. We everywhere meet with the most melancholy | ltdf
| demonstrations of the fact, that theorists hitherto, instead of first investigating | i
! as fully as possible the individual phenomena of the goodness or badness of v
sound in case of this or that combination of tones, and then perhaps setting ket 1

about the construction of a system, have precipitatiously and prematurely
_ begun to construct such a system in the very outset and have soughtto |
| brace it up by the imposing form of a mathematical foundation; and when
| afterwards, as must naturally and necessanly be the case, a multitude of
l phenomena present themselves which disagree with and oppose the sysiem
1 thus hastily adopted, they, instead of suffering themselves to be awakened

thereby from their blissful dream of confidence in their system, seek rather
| to dispose of the difficulty by consigning these phenomena to the category
of exceptions, liberties, licenses, ellipses and catachreses! The present work
claims only the merit of sifting the aforementioned deductions of experience
by a more exact investigation, of increasing their number by original obser-
vations, and then of combining them together, in a regularly connected
form, always grouping into one class those which are similar to each other,

and arranging them in the most natural order, so as to present a clear and

{ _* The peculiar and distinguishing properties of my mode of treaiment on a few prin=
cipal points, are exhibited in the remarks on § 9.

t Compare the remarks on §§ IV, X & 99.
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EXTRACTS FROM THE AUTHOR'S FPREFACE, T

intelligible exhibition of facts and results. Hence I denominate my work
merely an JAltempt at a Systematically ARRANGED Theory: the title of
system, in the strict sense of the term, is too high sounding for me. Its adop-
tion would exhibit me under false colors.

The author extends this preface some twenly pages farther. In addition to what is
contained in the above extracts, he offers his readers an apology for having so fre-
quently quoted his own compositions to illustrate his principles, and for the long delay
of the subsequent parts of his work after the publication of the first volume. But ha
devoles most of that portion of the preface which is here omitted, to an exhibition of

the gross plagiarisms committed upon him. Musical writers in Germany, Ttaly and
France had made the most liberal use of his materialz and in some instances had
even consiructed entire treatises upon his principles. In speaking of the eagerness with
which zome of his copyisiz had sought to purloin his matter and of the miserable
failures which they had committed in attempting to construct out of it books of equal
merit with his, the author thus proceeds:

Immediately after the appearance of the first volume of my theory and
while the second was scarcely yet extant, these gentlemen went to work at
manufacturing out of these first two incomplete volumes, their so-called El-
ementary books on Harmony and Musical Composition, Exhibitions of the
doctrine of Harmony, Thorough-base, &c., which, generally speaking, con-
sist of a literal transcript of a fourth part of my paragraphs, with the omis-
sion of the intermediate portions (!) and thus with the loss of the connection,
and which accordingly leave unsupplied a deficiency of all the matter, abso-
lutely essential as it is to the entireness of the Theory, which they could
not transeribe from the subsequent volumes of my work, because the latter
were not yet published. They have then offered for sale in the public mar-
ket the frippery of an arbitrary amount of stolen individual paragraphs,
scraped together in this miserable manner from a new system with which
as yet they were but partially acquainted. By such an operation, they
have stolen from me even the yet unripe fruit of a stalk but partially grown,
and that too with an air that would indicate as if this fruit had been raised
upon their own field. For, my paragraphs, positions, modes of represen-
tation, tables, figures, &c., which are different from anything heretofore
taught; also my newly introduced modes of designation, (as, e. g., those of
G% 41, 52, 58, 97, &e.(—they have unscrupulously transcribed into their
books, as if they were the original authors of them.

That the works of these gentlemen, manufactured in the manner describe d,
cannot, in the very nature of the case, be otherwize than extremely vicious,
deceptive, and misleading; that they have, in consequence of an unwise
mutilation, expressed obscurely and even falsley, that which I had taken
pains to represent clearly, and the like,—is as much a matter of course as
it is of reality. Itis especially unfortunate for me in this case, that those
readers of such works, who know that they are intended to be drawn

from my Theory, and who, imagine that they will be able, at a very
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cheap rate, and in a so much coveted brief form, to learn from them my
doctrines, are led, on being disappointed in finding there only a universal
defectiveness, a want of consecutive connection, and a deceptive superficial-
ness, to the belief that they will find in my Theory itself the same faults,

The anthor conclodes as followa:
1 must be permitted, in conclusion, to say a few words in justification of

the freedom with which I have so often ventured to speak of venerable and
established doctrines as only half true or as wholly false. I certainly take
no pleasure in differing from others, any farther than I am compelled to ’
differ by a regard to truth. Nor will I apply to these revered systems of
olden days and to the inextinguishable race of their ancient and modern re-
generators, Githe’s humorous ffgure of the old castle, originally built with
childish precipitation, and afterwards, for the sake of covering the defects of
its original plan, furnished with the most variegated modern bulwarks,
trenches, towers, balconies and port-holes, and enlarged by additions, wings
and porticos, connected with one amother by the most singular galleries,
halis and passage-ways,—a castle which—though indeed for the simple rea-

son that it has never been seriously attacked—has never been taken and | i
hence has acquired and still enjoys the reputation of being invincible, while i
in truth it has long since crumbled to ruins in itself and now stands a mere | e
vacant shell: invalids being its only defenders, though these, it is true, U
consider themselves quite prepared for attack!—&e. No, I aver it, no ot
i one is more willing than myself to award all due respect to the merito- -

rious exertions of our fore-fathers to establish a theory. But sacred as is
the duty of thankfully acknowledging what they, long before we had a '

being in the world, have done in their way for the art and for its doctrines, g,
yet we are equally bound not to forget, that they have committed to us the b

business of a more mature cultivation, of a more rigid serutiny, and of far-

! ther and deeper research in general. Hence, if we would rightly honor [;:[:
the fathers of our theory, if we would rightly follow their example, wemust, |

as they did, think and examine for ourselves, and not merely echo just what g

they said and in just the way they said it before us, and thus, like the flock L,

following the bell-wether, blindly trot on in the path which they trod. A

Seneca warns us against such an implicit faith, in the following forcible i

words: ““ Nihil magis proestandum est, quam ne pecorum ritu sequamur anfece- lt|:’1:

dentium gregem, pergenfes non qua eundum est, sed qua ifur;"—* Nothing is 0

more to be commended, than that we do not, like senseless sheep, implicitly b

: follow the flock of our predecessors and thus go, not whither we ought, but 3 e
i whither they go.” A
j s

GFR. WEBER.
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GENERAL MUSIC TEACHER.

CHAPTER I

PRELIMINARY.

GENERAL IDEA OF MUSICAL S0UND, OF THE MUSICAL ART, AND OF
MUSICAL COMPOSITION.

DIVISION I.

MUSICAL S0UND.

§ I

Ix order to acquire a just and accurate idea of musical sound and of the
art connected with musical sound, i. e, the musical art, we must begin with
the idea of sound in general.

Under the term ssund we comprise every thing in general which is per-
ceptible to our sense of kearing, every thing which we perceive through
the ear, or, In a word, every thing Aearalbie.

Every such sound consists, as we know, in the sensation excited on our
ear by the oscillation (the shaking or vibratory motion) of a body whoze
vibrations are conveyed to the nerves of our ear, or to our organ of hear-
ing, by the air, or by any other intermediate body, where the sensation is
excited which we call Aearing. (Hence Chladni very correctly defines the
idea of hearing, in a physiological point of view, in the following manner :
“ Hearing is nothing else than a vibratory motion perceived by means of
the auditory nerves.” Acousties, § 231.)

An essential difference of sound, however, depends upon the ecircum-
stance, whether such vibrations are of one and the same degree of quick-
ness, or a part of them are more quick, and another part more slow,

A sound of the former species (i. . where the vibrations are all equally
quick or equally slow) may be named a simple sound ; in the language of
art, it iz called @ musical sound. Our ear is capable of distinguishing, in

the case of such a sound, whether the vibrations are guick or slew ; and in
so far as we perceive the sound as consisting of slow vibrations, we call it
low ; and in proportion as we perceive it as consisting of vibrations following
one another in guicker succession, we call it kigh.

A musical sound which we recognize as a sound of a definite pitch, we
usually denominate a tone.

[2]
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From this analytical view of the subject there arise the following defini-

tions : :
Sound is the hearable action of a vibrating body.

A MusicaL sound is @ gimple or unmixed sound, a sound of a perceptible,

determinable pitch.®
A fone iz a musical

of a certain height.f
In contradistinetion from

call those which do not consist of vi
mized sounds. The vibrations in this case are so totally dissimilar among

themselves, that the ear cannot distinguish a definite pitch of sound in them,
and hence they may be denominated confused sounds or sounds of an indis-
tinguishable, u;tkmwabie pitch, or mere sounds, toneless, unmusical sounds,
because the ear perceives a sound, but no tone—no sound of a recognized
also use the term noise for a sound of this

sound of a known pitch, a sound regarded as being

the simple sounds above mentioned, we may
brations of one and the same velocity,

or of a recognizable pitch. We
character. (Comp. § V. at the end.)

§ IL

For the sake of more perfectly elucidating and establishing the definitions
just given, we will subjoin a few experiments as examples and illustrations,

1. That sound is the effect of the vibrations of a body, can easily be shown,
If e. g. we bend together the two ends of a tuning-fork, and then suddenly
let them go, they immediately spring apart, but do not at once remain at
rest in that position, but continue to oscillate back and forth for some
length of time. We can feel this oscillation by our hand, and possibly
even perceive it with our eye. Such vibrations, in the case of long, rather
thick and moderately strained strings, are still more obvious to our senses,
As long as the trembling or vibrating motion of such a body continues, we
hear the sound, and its strength diminishes co-ordinately with the strength
of the vibrations, until at length the one vanishes and disappears with the

other.

A sound is strong or weak, just according as more or fewer parts of a
greater or a smaller body are put into a strong or a weak vibration.

The appropriate bodies for the production and communication of vibra-

tions, and consequently for the generation of sound, are elastic bodies.

# i. ¢. A sound whose pitch may be ascertained, a sound which ean be distinguished
as a high sound or a low gound, though not necessarily thus distinguished in fact.

t i. e. A sound which is not only capable of being distinguished as high or low, but
which actually is thus distingnished, a sound which is regarded and treated as having
a particular pitch, ns e g. when we conceive or speak of a sound as represented by
letter of the alphabet, we conceive and speak of it in its character as a fone, because
the letters which are thus employed always represent musical sounds which are of a
ceriain definile piteh.

S0 also when we speak of a musical sound as employed in a tune or in mugical com-
position generally, we speak of it in its character as « fone ; because a musical sound
considered in such & connection necessarily involves the idea of some particular pitch.

TRANSLATOR
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MUSICAL SOUND, 11

Thus e. g. a moderate stroke on a bell, on a strained drum-head, &e. pro-
duces a louder sound, than a far stronger stroke on a picce of lead or on
slack leather: for, bell-metal is very elastic, whereas lead is not, and leather
becomes so only by being strained. And hence also, the sound of a bell
becomes dull and Janguid when it does not hang freely, but stands on the
ground, or in some other way rests strongly against some impeding body
and is thereby obstructed in its vibrations.

For this reason, particularly elastic bodies are employed for musical in-
struments, as e, g. bell-metal for bells,—steel for tuning forks, for steel
piano-fortes, for molian harps, for steel harmonicas,—strained wire op ot
for stringed instruments,—glass for glass-harmonicas, and the like. [In
organ pipes, and especially in the labial or lip pipes, (the so called flute
apparatus,) and in other wind instruments, the column of air contained in
the pipe is itself the vibrating, sound-giving body, which is put into a vibra-
tory motion by the friction arising from a current of air thrown into the pipe,
and is thus made to produce tones.

REMAREK.

In the so called fongue or reed pipes of the organ (fuyaur & anche), the tongue or reed,
rather than the column of air, is the body that determines the sound,* while the body
of the pipe and the mass of air vibrating thersin seem rather only to modify the
characier of the sound, and to give it its peculiar fmpress (Hmbre), its characteristic
qualities, than to determine absolutely its pileh—the velocity of the vibrations—the so-
called guantily of the sound. It hence appears, that the pitch of sound in the case of
& tongue or reed pipe depends only in part upon its greater or less length, and depends
essentially upon the length and stiffness of the tongue, so that we ean at pleasure tune
one and the same pipe, at one time, high, and, at another time, low,—the length of the
pipe continuing the same,~and can produce very low tones from very short pipes ;
and indeed, we can produce a variety of tones, at our option, from one and the same
body (corpus) of a tongue or reed apparatus, af the same time,t all which could not take
place, if the mass of airenclozed in the body of the pipe were alone the tone-giving and
tone-determining body.—Now since the pitch of sound in the case of the tongue or reed
pipes is not enfirely dependent upon the length of the column of air, and depends in
general upon the magnitude and form of the body of the pipe, and thus the quickness
of the vibrations of the tongue or reed seems Lo be more or less obstructed and retarded
by the counteraction of the greater or smaller column of air,—a faet very clearly appa-
rent in the case of several other wind-instruments with reeds (as e g. the clarionet,
the baseoon, &e.),—ao it would be very interesting to go into & more nice and exact
inquiry, in what respeet the tongue, at one time, and the column of air, at another, de-
termines the pitch of the soend, and particularly, whether the second, third, and more
species of vibration, as they are called by Chladni, takes place in the tongue or reed pipes
as they do in the pipes of the flute apparatus,—inguiries which are clearly of the ut-
most importance and of a most material practical bearing, while yet we find them

* As I have shown in my Acousties of wind instruments, in der Leipziger allgem,
musik. Zeitung V. Jan. 1816, 8. 35, and in der Ersch-und Grubsrschan E::c}-k[opidig der
Wizzenschaften und Kinste, 10, Band, Artikel Blas-instrumente § 3, where I have at-
tempted to turn the fuct to practical advantage.)

t As has already been demonstrated by F, Kaufmann’s Trumpet-Automaton,
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to have been but very guperficially touched upon, even if at all, by our excellent

Chiadni.®

Thus 1 had written in the first and second editions of this work, in the years 1817

and 1824, Since that time, we have been laid under great obligations to .::.u]- distin.
guished mathematician and writer on Acoustics, prof. W. rﬁ"ﬂaer, f-:u_‘ most interesting
deévelopements on all these points, which he has arr_angrfd into an article in the journal
Caecilia, Vol. XIL, expressly for musicians and musieal m*.:tr::mcnt I'J'll:l]ll.lfilﬂlturers.,f

The question, how the human vocal organs produce their sounds, I h:_x]gm-ﬂ have
more satisfactorily than had heretofore been done, in & copious
the first number of the same periodical, where, as I
light upon the afore-mentioned guoestions.i

treated somewhat
essay devoted to that subject in
trust, I have also thrown some new

§ 1L

(2.) That a high tone is the product of quick vibrations, and a lower one
is the effect of slower vibrations, may be seen from the circumstance that the
oscillations of very low sounding strings can be perceived by the naked
eve, while those of a higher tone, cannot be thus perceived, because the
higher the tone, the quicker are the vibrations, and therefore, as tones
ascend in pitch, the oscillations become continually less and less apparent,
until at length they are no longer at all perceptible.

We may say of a tone which makes twice as many vibrations in a
given time, as another, that it is twice as high as the other, or only half as
{omw.

One can easily anticipate the fact, that a tone which is twice as high as
another is called its oclave. Farther on, this term will be more perfectly ex-
plained.

Whether a body makes quick or slow vibrations, depends upon different
circumstances, some of which we will here specify.

(a) In the first place, other things being equal, a long body regularly
vibrates slower than a shorter one; consequently the former sounds lower,
and the latter higher. Hence e. g. we have long strings on the piano-forte
for the low tones, and shorter ones for the higher tones; hence, long
pipes in the organ for the bass, and short pipes for the higher tones;
hence, the short octave flute sounds high, and the long bassoon low; hence,
the tone of the violin string is higher when it is pressed down upon the
finger board, for in this case its entire length does not vibrate, but only that
shorter portion which lies between the bridge and the finger.

* Now since the quicker are the vibrations of a body, the higher is the
tone, and the shorter is the body ; and in exact proportion as the It?ngth
of the body is inereased, the quickness of the vibrations—the height of the
tone—ig diminished ; so the quickness of the vibrations, or the height of
the tone, is in inverse proportion to the length of the vibrating body.

In some kinds of bodies this inverse proportion is of such a species, that
a body of a certain length vibrates twice as fast as another body of double
the length ; and only half as fast as one that is but half as long, while the

* 5 7l of his Akustik and also in his Neuen Beitrigen sur Akustik, Leipzig, 1817,
8, 64, zu § 65,

% Comp. also the same, 1 Bd. (Heft 1) 8. 94: VIIL, Bd, (Heft 30.) 8. 91: XL Bd.
{Heft 48,) 8. 181 ; XIIL. Bd. (Heft 45.) 8. 1.

$ Comp. also Caecilia L Bd. S. 81 ; IV, Bd. 8. 155, 229; VIII, 5. 146.
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MUSICAL SOUND. 13

eircumstanees in all other respects are precisely the same. e g Of two
strings, which are exactly alike on all points, except that one is only half
as lunr:r as the other, the former makes just two vibrations while the latter
makes but one; the tone produced by the first is twice as high as that pro-
duced by the last (or but half as low), and the tone produced by the latter is
twice as fowe (only half as high) as that produced by the former. Mathemat-
ically expressed, the pmpu-utmu stands thus: in the case of two strings
whose lengths are to one another as 1 to 2, the velocities of the ‘rlh‘r"ltmnﬁ
and the heights of the tones are to one mmthm' as 2 to 1,

The same proportion holds good for the most part, under otherwise the
game circumstances, in relation to the column of air, producing tones in
organ pipes and in nthm* wind instruments ; but it dc:Ls not upp]v to such
cases as that of the transverse vibrations of a tuning-fork, or of any other
similar bar; for such an article vibrates four times as quiLL as anoiher fiwice
as long, and only @ guarter as quick or four times as slow as one kalf as
long, '\]qthvmnlu ally expresse d, the pitches of the tones in two instruments
of this species, otherwise alike, are to each other inversely as the squares
of the lengths.

(b} "'-_-.ru},-,-q-";u,r a body regularly vibrates faster and gives a higher tone,
the more stiff it is. Thus the stiffness of a body does not, like the ]f‘ntrtll,
stand in fmeerse proportion to the height of the tone, but in direct. In
strings vibrating transversely, this proportion is of such a nature, thata
h'[r||:11'r| in md{tt' to its 1.1[]|':,11||111' fwice as fast as another, must he strained
with _,frmr times the degree of tension. Mathematically Dtgnt‘s.s('d the idea
is as follows: In the transverse vibrations of two strings, in all other
respects alike, the velocities or pitches of the tones are to one another as
the square roots of the distending forces.

{e) The greater or less thickness and hardness of the sounding bodies has
alzo an influence upon the quickness of the vibrations; and indeed a double
and opposite influence.

At one time, namely, a thicker and harder body vibrates slower than a
more thin and soft body. That is to say, the transverse vibrations of a
string which is #wice a= thick as another, all other things being equal, are
only .qln'.-i'; as quick, and thus produce a tone Ulll"r' .".'f.‘!'.l".l'i high as the other.
In this case, acc rordingly, the thlL}\HL":-‘-l of a -umu and the height of its
tone are again in inverse proportion to one another. Therefore, for
stringed instruments we use thicker strings in order to produce the lower
tones, and in part also strings wound with metalic wire.

