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b ' ~ RUDIMENTS OF MUSIC.

| .~ Music has been defined, % a succession of pleasing sounds.” DBut this, like many
il other definitions, is erroneous; for one single spund may be fully musical withont
}{ heing preceded or followed by any other, ‘CHe (rith is, a musicel sound is too
i ethereal—too spiritual a thing o be accurately defined. Yeb there is this difference
:I between a sound sung, and one spoken: When a word is sung, (he voice remains

stationary; when spolen, it slides either up or down: for instance, if the syllable
ah is pronounced with a period after it, the voice slides downwards; but if with an
Jnterrogation point, the slide is upwards: thus, Jh Jk? But when the same word
2'is sounded musically, in the key of C, or any other key, the voice remains stationary.
J Seven primary or elementary sounds constitute the whole of vocal and of instru-
““mental music: though an octave or succession of eight primary sounds is regarded as
4 forthing a Diatonic, i. e. a thorough scale of music. But the eighth sound, either in
= an ascending or a descending scale, no matter what note is taken as the starting
! point, is only a repetition of the first one. Any one can easily understand this, by
Let him make the first sound, (on either instrument)

-
“relerring to a flute, or a fife.
“\‘:’with all the fingers down; then raise each finger in succession till all are up; this
" “will give seven distinct sounds: then with all the fingers down let him blow twice

~  as hard as he did at first, and he will then make a sound just like the one made at

- g first, only eight degrees higher. This completes an octave, or Diatonic Natural
i Scale of music. A human voice of great compass can perform three such octaves,

_ . Several musical instruments can accomplish more.

=% -\J! These seven musical sounds avc represented by the first seven letters of the

| English alphabet, A, B, C, D, E, F, G.  Vocalimusic is generally in four parts, Bass,

Air‘or Tenor, Treble, and Alto or Counter. Ilach part.of music is wrilten on five
parallel lines and their spaces, called a staffy (plural staves,) thus :—

=
Ity 14

The stafl is used to express different degrees or gradations of sound. The seven
“*  nusical letters stand thus on the Bass staff:—

B, space nhove,

Thus, on the Tenor or the Treble stafl:—
d, space nbove.

T, 5th line.
I, 4th space.

: D, 4th line.

B, 3d line.
G, 2 WA 24 Bpase.

C, 3d space.

ALY

E, 1st lirn
From any letter of the series to another of the same name, ascending or descend-

ing, is an octave. .

The order of (he letters on each staff is fixed by a character called a Cleff, ox

F, 1st space. -

Cliff. - This charactler @ is called the F cleff, is always used on the Bass, and fre-

quently on the Alto staff, and stands invariably on the fourth line.

The G cleff A stands on G, the second line of_gle Tenor or the ‘[reble, and so

also on the Allo staff, when used for that part of musie.

The C cleﬂ“l [_is used in the Counter only, and stands on C, whigh is the middle

line of the Allo, and the same sound as C, third space of the Tenor, and first ledger
line above the Bass.

I have said that the cleff governs the order of the letters on a staff. Now if the
I cleff, instead of occupying the fourth line of the Bass, were removed to the fifth
line, that line, instead of being A, as it now is, would become F, aud the whgle order
of letters on the staff would be changed accordingly. So of any other clefl:

This is the ordeY of the letters on the C cleff :—

A. gpace ahove

A, 5thline..

F,th "m“_‘_(_v', 4th space.

{1, 5th line.

1, 40 line. T, 4th space.

1, 84 1o, T, tk1 mpuoo, .

e 1, o i a2 Epuco.

.ﬂ, ad "““_t D, 3d spm‘.c.‘

C G, 1st line A, Ist spage. =

A, 2d lirig. B, 24 spaeei ‘ 2

Pyt i e nach.

1

Nowrr.—The lines and spaces, ar intervals of’ sound, are always counted from the
/ boltom, upward.
{ (&) -

Diflerent names arve used by different nations to express the seven soundi e
. N . k! . e £
natural scale of music; thouzh (he notes they use are all in the same
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L _ur other musical characters are the same. The French sing, ut, re, -
mi, fa, sol, 1a, s€; thes «alians, do, ray, mi, fa, sol, 1a, si, and the English fa, sol, la, ;

mi. But the present race of teachers, American and English, are aping the Italians | Sixteen Semiquavers, or
in the use of do, ray, me, &c. And some of them gravely assert that the seven sixteenth notes, and
ynusical sounds cannot be expressed without using seven distinct syllables, as Do, :

e

"
"l
"

ray, &e. But if this doetrine is true all song and hymn singing must be incorrect, . Demi-semiquavers-*
for our poets have been S0 far behind this age of light, or §0 stupid in the full blaze ’ ’ ]
of it, as not to have woven these almighty syllables into their SOngS: Nay, I con- | Thirty-two Demi-semi- 7T i —— == o9,
tend that the foar old syllables, mi, fa, sol, la, (prcnounced me, faw, sole, law,) are fully quavers, Of thirty- P A i jocn— o ket
adeguate to the expression of overy musical sound in the seale; and that four shapes, second notes. - =t
the glorions Patent nofes of William Little and William Smith, are «just the thing” g,f}' “ =
| ol gl al ‘r‘
Exanere o PATERT Norzs. Rests are marks of silence, which show that the singing should cease during the
- S I time it would take to sound the notes they represent; except the Semibreve rest,
S e ———— " | which is ysed to fill a vacant measure in any mood. Tiis therefore called the bar,
== I_lg ] R — | or measure rest.
= - g ! e
b The Semibreve or whole note restis a square below: e

the middle line, thus:—
TADLE SUOWING THE PRoPORTION OF NoTEs.

The Breve ﬂ is an ancient note twice as long as the modern semi, or half breve. ) N S
The Minim oT half note rest is a square above the == e
’ Bomibrevo. : : -
e middle line, thus :— e
One Semibreve, or mo- o il 2
dern whole note, is (e e e
equal in time 10 The Crotchet or fourth note restis like an inverted
figure 7, and is called a Sutton. :,J};
Minime. e =
—_— ) i S A
Two Minims, or half %_ = =t e —
v ; . ~
notes, - The Quaver ot eightli note rest is an inverted Sutton. =
: e
e T L ) o O ~a
Four 5 = = " . . | h e e
. 0ter gg?éihﬂs’ oranat e The Semiquaver ov sixteenth note vest is an inverted ST e
: == Sutton with a hook, or dash. ___ﬂ-_—__”llp‘a::
i ) ) . e = F=sm=—a— ]
= —__Querhy__ ————— The Demi-semiquaver of thirty-second note rest is an ——

Eight Quavers, or eighth _E_ g-! [ EEE h - inverted Sutton with two hooks. ___________l_/__jj_
notes, — g ;ﬂ__.._ ——
e e == e

1l

+ Anciently o Demiquaver or sixky-fourth note was used.

