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I on avoit penfe dans les grandes villes

autant a l'utile qu'a 'agreable, 11 ex-
ifteroient peut étre dans le monde quel-
ques Societes Academiques de Profeffeurs,
qui confacreroient leurs féances au perfec-
tionnement du grand art denfeigner: alors
lIe public pourroit efperer de pofleder un
jour une meéthode raifonnée, fimple, prompte
& facile pour chaque f{cience & pour
chaque art; & le Maitre en €tat de bien
enfeigner pourroit efperer de meriter 'hon-
neur d’ctre agregé a la Societé Académique,
& par la 1l feroit bien vite connu dans la
plus vafte Capitale. Iaute de cette fage
inftitution le Difeiple & le Maitre perdent
jouvent un tems precieux. .. Pour feconder
I'un & Tautre, il ne refte aujourd’hui que
la publication d’'un ouvrage {ur les princi-
pes & fur la mcthode du Maitre; cCeft
pourtant ce que tous les bons Maitres ne
peuvent pas faire,

Un



A D the ufeful been as much confidered
as the agreeable in large cities, there
would probably now exift in the world fome
zcademical {ociety of profeflors, whofe fole
objeét would be to perfect the great art of
teaching. 'The public might then hope to
poffefs one day a method well rcafoned, fim-
ple, expeditious and eafy, to learn cvery art
and every {ciecnce; and the mafler, quahified
to teach, might hope to delerve the honour
of being aggregated to this fociety, and by
that means he would thortly become known
in the moft populous cities. It is for want
of this wife inftituticn that the nafler and
the pup:/ lole a great part of their time; a
Jofs which now cannot be avoided, unlefs
the principles and method of the maffer be
explained by a tkilful performance, and this
s certainly very often above the capacity of
the beft mafter.
It
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Un moyen plus facile, & qui pourroit
ctre general, feroit un abregé de principes
& de meéthode, que chaque profefleur pu-
blieroit avec fon adrefle. Cet ufage ferort
tres utile a Peducation; 1'emulation s’eta-
bliroit parmi les Maitres; on feroit des
continuels efforts pour devenir Profeffeur,
comme on fait des continuels efforts pour
devenir plus habile & plus favant; le pu-
blic feroit eclaire fur un choix tres impor-
tant; le Maitre contribue beaucoup au
bonheur de la vie. , .

La Mufi;ue par exemple eft avjourd’hut
Iart qu’on cultive le plus, agres la Danfe,
Ie chiox du Maitre de Mufique n’eft plus
indifferent; 1l y a, a la veri'é, beaucoup
d’Artiftes qui ont reflechi fur ]a Mufique &
qui font excellens Maitres, mais il eft dif-
fictle de les reconnoitre. Les yeux &
Poreille difent bien, i le Muficien eft Lec-
teur, Virtuole ou Comrofiteur ; le Virtuofe fe
fait entendre & 1l eft reconnu; les ceuvres
parlent pour le Compofiteur; le Le&teur débite
les notes a vue; mais nul {igne extérieur
n'indique le Profjfeur : c’eft un étre pure-
ment moral, qui r¢fléchit, qui raifonne,

qul
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It is therefore obvious that a way eafier,
and which might become general, would
be, that each profeflor would publith, with
his direction, an abridgment of his prin-
ciples and method ; this courfe would be
very ufeful to education. The mafters,
anmimated by a laudable ambition, would
redouble their efforts towards increafing
their knowledge, by the profpet of be-
coming profeffors; thus the public would
be dire&ed in the choice of a mafler, a
choice highly important in life.

Mufic 1s now the art moft cultivated afier
that of dancing.  The choice of the mafter
is confequently not to be negleGted. There
are, without doubt, many artifts who are
excellent teachers; but how to find them
out ? 1t is eafy to difiinguith the reader, the
virtuofo, and the compsfor, by the eyes and
the ears: by hearing the @uwtugfo we cau
judge of his ability; the comtofer 1s known
by his works; and the reader by performing
rapidly at the firft fight; but no vifible fign
indicates the profe/or. He is a philofophical
being, who reflects, reafons, meditates, and

analvies
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qui meédite & qui analyfe fon talent: il né
cherche pasa feduire par le bnllant de ’Ha-
bilet¢, ni par le merveilleux de la Compofi-
tion; 1] n'envie pas les aplaudiffemens &
I’'admiration ; 1l borne f{es voeux a meriter
dans le filence l'eftime & la confideration
dues a ’homme utile. On appercoit rarement
cet étre eflentiel, fa timidite le cache aux
plus zelés partifans de I'education; I'ignorance
hardie a toujours la préeference & devient fou-
vent le précepteur des gens les plus eclairés.