But at another time, the greater thickness of the body, in so far as it at
the same time increases its stiffness, makes the wibration quicker and the
tone higher, so that e g. the transverse vibrations of a bar, fastened at
one end—a har that 1s firéce as thick as another har, vibrates twice as fast
as the latter. Hence the fact that the tone of a tuning-fork does not
become higher, but lower, by filing its bars or shanks thinner; because by
being thinned they lose in stiffness.  Here we have also an explanation of
the fact, that if we strike on & somewhat freely suspended metalic cannon,
or on an anvil standing freely, a far higher tone is produced thereby than
the large size of the body would have led us to expect. For the same rea-
gon it is, that most church bells do not sound near so low as we should,
from their magnitude, presume they would; and we might obtain as low
a tone (not indeed so strong) from a very much smaller, though pro-
portionably thinner, bell, either of metal or even of glass; and hence it
happens, that the tones of the bell on the stage perform their imitations
with a very considerable degree of deceptiveness.—(It may be a result of
a similar cause, that a very thmh‘ wrought bassoon or ohoe reed, or elar-
jonet reed, more easily produces the low tones than the high ones,
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whereas a thicker and consequently a stiffer reed is better adapted to the

higher tones.) .
These and many other circumstances, whose complete treatment does not

belong in this place, determine the pitch of 'r.]:us tone. Thug, in many
cases, the pitch of the tone depends upon the form of the vibrating body,
upon the manner and direction in which 1t is struck, upon the touching of
this or that centre of vibration, and upon other gimilar circumstances, as
Chladni has clearly shown in his able developements on this subject.

But how, in |m1~ii-:ular, the pitch of tone in the case of a column of air

in o wind instrument or in & pipe generally, is determined, I have shown in

an extended article on the Acoustics @ wind instruments, published in the

Leipzig General Musical Gazette* The subject must here, however, be
entirely passed over, with the exception of the few pomnts adverted to merely
for the purpose of elucidating the abstract definitions given in § L

—_—

g IV.

(3.) We may be aided in obtaining a more clear and sensible apprehen-
sion of the difference between mere sound, musical sound, and tone (§ 1) by
the following example. If both ends or shanks of a tuning fork are equally
long, equally thick, equally <tiff, and equally hard, in short, are in all es-
sential particulars exactly alike, there is obyiously no reason why the one
should vibrate quicker or slower than the other. The fork will therefore
vibrate uniformly, and will thus produce a pure musical sound, a sound which
can be recognized in point of pitch, and which, on being thus recognized,
can farther be regarded as a tone.—But conceive, in contrast to this, a
tuning fork, one of whose shanks is longer than the other, or thicker, or
made of softer, less stiff steel,—or a string, a bar or other body, which
perhaps is thick and hard at one end, but thin and =oft at the other: if we
set such a body into a vibrating motion, the vibration will be slow at one
end and quick at the other, Conceive farther a body of unlike form, as
e. g. an unformed block or a board, on which one striles with hiz hand, a
waggon rolling over the pavements, and the like. Such a body will of
course produce vibrations of a very dissimilar character: those of the one
part will check, disturb, and confuse those of the other; the body will
sound high and low at the same time, in a confused jumble; and in such an
entire want of all order and unity, of all symmetry and proportion in these
heterogeneous vibrations, no definite pitch of sound will be distinguishable,
but merely a confused complication of sounds of different pitches, an irreg-
ular moise of indeterminate height or lowness. So also, if several adjacent
keys of an organ be pressed down at once with the palm of the hand or with
the whole fore-arm, we hear only an indistinguishable buzzing, a confusion
or chaos of sounds; and if we perform the same experiment on the higher
keys, a horrible howling is heard: and if with the louder low register of the
bass, a dull rumble is heard, gimilar to the roaring of thunder. But what
we hear in either case is no fone, no musical sound, since a definite pitch
ean no more be distinguished in this case than in the rattling of a waggon,
in the roaring of thunder, in the rush of a water-fall, or in the voice of o
man who does not sing, but speak.

To produce uniform vibrations and therewith the purest possible musical
* See Leipr. allgem. musikal. Zeitung, V. 1816, Nr. 8, 4, 5, 6, 41, 42, 43, 44, 45,
und von 1817, Nr. 48 u. £ und im 10. Bande der Ersch’schen Encyklopadie d. W. u
K., Artikel Blas-instrumente.
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MUSICAL SOUND. 15

sbunds, is the design of all prope rly musical instruments, downto the kettle-drum,
whose head, every where of equal thickness and uniformly strained in all
directions i. e. purely tuned, gives an entirely distinguishable musical
sound. The instruments of a lower grade, on the contrary, cannot prop-
erly sound, but only make a noise, elink, erackel, bustle and the like, and
therefore do not deserve the name of musical instruments : as, e. g. the drum,
in which two different heads are found, irregularly strained, and the vibra-
tions of the lower head are continually brought into disorder by the addi-
tional so called sound-strings, strained under 1t. The same is true of all
the so called Janizary instruments, the so named Turkish Becken or Cinel-
len (Piatti), of the triangle, the tamtam, the gongoone, the bell-tree, and the
like, all which may indeed sometimes be employed in music with good
effect, in connection with voices and other instruments, but always only as
mere accessory ingredients—only as an apparatus for ma king mere sownd.

It is not indeed in the power of our proper musical instruments entirely
to prevent other vibrations than those corresponding to the tone aimed af,
smaller accessory vibrations, oceurring together with that; so that, with
and besides the tone that is struck, still others also which are higher, sound
at the same time. Thus e g. together with the tone of a freely vibrating
string of our stringed instruments, still a mass of so called accessory sounds
or tones are produced at the same time: namely, one whose vibrations are
Just twice as quick as those of the prineipal tone,—another which accomplish-
es three vibrations in the time that the principal tone makes one,—still another
which vibrates four times as fast as tke principal, &c: and hence the tones
themselves, which, in respect to the velocities of their vibrations, are to one’
another as 1t0 2, as 210 3, as 3 to 4, &e.®*  All these accessory vibrations
or accessory tones are after all so light, almost so inaudible, that they can
produce no effect at all and consequently can do no injury.

REMARK.

Many have imagined and taught, that such a connected sounding of the =0 ealled
natural, or, as Prof. Meass very appropriately names f hem, participating tones, belongs
fo materially to the essential nature of a musical sound, that, in its ahsence, there
would be no proper musical sound !—and others have taught that at least this associ-
ated sounding constitutes indisputably the agreeableness of thé tone.

The contrary must certainly be self-evident to every one who will only consider the
following things. In the first place, what are the tones which thus gratuitously sound
in conmection with the prineipal tone of a transversely vibrating string ? They are its
octave and its fifth, and a sound which iz not quite so hizgh as the seventh of the double
octave, fe.j thus, ez, with the tone C, the accessory tones e g ¢ ¢ g, and a tone

between a and a# or B, and besides, a mass of others, a part of which cannot be de-
signated by notes, so that thus (not to reckon the last at all, but only to bring five into

the calculation), in striking the keys C, g, b, ¢, the following chords are sounded at
the game tima ;

¢ b e gt;

[Cegeel, [ggdgbl, [b"bbT bbd]and

[e
b i b g

* See Chladni*s Akustik § 52. 8. 67; Kirnbergers Kunst d. reinen satzes. 1 Thl. 8
144, auch der Artikel Beiténe in der Encykl. V. Erach, u. a. m.
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the amount of which, in a condensed form, is as follows : [:,"h
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{'Ew tnn;: designated by the hand are the ones struck, and the rest are the associated i
; accessory tones). Now these tones are for the most part not only foreign to the | gt
hnrmun:,:, but even to the key itself. In the second place, the duplicates, occurring in : -
guch combinations of tones, are not of a like pitch, but, e. g. the mathematically pure | wafe
. fifth to the base tone—the accessory tone g, is heard higher than the gl fixed by the | i
| temperament and simultaneously occurring here as the fundamental tone ol_ the g string. "
i Finally, in the third place, four additional tones sound in connection, which are some- | Bt
| what lower than Bh f ab and 4, besides u mass of others; (to say nothing of parallel | -
fifthe, or the so called forbidden fifths, which incessantly occur in connection with such { :ﬁ
associate soundsa) ! o iR
If one takes all thiz into view, he will readily be convinced that the associated | )
sounding of the accessory tones of a string is so far from belonging to the essential
nature or to the beauty of a musical sound, that the positive injuriousness of such an
imperfection is prevented only by the inaudibleness of these agsociated tones,
This becomes still more evident, if one considers farther, that, with the tone of g :|
wind instrument, no such accessory tone oceurs. Now, were the opinion in question [ s
a just ome, the tone of a wind instrument would not be a proper one or at least it would e
not be a perfect one. Whereas, on the contrary, our ear recognizes it, mot only asa Indl
real, and as a proper, but even as a particularly agreeable tone; and indeed itisvery | paby
highly probable, that its special agreeableness is chiefly due to the faet itzelf, that it ; [-ri||J'|
has, mixed with it, no such gratuitous, associated tones: as also the delicacy and L
mellowness and the peculiar flute-like character of the so called flageolet sound of i gt
stringed instruments depends unguestionably, in a great measure, upon the circumstance Rt
that there ean never, or at least extremely seldem, be mixed therewith any gratoitous e
neceszory sounds.® frapes,
i And if one still farther considers, that those accessory tones which we have thus far (hu
named, occur only in seme species of bodies, whereas in the case of many other bodies, Wl
ofhers ocenr which are, to some extent, of an entirely different character, and, so mm_?
to speak, musically irrational accessory tones, he will see that there is no possible I]IE
ground for the opinion that the associate sounding of accessory tones, whether of the ;:'r&'
: one BPECiES or of the other, perlainu to the essentinl nature or to the beanty of the !'H::
tone. | ﬂlhm
In view of this, we must pronounce it an instance of folly, though one of common | ol g
oceurrence, that many have imagined it necessary, in order to rendering the sound of an ¥l ¢
organ a proper genuine musical sound, that, together with every tone struck, there must fimis
sound at the same time accessory tones similar to those of vibrating strings, from pecu- )
liar and distinet accessory pipes (registers of fifths, thirds, and of mired intervals!) In,
i G = tEy
! * Comp. the article Beifine in the Eneyklopidie, above referred to, 8r. Theil, 8. 880, IH
i and my Akusiik der Blas-instrumenie, which has been heretofore mentioned. fiy
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For, it is clear from what was said above, that by this means the organ sound is robbed
of an advantage which it otherwise holds over the sound of gtringed instruments, since
we in this way give it the impurity of the string-sound, not indeed distinetly percepti-
ble, but yet, to say the least, conferring no advantagea,

But let us hear how such registers sound! Not indeed perceptibly ill, =0 long as
enough other registers are connected with them wholly to overpower their sound: but
when, on the contrary, they are concealad by =0 few other registers, that they can be
distinetly heard, no man with ears ecan deny, that they produce a motley and horrible
Jarring of sound that is absolutely lascerating to the ear and to the feelings.

But, secondly, as it respects the assertion that such registers of the organ give a
peculiar energy and keenness to the sound, I have more than once tried to convince
myself of the truth of the assertion; but though, on the introduetion of these regis-
ters I could indeed perceive an increase of noise, I have never been able to perceive
any strengthening of the musical sound which could not have been produced at least
as well, and indeed much better, by registers giving other tones—the proper tones
concerned or perhaps their octaves, Dr. Chigdni undoubtedly made gimilar experi-
ments, for, he very laconically and dryly says:* *“ So far as I ean Judge, all mixed reg-
isters are good for nothing; for, their effect is rather to increzse the noise than to
etrengthen, in an agreeable manner, the musical sound.*'$

Since many musieally learned men have carried their veneration for these natural
accessory tones of a vibrating string, so far, that they have endeavored to found and
erect thereon the entire g0 called system of musieal composition, thoogh in more recent
times there has been a partial recovery from this dream, I shall pretiy scon advert to
this subject again in a following remark. (Page 28.)

§ V.

I must not omit to remark, in this connection, that our use of the terms
musical sound and tone is not entirely uniform.

In the first place, we sometimes employ the word fone, where we are
speaking not merely of tones of a definite pitch, but of musical sound gen-
erally and of its nature, without reference to it as being high or low, For,
we not unfrequently e, g. say of an instrument, that it has a strong, a fine,
an agreeable, a delicate, or a rough tone, by which we mean only the
strength, the fullness, or in general, the peculiar character of its sound.
The expression, character of tone [tonfarbe], is also, as one perceives, im-
proper.]

On the other hand, the term musical sound [Klang] or the simple term
sound 18 not unfrequently used where we are speaking of sound in reference
to ils pitch [tonhihe], &e,

It is also among the imperfections of our musical language, that it affords
ug, for the designation of the entire class of sounds which we have above
denominated confused, toneless sounds, sounds having no distinguishable,
recognizable pitch, no distinet common name appropriate to all sounds of
this sort. The above appellations are mere circumlocutions, and not prop-
erly names: while the term noise, on the contrary, though applicable in
some cases, is not appropriate to all the varieties of this class, as e, g. to
thunder, to the report of a cannon, to the voice of a speaker, and the like.

*#*In der Anm. zu. § 185 seiner Akustik,

t Equidem censeo! [So I think!] Comp. our work, § 544, and the periodical,
Caecilia, Band I1X. 8. 156; Bd. X. 143; Bd. XII. 8. 190,

ti. e It should be character of musicar souvnn [Klangfarbe.] Tr.

(3]
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DIVISION II
—_—
THE MUSICAL ART,—MUSICAL COMFOSITION.

§ VL

Having in the preceding paragraphs, somewhat fully explained and illus-
trated the prnpﬂscd sdeas of musical sound and of tone, we pass now to a
definition of the idea of THE MUSICAL ART.

The power of producing sounds, of expressing, communicating, and, in
general, of making our feelings intelligible to others thereby, is distributed
among created beings in very different degrees, Many creatures, as e. g.
fish and worms, do not possess it at all. Others can indeed produce sounds,
but still no proper tones, as e. g. the horse, the crow, ke. Others again
are capable of producing genuine fones, as the nightingale and human
beings,

Man possesses not only the power, voluntarily to produce, on the one
hand, mere sounds, and, on the other, musical sounds; but he has also
cultivated and improved this double faculty to a far greater extent than any
other creature, and has formed for himself (1) an art of speech, and (2) an
art of tone or of music.

(1.) A sound, whether it be a mere gound or a strictly musieal sound, is
capable, even by itself alone, and perhaps merely by its peculiar character,
of expressing a feeling, as e. g. pain, pleasure, anxiety, desire, anger, &c.;
though it cannot indeed express thoughts and ideas, things and evenis. But
man has invented the art of voluntarily articulating the sound of his voice,
i. e. of forming it into words, and of designating, by such articulate sounds,
not merely general feelings, but also things, events, thoughts, and abstract
ideas: he has invented speech, the art of expressing by words what he is
capable of eonceiving in his mind. Indeed, he has improved this faculty
into an art, in the higher and appropriate sense of the word; he has learned
to adjust his language to the laws of beauty, and thus has created the arts
of rhetoric and of poetry.

(2.) But he moreover possesses also the power of producing tones {either
articulate or inarticulate), and of thereby expressing feelings, and of thus,

as it were, speaking in tones. ‘This faculty also he has cultivated according
to the laws of beauty and elevated into a proper art—the art of music. The
musical art, accordingly, consists in the expression of feelings by means of tones.

In this definition the art is designated according to its highest and most
appropriate ideal and more poetic character or operation. In the prosaic,
real world, however, music is prosecuted also merely for the pleasure of the
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MUSICAL COMPOSITION. 19

ear, except in cases where it is done with a view solely to the display of
individual mechanical skill in the art; and hence, it may be defined to be
the art of agreeably exciting and entertaining the ear by means of tones.

§ VIL

The technical materials of our art are, accordingly, fones; whether tones
of the human voice or other tones,

That is to say, we have discovered the art, not merely of producing tones
from ourselves by means of our voice, but of producing them also from
inanimate musical instruments.

Music which consists in the tones of an inanimate instrument, is called
instrumental music. Vocal music, on the contrary, or the music of singing,
is that which consists of human tones, and indeed properly of articulate
tones, where words are expressed in tones; (for, a singing without words
does not properly deserve the name of vocal music, because the human
throat in that case only performs the same office as an instrument. The
same applies also to a singing in which the words are not intelligibly
expressed, or where unmeaning words are sung).

§ VIIL

Our ageney in the musical art eonsists in connecting the tones into one
whole, in a work of art, and in thus producing a tone-representation or
musical idea, & musical composition, a musical piece, and in short, music,

This agency, however, divides itself, according to its nature, into two
different departments, namely, (1) the inventive, and (2) the executive.

(1.} The inventive musical art has for its object the discovery of tone-
images or musical ideas: it is the art of inventing combinations of tones,
or of constructing a piece of musie, which shall express the feelings accord-
ing to the laws of beauty,—the art of composing in tones: musical compo-
sifion.

(2.) The executive musical art consists in the power of properly delivering
or of assisting to deliver a piece of music, after it is invented, either by
singing or by the playing of an instrument. It sustains the same relation
to music, as declamation or dramatic representation does to poetry.

Each of the two departments of the musical art here designated can be
treated either theoretically or practically.

The theory of musical composition, or the doctrine of rightly putting tones
together in the construction of music, teaches how the tones are to be con-
nected into a musical piece. It is the doctrine of the formation of a piece
of music according to the laws of beauty.
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A practical exercise in the art af mmic‘caf campositimf is the uctua! in:,-entiun | 3:,1
of connections of tones or of musical pieces, according to the principles of : i
the art. ‘ ¥

The theory of the executive musical art consists in the rules which e, g. the Jish
author of a so called piano-forte school delivers to his readers, or a piano- of s
forte master to his pupils, on piano-forte playing; or the singing-master to i,
his pupils on the delivery of a piece of vocal muiaic, and lhe_ like. : - ruqﬂilf

Practical exercise in this case is the actual delivery of a piece of music, Py

i
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§ IX. ol
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But men have not only created for themselves an art of speech and of o
tones; they have also scientifically investigated the nature of sound, and ﬂj’_’
have referred it to its physical and mathematical principles. (Acowstics, the | |:.I'ri:|
Doctrine of Sound.) i

The knowledge thus obtained on the nature of musical sound has then feb
been applied to the musical art. The relations of musical sounds to one el
another have been measured and computed according to the velocities of . well i
their vibrations., It has been attempted to explain therelrom the pleasure :::
of our sense of hearing in certain connections of musical sounds, and, in !;P
general, to investigate the internal nature of the musical art mathemati- | mie
cally; and it has even been attempted to deduce the theory of musical 4]
composition from a mathematical formula. The doctrine of musical sound, : b:-m
thus applied to the internal nature of the musical art, is called Harmonic Er‘.‘[i‘:

or Musical Arcoustics, Canonics, Science of Musical Sounds, and also the
Mathematical Doctrine of Musical Sounds or Tones.

ENE

The object of the work, of which the present Number constitutes the
preparatory department, is to furnish a treatise on

THE THEQRY OF MUSICAL COMPOSITION,

This subject, it is designed to treat, in its whole compass, though perhaps
not on all points in detail. The plan pursued, in the divizions of the work,
is as follows. '

i (1.} The first, and, in a certain sense, the lowest requisite in a combi-
nation of tones in a musical composition, is, that at least it do wot
sound bad'y and offensively to the ear; that, only those combinations of
tones be presented to our sense of hearing which are most agreeable to it.
This radical principle of musical composition, is very nearly allied to that
in the case of rhetoric and poetry, where the first and lowest requisite is
the avoidance of positive faults in language. This part of the doctrine of
musical composition which has in view merely the technical or grammatical

1 . o " - =

; accuracy and propriety of the combinations of tones, merely the purity of
B the musical language, is, on this account, called the doctrine of pure compo-
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sition, or the grammar of musical lan guage, of musical composition; it has
to do with the laws, according to which, tones, regarded as musical letters,
or the elements of the musical language, are formed into syllables; these
into words; and, finally, the words into a musjcal sense (semsus).