®
»
7
2
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Two bar Rest, Tour bar Rest. Eight bar Roat.

] K [0} This marlk
[ | | 1l |

——— is the double bar of this book. It also shows the end of a

L]
|

line of poetry in many tunes where it is used.
These rests are used principally in the anthems. They show that the music must N

cease for two, four, or eight measures.

: ] The close — :E shows the end of a tune.
The notes and vests have not the same length of time in all tunes, that matter ==

X i rmined by the moods of time; but they always bear the same proportion
})OEI:Zlgc}(}e;teﬁ:‘_ k ’ % % HEF The figures 1 and 2, at the end of a repeated strain, show that the note or notes
"The dot, () called the point of addition, set after a note, malkes it one-half longer, | under th_c 1 are fto be sung be_!fore ‘the repeat, and those under the 2 after, those under
thus :— . the 1 being omitted; but if tied with a slur, both are to be sounded after the repeat.
i J J ‘] A slar —— over, or under, any number of notes shows that they are all sung
A || = Ell[r: |_: = to one syllable of the words. If the stems of notes are joined, this answers in place
—!——-d——é-—-(j ; B of a slur.
! (n = = = l The Brace shows how many parts of music are sung or played together, thus ;—
.
J r b i
A pointed Semibreve is equal to three Minims; a pointed Minim is equal to three 7. i < i B ¥
Crotehets, &c.  This point is also used after rests, and produces the same effect as LY g I [ I'®
after notes. i

! A figure 3 over or under any three notes shows that they are to be sung in the .

¢ time of two of the same kind without a figure, thus :—

"averg

B

- , =P
— 40— =~ I [ |
= -3
| are equal to . J=
- { Choosing notes are set one above another, thus :—
i S () |
[ |
l ) e
[ : . . {© Sl i
l ) . The Repeat v 5 or the $ of the old booles, shows that the music is to be .‘, = r !
‘ o L The singer is at liberty to take which he pleases, Tt often adds much to the beauty
. of a part of music ) B 'SONS are singing, for to take the upper and
repeated from it to the next double bar, or close. other}s)atileolfl‘nd;- ]no::?en several persons are singing, for some to pp
4 ' . e e, i Syncopation notes are those out of their proper order in a measure, or driven
The single bar [~ divides a tune into measures. through a bar, and require the beats to be performed while they are sounding, thus :—
- — — r————
E=———— A" e —o I~ iy
A measare is the space from one bar to another. L:“ J[ ! I { : |[ ! { ! LR
N |J{_ =TT
) The first measure in this example is an instance of notes out of their proper order
The double hay = ‘ b = = .| in the measure; the next two notes, making a measure and three-fourths, are an
e har (of some books) shows the end of a strain. It is some instance of notes driven through the bar.
_ ] B A hold #2~ over, or under, any note shows that such note should be sounded
! tines used for a repeat. longer than usual.
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A Staccato mark ! shows that the note it stands over (or under) should be
sounded quite foreibly, and with a sudden, short pause after it.
A Trill tr shows that the note over which it is placed may be lightly warbled like

a soft roll.

A Prisa :: shows that the word or sentence preceding it must be repeated.

—_—

Grace Notes,or Appogiaturas, :t[_-

Wl

are small extra notes placed before

larger ones, to guide the voice gracefully and beautifully to the larger ones, They

have no time allowed them, but partake the time of the principal notes. They are

often used as principal notes in instramental passages.

The Orescendo —— (or Ores.) shows that a sound should he commenced softly

and gradually increased to loud.
The Diminnendo — (or Dim.) is the very reverse of

the Crescendo.

The Bwell —— is a combination of a Cres. and a Dim. A very sndden

Cyescendo, < ot Swell, <> is called a Pressure tone.

A sound struck suddenly, with great force, and instantly diminished, is called an

Faplosive tone ; 8150, Forzando or Sforzando : (> or 8f. f=)

It is a sudden Dim.

EXAMPLES.
> > =
2 I .
= r_?g* T 2 P N
| | oA | | (A
- i = —
TMah! hah! hoh! hah!

A TFlat | set before a note sinks it half a tone.
A Sharp # set before a note raises it half a tone.

A Natural B restores a note, previously flatted or sharped, to its natural position

in the scale. Example:—

] =

|
,:i—g-—%—.LHr- =

> [

To understand this example the student must remember that in then atural seale of
music the two semitones of the octave lie between B and C,and E and T3 but as B,
in this example, has a flat at the Leginning, it is depressed half a tone below its

lace in the natural seale, consequently a foll tone lies between B and C. DBut the
atwral being placed before the second note on B, that note is raised a semitone, and
is sung as if it had an accidental sharp before it. 'Thus it is restored to ils natural

position in the scale. Another example:—

==

i

Here C, having been raised a half tone by the sharp set on it at the beginning, is

restored to its natural sound by the Natural. A whole tone is thus induced between
D and C, as in the natural scale, and a half tone between ¢ and B. The note after
this natural must be sung as il it had a fiat before it.

«'T'o sing a sharped semitone correctly, we must say fee instead of faw, &c. Thus
in ascending, we say fa, fee, sol, see, law, fa, fee, sol, see, law, lee, me, fa.

«'Po sing a flatted semitone, we must, in descending, say, fa, me, may, law, lay,
sol, say, fa, law, lay, sol, say, fa.”

