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ADVERTISEMENT . 

• 
THE various methods by which Music 

has been taught have all their merits, 

and are calculated .to inculcate the 

principles they have held out; but a 

simple, obvious, and familiar plan, 
I 

equal to an explanation of' the whole 

sci,ence, the Author of this production 

conceived was yet wanting, as a school­

book, to elucidate the most abstruse 

though the most beautiful <?fall studies. 

The Harmonic Preceptor, the Musical 

Mentor, and the English PJJfhagoras, 
have been highly approved by the 

Public ; but they have each a different 
.A 2 



. 
IV AD\'ERTISE.MENT. 

drift: the first embraces th(!, essence of 
lzannony through the rnedium of poe­
try; the second treats wholly on r1-uli­
nzents ; and the third teaches }!lusic 
u 1ithout a necessity of resorting to any 
of the 1nusical characters iuhatei,er: 
!J1d this Jf7ork goes i11to every thing 
that can be knozvn of Mus-ic through 
·a regular gradation, exactly as Arith­
nzetic begins ivith Addition, and may 
be carried even beyond Trigonometry; 
and yet, the iuhole book may be read 

.. 
in an hour. Its degree of utili~y is 
lnnnbly submitted to the Public. 
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-MUSIC EPITOMIZED. 

DIALOGUE I. 

THE NAMES AND DIVISIONS OF THE 
NOTES. 

JN COMMON TIME • 
.,. 

Q. How many n1inims make a· semi­
breve? 

A. Two. 
Q. How many crotchets make a sen1i­

breve? 

.A. Four. 
Q. I-low many quavers make a semi­

breve ?' 
A. Eight. 
Q. How many semiquavers make a 

semibreve? 
.A. Six teen. 

A .3 



8 THE NAMES AND DrvlSJONS 

Q. How many semiquavers ? 
A. Twelve. 
Q. How n1any demisemiquavers?· 
A. Twenty-four. · 
3. Q. How many quavers 1nake a do t-

ted · crotchet? 
A. Three. 
Q. How many semiquavers ? 
A. Six. 
Q: How many demisemi-quave~s? 
A. Twelve. 
4. Q. How many semiquavers make a 

dotted quaver? 
A. Three. 
Q. How many den1isemiqua-ve1:&? 
A. Six. 
S. Q. Ho'™ many demise-miquaver , 

make a dotted semiquaver·? 
A .. Three. 

MUSfCAL CHARACTERS. 

Q. ,vhat are rests? 
A. Marks to keep 1srl€nce-as,long as-the 

note would last which they represent. 



OF THE NOTES. 

Q. How is a semi breve rest placed? 
A. Under a line of the staYe. 
Q. I-low a minim? 
A. Over a line. 
Q. How is a crotchet rest made? 
A. \Vith a crook to the right. 
Q . . How a quaver rest? 
A. vVith a crook to the left. 
Q . . How a semiquaver rest? 
A. With two crooks to the left. 
Q. How a demisemiquaver rest? 
.A. With three crooks to the left. 
Q. What is the effect of a sharp? 

9 

A. It makes a note half a tone higher. 
Q. What of a flat? 
.A. It makes a note half a tone lower. 
Q. What is the effect of a natural? 
A. It displaces either flat or sharp, and 

reduces the note to its natural tone. 
Q. What note does the treble clef re-

present? 
A. G. 
Q. What the bass clef? 
A. F. · 



JO NA.MES AND DIVISIONS OF NOTES. 

Q. "\Vhat the tenor, or n1ean clef? 
A. C. 
Q. What is the use of the ba.i: ? 
A. It is a stroke across the l ines t · 

d ivide the time. 
Q. What of the double bar? 
A . It marks the end of a strain. 
Q. What is the use of the slu r? 
.A. To blend notes in succession"' 
Q. What of the bind? 
A. To tie notes on the same line or 

space together" · 
Q .. What of the repeat ? 
A. It is a, reference to- go. over the 

same ftrain again. 
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LPn~ths of the Notes as thPy grow out of t>ach other. 

1P Grr<'P<; th1-- L f'a, e:-., ~hilt> thP NotPs arP thP Fruit. 
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'IRE SCALE. 1 l 

DIALOGUE II. 

THE SCALE. 

Q. How many notes are there in n1u-
s1c r 

A. Seven. 
Q. How are _they expressed? 
A. By seven letters, A, B, C, D, E, F, 

and G. 
Q. How many lines are there in the 

musical stave? 
A. Five. 
'Q. How many s·paces? 
A. Four. 
Q. ,vhen it is nece_ssary to go either 

above or below the stave, what mean s 
are used? 

.A__. Additional or ledger lines. 
Q. On what line is the treble clef 

placed? 
A. The second. 
Q. What letter does it make? 
A.G. 



12 THE SCALE. 

Q. " 7hat are the notes on the five lines 

of the treble sta-re? 

A. E, G, B, D, . and F. 

Q. ,vhat in the spaces? 

A. F, A, C, E. 
Q. What are the notes on the add i-

tional lines below? 

A. C and A. 

Q. \Vhat 'in the spa_ces ? 

A. D, B, and G. 
Q. vVbat on the additional lines above ?. 

A. A, C, and E. 

Q. ,vhat in the spaces? 

A. G, B, D, and F. 
Q. On v.rhat line is the bass clef placed ? 

.A. On the fourth line from the bottom. 

Q. What letter does it make? 

A. F. 
Q. What are the notes on the five lines 

in the bass? 

A. G, B, D, F, and A. 

Q. ,vhat in the four spaces? 

A. A, C, E, and G. 
Q. w ·hat on the additional lines Lelow ? 

A. E, C, A, and F. 
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THE SCALE. 

-Q. What in the spaces? 
A. F, D, B, and G. 

13 

/ 

Q. What on the additional lines above ? 
A. C, E, and G. 
Q. What in the spaces? 
A. B, D, and F. 
Q. What note is the third line in the 

treble clef? /' 
A. B. 
Q. What note is the space under the 

first additional line belo,v? 
A. B. 
Q. What note is the space above t he 

first additional line above? 
A. B,. 
Q. What is the distance between those 

t wo notes? 
.A.. Two octaves. 
Q. What space is C a fourth above the 

treble clef? 
A. The third space. ,, 
Q. What line is C below the treble clef? 
A. The first additional line. 
Q. What additional line is C above the 

stave with the treble clef? 
I B 



14 THE SCALE. 

A. The second additional line. 

Q. \Vhat is the distance between tbos 

two notes? 

A. Two octaves. 

lNSTRUCTtoN. 

All the clefs should be exan1ined in. 

the same 111anner, till the pupils are per­

fectly acquainted with every note, in. 

e ·ery direction, and prepared to name 

the letters with the same ease and accu­

racy as they can repeat the letters in th 

alphabet for ~he purpose of reading. 

Q. What letter does the tenor clef 

n1ake? 

A. C. 
Q. Where may it be placed? 

A. Either upon the first line, the tl ird1 

or the fourth. 
· Q. vVhen it is placed on the first line, 

,vhat is it called? 

A. The Soprano clef. 

Q. \Vhat is it called, if placed on he 

third line? 



THE SCAL:F; • 

.A. Alto, contra alto, or counter tenor. 

Q. ,vhat if placed on the fourth line? 

~1.. The tenor clef. 

Q. How many white keys are there (I) 1 

the :modern piano~forte with add i(o11· 1 l 
7 eys? 

A .. :Forty. 
Q. What are they called? 
A. Natural notes. 
Q. How many black keys are there? 
-A .. rr,venty-eight. 
Q. '\iVhat are they called? 
.A.. Sharps and flats. 
Q. Of how 1na11y white keys did the 

tey-board consist before it wa3 altered 
to forty? 

A. Twenty-one. 
Q. How many were added above? 
.d. At first seven, afterwards four 

n1ore. 

Q. What are they called? 
A. Notes in alt. 
Q. How many were added below? 
A. Eight. 
Q. What are they called ? 

Bi 



16 THE SCALE. 

A. Double. 
Q. On what key is the bass clef note, 

played, reckoning from the bottom ? 
A. On F, two octaves from double :F. 
Q. On what key is the tenor clef note 

played? ' 
A. On C, in the centre of the instru-, 

1nent. 
Q. On what key is the treble. clef 

note played? 
.A. On G a fif th above C the tenor 

clef, and a ninth above F the bass clef: 
Q. What is the lowest D called O.Il the 

keys? 
A. D ouble D·. 
Q. vVhat is the next? 
A. D, a third below F the bass clef. 
Q. What the next? 
A. D, a sixth above the bass clef, a se-­

cond above the tenor clef, and a fou rth 
below the treble clef. 

Q. What the next? 
A~ D, a fifth above the treble clef. 
Q. What the upper D? 
A. D in alt., 



~ 
C 

,., -

""' 
co 

< 
~ 

.a:-. 

-·-
f 

\ 

.;:: 
._ ~ 

• 
. 

