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PREFACE.

e e ——

To facilitate the attainment of the Musical Science ;
to engage the attention of young Students to a dry subject,
by exciting their curiosity ; to bring the leading principles
in one point of view, disentangled from the obscurity into
which some Theorists have enveloped them; is the objeet
of the present Work.

The Author, adopting a plan entirely new, has thrown
the most important parts of the Theory of Music into the
form of Problems; an idea which he believes is original.

He does not lay claim to the invention of all that the
Work contains ; most of it is familiar to the respectable
part of the Profession ; nor does he pretend to communi-
cate in a short period, an art which requires long study:
his aim is to assist the memory of the Student, and to
impress on his mind the principles of Music and Thorough
Bass.

This Work is not in any degree connected with a
newly-introduced system of musical education”™, with
which the Author of the present Work professes himself
unacquainted, as he never attended any examination of
the Pupils, nor received from any one information on the

subject.
* The Logierian System,




PREFACE,

Should some of the following Problems have been
taught to young persons educated according to the above
system, it proves that ideas and inventions are not cen-
tered in one individual.

In publishing this Work, the Author’s sole desire is
to be useful, and to contribute his mite to the general
treasure towards benefiting the Science of Music, to the
study of which he has devoted many years. ~Should these
Problems be found to facilitate the acquirement of a libe-
ral art and elegant accomplishment, he will think his

labour amply recompensed.

Previous to his solving these Problems, the Student
must read attentively the Explanations given at the head
of each Chapter, to acquire some previous knowledge of

the principles.
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MUSICAL PROBLEMS.

- —
Ep

CHAP. L
ON"THE CLEFS.

THE Clef'is a mark placed at the beginning of the Staff,
to determine the names of the Degrees, and to fix the
pitch of the Notes. The Clefis always placed on a line
of the Staff. There are three Clefs used in Music,, which
determine the three great divisions of the Scale, the Bass,
the Tenor, and the Treble.

1. The Treble, or G Clef, is shaped thus, %
2. The Bass, or F Clef, thus, E

—_—

3. The Tenor, or C Clef, thus, ﬁ

The Treble Clef' is generally placed on the second
Line of the Staff ; in old French Music it is placed on the
first Line. (See Example 1).

The Bass Clef is generally placed on the fourth Line ;
in old Church Music it is placed on the third Line, and
called the Baritono Clef. (Example 1).

The C Clef may be placed on the first, second, third,
and fourth Lines. (Example 1).

When placed on the first Line, it is called the Canto,
or Sopranoe Clef. -

When placed on the second Line, it is called the Mezzo
Soprano Clef.

When placed on the third Line, it is called the Alto,
or Counter Tenor Clef.

When placed on the fourth Line, it is called the Tenor
Clef. :

B
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On the Piano-forte, the C Clef is found in the middle
of the Key-board.

The G Clef is five Keys higher.

The F Clef, or Bass Clef, is five Keys lower than the
C Clef.

PROBLEM I.—(Plate 1.)

To write the seven Notes of the Scale on a single Line of the
Staff.

Solution.~—Change the Clef at every Note, (Ezample 4).

PROBLEM II.

To ascend or descend the Scale, the Notes keeping on the same
Degrees of the Staff.

Sobuiion.—-—Changclthe Clef after every two Notes, (E.mmple 5).

e —

PROBLEM III.

To preserve the same name to the Notes while they change De-
grees on the Staff.

Solution,—Change the Clef at every Note, (Example 6).
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CHAP.' IL
ON THE SCALE.

A erADUAL succession of seven Notes, ascending or
descending, is called a Scale or Gamut.

The Scale may be Diatonic or Chromatic.

The Diatonic Scale, which is the natural Scale of Mu-
sic, consists of five Tones and two Major Semitones. These
are diiferently placed, according as the Scale is Major or
Minor ; in the Major Scale the Semitones are from the
third to the fourth degree, and from the seventh to the
eighth. (Example 7).

In the Minor Scale, the first Semitone is from the
second to the third degree in ascending and descending.
The second Semitone varies: it is, in ascending from the
seventh to the eighth degree, and in descending from the
sixth to the fifth degree. (Example 8).

The Chromatic Scale ascends and descends by a series
of Semitones, alternately Minor and Major. (Example 9).

— e E——— .

PROBLEM 1V,

To write on one Staff the Major Secale for the Bass and Treble.

Solution.~Place the Bass Clef at one end of the Staff, and the:
Treble Clef at the other end. (Example 10).

e R R

PROBLEM V.
To express on one Staff the Major and Minor Scale,

Solution.—Place the Treble Clef at each end of the Staff—by

turning the Book upside down, the Minor Scale will appear,
(Ewample 11).

B2

®
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CHAP. IIIL
ON TRANSPOSITION,

Wiien, to suit a voice or instrument, a Musical Com-
position is written or performed in a Key higher or lower
in point of pitch than the original, that change is called
Transpesition. 'To render the Transposition correct, all
the Intervals of the original Key must be exactly pre-
served : this can only be done by introducing the Sharps
or Flats proper to the new Key.

PROBLEM VI.

To transpose a Melody from the Key of C to any degree of the
Scale.

Solution—Add the Sharps or Flats which belong to the new
Key. (See Plate II1.)

1. To transpose to the Semitone above, add seven Sharps; from
C to C#, seven Sharps. (Example 12). '

To transpose to the Semitone below, add seven Flats ; from C to
Cp, seven Flats. (Exzample 12).

2. To transpose to the Major Second, or Tone above, add two
Sharps; from C to D, two Sharps; from D to B, four Sharps.
(Example 13).

3. To tranpose at the Minor Third above, add three Flats, In C,
no Flats; in EP, three Flats. (Example 14).

4. To transpose to the Major Third above, add four Sharps.
In C, no Sharp; in E, four Sharps; in G#, eight Sharps.
(Example 15),

5. To transpose at the perfect Fourth above, add one Flat; from
CtoF, one Flat; to B, two Flats. (Example 16).

6. To transpose at the perfect Fifth above, add one Sharp: in
G Major, one Sharp ; in D Major, two Sharps, (Ezample 17).

T —
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7. To transpose at the Minor Sixth above, add four Flats: in
C Major, no Flats; in A Major, four Flats; in F b Major, eight
Flats. (Example 18).