Moons (or MoDES) OF Time.
There are nine moods of time, viz.: four of Common, three of Triple and two of
Compound.
The first mood of Common Time is known by a plain C or the figures %
Nore—The upper figure always denotes the number of notes in a measure, and
the lower the kind; thus, when % is used, thg upper figure means four notes in a

measure, and the lower, that they are crotchets or fourth notes. 3 means three
minims or half notes in a measure, and 6 means six quarter notes or crotchets (or

their quantity) in a measure. So of all moods indicated by figures.
This mood has a semibreve for its measure-note, and requires four beats in a
measure, in the time of four seconds, two down and two up. Example :—
e < =
# i 4 =] B B
L= | 1. .k | |
: | I 1
dduu dd nu d d u u
Norz.—The d shows the place of the downward beat, and the u the place of the
upward beat. :
SThe second mood is known by a C with a bar through it, has the same measure-
note, i. €., a semibreve, sung in the time of three seconds, four beats in a measure,
two down and two up. "This mood, however, is of very little worth.

EeSei===s

!

dduu dd uu d d u u

it has the same measure-note as \he above-mentioned moods, and requires two beats
in a measure, in the time of two seconds, one down, the other up.

The (hird mood of Common Time is known by an inverted C, or the figures %;

] T —
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The fourth mood of Common Time is known by a ﬁgurg R over a 4; it hasaminim
for a measure-note, and requires two beats in a measure in the time of one second.
Fat

\ |

du d u 7
The first mood of Triple Time is known by a figure 3 over a 2, has three minims
or their quantity in a measure: three beats, two down and one up.

_-p_r:.- R
(BEmm—

ddu u
The second mood of Triple Time is known by 3 over a 4; has three crotchets or
their quantity in a measure: three beats in a measure in the time of two seconds.

ddu d a u
The third mood of Triple Time is known by a 3 over an 8; has three quavers or
their quantity in a measure: (hree beats in a measure in the time of one second.
-

Y > *F

u—-
—
o

a

AYE |
~ Wi

>
ddu d u .
The first mood of Compound Time is known by a 6 over a 4; has six crotchets

or their quantity in a measure ; sung in time of two seconds, two beats in a measure,
one down, the other up. '

s
I

i
N
B
b
il
|
I

a q 5
The second mood of Compound Time is known by a 6 over an 8: sung in the time

:ﬁ‘e:ne second, two beats in g measure, It has six quavers or their quantity in a
sure.

e

AccexNT.

Accent, in music, signifies a peculiar force or loudness of sound used in singing
one note in a measure to distinguish it from the rest. It is of the' greatest import-
ance in musie, for without it no Proper expression can ever be given to #ny sentis
ment or song.,

In the first, second, and third moods of Common Time, the accent falls on the first
and third parts of the measure.

The fourth mood of Common Time, and all the moods of Triple Time have but
one accent, that is on the first part of the measure.

In both the Compound moods, the accent falls on (he first and fourth parts of the
measure, The first aceent in a measure is full, the second feebler,

Althaugh the different moods require the accent to be made on a particular part of
the measure, yet when emphatic words oceur, the music must bend to the poetry,
and not the poetry to the music.

Remanks.

The last note of a piece should not be broken off abruptly, but sounded smoothly,
gently swelling the last note like an echo.

The terms soft and loud, wherever they oceur, should be carefully attended to.

The high notes, quick notes, and slurred notes of every tune should be sung softer
than the low notes, long notes, and single notes,

All Solos should be sung more softly than the parts when moving together; but the
sound should increase while the parts are falling ing

Bearive Trme.

The beating of time is performed with the hand.

The different moods are beaten in the following manner:—In the first and second
moods of Common Time, for the first beat, bring down “the ends of the fingers (on
whatéver you beat upon); for the second beat bring down the: heel of the hand, Tor
the third beat raise the heel of the hand, for the fourth beat raise the hand quite up.

For the third and fourth moods of Common Time and both the compound moot S,
there are but two beals in a measure, one down and one up.

All the Triple moods are beaten thus :—JFor the first beat bring down the ends of
the fingers, for the second beat bring down the heel of the hand, and for the third beat
raise the hand up. N. B. The hand always falls at the beginning of every measnre.

But no matter whether the beating is performed with hand or foot, so the principle

is understood by the singer.

The following method for ascertaining the trie time of tunes has been recommended
by several eminent musicians. Take a ball, (perhaps a leaden ball an inch in diameter
would do as well as any,) and suspend it by a cord from a pin, in some place where
it ean swing without interruption, Let the cord be of the following lengths for (he
several moods of time:—

For the first and third moods of Common Time, the first of Triple, and the first of
Compound Time, 395 inches.  For the second of Common, and second of Triple,
227% inches. Tor the fourth of Common and second of Compound, 124 inches,
For the third of Triple, 6y inches.
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LESSONS FOR PRACTICE IN THE DIFFERENT MOODS AND KEYS.

Mixon Kry.

Magon Kev.
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GAMUT OR GENERAL SCALE.

2
ik e
0

aeaasnsen

T e LA T O T ressresssvansss QG apace above.
. ¥, Gth line. E Fa

E, 4th spaeo.
D, dihi line,
C, 3d space. Fa.
W, 3d line. Me

A, %1 space.

3, 2d line.

7, bth line.
1, 4th space.

¥, 18t space. Fa
—~-E, 1st line Treble. La

sressssesssrsasiannanrasess &g BOL
srrsrsrississcnsnsiaansassaass N\ Fa

T T D R T L T R P TP Me

et ot e b b RS S ED

— B, % line.
A, 2d space,

P S P e S s S La

D, 4th line,
g C, 8d space.
&
g

—@, 2d line.
F, 15t space,

——E, 13t lino Tonor.

D, #d line.
U;‘dﬁd space. Natural key of the Major mode.

@;_—F, 4th ling,
g E, 81 space,
4

[~

B, 44 line.
A, Tst space, Natural key of the Minor mode.
—({, 1st line Duse.