Instruction on this su bject constitutes the object of the first four volumes
of this Theory, which accordingly embrace a Grammar of musical Compa-
sition, or the Doctrine of pure Composition,—a work, therefore, which con-
stitutes by itself a complete and independent whole,

(2.) The doctrine of a pure musical composition is followed by that of
the more artificial compositions, of the more artificial or complicated elab-
oration and construction of musical phrases, of what may be considered a
rhetorical analysis, a full illustration and thorough analytical examination
of individual musical compositions and ideas, as it were musical rhetorie,
or, if you please, Syntaris ornata, the doctrine of musical combinations, or
of musical involutions. It embraces the doctrine of the so called double
counterpoint, of the fugue and canon, and hence whatever pertains to these;
as also that of the plan and form of a musical piece, taken as a whole.

(3.) After acquiring a knowledge of musical composition without reference
to the material media of the art, we must turn our attention to these media,
i. e. to the nature, the properties, the extent, the limits, the capabilities and
defects, the use and operation, of the different instruments for the practical
execution of the music composed; and consequently we here embrace as
well the hwman throat (the voice), as the inanimate or external musical instru-
ments; and this comprises the doctrine both of vecal composition, and of
instrumental composition or instrumentation.

A particular and separate branch of the doctrine of vocal compogition is
made out by that of a correct acceniuation, of scansion, and of declamation.®

(4.) After all the technical topics embraced under these divisions have
been exhausted as completely as possible, then fllows finally the aestheticst

of musical composition, or the general doctrine of beawuty in music ; and also
criticism.

REMARK.

I must be permitted to explain myself somewhat more particularly upon some of the
foregoing views.

In the first place, upon the foregoing divicion of music in general, against which a
very plausible objection has been raised, It has been objected to me, that the theory
of musical composzition can in general be divided only into fwe parts—into Grammar
and Jesthetics ; inasmuch as the former teaches to avoid whatever stands in the way
of beauty, and the latter teaches to do whatever produces beauty: a third, intermedi-
ate department between the two, cannot exist.

The objection is subtile and quite plausible, but yet not well founded. Who will
say of a student, that he wants nothing to make him a poet, except the Aestheties of

* Comp. the article Befonung in der allg. Eneykl.

t This word, taken from the Greek Arofyroxis [possessing a delicate sensibility, hap-
ing a capacily for ucwle perception and feeling], has become extensively used in Ger-
man literature as a technical term, and means, a2 thus employed, the doetrines of faste
and of sentiment—the doectrines which develope the principles of beauty in the fine
arts. Inasmuch as the term expresses a very important department of musical science,
and since we have no word in English that will supply its place, it is thought desirable
to transfer it to our musical language.—Tar.
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the art of speech, when he has merely completed the grammar of a langeage and now
understands how to construct a grammatical sense (sensus) without lnguistic foulta?
I he not, previously to coming to the study of Aesthetics or the doctrines of taste,
first to attend to a multitude of technical doctrines, to acquire 4 mass of technical
facilities, as e. g. scansion, the eonstruction of verses, rhyme, forms of poems, and the
like; all which belongs neither to Grammar nor to Aesthetics, but between the two?
Or who will say of a student of musical composition, that he now enly needs to possess

himself of Aesthetics in order to have completed the entire theory of composifion,

when he has only as yet learned to write a four yoiced composition without faults,
whils he does not understand how te construct the simplest imitation, and much less
the more difficult contrapuntic invelutiens, fugues and the like? Burely no one! Hg

is not yet familiar with the technics of the art, of which the Grammar only compozes o

. part, and to which, in addition to the grammar, belong slso double counterpoint, the

doctrine of the material media of the art, and much else, all which certainly canmet
b reckoned in the aesthetics of musical composition. Thus, not only the grammar,
but this whole fechnical department stands contra-distinguished from aestheties. It
is not Grammar and Aesthelics that, taken together, constitute the province of the
doctrine of the musical art, but it is Technics and desthelics: the Grammar is only o

part of the first, and to say that Grammar, connected with Aesthetics, constitutes the

entire province of the theory of the art, is to confound the ideas of Grammar and

Technics.
If however one is dizsposed to take the term musical Jesthetics in so wide a sense as

to include therein double counterpoint, the instramental department, and the like;
then I have no objection to allege. More will hereafter be said on this subject, at ita
proper time, in the discussion of the doctrine of Aesthetics itself, and particularly on
the definition of Grammar and Aestheties, as negative and positive.

I must alse vindicate myself on the allegation, that, according to the foregoing divi-
gion, hermonical acoustics, and in pariicular the mathematical doctrine of intervals, is
nol mentioned as a part, and much less as the basis, of the doctrine of musical composition.
For, most teachers of musical composition imagine that the theory of musical compo-
gition must necessarily be founded on harmonic acoustics, and, on this account, com-
mence their books of instruction with arithmetical and algebraic problems and formulas!
But thiz seems to me, calling it by its proper name, nothing else than a mass of empty
vagaries and an unseasonable retailing of erudition,—pedantry. For, one may be the
profoundest musical ecomposer, the greatest contrapuntist; one may be & Mozari or &
Haydn, a Bach or o Palestring, without knowing that a tone is to its fifth as 2 to &
and it is, in my honest conviction, a miztake of teachers of musical composition, betray-
ing a decided want of understanding of the subject, to mix, as they do, with the doe-
trine of musical composition, such demonstrations by fractions, powers, roots, and
equationz, and other mathematical formulas, from which fo proceed in teaching the
theory of musical composition : to me it appears just as it would for one to commenca
a course of instruction in painting, with the theory of light and colors, of straight and
curved lines; musical instruction, with the study of harmony; and instruetion in
language, with the philosophy of speech; or, to demonstrate the principles of grammar
to a child, in order to teach him to say—papa and mamma.

But such an unseasonable, scholastic procedure is moreover doubly unsuitable, for
the reason that the entire mathematical treatment of the doectrine of musical compe-
gition seems an illusion in itzelf, even when viewed in its appropriate attitude.

Without wishing here to furnish the proof at large on this point, T will satisfy mysell

with referring only to a single example in the case of the o called formation of the

geale, and the eonstruction of the several degrees or pitches of sound from aliquoet
parts of the length of a string, and from the aliquot tones of wind instruments, or,
which ie the same thing, from the natural series of numbers 1, 2, 8, &e, corresponding
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THE MUSICAL ART. 23

to the relations of vibrations, with all which the theorist conceives himself obliged to
commence the doctring of musical composition, for the sake of exhibiting his profound-
ness, or eruditionis ef decori gralid, while yet in this very case the inadequacy of the
mathematieal operation is strikingly apparent. Let the scale of C-major be formed
from the aliquot parts of a C-string, or from the natural tones of C-trumpet, and both
give, as also the numerical relations 1: 2, 2: 8, &c, not only, neither a pure a, nor a
tolerable f, but, instead of the & which is appropriate to the seale of C, &b, which is for-
eign to that seale, or, strietly, a tone which is not at all appropriate to our system of
gounde; or, if we regard and treat it as bb, the resulting serice of tones rather takes
the character of the scale of F, 20 that the so called C-trompet might in a certain
sense be siyled an F-trumpet: though even this again will not be exactly appropriate,
beecavse in the trumpet the tone f likewise is not found pure, but only a corrupt inter-
mediate something—a vicious neutrality between f and f#; and so, in like manner also,
there 18 no pure a—Many, as ¢ g, de Momigny, and, more recently, Schicht, aware
of this evil, have sm:gl:t to derive the major scale from the harmonic tones of the dom-
inant, which, taken thus, does indeed sound somewhat better, and yet even in this case
the tones f, %, and & always are found false again,

But what would it amount to, if we could see the major seale developed from
nature, so long as the minor scale would still always be formed by an arbitrary displa-
cing of the thirds, or by other arbitrary depressions, and thus must still always appear
as a thing arfificially made, as something that is arbitrary, as a structure of human
intelligence §

For, observe how e. g. Rameau, d" Alembert, Marpurg, and others tug and twist and
worry themselves, to deduce the origin of 2 minor tonie threefold chord from nature '—
Nature itself,—s0 they teach,—causes us to hear, in the transverse vibrations of a C-

string, the associated tones ¢ g ¢ & g (and many others besides!—and, in the vibrations
of other bodies, tones again which are entirely different)! Thus, a major threefold
chord is given us by nature itself; since, in connection with the fundamental tone of a
transversely vibrating string, it allows us to hear also the large third and the fifth of
this tone. A small or minor threefold chord,—thus TI'H-'!}" proceed,—is indeed in ne
cage thus produced, since neither a string nor any other body, lets us hear in connection
with its fundamental tone also the small third, as an accessory tone: but if we take the
slight liberty to alter the chord €' ¢ g into ¢ ¢b g; though the e flat is indeed no nat-
wral accessory tone of C (thus nol shown by nature as the third of ¢), yet g is an aceces-
gory tone of an e’-string: and therefore (!!1), because the fifth of C is at the same time
also the large third of &7, and, in ELriJu'ng a G-string, as woll a C-string as also an ¢2
string causes a g to vibrate in connection,—therefore the combinalion of fones O e g
iz the same as derived from nature itself. This is plainly manifest.—The major three-
fold chord is natural, for the reason that the two higher tones are aliquots of the fun-
damental tone; but the minor threefold chord iz natural, beeanse, vice versa, ita fifth
i an aliquot of each of the two lower tones (namely the fifth of C and the third of &%),
The latter is merely the exaet converse of the natural, and consequently is also entirely
natural.—Tha major threefold chord is given by nature itself in virtue of the fact that
one and the same string actually causes such a combination of tones to be heard: and,
on the other hand, the minor threefold chord is also to be regarded aa given by nature,
becanse, thoogh a C-string causes no ¢% to sound in connection with it, yet an b string
canses, among many other sounds, a g (as third) to'be heard, and conseguently (1) the
combination of tones 7 e? g, is indizputably given by nature itself,

If, in such or in a similarly conclusive course of reasoning, one has once obtained a ma-
jor and a minor threefold chord, nothing is easier than to find for each of them an appro-
priate scale. One has only to connect with a major threefold chord alse the major
threefold chord of its fifth and its fourth, (and indeed these and these only, for the
simple reason that they are better adapted to the purpose),—and thus one has obtained
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a major scale and that too in due form and order, direct from the hand of nature; and
go also, a minor scale, if he but connects with a minor threefold chord the minor
threefold chord to its fourth, and, at one time the minor, (for so they teach), at another
time the major threefold chord, to its fifth.

Having laid down guch and similar hypotheses, in part utterly irrelevant, and in part
arbitrary in other respects, one then ventures to exhibit a system of instruction, which,
glistening with the appearance of being mathematically based, is rendered the more
dangerous, the more it is attempted to give it the color of a systematic derivation and
of being the result of an infallible deduction, as our teachers of the art are so ready
to do.

Among the finest of all in this department is perhaps the above mentioned de M.
migny, in his work under the very modest title: * Cours complet d°harmonie ef de com-
position, d’aprés une théorie neuve et générale, basée sur des principes inconfestables,
puisés dans la nature, d’accord avee tous les bons ouvrages pratiques anciens el modern-
es, et mis par leur elarté a lo portée de tout le monde.”” *.d complete course of har-
mony and of composition, according to a new and general theory, based on the incontes-
tible principles drawn from nature, in accordence wifh all the valuable practical worke
Both ancient and modern, and brought by their perspicuous clearness within the reach of
the whole world,’—an author who is doubtful on no point except only the single ques-
tion: ** Maiz me pardonnera-t-on de divulguer le secref que jlai surpris & le nature?™
s But shall T be pardoned if I divulge the secrel which T have caught from nalure?™

For my own part I choose rather to relinquish the vain glare of a profoundness which
after all finally proves itsell inadequate, and in particnlar, the appearance of a mathe-
matical treatment of the subject, and in accordance with my views already expressed
in the Heidelberg Annual Registers of Literature of 1811, No. 66; 1812, No. 65,—te
cull from the theory of musical composition whatever can be of utility as rational mu-
gical knowledge.

§ XL

The design of the present little work* is not to teach the principles of
musical composition, but to furnish, by a process of developement from fun-
damental, elementary ideas, a clear and intelligible presentation of the gen-
eral matters of musical instruction, or that general portion of musical
knowledge with which every one who has to 50 with music, whatever be
the department to which he devotes himself, ought to be acquainted.

| ——

* {, ¢, The present number of the entire work.—Tr,
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CHAPTER 1L
PRELIMINARY.
DESCRIPTION OF OUR SYSTEM OF TONES.

DIVISION 1.

——e
THE RANGE AND GRADATIONS OF TONES IN GENERAL.
§ XIL

As the empire of the musical art embraces the entire compass of all per-
ceptible tones, it must at once be perceived, that the realm of tones is
unlimited both in number and in variety., For, the ideas of high and Jow
being merely relative, we ean coneceive not only of an indefinitely high, but
also of an indefinitely low tone: we can also conceive the difference of the
height of one tone from that of another, to be indefinitely small, as . .
between a tone and its octave there may be an unlimited number of different
tones, each of which is higher or lower than another only by an infinitely
small difference; and in thizs way the number and variety of tones would
clearly be unlimited.

But, in our musical compositions, we can make no use either of that
unlimited range of tones on the one hand, or of this infinitely small differ-
ence of their pitch, on the other,

We can make no practical use of the former, inasmuch as our ear is
incapable of apprehending and distinguishing tones that are high or low
beyond a certain point. That is to say, the human organ of hearing can
only recognize those vibrations as sound, which are neither too slow nor
too quick.

According to Chladni,* it requires at least from thirty to thirty-two vibra-
tions in a second, to make the vibratory motion perceptible to the ear,
This accordingly is the lowest tone which admits of being brought into use;
while, on the other hand, the highest is perhaps that which is situated nine
octaves above the former and which hence, consists of 16,384 vibrations in
a second, so that thus the latter accomplishes 512 vibrations in the same
time that the other accomplishes one. Much in the same way, though
somewhat more extended, are the extreme limits of perceptible tones given
by William Hyde Wallaston, in the Philosophical Transactions for 1820,
P. IL p. 306 et seq. and in Thomson"s Annals of Philosophy, 1820, p. 145,

—that is to say, they state the extreme limits at about nine octaves and a
half,

e ——————

“*In his Treatise on Acoustics, § 3.

(4]
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In this way, then, the kingdom of tones is reduced to determinate limits
in respect to compass.

§ XIIL

Moreover, the endlessly numerous and equally diversified gradations in
the pitch of tones are not practically employed in music, but, as every one
knows, only certain determinate tones are used: or, in other words, we by
no means employ, in framing a musical composition, all those nice grada-
tions or rather shadings of low and high, but each of the tones of which a
musical composition consists is higher or lower than another by a certain
marked difference. We do not use the endlessly numerous diversities
which e. g. are posgible between a tone and its octave, but only eleven dif-
ferent tones between these two degress, so that reckoning from any tone,
assumed as the first degree, the thirteenth above is always the cctave to it,

The easiest method of furnishing a clear and sensible illustration of this
point is supplied by the keys of a Piano-Forte. Here, with whatever key
we begin, the 13th above is always its octave, while between these two
there lie only eleven tones, and the endless multitude of other tones which
are still farther conceivable between a tone and its octave—or even between
the tone of a key and that of the key lying next to it—are not employed.

The difference of pitch, however, between two tones of neighboring keys
is always equally great (whether that difference be from a long key toa
short one or vice versa, or from one long key to another, when there is no
short key lying between.) (There is, it is true, a very slight variation
from such a uniform equality of tones, which does not here come under
consideration, and which is more fully and particularly treated in the doc-
trine of musical temperament,)

These tones, equi-distant from each other, are, in respect to the keys
allotied to them, arranged in a certain specific manner; namely, a part are
appropriated to long keys and a part to short, and that too not in a con-
stant and uniform order, always giving one tone to a long key and the next
following to a short one, but in the known arrangement denoted by the

following set of asterisks:
% ™ # * % 2 # #

+ 3 W o * #* # # * # % Ko
So that, as we perceive, sometimes two tones immediately following each
other are set to two long keys.

The ground of such an arrangement of our Piano-Fortes will be made
clear hereafter. For the present, suffice it to say simply, that in this appi-
rent irregularity, there is still an order and a uniformity of succession, al
least so far as this, that a uniformly alternating succession of long and
short keys repeats itself for the distance of all twelve keys: i. e. one may
begin with whatever key he will, still the succession of long and short keys,
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reckoned from the thirteenth onward, will always be again just the same,
The long and the short keys follow successively from the octave onward
again, after the szame order precisely, as they succeeded one another from
the first onward; and so in like manner again from the 25th onward, &e.

REMAREK.

The more specific reasons for this cannot here be explained, because they depend
upon the internal nature of our scales and keys, which again cannot be explained
before the explanation of the system of tones, since it would be impossible to treat the

doctrine of keys in an intellizgible manner without having previously made known the
degrees of our system of tones.

DIVISION II.

NAMES OF THE TONES.
§ XIV.

As a means of naming the different tones, it is usual to employ letters of
the alphabet,

Not every tone however has a distinct letter for its name, but only those
which belong to the long keys: the short keys must obtain their names by
borrowing them from the long keys, which lie next to them.

Hence we will first learn the names of the tones of the long keys.

We will commence our enumeration with the tone which performs about
128 (four times 32) vibrations in a second, (whether a few more or less, just
according as a higher or a lower tuning is aszumed ). In order to associate
this abstract designation with something that is already clearly known to
the reader, it may be remarked that this tone is the one that is produced
by the lowest string of a violoncello, or the lowest C of the Bassoon, or the
C which the lowest human voice can (though with difficulty) reach, and

o

which, in our written music, is presented in the following form: ——

=iF-
This tone is called the great C. The next following long key has the
name great D; the next, great E; the next, great F, and so on, G, A, B:

* # ® #* #*

. - * . # ¥ -
C D E F G A B
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The eighth long key, following these first seven, which, as we have
already seen from § XI1II, is the octave of the first, is, like this, again called
¢, with this difference, however, that the latter is not called great C, bug
small ¢. 'The next following tone, as the octave from 1), is called small d;
and so of the rest: small e, f, g, a, b, as far as to the eighth, onward from
the eighth, (i. e. to the fifteenth from C,) which again is also designated by
¢, but with a mark over or under it for the purpose of distinction, thus ¢,
and hence it is called the once-marked c; and so on: once marked d, e, f, &e.

and then through the fwice-marked and thrice-marked letters, thus: ¢, d, e,

ﬁ §, a, l?, ¢ ke.
To designate the tones which are lower than the great C, we use the
additional appellation “contra ;" e. g. Contra B, Conira A, &e.—or we put
a stroke under (or perhaps over) the large letters; e. g. B (great once-
marked B,) A (large once-marked A), G, F, E, ke.

Not unfrequently the whole collection of tones from contra C to contra B

is designated by the expression: (Contra Octave, while the tones from great
C to great B are called the great octave; and so on: small octave, once-
marked octave, twice-marked octave, &e.

§ XV.

There is still another method of designating tones according to their dif-
ferent pitches which is borrowed from the registers of an organ and is used
chiefly in reference to organ tones, though it is sometimes also applied to
other instruments and used to designate the pitch of tones generally.