"!-

I . 

!. 

. 
✓ .. ., 
0 
i:: 

~ -,.t::. 
;:I 
0 

A 

/ ... 



r 

y j / 



INTERVALS. 17 

INTERVALS. 

INSTRUCTION. 

In finding all intervals in 1nusic, we 

reckon inclusively; that is to say, the 

given note makes one of the number. For 
instance: If I want to know what i the 

fifth above C, I say G; because C, D, E,. 

F, and G, 1nake five notes. It is also 1na­

terial to notice, that though intervab 

below are reckoned as well as above, if I 

require an interval, unless I particularly 

1nention that I want it below, I mean an 

interval above. 

Q. \iVha t is the second to C? 
A. D. 
Q. "\Vhat is the third to C? 
A. E. 
Q. vVhat the fourth? 
A. F. 
Q. ,vhat the fifth ? 
A. G-. 
Q. \Vbat the six th? 
A. A. 
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Q. What the seventh? 
A. B. 
Q. What the eighth, or octave?· 
A. C. 
Q. What the ninth? 
A. D. 
Q. What the tenth? 
A. E. 
Q. What is: the second below C? 
A.. B. 
Q. What the third ? 
A. A. 
Q. What the feurth? 
A. G. 
Q. What the fifth?. 
A. F. 

INSTRUCTION. 

I have taught you that intervals are 
both complete and incomplete; and that 
greater or less distances are known by 
the terms major intervals, the knowledge 
of which is to be attained by counting 
the semitones. 

·•,\e 
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Q. How many semitones in the minor 

second? 
A. Only one semitone, on the piano­

forte two keys, E, F or B, C. 

Q. How many semitones in the major 

second? 
A. Two, on the piano-forte three keys, 

C, D. 
Q. How many in the minor third ? 

A. Three, on the piano-forte four 

keys, C, Eb. 
Q. How many in the major third? 

A. Four semitones, five keys, C, E ~­

Q. How many in the perfect fourth ? 

A. Five semitones, six keys, C, F. 

Q. How many in the superfluous 

fourth? 
A. Six se1nitones, seven keys, C, F j:. 

Q. How many in the perfect fifth? 

A. Seven semitones, eight keys, C, G. 

Q. How many in the superfluous fifth? 

./1.. Eight semitones, nine keys, C, Gj. 

Q. HQW many in the minor sixth? 

.A. Eight semitones, nine keys, C, .. At,-. 
Q. How many in the major sixth? 

... 



INT ERV A. LS. 

A. Nine semitones, ten keys, C, }L 

Q. How n1any in the minor or fl at 
seventh? 

A. Ten semitones, eleven keys, C, B t,. 
Q. I-low many in the major seventh? 
.A. Eleven semitones, twelve keys,__:_C, 

B ~-
Q. How many in tbe octave ? 
A. Twefve semitones, thirteen keys, 

C, C. 



_FLATS, SHARPS, AND SEMITONES. £ 1 

DIALOGUE III. 

FLATS, SHARPS, AND SEMITONES. 

Q. WHAT are the two natural k~ys ? 

A. C and A. 
Q. By what means do we know them 

to be such? 

A. By the situation of the semitones. 

Q. H ow shall we fi nd the situation: of 

the semitones? 

A. They lie in major keys, from the 

third to the fourth, and from the seventh 

to the eighth; and in minor keys, from 

the second to the third, and from the 

fi fth to the six th. 

Q. In what manner do the different 

tones lie throughout the octave? What 

is_ the distance, for example, fro1n C to D ? 

A. A whole tone. 

Q. vVhat fron1 D to E ? 
.11. A whole tone. 



Q. 
A . 
Q.­
.A. 
Q. 
A. 
Q. 
A. 
Q. 

:FLATS, 'SHARPS, AND SEMrf O)f~. 

What from E to F? 
A semitone. 
What from F to G ? 
A w.hole tone. :-· 

./ 

What from G to A? 
A whole tone. 
What from A to B? 
A whole tone. 
What from B to C? 

A. A semitone. 
Q. So that the semitones lie from E to 

F, and B t.o C ? 
.A. Yes. 
Q. What intervals are E and F from C·? 
A. The tJ1ird and fourth. 
Q. W h~t in tervals are Band C from C? 
A. The seventh and eighth. 
Q. Then the sen1itones lie in the na-­

tural key of C, - from the third to the 
fourth, and the seventh to the eighth _? 

A.. Yes. 
Q. This, of which we have been speak-

3ng, is the key of C ? 
.A. It is. 
Q. What is the other natural key .? 
A. The key of A minor. 
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FLATS, SH.ARPS, AND SEMITONES. iS 

Q. As in counting the octave we go 
note by note, what is the interval from 
A to B? 

A. A whole tone. 
Q. What from B to C? 
A. A semitone. 
Q. What from C to D ? 
A. A whole tone. 
Q. What froip. D to E? 
A. A whole tone. 
Q. What from E to F? 
.A. A semitone. 
Q. What from F to G ? 
A. A whole tone. 
Q. \Vhat from G to A? 
A. A whole tone. 
Q. So that the semitones lie from B to 

C, and E to F? 
A . ·Yes. 
Q. What intervals are Band C from A? 
A. The second and third. 
Q. What intervals are E and F from A? 
A. The fifth and sixth. 
Q. Then the semitones in the natural. 

key of A, lie from the second to the third, 
and the fifth to the sixth? 
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A. r~es. 
Q. Which is the 1najor of these two 

keys? 
A. The key of C. 
Q. Which is the tninor? 

A. The key of A. 
Q. So that, in all n1ajor keys, the se-

1nitones lie from the third to the fourth, 
and the sevepth to the eighth; and, in all 
minor keys, from the second to the third, 

and the ~fth to the sixth? 

A. Ex'actly. 
Q. Has the major key ~ny other ap ... 

pellation? 
A. Yes. 
Q. What? 

A. It is called by some the sharp key. 

Q. Has the 1ninor key any other ap-
pellation? 

A. Yes. 
Q. vVhat? 
.A. It is cal led the fiat key. 
Q. It is, I believe, necessary, in com­

ing to a close, to use the half tone below 

the key note ? 
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A. It is. 
Q. What is the half tone below C ? 
A.- B. 
Q. Then this advantage in the key of 

C is under our hands? 
A. It is. 
Q. How? 
A. Because from B to C there is natu­

rally a half tone. 
Q. How does it operate on A, wh ich is 

a full tone above G ? 
A. _We are obliged to place a sharp 

befo re G. 
Q. Having obtained G # by this means, 

i t should seem that we have three half 
tones in minor keys. Is this the fact ? 

A. By no means. 
Q. Why then is G sharp introduced? 
A. For the purpose of getting the half 

tone below A, for the close. 
Q. Then the G is natural, except when 

we want it to govern the close ? 
.A. It is. 
Q. And ought this to operate every 

where in relation to minor keys ? 
C 
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A. Certainly; because without the half 

tone we cannot come to a close. 

Q. vVhere is the first sharp placed? 

A. On F. 
Q. '\Vhat do you do to come at the 

second? 

~A.. Count the thumb and four fingers. 

Q. By this 1node of counting hy the 

thumb and the four fingers, what do you 

n.1ake the second sharp? 

.A. C. 
Q. ,rhat the thir<l? 
A.G. 
Q. vVhat +he fourth ? 

-A. D. 
Q. ,vhat, by_ this rule of counting·, at--e 

the four sharps? 
A . F, C, G, and D. 
Q. Are there always two keys, whe­

ther you play in one, two, three, four, or 

any given number of sharps? 

.A. There are. 

- Q. By what rule do you know how­

the keys are situated? 

A. They are in - sharps, the . note 
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above and the note below· the I- t 
sharp. 

Q. What, by this rule, are the h.ec/·s in 
one sharp? 

.A. G and E. 
Q. What in two sharps ? 
A. D and B. . ' 

Q. What in three sharps ? 
A. A and F #-
Q. vVhat in four sharps? 
A. E and Ci. 
Q. How are flats counted? 
A. By the four fingers. 
Q. What is the first flat? 
A. B t,. 
Q. By this mode of counting by the 

four fingers, what is the second flat? 
.A. Et,. 
Q. What the third ? 
.A. /~ t,. 
Q. What the fourth ? 
A. Dp. 
Q. How are keys . ituatec1 iu flats? 
A. The major key is a fifth above, anrl 

the minor key a third above the fast flat. -
C 2 



28 :FLATS, SHARPS, AND SEMITONES. 

Q. By this rule, what are the two keys 
in one flat? 

A. The flat being B t,, D and F are the 
third and fifth above, and therefore the 
key notes. 

Q. What in two flats? 
A. The second flat being E p, G and 

B p are third and fifth above. 
Q. What in three flats? 
A. The third flat being At,, C and E p 

are third and fifth above. 
Q. ,vhat in four flats? 
A. 'The fourth flat being D t,, F and 

A t, are third and fifth above. 
Q. How do you know the major from 

the minor key, in either flats or sharps? 
A. By the semitones. 
Q. Are there other means by which 

you know the distinction of maj or or 
minor key, besides the situation of the 
semitones? 