T pFa i 17 e

This scale contains three octaves, or twenty-two successive sounds. However, if
all singing were performed by males, the scale would embrace only fifteen sounds, this
being the compass of most male voices; but God has made the female voice an
octave higher than that of the male, therefore another octave is added to the general
scale, which makes out twenty-two sounds as the general range of compass of the
human voice. It will be a great convenience for any student of music to take sounds
from a Pitch-pipe, or a Tuning-fork; but in the absence of this advantage he should
begin with the lower note of the scale, sounding it as low as he can to make a clear
and distinct sound, and ascend the scale as high as his voice will reach. Thus he
sheuld practise till he is perfectly familiar with every tone and semitone of the scale.
He must notice at the same time the connection of the different parts, that D, middle
line of the Bass, is the same as the first space below in the Tenor, (or any part ruled
by the G cleff;) that E, third space of the Bass, is the same as E, ﬁrslﬁine of the Tenor,
or Air, &e. Whoever would learn to piteh the different parts of a tune correctly
must study this matter thoroughly. To understand that the female voice is an oclave
above that of the male, one should give a lady a sound (any note, mi, fa, sol, or la,
being called) in his own ordinary tone of voice; and it will seem to him that she is
making the very same sound with himself; bat let her continue the same sound he
gave her at first while he pitches his voice to the’ eighth degree above, and he will
then find that he is really making the same sound with her. By experimenting in
2:::57:11:3:10“.01‘ any person with a musical ear ean soon get to understand this import-

T,

The Bass should be sung by men of the gravest voices, the Air by high male and
by ordinary female voices combined, the Treble by soprano or very high female
voices, and the Alto by boys, and by females of coarse voices.

To piteh a tune correctly without the aid of an instrument, a leader should guess

"".'Z""""IZIIIII:ZZ.ZZ:ZII.'.'ZI.'.'.'_.'Z.'.'.'.’ILI:Z:JE Ia

A AP T E G LT ersssiasesnssasssaser enessnen ] La

B P PP R e BT |

at the sound of the key-note as nearly as he can, and then, according to this sound
try the highest and lowest notes of each part; if he can sing them with ease, the piece
is properly keyed for his own voice; and if his voice is of medium compass, this
pitch will answer for the generality of singers. Butif an instrument is at hand,
a piteh-pipe that sounds C, a tune-fork that sounds A, or a flute that squnds D_ when
the fingers are all down, it will be a great convenience, especially to inexperienced
leaders. When any letter is sounded, it is very easy by ascending or descending the
scale to fix on any other sound that is desired.

KEYS.

In every correct tune there is a prineipal note ealled its key, on which all the
notes of the piece depend. It is always the last note of the Bass, and generally of
the Tenor. It is either fu, (do Italian, u¢ French style) immediately above mi, (Ita-
lian si) or lo, immediately below mi. If the key-note is fu, the tune is sharp-keyed
or in the Mason Mong; if la, the tune is flat-keyed, or in the Mixon Monk. 'I'hqrc
are only these two kinds of key in music. I no flat or sharp is used at the begin-
ning of a piece, itis said to be in a Natural key; but flats or sharps at the beginning
produce what are called artificial keys. ©, second space of the Bass, (ils oelave
being also meant,) is the natural sharp key-note, and A, first space of the Bass, is
the natural key of the Minor mode. The key, being the most important note in
every tune, is called one, and all the other intervals of the octave are counted
from it.

Note—~—C is called a Natural key, because every tune written in it is played on
instruments withoult the aid of flats or sharps; but any letter in the scale may, by the
use of flats or sharps, be assumed as the key-nole or one, and the tune will be just
as natural to the human voice as if keyed on C; thongh instruments mustbe keyed to
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suit the change. C,then,is called natural in regard to instruments only, and all other

keys artificial; but one key is as natural to the human voice as another-

ExamrpLEs IN THE Mason MoDE. .

===
o—5—*%

F or Bass Cleff, one octave.

@ or Treble Cleff, two octaves. o 8

N iy e

2 oG =
\ p R~ £ =5
: — =] B

@—_‘:ﬁ;—: o—F—7
v’ 4
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Thus in the Natural Minor key, A.

F Cleff, one octave.

~
& =
: — 6
: % 5 [}
@ Cleff, two octaves. i 8
Pt : ' i) 9 [#] =
D -

= ==
_ =
X Tl L I~
L

I= 3
T 2

It has been observed that every octave conlains five whale tones (or intervals as
the ingenious Mr. Aikin ecalls them) and two semitones or half intervals. In the
nataral seale of the Major mode the distance from 1 to 2, that is from C to D, (from
fa to sol;) is & whole tone; from % to 3 (D to B) is a lone; from 3 to 4 (EtoF)a
half tone; from 4 to 5 (F to G) a tone; from 610 6 (G to A) a tone; from Gto7
(A to B) a tone; and from 7 10 8 or 1 (B to C) is a hall tone.

In the natural Minor scale the intervals are thus : from 1 to 2 (that is, from A fo
B) is a tones from 2 to 3 (B to C) a hall tone; from 3 to 4 (C to D) a tone; from
410 6 (D to E)a tone; from 5 to 6 SE to ) a half tone; from 6 to 7 (I to G) a tone,
and from 7 to 8 or 1 (G to A) is a whole tone. "

Here let every student notice the difference between the Major and Minor modes :
Mason means greater, and Mixon means smaller ; and every third, sizth, and seventh
ascending from the Major key-note is hall a tone higher than the third, sixth, and
seventh of the Minor mode. By keeping steadily in'mind this explanation of the
difference in the two modes, any person may easily change a tune from the Major to
the Minor key, and vice versa. Example of such change :—
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The same piece changed to the Minor mode.
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Every stadent should practise changing pieces from one mode to the other until
he is perfectly familiar with the subject.

MODULATIONS OF KEYS.

FIRST BY FLATS.

If all musie were written in C, there would be but little variety in it, and the hap-
piness derived from this science would be comparatively small; but any one of the
seven musical letlers may be assumed as the key-note or ong, of a tune, and thus we
may obtain an endless variety of blissful sounds. When F is assumed as the key-
note Major, or D as the key-note Minor, the two semitones® or half intervals of each
oelave will come between A and B, and E and F. In this case one flat is placed on
B, at the beginning of the tune; and every note that ocenurs on B must be played flat
on instruments, except where an accidental matural is thrown in to raise this note
half a tone and bring back the semitone between B and C as in the natural or G
scale. Example:—

=; B
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When B is assumed as the key-note major, (or its corresponding minor G,) the two
semitones of the octave will come between A and B, aud D and E ; consequently

