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THE FOLLOWING ESSAY
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IN the following Sheets T prefume to lay before the Public, a Second Effay,
being that mentioned at the beginning of the Introdu@ion to my Effay on

Mufical Harmony, and by which I complete my doétrine of the Science of
Mufic in general.

I thould have nothing particular to obferve in this place, if I did not
feel, (and I truft it will firike the difcerning Reader,) that by this Effay I
have ventured into a department of much greater depth than the former,
and that confequently it has been difficult, to explain and e}cemplify in the
one volume, to which I found it expedient again to confine myfelf, all that
I thought neceflary for the ftudy of Praétical Compofition. But to prevent

‘which every remarkable branch of compofition depends, and according to
which the known forms of 2 piece may be varied, as well as new forms in-

vented, By this method I have endeavoured to explain Sonatas, Sympho-

nies, and other pieces of compofition, without giving whole pieces of each
{ort. ‘

With regard to Lxamples, I have chiefly feleéted for my purpofe fuch
pieces as have either not yet been printed, or as are fcarce and not generally



_ ( vin )
known ; and only referred to fuch others, as I fuppofe to be either univer-
fally known in this country, or eafily to be obtained. But I have taken
pains to explain and exemplify every thing in fuch a manner, as to render 1t
intelligible, without thofe works to which I refer, or which I only mention;
and that confequently the Reader will not be under the neceflity of procur-
ing them for the fake of underftanding this work.

Whether the above plan be proper or improper, or whether I have been
{fuccefsful in purfuing it, or not, 1 humbly fubmit to the decifion of the dii-

cerning Reader; and flatter myfelf that the little merit which may be found
in this Effay will be admitted, or its imperfettions corretted, with the {fame

candour which I have hitherto experienced in the reception of my former
Eflay. |

A LIST
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A LIST OF THE CONTENTS OF THE WORK,

CALCULATED TO GIVE THE READER A GENERAL IDEA OF THE WHOLE
AS WELL, AS TO DIRECT HIM WHERE TO FIND EVERY

THING IN PARTICULAR.

INTRODUCTION.

CHAPTER I. OF THE PLAN FOR A
PIECE TO BE COMPOSLED.

I. Of the Plan in gencral.

§ 1. EXPLANATION.

11.  Partliculars in the fard Plan.
§ 2. General remarks.
a. Length and Difpofition of a Piece.
§ 3. Length, in the whole, and in its component
parts.
§ 4. Difpofition.
B. Modulation of a Picce.
§ 5. Two particulars pointed out.
§ 6. Modulation of every Movement,
§ 7. In fhort pieces. |
Exemplified under No. 1, 2, 3, 4, 5, 6, 7,
8, 9. N.B. Setting out, elaboration,
and return.
§ 8. Modulation to foreign keys.
Examples under No. 1 & 2.
§ 9. Inlonger picces.
§ 10. Modulation of thofe of more than two fhort
[ettions.
Of four, five, and more [e€tions.
§ 11. Thole ol one or two long feflions.
1, Outlincs of an elaborate Movement.
2, Other particulars.
Demonftrated according to an Allegro.
§ 12. Exceptions,

§ 13. Relation of Key and Mode between the fe-
veral movements.

C. Charatler of a Piece.
Q 14. As prefcribed or optional.

 15. Means by which charaéteriftics may be
brought into a piece.

_ What charatleriftics are proper or not.
§ 16. Optional characteriltics in particular.

p. The Inftruments or Voiwces for which*a piece is
to be compofed.

§ 17. Two particulars pointed out.
E. The number of Parts, particular Performers, &c.

~ § 18. The Number of Parts.

§ 19. Particular Performers.
{ 20. Particular Places or Occafions.
§ 21. Utility of the plan in queltion.

CHAPTER 1I. OF SONATAS.

§ 1. Introduétion.
I. Of Sonatas in general.
§ 2. General explanations.
§ 3. Different forts of Sonatas mentioned.
§ 4. Their proper length.

§ 5. Their number of movements and f{eétions.
Their Modulation.

I1. Of the dufferent Sorts of Sonatas in particular.

a. Sonatas for one Solo Infirument only.
§ 6. In general.

0 7. Solos, and rules for them.

§ 8. Thofe for the Organ.

§ 9. Thole for ftringed keyed inftruments.

Good works, mentioned under No. 1, 2, 3,

4,5, 6,7, 8, 9.

§ 10. Solos for the Harp, or other Inftruments.
B. JSonatas with Accompaniments.

0 11. Definitions.

§ 12. Of principal parts and accompaniments.

§ 13. Obligato, and ad libitum accompaniments.

C. Concerting Sonatas without accompaniments.

§ 14. Definitions,

§ 15. Of Duetts, on one or two Inftruments,

§ 16. Of Trios.

§ 17. Of Quatuors.

§ 18. Of Quintetts.

§ 19. Of Sextetts, &c.

c 111, Of



x - CONTENTS.

II1. Of Sonatinas.

§ 20. Definition and explanation.
§ 21. Different forts of Sonatinas.
§ 22. Charatteriftic Sonatas and Sonatinas.

CHAPTER IIl. OF SYMPHONIES.

§ 1. Dchnition. |
1. Of Symphonies in general.

§ 2. Different forts pointed out.

A. Of charalterifiic Symphonies.
§ 3. Thofe of a prefcribed charatter.
0 4. Examples.
§ 5. A {econd clafs of them.
§ 6. The lalt clafs; containing Overtures.

B. Of free Symphones.
§ 7. Definition.

§ 8. Different forts of them.
9. Their Harmony, and Paflages.
§ 10. Their Modulation.
II. Of Symphonies for an Orcheflra.
§ 11. Two particulars pointed out.
§ 12. Conftruftion of their Subjeéts.
§ 13. Diftribution of the harmony between the
different inftruments.

1, In Umions.

2, In Tuttis,

3, In Solos.
§ 14. Harmonies of five and more parts.

§ 15. Oblervation refpetling real or duplicate
parts.

I11. Of Symphonies for one, or only a few infiru-

NLENLS.
§ 16. Particulars of them.

§ 17. Different forms of them.
Examples.

CHAPTER 1V. OF CONCERTOS.

9 1. Definition, and general explanation.
I. Of Concertos in general.
§ 2. Particulars pointed out.
A. Length and Charatler of Concerios.
$ 3. Their proper Length.
¢ 4. Their Charalter, as prefcribed or optional.
B. Number and Nature of their Movements.
§ 5. In general.
$ 6. Three Movements analyzed.
Eirft movement.
Q 7. Second movement.
§ 8. Third movement.
§ 9. Accompaniments of the Solos.

c. The fancy Cadences.
§ 10. Three rules.
§ t1. Lxamples, and an Obfervation.
11. Of Concertos in rcgard to the principul and
other Inflruments for which they are fet.
a. Of thofe for one principal Inflrument.
§ 12. Particulars explained.
B T hofe for two or more principal Inflruments.
§ 13. Five particulars éxplained.
Concertantes.
§ 14. Concerti Grofli.

c. Thofe for Solo inftruments, without accompani-
ments.

§ 15. Explanation and Examples.

CIHHAPTER V. OF FUGUES IN
GENLRAL.

\ 1. Introduélion.

§ 2. Definitions.
y 3. Origin of Fugues.
8 4. Imitations in them,
§ 5. Antient modes.
) 6. Counterpoints, and parts.
§ 7. Sorts of Fugues pointed out.
L. Of proper or improper Fugues.
¢ 8. Explanations.
II. Of [irill or free Fugues.
§ 9. Explanations.
¢ 10. Simple and double Fugues.
111. Of Fugues in regard to the interval in which
the anfwer is made.
§ 11. Thole 1n all intervals in general.
§ 12. Two particulars pointed out.
§ 13. I‘ugues in the Fifth or Fourth.
§ 14. Thole in the O¢tave or Unifon.
0 15. Thole in the Third or Sixth.
§ 16. Thofe in the Seventh or Second.
V. Of Fugues, in regard to the different forts of
Imztatzon.
 17. The different Imitations mentioned.
V1. Of Fugues in two and more Parts.
§ 18. Real and additional parts.

§ 19. Real parts only.
§ 20. Additional parts.

CHAPTER VI. OF SIMPLE FUGUES.

0 1. Introduétion.

1. Particulars of a Simple Fugue.
0 2. Seven particulars pointed out,
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4. Of the Subjedl.
9 3- Definition and explanation,
§ 4. Three particulars explained, viz 1, Length ;
2, Contents; 3, Beginning and ending.
§ 5. Particular confiderations,

- B. Of the Anfwer.
¢ 6. Dcfinition. |
§ 7. Two general rules.
§ 8. Divifion of the fcale as authentic and plagal,
$ 9. How the one part muft anfwer the other.
T'wo rules, and Examples. |
§ 10. How a full oftave mult be anfwered.
Two rules, and Examples.
$ 11. Anfwers in which the divifion of the Scale
need not be attended to.
Two Rules, and Examples.
§ 12. Anfwers to chromatic and enharmonic Sub-
jetls.
1, Rules, and Examples, refpefling chroma-
tic anf{wers.

2,An Cblervation refpe@ing enharmonic
ones.

$ 13. Of more than one regular Anfwer to a

Subject.
L xtraordinary liberties mentioned.

0 14. Liberties in regard to the different Se@ions
of the Fugue.
c. Of the Order of the Replies.

0 15. Dechnitions. |

- § 16. Two rules; and a table of replies.,

Y 17. Three particulars.

1, Order of replies in the different {eGions.

Four rules.

2, Shapc or form of the replies in the {uc-
ceeding fcflions.

Two rules.

3> Diftance of the different replies.

Rephies at full diflance.

Thole in various reftri@ions.

Per arlin et thefin.

p. Of the Counter Harmony.
§ 18. Definition.

§ 19. Explanation, and two rules.
E. Of the Intermediate Harmony. |
§ 20. Definition, and two particulars explained.

§ 21. Proper or improper interinediate Harmony.

F. Of the different Selions of a Fugue.
§ 22. Definition.

§ 23. Complete or incomplete, difin& or indif-
tnét fellions explained.
G. Of t'» Modulation of a Fugue.
¢ 2!. Three particulars explained.
1, Modulation in general,

f
!
.3
j

2, Modulation in regard to the different Sec-
tions,

3, Ditto in regard to different Cadences.

1. Conftruétion of a whole Jemple Fugue.
$ 25. Introduétion.
A.  Conflrutlion of @ Fugue with regard to its Sec-
{10ms.
$ 26. Two diftin&ions made.
1, Fugues of three fe@ions.
Particulars of every feftion explained.
2, T'hole of more than three fe&ions.
Alfo particulars explained.
B. Conflruétion of a Fugue with regard Lo its Parts.
0 27. Two particulars pointed out.:
0 28. Diftance between the different parts.
T'wo rules.
0 29- Qualities required in the different parts.
T'wo qualities explained.
I11. Fugues analyzed according to the above Princ;.-

ples.

§ 30. Introduélion to the Author’s four fugues.
§ 31. Fxplanation of the charafters ufed in the
analyfis.

§ 32. The Author’s firft fugue analyzed.
§ 33 —_ — fecond — —
Y 34. —_— — third — —_—
 35. — — fourth — —_

Remark refpetting the other fugues given in

the plates.
M
CHAPTER VII. OF DOUBLE FUGUES.

¢ 1. Introdu@ion.
I. Of Doubie Fugues, or Fugues of two Subjefls.
§ 2. Two forts pointed out.

§ 3. Thofe with a mere Counter Subjett.
0 4. Three rules for them.

§ 5. Thofe with two independant Subjeéts.
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INTRODUCTION.

§ 1. 1 HAT Rules can be given for mufical compofition, and ought to be attended to, if a
mufical work fhall deferve the name of a piece of art or [cience, I have endeavoured to

are {eldom found fo ufeful as diligent Students wifth to find them, and this chiefly on
account of their not being fludied in a proper manner. I fhall therefore in this place
attempt to point out a Method, according to which mufical Treatifes in general, and my
Jaid tormer and the prefent Effay in particular, ought to be fudied, if they fhall anfwer the

juit expeétations of the diligent Reader, and afford him that inftru&ion which is contained -
i1 their Doctrines and Examples. -

\ 2. But Before I proce‘ed to the particulars of the faid Method itfelf, I beg leave to.

point to fwo faults, which I have difcovered in the general method of ftudying mufical

Books, viz: fir/?, that they are ftudied not methodical enougn ; and Jecondly, that Students
do not dwell a_fufficient time upon every particular of the Book.

Y 8- The fir/t of the faid faults is committed when a theoretical work is ftudied merély
according to the order in which it is written. .

That 1t is good and neceflary to perufe a Treatife firft in the order in which it 15 written,
I endeavour to thew in § 6; but that this is not the only order in which it fhould be
ftudied, will as I hope follow from what I fay 1n § 7, & Jeq. For,a theoretical work
ought to be written {yftematically, fo that its contents become properly conneéted, and
may be ealily comprehended and examined in that conneéion. There mufl confequently

be often things mentioned or explained in one Chapter, which ought to be made praétical

ule of in connettion with thofe of another Chapter; and this renders a methodical Jelellion
of the contents of a work neceflary for that particular fludy, which the practical ufe of
them requires.