.A. There are. 
Q. Which is one of those means ? 
A. By the third; which in n1inor keys 

is three semitones or a minor third, and 
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in sharp keys four semitones or a major 

third. 
Q. Which the other? 

A. The upper is the rnajor kf.y1 ~~nd 

the lower the n1inor. 
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DIALOGUE IV. 

ON MODULATION. 

Q. WHAT are the two natural keys ? 

A. C and A. 

Q. Which is the major key?_ 

.A. C. 
Q. Which is the minor? 

A. A. 

Q. What are the major keys with 

sharps? 
A. G, D, A, and E. 
Q. By what means do you get fro1n 

the key of C to G ? 
A. By means of F ij, the sharp seventh 

to G. 
Q By what means from G to D? 

.A. By means of C #, the sharp seventh 

to D. 
Q. By what means from D to A? 

A. By means of G #, the sharp seventh 

to A. 

' 
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Q. By what means do you pass fron1 A 
to E? 

A. By means of D #, the sharp seventh 
to E. 

Q. By what means do you return to 
the natural key C; from E to A, for ·in­
stance? 

A. By taking off the D #, and makiug 
D ~ the flat seventh to E. 

Q. How from A to D? 
A. By taking off the G #, and playi.ng 

G ~ the flat seventh to A. 
Q. How from D to G? 
A. By taking off the C :4f, and playing 

C ~ the flat -seventh to D. 
Q. How from G to Ct> 
A. By taking off the F #, and playing 

F ~ the flat seventh to G. 
Q. What are the minor keys w ith 

sharps? 
A. E, B, F ~' and C ij. 
Q. How do you get from one minor 

key to another; f ron1 A to E, for in­
s ta nee? 

.A. By means of D ~' the sharp seventh 
to E. 

/ 
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Q. How from E to B? 

A. By means of A#, the sharp seven th 
to B. 

Q. How from B to Fij? 

.A. By 111eans of E #, the sharp se­
ven th to F ij. 

Q. How from to F# to C #? 
A. By means of B #, the sharp se­

ven th to C lf· 
Q. How do you return to the natural 

key A~ from C # to F #, for instance? 

A. By B~ the flat seventh to C #, and 

the introduction of E ff. 
Q. Fr01n F # to B ? 
A. By E ~ the flat seventh to 1'' #, and 

the introduction of Ai-
Q. From B to E? 
A. By A~ the flat seventh to B, an<l 

the introduction of D #-
Q. Fro1n E to A? 
A. By D the flat seveu th to E, and 

the introduction of G ~-
Q. What are the major keys \Vith flats? 
A. F, B t,, Et,, and A p. 
Q. How do you n1odu late from ene 
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key to another? how, for instance, fro m 
C to F? 

A. Simply by E the third to C. 
Q. From F t_o B t,? 
.A. By A the third to F. 
Q. From B t, to Et, ? 
A. By D the third to B t,. 
Q. From E t, to A t, ? 
A. By G the third to Et,. 
Q. By what means do you return to 

C, the natural key; from At, to E t,, fot· 
instance? 

A. By taking off the D t,. 
Q. Froµi E t, to B t, ? 
A. By taking, off the At,. 
Q. Fro1n B p to F ? 
A. By taking off the Et,. 
Q. From F to C? 
.A. By taking off the B t,. 
Q. What are the minor keys with flats? 
A. D, G, C, and F. 
Q. How do you modulate from A, the 

natural key, to D? 
A. By taking Ci, and making G the 

:seventh to A. 
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Q. How from D to G? 

A. By taking F #, and making C the 

~venth to D. 

Q. How from G to C ? 
.. 4. By taking B ~' and making F the 

seven th to G. 
Q. How fron1 C to F ? 
A. By taking E ~' and making B p the 

seventh to C. 
Q. In. returning from F to A, the na­

tural key, by .what means do you get 
from F to C? 

. .4. By making F ~-the flat seventh to 
G, and the introduction of B ~. 

Q. How from C to G? 
A. By making C the flat seventh to 

D, and the introduction of F ij. 
Q. How from G to D? 
A. By making G the flat seventh to 

A, and the introduction of C #-
Q . . How from D to A? 

A. By making D the flat seventh to E, 

and the introduction of G :ff • 
. Q . . How rnany 1najor keys with sharps 

}3ave you 1nade? 
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A. Four. 
Q. What are they ascending ? 
A. G, D', A, and E. 
Q._ What descending? 
A. E, A, D, and G. 
Q. How many minor keys with harps 

have you n1ade? 
.A.. Four. 
Q. What are they _ascending? 
_4_ E, B, F~, and C ff· 
Q. What descending? 
A. C #, F #, B, and E. 
Q. How many major keys with flats 

have you made? 
A. Four. 
Q. ,vhat are they ascending? 
A. F, B t,, E t,, and A t,. 
Q. What descending? 
A. A(,, Et,, B t,, and :F. 
Q. How many n1inor keys with flats 

have you made? 
A. Four. 
Q. What are -they ascending? 
.A. D, G, C, and F. 
Q. What descending? 

3 

" 
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A. F, C, G, and D. 

Q. What note do yori take as your ge­

neral modulation into the keys? 

A. The sharp seventh of the key you 

are in search of, as the half tone below 

the key, and the flat seventh of the same 

note, to give you the third of the key 

you modulate to; by which means, as 

you return, you drop the flat seventh of 

the key you are in, and introduce the 

sharp seventh of the key you are g01ng 

to. 
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Circular t'ffect of Triple ti1ne • 

:\Iinmt con1posed by ~1~· D ibclin for 

MY .. c;: c ·,1rrick 

to op<'11 the ball at the 

-Jubilee. 



The La1npl1ghter. 

Evt->ry Bar consists of two n ~irs of 

3 tirne joined into ont-> • 
8. 
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DIALOGUE V. 

TIME. 

Q. How many sorts of time are there? 
A. Two. 
Q. What are they called? 
A . Common time and triple tjme. 
Q. f-Iow are these two species subdi­

v ided? 
A . Into simple and compound. 
Q. I-low is simple common time ex­

pressed? 
A . By a semicircle C, or with the same 

barred across ct , also by ! . 
Q. What must a bar of common t ime · 

con tain? 
A . Four crotchets, or the length of ai. 

-sern ibreve, in other notes. 
Q. Is there no other distinction? 
A . T here is. 

D 
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Q. '1Vhat? 

A. It may contain two crotchets, foHr 
quavers, or the length of a minim. 

Q. When it contains two crotchets, or 
four quavers, how is it marked? 

A . ,vith !. 
Q. How are these figures explained? 
A . The 4 shows, that the measure note 

i s a crotchet, and the 2 indicates that 

e~ery bar consists of two crotchets, or 

their value . 

. Q·. '\Vhat is compound common time? 

A . Compound common time take5 

place when two bars of triple time are 

joined into one. 

Q. How mapy species are there? 

A' F . . l ' 6 ~ l i d l ' t . our pnnc1pa : v1z ... , s, .. , an s • 

Q. v\1hat is the meaning of : ? 
.A. The 4 shows, that the measure note 

i a crotchet, and the 6, that every bar 

cm~sists of six crotchets, or their yalue 

in other notes. 

Q. What is the meaning of : ? 
A. The 8 shows, that the measure note 

i a quaver; and the 6, that every ba r 

consists of six quaver:s, or their value. 
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~ What is the meaning of 

..LI. That every bar con.sists 

crotchets, or their value. 

Q. What means 1
/' ? 

) i "' 
♦ r 

of t ,, .lve 

A. That every bar consists of twelve 

qua\'ers, or their value in other note . 

Q. 1-Iow is common time counted? 

.A. By two, four, or eight, in every 

bar. ' 

Q. How do you beat common time? 

A. · Two down and two up. 

Q. How is triple time known? 

..d. By , figure$ placed one atop pn<l 

.another underneath. 

Q. How do you know when there are 

th ree rn inims in a bar? 

A. By ;. 
Q. Explain. 

-A. The 3 marks the number of t le 

notes, and the ~ their quality: bec~use 

two minims make a semi breve. 

Q. I-low do you know when there are 

three crotchets in a h~r? 

A. By;. 
Q. Explain. 
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.A. The S marks their nurn ber, and the 
4 their quality, because four crotchet,g 
inake a semibreve. 

Q. How three qua \'ers? 
.4. By ! . . 
Q. Explain. 
A. The 3 marks the number, and the 8 

their quality, because eight quavers make 
a semil>reve. , 

Q. 1-Iow many species of compound 
triple time? 

A. Two principal': viz. !, ~. 
Q. What is the meaning of these 

figures? 
.//. The figures ! denote, that each 

Lar consists of nine crotchets, or their 
Yalue in other notes: the figures :, that 
each bar consists of nine quavers, or 
their value. 