R ——— -

* The semitones always come between i and fo, and la and fa.
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every note oceurring on A, or on E, must be played flat. In this case B and E are Seven flats bring the notes of the octave into the key of C, or the natural major,

both flatted at the beginning of the piece. Example:— and hence they are never used when ¢ is taken as one, or A, its minor. Example :—
= p =
| 3 ih ebp b { —
4. ]
. e @?_ub bg——i—'—*F‘j‘\ = ’0—[‘“—' i
_Q.. — L]
. When E is taken as the major key, or C, its corresponding minor, the two half = &
intervals of the octave will occur between D and E, and G and A; and B, E, and A
must all be made ilat, at the beginning of the piece. SncoNpLy, nY Suanes.
Example i— ' -3
P T _ o When G is taken as one of the major mode, or E as one of the minor mode, the two
MU o -1 o - semitones of each octave will fall between F and G,and B andC, and F must be played
b—b—"“' i o p-———F L i sharp: hence one sharp is placed on F at the beginning of the tune, Example :—
A 45__.:1 J f [
o e o
Nors :—Four sharps produce the same effect as three flats, ) ) ”2 1 il’ < II i N
If A is assumed for the key-note of a tune in the major mode, or F for a minor, @:—2_;%_;@']5 ;_ [ i 0
the two half tones of the octave will come between G and A, and C and D. In this =
case B, B, A, and D will all be flatted at the beginning of the tune, Example :— Six flats produce the same effect.
. - 'E_ . Be it noted in this connection, that in the key of C, or the natural scale, a half
3 —-b-‘,% 2= = o interyal lies between E and F'; but when G is assumed as one, F' is raised o half tone
h—=— ~ 1 —H T by the sharp placed on it, and consequently it is only half as low as it is in the na-
L.J) P [ i tural scale. But the other semitone of the octave will come between B and C.
L When D is taken for one, I and C are both played sharp, because one semitone
'I'hl'eg sharps as the signafure of a tune produce the same effect as four flats. of the octave comes between C and D, and the other between F and G.
If Dis n:‘iade the key-note major, or B the minor key, B, E, A, D, and G must be | fixample :—
flatted, or P and © sharped, which produces the same effect. 'The semilones will Y S
then lie between B and C, and F and G. Example :(— #’é ) | =Y Iﬂ':"" -
£y | I —=led =1 | [ |
} i| N . _%-j!’_J_q ell. = i 1l !
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.'l\m sharps being more convenient than five flats are always used when D is taken
for the key-note, or B for the minor.

Six flats as a signature will throw the key-note major on G, and the minor on E.

L)

To understand this illustration, it must be kept in mind that in the natural scale F
and C are both half a tone lower than they are when sharped. Five flats are equal
to two sharps.

When A is made the key-note major, or T the minor, F, G, and G are all sharped;

Example :— the lower semitone of the octave comes between G and A, and the upper are between
= Cand D. Example:—
{ T s — i
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ma(?:: zgaép is iquiv.alem to six ﬂatsl, and hence when G js assumed as the key-note
jor, as the minor, one sharp is used instead of six flats. Four flats are equal to three sharps.
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i When E is taken as one, major, F, C, G,and D are all sharped. Example :i— F may be made the major key-note by sharping F, C, G, D, A, and E; but as one
flat on B brings the same result, six sharps are never used as a signature.

] i TS Example :—
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Three flats are equivalent to four sharps. S - [

| : . L
h B may be assumed as the major key-noie by sharping F, C, G, D, and A, but as| Seven sharps at the beginning of a tune bring the key of C, and hence they are

two flats produce the same effect, five sharps are never used as the signature of a | never used as a signature. Example :—

tune, Example:—
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EVERY MODULATION OF KEY IN BOTH MODES AT ONE VIEW.
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BY FLATS.
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Every thing that is said anywhere about different keys is said with reference to the
order of tones and semitones in the natural or © scale; for instance: a lune is said
to have been played orsung in B flat: the meaning is that the key-note of the piece
is on B, and that this said B is half a tone lower than itisin the natural scale. Two
flats as a signature will give the key of B flat. Example:—
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It will be seen that B, in this example, is the key-note, and that it is hal{ a tone
lower than in the natural scale. E is flat when it is half a tone lower than in the
natural scale. Every tune in the major mode with a four sharp signature is in
E flat.

A is nalura'l when a whole tone occurs between it and B, as in the natural scale.
A three sharp signature will place a tune of the major mode in the key of A natural.

A tune is 1n C sharp when it is keyed on G, and the said C is half a tone higher
than in the natural scale. Example :—
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In the natural seale C is half a tone lower than in this example, for here C is
sharp, that is, it is raised half a tone higher than in the natural seale. Itwill be seen
from these illustrations that when a piece of music is said to be in C sharp, B
ilal, &c.; no allnsgon is made to the mode, major or minor, hut solely to the key-note
of the piece as being on a certain letter, and that the tone that letter represents is
either raised or depressed from its position in the natural scale.
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Many tunes keyed on G, A, B, and D, may be played and sung in C, because all
the notes are within the compass of a C instrument, and also of the human voice,
but generally in such tunes the proper artificial key must be adopted or the piece will
be so high, or so low, that neither voice nor instrument can perform it. The air of
Ambherst, from the repeat, is & good illustration of this idea. Keyed on C natural no
voice could perform it properly: but keyed on G it is easy enough.

Air of Amherst, from the repeat.
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The same on G.
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Students of music should look at this principle closely, and siudy different tunes
in regard to the C scale, and also in regard to every assumed scale.

Thus I have endeavored to make plain one of the most obscure and difficult prin-
ciples in music, the Modulation of keys. But I must remark that no one can ever
understand modulation who does not become well acquainted with the character of the
semitones and their places in the octave; for there are two of them in every octave,
and every modulation of key depends entirely upon them.

The following Chromatie or Semitone seale is quoted from the « Church Harmony,”
a very excellent music book by Mr. Henry Smith of Chambersburg, Pennsylvania,
a book which every lover of music ought to buy.

EXAMPLE.
p Apconding with Sharps. Descending with Flats.
a il 2 3 4 5 6 7 8 9 10 1m_ 12 13 18 12 11 10 9 8 7 6 5 4 8 2 1
| 1 1 I | | |
[ | | | & | % & _ha 1 | 1 | |
| ) | T 1 i i—' 3| hd | e d_'b_d = | P | | 1 I I ) |
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Tariam e Doy 4 d;g role 58 law faw fea  sole 560 law lee mes faw faw me may law  lay sole  say faw law lay sole say faw fay
v Tay ree mee faw fee sole Eee law lee gce do do 5O Bay law loy sole say faw mee may ray rah do day
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Ascending with Flats. EXAMPLE. Descending with Sharps,
~ 1 2 a 4 b 6 7 8 1 12 13 13 12 B 7 (i} 6 4 8 2 1
v

9 10 1
P 3 | ]
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11 10 9
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Tnglish. Faw say gole lay law faw say sole lay law may mee faw
Ralian. Do raw ray may mee faw say eole lay Ilaw say gee do

TABLES OF SIGNATURES.