8. To transpose at the Major Sixth above, add three Sharps:
in A Major, three Sharps ; in F §, six Sharps. (Example 19).

9. To transpose at the Minor Seventh above, add two Flats : in
B D, two Flats; in Al, four Flats, (Ezample 20).

10. To transpose at the Major Seventh above, add five Sharps:
from C to B, five Sharps ; to A, ten Sharps. (Example 21).

e ——

PROBLEM VIL

To transpose a Melody from one Key into another, without chang-
ing the place of the Notes on the Staff.

Solution.—Change the Clef and the Signature. (See Plate IV.)

Observe, That although the Notes preserve the same places on
the Staff, yet as the Clef is changed, their name and pitch is al-
tered, therefore they must be named and played according to the
new Clef,
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CHAP. IV.

ON INTERVALS.

AN Interval is the distance from one Note of the Scale
to another, going from the Grave to the Acute. The
lowest Note is the fundamental ; therefore all Intervals
are counted from the Bass.

There are as many primitive Intervals as Degrees in
the Scale, viz. seven.

They are called and figured according to the number
of the Degrees of the Scale which they contain : thus,

Names: Second, Third, Fourth, Fifth, Sixth, Seventh, Eighth,
Figures: 2 3 4 5 6 7 8
(See Example 29).

. These Intervals being within the compass of the Oc-
tave, are called simple, in contradistinction to those which
go beyoud the limits of the Octave, which are termed
Compound Intervals; these are but Replicates of the
others. An Interval with the same number of Diatonic
Degrees, and consequently preserving the same name, may
be of different species, according as the Notes of which
it is composed are altered by Sharps or Flats. An Inter-
val may be perfect or imperfect, Major or Minor, super-
fluous or diminished : a Chromatic Semitone produces the
difference.

The smallest Interval used in Musie, is the Semitone,
which may be Major or Minor: the Minor Semitone is
between two Notes of the same name and place on the
Staff, which only differ by a Sharp or a Flat, as C, C ¥,
Db, D,

The Major Semitone is between two Notes of diffe-
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rent name and place on the Staff, as between C, Dp;
D,Ep; B,C,E, F.

The Minor Semitone is Chromatic, the Major Dia-
tonte. (Example 31).

The union of the Minor and Major Semitones forms
the tone.

PROBLEM VIII.—(Plate VI.)

To find in a piece of Music every Interval, without the assistance
of a Piano-forte®,

Solution.—The odd numbers 3, 5, 7, 9, 11, &e. proceed on
the Staff, from a Line to a Line, or from a Space to a Space: the
even numbers 2, 4, 6, 8, 10, &c. proceed from a Line to a Space,

~or from a Space to a Line: thus,

A 2d—Is from a Line to a Space, or from a Space to a Line.
(Example 32).
A 3d—Is from a Line to a Line, or from a Space to a Space.
(Example 33).
A 4th—Is from a Line to a Space, or from a Space to a Line;
leaving a line between. (Example 34).
A 5th—Is from a Line to a Line, or from a Space to a Space;
leaving one Line between. (Example 35).
A 6th—Is from a Line to a Space, or from a Space to a Line;
leaving two Lines between. (Example 36).. ~—~
A 7th—IJs from a Line to a Line, or from a Space to a Space;
leaving two Lines between. (Ezample 37).
An 8th—Is from a Line to a Space, or from a Space to a Line;
leaving three Lines between. (Example 38).
A 9th—TIs from a Line to a Line, leaving three Lines between.
(Example 39).

¥ N. B. The facility in reading Music fluently, and fingering readily, will be greatly
promoted by the habit of finding at a glance the interval from any Note to another.
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PROBLEM IX.

To find the number of Semitones contained in each Interval of
the Diatonic Scale.

Solution.—Count on the Piano-forte the number of Keys con-
tained between the two terms of the Interval, (counting one on the
lowest), and retrench one from the fotal amount, the remaining
quantity will give the number of Semitones.

Seconds,
The Minor 2d, E, F, consists of 2 Keys, or 1 Semitone.
The Major 2d, C, D, 3 ditto, 2 ditto.
The extreme Sharp 2d, C, D, 4 ditto 3 ditto.
(Emample 40).
Thirds.

The Minor 3d, C, ED, consists of 4 Keys, or 3 Semitones,
The Major 3d, C, E EF, 5 ditto, 4 ditto.
(Example 41).
Fourths.

The perfect  4th, C, F, consists of 6 Keys, or 5 Semitones.
Extreme Sharp 4th, C, F#, 7 ditto, 6 ditto.
(Ezample 42),
Fifihs.

The diminished ~ 5th, C, G D, consists of 7 Keys, or 6 Semitones.
The perfect 5th, C, Gj, 8 ditto, 7 ditto.

The extreme Sharp 5th, C, G 4, 9 ditto, 8 ditto,

; (Example 43).
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Sizths,
The Minor 6th, C, AD, consists of 9 Keys, or 8 Semitones.
The Major 6th, C, Als, 10 ditto, 9 ditto.
The extreme Sharp 6th, C, A%, 11 ditto, 10 ditto.
(Example 44).
Sevenths.
The diminished 7th, C#, B D, consists of 10 Keys, or 9 Semitones.
The Minor - 7th, Clf, B, 11 ditto, 10 ditto.
The Major 7th, Cl§, BY, 12 ditto, 11 ditto.
: (Example 45).
Octave.

The perfect 8th, C, C, consists of 13 Keys, or 12 Semitones.

(Exgmple 46).
Ninths.
The Minor 9th, C, D, consists of 14 Keys, or 13 Semitones,
The Major 9th, C, Dﬂ, 15 ditto, 14 ditto.
(Exzample 47).
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PROBLEM X.

To find the inversion of any Interval.

Solution.—~The direct and inverted Interval must form the
number 9.

The 4th is inverted from the 5th, for 4 and 5 make 9.

The 2d  ,ccveeness, from the 7th,

The 6th .....co.e. from the 3d. (Example 48).