This method of naming depends upon the circumstance, that an organ
pipe (a labial or lip pipe) must be 8 feet* long to produce the tone repre-
sented by the great C. From this circumstance the great C obtains the
name eight-feet C or C-eight-feet. This appellation is thence given to the
tones of the following keys: D, E, F, G, A, and B; (fmproperly, it is true,
because all these tones after C are not eight-feet tones, but require pro-
gressively shorter pipes): and the collective mass of the tones from C to ¢,
exclusive of the latter, is thus called the eighi-feet octave.—The small c,
which is only half so low as the large C (§ 111, p. 12.} and therefore requires
a pipe only half as long i. e. four feet in length, (§ IIl. at @) is accordingly
called the four-feet ¢; and so of the rest: four-feet d, four-feet e, 1, g, a, and
b; and in a similar manner are explained the expressions two-feet, one-foot,
half-foot, &e. as applied to the tones;—also sizteen—feet, and thirty-two-feet.

[t may serve as an aid to the memory, to observe, that the thirty-two feet
'[_: is precisely the tone which performs about 32 vibrations in a gecond.
= Thf‘- more full and particular treatment of this subject and also of the
meaning of the expressions—eight-feet, forr-feet, sixteen-feet, siz-feet, etc. in-
strumenis, or organ registers, belongs to the doctrine of musical instruments
and instrumentation,

-

* Nuremberg measure="7.968 ft. Eng. measure.—Tr.
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& XVI.

It is perceived moreover from what precedes, that the succession of letters
employed for designating the pitches of the tones, repeats itself in the same
manner and according to the same order, as we above saw the series of the
long and the short keys repeat itself (3 XIIL), namely from one set of 13
keys to another (from 8 to 8 long keys), i. e. always from an octave or a
tone, onward to an octave or a tone which is twice as high* as the one
twelve keys lower; or, in other words, the series of the letters is repeated
with every renewed application of the measuring scale, and thus the onee-
marked ¢ is but a diminished image of the unmarked or small ¢, dis a rep-

etition in miniature of d, e is a miniature likeness of e, &e.

§ XVIL

Now in the manner described above, all the tones of the long keys are
furnished with names from the letters of the alphabet,

The tones of the short keys, however, have, as we have alread v observed,
no distinct letter names of their own, but borrow their names from their
neighbors. The name of the tone between C and D, . g. is either bor-
rowed from the next lower tone C or from the next higher tone D. In the
first case, the character called a sharp—#—is attached to the letter C: in
the second, the character called a Mlal—y—is attached to the letter D;
i. e. the tone between C and D is presented either as an elevated C and
hence is called C sharp—Cg, or as a depressed 1) and hence is called D
flat—Dp. The same applies also to D% or Ep, A# or By, &e.

The question whether these names are chosen with strict propriety and
appropriateness, we will consider farther and somewhat more particularly
under § XX,

Many, regarding and naming these tones of the short keys, as if not pos-
sessing any distinct pitch of their own, but always only as elevations or de-
pressions of the lower or higher long keys lying next to them, are accustomed

* #Twice us high®® means an ocfave higher. The expression is derived from the fact
that a tone which is an octave above apother makes twice as many vibrations in the
pame time. See § [IL—Tr.

t Buppose a rod or stick to be cut of such a length as to extend over twelve keys
of the piano-forte or organ, (i. &. 7 white keys and 5 black, making together one
complete octave.) Let this rod then be applied to any set of twelve keys and it will in-
clude all the seven letters employed in denoting tones; then let it be taken off, and
carried its whole length towards the right and applied again, and thus it will cover
that same set of letters againy and 8o on, as often as this red is renewedly applied,
the seven letters repeat themselves an octave higher; and if the rod be moved in the
opposite direction, it will describe the repetition of the same set of letters each time an
octave lower.—Such is the idea designed to be communicated by the author in the
above passage.—TR.
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to denominate them Semitones or half tones, and also dependent or derived
tones, (in contradistinction from the rest, which they call independent or nat-

ural,) and also chromatic tones. : _
We shall find in the sequel, that these appellations are not entirely cor-

rect, though we will nevertheless retain the term natural tones to distinguish
the tones of the long keys.

REMARK.

The technical term chromatic occurs in the language of our art in so many different
applications and often in so essentially diffierent senses, that it may be well worth
while in this place, where we use the term for the first time, specifically to present its
different significations in a connected view.

The Latin word chroma, from the Greek yolue, in English color, is used also in
the language of the musical art, and that toe ina quite figurative and very variable
HEMEES.

{1.) The ancient Greeks used the word chromalic to designate a certain system of
tones—the chromatic system—genns chromaticum, a thing of which we can at the
present period form no conception. Its scale should have been as follows:

e o e
The figurative name chromalic, i. ¢. colored system of tones, should moreover, as it

would seem, have arisen from the circumstance that it was customary 1o write the

tones belonging to this system with a different colored ink from that of the rest.

(2.} It waz moreover prm:li:ac:fl in later times, part]}r, no doubt, in pursnance of a
train of reluted ideas, to call the short or higher keys of our piano-fortes, which were,
as they still are, distinguished by a different color from the long or lower keys, colored
keys, (more learnedly ** chromatic®’ keys,) and to name the tones of the same, “chrg-
matic tones.' Conzequently,

(3.) These appellations were transferred also to other instruments by naming, i
general, those tones which were given on the piano-forte by chromatic keys, chromatic
fores, even if they were given on other instruments or were sungy and thus e g the
tones cf, d%, bY, and ab, and the like, were called by the general term chromatie tones,
which naume accordingly designated every so called semilone, i. . every tone which was
not contained in the series of the so called natural tones. In consequence of this
usage of language

{4.) The elevation or depression of a tone by a chromatie transposition-sign®*—
was termed e chromatic elevation or a chromatic depression, or in general o chromatic
transposifion, and thus

{5.) The signz § and b, « and b), were denominated chromatic signs, and this term
was extended alzo to

(6.) The chromatic refraction or neulralization sign, the natural—Y, and also, fhough
tmproperly,

(7.) To the chromatic designation at the beginning of a piece of music [the signa-
ture],—and, in entire accordance with such a usage of language,

(8.) Every transposed key, every key in whose scale one or more zo called chro-
matic tones oceur and in which of course a chromatic signature is requizite, may be
called a chromafic key.

e
*®*d chromatic transposition-sign'” iz a sharp, fal, or natural—y, b, §, or the same

doubled, as x, pP; i. e. it is any sign which removes a tone from its place by either
raising or lowering it.—Tx.
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(9.) Accnrdmg to the received usage of language, we might farther also call the
difference, the distance between tones, the interval by which a so ealled natural tone is
raised or lowered by a (simple) chromatic transposition, @ ehromatic difference of tones
or a chromatic interval, and thus gh—p, e. g. or g—g# would be chromatic intervals;
(g"—g¥ al—a¥, £—1% and the like might then be called @ double chromatic interval):
and in this sense the term chromatic interval is synonymous with the term superfluous
prime, or with the term (ambiguous in itself, it is true) half-fone or semilone, which
moreover for this very reason is often called cHRoMATIC figlf=tone; (Comp. §
XXXVIL and § XXXVIIL No. 1.)

(10.) Again, in another sense, all intervals which do not oecur in the series of the
g0 ealled natural tones, but in every instance require at least one chromatic transpo-
sition-sign, and thus, not merely the superfluous prime, mentioned in No. 9, but super-
fluous seconds, superfluous sixths, diminished sevenths, &e. may be called chromatic
infereals, az alzo

(L1.} Every chord which, in like manner, ean not bhe expressed without a chromatic
sign; as €. g.

b=k :fgfz_gg_.—:_?—_ S

and the like, may be called a ehromatic chord. Comp. §§ 86 and 93.)
(12.) But as the tones of the long keys may also oceur as chromatieally tranzposad

tones, as, e. g. b¥, eb, o, f, fx, d%», &c., these tones must also in such cases have
the name chromatic,

(18.) Besides, every series of tones moving by chromatic intervals, as e. g.

.#_:_F#Tt-_f.','_heb-

is aleo called a chromalic series of tones, e chromatic melody; and it is said also of a
piece of music, that it is chromatic, or very chromatic, when many chromatic signs
oceur in it, that is to say, many chromatic series of tones, chromatic chords, or many
modulations (which of course always furnish oceasion for chromatic transposition-
signs).—(The idle prating which is not unfrequently heard in respect to a ehromatic
scale, w genus chromaticum, ¢o far as anything farther is concerned than what has been
said here and previously under No. 8, amounts after all to nothing that can be reliod
upon, and is really without any avail; (Comp. § 127 and 869;)—and while it is true
that every chromatie series of tones, i. ¢. every series of tones, each of which is sepa-
rated from its neighbor either by a superfluous prime or by o minor or small second
{both which intervals are in the system of our musical temperament practically the
game), as e g.

éj — -lﬂi_ ~ ,,ﬁd:!_"r_'_j—'&r ﬁ ‘!i't‘;r. _-lb.;"':'_—f:&T:

1 _f‘_-_

may be figurafively called a chromatic aca.le, and is often heard to be really thus
named, still it iz to be remembered in this case that such a name for a series of tones
consisting partly of chromutic and partly of diatonic half-tones, as they are called, is
applied to a thing radically different from a scale [scale of a key] in the proper sense
of that term.

{That a similar impropriety and whim have likewise had a hand in the senseless
words enharmonic scale, enharmonic genus of tones, genus enharmonicum, we will
also endeavor to show at the proper time. )

(14.) Not unfrequently the term chromatic is also properly applied o other things.
Thus e. g. to instruments on which chromatic tones und melodies can be produced, is
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applied the recommendatory title—ehromatic instruments, as, for instance, the Frenh. LF
horn, furnished with keys, is called a chromatic horn, becavse the so called chromatie uﬂij
tones (see No. 3 above) ean more easily be given on such a horn than on the ugua e
ones. 5

(15.) Finally the terms chroma, bis-croma and semi-chrome may perhaps have had .
& derivation allied in some measure to all the foregoing significations and uses. (Seq el
the remark at § XLVIIL) -
T
!
r L
§ XVIIL =
g
Inasmuch as sharps and flats elevate or depress the tone to which they !

are applied, by the distance of one key, it follows, that by their means a [
long key itself may sometimes be named as an elevation of a lower key or

|
as a depression of a higher key. Ife. g. a sharp is attached to the tone E, =
making it E#,— the tone is designated which stands one key higher than E,
and this key, which otherwise has its own proper name F, appears thus
under the (chromatic) name of E sharp, a name borrowed from E. In
like manner, the tone which othewise is called E can alzo ocour under the
name of F flaf, the C key can appear as B#, and the B key as CP, | B
If a double gharp or flat is attached to the name of a key, e g. C+, D+ i
E+; Cbb, Dbb, Ebb jt js thereby denoted that the tone C, D, or E is taken Ef:‘i
tiwo keys higher or lower; and in this way, the key which otherwise is il
called D may oceur under the name of C double sharp, the tone which is A,
otherwise called E may appear under the name of D twice sharped, and | le"
that which is otherwise known as ¥ sharp may occur under the name of E ol
i ; 3 ; 2 e
twice sharped; so likewise the tone of the key otherwise called B flat may | e
occur under the name of C twice flatted; the tone which is otherwise N
known as C, may appear under the term 1D twice flatted, and the tone which b e
is otherwise called D, may occur under the designation E double flat. So by
also, Fx, Gx, A%, Bx; and Fbb, Abb_ Gbb  pbb, rr:«:j
§ e
Thets
)
§ XIX. perkap
it
When must a tone be written as the elevation of a lower one, and when Fia
as the depression of a higher one? This is a point to which we have not :xf
yet attended. For the present it is sufficient to know that sometimes the F‘;lﬂ'[
one takes place, and sometimes the other, just according to the different Wiy
relations under which the tone occurs. thaa
It may however be farther observed in respect to this matter, that such -
a tone should not properly sound so high in the first case as in the second,
e. g. the key between C and D, when it occurs as C sharp is not quite so
high as when it appears as D flat, ¥ is not quite so high as G?, Eb is not =
. 80 low as D%, E# is not quite so high as F, F® is not quite so low as E, " The

- C+ is not quite so high as D or EM &c; this difference between C¥ and LL
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Dy, F# and Gy, and the like is called an enharmonic difference; these differ-
ences however are extremely small and thus imperceptible to our car,
and we may with entire propriety and convenience have but one and the
same key for all tones differing only enharmonically, (they may also be
called enharmonically parallel fones,) thus only one and the same key for
C# and Dy, for At and By, for CX and D and Eyp, &e.

Whatever be the bearing of this circumstance in other respects, in one
certainly it is very convenient; for if, instead of the mere twelve keys which
we now have within the compass of an octave, we should have a distinct key
excluzively for C¥ another for DY, &e¢, one for E and another for F*, and

still another perhaps for D*, &¢, our piano-fortes must be overloaded with
an endless multitude of keys.

This subjeet will be more perfectly treated in the doctrine of tempera-
ment, § 182 of the Theory.

§ XX.

Before we leave the chapter on the names of the tones, something must
be said in answer to the question: Why are the letters which we use in the
designation of tones employed in a different order from that in which they
occur in the alphabet? 4 e. why do we not reckon them in their natural
order A, B, C, D, E, F, G, instead of beginning with C, thus C, D, E, F,
G, A, B?

The answer to this question does not strictly belong to the theory of mu-
sical composition; yet, for the benefit of those who may desire some expla-
nation on this point,the following observations are here presented,

The entirely undesigned and irregularly jumbled succession of the letter
names of the notes has no foundation in the nature of the case, but is merely
the result of the following accidental circumstance, The ancients, accor-
ding to the account given us by our musical historians, named the lowest
tone used in their music, A, and for this reason regarded this A as the first
tone of their system, as it were a normal tone, and regarded the series of
tones which began with A (the o called Aenlic scale), as a normal series,
The tones of which this so called scale consisted were those which we now
cal ABedefgab&e These tones originally had Greek names, and
perhaps even still more ancient ones,

As the limits of the tones used in music became afterwards indefinitely
extended, and especially so downwards, far below A, this letter of course
ceased to be the lowest tone used; and moreover (for reasons which will
appear in the doetrine of the keys) the tone C was promoted to the office of
principle and normal tone, and consequently it ceased to be the point
whence the reckoning commenced, and C became that point. By this

means the regular series of letters became displaced in the following man-
ner:*

CDEPRPGA B e dike

* The letter H is employed in Germany in the place of our B, to denote the seventh tone
in what we call the natural scale; while B is employed by the Germans in the place

[5]
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DIVISION IIIL

i

AMBIGUOUSNESS OF THE TONES.

§ XXI

According to what has hitherto been observed, it appears that every key
of our piano-fortes is, in a certain sense, equivocal, and even ambiguous:
[i. e. every key admits of being regarded under two or more names.]

of our B, In connection with the suhject above discussed, the author also goes into
an examination of the question, why H should be employed next after A instead of B,
which would naturally occur in that place; and though the investigation of sucha
gubject is of the less importance to us, since we do not adopt the usage in question,
still, as it cannot fail to be interesting on the ground of the general information it
involves, it is thought advisable to give it a place in the translation.

To the questions; *“Why does not the name B occur in the series of the so called
natural tones ! Why does H stand after A instead of B! and Why does the letter B
first make its appearance merely as the name of a so called derived or chromatic tone:*’
the author replies as follows:

“When the letter-names first began to be applied to the series of the natural tones,
they were distributed to the latter entirely in their natural alphabetical order, as fol-
lows: ABedefgab, &c. in which ease the tone that we now call H, waz B.

At length [for reasons stated in the text above] the order of the letters became

changed in the following manner:
ey

C DEVFGEAB e d ge

Yet in this arrangement the letter B still continued to denote what is now designated
by H. A tone B, which, like the B uszed at the present day, should be but a singls
key from A, though two keys from C, was not at that time known; and in general the
g0 called chromatie tones of our aystem were not then in use.

The want of these, however, must soon have been felt, and the first chromatie tona
that was introduced seems to have been that which we now call B, and thus a B which
was one key lower than the previons B.

&till, this newly introdoced B was likewise called B.  Aceordingly, both these tones,
although essentially diverse, were presented as two tones of different pitches on one
and the same degree of the music lines, and thus the degree called B had now twe
different tones. Thus there were two different Bs, the original one, which corresponds
to our present H, and the new lowered B, which answers to our present B.

Now for the sake of distingnishing these two different Bs from one another, the
newly introduced depressed B was named soft B, (B molle, from which was derived the
French word Bémol still in use), and also B-fa; while, on the other hand, the original
B, corresponding to our H, was termed hard B (B-durum, B-mi, and in French B dur.)
—DMoreover, every melody in which the former B occurred was at that time ealled
cantus B molliz, or briefly cantus mollis; whereas a melody in which the higlmr B oc-
curred was termed cantus B duri, or canius durus,

a i
s

b
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We are accustomed to apply the term ambiguity to a case involving the
possibility that one thing may be explained in more than one way, or to an
object which is of such a nature as to admit of being at one time taken for
one thing, and, at another time, for another thing. Hence every key is
ambiguous, inasmuch as one and the same key may present itself and may
be employed, at one time, in one character and relation, and, at another
time, in a different character and relation; e. g. the same key may at one
time be F# and again G, a key may be D# and also Eb, a key may alter-
nately be E, D*, and Fb, &e.

In the sequel we will advert to this enharmonic ambiguity of the tones
again.

Boon, however, the inconvenience of thus giving the same name to two different tones
must have become obvious, and a determination must have been conceived to effect o
change on this point, and to designate one of the two tones by the name of a distinct
letter, The nearest unused letter was selected for this purpose.  But, strange to tell, in-
glead Dfl(:u-,-jng to the original, natural, high B, itz own heredita ry name, and clt"g:i'l.'ing the
nzme H to the newly introduced lowered B,—the natural B was robbed of its proper
hereditary name and foreed to bear the name H instead thereof, while the name B,
which had before designated the original, natural B, was conferred upon the new low-
ered B. After such an exchange of names the same series of tones which had previ-
ously been represented by the series of letters,

C! D! E, F: G, A, B; o, d, &e.
now became represented by the series

¢, D, E, F, G, A, H, e, 4, ki

The turn which not only gave a distinet and peculiar letter name fo a tone which
arose from a mere chromatic change, but also fixed upon an exchange of names, was
not in itself a particularly felicitous event; and if, on the introduction of the other
chromatic tones, az, e, ¥, ab, of, gb, g3, fx, Ee. (in which case every degree involves
three or more gradations of sound), the course of procedure had been of the same char-
acter, 8o destitute of plan and of logical consecutiveness as it was in the case of the
tones H and B, we should by this time have had a strange chaos of note names! For-
't1:|11ﬂte]1.l' however a more suitable iden was soon coneeived. Tt was, to apply to avery
new tone arising from a chromatic alteration of a tone previously known, the radieal
name of the latier, i. e. of the tone from which it originated, and to distinguish it from
that tone only by the sign of chromatic alteration or by the appended syllables iy
and es; and thus every chromatically derived tone pointed back, by means of the re-
tained radical name, to the tone from which it was derived by a chromatic alteration.

According to this altogether more appropriate and logical plan, the lowered H should
have been called H flat or Hes. Indeed, the proper, hereditary name B might have
been perfectly well restored to the original natural B (our present H), so that the nat-
ural series of tones would have again become

q

G: D: E1 F:r G! -"‘: B: L a: e, f: E! &C.
in which case the tone which we now call B would have appeared as a lowered B, Beas,
The German usage, however, has persisted in employing the name H for the original,
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DIVISION IV, .
3
diglipts o - :
MANNER OF WRITING THE TONES IN THEIR DIFFERENT FITCHES, i
¥

(A.)