As an Example of what I have faid in this fe&ion, I beg leave to mention my Opera V,

entitled ¢he firft Beginning of the Piano Forte. This work, which I alfo mention in Chap. I,
§ 7, contains firft the Rudiments of the Art of playing on Keyed Inftruments, in a {yltem-

atical Order; and then a feries of practical Leflons and Sonatinas. The former or theo-
retical part therefore may be compared to a Treatife; and the latter or praical part, fhews
in what methodical manner the former may be ftudied, and applied to the practice of playa
ing. That ftudying the theoretical part of the work in queftion, without fuch a methodical
lelection as the praétical part requrres, would not make a perfon a Player, will as I think
require no demonftration ; but that if the work was only confifting of its pra&ical part,

without
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" vithout the theoretical, it would not be calculated to give players a complete knowleage
of the Rudiment of that art, is equally evident. This example therefore fhews, how 1n-
{ufficient it is to ftudy theoretical works merely in the order in which they are written; and
that if they were written in fuch Leflons as their docrines fhould be ftudied and tried 1n
praétice, they could not be fyftematical Treatifes. The latter alfo appears from Huiller’s
Guide to Singing, (Anweifung Qum Gefange, Leipzig 1774,) which 1s a very excellent
theoretical and practical work, written in Leflons, but no regular or {yltematical Treatife.

§ 4. The fecond Fault mentioned in § 2, arifes from a Students expecting of a book
powers which no Author can give it; I mean the powers of rendering him perfe&t 1in the
theory and praétice of what the book teaches, if he but reads 1t till he perfectly compre-
hends every thing it contains. According to the faid expectation therefore a mufical Trea-
tife is laid afide as done with, and perhaps condemned as not being fufficient tor the ftudy
of what it teaches, when its Reader is but juft prepared to begin ftudying it in that metho-
dical manner, which I have mentioned in § g; oris at leaft hurried through, as falt as 1t
can be comprehended, without that patient perfeverance which is required for learning to
bring its Doétrines into practice. |

But how is it poflible to learn from a Book, even from the clearelt and moft inftrucuve .
one, any Science, and particularly that of Mufic, {o falt as from a {kilful Mafter? For the
Book cannet lay its Rules and Prattices before the Student {o as he wants them; but it lies
open before him by whole chapters, and frequently offers to him firft, what according to
his capacity he wants laft. A Book can alfo not direétly tell the Student, what he mifun-
derftands, or what faults he makes in his pratices ; but it fuffers him to proceed, right or
wrong, as he does it. Thefe and more difadvantages are not met with under a fkilful 1n-
firuGion by Mouth ; and yet it 1s well known that a confiderable time is required under
the tuition of the greateft Mafter, to make the molt able Student any ways proficient 1n
mufical Compofition. It is therefore natural, that by the above Method of ftudying, the
mofl attentive Perfon finds little improvement from the Study of mufical Treatifes. |

§ 5. The Method now, which I prefume to propole is: that the Study and Practice of
Harmony and Compofitien {hould be divided into the following two principal parts, viz:
firlt the general ffudy of a whole Treatife, in the order in which it is written; fecondly,
the particular fludy and praélice of the three chief branches of the Art of Compofition, viz:

Simple Counterpoint, Double Counterpoint and Imitation, and Whole Pieces.

§ 6. The faid general fludy of a whole Treatife requires: the reading and coniidering
of it in the order in which it is written; and an attention to the Nature of its Dofltrines
and Examples, and to the Connection in which the one ftands with the other. It muit be

~continued till the Reader has a clear general Idea of the whole, and of the nature and ufe
_of what is contained in the work ; and is therefore the foundation of the whole.

§ 7. The particular Study and Pratic pointed out in § 5, begins with Simple Counter-

point, of which I have treated in Chap. XIII, of my Effay on Harmony. '
I The
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The praltice of it requires a previous Study of all that belongs to the Scale: to Intervals ;
to the conftruction of Intervals one over the other, and their progreffion one after another -
to Chords; and to the Signatures of Chords in Thorough Bals. All thefe particulars there--
fore a Student may make himfelf acquainted with according to the firft Eight Chapters of
my Eflay on Harmony, by reading every doc¢trine they contain {o long and fo often, till he
perfectly comprehends 1t, and till he can immediately recollett and explain the Examp es
I have given to it; or better, till he can demonftrate it by Examples of his own invention.

After the {aid previous {tudy, the Praliice of fimple counterpoint begins, which compre-
hends: firlt, the e:{preﬂing of a given harmony 1n a certain number of parts; {econdly,
the tnventing of a regular harmony, and exprefling it 1n any fixed number of parts.

§ 8. The fir/? fort of practices mentioned juft now, or that of exprelling a given Harmony
1n regular parts, muift be divided into the following branches, viz: firlt, that of writing
Chords wn clofe Harmony to a figured bafs; and fecondly, that of writing melodious parts
i difperfed Harmony, either to a figured Bafs and another given Melody, or to a figured
Bals alone.

1. To write Chords to a figured Bafs requires, befides the previous ftudy in § 7, an inti-
mate acquaintance with the rules of Thorough Bafs, viz: firft, to which note of a well
higured Bafs a Chord belongs, (fee my Eflay on Harmony, Chap. VIIL.); fecondly, how
high or how low the chords may be fet. This latter depends partly upon the Rules I
have given 1n Chap. III, § 5, of the faid Effay; and partly upon the confideration, how
high or how low the Bafs, or a Principal melody to which the Chords fhall be an accompa-
niment, 1s fet.

The practice in queftion thould begin with four regular parts ; that is to fay, with Chords
of three parts to the Bafs. A reafon why I recommend the beginning with four parts fee
in my Effay on Harmony, Chap. XIII, § 4. The Chords muft be written in clofe har-
mony, or {o as they are played in a regular Thorough Bafs accompaniment. See them
written in this manner in the Examples at Plate 7, of the quoted Effay. From four parts a
Student muft proceed to fewer, and to more regular parts; but never fewer or more parts
muil be intermixed promifcuoufly, or for want of the knowledge how to write in a fixed
number of regular parts.

2. To write melodious parts in difperfed harmony ought to be begun with fetting firft
two, and afterwards one or three regular middle parts to a Bafs and a given Melody ; and

afterwards it ought to be continued with letting both, middle and upper parts, or only
upper parts alone, to the fame Bafs and given Melody. In all thefe cafes the harmony

muft be ftritly regular according to the figures of the Bafs, as well as every part regular
and melodious in itfelf.

In both the above practices the beginning muft be made with plain Bafles and fimple
Harmonies, like as in the Examples to Chap. XIII, § 5, of my Effay on Harmony ; and the
Student muft progreflively advance towards figurative Melodies and complicate Harmo-

nies. But never a Tucceedmg practice muft be begun, before the Student is fufficiently per-
fect in the preceding.

e y 9. The



~ xviii - INTRODUCTION.

§'g. The fecond fort of practices mentioned in § 6, isthat of inventing a regwlar har-
" mony. It may be begun and continued 1n the following progreflive order, viz: firff by
figuring a given regular Bafs in difterent manners, and expreiﬁhg the different harmonies
in parts, according to the methods fhewn in § 8, under No.1 & 2; fecondly, by {etting
different figured Bafles to a given upper part, {o as to make a regular harmony of two
parts, or to be calculated for the addition of one or more parts, which may be added to
the Bafs and given Melody according to the directions given in § 8, No. 2; thwrdly, by
inventing harmonious and melodious Periods, without any given Bafs or upper part. Thele
prattices require a previous ftudy of Cadences, of Modulation, of Time, and of Rhythm;
of which I have treated in my Effay on Harmony, Chap. IX, X, XI, XII.

§ 10. After all the above practices, and when the Student finds him{elf {ufficiently fluent
in each fort of them, he may indulge himfelf with attempting fhort Pieces of a certain efta-
blifhed Form and Chara&er; fuch as Minuetts, Marches, or others of thofe I mention 1n
Chap. XII, § 13, & feg. The reafon why I propofe the faid pieces, follows from § 12 of
the fame Chapter; for, they affift him in inventing, which he wants, till he has practice
and courage enough to invent without this or any other affiftance. But the more pati-
ently he can ftill {fubmit to that ftudy which I am now going to point out, and the lcfs he

diverts his attention from it, by compofing too foon, the greater muit be his {atistaction
at laft,

§ 11. The fecond great branch of the particular Study and Practice pointed out in § 35,
is the ftudy of Double Counterpoint and Imitation ; and its importance 1n compofition will
2 T truft follow, from what I have faid in my Effay on Harmony, Chap. XIV, § 1, near the
end ; and in the prefent Effay at Chap. V, §1, and Chap. VIII, § 2. The progreflive order
in which the different parts of the fiudy in queftion fhould be gone through, is as tollows:

Firf, a Student may read the chapter of Double Counterpoint in my Eflay on Har-
mony, fo long, till he perfectly underftands every Doctnne and Example 1t contains,
Afterwards he muft pracife writing Double Counterpoints in all Intervals, and in all forts

of Imitations, as {hewn in the faid Chapter; and this practice he muit alfo continue till he
1s familiar with 1t.

Secondly, he may read the chapter of Imitation in the quoted Effay, with the {fame atten-
tion as that of Double Counterpoint. And afterwards he fhould take Subjects of different
" Lengths and of different Qualities, from Sonatas and other pieces of great Compolers, but
particularly from pieces which he is not much acquainted with; and to thofe he {hould try
to make Imitations, yet without regard to putting them in {fuch connec¢tion as in a formal
piece. The faid imitations he fhould then compare with thofe of the Authors of the dif-

ferent fubjeéls, to fee whether he had the fame or other fancies than they, and what forts of
the beft Imitations he has perhaps not hit upon.

% 12. The {inal {tudy and practice of all that relates to fimple and double Counterpoint,
and the preparatory one to that of writing whole pieces, is united in the analyzing of all

2 {orts
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forts of mufical pieces. This very important branch of the ftudy of Compofition (hould :
not be neglefted. For, on the one hand it teaches us how to difcover the perfettions or .
imperfections of the compofitions of other Authors; and on the other hand it enables us to
compofe {o, as to be able of accounting for every period or note we write ourfelves. J

I have therefore taken particular pains to make the diligent Reader acquainted with the
{tudy and practice in queltion, by analyzing various Examples, and for various purpofes.
For in my Efflay on Harmony, Chap. XIII, § 6, 9, and 11, [ have thewn how to analyze
the Harmony of fimple Counterpoint; 1n § 22, of the fame Chapter—Harmony in regard
to the Fundamental Bafs; in the whole of Chap. X1V—Double Counterpoints; and in
the prefent Effay every Example from Plate I. to Plate XLIX. fome more and {ome lefs,
according to the different occafions, as the Text will explain.

As another Example for the purpofe in queftion I beg leave to mention my Symphony
with analytical explanations, ‘ Op. VII, which as it would have taken up too much room 1n
the prefent Effay, I have publifhed {eparately as an introductory piece to it. The parti-
culars explained by the analyfis, are: the Subjetts and Imitations ; the Modulations ; the
Counterpoint Inverfions; and the Rhythmical Order contained in that Symphony. And
though I know, that in point of fancy, and humourous elaboration, the piece 1n queftion
{tands far behind the Symphonies of Haydn, and other great compolers; yet I prefume to
think it calculated to exemplify fimple regularity, and the various manners in which longer
or thorter Jubjeéts may be treated. Thefe I have found to be important objects for a young
Compofer; and I do not doubt that a perfon who is once perfect in them, will find it eafy
to proceed to more bold and fanciful pieces. More relpecting this Symphony fee in
Chap. I, § 11, and Chap. VI, § go.

§ 13. The zAird or laft great branch of the particular Study and Practice pointed out in
§ 5, is that of writing complete pieces. It requires a previous fludy of the following parti-
culars, viz: firft a general fludy of the whole prefent Eflay, according to the dirc&ion
given in § 6; fecondly the particular {tudy of Chap. I, and of that Chapter to which a
piece to be compofed belongs, alfo of thofe Chapters of my Eflay on Harmony, which
have not yet been much attended to, viz: that of Tiume, Rhythm, Variation, Fancy, and
the antient Ecclefiaftical Modes.

After the faid previous ftudy, the Student fhould fix upon a jhort and fumple form of
that fort of pieces which he intends to. pratife firlt or moft; that 1s to fay : upon a Sona-
tina or {hort Sonata, rather than upon a Symphony for an Orcheftra or a Concerto; upon
a thort fimple Fugue or Canon, rather than upon an elaborate Double Fugue or Canon;

and upon a {imple Air, rather than upon a Bravura Song or a Chorus.

Of the piece he has thus fixed upon he muft make a previows Plan, according to all the
particulars pointed out in Chap. I. of this Effay; and to aflift himfelf in inventing, as well
as to compofe from the firlt attempt nothing but pieces that are {peaking and interefting,
he may plan it as one of the pieces defcribed in Chap. XII, § 13, & feq. or after any other
piece which he particularly admires. According to that Plan he may then elaborate the

Piece. But he fhould never adhere fo clofely to the form or chara&er of a piece which he
has
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has chofen for a pattern, as merely to copy or counterfeit the fame, and not freely and in-
geniouﬂyhtd ‘nvent in imitation of it. For the former would deferve cenfure, when the
latter has been always thought honourable.

 From fhort and fimple pieces a Student may gradually advance to longer and more com-
plicate ones, -till he finds himfelt able to attempt any piece he chooles.

§ 13. The above is the Method I prefume to propofe for a proper and methodical ftudy
of mufical Treatifes in general, and of my Eilay on Harmony and Compofition in parti-
cular. Should it at firft fight appear tedious and troublefome, I beg leave to obierve :
firfl, that I hope the diligent Reader will not find 1t {fo when he tries it with proper atten-
tion, becaufe one fludy and pracice leads progreflively into the other, and facilitates the
fame ; and fecondly, that 1 do not doubt but the certainty ot purfuing a method of ftudy-
ing which cannot finally difappoint his expectltation of improvement, will make him re-
gardlefs of that real trouble, which the perfeverance of attending to it may coft him.