N. B. The Inversion of an Interval is its complement, or what is remain.
ing to complete the Octave: it is found by changing the place of the two Notes
which form the Interval, placing the lowest above the other. There are but three
primitive Intervals, viz. the 5th, the 3d, and the 7th.

PROBLEM XI.-—(Example 49).

To find the simple Interval, to which a double or triple Interval
refers.

Solution.—Subtract from the compound Interval the number 7
as often as you can : the remaining quantity will be the simple In-
terval.

For instance, a 17th, by subtracting twice 7, becomes a 3d.

8 19tha ..., s 21 08hs
a 15th, a lst.
a 12th, by subtracting 7, becomes ... a bth.
a 10th, .. a 3d.
a 9th, a 2d.

Observe—In playing Thorough Bass, no distinction is made of simple and
compeund Intervals, and the Octave of any Interval is considered as its simple
term., :
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PROBLEM XII.—(See Plate X.)

+ Knowing the number of Semitones contained-in a direct Interval,
to find the number of Semitones: contained in its inversion.

Solution.—The total amount of the Semitones in the direct and
inverted Interval, must make the number 12 ; therefore,

As the Minor 2d consists of 1 Semitone,

The Major 7th e stresmrerspaites L1 Semiitoness
. : (Example 50).
As the Major 24 ........ R w2 ditto,
The Minor 7th = eeveeeses wesess 10 ditto.
As the extreme Sharp2d  .... 3 ditto,
The diminished 7th = secess aes weee 9 ditto.
As'the Minor 8d  coovesuesseses w3 ditto,
The Major 6th  w.eesensrvsrenunnes 9 ditto.
(Exzample 51).
As the Major 3d  ..eueeimesiseaness 4 ditto,
The Minor 6th ....ceue wiziiz s 8 ditto.
As the perfect 4th  ..uiieiuses 5 ditto,
The perfect 5th  .ccocerssanes e 7 ditto,
(Ezample 52).
As the Sharp 4th ........ sansenness - O'ditto,
The Flat bthy it Versyens 6 ditto.
As the Sharp 5th ...eee cesnsnsene 8 difto,
The diminished 4th ewsemsemess 4 ditto.
(Example 53),
As the Minor 6th ... 8 ditto,
The Major 3d  .ccssees peovessesnsss 4 ditto.
(Example 54).

As the Major 6th  weeesnsersinensess 9 ditto,
The Minor 3d ' cewsmmesnssasiennsss 3 ditto.
As the extreme Sharp 6th ..., 10 ditto,
The diminished 3d wuwsasenees 2 ditto.”
(Example 54).
c2
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As the diminished 7th consists of 9 Semitones,

The extreme Sharp 24 ....... wonsnes O ditto.
(Example 55).
As the Minor 7th  ...ccevemrensnes weee 10 ditto, Fe
The Major 2d ... iesmesisssscos wae 2 ditto.
As the Major 7th ..cieens s 1liditto,
The Minor 2d ...ciismissssensers 1 ditto.
As the perfect 8th. | iiuuisssssasionss 12 ditto,
The perfect Unison ..., sransnaienn 0
(Example 56).
————
CHAP. V.

ON KEYS AND MODES.

By the word Key, is understood a Diatonic Scale,
the Notes of which bear certain relations to the principal
Note upon which they all depend, and from which they
are in some respects derived.

The principal Note is called the Tonic, or Key Note.
The Key may be either in the Major or Minor Mode : it
is in the Major Mode when the Interval between the lst
and 3d of the Scale consists of four Semitones, (a Major
8d) ; when the 3d consists of three Semitones, (a Minor
3d), the Mode is Minor. -

As every Note of the Scale may be taken for a Tonic
in its natural state, also when made Sharp or Flat, there
are consequently twenty-one Keys.

InNatwral . . C, D, B, +E, G .4, B

With Sharps, C#*, DE*, E&*, F#* G#¢ Af#* BE.

With Flats, Cb¥, Db, Eb, Fb*, Gb¥, Ab, Bb.

N. B. Those Keys marked with an asterisk (*), are seldom used as prin-

cipal; but Harmonists who have courage and skill to attack and conquer difficul
ties, introduce them in their Modulations.
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On account of the great affinity of some of these Scales,
they are played (on the Piano-forte) on the same Keys;
.therefore, in the modern system, the twenty-one Keys are
reduced to twelve, which being used in both the Major
-and Minor Mode, give twenty-four Scales.

The Scale of F# with six Sharps, being the same on
the Piano-forte as that of Gp with six Flats, all the Keys
with more than six Sharps or six Flats, are expressed by a
smaller number of Accidents, by changing the name of the
"Tonic. '

Every Major Key has a relative Minor Key, with the
same number of Sharps or Flats at the Signature ; it is at
the Interval of a Minor 3d below the Major Key, or a
Major 6th above. The relative Minor Key of C Major
is A Minor ; that of D Major is B Minor.

In Major Keys the leading Note is essential, and is
included in the Accidents marked at the Signature; but
in Minor Keys it is accidental, and marked immediately
before the Note, either by a Sharp or a Natural ; for in-
stance, in A Minor the leading Note is G #, which is not
marked at the Signature, though it frequently occurs in
the piece; by that Note A Minor is distinguished from
its relative Key C Major.

The last Note of the Bass, in every regular Composi-
tion, is the Tonic, or Key Note*. :

* When the Bass ends with a Chord, the lowest Note of the Chord is
the Tonic.
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PROBLEM XIIl.—(Plate XI.)

To find out the number of Sharps that belong to every Major
Key.

Solution.—The Sharps increase in their progression by Fifths
ascending, beginning from F; therefore, to find out the second
Sharp, count five letters from F#; to find the third Sharp, count
five from C §.

Example.

C Major, no Sharps.

ditto, one, FH.

ditto, two, F#and C .

ditto, three, F#4, C#, and GH§.
ditto, four, F#, C#, Gg and D%.
ditto, five, F#%, C%, G§ D¥, and AZ.
- FY ditto, six, F#, CH, G% D%, Af, and EL.