Q. How is triple time counted? 
A. By three or six in each bar. 
Q. How do you beat triple time? 
A. Two beats down and one up. 
Q. ·What do you do to prevent your 

haYing a note too much? 
,· 



4.. When the ajr begins ·with a single 
not~, it i~ 4llowed for at the end o A th 
$train. 

Q. Ar~ there instances of three qQ~ver 

being plqye<) iq ti)~ tiµ1~ of one crotch~ ? 
A. Yes. 
Q. When they are, how are they if,_ 

-t.inguished ? . 
4. By a S marked over them. 
Q. How do you n1ake out a bar · n 

common time, marked thus: 'C or ¢ ? 
Af Of any number of notes that m.~l<e 

the length of a~~emibreve. 

q. Suppo$ing you /ill your bar with ~ 
minim ip it., how is it to h~ don£ ? 

.A. Various ways. With a mjl}i,n ~nd 
t wo crotchets, or a n1inim, o-ne crotchet, 

and two quavers. 

Q. Sµpposing you have no minim, and 
' 

only one cr·otchet, how then do you mak~ 
it out? 

4.. By one crotchet and -six quav~rs, or 

one crotchet., two quavers, and eight t,e­

m iquav.ers, anq sev~ral other me~ns. 
D 3 
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Q. Supposing you have neither n1inim 
nor crotchet, how then will you fill it? 

A. Four quavers and eight semiquavers 
will do it, or two quavers, eight serniqua-. 
vers, and eight demisemiquavers. 

Q. How with ~rotchets, quavers, and 
semiquavers? 

A. Two crotchets, two quavers, and 
four semiquavers. 

Q. How with crotchets, quavers, semi­
quavers, and demisemiquavers? . 

A. Two crotchets, hvo quavers, two 
semiquavers, anf.l four demisemiquavers. 

Q. How if you put . a quaver first, a 
quaver last, and the rest crotchets? 

A. A quaver first, three crotchets, and 
then a quaver. 

Q. How if the first and fifth, and the 
sixth and tenth notes are serniguavers, 
and the rest quavers? 

A. A semiqua ver first, then three qua- _ 
vers, then a semiquaver, again a semi­
quaver, three quavers, and a semiqLlaver. 

Q. flow if you have a dotted minim 
and no crotchet? 
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A. A dotted n1inim, and two quavers, 

or two semiquavers, and four demisemi­

quavers. 

Q. How if you put a dotted crotchet 
and no demisemiqua,,er? 

.A. A dotted crotchet, three quavers; 
and four semiquavers. 

Q. How if you put a dotted crotchet· 
and no quaver? 

A. A dotted crotchet introduced where 

you please, eight semiquavers, and four 

demisemiquavers .. 

Q. How if you put . a dotted crotchet 
and no semiquaver ~ 

A. A dotted crotchet, t\tVO quavers, and 
twelve demisemiquavers. 

· Q. How if you put t,vo dotted qua­
vers? 

A. Two dotted qua,·ers, eight semi­

,,quavers, and four demisemiquavers._ 

Q. Ifow if you put four dotted qua- ' 
YfTS? 

.A. Four dotted quavers, two semiquc(­

vers, and four demisemiquavers. 
► 
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INSTRUCTION. 

These questions are not arbitrary, for 
they may be resolved $everal ways. I 
would wish the pupils to consider them, 
and to introduce as much variety in their 
answers as possible; and, in particular, I 
should advise to admit in this trial al-I 
the effects of rests. 

Q. In triple time, marked ! , how 
would you make a bar out with one 
semibreve and no minin1? 

A. By adding to the semibreve either 
two crotchet$ or four quavers, and by 
various other means. 

Q. How with two minims and no de­
misemiquaver? 

A,. By adding to the n1inirns either 
two crotchets, four quavers, or any thing 
of the same length. 

Q. How with a dotted minin1 and no 

c1:otch~t? 
A. A dotted minim, two quavers-, and 

eight semiquavers. 
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Q. How with a crotchet first and last ? 

.A.. A crotchet, two 1ninims, and then 

a crotchet. 
Q. llo,v ,vi th twelve notes, the first, 

third, fifth, seventh, ninth, and eleventh 

dotted? 
A. The dotted notes must be quavers, 

-and the second, fourth, sixth, eighth> 

tenth, and twelfth semiquavers. 

Q. In ~, how do you make a bar out 

with a minim and no crotchet? 

A. By adding to t.h
1

e minim either two 

quavers, or four semiquavers, or their 

value. 

Q. How with a dotted crotchet and 

but one quaver? 

.A. A dotted crotchet, one quaver, and 

four semiquavers. 

Q. I-fow with a quaver first and last,, 

and the re1nainder crotchets? 

A. A quaver first, two crotchets, and 

then a quaver. 

Q. How with a semiquaver first and 

last, and the remainder quavers '? 
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A. A semiquaver first, fi,:e quavers_, 
and then -a semiquaver. 

Q. How with neither .crotchets nor 
demisemiquavers? 

A. Four quavers and four semiquaver~. 
Q. How with neither crotchet nor 

minim? 
.A. Two quavers, four semiquavers, . qlld 

eight demisemiquavers. 
Q. How with n~ither semiquaver n_or 

crotchet? 
4. A minim and two quavers; and va­

rious other ways. 
Q. In ~' or three quavers in a bar, 

how do you make a bar out with a p.o_t­
ted crotchet and no quaver ? 

A. A dotted crotchet completes the 
bar. 

Q. How with a crotchet, quaver, ,an <l 
no demisemiquaver? 

.A.. A crotchet and a quaver complete 
the bar. 

Q. How with s.ix notes, the first, 
tl1ird, and fifth dotted ? 

A. Th~ first, third, and fifth dotted 
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semiquavers, and the second, fourth, aud 

sixth demisemiquavers. 
Q. How with a semiquaver first a·1d 

last? 
A . A semiquaver first, then two qua­

Yers, and then a semiquaver. 

Q. How with a quaver, and the second 

af!d fourth notes dotted semiquavers? 

A. The thir<l and fifth dotted demise­

miquavers. 

Q. Do you always begin a piece w ith 

the bar? 
A. No. 
Q. When you do not, what ex pedient 

do you u3e? 
A. Bo rrow a note at the begiuning, 

and account for it at the end of the 

straiu. 
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DIALOGUE VI. 

MODULATION AND THOROUGH BASS. 

Q. How is thorough bass distin­
guished? 

A. By figures placed over the bass 
notes. 

Q. For what purposes are figures 
placed over the bass notes? 

A. To distinguish the concords and 
discords. 

Q. \Vhat are the concords? 
A. The third, fifth, and eighth; the 

third, sixth, and eighth; and the fourth, 
sixth, and eighth. 

Q. vVhat are the discords? 
A. The fifth and sixth, the fourth and 

fifth, the second and fourth, the seventh, 
and the ninth. 

Q. What are the concords as I teach 
them? 

.4. Three chords resolvable into one. 
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Q. What are the discords as I teach 

them ? 
A. Five chords resolvable into two. 
Q. Of what notes is the com1non chord 

composed? 
A. A note, its third, fifth, and eighth. 
Q. vVhat the chord of the sixth? 
A. A note, its third, sixth, and eighth . 
Q. \iVbat the chord of the sixth and 

fourth? 
A. A note, its fourth, sixth,and eighth. 
Q. What is the root of the sixth? 
A. The third below. 
Q. vVhat is the root of the fourth and 

•sixth? 
.A.. The fifth below. 
Q. _How many ways may you invert 

e,·ery given chord? 
A. Three. 
Q. v"· hat is the method, and ho,.v is it 

performed ? Suppose you take the chord 
of C, and make the upper note the third 
E. 

A. First, G, C, and E ; next, C, E, 
and G; and lastly, E, (;, and C. 

E 
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Q. I-laving taken the common chord of 

C; and shifted the bass to E, still holding 

on the same chord, what does· it 111ake ? 

A. The chord of the sixth. 

Q. Holding still the same chord, ai1cl 

playing Gin the bass, .what 1oes it make ? 

A. The chord of the sixth and fou.rth. 

Q . . :W:hat have you proved by this? 

A. That the three con·cords are on 1 y 

one chord. 

Q. Of what notes does the chord of 

the fifth. and sixth consist? 

A. A note, its fifth, sixth, and eighth. 

Q. What the fourth ,and fifth? 

A. A note, its fourth, fifth, and ei ghth. 

Q. vVhat the second and fourth? 

A. A note, its second, fourth, and 

six th. 
Q. What the seventh? 

, A. A note, its third, fifth, and seventh. 

Q. What the ninth? 

A. A note, its third, fifth, and n inth . 

Q. By what figure over the bass note 

do y ou know how to play th.,.e con mo n 

chord? 
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A. By either a 3, a 5, or an 8, or when 
there is no figure at all. 