Puiffe ma demarche echapper i la noire
critique, je feral bientot imité ; un jour les
Mattres & les Difciples m’auront de 'obliga-
tion, quand méme je deviendrai le dernier
profefleur.

Depuis 15 ans je travaille aux principes
de la Mufique & a la mcthode d’enfeigner,
on peut juger de mes Progres par mes ou-
vrages: on trouve a Paris chez Morin, im-
primeur-libraire, rue St. Jacques, Mes Re-
Sflexions fur les Lecons de Mufique ; Mes Legons
de Clavecin; Mles Elemens de la Compofition ;
Ma Rhetorigue muficale; & Mon Tolerantifine,

IMprimes
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analyfes his art; he does not endeavour to
prepoflefs the mind by the brilliancy of ta-
lent, nor by the charms of compofition;
but, without envying applaufe, he contents
himfelf with filently deferving the efteem
due to an ufeful member of {ociety. This
valuable demny 1s feldom known ; his mo-
defty is a veil which hides bis merit, even
from the eyes of thofe who are the moft
jealous partifans of a good education;
while bold ignorance makes its way, and
often deceives the moft enlightened.

May my defign efcape the rebuke of
envious criticifm! could my plan be followed,
both mafters and pupils would foon ac-
knowledge the obligation to me, fhould I,
even, be deemed thelaft of the profefors!

For thele fifteen years paft, I have ftudied
the theory of mufic, and the mecthod of
teaching it; the public may judge of the
progrefs 1 have made from rthe different
works I have publithed, which are as fol-
lows, and are to be had, in French, at
Paris, ot Morin, Dbookfeller and printer,
rue St. Jacques. ift. Reflections cn the teaching
mufic.  2d. Inflruétions for playing the Harp)i-
chord. 34, Elements of Compofition, 4th. Mufical

B Rbvtorick,
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imprimes en Francoi¢, & on trouve a Lon-
dres chez Rand.ll, marchand de Mufique,
Catherine-ftreet, Strand, Aes Legons d2 Cla-
vecin en Anglois.

Des Muficiens celcbres # de cette ville
applauciffent a ma mcthode, leur jugement
m’enhardit a vouloir profeffer la Mufique a
Londres. Vcici le precis de mes principes,
& de ma méthede. .. Je fcrois recompsnic
de mes peines, i je pouvols meriter quelques
fuffrages chez une naticn aufli refiechie &
aufly eclairce.

Sans parler ces principes pnyligues & geo-
metriques de la rclonnance de fons & de la
vibration des cordes, qui appartiennent plu-
tot au méchaniime d= la facture d’1nftrumens
qu’a I'art Mufical, je vais dreoit au fait pour
developrer au difciple la viritable theorie de
la Mufique; fars fatiguer {2 memeire avec
une vaine cf diton fur la Muiigue des an-
ciens & fur ince:taine origine des fons de
Poctave, e lt.i ex, lique tout bonnement

orre Nuligue cctueily, T faifart vour I'ulage

qu’on
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Rbetorick. sth. Tolerantifm. My infiructions
for playiug the Harpfichord are tranflated into
Englith, and may be had in London, at Ran«
dall’'s mufic-fhop, Catherine-Street, Strand.
Celebrated Muficians® in this city, approve
of my methed. Encouraged by their favour-
able judgment, I venture to profefs teaching
mufic in London. 1 here offer to the public
an abftralt of my manner of teaching ; and
fhould think my labour fully recompenfed,
cculd I merit any encouragement from a na-
tion {o enlightened, and of fo philofophical a
turn as the Englith nation is reputed to be.
[ {hall pafs over in filence the mufical
and geometrical principles of the refonance of
tounds and vibration of chords; as belonging
rather to the mechani{fim of making inftru-
menss, than to the fcience of mufic, and 1
(hall immedi.tely proceed to difclofe to the
pupil the real theory of mufic; and without
charging his memory with ufelefs erudition
concerning the mufic of the ancients, and
the origin of the ditferent founds of the
oflave ; I fhull only explain to him every
thing concerning the mulfic of our days;
B 2 fhewing