C# ditto, seven, Fg, CH, G#%, D% A#, EH, and B

THEED 0

Observe—The Sharps or Flats, instead of being occasionally in-
serted before each Note, as they occur, are generally placed after
the Clef, and called the Signature of the Key.

N. B. The eighth Sharp (or first double Sharp) falls on the same
letter as the first; for the Fifth of the seventh Sharp B %, is F double Sharp.
The double Sharps follow the same order as the single.
The ninth is C x ; the tenth, G x ; the eleventh, D x.
On the Piano-forte the C x is played upon D.
the I x upon G.
the G X upon A.




’ l‘];it.ell
Order of the Sharps by 5" ascending or 4"descendine
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PROBELEM XIV.—(Plate XII.)
To find the number of Flats that belong to any Major Key.

Solution.,—The progression of the Flats is by Fourths ascending,
beginning by BP. To find the second Flat, count four from B ;
to find the third, count four from Eb.

Example,
In C, no Flats.
F one, BD.
BD two, Bp and Ep.
ED three, Bp, ED, and A p.
AD four, Bp, Ep, Ap, and Db.
Db five, Bp, Ep, Ap, D, and G ). \
Gb six, Bb, Eb, Ap, Db, GP, and C).
Cb seven, Bp, Eb, Ap, Db, GD, Cb, and Fb.

N. B. The eighth Flat falls upon the same letter as the first; for the
Fourth of the seventh Flat, FD, in B double Flat.
The double Flats follow the same order as the single; for the ninth
Flat is Ef; the tenth, AfE, &c.
Upon the Piano-forte, B is played upon A,
E ﬁ[ upon D.
A &z upon G.
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PROBLEM XV.—(Plate XIII.)

To find the number of Sharps that belong to any Minor Key. i

Solution.~The rule given for the Major Keys with Sharps, 4
serves for the Minor Keys, viz. counting five from the first Sharp
to the next.

Example,

A Minor has no Sharps.
E ditto one, F¥. : : |
B ditto two, F¥and CH. ‘
F¥ ditto three, F#, CH, and G¥. |
CH ditto four, F¥, C#, Gf, and DE. ‘
G ditto five, F§, C§, G§, D§ and A% -

D4 ditto six, F¥, CH, G#, D, A% and E#.



Plate 138
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PROBLEM XVI.—(Plate XIV.)

To find the number of Flats that belong to any Minor Key.

Solution.—The rule given for the Major Keys with Flats, serves
for the Minor Keys, viz. counting four from the first Flat to the

second,
Ezample.

In A Minor no Flats,
D - ditto one; B b,
G ditto two, B b and E p.
C ditto three, B p, Ep, and A D.
F _ditto four, B p; Ep, AP, and Db.
BD ditto five, BD, Ep, Ab, Db, and Gp.
ED ditto six, Bb, Ep, Ab. Db, G b, and Cb.
Ab ditto seven, Bp, Ep, A Db, Db, Gb, Cp, and Fp.

D




PROBLEM XVII.—(Plate XV.)

To find the number of Sharps or Flats that belong to two
Major Scales, taken successively from the same Key of the Piano-

forte, called by two different names.

Solution.—The aggregate of the Sharps or Flats necessary to two
Scales, taken from the same Key of the Piano-forte, called by two
different names, must make the number 12,

For. instance, should the Student be asked how many Sharps in
A%, knowing that B b Major has two Flats, he will answer 10, be-

cause 2 and 10 make 12.
Tonics in Number of
Major Sharps.
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PROBLEM#* XVIII.—(Plate XVI.)

To find the number of Sharps or Flats which belong to two
Minor Scales, taken from the same Keys of the Piano-forte, called
by two different names.

Solution.—The aggregate of the Sharps or Flats necessary to
form two Scales, taken from the same Key of the Piano-forte, called
by two different names, must amount to 12.

Tonics in a Minor Number of Tonics in a Minor Number of

Mode,with Sharps. Sharps. Key, with Flats. Flats.
A WSl DONE i N R |

E Sobdbeatnenainnibpdipaiong ]. Fb AEARRARARRRARE R NRAL Y 11-
Ch

B L L T LT T ] O LT T T LA TR ) }0

(5] A

SV

L @b it aBg
b ) o IS W
A Lot has 7
LB b ey

Not used.

o Oy o

A # CTTTTTR TR TYTT PR TP LT 7 B b sesarssusssntansense 5
E # GreERIRARNERRIRRRIRORRRS 8 F LTI IR R AR R T 4

C X o 1]. D LT L T T ].
L‘G S ARRRRRARIRANERIBEND 12 ﬂ ssnvssanssanannsaness - OTC,
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ry
X

# The solution of this Problem is the same as that of the foregoing.
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PROBLEM XIX.,—(Plate XVIIL.)

To find the relative Minor of any Major Key*.

Solution.—In Major Keys with Sharps at the Signature, the
Tonic is always a Semitone above the last Sharp, and the relative

T

Minor Key-note a Tone below the last Sharp.

In Major Keys with Flats at the Signature, the Tonic is a 5th
above the last Flat, and the relative Minor Tonic a 6th below or a |
3d above. |

* N.B. The relative Minor of any Major Key has the same number of
Sharps or Flats.
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CHAP. VI
ON MODULATION.

MopuraTion is the art of conducting Melody and Har-
mony through those Keys and Modes which have a due
relation to the original and primitive Key.

Modulation is sometimes effected by a gradual and
almost insensible evolution of Harmony; at other times a
bold and sudden change can alone produce the necessary
effect, and answer the Composer’s object.

The most natural and frequent Modulations in Music
are, from any Key to that which stands next to it, on
either side, in the system or cirele of Keys; that is, to the
Key whose fundamental Note is a 5th above, or to that
whose fundamental Note is a 5th below ; (these Keys are
called the Adjunct to the Tonic). This Modulation fre-
quently occurs in Musie, and may be called Natural, in
contradistinction to those Modulations into remote Keys,
which are called Abrupt.

Both Modulations, throughout the circle of Major and
Minor Keys, are exemplified in Plate XVIII. . The out-
ward circle is formed by the Major Keys ; the inner circle
by the relative Minor Keys.