Q. By what the sixth? 
A. Bya6or :. 
Q. By what the fourth and sixth? 
A. By ~-
Q. By what the fifth and sixth? 
.4. By 1. 
Q. By what the fourth and fifth? 
A. By ;. 
Q. By what the SC'c:on<l and fourth ? 
A. By !~ 
Q. By wbat tf1e seventh? 
4 PT"~,-, , ... .- .uy a /. 

Q-. By what the ninth? 
.4. By a 9. 
Q. So that these figures, over a single 

bass note, are to show what chords to 
play, so as to make out the ,p'roper har­
mony, without the necessity. of writing 
any treble? 

A. They do. 
Q. What is G from C ? 
.A. The fifth. 
Q. y OU already kncnv that the most 

E i 
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natural modulation, from key to key, i,s 

fro1n any given key to its fifth? 
.A. Perfectly~ 
Q. Y~ ou say G is a fifth from C ? 
A: It is. 
Q. What is its half tone below·? 
.A. F ij. . 
Q .. ,vhat is F # above G? 
A. · The sharp ·seven th. 
Q. ,vhat above C? 

A. The superfluous fourth. 
Q. So this F #, which is a sharp fourth 

above C, and a sharp seventh above G, 

i5 tte natural half tone below, which you 
·always find necessary for your modula-
tion from C to G, its fifth? 

A. It is. 
Q. Suppose you 1nodulate from C to 

G , what chords will you want? 
A. The connnon chords of C, of D, 

and of G. 
Q. What from G to D ? 
.d. The common chords of G , of A, 

and of D. 
Q. vVhat from D to A? 



MODULA TlON AND .... THOROt.rGH BASS._ 5 ~ 

A . .1Tl1e
1 
chor.ds.. of D, of E, a·nd of .A. 

Q. What from A to E? 
A. The chords of A, of B, a~il of E~ 
Q. May this be done by. other chords? 
.A. It n1ay. 
Q. But not so easily; nor so naturally? 
A. No. 
Q. Have you occasion for any dis ord 

in this n1odulation? 
A. None at all. 
Q. Why? 

- A. Because the three common chords 
mentioned above answer every purpose. 

Q . .By what means do you return· to 
the natural key, from E in four sharps, 
and afterwards to A in four flat&? 

A. By means of the flat seventh to t11e 
key you are in. 

Q. How do yo~ get at the flat sevenths 
to C, the natural .key? 

A. By displacing the sharps one· by ­
ope. 

Q. How afterwards from C to four 
flats? 

.A. ·By laying on the flats one by one~ 
E 3 
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Q~ What is the flat seventh you use to 
go from E to A? · 

A. D ~-
Q. What from A to D? 

A. G ~-
Q. What from D to ··G ? 
.A. C ~-
Q. What from G to C, the natural key ? 

A. F ~- . 
Q. What from C to F, the first major ., 

key wi tH flats? 
A. B t,. 
Q. What from F to B p ? . 

• .A. Et,. 

Q. What from B t, to Et, ? 
A. At,. 
Q. What from Et, to At,? 
A. D t,. 
Q. We are now in At, with four flats. 

How ~o we get back to C, the natural · 
key? . 

A. By using three common chords as 

before. 
Q. What are they from A t, to E t,? 
A. -The chords of At,, B t,, and E·p . 

.. 
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Q. What from E t, to B t, ? 
A. The chords of Et,, F, and B t,. 
Q. What from B t, to F? 

- A. The chords of B t,, C, and F. 
Q. What from F to C? 
A. The chords.of F, G, and C. 
Q-:_ .. We have gone through all the ma­

jor k·eys, both in flats and sharps. How 
are we to proceed, in minor k!2ys, from 
A, the natural minor key to E, with.one 
sharp for instance? .~, ..... ,.. 

A. By the flat seven th. 
Q. But do we want D #, the sharp se­

venth, to E? 
.A.. It is absolutely necessary. 
Q. How can it be made when we have 

only F #? 
A. By an additional sharp. 
Q. And with this additional sharp 6e­

venth, can we make out our modulation ? 
how then do w:e · go from E to B u,poa 
thig principle? 

A. By the flat seventh D ,aud the a~di­
tional sharp A. · 

Q. How fron1 B to I~#? 

I 
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A. By the flat seventh A and the addi-

tional sharp E. ,, _4-

Q. How from Ff 'to C #1? 
A. By the flat'seventh E and the addi­

tional sharp B. 
Q. Can we return back from , this C ~ 

to the natural key, and afterwards to F, 

the minor key in four flats? 

.. A~ Very easily. 

Q. By what means? 

A. By the flat seventh as before. 

_ Q. Without any .other addition? 

A., It may be done, but not so well,. 

Q: What addition will be necessary? 

A . .. A.s usHal, the auxiliary sharp s.e-
venth. .. _ 

Q. U p6~ that principle, how· ~hall _we 
get from C # to F #? 

A. By B ~ the flat seventh and the 

auxiliary sharp E. 

. Q. How from F # to B ? 
A. By the flat seven th E ~ and the 

auxiliary 'sharp A. 
Q. How from B to E? 
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A. By the flat seventh A and the aux i­
liary sharp D. 

Q. How from E to A ? 
A. By the flat seventh D and the auxi­

liary sharp G. 
Q. How from A to D? 
A. By the flat seventh G and the aux i­

l iary sharp C. 
Q. How from D to G? 
A .. By the flat seventh C and the auxi-

lia-ry sharp F. · 
Q. From G to C ? 
A. By the flat seventh F and B ~' 

< 

which serv·es as. an auxiliary sharp. 
Q. How from C to F? 
.A.. By the flat · seventh .B t, and E c;, 

which serve_s as an auxiliary sharp. 
Q. Being now in F, the minor key in 

four flats, how do you get back to A, the 
natural key? Ho,v, for example, from F 
to C? 
. A. By advanc-ing the bass to G, which 
makes F the flat seventh, and introducing 

B ~-
Q. How from C to G ? 



- . 

58 MODULA'rlON AND THOROUGH~ BASS • 

.A. -By advancing the bass to D, which 

makes C the flat seventh, and intro­

<lucing F :ff. 
Q. How from G to D? 
.A. By advancing the ba&s to A, which 

makes G the flat seventh, and intro­

-<lucing C :ff· 
Q. How from D to A ? . 
A. By advancing the bass to E, which 

makes D the flat seventh, and 1i1fro-

du.cing G #- · 
Q. You now fully:comprehen<l the dis­

~rd of the _.seventh. Suppose you .play 
C with the ~at · ·seventh, _which is B t,, 
and afterwards shift the bass t-o E, \yhat 

~is.cord have _you .then? . ! • 

A. The sixth and flat fifth. · 

_ Q . . Then the same chord, w_hich !S the 

seventh to C, is . the ,fifth aud six th to 
E? 

A. It is. 
_ .,Q·. What notes form the d1scord of 

the ninth? -

A. The third, fifth, and ninth. 

Q. Suppose you play the _ninth, and 
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quit it for the eighth, \Vhat is the effect 
produced ? 

A. The effect of an appoggiatura. 
Q. Then the effect of the ninth is no 

more than a grace? 
A. No more. 
Q. What notes form the chord of the 

fourth and fifth? 
A. The fourth, fifth, and eighth. 
Q. If, having played this chord, you 

drop the fourth, and play the third, what 
sball you have made? 

A. The common chord. 
Q. Then the fourth, in th is case, ope­

rates as a grace, or passing note, intro­
d~cing the third exactly as · the ninth 
do~s, introducing the octave? 

A. Exactly. 
Q. I believe you understand that dis­

corrls should be prepared and resolved ; 
but, as this doctrine, in a scientific sense, 
is carried to such an extent that it would 
be improper and very unnecessary to in­
quire into it here, I shall simply ask ho ·N 
is a discord prepared? 
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A. By any given concord. 

Q. I-low is it resolved? 

A. By a relative concord. 

Q. Suppose you play G as the concord 

which is to prepare the discord, what 

notes do you play? 

A. I play D, G, and B. _ 

Q. Let your discord be the second and 

fourth, what do you do to form it? 

_,1, Drop the bass to F, and continue 

the chord of G w·ith the right hand. 

Q. Having shifted the bass to F, c;1nd 

kept on the chord of G, and by that 

means formed the di~cord, how do you 

resolve it? 
A. By dropping the bass to E, and 

playing the chord of the six th. 

Q. Having now E for your bass, and 

played the chord of the sixth to it to 

resolve the discord, let me know once 

more what was the process? vVhat did 

you do first? 

A. Plaved the common chord of G, 

with G for the bc,tss. 

Q. To <lo \-rhat? 
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A. To prepare the discord. 
Q. The disc9rd being thus prepared, 

1'low did you form it? 
A. By keeping on the chord of G, and. 

droppin~ the bass to F. 
Q. What was the discord? 
A. The second and fourth. 
Q. How did you resolve it? 
A. By dropping the bass to E, and 

playing the sixth. 