To the faid confiderations I beg leave ftill to add: that though I have taken pains to
write my two Effays in queftion as plain and intelligible as I poflibly could, yet I know
how difficult it is for any perfon to make fuch a Beginning 1n the ftudy of Harmony, as to
lay a {ure foundation init. 1t therefore a diligent Student can have the afliftance of a {kil-
ful Maiter, he fhould not refufe it himfelf in the {tudy of ﬁmplé counterpoint, being the
6irfl and fundamental ftudy pointed out in § 7; and afterwards he may try how much he

can help himfelf without a Malfter.

§ 14. I conclude this Introduction with remarking: that though I have in § 4, {hewn fome
difadvantages which the moft attentive Student meets with in the ftudy of mufical Treatifes;
and though I muft confefs, that ftudying a treatile under the guidance of an able Mafter,
cannot but fave much time and trouble: yet that I prefume, good Treatiles are the only
means by which a ftudent can obtain a compleat and clear Idea of all that belongs to Com-
pofition, or by which he can recollect in a {yftematical order what he has learnt in another
order from a Malfter.

According to the above confideration therefore I may flatter myfelf, that it the prelent
Effay fhall not be found undeferving the approbation of the difcerning Reader, it will be
ufeful, not only for learning compofition, but alfo as a companion to thoie who have al-

ready made fome progrefs in that art.

AN EOSSAY
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ON PRACTICAL

MUSICAL COMPOSITION.

CHAPTER 1. OF THE PLAN FOR A PIECE TO BE COMPOSED.

I. Of the Plan in General.

§ 1. COMPOSING a piece of Mulfic, requires, like executing any other piece of art
or {cience, a previous confideration of its intended nature and guality ; of the purpofes
for which 1t fhall ferve; and of the means by which it can be made to anfwer its intended

nature and purpofes, in the moft proper manner. According to the faid confideration a
previous calculation of its outlines and general charafteriftics muft not only be made, but

in writing the piece itfelf, unremitted attention muft be paid to render every particular

of the piece conformable to'the general idea of it. And this is what I call forming a Plan
of the piece; and executing it accordingly.

1I.  Partwculars in the fard Plan for a Mufical Piece.

2. In regard to the nature of a mufical piece, there muft be confidered : what fore
of a piece it fhall be, whether an opera, a concerto, a fymphony, a fonata, or whatever
clfe 1t may be ; and in regard to its quality : whether it fhall be long and grand, or fhort
and fimple ; for an orcheftraernot. Of the former, or the different forts of pieces I fhall

{peak 1n all the fucceeding Chapters of this work. I therefore proceed here immediately
to their gualities as follows :

A. LENGTH AND DISPOSITION OF A PIECE.

§ 3 Though fome chara&eriftic dance tunes muft be compofed according to a cerfain
prefcribed length, yet in general a compofer is at liberty to make his pieces as long as he

B thinks
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'_' ‘thinks proper. But even in the latter cafe it muft be previoufly confidered, firit how long

" the piece to be compofed may be in the whole, and fecondly what proportional length may
be introduced 1n its component parts.

In the whole, a piece may be either of a common length, z. e. as long as fimilar pieces
generally are; or longer, or fhorter, than ufual.

And imrits component parts a piece may confift of one or more movements; and every
" movement of one or more feftions.

§ 4. -According to the faid length of a piece, its difpofition muft be made, and it muit
be previoufly confidered and determined upon: firlt, sow long the piece {hall be 1n the
whole ; {fecondly, how many movements there will be proper in it, and what relation and
proportion ene fhall bear to the other ; thirdly, how many felfions there {hall be m every
movement, and what conneétion there fhall be between them; fourthly, what fubjelis,

periods, and paffages, will be moft proper for the length and 1ntended character ot every
particular movement and {eCtion.

More of the length of every particular {ort of pieces, {ee in their refpective Chapters.

B. MODULATION OF A PIECE.

§ 5. There are two particulars to be obferved in regard to the object in quedtion, viz:
firft the modulation of every movement ; {econdly the relation of key and mode between
{everal movements in connection. |

-

§ 6. Refpeéting the firft of the faid particulars, every movement 1s confidered as a
piece by itfelf, and has three principal objelts inits modulation, viz: firlt the fetting out ;
fecondly the elaboration ; thirdly the return of the modulation. Thele I {hall endeavour
to explain in regard to thc different lengths of pieces. -

§ 7. In fhort pieces, where there is no room for a particular elaboration, the faid three
objefts are not always diftinguifhed, becaufe the piece either remains entirely in one and
the fame key, or it confifts only of a fetting out from the key to one of its related keys,
and a return from thence to the original key. This I will exemphty by referring to my
Op. V, entitled The firfl Beginnang on the Piano Forte, &c. the pieces of which I fhall di-
vide into nine different clafles, asit appears under the following numbers.

1, In all the twelve Leffons from page 15, to page 24 of the faid work, fee Preludes of
one {e€tion, which begin, remain, and end, 1n the fame key ; and the fame in the Mode-

rato of Leflfon III.

2, Pieces of two fhort fetions, which both' begin and end in the principal key, fee in
Leffon 1, 2, 4, 5, and 7 ; and two alternate pieces, each of two {ections of the fame qua-
lity, are frequently met with, as minuets or cotilhons, but they ought to be fet with much
judgment if they fhall not become tirefome in effect.

g9, In the Allegretto page 37 and 38, fee the firlt {e¢tion begin and end in the fame key
as before ; the fecond fetion alfo begins in the fame key, but the firlt period ends with
the half cadence on the dominante, on which 1t afterwards dwells for another whole pe-
riod, and then makes a conclufion by repeating the firft feétion, in the key again.

4, In the Adagio, page 34, the firft fection is the fame as above ; but the {fecond {e€tion
begins with the leading chord, on which it dwells through four bars,.and then concludes
like the lalt prece (page g8).

5, Pleces
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5, Pieces in which the firft fe&ion enids with the leading chord, and the fecond feQion
begins with the fame chord, but ends in the key again, fee in Leffon 6, 9, 11, and the Mo-
-derato page 32. The accidental {harps or naturals in the two latter ones, make no differ-
ence 1n this explanation. (See my Effay on Hai. Chap. X, § 5.) '
6, In the pieces page 27, g0, 31, 33, and 35, lee the firlt fection end in the key; and the
- {econd fettion begin in the fame key, but make a digreffion to the fifth of the Icale, and
atterwards conclude in the key again.

7> A piece 1n which the firft feCtion alfo ends in the key, but the fecond begins in the
fifth, and ends in the key, 1s the Moderato in Leffon 8 |
38, Pieces in which the firft fe@ion ends with the leading chord, and the fecond begins

with the fame chord as chord of a key note, but ends in the key, fee in the Menuetto page
22, and Allegretto page 24.

9, In the pieces page 28 and 29, fee the firflt fe@ion end in the fifth of the {cale, and the
lecond begin in the fame fubftituted key, butend as before.

N. B. In all the above cafes the picce confifted of a Jetting out from the key, and a re-

- turn 1o the key. In thefe at Nos. 1, 2, 3, 4, 6, and 7> where each fe€tion ends in the

key, the fetting out is from the beginning to the middle of each feCtion, and the return
trom- thence to the end of the fe&ion, which makes every {ection like a piece by itfelf:

But in the Moderato, No. 5, the fetting out is from the beginning to the end of the firl
fettion, and the return begins after a thort elaboration at the middle of the {econd fe&ion.

The {fame as with thefe fhort pieces it is with thofe of any length. For they confift of
nothing but the defcribed fetting out, elaboration, and return, and are only prolonged in

the different manners I fhall tfhew below. (See § 9, & feq.) Extraordinary cafes naturally'
make an exception. -

$ 8. But though the piece fhall be fhort, the fetting out need not always be to a nearly
related key, as in all the examples of the laft § : it may be to a key that is more or lefs
Joreign to the original one. This has a good eflett in charalleriftic pieces; or alfo in thole,
which are like a fubjelt for more elaboration in pieces of fome length.

1, An example of the former fee in my above work Opera V, page 36, where the firft
fettion begins in major, and the letting out ends the firft fetion with a conclufion in the
hfth, fufpended by the minor fixth, which makes the minor of the principal key to
be expelted ; but the fecond fe&ion begins in the third of the principal key, minor, and
after a little elaboration the regular return to the key 1s introduced and makes the conclu-

fion,
At that place I muft alfo take notice of the fhort Adagio which follows at page 87. This

15 nothing but a tranfitory period, which confequently need not return to the key, from
which it fet out. '

N: B. The fame muft be underftood of other fhort movements in the courfe of long
pieces, which do not fet out and end in the fame key and mode.

2, An example of the latter fort, or a piece calculated for more elaboration, fee at Plate L.
ol this work, No. 1. It is the laft prefto of the quintett I have written but not yet
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4,
~ § 9. When pieces fhall be longer than thofe of two fhort fections I have explained
above, they may be planned in two different manners, viz : firlt by making them of
niore than two fhort feflions ; and {econdly, by making them of one, two, O IOIt, long
Jfectrons.

N. B. -By Piece is here {lill anderflood, every movement, which begins and ends like a
piece by itfelt.

§ 10. Thofe of more than two fhort fections, may be {et as follows, viz: of three {hort
fe&tions : firlt, fo that all three {et out and end in the principal key; fecondly, fo that
the firlt and fecond fections both end in the fifth of the {cale, and the third {etion in
the key ; thirdly, fo that the et feétion ends in the key, the fecond in its fifth, and the
third in the key again. Alfo in more varieties of modulation which follow from what has
been faid above.

" Of four fhort {eClions, pieces may alfo be fet fo, that every fection begins and ends 1n
the principal key, ot which fort I know a beautiful minuet for dancing but more gene-
rally the four fections are divided into twice two, Or two alternate pieces of two fections
each : fuch as a march and trio; a minuet and trio ; or as the firft movement in Sonafina
1, 2, 4, and 5, of my above-mentioned Opera V. ‘Thefe may {tand, either in the iame,
or in a related key and mode, as will appear from thole works of good compofers where

they have been introduced. o

Of five or more fhort fections, are in general thofe pieces called Rondos. In thefe the
firlt fe€tion begins and ends in the principal key ; the fecond feion begins cither in the
fame key and modulates to the fifth, or begins in the fitth at once and ends with the
leading chord of the principal key ; the third fe@ion is nothing elfe buta repetition of
the firlt ; the fourth fe€tion begins and ends in another related key ; and the fifth, 1sa
repetition of the firfl agan. Pieces of this fort which confift but of the three firft lec-
tions, and without {eparating the {econd from the third, are thofe at page 27, 39, 31, 33s
g5, and g7, in my Opera V, tO which I have referred above, in § 7. DBut the principal
part, or fubject of Rondos, need not always be of one fection only ; it may alfo be of two
~ {e@tions, like the laft prefto in my Symphony, Opera V1. Of this fort fee a Rondo in
Vanhall’s two fonatas for two performers Opera X XXII, the laft piece, which confifts of a
fubje&t of two {ections, followed by alternate pieces of two fections, and a tranfitory lec--
tion to each of them, fo that the whole confifts of twenty-two fettions, in the following
manner, viz: firlt the {ubje&, being two feGions : followed by two feitions in the fourth
of the {cale, and a tranfitory one, (makes 5:) fecondly, the fubjett, and three {eCtions |
in the principal key minore, (makes 10 ) thirdly, the fiibje&t, and three feftions 1n the
- fifth of the fcale, (makes 15;) fourthly, the fubjett, and three feGtions in the fixth of
the {cale minore, (makes 20;) laftly the fubjeét two fettions, (makes 22.) The feChions
between the fubjeéts alfo touch on their neareft related keys, in fuch a manner, that the
whole is a beautiful feries of natural modulations, and far from becoming tedious by 1ts
number of {ettions. |
~ As apiece or movement of feven feftions, which all ftand in one and the {fame key and
mode, I mention the firlt part of my Shipwreck, Opera VI. It is no Rondo, but .a Mo-
derato of one long feftion, which has been reduced to fmaller ones, by the inter{per-
fion of two other fhort pieces, of two fettions each. How fhort pieces of one or two

{eGions may be prolonged by variation, I have fufficiently fhewn in my Effay on Har.
Chap. XVI. -

§ 1T,
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. . . i
§ 11. Pieces or movements of ome or two long feftions, require a fetting out and a re-

turn, like thofe of the preceding defcription, and are only different from them in the ela-
boration. This I will endeavour to fhew, by going over the whole plan-of modulation in
an elaborate movement. B -

1, In its outlines, a long movement 1s generally divided into fwo feffzons. The firft,
when the piece is in major, ends in the fifth of the {cale, and the fecond, in the key ; but
when the piece is in minor, the firft fection generally ends in the third of the {cale, and
the fecond in the key. (See my Effay on Har. Chap. X, § g.) Thefe two fetions are
either feparated by a double bar or repeat, or not diftinguifhed by any particular mark ;
which latter commonly is the cale 1n concertos or thole pieces which would become too
long by a repetition. But though pieces are not calculated for a repetition, the above
diftin€tion of two fettions 1s required 1n them, if they fhall create an expeétation at the
beginning, and give a fat-isfa&ion at the end ; without which they cannot be truly enter-
taining. (Of thofe that are divided into more elaborate feftions, fee § 12.)

2, In regard to other particulars, the {aid two feCtions admit, befides a regular fetting
out, and a return, three forts of elaboration, all of which may be diftributed in the fol-
lowing manner, Viz:

Each feflion, may be divided into two jfubfestions ; which inthe whole makes four {fub-
{cttions.