The first circle is for the Keys with Sharps at the Sig-
nature ; the second circle for the Keys with Flats at the
Signature.
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PROBLEM XX.—(Plate XIX.)

To modulate from C Major, through the circle of Major Keys,
with Sharps at the Signature.

Solution.—Sharpen the 4th of the present Scale : this Note made
sharp, will be the Leading-note of the next Scale,

Example.

To modulate: From C to G, take F #
to D, take C#.
to A, take G
to E, take D#.
to B, take A .
to F %, take E 4.
F#to CE, take B,

o=l o -l w (!

Observe—1st, That the first Tetrachord of every new Scale con-
sists of the same Notes with the second Tetrachord of the foregoing
Scale ;—2d, All the Sharps of the preceding Scale are retained in l
the new ;—3d, An additional Sharp is always introduced on the 7th
of the new Scale.



from C " Gt t_.OG, SR to D
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PROBLEM: XXEs=(PlaiésXX.)

o réturn.from C % to Cn

Solution.—Flatten the 7th of the Scale, and erase the Sharps
one by one,. beginning from B ¥, -

Example.

To modulate From C¥ to F ¥; takeBJ.

F¥to B, take E}f.
to E,  take Ah:.
to A, take Dh:.
to D, take Gﬂ:.
to G, take Clf
to C, take Fﬁ.

QoPHE!

The, reason why, - in this Problem and the: foregoing, the.4th or
7th of the Scale are only affected; is, that'in the formation of the
Gamut, they must be made to be distant only half a tone from the
3d and 8th ; whilst all the other Notes are a full tone distant from
gach other. '

# The 7th of the Scale is made flat, to form the perfect 4th of the nextScale.
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PROBLEM XXII.—(Plate- XXI.)

To modulate from C Natural, through the Circle of Major Keys,
with Flats of the Signature,

Solution.—Flatten the 7th of the present Scale : this Note made
flat, will form the 4th, or Subdominant of the next Scale.

Example.

To modulate: From C Major to F, = take B b.
F ditto to BP, take E D,
B ditto to Ep, take AD.
ED ditto to Ap, take Dp.
"Ap dittoto D b, take GD. : |
Db ditto to G, take C. }

This Modulation is according to the progression by 4ths ascend-
ing, or bths descending.
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PROBLEM XXIII,— (Plate XXII.)

To return from GP to C h:
Solution.—Sharpen the 4th of the present Scale, erasing the
Flats one by one, beginning by D p.

Ezxample.

To modulate: From GP to Dp, take Ch, erasing Cp.
Db to AD, take GH:, erasing GD.
Ap to Eb, take Dh‘, erasing D .
Eb to Bb, take A h, erasing A[.
BD to F, take Eff, erasing Ep.
F  to C, take BY, erasing Bp.

N.B. A Natural, in Keys with Flats, is to be considered as a Sharp, and
vice versa ;—a Natural, in a Key with Sharps, must be considered as a Flat.
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PROBLEM XXIV.—(Plate XXIIL)

To modulate from A Minor, through the circle of Minor Keys,
with' Sharps. :

Solution.—Sharpen the 4th of the present Scale, to form the
Sharp 7th of the next Scale.

Example.

To modulate: From A *to E, introduce D#.
E to B, introduce A%
B to"F#, introduce E#.
F# to C#, introduce B #.
C# to G, introduce F X.

N.B. The 3d inthe'Chord of the’7th’ must-be'sharpened, that it-may be
the Leading-note of the New Scale;! therefore two Sharps“are necessaryin the
Minor Mode, while one is sufficient in the Major Mode.
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PROBLEM  XXV,—(Plate XXIV.)

To return from G $ Minor into A }f Minor.
Solution.~Sharpen the 3d of the present Scale, adding the
Minor 7th.

Ezample.

From G to C#, take B¥ and F #.
CH to F¥§, take E and Bjg,
F¥ to B, take A¥ and E}.
B to E, take D§ and Al.
E to A, take G§ and DH:.

E2




with Flats at the Signature,

To modulate: From A
D
G
C

F

descending.
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Ezample,

PROBLEM XXVI.—(Plate XXV.)

To modulate from A Minor, through the circle of Minor Keys,

Solution.~—Sharpen the 3d of the present Scale, which Note
made Sharp, will become the Leading-note of the next Key.

to D Minor, take C¥.

to G ditto,
to € ditto,
to F ditto,

to Bp ditto,

Bp to Ep ditto,

take F 4.
take Bh.
take Eh‘

take Ah.
take Dh.

This Modulation is according to the progression by 4ths ascending, or 5ths




Plate 25

toD

from A minor

V. L4
iy 4

{8
(

——
o
=

LNV ¥
= =
e
b’

am o
St
58 e

il
B3 e
o i
9 Im . Lu.hm
_G K i
S g Hﬂ.._v
)

1 C

1

L]
T

] &
I_‘M A _innf
o LER paas
= —Rid
L]

: % ! 4

= [ 1% ESw

5. 0 | .

n.mLu_wn =
o T 1d

from A minor tol)

th.

b
1

Il
£l

- L
=F !
=3 S
= L
2 580 e
i
= E ] o.LU
2 1
# iling
ji:imily
2 TRIES
+5
01111
ek, & |j =5
) % I_U




from Ab minor

Plate 26




37

PROBLEM XXVII.—(Plate XXVL.)

To return from A P Minor to A h:

Solution.—Sharpen the 4th of the Scale; erasing the Flats, one
by one, beginning by Db.

Example.

From AP to Ep take Dh, erasing Db.

EpP to BP take Ah:, erasing A .

Bb to Ftake Eh, erasing ED.
to C  take Bh:, erasing Bb.
to G . take FH. erasing Fh:
to D take C¥, erasing Cl§.
to A take GH, erasing Gf.

wloRelic
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PROBLEM XXVIII.—(Plate XXVII. & XXVIII.)

To modulate from a Major Key into the Minor Key of the same
name, or vice versa.

Solution.—The difference between the Sharps or Flats must be
three ; therefore, to change C Major, which has neither Flats nor
Sharps at the Signature, into C Minor, introduce three Flats.