>
Note-Lines or Staff. :
§ XXII. H

Thus far we have considered the tones and their names. We will now
turn our attention to the written signs of the tones,—to those symbols by §
which the tones employed in a piece of music are presented to the eye,

The simplest, though at the same time, the rudest method of musical no-
tation would be that of writing the names of the tones by means of the let- i
ters themselves. And indeed, in more ancient times, previously to the

discovery of our present notes, music was actually written in this way. :
But the unwieldliness of such a mode of writing must soon have become I
apparent, and some better way must accordingly have been sought. E
Thus the idea was conceived, of representing the different elevations or |
pitches of tones by means of lines, and the tones by poinis or circles, and the o
like, (i. e. notes,) on and between the lines, The peneral outline of such a s
mode of notation is shown by the following diagram: | e
af 1

natural B; and the name B for the lowered B. Hence, the series of natural tones, as 0
they are called, continues to this day to be as follows: JI!
A il

¢, D, E, F, G, A, H, ¢ 4, ¢ ke bt

and accordingly the letter B occurs in this case only as the name of a chromatically tis
depressed tone. In other countries, on the contrary, as for example, in Holland and {Fig.

England, the tone which we call H, is actually called B, and, for the sake of distin- s,
guishing it from the lowered B, it is called, in England, B sharp, and in Holland B kraig, b
while the lowered B is in the former country called B ffaf, and in the latter B demol. =

Thiz, in as brief a form as it could be presented without imperfection, is the history i
of the erigin of our names of the tones, and particularly of the admission of the Hinte
the series of the other lettera. Comp. alao § XXIX."

From this review it is evident, that so far as it respects the use of B instead of H, we
have a decided advantage over the Germans. The iron hand of eustom has indeed fixed |
upon them a species of necessity for retaining the use of the H, but still such a usage =
is universally regarded as an evil even by the Germans themselves and one from which | —_
t]::ey would gladly extricate themselves were they not chained te it by the cause in | e
question.—Tr. o

——
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n o
10—-@
Every position on or between the lines of this linear system [or staff] is

called a place or degree. A point or note set in a higher or lower place
indicates a higher or a lower tone. In the above figure, the point on the
lowest line denotes the great C'; that between the lowest and the second

line, the great I); that on the second line, great E, &e.; so that the places
of the linear system correspond entirely to the letter-names of the tones
C,D,E,F, G, A, B, ¢, d, &ec.

It would be unnecessary, however, that all this mass of lines and spaces

included in the linear system here drawn, should be marked by writing the
letters upon them, but it would be sufficient to designate only some lines in
this manner, perhaps as in firure 1. &, below:
(Fig. 1. b.) or even only a single one; for, by having this one
e R point fixed, it would be easy to reckon upwards and
downwards to all the other places. If, e. g. it is
shown, which line is to represent the tone f, it is at
§——————  once obvious that the note under this line denotes e,
and the one above it g, &e,

Moreover, it being, on the one hand, inconvenient
__r and even fatiguing to the eyes, always to use so wide
an extent of lines as that here presented; and, on the
other, unnecessary, inasmuch as neither voices nor
instruments have usually so great a compass as to
require the use of so many lines for the purpose of
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s, it is accordingly usual to draw only five lines. When
has to write are exclusively high tones, the lower
the contrary, the upper lines are super-
Hence it is sufficient always 1o

writing their note
the tones which one
lines are unnecessary; and so, on

fluous where only the lower tones occur.
have only those five lines on and between which those tones have their

position which one expects most frequently to use: and such a combination

of five selected lines is accordingly denominated a system, a linear system,
note system, or staff.

In case, then, tones oceur which belong higher or lower by some degrees
than the selected five lines extend, the higher or lower lines which are
wanting are separately drawn above or below the principal lines in the form
of short strokes (incidental lines}), as often as is necessary. Fig. 2, below:

- &-E
(Fig. 2.) N el 01
£ - — ,“—'—-- e e T —
= —— vt
'.____.._‘_' —_— - e — — i,
—_— -l - :
g Sy

But in order to point out, which five lines of the large mass are to repre-
sent the five selected principal lines, it has become usual to write on one
of the number, which tone it is to signify. See fig. 3.4, k. also fig. 4, 5,
below: i

(Fig. 3. i.) T T

g
— -p- -E-
=

(Fig. 3. k.) =

e ————— ————

e o e :—a-_g-.—..

—— -f= =€=

—iF =

(Fig. 4. 4.) k. L m. .

(Fig. 5. i.) k.

= I — - — - P £

E?_P_,! I'_"—F—i_l,_i # 2 L"‘LI,_ = = =
.F.

It would be easy, moreover, instead of employing five lines, to use sz,
or perhaps only three or four; and indeed we might employ only a single
one, as e. g. fig. 5. m.

0.
= .
E—P“_.—t‘—t-"—l'—i—;‘"_""?'T
> -
In either case the same musical sense, precisely the same tones, would
be expressed as in fig. 5. 4, k, or I. In fact we sometimes find notes written
on four or three lines, as e. g. in the ancient church singing books. Less

i
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than five lines however furnishes too small a compass and would render it
necessary often to add the small incidental lines; more than five principal
lines, on the contrary, would be too difficult to be surveyed; they strain
and tire the eye too excessively. The system of five lines, therefore, is

in every point of view the most convenient and suitable, and is on this
account universally and exclusively used.

(B.)
CLEFS.
§ XXIII

Instead of showing by letters written on the lines, what tones they are
intended to denote, usage has introduced other signs for this purpose.
These signs are:

s I I H» lH); &
T ST 4, 5; 6.

The first of these denotes small f and is called on this account the fsign
or f=clef; the second indicates the small once-marked ¢, and is therefore called
the c-sign or c-clef; Nos, 3, 4, 5, are the same as this, except the differ-
ence of form. The sign No. 6, on the contrary, represents g and is hence
called the g-sign or g-clef.

These signs are perhaps nothing else than the transformations and distor-
tions of the original letter signs; for, in the ancient musical writings we find
the g-clef e. g. not unfrequently in the following forms:

3 3 8~

The last, for example, in Brossard p. 20,

It is to be observed farther, that Sw/zer, and with and after him most
writers, with total impropriety and inaccuracy, write: ‘¢ F-clef, C-clef, G-
clef;" indeed the first mentioned writer teaches expressly in respect to the

f-sign, that it signifies the note F, (!) the c-sign the note C, (!!) and the g-
sign the tone g (!).

The different so called elefs arise from the different ways of prefixing the
one or the other of these signs to the lines of the staff.

If the f-sign or clef, &, is prefixed to the uppermost line of a five-lined
staff, as in fig. 6. d.

(Fig.6.i) £ g a b 3
e . A L-
L_ L e
e = =

g e Toiiaii o
g -
f o d¢ B . AGH K DG
it signifies that this line is to be regarded as the f-line, and hence as the
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gixth of the large system of lines, fig. 1. page 37, and thus the lowest line of Thisl
this staff is determined to be the gecond line of the I]:a.rg(; group, &e. whenee Cop
the reader can perceive that a note on the lowest line denotes the tone E; P
a note in the space next above this line, F; one on the next or second line, I

G, and =0 on. . :
This way of placing the f-sign, otherwise called the low base clef, is not

now in use. . :
But the f-sign is placed on the fourth line or the line next to the upper-

most, as in fig, 6. k.

(Fig.6.k) f g a b & o
et ——
e — |

il
£ & 4 « B . A-G ¥ E D .C
and thus it iz shown that the five lines employed are intended to represent
the 3d, 4th, 5th, 6th, and 7th of the large group, and that accordingly a
note on the lowest line represents the tone G; the note in the next space el
above this line, the tone A, &e. Every one recognizes in this the common
o called base clef, and also perceives that the example fig. 6. k. is the
same as fig. 3. i. page 38. ; B
If we go up one line farther and select the lines B, d, f, a, ¢, so that the
one which denotes f becomes the middle one, and thus place the f-sign or
@, on this line, every thing is understood as in fig. 6. L.

(Fig.6.1) £ g a b ¢ d & i
[
= e
e e
R e
- --
g ndes Bk G F B |
This so called half-base or baritone-clef is again but little in use. It could
moreover with equal convenience be designated by the c-sign placed on the
uppermost line, as in fig. 6. . L
(Fig.6.2) & d @ “”*
{E) s
— =
c N e g lf -
For, if f stands on the middle line, ¢ of course stands on the top line, and This
vice versa, if ¢ stands on the uppermost line, the middle line is f. i
If we move still one line farther upward, and select the lines d, f, a, c, e, |
the f-line becomes the second one from below. This can be denoted either |
by an f-sign placed on this second line, as in fig. 6. .
(Fig.6.m.) £ g a b ¢ d e T g @
| _'!__._ti,_... i
, e TS e M — iy
E—r—5 E ~ '; - . whi
{28 d o B
or equally well also by a c-sign on the fourth line, as in mm.
. = 4 . g !
(Fig.6.mm.) ¢ d e T g a I
[N = - .F. "5
L | Ca
R S s s RSP SRR '
A e b & g I @
b
&)

_—-_d
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18 of This last mode of designation is the usual one; it is our common fenor clef.
EHEE Comp. moreover fig. 4. on page 34.
) 0

Proceeding one line higher still, we come to our usual alto clef, fig. 6. n

vhﬂ.ﬁ: - = s = =
Figen}f go@ b ¢ 3 & . g AF =
8 il A = s e
e e i s : = —
e e
i
or, which is the same, fig. 6. nn.
(Fig.6.2n.) ¢ d ¢ T g a b ¢
s F - - =
e —————
[ _f_'__,__‘__ W
esl 3 i
gt.lil i L] ]J [: 8 g f e l] c
pac It can also be designated by the g-sign on the uppermost line, as in nna.
e ’ o %
is t (Fig. 6. rmn.jg g a b e
i !_-'___'__
Iit Ih * ﬂ_-_ e :E - _l_-t
L g f & 1
But neither the first nor the last mode of designation is the usual one; the
second is the only one in common use. (Comp. also fig. 5. 1. page 38.)
Again one line higher up, occurs the so styled Mezzo-Soprano or half-
soprane clef, fig. 6. o.
(Fig.6.2.) ¢ d @8 T g & B o
coull IT ——
TE=== :
o 1 T bh.R" z
It might equally well be designated as in oo.
(Fig. 6. e0.) £ 2 b =
- ——y—
) g T e
g, & This too is now out of use.
Still one line higher, appears the usual sopranoe clef, fig. 6. p.
i (Fig.6.p) ¢ d ¢ T g a b ¢c d e [ g
eithe e = '_;..__Li
e T e
== (— . el
-2
Il = L]
c b a g

which might also be represented by the g-sign on the middle line as in pp.
(Fig.6.pp)g 8 3 b o 2%

f‘%’ti S e

I T
Comp. fig. 5. k. on page 38.
(€]

ol w
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= -

Yet one line higher, appears our usual vielin-clef, fig. 6. q.

(Fig.6.¢)g a b ¢ di e Eig

Foraa i c
which entirely coincides with fig. 3. /. and 5. i. p. 38.
Still higher up, we find the so called French violin-clef, where the g-sign
standa on the lowest line, fig. 6, 7.

7

ol

(Fig.6.7.)g & b ¢ g a b ¢
- — = . —
7 S ;- =
b —

ok f_ -8

g t e

This clef has gone out of use, though, for high passages, it would be more
convenient than the usual violin clet.

From the synopsis or collective view of all the clefs and of their mutual
relations, as exhibited in fig. 1. ¢ and fig, ﬁ- on pages 43 and 44.# it {s
perceived how the usunal violin clef, e. g or, if you please, the five violin
lines,are by one line higher than the usual soprano clef or soprano lines,
and three lines higher than the alto clef; while this last is one line higher
than the tenor clef, &c.

# [t will be perceived that fig. 1. ¢. represents nine different specimens of clefs. The
first, standing immediately at the right of the perpendicular column of characters and
letters, shows the f-clef as placed on the fifth line of the stall and corresponds to fig. 6.1i;
the second exhibits the f-clef placed on the fourth line and corresponds to fig. 6. k;

the third presents the fclef as placed on the third line or the c-clef as standing on the
fifth line, and corresponds to fig. 6. 1. and If ; the fourth shows the —clef on the second

line or the &-clef on the fourth line, and corresponds to fig. 6. m. and mm.; the fifth
represents the f-clef as gtanding on the first line or the ‘e-clef on the third line or the
E-clu!’ on the fifth line, and corresponds to fig. 6. n. an. and ann.; the sixth presents
the o-clef on the secend line and the g-clef on the fourth, and corresponda to fig. 6. o,
and oo.; the seventh shows the e-clef placed on the first line or the g-clef on the third

line, and corresponds to fig. 6. p. and pp.; the eighth exhibits the g-clef as placed on

the second line and corresponds to fig. 6. ¢.; and the ninth shows the g-clef placed on
the first line and corresponds to fig. €. r.

It will readily be perecived that a careful examination of the relative position of
these different clefs, will be a material facility to the student’s future progress—TR.

€.}

(Fig.

(Fig.1.8.)

. )

(Flig.
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(Fig. 6. i.) (Fig. 6. k.)
f gabce fgahb g .
E—f—!—"‘ £ = @:,‘.:L_v'- - Ll o i |
T i T o e e —— | gt
e R e ————
—a & - > - -_1.."-3"5’
fedcBAGFEDC fedcBAGFEDC s
e ._r_;_'lt'l
(Fig.6.7.) (Fig. 6. 11 o oY
§us = b & d'e c d e I3
A F o Heig
e —— SR e
¥ g _. i o e Bos :_-'_-Elk
L ] ]J r
{f ¢ d e BAGTFE LR o
: i - b
(Fig. 6. m.) (Fig. 6. mm.) i 0
Fgab&&é_fgi o.d & Thpui b
o s a—r— }E '_I.—.__a:!'_—;—l_"—j'— wiks
o A —— ) e ————— AR o St i
—s— S —— — it
f e d c B ¢c b o g f o ahem
e iltke
(Fig. 6. n.) (Fig 6. an.) (Fig. 6. ann.) | _:Jah
fegabedefgabe edefgabe g a b ¢ e
o 1 1 _"."'I..’I{
Ly 85— ._‘—_ =
—_———— ML il e
o e ) '!'_'L'Ilzj.!
BT )
(Fig. 6. oo, }_‘ :::
g 4 & F g a b ¢ g g a b e aee
=Vt i _ =
e e — —_— It mas
c b il E E r e d T
- - - : o by
(Fig.6.p.) ! (Fig. 6. pp.) ;m:]
cﬁeigahcdni% 0PN O .h-g:i
Rt remer i =
1 R - ’—.r__—_'=:" —————— ek
Hr e — Sl R th
chag g T & @ % u:L!,:m
(Fig. 6. g.) (Fig. 6. ) ;
Sleis. s a 5.7 ¢ st 55T i Te i
0 g - __‘__E,Q_ - g i g'_._ - L
N e
"___-"‘_'4""_ i - ] —! e
g f5 d ¢ sl E T,
1 F.dx'ise every one who would not be hindered at every step in the course :
of his studies, by want of acquaintance with the clefs that occur, to make J b

himself familiar with them now in the outset. A

i .
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REMARK.

1 repeat it as my decided conviction that the different clefs are by no means a
troublesome multiplication of musical signs,—by no means a soperfluity and an unne-
cessary incumbrance; but, as has already been made apparent from what precedes,
rather & most estimable facilily, which we cannot give up without subjecting ourselves
gither to great inconveniences or to disagreeable ambiguities and want of precision.

Let it not be said that one ean get along perfectly well with only two clefs as e, g.
with the vielin and base clefs.  In order to write a melody or a passage which lies e. g.

chiefly within the range of tones from ¢ to ¢, the violin clef is altogether too high,
while the base clef is ﬂnt;ir:al}' too low, and the alto clef alone is prnpnr]f adapt&d to

the purpose; as is the tenor clef for the range, say from A to a; the soprano clef, for

that from g to g. For this reason, especially, the middle clefs (the tenor and alto
clefs) were very convenient and serviceable to me in the first edition of thia book for
the purpose of representing examples of notes in a medivm position on one zingle
stafl; whereas, in the present edition I am obliged to bring most examples either upon
two staves, or to employ many added lines, or to transpose the whole from the medium
position, eight degrees higher or lower, or into another key ;—all which I would much
rather avoid.

All this shows how little is gained in respect to signs, if we entirely abolish the mid-
dle clefs, confine ourselves to the two outer clefs, the very high violin and the very
low base clefs, thereby rob ourselves of the great convenience which the middle
clefs afford, and do not even retain one—say the alio elef, which =0 &dmirab]g holds a
mean between the two extremes; fig. 1. ¢. page 43. Perhaps indeed the soprano clef
might be replaced by the violin clef, the latter being enly one degree higher; and the
tenor elef might in case of necessily be at one time supplied by the alto clef and at
another by the base clel: but the alto clel’ cannot in its lower department be replaced
by the violin clef, the latter being much too high for that purpose; nor in its higher
department by the base cleli this being altogether too low. How e g, could the

chord ¢, g, ¢, c—fig. 7.11. p. 46, be written either in the violin or in the base clef?
(Comp. fig. m, and n.)

It must not be replied, that the clefs in question might be represenied by the two
extreme ones, taken, say, an octave higher or lower, as e, g. the tenor elef by the violin
elef; for, on the one hand, this can be done only by conceiving the latter to be one
octave lower, and in that ease it cannot, on the other hand, be purccivcd what advan-
tage iz gained by being obliged at one time to conceive one and the same clef to be in
a certain state, and at another in a different state; at one time an octave higher; and
at another an octave lower. Certainly it 15 not more dificult to read the tenor clef as
it i, than it is to read the violin clef as it is not, and 1o be obliged in the last cese to
read, conceive, and play a passage, written as in fig. 7. 4, as it sfands in k. and not as
in L

(Fig. 7. i.)

Soprano.

£

Tenor.

Base.
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(Fig. 7. 1) Thas:

. RT3 e e et e e o e e

(Fig. 7. 4.) i,,:,‘;r__'_ o] i "'.
& Ly R ——— S R—— | bt

o S ASaRN
R T — ":'__'i__i_E i
2 S e e e e e i
But finally, even if the different clefs were really in themselves without object of it !
it |

utility, as they certainly are not, still even in that case I might not be prepared to ad-
vise the neglect of an acquaintance with them (a thing surely not difficult of acquisi- {m.
tion) and thereby render illegible all the existing scores of our excellent musical com-

posers, in all which these elefs ocenr.

§ XXIV. The

If in a passage, running at one time high and at another low, notes occur « gl
which would require an excessive number of incidental or added lines, the olil
clef may with propriety be changed in the middle of the phrase, as e. g. in i B
fig. 8, i. k. | doores
{ iz, 8 4.) I
_P_EE_' _y_ e fnfhe

..__l_ ——— i : |
.Ll‘f!_a_r_.—_.....—._.. shart

i1 k) e

R g ¢ *:_.._i_ i

T e e, L | e

If, on the other hand, very high and very low notes are to be written at dae
the same time, two or more staves are placed one above another and con- s
nected together by means of a brace, as in fig. 7. i. or k. p. 45. (Comp. ks
§ 33.) | K
g T il i

Brach

(C.) ol |

e af |

TRANSPOSITION AND CANCELLING SIGNS, ol

Beans

Hhepe

$ XXV. i

EIH[.:.‘.