ii— e " —— e L
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qu'on fait des 13 fons de notre oave dans
Pharmonie & dans la melodie. Je fais ab-
ftraction de Yalteration que le Virtuofe met
par inftin@ & par fentiment dans les {ons de
Potave, quand ils figurent pour [enfibles,
pour {econdes, pour quartes ou pour fixtes de
la gamme. Prenant les fons de Po&ave
pour les 12 toniques, Je les fuppofe fixes
& d’un demiton diftans les uns des autres,
tels quiils le font & qu’ils doivent létre
quand 1ls fonnent comme zoniques & chefs
de 24 gammes de notre Mufique.

Je fais encors abftraion des noms
d’accords, conhiderant l'enfemble des fons
relativement 2 Ja gamme & diftinguant les
differens enfembles de fons par les mots
d’barmonies confonnantes & d'harmonies dif-
fonantes d’une telle note de la gamme,
ou bien tout fimplement par les mots de
confonnances & de aiffonances d’une telle note

de la gamme.
JPéxpofe 1? Vordre & les intervalles des

notes naturelles, des notes diefes & des
notes bemoles.

2° La nature du mode majeur & du
mode mineur,
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fhewing him at the fame time, how
the thirteen founds of our oltave are em-
ployed in harmony and melody. I except,
however, the changes made by the geniusand
feelings of the virtuofo, when thefe founds are
introduced as 7ths, 2ds, 4ths, or 6ths, in the
{cale. Confidering the founds of the otave
as twelve tonic notes, I fuppofe them fixed
and diftant half a tone the one from the
other; as in falt they are and ought to be,
when they are taken as the tonic or chief
notes of the twenty-four fcales of our
muf{ic.

[ leave afide the name of accords, as
I confider the founds all together relati-
vely to the {cale, and diftinguith the dif-
ferent founds, produced together, by the
names of confonant harnonies, and diffonant
barmony of the particular ncte of the
fcale; or fimply by the names of conjo-
nance and diffonance of the {fame note.

I exhibit firlt, The order and the in-
tervals of the notes natural, fharp, and
flat.

Secondly, the nature of the minor and
major modes.

Thirdly,
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12 Le nombre des notes naturelles, diéfes
& bemoles, qui appartiennent aux gammes
des differens tons.

4° Toutes les confonnances & toutes les
ciffonances de la gamme.

57 L’etendus des harmonies & les rap-

ports qui regnent entre les tons,

Apres ces préliminaires je fais voir au
Difciple que 'enchainement des tons & Ia
fucceflion des harmonies {out le principe
& lex:rait de toute Mulique; que les tons
& les harmonies f{ont ordonnes & con-
ftruits, dans la partition des hommes de
genie, fuivant les regles de la dyntaxe &
de la Rbetoriguce.

Je commence par la fucceflion des har-
monies dans ine meme famme, & je lu
dis que les harmonies (cett a cire les con-
fonnances & les ciffonences) {ent les mots
du lang:oge Mufical; qu'elles doivent ctre
ordcnndes ce manicre a former des phra-
fes; que loppofition & le coalrofte qui reg-
nent entre les harmontes filizcitantes & les

N

harmories repss, donnent le fens a la phrafe
harmoniquec;



Thirdly, the number natural, (harp, and
flat notes bel nging to the fcales of the
different kevs,

Fourthly, all the confonances, and dif=
fonances of the {cale.

Fifthly, the extent of the harmonies and
the reiativn born between the different keys.

After having thus given the preliminary
iniructions, 1 proceed to preve to the pua-
pil that the chain of connexion between
the keys, and the fucceflion of different
harmonics, form the principle and extradt of
21l mufic; likewife, that the keys, together
with their hurmony, are ranged and con-
ftruted in the fcore of the accompany-
ments ¢f men of genius, upon the rules of
Syniaxe and Roctorick,

[n the firlt place I begin by the diffe-
rent {ucceflions of harmontes in the fame
fcale, obferving that harmonies ( that is to
fay, cenfonances and diffonances) are the
words of the mufical language; that they
fhould Do fo difpofed as to form a phrafe;
that the oppofite effect and comtraft between
gmperfeci and  perfed? harmony, gives the
meaning to ihic haormonical phrafe; that

there
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harmonique; qu'il ya quatre repos dans toutes
les gammes; que la confonnance n'eft pas
toujours nfonaticn dans la conftruction,
qu’clle eft tantdt conirafic & fillicitation, &
tantdt repos; que fouvent plufieurs confon-
nances appartiennent a la meéme gamme,
deviennent tour a tour repos & fe follicitent
reciproquement; que les diflonances mémes
font parfois des repos & fervent d’interro-
gation, d’'admiration & de {ufpenflon.