The firf fubfeftion mult contain the {etting out from the key towards its fifth in major,
or third 1n minor ; and 1t may end with the chord of the key note or its fifth, but the lat-
ter is better. The fecond {ublettion comprehends a firft {ort of elaboration, confifting of
a more natural modulation than that of the third fubfection; it may be confined to the
fifth or third of the key only, or alfo touch on {ome related, or even non-related keys
if only no formal digreflion 1s made to any key but the faid fifth in major, or third in
minar. The third {ubfeCtion or beginning of the fecond feftion, comprehends a fecond
fort of elaboration, confiliing of digreilions to all thofe keys and modes which fhall be
introduced befides that of the fifth (or third;) and being the place for thofe abrupt mo-
dulations, or enharmonic changes, which the piece admits or requires. The Sfourth fubfec-
tion contains the return to the key, with a third fort of elaboration, fimilar to that of the
firft fubfection.

All the above I will endeavour to demonlftrate, according to the firlt Allegro of my Ana-
lyzed Symphony Op. VII, viz: '

Firfl {ubfettion: The piece begins with two {ubjelts in the key, which make a period of
eight bars. The. {ubjelts are repeated, the fecond one with an extenfion, and end with
the chord of the Dominante; from bar g to 24. Second fubfetion : the faid firlt fort of
Elaboration, which there begins, remains, and ends, in the fifth of the key; from bar 25
to 80. Third {ublettion: the faid {econd fort of Elaboration, containing three digreflions
which are pointed out 1n the analyflis of the piece itfelf ; from bar 1, after the Repeat, to
bar 56. [Ffourth {fublection: the return to the key, with a fhort previous digreflion 1o its
fourth, by the third {ort of Elaboration mentioned above: from bar 57 to 128.

The above is the plan of modulation, which will be found attended to in moft fonatas,
~{ymphonies, and concertos, as well as elaborate airs and chorufles, of all great Compo-

{fers, becaule 1t 1s the mofit reafonable one, and the moft adapted to the nature of our at-
tention, and our fceling, hitherto known. But it may be wvaried almoft to the infinite.
For, the different {eftions and fubfetions of a piece may be of any reafonable variety of
length, and the faid {orts of modulation and claboration m 'y be diverfified without end,

C as
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as it alfo appears from the compofition of great Compofers, and will require no demonfira-
tion. |

§ 12. From the above plan of modulation are in fome meafurec excepted ; hirflt pieces
which contain three, four, or more long fettions ; fecondly Rondos; and thirdly Fugues.

Of the fir/2 {ort 1s the firlt movement in Haydn’s third fonata Op. LXXV, which con-
fifts of five {feCtions. But upon examination it will be found, that it depends on the fame
-plan, which I have mentioned § 10, refpetting pieces of more than two fhort feions. -

The fecond fort, or Rondos, may be divided into proper and improper ones. The former
are thofe,in which the firft fection always returns in the principal key, either in its original
form, or varied like as in the cxample I give in Chap. II, § 9, under Back’s Sonatas with
varied reprizes. (See Plate V ;) and the latter, thofe in which the {ubject or firft fection
alfo appears 1n keys to which a digreflion may be made. A beautiful example of this fort
fee at Plate I, No. 2. It is taken from Eman. Bach’s firlt {et of three Sonatas with Accom-
paniments, Leipzzg 1776; and 1 have added to it an explanation of the courfe of its modu-
lation. A lefs elaborate piece of the fame fortis a Tempo di Gavotta in my Sonata IV,
Op. II. . -

Iz)f the modulation of Fugues, fee Chap. VI, § 24.

§ 13. In regard to the fecond particular mentioned at § 5, I muit now fhew the re-
quired relation of key and mode, between the {everal movements of a piece.

The greateft relation of key and mode naturally is: when all the different movements
of a piece ftand 1n one and the fame key and mode, hke as in my Analyzed Sjm/b/zony,
Op. VI. But in pieces of this fort, a good varzety of the forms of the different movements is
required, as otherwife they become tedious, on account of the continual famenefs of key
and mode that 1s felt in them. '

More ufeful therefore, than the faid relation, 1s that: where a good variety of key and
mode i1s united with a proper relation, This may be done as follows : in pieces of two
movements, the firft may be in minor and the lait 1n major, which produces a {pirited
finith. The firft movement in major, and the fecond i1n minor, produces in general a

melancholy effect.
In pieces of three and more movements, the firlt and laft fhould be fet in the fame ey, to

preferve the impref{lion of one and the fame piece, but they may be different in mode, the
{fame as in thofe of fwo movements. And the one or more movements between the firft
and laft, may be fet in any varlety of related keys and modes ; which a judicious fancy
can fuggelt. Fine examples of pieces of four movements are moft of Haydn’s Symphonies.
And as one of more than four movements I mention my Shipwreck Op. VI, which confifts
of nine movements, related to each other in the following manner, viz: The firft is in
D major ; the fecond, allo 1n'D major; the third, 1n A minor ; the fourth, in D mnor ;
~ the fifth, in D major; the fixth, in G minor ; the {eventh, in G major ; the eighth, in
D major ; and the nminth, hikewile in D major.

C. CHARACTER OF A PIECE.

§ 14. A piece may be compoled, either in a certain prefcribed charater, or its charac-
-ter may be optional. Butin both cafes it ought to have fome general character, which

receives 1ts thades and lights from particular charalteriftics.
“ Of
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Of the former fort, or of a prefcribed chara&er, are: George Benda’s Ariadne of Naxos
Eman. Back’s fonata which reprefents a converfation between a Melancholicus and a San-
guinicus ; Haydn’s feven words of Chrift : Clements’s La Chalfle; and, if I may be permitted
to add it, my Shipwreck, mentioned § 13. Alfo charaleriftic Overtures ; and all thofe
Vocal pieces, in which the mufic properly exprefles the words. - ‘

Of the latter {ort, or of an optional charalter, are all well compofed {onatas, {ympho-

mics, concertos, or thofe pieces of any other defcription over which no certain chara@er
1s pointed out. ' '

!/

S 15. The means, by which prefcribed as well as other charatteriftics may be brought
into a mufical piece, are: Time, Rhythm, Subjeds, Modulation, Imitation, Variation,
the nature and management of Voices or Inftruments, and any thing elfe which can pro-
duce ufeful varieties. For, each of thefe particulars 1s in {fome meaflure calculated to
produce {trong charateriftics of various forts, by 1tfelf; and in their combinations, par-
ticularly when words are fet to mufic, they may be rendered expreflive, not only of any
thing that is conceivable by Sound or Motion, but even of many pallions of the foul.

In what manner the faid means muft be ufed for producing characteriftic expreflions, the
intended- Limits of this work will not Permit me to venture upon. But fome ufelul hints
may be found in my Effay on Har. Chap. XII, (of Rhythm,) and in Chap. XVI, (of Va-
niation) § 7, with the Examples Plate XXXVI, No. 2 ; which, with an attentive itudy

of the works of great compofers, will {ufhciently affift an ingenious ftudent, to help him-
lelf 1n moft cafes, by his own confideration.

- proper or improper to be brought into a mufjcal piece, viz : Proper to be exprefled, can

poem on the thought or fentiment to be exprefled in mufic; and improper: all thofe
which, if the Poet was to fet a particular firefs upon them, would be cenlurable in the

poem. All mere by-thoughts, or trifling circumf{lances, are therefore not to be exprefled
at all, or at leaft not {fo much as the principal thoughts of a {entiment; and the worft would

be, to exprefs mean or indelicate things.

How ealily a lively imagination may be led too far in thic relpe&, appears from fome
compofitions of great Handel him{elf, particularly from a chorus in Ifrael in Egypt,
where he carefully exprefles the fwarming of flies, aud the crawling of other infeds,

which I mention merely as a caution to young compoliers, and fhould not have taken
notice of 1t, had not other authors done it before me.

S 16. With particular regard to the optional chara@eriflics of g piece, there muft be
conlidered what degree of Gravenefs or Vivacity, or what other general characteri{tics a
picce to be compofed ought properly to have; and the Movement and Meafure, Subjeds,
Air, and Harmony of the piece, muflt be calculated accordingly, fo that it may admit of
imtations and other elaborations fuitable to the intended character. |

When a piece confilts of two or more movements, a previous calculation muft be made
of thc variety as well, as the relation of chara@er between thole movements, as I have
partly thewn in § 13; fo that one general character may be [ound in the whole, and yet
particular chara&eriftics in every movement, to fet each other off by a judicious variety.

And 1n a collefion of {onatas, or other pieces of one fort, there ought likewife to be
{uch a relation between the different pieces, that thev are lomething fimilar in length,

{tyle
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ftyle and form, but various in Character and Elaboration; and it is beft if they ftand in
fuch a relation of key and mode, that they may be played in the order they ftand, with-
out a tranfitory interlude, as fome players would neglect the faid interludes, and others

not be fuccefsful in the extempore invention of them.
All the above will be found attended to in the works of good compolers, except the

laft, (the relation of key and mode between the different fonatas of one colle¢tion) which
{fome neglect.

D. THE INSTRUMENTS OR VOICES FOR WHICH A PIECE IS TOQ BE COMPOSED.,

§ 17. The two particulars which muft be attended to in planning a piece, refpecting
the one or more inftruments or voices for which it is to be fet, are: firlt, that it may be
praéticable in its principal as well as other parts; {fecondly, that its refpective inftruments

or voices may be uled fo advantage.
This requires a proper knowledge of their nature, and treatment, according to which

not only the fubjefls of the piece, but in many cafes alfo its key mufit be judicioudly cho-
fen. Relpecting Subjects {ee Chap. III, § 12; and that the key mull alfo be confidered,
both on account of the nature of certain inftruments, and of their temperament, needs no

demonftration. .
More belonging to the obje¢t in queftion follows from Chap. II, 111, and XI.

t. THE NUMBER OF PARTS, PARTICULAR PERFORMERS, &C.

§ 18. As fome paflages are calculated more for a folo, others for a duo, trio, &c. 1t 1s
neceffary to have the number of parts in view, for which a piece fhall be compofed, and

to make the previous difpofition accordingly ; which will require no further demonitra-

tion.

§ 1g. 1f apiece fhall be compofed tor a certain particular gerformer or fort of perform-
ers, attention muft be paid to their ability or their capacity. For, lome fingers have a
greater or lefler compals or firength of voice than others of the {fame clafs, or a greater or
lefler perfection in certain paflages: this muft be attended to if a piece 1s exprelsly com-
pofed for them. In the fame manner, pieces for keyed inftruments may be calculated for
one who can reach farther than players in general ; or for one who can not reach {o much

as an octave. Of the latter fort are my pieces for The firfl Beginning, Opera V, 1in which
no more than a fixth is required to be reached throughout.

§ 20. The particular place, or occafion, for which a piece may be intended, 1s the lalt
I fhall point out for the purpofe in queftion ; in regard to which there muft be confi-
dered: firft, or in general, whether 1t fhall be for the Church, the Chamber, the Theatre,
or an open Field, of whlich [ fhall fpeak 1n Chap. XII; fecondly, or in particular, whe-
ther it is to be for general ufe,-or for {ome extraordinary purpofe or occafion, and what
particular qualities or charac&eriftics are required in each of the f{aid cafes. '

§ 21. That a proper attention to all the above particulars, is ufeful and neceflary in
making the plan for a piece tc be compofed, 1f 1t fhall deferve to be called a piece of art,

and have an intended effet, will I hope be allowed; I therefore only add, that making
| | fuch



fuch a previous plan, cannot but facilitate the elaboration of the piece itfelf, and infure its
effect, whichallo will require no demonftration.

" CHAPTER II. OF SONATAS.

§ 1. Sonatas, Symphonies, and Concertos, are in {o far one like the other, that they may °
be fet of the {fame length, and confift of the fame number of connefted Movements, of
one, two, or more {ections each; and alfo that they muft be compofed according to the
General Plan, and all the Particulars pointed out in Chapter I.

But they are different, in regard to their Nature, and to the Purpofes for which they are
ufed. This is moft diftinguifhable in their characteriftic form, and lefs {fo, in thofe forms,
where the one becomes fimilar to the other.

The above I {hall endeavour to fhew and exemplify 1n the prefent, and the two follow-
ing Chapters.

I. Of Sonatas in General.

§ 2. A Sonata is: a piece, chiefly calculated for one performer to each part ; and may
be compared in Inftrumental Mufic, to what an Azr is 1n Vocal Mufic.

Its charaéleriflics therefore are: a finer {ort of Subjetts, and a higher finifhed, or more
delicate, and embellifhed Elaboration, than what would be proper for Symphonies, or
Tuttis in Concertos. It ought to be melodious in every part, yet, as Emanuel Bach {ays, -
without confining its melodies to what the human voice can execute ; and richly harmo-
nious in the combination of its parts, without betraying an anxiety for ftrange, or learned
modulation. |

§ 9. Sonatas may be fet of different lengths, and confift of one, two, three, or more
Movements ;—for one Solo inftrument only;—for one or more Principal inftruments,
with Accompaniments ;—or for two, or more Concerting 1nftruments, without any ac-
companiment. And in all the faid forms they may be, either characteriftic, or free ; as I
{hall thew in the courle of this Chapter.

§ 4. In regard to the proper length of Sonatas, there can be given no other general
rule, than : that they may be {ect as long, as they can be expected to engage and entertain
our attention; or as fhort, as they can be made without becoming infignificant. For, one
fort of fubjefts and elaborations will entertain a long while ; when by others, a great deal
of intereft may be brought into a narrow compais of length. It i1s therefore beft for a
voung compoler, to take the length of {fome good Sonata for a pattern, tillhe is able to
make judicious difpofitions of his own.