The principle of modulation, or transposition of keys, explained above, is em-
braced in the following tables. By studying well these tables, any one can learn to
sing round notes as well as any other kind ; for the positions of all the notes in every
tune depend upon the place of the mi, and when that is found, all the notes above mi,
are, fa, sol, la, fa, sol, la, twice, and then mi again: this completes an octave, from
mi to mi. Then from mi descending, the notes are, la, sol, fa, la, sol, fa; exactly the
reverse of their order in ascending. When there is no flat or sharp at the beginning
of a tune, the mi is on B, the middle line of each part governed by the G cleff, and
the second line of the bass, or of any part that is governed by the F cleff: but if there
is & flat on B, or in other words,

If B is p the mi is on E.

If B and E are | the mi is on A.

If B, E, and A are j the mi is on D.
If B, E, A, and D are { the miison G.

W.ALTER.
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If F is # mi is on F.
If F and C are # mi is on C.
If F, C, and G are # mi is on G.
If ¥, ¢, G, and D are % mi is on D.
The flat may be said te drive the mi before it, downward by fifths and upward by
fourths, the fourth and the fifth being the same thing, only reversed.
The sharp is just the reverse; it leads the mi upward by fifths, and downward by
fourths.
The following old verse, which embraces the above idea, may be found useful :
«By flats the mi is driven round .
Till forced on B to stand its ground:
By sharps the mi’s led thro’ the keys
Till brought to B, its native place.” :
All singers should practise round notes, aud every other kind, till they become
adepts in using them.
I give one example in round notes, and should give many more did space permit.
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MUSICAL COMPOSITION.

Music is divided into Melody L )
itself. Harmony is the pleasing union ol

Boyd) @ consists in the proportion of the distanee of four
in the most pleasing manner,”
or three solinds mingling in this way,

same instant, and mingling
If there are only two,

The notes which give pleasure ta the ear
cords. Thaose which
are unison, third, fitth, and sixth,

Some are

A unizon.

Iuterva]s, or degrees : pail

—_—

This is considereq as the Bass staff, but it

Tenms ny WHICK o

and Harmony.

produce disagreeahle sounds, are called discords,
called perfect chords, others jm perlect :

Melody
severdal parts.

TABLE OF CONCORDS AND
—

may be applied (o any other part.

HE D1PPEnesT Invenvacs IN Tiue Tance

ARE IENOMY NATED.

o A minqr Second is an interyal of b
C in the Oregoing lable is a minor
This s g discord, bu it js not
erash of soung being only half
A major secong is an interval

seeond,

as great.

ul one semitone,

So disagreegblo to the ear

of a tone, as from ¢ to D, i, e from fa to sol.

is one part performed by
“Harmony” (says Mr.
sounds performed at the
This is perfect harmony.
it is partial harmeny.
(when souanded together) are called con-
The concords

The interval between B and

xvii

an imperfect chord has one semitone less than a perfect ¢hord. The perfect chords are
the unisons, fifths, and eighths, Those called impeifect, are the minor fifihs, major
and minor thirds, sharp fourths, (as some say,) and sixihs.

The intervals or degrees called discords are the seconds, flat fourths, sevenths, and
ninths. Several writers on musie think the fla¢ fourth one of the most agreeable
sounds in nature, and Mr, Knight says, « It is (4o same in ratio as the minor fifth, and
ought to be considered » perfeet chord”” I shal] here set down Dr. Metealf’s excel-
lent table of concords and diseords, which, il closely studied, will be of great advan-
tage to any one who desires 1o understand the laws of harmony,

DISCORDS.
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A minor third consists of one tone and a semitone, as from Ato C, 1. e from law
to fa.
A major third consists of two whole tones as from Cto E, 1,

A flat or minor fourth contains two tones and a semitone; as

e. from fa to law.
from C to F, i. e. from

as the major second, the | fa to fa.

A sharp or major fourth contains three tones, and is called the greater fourth. The
interval between F and B is a sharp fourth,

* Concinnous ecans, agreeablo or Pleasing,
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A flat or minor fifth contains two tones and two semitones, as from B to F. Ttis
the sharp fourth inverted.

A perfect fifth contains three tones and one semitone, as from C to G, or from G to D.

A minor sixth contains three tones and two semitones, as from B to G.

A major sixth contains four tones and one semitone, as from C to A.

A minor seventh contains four tones and two semitones, as from A to G, 4. e. from
law to sol.

A major seventh contains five tones and one semitone, as from C to B, i. e, from
fa to me.

An octave contains five tones and two semitones.

In an octave there are twelve semitones.

The foregoing table and explanations are principally from Dr. Metcalf’s « Kentucky Har-
monist.”’

The key-note is called the Tonic, and is the most important note in every tune.

The next most important note in either mode is the perfect fifth. This should be
the last note but one in every bass; but there are several violations of this rule, in
this work, ¢ This note,” says one, «is called the Dominant, because it leads the ear
to expect a close,

« Three, of the scale,” counting from either of the keys, «is called Mediant, because
it is midway between the Tonic and Dominant.

« Eight is called the Octave, and differs from the Tonie only in pitch.

“ One, three, five, and eight, are the principal notes of the scale, or the common chord
of the key. On some one of these notes every part of music regnlarly begins and
ends : hence, in giving the pitch, these four notes are usually sounded.”

Two is called the Supertonie, because next above the Tonic.

Seven is called the Subtonic, because next below the Tonic. It is also called the
leading note, as it regularly leads to, or requires the Ponic after it.