In Keys with Sharps at the Signature, a Natural after a Sharp is
to be considered as a Flat, and vice versa;—in Keys with Flats at
the Signature, a Natural after a Flat represents a Sharp.

Observe—The difference between the Major and Minor Key lays
on the 3d, 6th, and 7th of the Scale: these Notes are Major in a
Major Key, and Minor in a Minor Key.
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CHAP. VIL
ON HARMONY.

A series of single Notes forms a Melody; three or
four Notes struck together, form a Chord; a succession
of Chords constitute Harmony.

Chords are divided into Concords and Driscords.

Concords are combinations of Sounds pleasing to the
ear: they are four in number—the 8th, 5th, 3d, and 6th;
the two first, whose Intervals do not vary, are called Per-
Ject in both modes: the 8d and 6th are ¢mperfect Con-
cords.

- Discords are combinations of Sounds displeasing to
the ear : these are the 2d, 4th, 7th, and 9th.

Although Discords, when sounded by themselves, are
more or less harsh and offensive to the ear, yet, when
judiciously introduced into Music, they produce great
effects. Their principal use is to connect Chords, to
make the Cadences more full and striking, and to render
the succeeding Chord more pleasing by means of contrast,
as a serene day after a stormy night, always appears
brighter.

There are in Music two principal Chords, the Com-
mon Chord, and the Chord of the Seventh.

The former consists of a Note, its 3d and 5th.

The latter consists of a Note, its 3d, 5th, and 7th.

From these two fundamental Chords all others are de-
rived, by lwersion, Retardation, Anticipation, &c.

Observe—On the Musical Staff, the common Chord is always
formed by three. Lines or three Spaces ; the Chord of the Seventh,
by four Lines or four Spaces.




PROBLEM XXIX.—(See Plate XXIX.)

To compose a Bass to any Air or Melody.

Solution.—Having ascertained the Key in which the Air is com-
posed, see what degree of the Scale each Note forms, and reduce it
to one of the three following combinations, viz.

I, 3,5, 8=2.7=4 6.
To 1, 3, 5, 8, give the Tonic for Bass.

To 2, or 7, give the 5th above the Tonic, or the 4th below.
To 4, or 6, give the 4th above the Tonic, or the 5th below*.

N.B. When the Melody descends, to make a close on the 5th Degree, or
goes from the 5th Degree to the Tonic, to make a perfect Cadence, the 5th De-
gree requires its common Chord.

Observe—1. When an accidental Sharp occurs, the Bass is the Major
3d below.

2. Should an accidental Flat be introduced, the Bass will
be the Note a Major 2d above, or Minor 7th below.

N.B. A Natural after a Sharp is to be considered as a
Flat, and the Note above to be taken for Bass ;—a
Natural after a Flat represents a Sharp.

3. The Bass produced by this process is called Fundamen-
tal, and differs from the continued Bass, in which,
besides fundamental Sounds, transient Nofes are
introduced.

#* The reason for this is, that the Scale i1s {ormed from the Chords of these
three principal Notes, the Tonic, the Dominant, and the Subdominant.

The first carries its common Chord.
The second carries its common Chord, to which the 6th may be added.
The 3d carries its common Chord, to which the 7th may be added,
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Natural Harmony of the Major Scale
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Parts added to the Continued Bass.,
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PROBLEM XXX,—(Plate XXX.)

To compose upper parts to a given Bass.

Solution.—Consider the given Bass as a Melody, and find out
the fundamental Bass to that Melody by the preceding Problem ;—
that is to say, ascertain what rank in the Seale each Note bears,
and reduce it to one of the following combinations, viz,

| b g or 4, 6,
To 1, 3, 5, or 8, give the Tonic for Bass.
To 2, or 7, give the 5th above the Tonie,
To 4, or 6, give the 4th above the Tonic.

When the fundamental Bass is found, the upper parts will be
easily added, as they are only the Harmonies or Complements of
each Chord.

Thus, when the fundamental Bass carries a common Chord, the
parts to be added above the given, or continued Bass, will consist of the
Intervals 3, 5, 8, reckoned from the fundamental Bass ; and when
the fundamental Bass carries a 7th, the parts to be added above the
continued Bass, will consist of the Intervals 8, 5, 7, 8, also reckoned
from the fundamental Bass.

Observe, The Figures under the continued Bass do not mark the Chords,
but the Degrees of the Scale.
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PROBLEM XXXI.—(Plate XXXI.)

How to harmonize any Melody.

Solution.—Accompany each Note of the Melody with the 3d or
6th below, sometimes by the 4th, seldom with the 5th*,

N.B. Those Intervals are not counted from the Bass, but from the Notes
of the Melody. Thus, the 8d to C, is A, not E; the 6th to C, is E, not A, &c.

Observe—1, Every Degree of the Scale may have a common Chord,
1, 3, 5, except the 7th Degree of the Major and
the 2d Degree in the Minor Mode, their 5ths being
flat.

In any Key, the common Chords'of the 1st, 4th, or 5th
Note are similar; Major in the Major Mode, and
Minorin the Minor Mode. The Chords of the 2d,
3d, and 6th are Minor in the Major Mode.

2. The old method of harmonizing by common Chords
only, is become obsolete, being not only monoto-
nous, but liable to many incorrect progressions:
the Moderns prefer the mode of harmonizing with

Concords and Discords. - (See Plate XXXIL.)

° 3. In the following Examples the White Notes shew the
Melody ; the Black Notes shew the Notes added, to
harmonize.

% Fifths, or Octaves, in succession, are strictly forbidden; the former as
offensive to the ear, the latter as cloying: when they occur in a piece, they
must be attributed to the negligence or inexperience of the Composer.
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Major Scale Harmonized in Sixths. .
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Plate 32 Modern way of Harmonizing the Scale

by Concords and Dmcords |
Major Scale A..scendlng _ ' |

 nChords . | ; \ l
EE==Em=———
u® i $ a8 g ;

5 % - -8 6 o '
e Pt e e T |
| E ¥ P [ T ) < i ]
C.B ("-"" Sa=——r— > s
- [~ 2 |
N\ |
5 i . e
5 Eei = e
F. By T —w .