AH these questions must be hereafter 
reiterated, and reasoned upon by the pu•­
pil. In the mean time I would recom.­
rnend a close and attentive study of them, 
for we are now on the point of attaining 
a competent judgment of harmony . 

... 
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DIALOGUE VIL _ 

MUSICAL TERMS. 

Q. How is. a beat performed? 

A. Fron1 the half-tone below. 

Q. How· a shake? 

A. From the tone or semitone above. 

Q. How a tun1? 

' 

A. By a union of the beat and s.hake. 

Q. How a trill? 

A . Variously; but it partakes of the 

other grace,s according to its length and 

effect. 
Q. W hat sort of time is unde,stood 

by the term grave? 

A. Solemn and stow. 

Q. What by adagio? 

A. One degree faster, but al ways ele-

gant and graceful. 

Q. What by largo and lento? 

.A·. Something faster than adagio. 

Q. What by andante ? 
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A. Solid, impressive, tender, and re-
gular. 

Q. What by nzaestoso and pomposo ., 
A. Grand and commanding. 
Q. What by larghetto? 
A.· One degree faster than largo. 
·Q. What by ajfettuoso? 
.A. Tender and soothing. 
Q. What by siciliana? 
A. The tender sort of pastoral. 
Q. "\Vhat by pastorate? 
A. Pastoral in general. / 
Q. What by moderato '! 
A . . Firm, and not too quick. 
Cl. What by con spirito? 
A. With spirit and equal, whether the 

time is fast or slow. 
Q. What by vivace? 
A. Lively. 
Q. What by allegretto? 
A. One degree slower than allegro. 
Q. "\Vhat by allegro? 
A. Quick. 

Q~ What by presto ? 
A. · Quicker. 
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Q. What by prestissirno? 
A. Quickest of all. 
Q. If a composer wishes to quali(y the 

n1eaning of any of these terms, whn.t ex­
pression is used? 

A. Non troppo, or not too much. 
Q. How do you apply it? 
A. To any time, as non troppo presto, 

or · non troppo largo. 
Q. vVhat term signifies soft? 
J1. Piano. 
Q. What loud? 
.A. Forte~ 
Q. vVhat term signifies softest oC all P 

... 4.. Pianissimo. 
Q. What the next, and its meaning? 
A. Piano, soft. 
Q. What the next, and its meaning? 
Jl. Mezzo piano, less soft. 
Q. vVhat the next, and its meaning? 
.A. Mezzo forte, half loud. 
Q. "\1/hat-the next, and its meaning? 
./J. Forte, loud. 
Q.. What the next, and its meaning? 
A. Piuforte, more loud. 
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Q. What the next, and its 1neaning? 
.A. Forlissimu, loudest of all. 
Q. Is there any word that signifies the 

whole of this progression? 
A. There is. 
Q. What is it? 
A. Crescendo. 
Q. What does it come from ? 
A. From crescere, to grow, or increase·. 
Q. Is there any word that has exactly 

a contrary meaning? 
A. There is. 
Q. '\\'~hat is it? 
A. Diminuendo. 
Q. What does it come from ? 
.A. From diminuere, to decrease. 
Q. What is _the meaning of stacqato .~ 
A. _To play the notes short and dis-

t inct. 
Q. What signifies legato? 
A. To play the notes in a close gliding 

manner. 
Q. What of pizzicato? 
A. To touch the strings with the 

finger. 

FS 
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Q. What of con l'arco-~te 
A. To play the notes with the, bow. 
Q. What is a: sourdine? 
A. An instfu,1nent to deafen the sound.­
Q. What is meant by arpeggio? 
A. To play the notes of chords, :::,pne 

after another, beginning from the lowest. 
Q. \'Vhat is meant by cantabile? 
A. In a singing sty le. 
Q. What by cadence, or cadenza? . 
A. The introduction of a few appro­

priate notes at a pause or a close. 
Q. What by the term ad libitum? 
A. A liberty to introduce graces that 

do no injury to the melody. 
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PLAYING. 

DIALOGUE VIII. 

PLAYING. 

As I consider extempore modulation as 
a means Loth to accelerate a knowledge 
of harmony, and a good exercise for the 
finger, I shall in this Dialogue put some 
questions relative to it, which will be 
more general than usual, because the 
pupil ought by this time to be acquainte<l ­
with the leading principle3. 
, Q. Y~ ou already know how to modulate 

into the fifth of the key. l-Iow will yon · 
:modulate in the fourth of tl1e key? 
· A. Either by the flat seventh, or simply 

hv the third . ., 

Q. What is the fourth of C? -
A. F. 
Q. What is its flat seventh? 
A. Bb. 
Q. What does that flat seventh lead · 

you to? 
I 
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A. Into A. 

•Q. What is A to F, _ what is the key, 

and its major or minor? 

.A. A is the third to F, and F is a rna­

j?r key. 
Q. What is the sixth to C? 

A. A. 
· Q. Can you modulate into that? 

· .A. Easily. 

Q. By what means? 

A. By means of G # its sharp seventh. 

Q. What does that sharp seventh lead 

you to, and is the key 111ajot or minor? 

A. It leads to A, and it is a minor key~ 

Q. Upon this principle then, as welJ as 
into the fifth of the key, you can modu­

late into the fourth, or the sixth, and 

the first of those is major, and the other 
r 

minor? 
A. Exactly. 
Q. Let me understand what are the 

three keys you can thus modulate into, 

from C the natural key? 
. A. G the fifth,- F the fourth, and A 

the sixth. 
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Q. By the s~n1e reason, you may mo­

<lulate in to three keys from any g1veu 
ke"·? 

A. Certainly. 
Q. Suppose G with one sharp your 

key,-what are the three keys you may 
modulate into; ~rhat intervals are they 
from G; and are they major or minor? 

A. D the fifth a major key, C the 
fourth a major key, and E the six th a 
ll;).iuor key. 

Q. By what means <lo you get at them? 
A. To D by the sharp · seventh, C by 

tl~~ ~~;t _ seventh, aud E by the sharp se­
venth. 

Q~ Answer the same question, suppos­
ing D, ,vith two sharps, to be your key. 

A. The fifth A is got at by the sharp 
seventh, the fourth G by the flat seventh,' 
and the sixth B by the sharp seventh. 

Q . . Can you go on in this manner to E 
with four sharps ·. 

A. Easily. , 
Q. Show me how . 
.A. As before. To the fifth by the sharp 
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seven th, the fourth by the flat seven th, 

. and the sixth by the sharp seventh, 

Q. Since you can do this in sharps, you 

can also of course do it in flats. Suppose 

your key F, with one tlat.-How then do 
you modulate, first into the fourth, then 

into the sixth; and which of these keys 

is n1ajor, and which mi nor? 

A. To the fourth, whic11 is B pa major 
key., by the flat seventh, and to the sixth, 

which is D a minor key, by its sharp 
seventh, C #-

Q. Answer these questions, supposing 

the key to be B with two flats. 

A. To the fourth, which is E p a nrnjor 

key, by the flat seventh, and the sixth G, 

a minor key, by its sharp seventh F ij. 
Q. And by this means you can get 

into A with four flats? 

A. Yes. 
Q. Show n1e how . 

.A. To the fourth DD by the fl at se­

venth, and the sixth F by a sharp se­

venth. 

Q. As you must close in your original 
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key, be it what it may, how do you get 
back to it? How from the fourth, fo r 
instance? 

A. vVithout any modulation at all, be­
cause the key and its fourth are relative 
keys. 

Q. How from the sixth? 
.A. By the flat seventh as usual. 
Q. Suppose your key A natural, which 

is its third? 
A. C. 
Q. Can you modulate into that? 
A. Yes. 
Q. By what means? 
A. Either immediately or by its sharp 

se\·enth. 
Q. Is it a minor or a major key? 
A. A major key. 
Q. vVhat is the seventh to A? 
A.G. 
Q. Can you 1nodulate into that'? 
.A. Yes. 
· Q. By what means? 
A. By its sharp seventh F-~, which ii• 

the sixth to A. 
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Q. Is it a major or a minor key?' 

A. A major key. 

Q. So that, exclusive of E, your near­

e·st modulation from A natural, you can 

go either into C, its third, or G, its se­

venth? 

A. -Yes. 

Q. Take E for your key, and show, 

by the same rule, how you modulate into 

the third and seventh from that. · 

A. Exactly as before to G the third, a 

1n ajor key, either immediately or by its 

sharp seventh, and to D the seventh to 

E by its sharp seven th, which is th e 

sharp six th to E. 

· Q. And by this means you can get on 

to C with four sharps? 

A. Yes. 
Q. Show 1ne how you get from A na­

tural to D, its fourth, with one flat; and 

tell me whether it is a minor or a major 

key? 
A. By its sharp seventh C#, which is 

t_hesharp thi1~d to A; D isamiqorkey. 