While the Bass takes the dominant preparatory to a close, two other parts, viz.:
the Treble and Tenor, regularly take seven, and fwo, and sometimes four. See the
works of Lowell Mason,

And now, dear reader, male or female, let me urge yon to try your hand at compos-
ing tunes ; be not afraid to try, though every numbskull about you should laugh at
your attempts. Begin by writing down your i, as this is the leading part of musie.
Study well the meaning, the sense of the words you select lo write a tune for, and do
your very best to make the notes fully express the sense of the words. To do this,
you will be obliged to lceep your eye on Time, Mode, and Key. When your Air is
wrilten, compose your Bass, Treble, &c.; and in doing this you mmst, if’ you would
reach the hearts of those who can feel music, not only make all the parts of your
tune: perfectly harmonic, but make ‘each part so good a melody that it will charm
even when sung by itself. Discords should be avoided, save where they are strictly
necessary to express the sense of the words; buthe who would become a skilful
composer must study them well, and introduce them where the poetry requires harsh,
grating sounds, reminding one of the intolerabie crash of falling houses, globes
dashed together, or the grating of the gates of hell upon their horrid hinges. But
soft, sweet sentiments must be expressed in the lovely, silvery tones of perfect con-

RUDIMENTS OF MTUSIC.

cord. The world is full of musie, and full of sound, from the deep and awful diapa-
son of the oeean (o the soft enchanting notes of the nightingale, and every style of
sound in nature should be studied closely, by all who desire to please mankind by
their'musical compositions, or to luxuriate in a world of bliss nearest the temple of the
God of love, a happiness which unmusical minds can never know.

But after all I have quoted and written, the student of composition may still be in
doubt whether by the term discord, or concord, any single nole of the octave is meant,
or a combination of notes. Let it be kept ever in mind that no ene note is either a con-
cord or a diseord, but that at least two notes must be sounded at the same time to make
concord, or discord. When the distance between any two notes that are sounded
together is only one degree, there will be the discord called a sccond. Example :—
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Reader, get some person to sound one of these notes while you sound the other
one immediately above it or below it, and so sing through the whole staff, if you can
bear it, and you will, T trust, get to understand clearly what is meant by the interval
of a second, and also that said interval is a discord.

The interval of four degrees, and also of seven and of nine—in other words,
fourths, sevenths, and ninths, are all discords. Example of fourths:— .
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Example of sevenths :—
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Thirds are imperfect chords. Example of thirds:—
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Sixths are imperfect chords. Example of sixths:—

b ld
i
%Eﬁ

1T

x|

oL

<

J
sHE—FH
P

QLI
eI
|

i

The minor fifth is an imperfect chord. Example :—
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ngor fifths are perfect chords, and are, in my estimation, the sweetest sounds in
nmusic.

GENERAL

Arz singers, in schools or in choirs, should be careful not to sing so lond as to
drown the voice of the Jeader.
sinﬁtﬁ ::;g;:s ‘?3."‘9 diflerent parts of a tune should be so proportioned that each
BrOpEHI L 3”‘ 1stinetly the other parts. If this is not the case, the parts are not
ek T e f':m”d.' and ought to be altered. The proper proportion of voices on
('l‘cuog'il is én&le; ‘;ﬁmﬁ% of ordinary compass,) three on the Bass, fwo on the Air,
in some First Treble,) i hook’,"l some 1L 1s termed Soprano, in others Treble, and
Sccond Treble ) nnd’om"’ on the Treble, (some writers call this part Tenor, and some,
own judgment in this = tl'm the Alto or Counter, But every leader must exercise his
on the pﬁm Flat kb m*:l e, fap diferent tunes require different proportions of singers
course should be prone i LoS Should be sung softer than sharp-keyed ones, and of
chosen for mostcnll::?}l:?l:j;fae,:lc%i::;}; zﬁl;}gchtie?lnass; 208 & Tell Suvng Bass aliould be

: sharp-ie » especia
Appogiaturas, Trills, Swells, &e., are gracu': itﬁur?;::;::{fsa;nd in many pieces are in-

lﬁ‘ii)en‘&ﬂbll’.‘ b singers whose
) 3 but they Shn'll!(l be crﬁ)rmcd ver sl
VO“}-GS‘ are llﬂ.lulﬂ.llj’ smooth l].]l.(i gi‘pﬂc;(‘ 1 ery cﬂl‘ﬂrl.l"}'; and b}! ing wh

notes and words the pronunciation should be as correct and dis-

In singing both

OF MUSIC.

Example of perfect filths :—
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Octaves are also perfect chords. Examples of octaves :—
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maujor mode.

REMARKS.

mourn at festivals.

L have, in these examples, repeated, thoughin a different form, the very same ideas
expressed in Dr. Metcalf’s table and explanations. I have done this that I might, if
possible, drive from the mind of every student of musical composition and the laws
of harmony, the last vestige of darkness and of doubt on this subject. I have to
add that, after having stadied, as carefully as possible, what I have written, the
student should take up each tune in the bool, and see how all the parts harmonize,
He should study fully and closely every tune he sets eyes on, lill every jot of musical
composition is as perfectly understood as a human mind can undersiand it.

Subjects of prayer and supplication, or such as express sorrow, or depression of
soul, should be set in tunes of the minor mode; but hymns of praise, and such as
express joy, triumph, or any strang or violent feeling, should be set in tunes of the

tinct as possible. Words should be pronounced according to the best standards of the
language. Words ending in % should not be so pronounced as to give the y the long
sound of 1, but the short sound of e.

Sharp-keyed tunes, being expressive of cheerfulness, should he sung to hymns of
thanksgiving and praise, Flat-keyed tunes being naturally of a pathetic characler
are suitable for subjects of prayer and of penitence. Bvery leader of music—every
one who raises the tunes for church singing, or any other sort of singing, should pay
particular attention to this principle; for
disgusting blunder of singing such a tune as Windham to “Praise God from whom
all blessings flow,” or such a one as Aylesbury to * Soldiers of Christ, arise!” Such
incongruous singing as is often heard in churches, owing solely to the ignorance of
leaders, or their inattention to this matter, is intolerable,

A sensible writer has pronounced it as inconsistent in nature to sing flat-keyed
lunes to hymns of praise, or of rejoicing—or sharp-keyed tunes to subjects of peni-
lence, or prayer, or such as express depression of soul, as to rejoice at funerals or to

otherwise he will be liable to commit the
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DICTIONARY OF MUSICAL TERMS.

Apacro, slow, heavy. The first mood of
common time is called adagio.

AF¥reTuoeso, tenderly, affectionately. A part
so marked must be performed in moderate
time.

A Lisirun, at pleasure. Sing or omit, or
sing as you choose.