We have seen thus far only how the tone of every long key is represen- ey ;
ted in a place, or, in other words, on a degree, of the staff. As it respects | fuly,
the tones of the short keys, they are as destitute of an independent place on :ﬁ"
the staff, as they are of independent names. For, as the staff has places | H::
only for the tones of the long keys, there are of course no distinet places | lH.':;
for the five tones of the short keys. Hence these five tones must find theit g
places on the same degrees of the staff as the tones of the long keya | i
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Thus e. g. the tone between ¢ and d, which is always named either as an ele-
vated ¢ or as a depressed d, (§ XVIL), can be represented on the staff
either by a note in the c-space or on the d-line; the tone between d and e,
either as an elevation of d or as a depression of e, &e,

This is done by setting a note in the place of that natural tone from which
the derived note borrows its name; a sign however is added to this latter
note which indicates an elevation or a depression, called a fransposition-
sign or a chromatic alleration-gign, or more concisely, a chromatic-sign.
(Com. rem. at § XVIIL.})

§ XXVL

The sign of elevation is the so called sharp ({) or (#,) and the sign of
depression is the character | (i.e, the small letter 2.) E.g. anote in the place
of g, iff a sharp stands before it, denotes a tone that is half a degree* above g;
and if a flat stands before it, it denotes a tone which is half a degree below
g. Hence the elevated tone in this case is called g sharp (g#;) and the
depressed tone, g flat {gb.}

Inasmuch as these signs raise or lower the tone before which they stand
to the distance of one key, we can by this means not only represent every
short key at pleasure as at one time a depression of the long key above,
and at another as an elevation of the long key below; but the long keys
themselves also can be wriltten as transpositions or chromatic alterations, and
thus can appear under dorrowed names. Comp. § XVIIL

Double transposition-signs have also been introduced, which elevate or
depress to the distance of fiwo keys. The double elevation-gign iz the so ealled

Spanish cross X, 3¢, 9§ or 2, and the double depression-sign is either

* It will be observed here that the term *° half-degree ** is employed instead of the
usunl term *¢ semitone.’* Soch will be the usage throughout this work., The reasons
for a change on this point are entirely obvious, Inthe first place, the word ““tone® never
ought to have been employed to ﬁignif}' a distance between mus=ical sounds. Such a
use of it i3 totally foreign to its etymological derivation, and entirely counter to ordi-
nary usage. Indeed, what could be more sirange or absurd than to take a word which
means sound and employ it to mean a disfence between zounds ! Pray, what analogy is
there between these two things?  And besides this violence done to all the legitimate
principles of derivation and of attaching secondary and new meanings io words, the
employment of a term to denote two things so totally different from one another, pro-
duces in owr musical language a most unfortunate confusion and obscurity. And,
finally, the author of the worlk before us appropriates the word *¢ fone,”* by a specific
and fundamental definition, to a large and important class of musical sounds, (§ I; p.
10.) and eonstantly employs it in this sense throughout his work. We seem coms-
pelled, therefore, to employ some oiher words than ** tone and semitone’® to denote
the distances between tones, and perhaps no terms are more natural and intelligible,
and, upon the whole, more suitable for this purpose, than the terms *“‘degree or slep,”*
and ** half-degree or half-step.”*—Ta.
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a larger]:—, or two hs (»b) of the usual size, (the latter is the sign usually
employed,) or sometimes a Greek 7. Accordingly,the key which is otherwise
called G can be written as Fr or F##, i. e. ' twice sharped; the key which jg
otherwise called I, can be written as Eh- or Ep;, i. e. E-twice flatted; the
A-key as Bb or Bip,i. e. B-double flat, &c. Comp. p. 32,

§ XXVIL

The newtralizing or canceling sign (5,) also called the restoring or re-
solving sign, or concisely the natural, neutralizes the effect of a preceding
transposition-sign, =0 thate. g. a note which otherwise would, by virtue of g
foregoing elevation-sign, have been g sharp, becomes again g natural by
means of the eanceling sign set before it.

Since the neutralizing sign, as we perceive, revokes at one time a de-
pression and at another an elevation, it is itself, viewed in relation to the
revoked depression or elevation, at one time an elevation-sign and at another
a depression=-sign; or, more strictly speaking, it is the sign of a restored ele-
vation or of a restored depression, and hence it is always in some meg-
sure equivocal or ambiguous.

REMAREK.

Though this ambiguity iz not exactly an essenfial imperfection in our written music,
still it were rather to be wished that we had two different signs: one as the sign of &
restored elevation, and another as the sign of a reatored du]]rcsz—:jun. The equivocal-
ness of the neatralization-sign appears ezpecially inconvenient where a picee of music
is to be transposed from one key into another; because, in that case, wherever the
natural oceurs it must be recognized at one time as an elevation-sign, at another
as a sign of depression, and at another as a restoration-sign; and, vice versa, when
the sharp (¥) occurs, it must at one time be understood az a sharp, and at another
as a natural; so also the flat (b,) at one time as = flat, and at another az a natural
If ¢. g. a passage, as in fig. 9. 4.

(Fig. 9. i.)

g _Iﬁ_j_l_

which runs predominately in C major, is to be transposed into F major, as in fig. 9. k,
(Fig. 9. k)
%u-——.tna:\"——#——b
‘l.u i} _.E F:
| i
it is perceived that at the second quarter note there must be placed a natural insiead
of a sharp, while at the fourth quarter note there must be a flat in the place of the
natural. Vice versa, in transposing the example from F to €, a sharp must be placed

at the second quarter note instead of the natural; and, at the fourth quarter note, 4
natural instead of the flat. In transposing from C to @, fig. 9. L
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(Fig. 9. 1)
?‘;;':#ﬁi:ﬁ; EE

a sharp 18 agilln plut'cd in the same =ituation in which there was a sharp in Ex-
ample Fiz. 9. 7. and so also a natural occurs again in the same relative sitnation as
the natural in Example Fig. 9. i. and thus arizes an equivocalness which is attended with
the d:eu.l]vunhlgc that one ecannot always at the VEry firat instant determine whether
the occurring nataral is a sign of elevation or of dcpr{:s&iml.—T]m practice of

. the alder musical COMpOsers which is adverted to in the following section seems to show

that they were senszible of the impropriety of the equivocalness here complained of.

§ XXVIIL

Our older musical composers used the natural (8) only for revoking the
flat (b,) but not for revoking the sharp (#,) and thus only as a sign of
restored elevation, but not as a sign of restored depression; they pre-
ferred to use the flat (}p,) for the sign of restored depression, according, to
which method of writing, consequently, the passage in fig. 9. i. would appear
as follows, in Fig. 9. m:

Fig. 9. m.) :

o _toe g
= g
g Y T :

This mode of writing, however, only puts a greater degree of equivoeal-
ness in the place of a smaller one, and is at the present period entirely out
of use. It is mentioned here merely in the way of historical information
and for the purpose of rendering the old musical writings intelligible.

§ XXIX.

The history of the origin of the chromatic signs—¥, b, H, combines itself
with the history already given in § XX, of the names of our notes.

Inasmuch as previously to the invention of the musical staff, the tones were
written by means of the letters, and two different tones were designated by
the letter B,* it was practised for the purpose of having some distinguishing
sign, to designate the original or natural, unaltered B—the so called B durwm,
by a square formed f—after the shape of the black monk letters of that pe-
riod.—(B guadratum ; in French, Bequarre, Becarre, also B quarre, more
rarely B quarré; in Italian, B quadro or Bisquadrs ;) whereasthe lowered B
—the so called B molle was designated by a round shaped b or &, and hence
was called the round B, after the form of our present Latin or Roman letters,
(B rotundum ; in French, B rond; Italian, B rofendo or ritends.) :

Moreover, subsequently to the introduction of our system of note-lines,
or the so called staff, both of these different Bs were presented on one and

* Originally the letter B represented the tone which we denote by it, but subse-
quently, when a new tone, a half degree below this, was introduced, the B was taken
for the latter, and another letter, namely H, was taken for the former,—a usage which
the Germans still retain—TH.

[7]
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the same degree of the staff; but a sign was always written in eonnection et
with the note to show whether it was intended to denote the original nat- | s
ural B, or the lowered »; namely, a square formed 1 was placed before the il
note, in the first case; and a round # in the second case. | gl

When afterwards the other so called chromatic tones came into use, the
course of procedure n relation to them was of the same character: every
raised or lowered tone was put in the place which belonged to the natural
tone, e. z. the tone g sharp was represented by a note in the g place on the
staff, and the syllable * gis™ (i. e. g&) was always written before it, ke,

It is plain, however, that the inconvenience of such a mode of writing P
must soon have been felt, and that shorter i-;!'grl.ﬁl were Hnllgh[ ];_'y' means of e
which it could be signified in the ease of any note whatever, whether it was i
intended to denote an elevated, a depressed, or the natural original tone of e
the place concerned. |

In pursuance of this ohject, the round  was chosen as the sign of depres- B
sion. This selection undoubtedly resulted from the circumstance that this =
&, which was now habitually regarded as the sign of the depression of the i
tone B. and of course as the sign of the depression of the place itself in -
which B stood, eould conveniently be taken as the sign of the depression . par
of every other place also. (It did not occur indeed, that a new impropriety e
was introduced by this means, inasmuch as now a universal chromaiic sign baee
and an individual fose came to have one and the same name; that is to say, i
hoth are called &.) 1t is the present practice to give to thiz lowered b the Y.
form | or b. L. §

In consequence of a similar connection of ideas, the so called square B, I
which had hitherto designated the natural tone B, i. e. the B not lowered— I
B natural, was adopted as the sign of all so called natural tones; and hence, i
not un_ly of all the tones \i'hich were not |n-1.'r'_u rid, hm‘_ also of all w]u_ch Were 42
not raised. (Com. § XXVIT)., Inthe written music of modern times the b
form of this square 1 has become changed into the well known form 3—the I.F
natural— possibly also it may be a corruption of the letter §).) L

Finally, the sizn of elevation (#,) originally called B cancellatum, the B -
stricken ont, stricken through, the latticed B, appears to have arisen from a "ﬁ

iT.

similar association of ideas; and, as its name imports, it appears actually to ;
have been a doubly crossed B, which was crossed once and again to signify
that it was mof fo be lowered, but on the other hand was even (o be raised.

§ XXX,

It is well known that very frequently, either in the beginning of a piece
of music, immediately after the clef, or farther on in the course of the piece,
ene or more of these transposition-signs, (sharps, flats, or naturals) occurs
with a view to a permanent effect. The subject of these chromatic fore-signs
or signatures, is treated in the doctrine of the keys. (Theory § 141.)

(D.)

THOROUGH-BASE, 1

I af

§ XXXI. l '

ol Tpe

In addition to the hitherto described method of designating tones by us
notes, there is still another, consisting of a compound of nofes, figures, and i
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other signs, which iz called thorough base, But as this writing in ﬁgurea
preperly presupposes a knowledge of the entire grammar of musical com-
position, even if not still more than that, it cannot here be explained. In
the fourth volume of the Theory it is exhibited in full.

REMARK.

Professor Maas, in his review of the first volume of the first edition of my Theory
(in der Leipz. Allg. Mus, Zeitung, 1817, 8. 641) regrets to find, in the foregoing expla-
nation of our present mode of writing music, no mention made of its advantages over
the designation of tones merely by figures, and that I have not raised my voice also in
helping the sooner to suppress * this senseless old practice,—a practice long since
known to be worthy of rejection and for this reason long ago abandoned, though now
again sought to be revived:—a practice which every intelligent friend of the musical
art must desire to see exterminated.’® I know not how to fill up the chasm here com-
plained of, by a more weighty authority than by quoting the opinien which I have
transcribed above from Prof. Maas, relative to the subject in question. Any one,
however, who may wish to see an ample exhibition of the advantages of our method
of writing music on the lines and spaces of the stafl, can find it in Prof. Maas’s Trea-
tise in No. 6 der Leipz. allg. mus. Zeitung von 15815. Comp. also Caecilia VI. 8. 109;
¥II. 8. 183; VIIIL 8. 256, 261; IX. 8. 185.

It did not occur to me as being necessary either, to say anything against Dr.
Krouse's method of writing music, (Leipz. allg, mus, Zeitung, 13, Bd, 8, 497, 14 Bd.
8. 117, 188,) which would take away all indications of the pilc]]es of tones and would
rob us of nearly all the advantages of our indications of the lengths of tones, while
it would, on the other hand, most wundurfu]l_}' sharpen up our ej'eii:glll‘. in measuring
the lungthg of notes and would convert a common music writer into a geometer, or
perhaps even a geometer into a writer of music. It moreover seems unnecessary here
to declaim ugainst the introduction of a mode of writing notes whose 1deal is the
eylinder of a barrel-organ.

DIVISION V.

— e ——

DISTANCES OF TONES,—INTERVALS.
(A)
IDEA.
§ XXXIL

Thus far we have acquired a knowledge of the tones, of their names,
and of the manner in which they are written, In all this, every tone has
appeared by itzelf: but we will now examine them in their mutual relations
as situated one above another; we will contemplate them in relation to their
different comparative clevations. '
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52 INTERVALS,
The relation of two tones of like elevation is called unison. i
The relation, however, of two tones not exactly alike in point of piteh, | o %
the 'difference between the elevation of one tone and that of another, the "ﬁhl
distance from a higher to a lower tone is called an inferval, i. e. an inter- | -:1::'”
mediate space, separation of tones, distance of tones. (Another significa- i .
tion appropriated to the technical word interval, which does not belong to # i
the present connection, we shall become acquainted with in the doectrine of s
chords.) -
Our technical language has a name for every conceivable interval within . {:n.
the limits of our system of tones, and thereby affords us the convenience :K:]:
of being able to name every greater or smaller difference in the pitch of “
tones. o
e 1
(B.)
NUMERICAL NAMES OF INTERVALS, Tl
§ XXXIIL i
piig]
The name of every interval depends, first of all, upon the number of ml:
degrees which it embraces; or, in other words, in the naming of intervals it feah,
. is first observed how many places on the staff the two tones are apart. ypela
The distance from any one place of the staff to the next higher or lower is il be
called a degree. A note whkich stands one place higher on the staff than an-
other, as e. g. one is on a line, and the other mext above or belmw the line;
—s=— or —5o—, ¢. g. c—d, e—f, ke, —is gaid to be one degree distant
from it.
Of two notes, one of which is in this way one degree higher than the
The

other, the lowest is called the first, prima or the prime, and the higher one
is called the secoad, secunda or second : and the interval, the distance befween m e
the two different tones, is itself called a second.

The interval between two notes, one of which is two degrees, i. e. two sec-
onds, higher than the other, where consequently the upper one, reckoned
onward from the lowest or first, is the third, or, briefly, the interval extend-
ing over three note-places, as —~*— or —2-*— is called a third, ase g

g—b, {—a, e—g, Eec.

Two notes which are three degrees distant from one another, and whose
interval accordingly embraces four places, as ——s— or —=*—, constitute
a fourth, as e. g. e—f, f—b, b—e, and the like.

The interval of five places, as e. g. c—g, is called a jfifth; of siz, a
sizth » of seven, a seventh ; of eight, an eighth ; of nine, a ninth; of fen, &
tenth ; of eleven, an eleventh ; of twelve, a twelfth; of thirteen, @ thir-
teenth ; of fourteen, a fourteenth ; of fifteen, a fifteenth ; of sizteen, a sir-
teenth ; of seventeen, a seventeenth.

It is extremely rare, however, to reckon so far as this: for the most part

EEgw
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i, | only the first eight of the above designations are used. As we heretofore
 th perceived the succession of the letters to repeat itself from 8 to 8, and as the
i eighth note-place is again designated by the same letter as the first (5 XVL)
ek g0 the ninth, inasmuch as it is the eighth degree from the second or the sec-
ng ond from the eighth, and thus as it were another second, differing only in
4 the circumstance that it occurs after a renewed application of the measuring
scale, is also again called @ second. In the same way the tenth is ecalled
wil the third, because it is as it were a renewed third, only taken within the
i compass of a higher octave: so the eleventh is regarded as the fourth: the
ch o twellth, as the fifth: the fifteenth, as the octave: the sixteenth, as the sec-
ond again, &e. as is shown by the following set of numbers arranged under
one another:
1 2 3 Bl & 6 T &
8 9 10 11 12 13 14 15
15 16 17 18 19 20 21 23
22 23, ke.

The higher numerical names of the intervals, however, are not entirely
superfluous ; for, on the one hand, they are needed where it is requisite to
point out definitely af what distance from the first tone a third is to be under-

e stood: whether e. g. it is to be taken as an actual third, as ¢c—e, or the
| tenth, as c—e, or even the seventeenth, as c—e; and, on the other, the
e apat appellation nénth, in particular, is employed in a certain specific case which
jowet will be mentioned hereafter. Theory, § 77 seq.
han &
e T
g dislot

$ XXXIV.
than & : ;
1k The reckoning of intervals is always from below uptoards, as we have hith-
i.!‘.er:&‘- erto proceeded, and the term third, e. g. always signifies the third degree
: reckoned wpwards, and accordingly an interval in the opposite direetion
= would be expressed by the additional appellation under or lower, as e. g.
ecknd the lower third from G, the lower fifth from B, the under octave from e, &e.
| exteat
LY

(C)

nd vAE
onsli® ACCESSORY NAMES OF INTERVALS,
of 5! § XXXV,
of i}
, o In the foregoing treatment of intervals according to the number of their
e, BF degrees it must have occurred to every reader, that not unfrequently inter-

vals of very different extent are found under one and the same numerical
most name. K. g. we called the interval e—f a second, as well as f—g; while
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54 INTERVALS.
the former is only half as large as the latter; for, the one embraces three [olh
keys, while the other embraces only fwo. |
Consequently the number of the degrees is not alone sufficient to deter- | o
mine exactly the magnitude of the distance between the tones, and of course e
the numerical names alone are not adequate to the exact degignation of e
this distance; but it is necessary that we look farther for some method 7k
whereby intervals of the same number of degrees and of the same numeri- ';ﬁt!
cal name, though still of different magnitude can be definitely designated o
and the exact distunce of the tones from one ancother be made known: the )
method adopted for thiz purpose is that of adding to the numerical name a |
more specific, distinctive appellation, or accessory name, showing whether the o
interval is of the larger or of the smaller species. -,
We will accordingly now become acquainted with the intervals in this
respect; we will learn to reckon them not merely, as heretofore, according
to the number of their degrees, but will learn also to measure them according i
to their magnitude, and to designate astd name them hereafter with more spe- ot b
| eific and accurate appellations. femed
LEL
e, !
i
| Ls
I : (1.) he
B
| SMALL AND LARGE INTERVALS. Y
fte m
T rmn
| : § XXXVL =
I 1)
| We find, even in the series of the natural tones, intervals of one and the i
' same numerical name, which are at one time of the larger species, and at i s
another of the smaller. To the former we naturally give the distinctive e otk
accessory name ** large’ or ‘* great ;" to the latter, “ small.” *
# The terms ** large®’ and *f small,” it will be perceived, are here employed in the
place of the more usual terms ¢ meajor > and “ minor.”’ The former are an -:mluﬂ an.d
literal translation of the terms which the author himzelf employs, and while it is desi- }
rable on this account to adopt them in the translation, it is also desirable for the still J:UI
! more important reason that they are more simple and intelligible than those vl.'hich wa W;}:
have been accustomed to use in their stead. ¢ Large® and * small,” being pure Ay
| English words and among the most familiar and earliest known of all the n'ol_'dﬁ UE'I'I"H i
' Janguage, have a decided advantage over the Latin words ** major and * minor,” o0 e
the score of being more universally and easily intelligible and of making at once & s,
more clear, distinet, and perfect impression. Words of the old Saxon stock, such als sy
every English or Ameriean child has been familiar with from his cradle, seem, for this atbly
J reason, to be very especially adapted to be nzed as technical terms. There has for ]rlen.m h%l
been a deepening conviction in the mind of the translator that a great error is committed i,
in the instruction books of most of the arts and sciences, in using too profusely terms B
which are borrowed from foreign or dead languages. The effect of such a measile agy
must be, asit certainly is, to obscure what it should be a special purpose to make ]_:.lnm. s
OF all the books in the world, one of elementary instruction should be the most simple (.
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INTERVALS. 55

In the first place we find (as has been already observed),

(a.) two different species of seconds ; or, in other words, the gtep from one
tone to another lying next to it in the series of the tones of the long keys is
at one time larger, and at another smaller, just according as it occupies
either the distance from the tone of one key to that of the next higher, as
e. g e—f, or to the second following, so that between the lowest and the
highest key there is still one intermediate key, as e. g. f—g. The former

distance is called a small [or minor] second, and the latter a large [or major]
second.