Q. So that in minor keys, you can mo-
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dulate into the third, the seventh, or the 
fourth? 

..A. Yes. 
Q. How do you return to A from C, 

the third? -

A. By G # the sharp seventh. 
· Q. How from G, the seventh? 
A. By G # the sharp seventh to A. 
Q. How from D the fourth? 
A . Either immediately or by the sharp 

seventh. 
Q. Suppose your key to be D, with 

o-ne flat, how do y ou get at the keys of 
the third, the seventh, and the fou rth? 

A. To F, the third, by making the bass 
E 1 and playing the chord of the fifth 
a.nd sixth; to C, the se·venth, by the 
com mon chord of G ; and to G, the 
fourth, by the chord of D . 

Q. And this you can do by the same 
rul e all the way to F, the n1inor key iu 
fou r flats? 

A. ··res. 
Q. Show me ho\\.'. 
A. Al ways by dropping the flat s.eventb 

G 
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of the key you are in, and introducing 
the sbarp ·seventh of the key you are 
going to. 

Q. How do you return to your original 
key, be it what it n1ay ? 

A. By taking away tl1e half-tone be­
lovv, which is always the sharp seventh, 
and substituting the \\ hole tone, which 
is al vvays a flat seven th. 

Q. As this, tried through all the keys, 
will embrace a· great deal of modulation, 
do you understand what is you r genera l 
JHactice? 

A. By getting a correct idea that the 
half-tone below is the sharp eventh, and 
the full tone the flat seven th. 

·q. How do you get forward to the 
k eys? 

A. Upon this principle by the super­
fluous fourth. 

Q. How do you return to them ? 
A. Upon this principle by the . flat se• 

venth. 
Q. Is there somethi_ng el e necessary 

in minor kt:ys? 
I • 
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Q. "\iVhat? 
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A. Nothing more than to introduce 
the artificial half-tone below, which after 
all is the sharp seventh. 

Q. How do you manage when only a 
treble and bass are written down? 

A. Substitute the note that completes 
the chord. 

Q. Supposing the bass to be the octave 
and the treble the third, what note do 
you supply? 

.A. The fifth. 
Q. Supposing· the bass and the trebl~ 

to make the octave and the fifth? 
A. Substitute the third. 
Q. And is this rule general as, to the 

rest of the harmonies?-
A. Certainly. 
Q. If the treble consists of -passing · 

notes, or se¥eral notes to one bass note, 
what is the best mode to ventli•re in order 
to supply the hal'mony? 

A. By ei'theli thirds or sixths. 
Q .. l\fay you ventture the fourth.?. 

G 2. 
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A. Certain ly. 

Q. But in sequence? 
A . Very rarely. 
Q. lVlay you venture the fifth r 
A . You may . 
Q. But in sequence? 
_4_ Never~ 

Q. lVIust ·the notes that you ven ture in 
the treble, be above or below the wri t ten. 
note? 

A. Belovv~ 
Q ~ May you venture to do any thing. 

of this kind in the bass? 
A. Y ~s; if done carefully-. 
Q. By what r.egulations ?' 
A. So as to assist, but never overload 

the accornpanirnent. 
Q. The notes that you venture in the 

bass, must they be played above or belo,v. 
the bass note? 

A. Above. 
Q. Is there any other rneth <i)(1 by which 

you may perfect yourself in thi practice? 
A. There is. 
Q Ulh .. ;:i -. . , n . at IS I t. 
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A. By figuring. the bass. 
Q. What is your rule for, figuring the 

bass; with concords for exa1nple? 

A. The common chord must have a 3~ 
a 5, or 8, or no figure at all. The sixth 

must hav€ a 6; an<l the sixth and fourth, 
6 
1 • 

Q. "\Vhat is your rule for figuring the 
bass, w heti discords take pl~ce? 

A. The second and fourth is rnarke<l 

by · ! ; the fifth and sixth by ~ ; the 
fourth and fifth by ~ ;. the seventh by a 

/ 

7, and the ninth by a 9.-
Q. IIow do you distinguish intervals 

·which are sharp or major, fron1 others, in 

figuring the bas~-?. 

A. By a stroke p1aced across the ffgr1re. 

Q. Why are major intervals introduced 

which are im plied by the figures so 
1narked?. 

.A. Thereby to distinguish the1n as 
. 

111 aJOf. 

Q. Why minor? 
.A. Thereby to distinguish them as-. 

minor. I 

G 3-

/ 
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Q. Wh~n a sharp is placed· oy a figu.re;. 
or by itself, in thorough bass, does it 
actually mean a sharp on the keysJ, or thfi · 
scale? 

A. By no means. 
Q. What then doos, it imply ? 
A. A sharp or major interval. 
Q. And a flat by the same reason ?­
A. A flat or rni11or interval:. .. 

Q. So, then,_ tlat and sharp, intervals in 

1
this case, as in the case 0f keys, mean 

~imply minor and major? 
A. Nothing more. 
Q. ·You will find sometimes a stroke; 

ins~ead of a 6gure-what does it mean? 
A. To continue the chord,. 

Q. Is there any necessity for marking 

tl~e figures to discords, that have only 
pie effect of graces, or passing- notes ? 

A . None at all. 
Q. What are these dis-cords called? 

.d. Transient discords . 

,· 
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DIALOGUE IX. 

GENERAL QUESTIONS. 

Q. WHAT was taught by the first 
Dialogue? 

.// .. The names and divisions of the 
notes as they relate to common and triple 
time, and the names and use of the_ mu­
sical characters. 

Q. What did the divisions of the notes 
jn to evtn numbers belong to ?1 

A. Common time. 
Q. VVhat into three or six? 
.A. Triple time. 
Q. Of what use are the musical cha-. 

racters? 

A. The rests are _marks to keep silence 
as long as the notes which they represent; 
the sharp makes a note half~ tone high­
er, the flat half a tone lower, the natural 
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restores the note to its natural tone .. The 
treble clef governs the upper part of the 
scale, the bass clef the lower, the tenor 
clef the middle; the bar divides the time, 
the double bar finishes the strain, the 
slur ties notes in succession, the bind 
ties notes on the same line or space, and 
the repeat is a reference~ 

Q. vVhat was taught by the secon{l 
Dialogue? 

A. The scale on the lines, an<l ·the· 
spaces, and the keys of the instrumen t .. 

Q. What are the· notes in the treble,. ~ 

o~ the lines, spaces, and additional' 1_,ines 
~nd spaces? , 

A. The lines of the treble stave are E~ 
G, B, D, and F, the spaces F, A, C, E · 
the additional lines below, ai·e C and r\ ,. 
the spaces, D, B, and G; the addit ional. 
lines above, are A, C, and E, and the 
spaces, G, B, D, and F. 

Q. What are the lines and the· spaces, 
in the bass clef? 

A. The lines are G, B, D, F, and A, 
·the spaces, A, C, E, and · G; the addi-

/ 
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tional lines below, are E, C, A, and F; 

the spaces, :F, D, B, and G; the add i­

t ional lines above, are C, E, and G, and 

the -spaces, B, D, and F. 
Q. vVhat iis the use of the tenor clef? 

where is it placed, and what is it called 

according to its situation? 

A. The tenor clef is a medium between 

,the treble and bass. It may be p1aced on 

the bottom line, an<l is then called the 

soprano; ·or on the middle line, and called 

the alto or contra alto; or on the fou1·th 

line, and called the tenor. 

Q. How do you separate the forty 

white keys on the piano-forte? 

4. Into twenty-one, from G on the 

first line. of the bass stave to F the 1lij):­

per line in the treble clef, eleven notes 

above called in alt, and eight notes below 

G, called double. 

Q. What was taught in the third Dia­

. logue? 

A .. The keys and their semitones. 

Q. How do you know t\1e key~,~ 
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A. They are the note above and the 
note below the last sharp, and a third 
.and fifth above the last flat: the upper ' 
is the 1najor, and the lower the minor. 

Q. How do you count to ascertain four 
sharps, and how four flats? 

A. By counting the thumb and four 
fingers to count the sharps, and the four· 
fingers without the thumb to count the 
flats. 

Q. How <lo you know the •distinction 
of major and minor keys? 

A. By the situation of the semitones 
which a e in major k~ys, from the thi rd 
to the fourth, -and seventh to the eighth, 
and in minor keys from the second to the 
third, and the fifth to the sixth. 

Q. What was taught in the fourth 
Dialogue? · 

.A. Modulation from key to key. 
Q. By what means do you modulate . 

·into the major keys with four sharps? 
A. By F # to G, C ij to D~ G # to A~ 

and D# to E. 
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Q. How intb 1ninor keys with four 
iharps? 