ArLLEGRO, brisk, quick. The third mood of
common time is so called.

ALLEGRETTO, not zo quick as Allegro. Alle-
gretto is the dimiautive of Allegro,

Arnneano nanon Troero,brisk, but nol Loa fast.

ArLto or ALTus, the Counter, or highest part
of music for male voices,

AMOROSO, in o saft, love-expressing style, or
with delicacy.

ANDANTE, distinct, smooth and exact., Sung

~ rather slower than the true time.

AxpanTivo, in the style of Andante, only o
little quicker.

Anruex, a portion of Seripture set 1o music.

Assat, very much. This word is used to
qualifiy some other terms, as Assai Alle.
gro, very quick.

A Teseo, or Texro, in the time indicated by
the mood.

Bis, this word over any passage of music
shows that it should be repeated.

BARITONE, a voice hetween Bass and Tenor.

Caranpo, slower and safter.

Canro, or Canrus, high Treble.
passages the leading part, |

Canow, a vocal composition in two or more
parts, so constructed ps to form a perpe-
tual fugue.

CANTABILE, in 2 graceful, melodious atyle.

CANTATA, 0 composition for voices, of several
movements.

CHoRUs, a part in which all the voices should
join.

CirronMATIC, a term given to accidental semi-
tones.

Copa, a strain that may he sung or omitted
at pleasure.

XX

In choral

Cox Seiriro, with spirit.

CoNTRALTO, the lowest female voice.

ConTra TENOR, the part assigned to the
highest male voices.

CRrEsCENDO,abbreviated CRES.,with an increas-
ing sound.

Da Caro, or D. C., conclude with the first
stratn.

Der Seeno, or D. S, from the sign.

Drarason, an octave, an eighth degree.

DinerTanTi, a lover of the arts in general,
and of music in particular.

DrvmvueNDO, o Dint., diminish the sound. The
reverse of Crescendo.

DirGE, a funeral piece.

Divoro, in a devout, solemn manner.

DorcE, sing sweetly, softly, gently.

Duerro, DUuETTE, or DUET, a composition for
two voices or instruments; also a two
part tune may be so called in contradis-
tinction from a Quartette, &c.

EXPRESSIVO, with expression.

Forre, For. or F., strong and full.

ForTissivo, or FF., very loud.” Fortissimo is
the snperlative of Forte,

TFueuerro, a short simple fugue.

Fuaus, Fuea, or Fuek, a piece in which one
or more parts lead, and the rest follow—
the parts fall in, one after another.

Fixarg, or Fing, the last movement, or pas- |

sage in a tune.

'FORZANDO, strike the notes thus marked with
sudden and powerful force.

Guisto, in eqnal, steady, and just time.

GRAVE, or GRAVEMENTE, heavy, with deep
emolion.,

Grazioso, graceful. A smooth and gentle
style of execution, approaching to piano.

INTERLUDE, an instrumental passage between
two vocal passages.

LARGo, LENTEMENTO, or LENTO, very slow,

LARGLETTO, not quite so slow as Largo; a

" lLittle slow.
LsgaTo, in a smooth and gliding manner.

Masstoso, with majesty dnd strength.

Merony, an agreeable succession of sounds,

MEzza, half, middle, o8 Mezza voce, with a
medium fulness of tone: Mgezua, pia,
moderately soft, §-e.

Mongnrato, moderately ; not very fast nor very
slow, but a slight abatement of the true
time.

Morer, a sacred piece of several parts, sim-
ple or difficult.

OgrATORIO, & species of musical drama, con-
sisting of airs, recitatives, duetts, trios,
chorusses, &c.

Onenesrra, & band of musicians; also the
place for the musicians is so called.

OvERTURE, in dramatic music, aninstrumental
strain which serves as an introdunction,

PASTORALE, 0 tune set to a pastoral song, &, &,
a song representing some rural scene or
circumstance, Such music is generally
in six-lour or six-eight time, the style of
these modes being soothing, tender, and
delicate.

PiaNo, or Pia, soft.

Pianissimo, Praniss., or PP., very soft. Pi-
anissimo is the superlative of Piano.

PLAINTIVE, mournfully.

Powmroso, grand, dignified.

PreCENTOR, & leader of Church Musie, or of
a choir.

Presro, quick.

P RESTISSIMO, very T:\ick. Prestissimo is the
superlative of Presto,

Priso, Pwmo., or Iso,, the first or leading
part of a piece of music, .

QuanTETTo, OF QUARTETTE, music in four
parts, one voice ot instrument to each.

QuinTerre, music in five parts, one voice or
instrument to ench,

RecrraTivo, or RECITATIVE, n’kind of musieal
recitation between singing and speak-

ing.
RirrieNno, full. .
Rrrarp, or RETARD, sing, or play slower.

SeMI-CHORUS, a selection of voices from a choir.

SECUNDO, or 2p, a part for the second voice or
instrument. |

SEMIRE, always, or throughout, as Sempre
doloroso, in sorrowful style throughout.

SENza, without, as Senza organo, without the |
organ.

StoiLiaNo, & composition in six-four,or six-
eight time, to be performed in aslow and
graceful manner.

Soavs, agreeable, pleasing. )

Soro, alone; a piece of music for one voice
or instrument only.

Sornano, the Lreble, or highest voice part
for females. H

SoSTENUTO, sustain the sounds to their utmost
nominal length.

SoTTo vocE DULCE, with sweetness af tone.

SPIRITUOSO, with spirit,

SraccaTo, very distinct, short and emphatic.

Stanza, a eubdivision of a song, generally
called a verse.

Susrro, quick.

SympHONY, a passage to be performed by in-
struments while the vocal performers are *
silent.

TaczT, stlent.

Tasro Soro, a movement in which unisons
and octaves alone are used.

Truro, time ; as a Tempo, in true time.

Trrraciorn, four notes of the scale.

T'rio, music for three voices or instruments.

Twrrr, all, all together. Used after a Solo or
Duette.

Uxisoxn or Unis., when all the parts unite in
one sound or succession of sounds.

VELOCE, quick.

VERSE, one voice to a part.

Vicoroso, with strength and energy.

V1ivace, brisk and animated.

Vorri, turn over.

Vort SusiTo, turn over quiclly.

Virruoso, a great, performer, or one who de-
lights in music. {