On going through the series of the natural tones we shall find the degree
or second C—I) or ¢—d, &e, large; D—E likewise large; E—F small ;
F—G, G—A, and A—B large ; and B—c again small:
wﬂvxﬂwwwm\mﬂ

C D E F G A B ¢ d, &c.
Large, large, small, large, large, large, small, large.

In addition to these large and small seconds 1 ying in the series of the nat-

ural tones, many other great and small degrees or seconds also may be

formed by means of chromatic elevations or depressions of one of the
tones or of both. E. g.

Small seconds: f&—g, cB—d, g¥—a, d¥—e, af—b, ed—{z, biF—cy,
fx—g#; a—b", d—eb, g—ab, c—db, f—gh, B'—cb, eb—fi ab__pbb,

Large seconds: e—f#, B—c#, f$—g#, cd—d%, o —a¥, df—e#, aj—
bif, ef—fx: B—c, eb—f, ab—bb, db—eb, gh—ab, cb—gb, fb_gb,
Bib_— ch"

Many call these large degrees or large seconds also whole degrees, and
the small ones half degrees, because the latter as has been before observed,
are in a manner only half as large as the former. Sometimes also even the
terms whole and half tones have been used in this sense. Com. § XXXVIIL1.

(b.) In like manner also two different thirds are found in the series of the
natural tones, according as the two degrees of which the third consists are
both large, as in the third C—E, F—A, G—B; or the one is great and
the other small, as D—F, E—G, A—ec, B—d, thus:

small. large. small.
- o L a Sl e s
C D E F G A B ¢ d
(Y - F I 7 " R - R, W —
large. small, large. smell.

A third consisting of two small degrees does not occur in the series of the
natural tones, because in this series no two small degrees come next to one
another. (Comp, the diagram above.)
and intelligible, and in order to its becoming so, it derives very great advantages from
employing, as fur as possible, for its technical terms, the plain, easy, and universally
familiar words of our ewn language.—It is in pursuance of this conviction, that the
translator feels called upon, =0 far as he can conceive himself justified in so doing, com-
patibly with a due deference to authority and estublished vsage, to dizeard whatever is
foreign in the mode of expression and to substitute in itz place the most familiar sim-
plicity.

In accordance with the above prineiple, the word © Jarge '* or * great** is used for
“major;"" and ““small,’” for “*miner.”” Thus “major’ second, “*major’’ third, fre.
becomes lorge second, lorge third, &c; and “minor*’ second, “*minor®’ third, 8c.
becomes small second, small third, &c.—Tr.
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| Begides the above mentioned small and lar [ ine i :
: ge thirds, lying in t |
I of the naturall tones, many others of the same magnitude 11';3.3' nlstn Lt::ef@f:;::‘: 1].:&

'- by a chromatic raising or lowering of one or both of the tones, as e. g,

B Small thirds : f#—a, cB—e, g#—Db, df—f#, a¥f—c#. eF—gs be_Jz "
f fK—H,Iﬁ:, &e.: g_b::, C*-‘-—Bl’, i"_ﬂl;’ -B-..._d!., all—h J-‘!IL}'-_(;]?" ) ["-" it
gh—b". e S :
Large thirds : d—f8, A—ci, e—g#, B—d#, f#—a¥, cb—ekt, gt b#
T 1 T Ta ik 1 i, = 5
ﬂ{*—rxm ow o Blr_d'! E"h"_;.'_iri AII_L": dl‘._l; I:rl:'_'hl.l ch—E.h i;b h h- ¥
Bbh- gb ¥ : N I
(e.) So also in the series of natural tones we find two different species of B;'
fourths, according as two of the three degrees included by the fourth are :

large and one is small, or all three are large. A fourth of the former spe-

cies we again denominate a smell fourth, and one of the latter species a |he‘

Aarge fourth. 3

C—F, D—G, E—A, G—e¢, A—d, B—e are small fourths: F—B iz 5 w

' large fourth. (

, Examples of small fourths, which are formed by chromatic transpositions Fe

]' are as follows: : -

: P b, cH—fH, Gh—c#, dp—g¥, AS—d¥, ep—a¥, bi—e¥, (. —b ]

| &ec.; f—bb, Bb-—eb, eb—ab, AP—db, dv—gb, Gﬁ_uh,’ch_rn, f’b,jhhn_#’ E]‘

Examples of large fourths by chromatic transpositions: e—f#, G—c#, d .'

—g#, A—d#, e—a¥, B—et#, b, c—f =, &e.; B'—e, eP—a, AP |

d"—g, G —e, cP—f, fP—b", Bbb—eb, &e. d

| Instead of small fourth, the expression pure fourth [perfect fourth] is fre- m

; quently used, and instead of large fourth, the term superfluous fourth is Hes

; sometimes employed. But we find it more consistent and congruous touse, e

: for distinguishing the two species of intervals occurring in the series of the (
; natural tones, the terms small and large, as distinctive accessory names |

| £ il

that are perfectly uniform and universal, and to reserve the accessory terms
superfluous and diminished, for the intervals which are of the species men-

tioned in the following section,
Moreover the large fourth is not unfrequently called the false fourth,
sometimes also fritene, because it embraces three large, so called whols

degrees, (three whole tones.)
(d.) Fiftks also are found of two different sizes, according as two of

the four degrees of which a fifth consists are small, and two are large, or
three are large and only one small. The only small fifth is B—f. All the

rest are large.
Small_fifths by means of chromatic transpositions: F#—e, cs5—g, Ga— 1
d:l I':i#%__ﬂ':l- ﬁ#_ﬂ: t’#_h? ]3#_{#1 }-"K_c#f 3 E'-_h'hj a=—c, d—-ﬂh, G td

—db, c—gh, F—cb, BP—fb, ab_—_pbb
| Large fifths: B—f#, Ff—c#, cF—gF, G#—d#, df—a¥, Af—e?, L tud{
bé#, B#—f* : Bh—f, eb—b; Ab—eb, d"—ab, Gh—db, ch—gh, FP— .
) cb, Bob_gb ; bt
Instead of the name small fifth, the term diminished, or fulse fifth is fre- tra
A quently used; and instead of the word large, the term pure [or perfect] i whi
not unfrequently employed. But here again we prefer to remain true and iy
uniform to the distinguishing accessory names which we have once adopted. | I
(Comp. remarks under c.) ; l :
It will moreover be observed here that the small fifth is the same in 18 ¥
spect to the number of keys as the large fourth, and thus is, in_this point t m
of view, eguivocal. We shall hereafter recur to this subject again. ! h

X
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INTERVALS, a1

(e.) That is called a small sixth, two of whose five degrees are small, and
three large. But if four of these degrees are large and only one is small,
the sixth is called a lurge sizth. Accordingly the sixths E—e, A—f, B—g,
are small ; those C—A, D—B, F—d, G—e, are large,

Small sizths by chromatic transpositions are as follows: F&—d, c#—a,

Ga—e, di—b, A#—{#, Ef—c#, Br—g#, Fx—d#,—; d—b", G—eb, ¢
—a", F—db, EI:_,_gb: Eb—e¢, AP—fb, db—pb,

Large sizths, by chromatic transpositions, are as follows: A—f#, E—c#,
B—g#, Fé—d#, cH—a¥, G#—e#, df—b#, A#—f»; Bb—g Eb—¢c,
AP—f, db—bb, Gb—er, cb—ab, Fb—gdb, B

(f.) Inlike manner oceur small and large sevenths, according as four of
the six degrees of which the seventh consists are large and two are small,
or five are large and only one is small. All the sevenths in the natural se-
ries of tones are small, except the two C—B, and F—I.

Other small .-zeumt.fe.:: by ﬂl&una of chromatic transpositions are as follows:
F—e, cF—b, GF—f, Dy , Ad—p#, Ed—d#, Bi—az, Fr—ep;
thh,’}‘feli?'nﬁjf_ahf#ﬂh_ﬁci - ;, ﬁf_ﬁf Gfaif_ff *f; s e

Large sevenths in the same way are as follows: G—f#, D—e#, A—g#,
E1——d;'4r, B—a#, Feg—e#, cF—by, Gy—f*; B'—a, Eb—d, .slb—g, Db—g,
G"—f, c"—bb, Fo—e, Bbb—ah,

(g.) The octave in the natural series of tones everywhere occurs of one
and the same magnitude; or, as it is usually expressed, it occurs only as a
pure octave, there i1s no case in which one is found greater than another.
Hence the terms small and great cannot be predicated of the octave, nor, for
the same reason, of the prime.

(h.) Small and great ninths, tenths, elevenths, &c. are only repetitions of
emall and great seconds, thirds, fourths, &ec.

—_—r
B

)

DIMINISHED AND SUPERFLUOUS INTERVALS.
§ XXXVIL

We have scen that in the natural series of tones, intervals occur of one
and the same numerical name, while yet they are of two different magni-
tudes. The difference between large and small intervals every where
amounts to just one key. Greater differences than this do not there occur;
but such larger differences may be produced by the help of a chromatie
transposition of at least one of the two tones, as, e. 2. a second f—g#,
which is larger than the one hitherto known to us under the term large,—
also a third d®*—f, which is smaller than a small third, &e.

Intervals which are by one key larger or smaller than they occur in the
series of the natural tones, that is, one key larger than large, or smaller than
small,—are called superfluous, and diminished. (Comp, remark at § XVIL.

No. 11.)
[8]
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68 INTERVALS.
§ XXXVIIIL o
; | im
Accordingly, -
(1.) The relation between two tones, both of which stand on one and the L
same degree or place of the staff, but one of which iz one key higher than i
the other, as e, z. g—g#, ab—a, and the like, is denominated a superfuons Ine
prime, because the difference of pitch between the two tones is by one key "*1"
greater than it is in the case of the prime in the series of the natural tones, I."-'i
(That is to say, in the latter case, between two tones, both standing on one ;’“‘I
and the same degree of the staff, there is no difference at all : but ¢ and c# '"_'5_'
are separated by the distance of one key, and, accordingly, the difference ‘-"‘"l
between two tones situated on one and the same degree of the staff can ﬂ
amount to one key more than in the series of the natural tones, 1;114
The superfluous prime is thus, as it respects the number of keys, equiva- | b
lent to the small second (or small so called half-tone degree,§ XXXVI. 1), The
and hence ambiguous. For, the superfluous prime, as e. g, g—pg, just as il
the small second, p—aP, consists of two tones of two immediately proxi- 4
mate keys, and the two appear on the piano-forte precisely alike, il
Still however the two are essentially different. For two tones which in &
relation to one another make out a superfluous prime, stand both together Lot
on one and the same degree of the staff and are distinguished only by a f=t,
chromatic sign; both obtain their name {rom one and the same letter: the b g
only difference is, that one is distinguished by a chromatic character attached i
to it; e. g. GP—G, G—G#. But in the case of the small second all this Lt
is different: there, each of the two tones stands on a different and separate ¥
degree of the staff, and each is designated by a distinct letter, as e. g !
Fi—G, G—Ab, &c. (Indeed, if we bring into calenlation the fact that the —
tone (G, e. g. is not properly quite so high—or at least ought not to be—as | Em
AP [§ XIX], it will appear, in this point of view, that the mterval G—G4 is |
not strictly quite so large as the one G—Ab.) . in
It results from the first mentioned great similarity of the small second | iy
and the superfluous prime, that both have received the common name of a 9

half-tone [or half-degree,] (§ XXXVI); and it is a consequence of the last i
mentioned difference, that, for the sake of a more exaet and specific dis-

tinction, the small second is called a large half~tone [or a large half=degree], :_m
while the superfluous prime is denominated a small half-tone [or o small v‘;ﬂ
half-degree]. (This is truly a somewhat remarkable and at any rate rather Wil
an obscure mode of expression.) | i

The superfluons prime is often called also a chromatic interval (Comp. | 1
remark at § XVIL. No. 10): (because the two tones differ only so much ok,
from one another as a chromatic transposition-sign makes them, ) or a chro- | b
matic half-tone or semitone (see remark above referred to); and, in contra- ey
distinction from this, the small second or large half-tone [half-degree] is i
called a diatonic half-tone [a diatonic half-degree]. ey

We prefer, instead of all these particular appellations, to use in all cases Pl
the terms superfluous prime and small second : by which means the whimsical ! o :
distinction of great half and small half, of diatonic half and chromatic half ii:i

tones [half-degrees] is at once spared.
So also the expression half-degree (3§ XXXV a.) should be avoided,* 4 tn

L

: b
*The author’s opinion that the term half-degree should be discarded is doubtless & { b::“l
just one. Its uge is not really necessary in any case, while its abandonment, in com- “I':
Nor

mon with that of the other terme—half-tone, semitone, chromatic interval, and ihe ]
[}
|
[




d

thy

i
and &

o

R
VI.d|
e
'
hih 1

1y i
er;
itk

BEFHE
i L]
{ha i

INTERVALS, 59

because at one time under this term is understood a superfluous prime (a
chromatic or small half-tone), and at another a small second (a diatonic or
large half-tone), whereby there easily arises a confusion of ideas which

can only with difficulty be avoided by the appendage large and small, as
large half-degree, small half-degree.

In eontradistinction from the superfluous prime, the non-superfluous, the
real unison (§ XXII), is usually called the pure prime.

(2.) A second is said to be diminished when it is still smaller by one key
than the small second, as e. g. g#—ab, df—eb, ay—bb, ep—f, Bs—ec,
fr—g, cx—d, cg—db, :ﬁi‘——gh; B—ch, e—fb, a—bbb, d—ebb, g _gbb,
This is hence, so to speak, an enharmonic interval, or, in other words, it is
the relation subsisting between two enharmonically parallel tones (§ XIX.)
and therefore is in itself an equivoeal interval (§ XXI.), inasmuch as on
the piano-forte it appears as a pure prime.

The superfluous second is still larger by the distance of one key than the
great second, as e. g. Bb—c#, f—g#, c—d#, g—a#, d—e#, a—b#, e—f*%,
b—c*; eb—fg, ab—b, d®—e, gh—a, cb—d, fb—g, B¢, abb_f,

(3.) Diminished thirds are as follows: e#—eb, f@—ab, B—d», e—gb,
A—ch, d—fb, g bbb; o hb d#—f A¥—c, e—g, BE—d, fx—a,
c*—e, g¥—b, In respect to keys, the diminished third is a large second,
e. g. C#—D# is the same thing as D)—ED,

Superfluous thirds are as follows: el—g#, Bl _d#, f—a#, c—es, g—b#,
JEF!, A—c¥, e—g*;—AP—c#, db—f#, gP—b, cP—e, fo—a, Bbb_—g,
e,

like, would evidently be attended with the advantages which the author suggests,
namely: it wonld, on the one hand, conduce to simplicity by uniformly employing only
one term instead of half a dozen; while, on the other, it would leave a term to be ex-
clusively employed which is entirely specific and definite, a term which would always
point out precisely and unequivocally the thing intended. The term superfuous prime
uniformly means the interval between the tone denoted by a certain letter and a tone
denoted by the same letter when sharped or flatted; while the term small second as
uniformly means the interval between the tone denoted by any letter and the tone da-
noted by the next letter above when the latter is flatted, or the next letter below when
the latter is sharped, and also the interval between the third and fourth, and beiween
the seventh and eighth degrees of the so called natural scale; and thus all is made
simple, elear, and definite.

And moreover, whenever we might have occasion to apaak of the distances befween
the suceessive letters or tones of the seale, without the formality of giving them their
technical interval names, we could call them, as the author does, large degrees and
small degrees.

If however the choice were to be made between the use of the terms half-degree
and kalf-tone, it is plain that the author would decide with the translator in preferring
the former. It is on this ground that the translator has, to a limited extent, adopted
the term half-degree. It was thought that the settled and universal eustom, which
has obtained with the Americans and the English, of using the terms fone, semifone,
&c. would secarcely permit a total abandonment, at present, of all analogous terms,
leaving none that could be employed as substitates and could be applied in substan=
tinlly the same way. The term half-degree therefore has been adopted as the less of
two evils.—Tr.
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(4.) Diminished fourths, i. e. still smaller than small fourths, are as fol-
lows: D#E—G, E—Ab, B¥—e, c—f", F*—B, F—B'b, &e. ;
Superfluous fourths in our sense of that term, i. e. fourths by one degree
larger than large fourths, are as follows: f—Db%, fb—b, c—fx, bbb_g,
Eb—A#, %c.—That the term superfluous fourth is used by many music
teachers in a different sense, has already been observed on page 56,
(5.) Diminished jfifths in our sense of the word, 4. e, fifths smaller by one
degree than the small fifihs, are as follows: B#—f, B—f", Frx—e¢, E;Bllb
and the like. Here also we again call attention to the fact, as rr:murkeﬁ!l
on page 36, that many musicians understand a different thing under the
term diminished fifth.

Superfluous fifths are as follows: C—G#, G—d#, Ab—e, e—b¥, Fb_ i

B—f*, B''—f, and so on. J f

(6.) Diminished sizths are as follows: B—gb, A#—f, ef—c, B—¢, ' |

Fx—d, D—Bb, F#&—d", &e. b

. Superfluous sizths: Eb—c#, Gb—e, F—d#, G—et, ch—a, Bbb—g, P!
! E—cx, Ab—f#, &e. : f

(7.) Diminished sevenths are as follows: B—ab, GE—f, C#—B", Bg—,
G—fb, Fr—e, F—ebb, Ff—eb, &ec.
Superfluous sevenths : Fb—e, c—b#, G—fx, Eppb—d, Ab—pé, &c. 1
(8.) The octave also, which in the series of the natural tones we found
5 to be only of one and the same magnitude—only pure (or perfect), page 57,
f can, by chromatic transposition, be. prezented as smaller and greater than
' it iz in the series of the natural tones. In the one case—i, . when small-
er,—we apply to it the term diminished ; in the other, the term superfluons, |
' as, diminished octave, superfluous octave.
| Diminished octaves are as follows: E—eb, D#—d, F—{", B¥—Db, C*—c#,

‘ Eb—ebb, &c.
Superfluous octaves: Eb—e, B'—b, D—d¥, Fb—f, B—b#, Ci—cx,

Ebb—eb, ke, |
. In contradistinction from the diminished and the superfluous octave, that ih
' which is neither diminished nor superfluous, is, as we have already observ- i
. ed, called the pure octave, &
| (9.) Diminished and superfluous minths, tenths, &c. are only repetitions
of the like seconds, thirds, &c., one octave enlarged. r|
P .
3 y
(3.) [.
! DOUBLY DIMINISHED AND DOUBLY SUPERFLUOUS INTERVALS. Bf
§ XXXIX. f'

Doubly diminished and dowdly superfluous intervals ave also conceivable,
i as e, g. a doubly superfluous second: g"—all,—a doubly superfluous octave:
G?—g¥, B"—Db#,—a doubly diminished octave: Gi—g®, Bi—bb, &e.