A. By D # to E, Ly A# to B, by E ~ 
to F ij, and by B # to C #· 

Q. How into major keys with four 
flats? 

A. By the third of C to F, by the third 
of F to B b, by the third of B b to E D, 
and by the third of E p to A p. 

Q. How into minor keys with four 
flats ? 

A. By C # to D, by F # to G, by B ~ 
to C, and by E ~ to F. 

Q. How do you return? 
A. Al ways by the flat seventh of the 

key you are in, and substituting the 
sharp seventh of the key you are goi11g 
to. 

Q. What was taught by the fifth Dia­
logue? 

A. Common tirr1e and triple time. · 
Q. _ Of what consists common time, 

,and how is it marked? 
A . . Simple common time mu.st have any 

O'tven number of notes that make a semi-
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breve, and it is marked by a semicircle 

C, or ¢ ; compound common time is 

known by the figures ~, which denote six 

quavers in a bar; or \'!, which denote 

twelve quavers. 

Q. Of what consists triple time, and 

how is it marked? 

A. Triple must have the number of 

notes ascertained by the figures: ! , which 

s.tand for three minims, ; for three 

crotchets, ! for three quavers, ~ for nine 

quavers. 

Q. '-'7hat was taught by the sixth Dia­

logue? 

, A. Thorough-bass. 

· Q. What is thorough-bass? 

A. A combination of sounds known 

by figures placed over or under the bass 

notes. 
Q. How is the bass figured ? 

~4.. The common chord by a 3, a 5, an 

8, or no figure at all; the sixth by a 6, 

the sixth and fourth by ~, the second 

an~ fourth by, !, the fifth and sixth by~' 

I • 4 
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the fourth and fifth by ! , the seven th 
by a 7, and the ninth by a 9. 

Q. For what purpose is the bass figu r­
ed? 

A. To distinguish concords from dis­
cords. 

Q. By what chords do you proceed to 
modulate into major keys with sharps? 

A. y OU get to a · by the chords of C, 
D, and G ; to D, by G, A, and D ; to 
A, by D, E, and A; and to E, by A, B, 
and E. 

Q. How into minor keys with sharps? 
A. To E, by the chords of A, B, and 

E; to B, by E, F #, and B ; to F ~ by B, 
C #, and F #; and to C ~' by F #, G ij, and 
C #; al ways introducing the auxiliary 
seventh, or half-tone below the key. 

Q. How do you modulate into majo r 
kevs with flats? ., 

A. C leads immediately to F, F to B ~, 
B p to Et,, and E t, to. A t, ; and therefore 
the 'chbrds to these notes are all that · we 

I 

tind necessary. 

Q. How into minor keys with flats?' 
u 



S6 GENERAL QUESTIONS. -

A. By 'giving the key you start from 

its major i~ird, which establishes the 

auxiliary half-tone to the key you· are 

goi ng to. 
Q. How do you g9 in to major key& 

from four sharps to four flats? 

./1. By taking off the sharps one by­
one, arid lay1rig on the flats one ·by one, 

to-establish at every' remove the flat se­

ven th. 
Q. · How do you r'eturn to four sharps? 

A. By taking off the flats one by one, 

and layin·g on the sharps one by one, to 

establish the sharp seventh. 

Q. llow do you go in minor keys, 

from four sharps to four flats? 

A. Always by dropping the flat ge­

ve11th, and laying on the sharp seventh 

of the key you are going to. 

Q. How do you return to four sharps? 

... 1. First, by taking off the flats oue by 

· ·one,. and then adding the sharps one by 

::;,,·one, and at each remove ·establishing the 

~ux i1i ttry sharp seventh. 
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Q. What was taught by the. eighth 

Dialogue? 

A. Playing in general, fingering, the 

n1anner of adding notes to fill up a 

chord; always to play third and sixth 

in sequence, rarely fourths and never 

fifths. 

Q. As this taught you some new mo­

dulations, what were they? 

A. After the usual modulation in to 

the fifth, to go into the foorthi, sixth, 

and -seven th. 
Q. How do you get at t~m ;n major 

keys? 
A. Always by the sharp seventh going 

on, and the flat seventh returning. 

Q. How in minor keys? 

A. In the same manner, not forgetting 

upon all occasions to substitute the auxi­

liary sharp seven th. 

Q. What new particulars did you learn 

relative to figuring the bass? 

A. That a stroke across the figure 

means a sharp interval, a stroke inste,ad 

H2 
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Qf a figure to continue the chord, that 
passing notes which form discords ·need 
no figure, for they are not emphatic, but 
called transient discords. 
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DIALOGUE X. 

COMPOSITION, AND WRITING DOWN 
IDEAS. 

QUESTIONS. 

Q. How many ~atur~l discords have 

you? 
A. Two. 
Q. What are they? 

A. The sharp seven th and the flat se-

, ,enth. 

Q. What is the sharp seventh to G? 

A. F sharp. 

Q. What is the fla seven th to D ? 

A. E natural. 

Q. Is the ninth in its operation a clis­

cord? 
A. It is but a transient discord;'a sup­

pension of the eighth, an appoggiaturao 

HS 

' ' 
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Q. Is it always necessary in composi­
tion to modulate into different keys? 

A. No. 
Q. Then why is modulation used and 

-recommended? 
A. For the sake of variety. -
Q. Is it necessary, for the sake of en­

]argi n g the 1nind, to know harmony r 
A. In its fullest extent. 
Q. And it will be good practice in 

forming a tune to get in to the fifth of the 
key at the end of the strain? 

.. A. Not only that, but to touch on some 
minor key before you return. 

Q. If you compose a tune, how wi ll 
you begin, in G, for instance? 

A. With the chord of G. 
Q. What will you do next? 
A. Play the six th and fourth. 
Q. Wliat next? 
A. Piay the flat seventh to G " 
Q. What next? 
A. Get back to G. 
Q. ,V-hat next? 
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' ~ 

.A. Touch slightly O? C sharp, to show 

your intention of 1nodulating into D. 
Q. What next? 

. -,: . 

.A.. Having satisfied the ear of this in-

tention, get into D . 
. : ; Q. Here you are at the end of the first 
, ·strain; how will you get back gradually 

to G? 
A. Into the minor key A, by G #, its 

sharp seven th. 

Q. After that? . 

A. Into G by F # its sharp seventh. 

Q. And this prepares you for the close? 

A. Completely, and it may be done 

either immediately or by playing abO\.lt 
the original key. 

Q. And may this be done in other 

keys? 
A. In all the keys. 

: Q. It is not arbitrary, however? 

/l. No : only natural, and therefore 

advisable. 
✓Q. How may ideas for composition 

be suggested? 
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A. Either by the mind or by adv~n t~­

tious sounds. 

Q. Ho,v may they be written do"~n? 

A. They must be reduced either to · 

common or triple time. 

Q. What is a good method of trial for 
general practice? 

A. To change familiar airs from con1-

mon time to triple time, and from triple 

time to cornn1on time. 

Q. How will you get at time in all its 

bearings? 
A. By correctly understanding all the 

questions contained in t,he Dialogue con­

cerning Time. 
Q. Literally or variously? 

A. As variously as they can be an-

swered. 
Q. In words? 
A. Not by words only, but by notes. 

Q. Are these to be a repetition of the 

same note? 
A. No: they must not only be in SllC­

cessions, but in various successions. · 

Q. Always in notes? 
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A. Not only by notes, but occasionally 

by rests, dots, and whatever may fill up 

the bar. 
Q. "\Vhen this is perfectly attai11e<l, 

what is your next practice? 

~- Having learned to divide the notes 
a3· to bars, to know how to divide the 
time generally, or, in other words, to di­

vide the tune. 

Q. What rule do you take for dividing 
the tune? 

_4. By establishing an interval of effect 

at every fourth bar. 

Q. · Explain how. Suppose t4e air to 
consist of sixteen bars. 

A. At the fourth bar you announce an 
_ intention of modulating into the fifth of 

_the _key, at tl}~. eighth bar you complete 
' . . . f. '. Ll I.) ':'.,;, ., 

that modtilat10n, at the twelfth you an-

nounce your original key, and at the six­
teenth you dose in it. 

Q. What is -it necessary to know, in 
order to get at this'? ·· 

A. Every principle that has bQen 

taught. 

,. 
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Q. When you know all these principle·, 
what are your proceedings? 

A. An attention to four requisites. 
Q. What are they? 
A. A knowledge of the intervals, the 

measuremnnt of ti1n,e.., th_e doctrine of 
modulation,_ and the point~-of divi~io11 in 

. 
airs. 

Q. What will this effect f9p Y,OU i~ 
w.ri,ting gown ideas.? 

A. The intervals will show you l1~Wi -
the notes li{} upon p~.pe::; time \'{ijl __ t~t!~h 
you how to divide them ; modula_tio)! wilJ 
inform you bow to y0nduct and c~r.ry 
them on; and the point~ of divi.siQn at _ 

e:ver:y (ourth ba.r,, :wil~ ~djust andcornr.l~te 
the composition. 

Q. An,d this ~ay b~ matiifested in v&-­
r.ious. ways? 

A. As many. as you pleas.~. 

--
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