Minor Scale Ascénding Descending

i 1 :
'#‘JE}TJJTFTITET‘“T s ieretespehel oo
o ® T g | P e S e[l o g g il
M R RS R R R
) 8 - B :
)y ¥ 4 -
_.gf%ggig_ﬁ;siig?-#%sa
> o et A= — e
C‘B (IJ._“_'_J:—lrJ L ' TR B E ,_:__HI""' L &P ] >




Plate 33

Se vuol Ballare. Harmonized | Mozart
== i) B S s e == : oev . g
i s gy I~ =
g e R e

S ol .
D3 ep e = p—e—s]

—e P | 1 |
| 2= ] ! I

ol

) Allegreigto r

N | i Jreny o s .llll |
it
Iy ] == :

‘%i S e e i
3 : —e ! T §
/_ng T\! i i | !\l :




Plate 34‘ ‘
I’ Part Harmonized in Sixths.

_ Ll e
! d 1I'|I"'lJ!

£ .
J =
e O]

This Air is extracted from MEShield’s valuable Tredt;so on

Harmony, with the author’s permission .



Plate 35

f

_F

mMn, Harmonized
- -
P
—d

Y

|
S==

C}

Mariner's H
| : 1
@
F——

|

The Sicilian’
|

Pad
A
gy

—
L%
A
-

{.‘J.

N

Ry ¥

4 (YA
= I_.I =,
| |

el
h.,...m ._ s
E (I
gl

il

—i

B
.
5|
L ]
ui. 1.
.M_ _pr_l.TT
e
£ B
O g
W )
2 Vb
Q
e
= QY

ir

e .g :

[[H ]
F!.__._

hast
=

—Te

et
BEE

110_..

=¥
| re
_‘I

L
e

S

<



Plate 36

a Sequ.en'c.é of Sevenths .
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PROBLEM XXXII.—(Plate XXXV.)

To play a Sequence of Sevenths, without knowing Harmony*.

Solution.—Dispose your four fingers on the four Notes of the
Seventh, and let them fall according to the directions given in the
Example, (Plate XXXV.)

In the first Position of the Seventh, let the two upper fingers
descend first, then the two lower ones.

In the second Position, let the two extreme fingers descend first,
then the two middle ones,

In the third Position, let the two lower fingers descend first, then
the two upper ones.

In the fourth Position, let the two middle fingers descend first,

then the two extreme.

Observe—The first and last Chord in each Position is a common
Chord, which must begin and end every regular Progression.

# The most pleasing succession of Chords is, when the Bass moves upwards
or downwards by the skip of a perfect 4th or a perfect 5th; or, in other words,
when the fundamental Note of the succeeding Chord is a 4th or a 5th above or
below that of the preceding Chord.

These Progressions are fundamental, and form a series of evitated perfect Ca-
dences.
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PROBLEM XXXIII,—(Plate XXXVI.) 1

To accompany with Chords the Chromatic Scale descending, by
mere mechanical means.

Solution.—Dispose four fingers ‘of the right hand at equal in-
tervals on the Piano-forte, so as to leave two Keys between each
finger, and preserving the same distance, let the hand descend
gradually, a Key or a Semitone each time throughout the Scale,
The reason for this is, that the diminished 7th and Inversions
always consist of four equal Intervals ;—therefore, as the Scale on
the Piano-forte is divided into equal Semitones, by taking four
Keys at equal distances, Minor 3ds, (parted by two Keys), a series
of diminished Sevenths or Inverisons is formed.

N.B. This succession forms. a.series of evitated Cadences, all the parts

descending by a Semitone. Every diminished Seventh represents a Dominant 7th,
as.may be seen by the fundamental Bass.

THE END. ‘

Londen ¢ D'rinted by D M<Millan,
Bow-Streer, Covent-Garden.
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a Sequence of Diminished 7% and Inversions.
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ERRATA.

Page 9,.line 18, read (Example 2).
= 9, — 20, read (Example 3).
—— 14, — 24, add {Example 30).
——16, — 9, readC, DP.

— 17, — 6, read C, B h.

—— 42, — 11, instead of or, read and.
—~—— 48, — 1, read Plate XXXV
~—— 48, — 5, read Plate XXXVI.
—— 48, — 18, read then.

— 1, read Plate XXXVII,

—d

—— 44, — 12, read Inversions,







Mugical TWorks,

LATELY PUBLISHED

BY CHAPPELL & Co.
No. 124, NEW BOND STREET, LONDON.

e M

J. B. Cramer’s complete Instruction for the Piano-Forte, in which the
First Rudiments are clearly explained, and the principal Rules on the
Art of Fingering illustrated, with numerous Examples and fingered
Lessons, with a prelude to each key, price 10s. 6d.

The Third Edition, in which considerable improvements have heen made by
the Author, by the addition of Lessons in the early part of the Book, in
an easier style than those in the two former editions; which alteration
has now rendered the Work every thing that could be wished for, either
by Master or Scholar.

¢ Dulce et Utile, consisting of Six Movements intended as Practices
for the Piano-Forte, by J.B. Cramer, Op. 55, price 12s.

This Work, which is very pleasing, is something in the same style, and may
be considered as an Introduction to the well-known ¢ Studio per il Piano=
Forte,” by the same Author.

Twenty-six Preludes, or short Introductions in the principal Major and
Minor Keys, by J. B, Cramer, 8s.

Kalkbrenner’s Studies for the Piano-Forte, consisting of Twenty-four
Exercises in the Major and Minor Keys; dedicated to Mr, Clementi, by
the Author, price 1 1s.

¢ Essais” in different characters, composed and dedicated to Miss M.
Brooke, by F. Kalkbrenner, Book 1 and 2, each 5s.

Six Exercises for the Piano-Forte, composed and fingered by
F. Ries, 5s. :

Thirty Rounds for the Piano-Forte, intended as an Introduction to
playing from Score, and reading the various "Cliffs, composed by W.
Crotch, Music Doctor, Oxon. price Gs.

Preludes, in a progressive Style, for the Piano-Forte, composed for
the use of Young Ladies, by T. Latour, Pianiste to His Royal Highness
the Prince Regent, price 5s.