§ 5. The Number of Movements proper for Sonatas, 1s alfo optional, and depends upon
the fancy and good judgment of the compoler. For, though in general moft fonatas are
found confiifting of two, or threce movements, yet they may alfo confift of four or more
movements, according to the plan fhewn in Chap.I, § 12and 13.

D The



10 OF SONATAS. | | CHAP. 1I.

The Number of Seflions that may be contained in every Movement of a Sonata, follows
from what I have faid in Chap. I, § g, & feg.

The proper Modulation of every movement, and the relation between the dificrent
movements, follows from Chap. I, § 5, & feq. In regard to the latter, I muit mention
four cafes of abrupt changes of the key from one movement to another, which are found
in Haydn’s Sonatas Op. 75. The firlt 1s 1n Sonata I, where the firlt movement 1s in C ma-
jor, and the fecond in A major. This change is allowable, according to the rules of
abrupt modulation by omiffion, in my Effay on Harmony, Chap. X,§ 13; for C1s the key,
and the triad of A the leading chord to a related key; but A 1s retained, and made a
fubftituted key. The fecond cafe 1s 1n the fame Sonata, where the lecond movement
ends in A major, and the third one begins 1n C major, which, as 1t 1s too great a {kip in
harmony, ought not to be imitated by young compoiers. The third and fourth cafe is in
Sonata III, where the firft movement is in E flat major, the {econd 1n B (or C {lat) ma-
jor, and the third in E flat major again. Both thefe changes of the key are very good,
according to the rules mentioned juit now.

I1. Of the different Sorts of Sonatas in particular.

A. OF SONATAS FOR ONE SOLO INSTRUMENT ONLY.

~ §6. In§ g, Lhave mentioned three claffes of fonatas, of which that in queftion 1s the
firdt.

§ 7. ATonata for one folo infirument only, 1s a Solo in the firictelt fenfe. It may be
written either for keyed, or other initruments.

The particular rules for this fort of fonatas are: firft, they muft contain {o complete a
harmony, that neither the want of an additional part is felt, nor that it can be ealy to add
to it any interefting accompaniment, without fpoiling the effect of the origmnal part; fe-
condly, they ought to be more particularly calculated for the nature of their refpective in-
ftrument, than what can be expetted in pieces for more than one inftrument.

§ 8. Of the Solos for Keyed Inftruments, thofe for the Organ deferve the firft rank.
They may be calculated for one fet of keys only ; or for two or three {ets of keys with-
out Pedals; or for Manuals and Pedals. As I {hall {peak of Organ Pieces 1n Chap. XI,
§ 12, & feqg. I mufl refer the Reader to that place. |

§ 9. Next in rank' are Solos for firinged keyed Infiruments; of which the Piano Forie,
the Harpfichord, and the Clavichord make the three principal clafles. The two former
ones are {ufficiently known in this country ; but of the laft, which 1s {till much efleemed
in Germany, I muft give the following fhort delcription ; viz: The Clavichord refembles
in fhape the common oblong Piano Forte, but is more fimple, becaufe it 1s made to found
not with hammers or quilled jacks, but with a thin piece of brafs, upon which the firing
comes to reft like as upon a fmall bridge. Its {found is not nearly {o firong as that of a
Piano Forte, but very good ; and it has fome good qualities which are not found in the
Piano Forte.

The Solos which may be written for the inftruments in queftion, are called either Solos,
or according to their nature : Sonatas, Suites, Leflons, Divertuments, Capriccios, Fancies,
| Inventions,
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Inventions, Rondos, &c. To write them according to the rules given in § 7, requires,
both an intimate acquaintance with all the rules of Harmony, and with the nature and

treatment of Keyed Inftruments in general, as well as the particular nature of that Keyed
Inftrument for which they are calculated to be. |

If they fhall be eafy : care muft be taken that they do not become infignificant; or only
caly in fome places and difficult in the others. And if they f{hall be difficult : the difliculty
muit not arife from a mere awkwardnefs of theijr pailages, as is the cafe in many difficult
Sonatas, which might have been very ealy without lofing in effe@, had their paflages

been properly managed. But it is beft if the compoier 1s at liberty to write without par-

ticular regard to difficulty or facility ; forin that cafe the piece will be more natural than
under the above reftritions.

1, Handel’s Lefluns, or Suites pour la Clavecin. Part I, and IT'; which are fufhciently
known,
2, Lmanuel Bach’s Probeflike, or Examples to his Effay on the proper manner of playing

the Clavichord. Berlin 1740, fecond edition 1780, which go progreflively through fimple
and complicated, fingle and double pallages.

3> The fame Authors Six Sonatas with varied Reprifes (mit veranderten Reprifen,)
Berlin 1760; which have been printed here entitled : Sez Sonate— dal Signore C. P, E.

at Plate V, & feg.

4, and 5, Haydn’s three Sonatas Op. 58, and three ditto Op. 75. Both thefe works
though they are fet with very interefting Accompaniments, contain the finef Solo paf-
fages, and deferve to be ftudied.

6, Kozeluch’s three grand Sonatas, called Op. 14, or 17; which are remarkable for fome

brilliant {preading paffages, peculiar to that Author, as well, as for the other real merijt
found in them.

8, The fame Author’s three Sonatas Op. 27 ; which though they are fet with an Accom-
paniment, may be ufed as Solos, and are remarkable for thofe paffages, in which longer
and f(horter rhythmical czefures meet one under the other, {o as not to begin and end at
the fame time.

9, Dujfet’s three Sonatas dedicated to Clementi ; in which grandeur and fullnefs are 1kil-
fully united with tafte and delicate expreflion.

As the above works are f{ufficient to exemplify what may be called good mufic for
Keyed Inftruments, I forbear mentioning more, for feir of appearing prejudiced againit

the Authors of fo many other valuable works which I fhould after all be obliged to leave
unnoticed.

 70. Nextto Keyed Inftruments, the Harp, and particularly the Pedal Harp, is one
of the beft calculated for Solos ; and the {weetnefs of its tone in fome meafure compeniates
for its being of a more limited ufe than the former. That
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That Solos of the -defcription in queition may b
proved by two of Sebaftian Bach’s works, the one
for the Violoncello ; both without any accompaniment, and both

that hardly any thing finer can be imagined.
The requifites for the Solos mentioned ip this §, will follow from what 1 have {aid in the

former.

e fet for almoft any inftrument, can be

being Solos for a Violin, and the other
fuch mafterly compofitions,

ACCOMPANIMENTS.

en the principal part or parts of a piece, and

§ 11. Thereis a great difference betwe
latter muft be divided into neceffary and

thofe called accompaniments ; and even the

voluntary, or obligato and ad [ibitum ones.

or more infiruments, are diftin-

§ 12. Whena Sonata is compofed fo, that one or two,
and the others are accom-

gui{hed above the reft, it is for {o many principal inftruments ;

p‘cmiments.

According to this Jefinition Sonatas may be compofed fora Piano Forte, with Violin and
Violoncello accompaniments ; Or for a Violin or Violoncello, with a Prano Forte accompa-
niment: or for any one initrument, with a fimilar one, or with different ones, as accom-

paniments.
And in the {ame manner as for one, they may allo be fet for two or more, fimilar Or

- different principal initruments, with others as accompaniments.
This can produce a great variety of Solos, Duos, Trios, and Quatuors, with accompant-

ments. But I donot remember to have {een any other pieces of this fort but Solos, or fim-

ple Sonatas, with accompaniments.

§ 13. In regard to the accompaniments mentioned in § 11, I begin with the confidera-
t:on of thofe called neceflary or obligato ones. They are thofe which cannot be omitted

without rendering the harmony or effe& of the piece imperfect.
Accompaniments of this fort may be {et to a piece 1n two different manners, viz: firfi,

{o that the principal part and the accompaniment take the chief melody &y turns, and form
a {ort of concertante ; {econdly, fo that the accompaniment ferves only as a bafs or other
filling part, to fupport the principal ones. -
Of the former fort are the accompaniments to Haydn’s Sonatas Opera 58; and Pleyel's
grand Sonatas Op. g1, and of the latter are the thorough bals accompaniments to Corell’s

Violin Solos. Accompaniments called voluntary, or ad liilum ones, are thofe, which
make an agreeable addition to the piece, but do not render it imperfe& when omitted.

Examples of this fort are Clementy’s Sonatas Op. 27-
In regard to all the faid accompaniments, there ought to be exprefled in the title of the
work, whether they are obligato, or ad libwum ; {o that a perfon who fees the work only

advertifed or in a catalogue, may be .ble to form an idea of it. But this rule has hitherto

been very little attended to ; .nd I know fonatas, which the Title fays to be for the Piano

Forte, with an accompaniment for a Violin, but the Violin begins with a Soto, and the Piano

Forte only has an accompaniment pallage to 1t.

C., SONATAS
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C. SONATAS FOR TWO OR MORE PRINCIPAL INSTRUMENTS, WITHOUT
ACCOMPANIMENTS.

§ 14. Under this denomination come regular or proper Duos, Trios, Quatuors, Quin-
tetts, &c.

§ 15- A Duo or Duett of this defcription, 1s a piece for two concerting inftruments,
without accompamment. It muft not only contain as complete an harmony throughout,
as has been required for Solos without accompaniments, (§ 7;) but the two parts fhould

alfo be conltantly imitating each other, or at lealt the one have as good a fhare in the har-
mony and the paflages as the other.

It may be let, either for two performers on one Keyed Infirument, fuch as the Organ or
the Piano Forte ; or for two jfimilar inftruments, fuch as two Violins or two Violoncelios ;

or for two inftruments of a different nature, fuch as a Violin and Hautboy ; or a Violin
and Violoncello. And in all three cafes it may confift either of two regular parts or melo-
dies only ; or of pallages which contain a harmony of three and four parts. See my Eilay

on Harmony, Chap. XIII, § 14, 15. I fhall endeavour to Ipeak of the pieces in quelition
in the following order :

1, Duetts for two Performers on one Keyed Inftrument may be fet for three or four

hands. Of the {ormer {ort is Haefsler’s grand Sonata for three hands, publifhed by
Wornum; and my Fugue at Plate XVIII, which alfo may be confidered as a trio on

one inftrument ; and of the latter fort Dujffet’s grand overture for two performers ; and
fimilar fine works by Kozeluch, Clements, and other compofers. Thefe duetts for four
hands may allo be {et as Quatuors on one inftrument, when each hand has an obligato
part different from tae others; of which fort, I have not yet feen a good example, The
particular rule for pieces of all thefe defcriptions is, that the parts muit be diftributed ac-
cording to what I have faid in my Eflay on Harmony, Chap. 111, § 2 ; and fo, that neither
the bafs be too noily for the upper parts, nor the parts of the firlt and fecond performer
be in cach other’s way.

2, Duetts for two keyed inflruments are the moft re{pettable {ort of the fecond clafs ;
or of thole for fimilar inftruments: but as it is {feldom that two fuch inftruments can be

found 1n the fame 7oom, as well as the {fame pitch of tune, there have been but few at-
tempts made to write them. But two excellent Fugues of this defcription are in Seb.

Backh’s Art of the Fugue, which might be played on the two fets of keys of one Organ. This
great Author has alio written Concertos for two, three, and even four Keyed Inftruments.

Duetts for two Violins or two Flutes, or two Hautboys, &c. are more frequent. But in re-
gard to thele Duetts, I muftl mention a fault which is very frequently committed, viz :

that of repeating a paflage with the mere change of primo for fecondo, or vice verfa. This
change in fimilar inftruments {uch as the above-mentioned, has no other effe& than a mere

repetition without a change of the parts; and confequently is no proper variety for the
duetts in queftion. But for thofe of the following clafs it produces a variety i the effedt.
The third clafs of Duetts are thofe, for two diferent inflruments, In regard to thefe, one

of the principal confiderations is: to choofe fuch inftruments as may have a good eflett
together.

Another confideration is: that if a Duett is fet for a Ba/fs and a Treble Inftrument, and
intended to be alfo executed by two Bafles or two Trebles, the harmony muft be calca-

lated accordingly. If therefore a Duett for a Violin and Violoncello fhall be alfo calcu-
E lated
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lated for two Violins or two Violoncellos, care muft be taken,- that it produces no irre-

gular intermixture, or no difallowed znverfion of the parts when contratted on two fimilar
inftruments. |

§ 16. Triosof.the defcription in queftion, are: pieces for ¢Aree concerting Inftruments,
‘without accompaniment.

They may be written either for one performer on an Organ with two fets of Manual and
one fet of Pedal Keys; or for {wo performers on one or two fets of Keys of an Organ; as
I {hall thew in Chap. XI, § 18; alfo for tAhree performers on three {imilar or different in-
ftruments.

N. B. When I have mentioned a trio on one Keyed Inftrument, it will be nati.u'ally
underftood, that the parts mult be fet {o clearly diftint, that they may have an effeét, as
if they were played on tAree different Inftruments. See my Fugue at Plate XVIILI.

How trios may be written {o, that they confift but of three regular Parts or Melodies,
or of paflages which contain four, five, or more parts of a harmony, I have thewn in my
Eflay on Harmony, Chap. XIII, § 14, 15.

According to the latter explanations pieces may be called trios, that confilt of a Piano
Forte part, and a concerting Violin and Violoncello part. Some of the beft of this fort
are by Mozard, Haydn, and Pleyel; and infiead of the Violin, a Clarinet or Flute has
alfo been uied.