J'indique les quatre repos de la gamme,
leurs nuances & leurs folicitaticns; je les fais
prononcer f{ur le clavecin ou fur la harpe ou fur
Pinftrument avec lequel le Difciple eft le plus
familiarife; je les fuis noter de deux na-
nieres. 17 Conftruflivcment, abitraltion
faite de la mefure & du mouvement, ordon-
pant les pofitionsou renverfemens des har-
monies avee leurs bafles naturelles & extra-
ordinaires {uivant les regles ordinaires de
}a march: en fens dire€te & en {ens con-
traire, & concentrant le tout dans l'etendue

naturelle au diicours harmonique ; écrivant

pat
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there are four refts in every {cale; that
cenfonance 1s not always to be reckoned

as ntonation 1n the conftruGtion of a
phrale, but 15 {ometimes placed as con-
traff, and requiring the complete har-
mony, and fome:imes as a fu/l reft; that
frequently many confonnances belonging
to the famc fcale, become, by turns, a
Jull reft, and reciprocally require a com-
pleCtion of confonance ; Finally, that even
diffonances are fometimes reffs, and ferve
as marks of wmterrogations, exclamation and
Sufperfisn,

[ now fhall fhow my pupil the four
refts in the fcale; the fhades between them,
and thelr z'/ffji*c’ff«fﬁ harmsnies 3 making him
touch them upon the harplichord, harp, or
any other infirument moft familiar to him.
I ncte them two ways,  Tirfty, according to
their conftru&lion, putting afide the time
and mealure, ranging the pofitions, or in-
verfions of the harmonies, with their na-
tural and estraordinary bafes, according to
the ufuul rules of progrcfhon, in a direct or
contrary fenfe; including the whole within
the natural limits of harmonical fpeech.

( The
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par des ronacs les notes du premier & plus
grand repos de la gamme, que je regarde
comme un repos de fsiuf; ccrivaut par des
blanckes les netes du fecond repos, repos
de deux peintsy <crivant par des blanches
pazm‘eu ICD notes du jcme repos, repos d’une
virgute & fponly, ccrivant par des croches les
notes du seme & plus foible repos de la
camme, qui figure dans le difcours Mufi-
fical comme un repos de wirgule ; écri-
vont enfin par des nrses les notes de toutes
les follicitations,

27 Je fais noter les memes phrafes harmo-
niques avec mezfure & embelliffement pour
introduire le chuant Farmcnieux & le chant
melsdizux.

De la fuccefnon des harmonies dans la
meme gamme Je vais au fecond chapitre des
lecons fur la conftruction & 7inftruis mon
difciple {ur le changement & ordonnance des
tons. Ici je fais abftraltion de la richefic
harmonique que le difciple {ait deja pratiquer
dans chaque gamme, & je nc choifis que la
confonnance de la tonique, qdl eit e princi-
pal repss, & qui fert drnfonaticn a tout ton;
e choifis encore les dittonances de feconde,

1

de quinte & de fenhble Four annoncer &

PTL-
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The firft and principle »¢/f in the fcale,

{ confider as a period 5 the fecond reff, as
a colon; the third r¢/#, as a femicolon; the
fourth, or weakeft 7¢/4 as a comma; and I
mark them as follows. The firft and prin-
cpal reft by a femibreve; the fecond, by a
munim 5 the third, by a mmim with a dot after
it ; the fourth, by a suever; and finally all
the notes calling for a reft, by crochets.

2? I make the pupil write down the
fame harmonical phrafes in time, and with
embellifhments, in order to produce both
the Jarmonious and mcodisus [tram.