Musical Works lately Publi;ked by Chappell and Co.

* L’Anima di Musica,” being a Treatise on Piano-Forte Playing, int
" which Expression and Style are reduced to System; the Art of Fingering,
the Nature of Touch and of Preluding are illustrated; with suitable
Examples, Exercises, and progressive Lessons, by P. A. Corri, 11 1s.

An Original System of Preluding, extracted from  L’Anima di Mu-
sica,” comprehending Instructions on that Branch of Piano-Forte Playing,
with Preludes in every Key and Mode; so calculated that Variety may be
formed at pleasure; by P. A. Corri, 8s.

The Piano-Forte Primer, containing the Rudiments of Music, calcu-
lated for Private Tuition or teaching in Classes, by J. F. Burrowes, 4s.

An Explanation of the Major and Minor Seales, with a Series of Ex-
ercises, for the use of Beginners on the Piano-Forte, by W. Horsley,
Bbus. Bac. Oxon. price 5.

Harmonic Cards, on a new and easy plan, which will enable the Stu-
dent in a short time to attain @ thorough knowledge of all the Chords,
their origin and use. Translated from the French, with considerable
Additions and Improvements, by J. Jousse, in a case, with full directions,
price 8s.

A Collection of Glees, Catches, Duets, Canons, and Madrigals, se-
lected from the Works of the most eminent Composers, with an Accom-
paniment for the Piano-Forte (to most of them), by Samuel Webbe, in
3 vols, price, each, 20s.

This Work, which was originally published at Liverpool, is engraved in the
best manner, and now printed on large paper, and is allowed to be the
best of the kind ever published.

The Mount of Olives, a Sacred Oratorio, compos.ed by Beethoven,
adapted to English words (as performed at the Theatre Royal, Drury
Lane) and the Instrumental parts arranged for the Piano-Forte, by Sir
George Smart, price 21s,

FOR THE HARP.

A Series of Examples and Exercises, expressly calculated for Beginners
on the Harp, by F.C. Meyer, price 10s. 6d.

Forty-eight Exercises or Fantasias, composed expressly for the Patent
Harp, with Double Movement, and dedicated to Miss Langston, by
T. Dizi, Book 1, price 10s. 6d.
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Mousical Works lately Published by Chappell and Co.

A New and Improved Method of Instruction for the Harp, in which
the Principles of TFingering, and the various means of attaining a finished
execution on that Tustrument, are clearly explained and illustrated by nu-
merous Examples and Exercises, composed and fingered by N. C. Bochsa,
price 15s.

I-‘m-tj Studies, expressly composed for the Double Movement Harp,
by N. C. Bochsa, Book 1, price 10s. 6d.

e —e

VOCAL.

Flements of Singing in the Italian and English styles, familiarly and
thoroughly exemplified for Pupils of every age to acquire the Science of
Vocal Music with great facility, by G. Lanza, vol. 1, price 31s. 6d.

Ditto, vol. 2, 3, and 4, price 31s. 6d.

A Concise Treatise on Italian Singing, Elucidated by Rules, Obser-
vations, and Examples; succeeded by a New Method of Instruction,
comprising Scales, Exercises, Intervals, and Solfeygios, peculiarly ar-
ranged and harmonized by G. G. Ferrari, price 12s.

e e e

NATIONAL MELODIES,

Consisting of the pepular Airs of England, Scotland, Ireland, and
Wales ; arranged by the most eminent Masters.

No. : s. d.
1 You Gentlemen of England .............. by J. B. Cramer 2 6
2 Ar hyd y Nos, or the live-long Night Welsh Air  Latour .... 2 6
3 Where the Bee sucks .......... .. Englsh D.A.Corri 2 6
4 Corn RIEEs! o0t v nalile oesmeSeoteh Dance ....42 6
5 Little Tafline ............... .. English ;| Griffin .... 2 6
6 The Bunch of Green Rushes ...... Irish J. B.Cramer 2 6
7 The New Langolee ...,.......... Ditto Meves | 25002 6
'$ When William at Eve ............ English  Haigh .... 2 6
9 Green Grow the Rushes O! ...... Scotch  P.4.Corri 2 6
10 The Bard’s Bequest ... .....u\... Irish Rawlings .. 2 6

11 Ye Banks and Braes o’ bonny Doon  Scotch  Latour .... 2 6

12 Down the Burn, Davie ...svs0.0. Dilto Greeff ... .2 6




No.

13 Dulee Domum ..vvvuveve vavinens English
14 Sir Watkyn’s Dream ............ Welsh
15 Since Love isthe Plan .......... Irish
16 Love and Whisky .............. Ditto
17 Nos Galen, or New Year’s Night .. Welsh
18 The Lass of Patie’s Mill ........ «. Scotch
19 The Brown Irish Girl .......... .. Irish
20 My Jo Janett ........cccuvmincs Scotch
21 There’s nae Luck about the House., Scotch
22 The Maid of Derby .......cvuu... English
23 The Old Langolee ,............. Irish
24 God Save the King ........ Seces- English

Musical Works lately Published by Chappell and Co,

2,
J. P. Cramer 2
Meves 2
Haigh 2
Rawlings .. 2
P. A. Corri 2
Latour .. 2
Cramer .... 2
Gracr . 0
2.4 Corri 2
Griffin .... 2
Dance 2
Latour .... 2

T = -~ N = = S

N.B. The above may be had in Two Volumes, of Twelve Numbers

each, in Boards, price 1L 1s. each Volume.
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SELECT MELODIES,

For the Piano-Forte and Flute.

The Flute part by C. NICHOLSON,
And Piano-Forte part by J. F. BURROWES,

No. 1. Is there a Heart that never loved ........

2. Cease your Funning ............. vailns
. And has she then failed in her truth? ...
. ‘Sigh not for Love ...... SR A R
e Whorn T T L L Sl at e
. Sul marginedunrie ........e0iiinien
. Sure the Rose is like a Sigh ............
. My Lodging is on the cold ground ......
9. Each coming Day ............¢c00.en,
10. Said a Smiletoa Tear ,...............
11. The Yellow-hair'd Laddie ..............
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