When the fecond of the two alternate pieces 1s called a Trio, fuch as a Minuet and
Trio, a March and Trio, &c. the denomination relates to thofe pieces in 'antient_Compoﬁ-
tions, where the trio has been {et in three parts to diftinguifh it from the firflt piece; but

in modern compofition that diftinction 1s generally not attended to, and the name trio
only remains to the fecond of the {aid {ort of pieces.

§ 17. Quatuors or Quartetts of the delcription 1in queftion are: pieces for four concert-
ing Infiruments, without accompaniment.

They may be {et for four {imilar or different Inftruments; and confift either of four

regular parts or melodies only, or of paflages which include a harmony of five and more
parts ; and in all the varieties which follow from what I have {faid in § 15, and 16.

Some of the beft Examples are Mozard's Quartetts for a Piano Forte, a Violin, a Viola,
and a Violoncello ; Haydn’s {everal {ets for divers Infltruments, particularly his one fet,
which contains the fineft fimple and double Fugues; alfo Pleyel’s feveral fets.

§ 18. Quinteiis of the defcription in queftion, are pieces for five concerting Infiruments,
without accompaniment.

All that need be obferved refpecting them, follows from what I have faid in § 17.

§ 19.- In regard to Sextcits, Sepietis, and Oéfetis, I alfo need add no more than that
the firft are for fx, the fecond for feven, and the third for e:ght concerting Inftruments.

III. Of Sonatinas.

§ 20. The word Sonatina 1s a diminutive of Sonata, and denotes fmaller pieces than
what generally are called Sonatas.

They may confift of one or two Mevements; but not well of more, as that would
render them longer than Sonatinas are commonly found.” Of the former fort George
Benda
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Benda has given fome gowd fpecimens in his Mifcellaneous pieces. A principal rule for
them 1s: that they muft not found like pieces taken out of their conne&ion with others,
but have-a perfectly fatisfactory beginning and conclufion. Several Minuets, or An-
dantes, out of Haydn’s Symphonies, make very good Sonatinas of this lort, when adapted
for the Piano Forte.

Of the latter fort, or of two Movements, are my Six Sonatinas, Op. 1V, and the fame
number in my Op. V. In regard to both thefe fets ¢f Sonatinas I beg leave to obferve,

that I prefume them to be uleful for the ftudy of imitation as well as the treatment of dif-

ferent fubjefts. The laft in Opera V, confifts of three Movements, of which I have ipoken
in Chap. I, § 8, No. 1. |

Y 21.  All that I have obferved above, refpeéting Sonatas, may alfo be underftood of

Sonatinas, with the.only difference : that, as they are fhorter pieces than Sonatas, they
cannot properly contain fuch long, grand, and elaborate pailages as the latter.

¥ 22. That all forts of Sonaias and Sonatinas may be calculated ¢
Ienibed charaéleriftics, follows from what I have faid in Chap. 1, §

According to this defcription the nature of Symphonies requires :
Jeéts, and a more grand and manly Elaboration,

a fimpler fort of Syb-
than what would be proper for the finer

I. Of Symphonies in General,

S 2. From what I have faid above, it follows :
be fet for, and performed by an Orcheftra.
arranged for fewer Inftruments, or even for
they may be alfo originally compofed in the
their general charater as defcribed in § 1.

In regard to their particular charalter, Symphonies may be either charaeriftic
free. |

that Symphonies in general require to
But as thofe written for an Orchefira may be

one Keyed Inftrument only, it follows : that

latter forms, if only proper attention is paid to

or

A. OF CHARACTERISTIC SYMPHONIES.

§ 8. By chara&eriftic Symphon_iés I mean thofe, which are to exprefs a certain
prefcribed charaéter ; and the faid charaer may be exprefled either in general only, or

both in general and with regard.to particular charadteriftics, as I fhall now endeavour to
{hew.

§ 4
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§ 4. One of the moit chara&eriftic picces I know, 1s George Benda’s Ariadne of Naxos,
mentoned at Chap. I, § 14: being a Duodrama of one Act, written and compoied io,
that the two alting perfons fpcak, (not fing) their parts as ufual, and that the Muhc ex-
prefles at the intervals of everv period, and fomenmes at thorter ftops, the character ol
+he fentiment. It is one of the molt expreflive pieces of compofition, and univerfally ad-
mired in Germany, fo that 1t has been arranged for a Keyed Inftrument : and 1 wilh that
it mmght at leaft in this latter form be publifhed 1n this country. The gencral character
of it is the ferious or rather tragic hiftory, of Thefeus's lcaving Ariadne on the Iile ot
Naxos: and every Pariicucer characteriflic, by which it 15 poctically cmbcllithed, 18 €X-
prefled in the Muflic.

After the above 1 beg leave to mention again my Shibwreck, Op. V1, as a Symphony cal-
culated to exprefs throughout a pre{cribed general charader. with its dariicular characte-

riitics.

§ 5. A fccond clafs 15 formed by thote Sj.'mphonics, which are calculated to exprels a
preforibed gencral character, but without ponting out 1ts paruicular charattenifhics, or the
places where they are to appcar.

Beauriful examples of this fort arc Hevdn's Seven words of Chriil on the Crois, as pub-

lithed in feven Movements, of which the laft, the Earthquake, 1s particularly expreihve.

§ 6. The laft clats of characteriflic Ssmphonies comprehends thole, calculated (o cx-
preis a nrefcribed gemerad character, without nointing it out in their title, or without re-
gard 10 prefcribed pariace 1 charactoriftics.  And of this fort are all proper Ouertures.

An Ouerture 1s a picce calculated to O0pen OF precede a mufical or other Action or So-
lemnity. I 1t {hall precede an Opera, Oratorio. or another theatrical Piece, it ought not
to be o long as to keep the audience 1n a long {ufpenie : except when this {hould be re-
quired : but the more it contains of the general charalter of 1ts refpective piece, and the
more it ferves to prepare the hearer for the fame, the better it 1s.

Woft antient Overmures are found confifting of fwo Movements, v1z ¢ the firft a Grave
or fomething jolemn ; and the fecond a fuguse 1n the character of the piece. But modern

Compofers feldom bmd ‘hemfclves to that form; and the Fugues in particular are quite
neglected.

When fome of Haydn’s or other Authors’ Grand Svmphonies are called Overtures, 1t 1s,
becaufe thev are calculated to open a crand Concert. But as they allude to no particular
Hiftory or Action, there can be no other charaCeriftic expecied in them, than that of a
Solemnity of Movement and Modulation, and a varicty of predominating pafiages on the
principal Inftruments contained in the Orcheftra, for which purpole they arc excellent.

B, OF TREEL SYMPHONILE.

§ 7. Under this denomination 1 comprehend all thofe Symphonics which have no pre-
feribed Charalter : though 1 have faid before that cverv Mufical Picce ought to have fome

ceneral charatter. (Chap. I, S 14.)
They mav be ufed either to precede a Concert or Theatrical Piece hke an Overture, or
to fill up fome intervals berween the faid pieces ; or alfo on any other occafion.

§ 8. They may be writien of any rcafonable Length, like Sonatas, (fec Chap. 1l

& 4,) and confil of the fame Number and Variety of Mevements as Sonatas, from which
thev
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they differ chiefly in the particulars mentioned at § 1 and 2. But Havdn’s Svmphonies ge-
nerally confilt of four Movements, viz: an Allegro : an Adagio; a Menuectto : and a
Prefto ; or iome other Movement f{imilar to thefe. In moft of his latter Syvmphonies that
Author alio begins with a fhort Adagio before the firft Allegro, which ferves to prepare
the hearers for the piece to which it is an introduction, and heightens the effect of its be-
ginnung ; and mone, (No. XII,) he introduces an Allegretto inftead of the Adagio.

N. B. Here, and in fome other paris of this Chapier, I refer to Hayan's twelve Sym-
phomies lately publifhed by Mr. Salomon.

That any other Number as well as judicious Variery of Movements, than thofe men-
tiened above, may be introduced ina Svmphont, follows from what I have faid in Chap. 1,
refpecting the Plan of a Piece, in general as well, as in all its particulars.

Y 9- The Harmony and the Pafluces of the Symphonies 1in queftion, muf, according
to § 1, be more grand and bold, than {ublime or embellifhed with graces. And though
predominant melodious paflages mav be given to the different Infiruments, or even Varia-
tions be introduced in the {low Movement - vet they [hould alwavs be fo fimple, that more

than one performer of moderate capacity, can properlv execute them at once, and never
relemble a Solo in a Concerro.

Y 10. Inregard to Modulation, the Symphonies in quefaon mufl be conformable to
the Plan pointed out in Chap. I, § 5—13; and t0 § 1 of the prefent Chapter.

I1. Of Symphonics for an O;*'.;:];zﬂ'ra.

Y 11. When a Symphony 1s to be written for an Orcheltra, there ought to be confider-
ed: firft, the conftruction of its Sudjedds; fecond!v, the diftribution of its Harmony between
the different Inftruments.

Y 12. If a Symphony for an Orcheftra fhall not be imperfect, its principal Subjells
ought to be of fuch a nature, that all Inftruments can execute them. orat leafl Join in them
in the principal Kev. If this rule is not attended to, a Symphonv cannot anf{wer the pur-
pole of employing the whole Orcheltra to advantage ; and Havdn will be found Very par-
ticular 1n attending to this rule, for the fubjects of molt of his beft Svymphonies are not
only calculated for the Horn and Trumpet, but even for the Kettle Drums, of which the
beginning of No. I, of the rwelve mentioned at § 8, may {erve for an Example.

In this particular the firft Allegro of mv Analvzed Svmphony, Op. VI, is deficient, for

its firlt Subject can neither be executed entirely, nor be well accompanied by ealv and
- natural founds of the Trumpet and Horn; the faid piece 15 therefore better calculated for
the form in which I have publifhed it, than for the ufe of a grand Orcheftra.

S 13. The difiribution of the Harmony between the different Infiruments employed in a
Symphony, is al{o an object of importance 1n compofing it, for the leaft inattention or unfkil
fulnefs in that re{pect may {poil the beft harmony. It i1s therefore nccellary to obferve : that
!:he harmony of a Svmphony muft confiit throughout of at leaflt four regular parts, except
In extraorcinary cafes, where any of the parts may reft a fhort tme; and that, in oc-
neral, the faid four parts mult be given to the four princvpal Infiruments, the firft Violin,

¥ the
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" the fecond Violin, the Viola or Tenor, and the Violoncello or Bafs. For the {aid Inftru-
ments the four parts of the harmony muft confequently be calculated 1n {o far, that they
lie within their compafs as well, as are practicable on them for players of a modercte
capacity. How exceptions may be made from this general diftribution of harmony wili
appear at the end of this §, and 1n § 14.

The other Inftruments of the Orcheftra may be brought in as follows :

1, In Unifons, or paflages where all infiruments play the fame melody, though in dit-
ferent O&aves. Here the firft and fecond Flute, Hautboy, or Clarinet, may go in the Uni-
fon or in the higher or lower Oftave, with the firft and fecond Violin; the firit Bailoon
with the Tenor, and the fecond Bafloon with the Bafs; and if the paflage 1s calculated for
Horns and Trumpets they may be introduced in that Oétave where they can ferve beit, or
elfe they muft have refts.

2, In Tuttis, or paflages where all inftruments come in, but not with the {ame melodies
as above, the diftribution may be made in two different ways, viz : firflt like as in Unilon
Paffages, which I have thewn juft now; fecondly, fo, that fome or all Wind Inftruments,
take the harmony like as in Chords of Thorough Bafs, confequently without playing all the
Notes of the principal parts; in which cafe they may have either folding notes, Or notes
inter{perfed with re/fls.

g, In Solos, by which I underftand thofe paflages where one or a couple of inftruments
have a predominant melody, though not of {uch anature as Solos in a Concerto, ({ce § 0,)
the harmony may be diftributed in many different manners, of which I fhall {hew the
following ones, viz : firft, if the Solo is for one or two of the four principal Inftruments -
(Violins, Tenor, and Bafs,) the other principal inftruments may accompany it {o as not
to overpower the Solo, and cone or more wind inftruments may join 1n the accompani-
ment fo as to take the principal notes of the harmony, but Piano, that the Solo be not
obfcured. Secondly,if the Solo is for one or two treble Wind Infiruments (Hautboys, Flutes,
Clarinets, or fometimes the Trumpet) the Violins may play the principal notes either
‘holding, or with intermixed refts, or pizzicato, and the Viola or Bafs join in the fame
manner, or differently from the Violins; the other Wind Infiruments may according to
circumftances either have refts or join in the accompaniment. Thirdly, if the Solo 1s for
one or two Bafs Wind Inflruments (Bafloons, Trombonos, or in fome mealure Horns,) it
may be accompanied by the four principal inftruments, {o that the Bafs and Tenor do not
overpower the Solo parts; and if required treble Wind Initruments may join 1n the Ac-
companiment.

In ail the above cafes one of the principal Infiruments may alfo have refts, and the har-
mony confift but of three regular parts, as will require no demonilration.

§ 14. WhenI have faid at the beginning of § 13, that the harmony of a Symphony
fhould confift at leaft of four regular parts ; it is natural, that harmonies of five and more -
real parts, fhould alfo be allowable in Symphonies as well as in Concertos or other Vocal
and Inftrumental Pieces. I fhall therefore now endeavour to make fome remarks on the
faid greater number of parts.

In five real parts, the principal Inftruments may be: two Violins, two Tenors, and a
Bafs, which take the principal parts of the harmony in the fame manner as 1n four parts ;
and all the obfervations made in § 13, under Unifons, Tuttis, and Solos, are alfo applica-
ble to five parts, 1f two Tenors are taken 1nftead of one.