-—
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Indeed, even more than doubly diminished and doubly superfluous intervals
may be conceived ol

(D)
BIGNSE FOR THE DIFFERENT INTERVALS.

§ XL.

For the purpose of representing the different distances of tones by short
gigns, we find it convenient to employ our ordinary figures, making the
figure 2 represent the interval of the second; the figure 3, a third; 4, a
fourth, &e. We will specifically designate the small [or minor] intervals
by a dot placed werone the figure, and the large [or major] intervals by a
dot placed aFTER the figure; the diminished intervals by two dots before the
figure, and the superfluous by two dots placed after the figure,

According to this plan

the sign .6, e. g. denotes a small sixth,
¢ ¢ g g large sixth,

¢ 4 wff a diminished sixth,

Ger a superfluous sixth.

(E.)
EQUIVOCALNESS OF INTERVALS.

§ XEL

By easting a glance over all the intervals hitherto enumerated, it will be
observed that they are all without exception equivocal. We have already
directed attention to this equivocalness in some particular instances, as e. g.
mn the case of the small fifths, the szuperfluous prime, and the diminished
second. But all the rest also are of the same character.

To wit, in respect to the number of keys, the following intervals coincide:

(1.) Large intervals with others that are small. This is the case in re-
spect to the large fourth and small fifth, as e. g. F—B and B—f, G§—d and
d—gl, and the like.

(2.) Large intervals with diminished intervals, namely:

(a.) The large second with the diminished third, as e. g. B—cl} and
B—d" ¢—d and Bg—d, ke,

(5.) The large thirds with diminished fourths, as, e. g. ¢c—e and e—fP, or
Bg—e.

(#.) The 5. with the «6, as e. g. E—B and E—¢?; ¢—g and B—g;

(d.) The 6+ with 7, as ¢, g. A—{f and A—g", B"—g and All—g;

(e.) Te with w8, as ¢, g. C=—B and C—c"; B'—a and Af—a.
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(3.) Small intervals coincide with others that are superfluous ; . 3
(a) The «2 nlth Les |l
{5] @ L9 . o8
[ 'E R g o Ba i
(d) * 6 *F GLuw e

() < T ¢ 6o

In like manner it will be found that diminished intervals coincide with
superfluous, and vice versa: e. g. +6 and 4+; Eff—~c and F—B§, &e,

All the intervals might now, though in a less extended and formal man-
ner, be again gone through in respeet to the point here involved, and per-

haps a table be made out alter the following form: \
s Two tones belonging to one and the same key, may be either a pure unison, as i
e. g. e—e, or a diminished second, us e. g. e—fp.”" '
* Two tones belonging to twe immediately proximate keys, may be either a super. [
fluous prime, or a small second, or o doubly diminished third, as e. g. e—ef, e—, gt
ef—gp, &’ tan
« Two tones, when one key lies between, can be either 2+, as e, g. e—f3, or s, i
(t
e—gy, &e.’t e
* Two tones, between which there are two keys, may be—8&e. &e.”? ;
mr
R L hime
i
(F.)
INVERSION OF INTERVALS.
§ XLIL
If the lower of two different tones, is raised by one octave or by a double oc- i
tave, &c. so that it becomes higher than the other which before was the high-
est ; or, which amounts to the same thing, if the higher lone is lowered by Pl
octaves until it comes to be lower than the other,—in short, il the two terms 0
of an interval are reversed so that the lowest becomes the highest and the i i'l
highest lowest, as e. g. if’ the lowest tone of the interval represented here ah :
l
at J P e G
(BT el y
is transposed by an oectave higher as at K, i
E—=
or if the higher is made an octave lower as at L
B o e
i nd
w flk"f

(which last is the same as it respects the point in question, inasmuch as it |
amounts to the same thing, whether the lower tone is raised above the
higher or the higher is put down below the lower, since in either case the I.
lowest becomes the highest, and the highest lowest,) an incersion of an in-
terval [or a turning of an interval upside down) is said to take place.

P .
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Thus the foregoing example in K is an inversion of that in J, or, which
is the same thing, J is the inversion of K. For if K is again inverted, the
position J again occurs, as a matter of course. Accordingly the two differ-
ent positions are, as well backwards as forwards, reciprocally inversions of
one another,

§ XLIII,

As the nature of an inversion consists in the circumstance, that, of two
different tones, the lower becomes the higher, or vice versa, it follows,

(1.) That the unison or pure prime is not susceptible of inversion, be-
cause, of two tones, neither of which is higher than the other, the higher
cannot of course be placed under the lower ; and it follows,

(2.) That, in order to invert two tones which are farther from one an-
other than a diminished octave, the upper tone must be lowered two or
more octaves, or the lower raised two or more octaves, or both at the same
time must be mutually transposed by one or more octaves. For if, in order to
invert a ninth, if you please, as e. g. e—f at ¢ in the following example,

i k= ke U om
- e 3 o]
o : — .
i s
-

we were only to raise the lower tone e by one octave as at k, the interval
e—f would then be changed only into e—f, in which case the e would still
remain below the ., and so consequently there would yet be no inversion.

An inversion is not effected until the e is raised by fwo octaves, as f—e, as
at I. So likewise the example at ¢ is not inverted by the transposition Ak,
the inversion not occurring until as at I or m.

So also the pure octave cannot be said to be inverted in such a form as

at k and &%, but only as at { and L.

i = RN
——»

— 51"_‘_2

k i —

D

and the superfluous octave also, fig. i, is not inverted as at k and &k, but
only as at /, I, and m.

i & o O
b =
—ko S#p—ho—HI——

F _
g

1
|
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§ XLIV. : [ ik
o0
It is plain to be seen, that, in every inversion, the distances of the tones
do not remain the same. The two tones which in the example on page 62,
at J, were at the distance of a second from one another, become, on being
inverted as at K or L, a secenth apart: or, according to the usual way of
speaking, a second becomes by inversion a seventh. In like manner the
third becomes b:rr inversion a sixth, as, e. g. c—e become Err-a_. or K—¢:
the fourth becomes a fifth, as e—{} f—c or F—e: (for which reason there-
fore many call the second, third, and fourth radical intereals, and the rest
derived ntervalz,) And since, as we see, every thing here holds good
reciprocally taken, as well one way as the other, it follows that, vice versa,
the 7th becomes changed by inversion into a 2d, the 6th into a 3d, and the
5th into a 4th; e. g. d—c becomes c—d or ¢—d; e—c becomes c—e or 2
¢—e; f—c becomes e—f or e—I. (Hence we can with equal propriety :m
call the Tth, 6th, and 5th radical intervals, and regard the 2d, 3d and 4th -l
as derived from them.) |
A general view of the aboye alterations and derivations is presented by I
the following table: b
The 2d becomes a Tth, e
" 3d gk Gth, I
A oth, e
Ty 4th, T
“  gih (f: 3d, 7
At 24, ' e
or o, = 4, i 6, 7t T
e il o 2 I
where the highest figure or number always stands opposite to the lowest, ]
and the lowest opposite to the highest; beeause, in an inversion, the whole Ik
is reversed. :::
The pure octave alone gives by inversion no other interval, but presents Th
again a pure octave, and consequently only the same interval again ina
higher or a lower position.
Moreover also, all intervals which are greafer than a pure octave, ase g,
the tenth, the ninth, %ec. and even the superfluous octave itself give likewise
no peculiar intervals of their own, but only the same as the third, the
second, the superfluous prime, &e.
In
§ XLV. Th
The remarks which transpired i i i iv %
spired in the foregoing section relative to the T
numerical names of intervals, apply, for like reasons, also to the accessory -
names. An interval with the accessory name small becomes one with the T

accessory name large or great, and the reverse; a diminished interval be- !. al

i
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comes a superfluous one; and a superfluous interval becomes a diminished
one, as follows:

22— T — 2 0l — Tee . i}

8 — s — 3 w3 — Bea — a3

il — G2 — a4 ad — Hes o aed

5 — de — 5 G — der —

s — Js — 5 ol = Bas =l

T — 2 — a7 |

28 e The el
or 2, «3, 4, 3, oG, <7,
Te, Gs, Os, ds, 3, D,

and s, #3, sadl =5, i, -,
Tee, Be, Ges, Jas, Jes, Des,
i. . small seconds become large sevenths, and, on the contrary, large
sevenths become small seconds. The small seventh becomes a large second,
and the large second a small seventh, And so also +2 becomes Te, and
Tes becomes +2, =8 becomes 1., and the latter becomes «8, &c,

In like manner, as can easily be perceived, doubly diminished intervals
become doubly superfluous ones; and the latter, again, doubly diminished
intervals, ke,

It might be useful as an exercise to go through the different inversions of
the intervals somewhat in the following manner:

The prime, that is to say, the pure prime is sugceptible of no inversion.

The superfuous prime, as e. 5. e—c®, beecomes the diminished octave, as C'—c or
cf—c.

The second becomes by inversion the seventh, that is,

The diminished second becomes the superfluous seventh, as, &. 7. B—cb becomes
C'—B or ¢?—b, F&—g7 hecomes, fe,

The amall second becomes 7+ ; as e. g. G—Ab becomes Ab—pg, &o.

The {arge second becomes—E e,

The superfluous second becomes—§&c.
The third becomes, fec. &ec.

(G.)
GENERAL VIEW OF THE INTERVALS.

§ XLVL

In our investigation of the intervals thus far we have found,

That the fifth, sixth, and seventh are inversions of the fourth, third, and
second.

That the octave, ninth, tenth, &ec. are only repetitions of the prime,
second, third, &e.

That, in the series of the natural tones, every interval, except the prime
and the octave, presents itself under two different magnitudes, and that the

9]
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difference between large and small intervals consists in one key more o

one key less, | ke
That an interval which is by one key smaller or larger than it occurs in | b
the series of the natural tenes, is ealled diminished or superfluous; that
any interval which is still larger than the superfluous iz denominated doubly
superfluous, and any one that is still smaller than the diminished is termed
doubly diminished; &ec.
That, finally, the large intervals become by inversion small, and, vice
versa, the small become large; the diminished become superfluous, and the
Jatter become diminished; the doubly diminished become the doubly super-
fluous, and the reverse. 3
This view very much facilitates an acquaintance with the numerously il
multiplied different intervals. For if one only once understands the seiies &
of the natural tones, nothirg is more easy than to distinguish the large and L
small seconds, thirds, and fourths from one another, and, by comparison :
with these, to know immediately all the other intervals also,— namely the =
large and small sevenths, sixths and fifths, as inverted small and great
geconds, fourths, and thirds; and all the superfluous intervals, by the cir-
cumstance that they are one key greater than the great; and all diminished
intervals by the fact, that that they are gtill smaller than the small, Ina
similar manner one comes to a knowledge of the doubly diminished and the
doubly superfluous intervals, in case such occur. T
This view not only saves an intolerable wearisomeness to the memory, ::
but it also furnishes, instead of a mere knowledge got by heart, a clear | g
apprehension of the real relations of the intervals, =qis
It will always be quite a useful exercise for a beginner, as a method of H‘f
practising himself into a knowledge of the intervals, to take the trouble to ""L
write in notes all the species of intervals separately on all possible degrees :"::1
of the staff, and then to play them on the piano-forte. It will especially be T
well also, in writing as above suggested, not only to use interchangeably, at bl
one time one clef and at another time another, but also to write the inter- tea
vals not merely on one and the same staff, but sometimes on two or more. Bl
In fig. 10, below, e. g. “‘-’.':i
: weef
(Fig. lﬂ.}_ s
7 e
iy
Wi
p, B, 1 i
e — |
- |
b 1
the tone g iz the superfluons fifth of ¢; e is the small sixth from g '
and the large third (the large tenth) from ¢; gh is the small under-sixth 11

w
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from e (or sixth below e); ¢ is the large under third (under tenth)
from e. Or, fig. 11:

=

¢ is the small fifth from f#; e is the diminished seventh from ¥, and small
third from ¢; a is a small third (or tenth) from f8, the large sixth from c,
the large fourth from eP,—f} is a small under fifth from ¢, a diminished
under seventh from eb, a small under third (under tenth) from a; ¢ is a
small under third from er,—&ec.

REMARE.

The musical literati have disputed much as fo how many infervals there properly are.
One assumes 52, others teach that there are only 85, 24, or even only 18, and explain
the rest as “*merely chimerical and imaginary intervals.”” But this view of the subject
geeme to me to be a very strange one, and the controversy involved in it, to be both a
gingular and an unmeaning one!

How many different grades of distance between two tones, are, in themszelves and
according to the nature of our system of tones, conceivable, wa have already seen;
the dispute can no more be on this point, than there can be a dispute in mathematics
on the question, how many different magnitudes there are!

This therefore cannot properly be the meaning of the contending parties; they enter
the field only on the question, what infervals actually occur in music? With this ques-
tion we have nothing to do—at least in the present connection, where our only purpose
is to adopt such a nomenclature as will afford ug a name of a definite meaning for
every conceivable species of distance between tones, whether such species of distances
oceur frequently, or seldom, or even never; somewhat in the same manner as we desig-
nate every point of the earth’s surface, whether frequented or inaccessible, aceording
to degrees of length and breadth [of longitude and latitude]. But who is found in
this department to contend on the point, how many degrees of latitude there really are?
whether there actually is e. g. the 89th degree ! and perhaps calling this 89th degree
a chimerical, a mere imaginary latitude, because he regards it impossible that it ever
ghould be explored by a human being ?




68 RHYTHM AND MEASURE.
b
CHAPTER IIL .
i
PRELIMINARY. E
RHYTHMICS.—MEASURE OF TIME. i’:
DIVISION I i
e
aen i Y 2
|
IDEA OF RHYTHM AND MEASURE. i
{is
§ XLVII. far
the
The musical art requires, in addition to the connection of different tones, o
gtill another property, which, though it is not absolutely essential to the =
nature of music,* has nevertheless the power of very much enhancing its I e
beauty. This is rhythm or measured movement, and consists in the circum- i
stance that the times in which the tones and combinations of tones sound, e
are exactly measured in relation to each other by quotas or proportional I
parts, and that the times thus measured out are also accurately adjusted in m
relation to the stress of voice respectively appropriate to each, and are symmet- { 9
rically accented. 4
|
SR el
* The author does not mean by this, that rhythm is not material to the excellence of 1
music, for he repeatedly and expressly affirms the contrary. He only means to say 2
that rhythm is not absolutely essential to the essence of music, in such a sense as that
music cannot exist without it. A man may still preserve his identity and retain his
essential properties as a human being, though all his limbs be cut off, and all the sym-
metry of his proportions be destroyed, and all his beauty be effaced: he is still a man,
it is true; but no longer a man of the appropriate human comeliness and beauty, no
longer possessed of the attributes which alone ean give the appropriate grace and
loveliness to hiz form, or can render him an objeet desirable to behold. It is in this
genge that music may be robbed of rhythm, and yet be musie. It is still music in ¢ |
gence, in the same way as a man is still & man, though deprived of his limbs, his pro-
portions, and his beanty.
That rhythm is material to the goodness of music, i8 one of the plainest of all truths.
No property iz more indispensable; none is more universally appreciated by the in-
stinctive capacities of every musical constitution. Indeed, it is not too much to sy,
that musical genius and the rhythmical sense are co-ordinate qualities, and that the
{51 one nscends or descends the seale of perfection precisely with the other, Tt probably |
will ke found un]vm-sally true, that the higher is a man's native musical guu'rl.m in the | B
general, the more delicate, acute, and prominent is his appreciation of rhythm. If ‘ Mg
there be a property in music that can charm and enwrap the fcelings and that can curry ’ =
us away with its faseinating and delightful impressions, it is that exact, aven, regular, "
uniform, symmetrical movement which we eall rhythm. Of all the attributes, there . e
fore, which pertain to the musical art, this should be the last to be sacrificed.—Tx. g B
e

h———m



MODE OF MARKING THE LENGTHS OF TONES. 69

I say that rhythm does not belong necessarily to the nature of musie,
because it is a matter of fact that not all music is rhythmical or measured.
In the usual choral singing of the church congregations, e. g. the longer or
shorter duration of the tones in relation to one another is not at all adjusted
to measure, but each tone is held out at pleasure, one about as long as an-
other; and the most that is done is sometimes to accent this or that tone
more or less, according to the greater or less stress of voice due to the syl-
lable of the text. But after all, this is not a measured movement, it is not
rhythm; there is in the case no such measuring and accentual adjusting of
the times, as we find in rhythmical music; one can beat no time to such a
performance,

If, on the contrary, a symmetrical measured division of the times is found
in a picce of music, i. e. the time is distributed into exactly equal general
divisions, and these are again divided into equal parts, and the latter are
farther separated into equal smaller quotas or proportional parts, &e. and
the duration of the tones in relation to one another is exactly measured ac-
cording to such divisions of time, so that a general division always appears
as a symmetrically arranged group of several smaller portions of time, and
these taken together as a smaller subordinate group of yet smaller parts,
and the accent is also symmetrically apportioned amongst all these divisions
of time,—then the music is measured and rhythmieal, and sustains the
same relation to unrythmical musie, as poetry does to prose. This is the
music by far the most in use at the present day.

Its essential nuture, accordingly, consists in a perfect symmetry, as it
respects the duration and the accent of the tones. This symmetry is desig-
nated by the terms rhythm, measure, and also metre.

The doctrine of rhythm is called rythmics, and also rhythmopeia, and
metrics.

DIVISION II.
T
THE MARKING OF THE DURATION OF TIME.
(A.)
DURATION OF THE NOTES AND RESTS.
§ XLVIII,

How long or short is to be the duration of a tone, is shown, in written
music, primarily*® by the different forms of the notes, These forms, (not to

* There are two ways of showing the doration of tones. One is to indicate it by the
particular form of the notes, and the other iz to denote it by certain marks of expression
placed either at the baginning of a piece of music or over particular notes along the
course of a piece. The former is what the author calls the primary method.—T=r.
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mention those employed in the most ancient times and not occurring atall ;1
at the present day,) are as follows: o
(a.) =], called the Mazima, the largest , )
Bt
(3.) [, Longa, the long; ; I‘i‘:
(e.) = or ||, |21, I=l, Brevis, the short, or quadrangle; ke
(d.) ©, Semibrevis, the half-short; f;’
(e.) © or J, Minima, the smallest; _i'f.m
(f.) # or 4, Semi-minima, the half-smallest; 5’:
L]
(g.) [ or %, Fusa or [nea, the extended, or hooked [stemmed]; g
(R.) : or %, Semi-Fusa or Bis-Unca, the half-extended or twice-crooked
-
[double-stemmed];
(i.) .; or q, Sub-semifusa ov Ter-unca, the thrice crooked, [tripple-stem- T
E o m
med,] &e. FF
Each preceding note indicates, as the above names, in some of the in- ]
stances, would lead one to suppose, always a duration of time twice as long d
as the following. The time of each following note is half as long as that of i e
the preceding, as is shown by the diagram in fig. 12, borrowed from Logier. -
ATE &
(Fig. 12.) the
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; - Tl
Hence arose the more modern German mode of designation which prob-  »
ably, to most readers, is better known. To wit: the semibrevis, 0, is taken [T
as unity, and the name whole-note is applied to it. The minima, F, inasmuch M
as it is only half zo long as the former, is called a half-note ; the semi-min- :
ima, o, being half as long as the so 