To fet more than five real parts throughout a Symphony, is uncommon, and may only
ferve for extraordinary purpofes, as five is plenty for our ear to attend to. But for the

{aid
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laid extraordinary purpofes, fix, feven, or eight real parts, may occafionally be_introdu'ced,
in a Symphony of only four parts.

may coniift of twelve or more parts, yet the faid parts may only contain a Harmony of
three, four, or five real parts, and all the others are biat mere duplicate parts.
By real parts therefore I underftand thofe, which are effential 1in the harmony of the

piece ; and by duplicate ones, thole, which are only drawn from the real parts, either by
doubling them in the Unifon or Ocave, or by leleCting from them the principal notes of
the harmony, in the different manners fhewn at § 13, No. 2, and 3. |

Refpecting this diftin¢tion, between the parts of a harmony, Kirnberger mentions a
Score by Schetbe which confifts of nineteen parts, and yet contains but a harmony of ¢Aree
parts. (See his Kuntft des reinen Satzes, Part II, page 39.)

As the limits of this Effay will not allow me to give Examples of all I have faid in the
prelent Chapter, I muft inftead of them refer the diligent reader to an attentive hearing of

the Symphonies of good Compofers, particularly thofe of faydn, and to the ftudy of their
Scores, if he can meet with any of them. '

&

L11. Of Symphonies for one, or onty a few Infiruments.

S 16. In § 21 have faid, that as Symphonies compofed for an Orcheftra, may be arran-
ged for fewer Inftruments, or even for one Keyed Inftrument only, they may be alfo ori-
ginally compofed in the latter form, if only proper attention is paid to their general cha-
racter as defcribed in § 1. But it muft be oblerved, that though in writing Symphonies
for one or only a few Inftruments, a compofer 1s more at liberty in the choice and con-
ftruttion of their Subjes, and has lefs to confider in regard to the diftribution of the Har-
mony, than in writing them for an Orcheftra : yet he i1s deprived of the principal means
of rendering them grand and more like Symphonies than Sonatas, by not having to em-
Ploy in them the powerful and various effeés that can be produced by an Orcheftra. - If
therefore the Symphonies in queition fhall not be too much like Sonatas, it is required to

give them more plain, but alfo more grand and bold Harmonies and Palflages, than what
would be proper for Sonatas according to Chap. II.

§ 17. Under the above limitation Symphonies may be written in all the forms of So.
natas delcribed in the {aid Chapter, viz : for one Solo Inftrument only; for one or more

Principal Inftruments, with Accompaniments; or for two or more Concerting Inftruments
without Accompaniments.

From this it follows : that Solos, Duos, Trnios, Quartetts, Quintetts, &c. may be fet in the
{tyle or chara&ter of a Symphony as well as a Sonata, if their author is able and diipofed
to diftinguifh the two Charaéters: but that if no particular attention is paid to the true
Characteriftics of a Sonata ora Symphony, all the faid pieces for one or a few Inftruments
may relemble both. But in the latter cafe I would rather call them what they are in

Some good Symphonies for a Keyed Inftrument only, have been written by Emanuel
Bach, George Benda, and Schobert » and the belt collettion I know, as arranged for the

Piano
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Piano Forte, a Violin, and a Violoncello, is that of Haydn’s Twelve Symphonies, mentioned
in § 8. |

#

CHAPTER 1IV. OF CONCERTOS.

§ 1. A Concertois a grand Inftrumental Piece,’chieﬂy calculated to fhew the abilities
of a Player on a certain principal Inftrument. It confifts of Tuttis, in which it refembles

a Symphony, and of Solos that are like the principal paflages of a grand Sonata; and con-
fequently may be confidered as a Compound of Symphony and Sonata.

f aak

I. Of. Concertos in General.

§ 2. A Concerto may be written, for one, two, or more Principal Inflruments, with
the accompaniment of an Orcheflra ; or tor the faid grincipal inftruments, with the accom-
paniment of a few inftruments only ; or for two or more Keyed Inftruments without any
accompaniment.

The particulars which muit be confidered in all the faid forms of a Concerto, are: firit,
its Length and Charaéler; {econdly, the Number and Nature of its Movements; thirdly, the
Fancy Cadences which may be introduced 1n them. |

A. LENGTH AND CHARACTER OF CONCERTOS.,

§ 3. The proper Lengthot a Concerto depends upon the fame general rule I have given
refpecting the length of Sonatas, 1n Chap. 1l, § 4. For it may be fet as long as it can be
expeted to engage and entertain our attention ; or as fhort as it can be made without
becoming infignificant. And though Quaniz 1n his excellent Treatife on the art of playing
the German Flute, (Anweifung die Fléte zu fpielen,) Artic. XVIII, thinks a Concerto
fhould properly laft about a quarter ot an hour, viz : the firk Movement about five; the
- f{econd, five or fix; and the third three or four Minutes; yet I have obferved in the quoted
- place, that much depends upon the nature of Subjefts, and the forts of Elaboration, and
that confequently no certain length can be fixed in general for Concertos as well as Sona-

tas and Symphonies.

- § 4. The Charagier of a Concerto may, like that of a Sonata or Symphony, be either
prefcribed, or optional. For, though 1 do not recolle& having heard of any charaéterifivc
Concertos, fimilar to chara&eriftic Sonatas or Symphonies ; yet what can prevent a great
Compofer to write the former as well as the latter if he choofes it ? For, would Emanuel
Buach not have been able to write a Concerto, to exprels a Converfation between a Melan-
cholicus and a Sanguinicus, as well as his celebrated sonata of that Chara&er? And nught
ot fuch charaéteriftic Concertos be expefted to entertain more than thofe of the common
fort? But in gencral they are of an optional Charatter, that 1s to fay, calculated to exprels
nothing particular, but a grandeur of Harmony 1n their Tuttis, and brilliant paflfages n

their
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their Solos ; and in that quality they can anfwer no other purpofes, but fhewing the hearer
how' the Compoler could fet them, and the principal Performer execute them.

B. NUMBER AND NATURE OF THE MOVEMENTS IN CONCERTOS.

S 5. Though any judicious Number as well as Variety of Movements may be intro-
duced in Concertos, as well as in Sonatas or Symphonies, and the Concertos of Handel,
Corellz, Geminzani, Dr. Arne, and Stanley, are found confifting of various and different
Numbers and forts of Movements; yet modern Concertos in general confift of three
Movements, viz: a lively, a flow, and another lrvely one. And as a perfon who is able to
compole a Concerto properly of ¢hrec miovements, will alfo be able to write one according

to any other judicious plan, I think it fufficient if I go through the particulars which muit
be confidered in the faid tAree movements..

§ 6. The fir/t movement is generally an Allegro. The two Setions or four Subfections

of which 1t confills, according to the general plan of a piece thewn in Chap. I, § 11, are
managed as follows:

The firfl Subjeltion is a Tutti, calculated to exhibit the number and fort of inftruments
that fhall be ufed in the Concerto; and to imprefs on the ear of the hearer, the Key and

Mode, the principal Subjets, and the Charaler of the Movement. It confequently
{fhould be in the Key, with the fort of Modulation lhewn in Chap. I, § 11. And nothing
fhould be mtroduced in it, but Subje@s or Pallages, which are to be elaborated in the
courfe of thc movement. Some authors make this Tutti longer, and others fhorter : but
commonly 1ts length is about one third, or fourth, of the whole frfi Section. It ends,
either with a perfeét cadence in the Key; or better, with the half cadence on 1ts Domi-
nante, according to my Effay on Harmony, Chap. X, § 7.

The jfecond Subfeliion begins with, and chiefly confifts of, a Solo, calculated to fhew
the powers of the principal inftrument, and the abilities of the principal performer. The
{aid beginning may be with the Subje€t or Subjefts, without any variation; or with a Ju-
dicious variation or imitation of the fame. This Solo is occafionally relieved by fhort
Tuttis, tokeep up the grandeur of the piece; and when it has got its proper length, which
- 15 about twice or three times that of the firft Tutti, a conclufion is made, commonly with
a Tutti, 1n the Fifth, or (in minor,) in the Third of the Key, by which the firlt Sefon is
completed. The proper Modulation for this part of the movement, fee alfo at Chap. I,
§ 11.

The third Subfellion is fimilar to the fecond, in confifting of a Solo relieved by fhort
futiis ; but it is different from it in the fort of Modulation and Elaboration it admits of,

The fourth Subfeltion again contains a Solo, which generally begins with the Subjeét in

the principal Key, and continues with the fort of Modulation and Elaboration thewn at
Chap. I, § 11, till it is about fo long as the third Subfeftion ; when it proceeds to a grand
Cadence on the Key note, of which I fhall {peak 1n § 10; and after this cadence a fhort

Tuttr 1s added as a Coda, to make a complecte and formal conclufion of the frlt Move-
nient.

Ny

Y 7. The Jfecond Movement is generally an Adagio, or other flow movement. It may
conhit of two long Scélions, planned fimilar to thofe of the firlt movement ; or of two

G Jhort
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~ jhort Seétions, with variations ; or be {et in the form of a proper or improper Rondo,
without, or with variations of the Subjeéts; or in any other well calculated form. In
A1l the faid forms it may alfo contain, a fancy cadence, like the firlt movement ; or, in the

laft cafe, tranfitory fancy paflages, to lead 1n the returning fubje€t ; and Solos and Tuties
may be judicioufly intermixed 1n it, like as in the firlt Movement.

§ 8. The tlzirc} Movement ufes to be of the quicker, or guickaﬁ’ fort again. It may
be fet in any of the different forms mentioned in § 7; if only proper attention 1s paid to
all the particulars, pointed out in § 2, and through the whole of Chap. L.

§ 9. Inall three or more movements, the Solos may be accompanied with any one,
two, or more {uitable 1nfiruments, and with more inftruments in one, or fewer in another
place; according to the nature of the paflages, and the purpofes of the compofer. And
though the Solos of one and the fame Movement muft bear a good proporiion to each
other, yet their Length and Difpofition fhould alfo be calculated to produce a fanciful
variety, which is one of the beft qualities of a good compoiition.

C. THE FANCY CADENCES.

§ 10. The grand Cadence towards the end of the firft movement, which I have men-
tioned in § 6, is commonly let with a Paufe over the leading note, and it 1s ufual to In{ro-
duce .a Fancy between the chord of the fixth and fourth, which {ufpends the leading
chord on that note, and the leading chord itfelf. In regard to the faid fancy, Ihave given
three Rules in my Efay on Harmony, Chap. XVII, § 13; the firlt of which I will endea-
vour to exprels here a little clearer, and the fecond and third I {hall repeat for the conve-
nience of the reader.

Rule1, (altered.) The whole can properly confift of no other harmony, than what may
be introduced as a continued cadence or an Organ Point, between the fufpending chord,
(or chord of the fixth and fourth,) and the leading chord, on the leading note.

For, the fufpending chord creates a defire to hear its refolution in the leading chord.
This fufpenfion therefore may be continued, by letting the harmony go {everal unexpelted
but regular ways, In the fame manner, as the refolution of the Effential Seventh may be
fufpended; (lee Effay on Harmony, Chap. VI, § 6;) but the whole muft remain one con-
4o ed cadence, like an Organ Point, and no fatisfaétory conclufion muft be made 1n it, be-
{ore the fufpended final refolution.

vet the following liberties are allowable in the cadence in queftion, viz : fi7/2, the Bals
"ote need not be continued, as in a real Organ Point, if only the harmony 1s of fuch a
nature as to admit the fame note, when fuppofed under 1t ; fecondly, the harmony may
take even fuch turns, as to oblige the fuppofed holding note to quit its ftation for a few

chords. But this laft muft be done with great difcretion, and under the limitations of what

I have faid in explanation of the rule n queftion.
Rule 1. No other pajffages mult be introduced in a fancy cadence, than what are con-

formable to the Style, Movement, and Meafure, of the piece 1n which it is made;
~ though without confining it to one fixed movement Or meafure, which would be againit the

following rule. | |
Rule 111. The more novelty, richnefs of modulation, and variety, a fancy cadence contains

without trefpafling againit the two foregoing rules, or without making it too long, the
better it 1s.
§ 11.
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y 11. Conformable to the above rules are all the written cadences of great authors as
well, as the extemporary ones of good and firi& players.

Two fine examples of written cadences fee at Plate X and XI. They are tranfcribed
from Clementi’s Mufical Charatteriftics, Op. 19, mentioned at Chap. II, § g, and will be
found {triftly conformable to the above rules in § 16. The Sz, (that at Plate X,) is of
the firlt fort, mentioned under the lberties allowable according to Rule 1. For, the

firlt Bals Note might have been continued throughout, as in an Organ Point, though it has

not- been continued. To prove this, I have analyzed the harmony the cadence contains,
by thorough Bafs Figures. The fecond, (that at Plate XL,) 1s of the fecond fort, men-
tioned 1n the fame place. For, the harmony does not admit of the continuation of the
firft bals note through the whole cadence, and yet the whole is felt as one continued
tadence throughout, according to Rule I, § 10. - I have alfo analyzed the fine courfe of har-
monies contained in this example, by thorough bafs figures; and as I had room for it
{ubjoined to it another line with the fundamentzl bafs of every chord, according to the
principles of my Effay on Harmony.

But though authors like Haydn, Mozard, Kozeluch, and Clementz, may take the laft
fort of liberties, I would advife young Compofers or Players, not to venture beyond the
above firlt example, till they have a fufficient command ove

And all thofe who have no real knowledge of harmony and compoiition, f{hould not at-

tempt writing or extemporifing any fancy cadences at all. F or, nothing can more torment
- @ mufical ear, or more fpoil the effeét of a concerto, and more expole an author or player,
than a bad fancy cadence.
That the cadences in queftion may be introduced in all three movement

I have already faid above ; yet they fhould not be ufed too often,
Of double Cadences, {ee \ 13.

s of a Concerto,

1. Of Concertos in regard to the Principal and other Inftruments, Sfor whick
| they are fet.

A, OF THOSE FOR ONE PRINCIPATL INSTRUMENT.

Y 12. If aconcerto is compofed for one
Simple Concerto, 1n diftinGion from Double

lerved in {imple concertos are as follows :

Firfl. They muft be planned and conftruéted, according to all that has been fajd in the
foregoing part of this Chapter.

Secondly. The Solos muft be particularly calculated for the
Concerto. Of which fee Chap. I, § 17.

Thirdly. The number as well as nature of the inftruments
properly confidered.

That a Concerto may be written with accompaniments for onl
a fmaller or grander Orcheftra, I have already mentioned in § ».

The {malleft number of accompaniments generally
Forte 1s: two Violins, a Tenor, and a Bafs:

Tenor 1 a fer dedicated to Her Majelty. To thefe ma

aad Horns, or all the inftruments of a grand Orcheflra
quire it,

principal inftrument only, it may be called a
Concertos. The particulars which muft be ob-

principal Inftrument of the

for accompaniments muft be

y a few inftruments, or for

y be added Flutes or Hautboys,
» as circumitances permit or re-

Other
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Other confiderations, refpefting the Nature and Combination of inftriiments, which
relate particularly to Concertos for a Bow, or W ind-Inftrument, {ee in Chap. XI, § 2.

&8 feq.
All thefe particulars will be found attended to in the Concertos of good Compolers.

B. THOSE FOR TWO OR MORE PRINCIPAL iNSTRUMENTS.

§ 13. According to the number of principal inftruments a Concerto may be called 4
double, triple, or quadruple, one. But it 1s more cuftomary to fay : a Concerto for two
Violins, or for three Hautboys, or for two Hautboys and two Bajffoons, &c. as allo a Concertantc.
And the following are the particulars which ought to be oblerved in all forts ot them :

Firff. The whole muit be planned and elaborated according to what has been faid from
§1to§ 11, in this Chapter.

Secondly. 'The Solos muft be particularly calculated for the principal Inftruments, and
accompanied with [uch inftruments as are moft fuitable to them. See Chap. XI, y 2,
&3 fegq.

Thirdly. The Subjeéts muft be of fuch a nature, that every principal inftrument can
: mitate them ; though they may fometimes be imitated by cach inftrument in a different
manner, or in a manner peculiar to that inftrument.

Fourthly. All principal inftruments (hould be equally employed in the Solos ; but every
one according to its particular nature. Yet fometimes the one, and then another may reit,
if a judicious compofer finds occafion for 1it.

Fifthly. 1If there fhall be tancy cadences introduced in them, they ought always to be
previoufly written and [tudied, fo that every principal in{trument can appe€ar to advantage
in them.

A fine triple Concerto is the well known one by Fifher, originally compofed for three
Hautboys, and now ufed for an Hautboy, a Violin and Violoncello.

Fine Concertantes, which conilitute a medium between Symphonies and Concertos, are

thofe by Pleyel.

§ 14. 'The antients have alfo written Concerti Groffi, or Concertos in which all or moft
parts have been principal, or concerting. But as they muil have been too laborious to

compofe, and too intricate for the generality of hearers, to perceive all the beauties they
contain, they are become out of fafhion.

c. CONCERTOS FOR ONE OR MORE SOLO INSTRUMENTS, WITHOUT ANY
ACCOMPANIMENTS.

§ 15 Asl have, in § 1, confidered a Concerto as a piece 1n which the properties of a
Symphony and a Sonata are united ; and both thefe pieces may, as I have allo {hewn be-
fore, be written for one or two {olo inftruments, without any accompaniment, 1t follows,
that Concertos may be written 1n the {ame manner. But as one of the principal charatte-
“iftics of Concertos is Grandeur, and as it is more neceflary to diftinguifh 1n them the full-
nels of Tuttis, from the nicety of Solos, than in a Symphony, or in a Sonata, 1t alfo fol-
Jows : that they cannot be properly written for any other Solo Inftrument, but the Organ,
or two or more Piano Fortes.

The Organ naturally is beft for the purpofe 1n queftion, particularly one with two or
more f{ets of Manual, and a good fet of Pedal Keys. Lor on fuch an inftrument, the

grandeft
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grandeft Tuttis may not only be executed, but alfo the fineft Solos, imitative of particular
inftruments, either on one of the Manuals, or even on the Pedals, as we have feen Vogler,
and Haefsler, do fome years ago. | |

That Sebaflian Bach has written Concerios for two, three, or even four Keyed Inftru-
ments, which I {uppofe to be without accompaniments, I have mentioned in Chap. II,

CHAPTER V. OF FUGUES IN GENERAL.

§ 1. A Fugue is a piece, in which one or more {ubjetts are imitated according to fome
particular rules, which I fhall thew in this, and the two following Chapters. It admits,

and requires, a clofer combination of the arts of harmony, imitation, and double counter-
point, than any other piece of compofition ; and therefore writing a good Fugue is not
only the fureft proof of a compofer’s being a perfe€t harmonift, but the knowledge of it
alio enables a compofer to write any other fort of mufical pieces more original, and with
more 1ngenious mventions, than what he would be able to do without fuch a knowledge.
The principal work treating of Fugues hitherto known, is that by Marpurg, entitled :
Abhandlung von der Fuge, Berlin 1753, two volumes in quarto; tranflated into the French
1756, entitled Traite de la Fugue. But though the truly great merit of that work has per-
haps never been difputed, ‘yet I know from my own experience as well, as from the telti-
mony of my friends, that it is very dificult to learn to write F ugues by it, becaufe it does

are required in any art or {cience, for laying a {ure foundation upon them, or fetting out
from them. This I have endeavoured to do, as much as lay 1in my power. And it fhall
be my higheft ambition to find, that the diligent reader, who ftudies this Eflay according

to the Rules laid down in the Introdu&ion, has been enabled by it to form a clear idea of
the doctrine of Fugues.

2. All Fugues may be brought under the two general denominations, of pertodical,
and canonical ones. The former, which I fhall treat of in the prefent, and the two fol.

lowing Chapters, are commonly called fugues only ; and the latter, as will be explained

A Fugue according to the above definition, is a piece, in which but a certain Perzod,
ltran, or phrafe, is imitated according to its rules: and a Canon, that, in which the whole

beginning melody is imitated throughout; as I have faid in my Eflay on Harmony, Chap-
ter XV, §8, o.

S 8. Sulzer or Kirnberger fuppofes, and Dr. Burney and Dr. Forkel whom I have taken
the liberty of confulting about it, allow, that F ugues had their rife, in the Antiphones of
the antient Church, where a prieft or choir lung a fhort fentence, and the congregation
or another choir fung ananfwer to it. But both, the quere and the an{wer, were fung in
a fimple melody or unifon, without a counterpoint to them. From the nature of the {aid
Antiphones, from the nature of the antient Ecclefiaftical Modes in which they were {fung,

H and
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and from their improvements by the gradual introdu&ion of fimple and double counter-
point, follow all the principal rules on which Fugues ftill depend. )
N. B. A feries of very judicious remarks on this fubje&, fee in Dr. Burney’s Hiftory of

Mufic, Vol. II, page 466, & feq.

§ 4. Relpeting the nature ot the faid Antiphones, it was natural, that if the begin-
ning and the anfwering perfon or party (hould feem to agree in the objeét of their devo-
tion. the latter muft smitate the former. This 1s what we ftill obferve between the Subject
and the An{wer 1n Fugues. -

§ 5. The nature of the antient Ecclefiaftical Modes, 1n which the Antiphones in quei-
tion were fung, required, thatif the firlt melody was in the authentac mode of a certain
key, the imitating one muft be in the plagal mode of the fame key; or vice verfa. This
produced an agreeable varicty by the tran{pofition, without making an alteration in

the melody, and laid the foundation to Fugues in the fifth. See 133 and Chap. VI, § 8,
g, 10.

§ 6. By the above-mentioned Improvements of Mufic it was invented, to employ both

And from two parts the antients gradually procecded to taree, and four parts, in which
the fubjeét and an{wer were alternately imitated in the three following manners, viz : firft,
fo, that every part became equally interefled in the harmony ; fecondly, that the fubjett
.nd anfwer returned in the different parts, at €very opportunity, and without a fixed
rhythmical order ; and thirdly, that no full (or fatisfaltory ) conclufion was made 1n all the
parts at once, before the real end of the piece. Thefe particulars were calculated to re-
prefent an equal eagernels in every part, to affift 1n the {olemnity of the devotion as much
as poflible, to repeat or imitate the principal thought as often as poilible, and not to let it
be given up till they wereall apparently fatisfied with hearing and repeating it. |

Thus real Fugues of three, four, and more parts were completed. And though many
improvements have {ull been made in them, by introducing the modern diatonic chro-
matic enharmonic Scale, and all the harmonies and melodies it affords, and by not con-
fining Fugues to the Church and the limited paflages of Vocal Performers only, but by
cultivating it with 211 the unconfined melodies, which can be produced by good Initru-
ments: yet the knowledge of the above fimple and natural courfe of their 1nvention,
fpreads fuch a hight over that {ort of mufical pieces, that it facilitates the ftudy of them,
and teaches us, to compofe Fugues according to their true and original nature, without
confining ourfelves to the antient limitations, under which they were written 1n former

ages.

§ 7. The Fugues hitherto known may be divided, 1nto proper, Or improper ; {inct, or
free ; fimple, or double ones ; Fugues in the Fifth, or in fome other interval; in equal,
reverfe, or any other smitation ; and 1n two, or more parts. According to all thele par-
voulars I fhall endeavour to give a defcription of them, in the following part of this
Chapter. '

I. Of
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I.  Of proper or wmproper Fugues.

§ 8. A proper Fugue is that, in which all the principal charalteriftics of a Fugue are
found ; and one that 1s deficient in fome of the {aid characteriitics 1s called an improper

Fugue. But by the latter I do not mean Fugues which contain any unpropriety of har-

mony or Compoﬁtion as that would render them undeferving of ftanding in the lift of
regular pieces at all.

Proper Fugues therefore are : thofe fix by Handel, publifhed for the Organ by Walfh ;
alfo twenty-four Fugues by Sebaflzan Bacn, which I intend to publifh analyzed if I find
{fufficient encouragement for it ; and all fimilar Fugues for an Orcheflra or not.

Improper Fugues, but yet the moit excellent pieces of compofition, are many of the
Chorufes and other pieces of Handel, who, as one of the greatelt Fugue writers in thc
world, has thereby fhewn, how the knowledge of writing Fugues may give dignity to
free pieces, fee § 1.  Sebaflian Bach allo has written a whole collettion of improper

Fugues, 1n two parts, for a Keyed Inftrument, entitled : Inventions, which deferve to be
known and {tudied.

| II. Of firiit or [free Fugues.

§ 9. When a proper Fugue 1s fet fo, that no liberties are taken 1n its firft anfwer, and
that it confifts throughout of nothing but the Subject and its Anfwers, with fuch conneétive
~ pallages as are related to the Subject or its Counterpoint, 1t 1s called a fir2éz Fugue ; but
when liberties are taken in the firft Anfwer, or when the whole 1s {et with more freedom
than the ftriét rules allow, it is a free Fugue. Siris? therefore are all thofe I give in the
“Plates of this Work ; and free, but {et with the molfl judicious freedom, fome in Handel’s
Oratorios as well as Concertos.

§ 10. A Fugue which depénds but on One Subjett, 1s called a Simple Fugue.
One depending on Two Subjetts, is called a double Fugue.
- - - - three - - triple :
- - - - four - - quadruple —.

But often the word double Fugue only 1s ufed, to indicate more than one Subjelt ; 1n the

fame manner as double, triple, and quadruple Counterpomts are commonly comprehended
under the general denomination of double Counterpoints.

A Fugue of five Subjeéls 15 called a guiniuple ; and one of fix Subje&ts a fextuple one.
Of more {ubjects I do not recolle&t having {een Fugues; and indeed it requires a great

acquaintance with the art of the Fugue, to be able to perceive and comprehend every
{ubject and 1mitation 1n a guadruple Fugue only, {o that {triét Fugues of more than four

fubjelts ferve more for examples of the great abilities of their Authors, than for an ex-
traordinary entertainment to mofil hearers.

Of all thefe Fugues I fhall fpeak in Chap. VII.

I1I. Fugues in regard to the Interval in which the Anfwer is made.

§ 11. As the Subjeéts of free pieces may, according to circumftances, be imitated in
the Unifon, or any other Interval; fo the Subjeét of a Fugue may alfo be anfwered, in

the
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the Unifon.or Oflave; in the Fifth, or Fourth ; in the Third, or Sixtk; and in the Seventh,
or Second.

' § 12. But according to what I have faid in § 4, the anfwer muft be like the {ubject,
and this not only 1n melody, but alfo in charater; and it muft alfo produce an agreeable
mufical variety. Itis therefore neceffary to fhew in which Interval thefe two qualities

can be united belt; and alfo, what ought to be obferved refpeéting Fugues with anfwers
“in the other intervals.

§ 13. In Fugues in the fifth, or inverted the fourth, the anfwer appéars in a key dit-
ferent from that of the fubjeCt, which produces an agreeable mufical varicty ; and yet, if
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