From the harmonics produced 1 the
fame {cale, I now lead the beginner to the
fecond chapter of leflons on their conftruce-
tion, and give him 1nftrutions concerning
the chaneing and ranging the keys. 1
muft here except the great diverfity of har-
monies which he has already learnt how to
produce 1 every fcale; and confine him
to the tonic confonance, which is the prin-
cipal s/t and feives for antonation to all
the keye, 1 take alfo the diffonances of
[-cond, nfth, and teventh as preparative for

(2 changing
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préparer les tons; jexerce un peu I'Eleve a
favoir prononcer & annoncer les differens
tons; enfuite j'cxpote le princips du change-
ment de ton a p:zu pres dzns les termes
fuivans.

Changeant de ton, V'intsnation n'eft pasin-
différente; on peut elever & baiffer la to-
nique de piufizurs degres; le nouveau corps
fonore peut avoir un cu deux [ons communs
avec celur du ton quitte; 1l peut méme com-
pofer une harmcnie toute nouvelie.  En-
chzizant lcs tons, 1mit.ns la Nature; tout
eft lic dans fa marche, elle va par gradaton:
la lumiere du jour croit & décreit; les tene-
bres de la nuit <eraifliffent & s'eclairciffent ;
la cramte & lefvcrance f€pa-ent le plaifir de
la peinc; tout {entiment nair, croity decreit
& meurt. Exprimons cette marche natu-
relle & [Lmple; zugzmentons ou diminuons
es dic'cs & les Fonnds, unoa uny  parccurons
les gammes de proche en proche; allois par
degrés du naturel a tous les aifos; retrogra-
dons rar dezres & allens de méme du natu-
rel
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changing the key. Here I make my pupil

praétice to announce the different kevs, and
afterward; explain to him nearly in the fol-
lowing terms, the principle upon which
the changing the keys 13 founded.

The 1nfonation 1s very far from being
immaterial in the changing of the key, the
Tonck note may be raifed or lowered many
degrees; the new combination of notes may
have one or two founds common with the
kcy juft left, it may alfo form a quite new
harmony., Let us now examine the rela-
tion betwcen the keys, and let us follow
Naturc, All her fteps are conneéted toge-
ther; fhe goes by a regular gradation ;
night alternatively increafes and decreafes ;
its darknefs thickens and clears up; fear
and liope 1nterpofe between pain and plea-
furc; even the fecling of the heart has its
wonted period ; it rifes, grows up, decays,
and dies.  Let us, I fay, follow the fame
procefs, fo natural and fimple; let us begin
by augmenting or diminifhing the number
of fiarps and flats one by one. Let us run
over gradually ail the fcales: let us proceed
by dearees, from the natural key to all the
Jaarps 5 then retrograding by degrees, we

{hall
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rel a tous les demols : rompons par fois I'uni-

formité, omettons les tons intermediaires,
& fautons du naturel a 2, 3, 2 & § diefes, ou
dunaturel a 2, 13, 4 & § bémols; car la Na-
ture eile méme eft quelquctors extraordinaire,
du moins paroit-elle I'¢tre: nous ne vovons
fouvent que les extrimes; les degris 1nter-
médiaires nous cchapoent; elle produit des
phenomens & nous ctonne. Ne la conful-
tons pas quand ellc fatigue, ni quand elle
effraic. Bzanniffons pour jamais de Ja Mu-
fique les marches qui ennuient & qui bleffznt
Voretlle.

Apres ce debut j'expofe & j’.xamine tous
les changemens poffibles, je les divife en
changemens crdinaires & naturels, & en
changemens extraordinaires ; & je les reduis
a quelques chefs: je developpe les chaines
naturells & generales, c'eft-a-dire, les cercles

de tons d'ws & ufy, & de /e d la par les diffe-

rentes
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fhall go from the natural key to all the
flats. Then let us break through their
order; and omitting the intermediate keys,
let s fkip from the natural key to fwy,
three, four, and five fharps, or from the
fame, to as many fats. Nature herfelf is,
or {feems to be, fometimes very wonderful;
but we are t;ery imperfet judges of her
condud : we only obferve the extremes ;
ictting the middle degrees clcape our atten-
tion : by that means we lock upon the mott
fimple effets of her ceconomical fyftem as
phenomenons. Ia Muiic nature mutt not be
confulted, when fhe 15 cither fatiguing to
our minds or difficuit t> our conception :
cvery progrediion muft be banithed, that
is cither tirefome or oftenfive to the ear.
After thefe fhort introduclory obfervae
tions, 1 anylay and cxamune all the poflible
charges. T aivide themintotwo clafles ; natu-
ral and cominen chionges; and extraordinary
changes; and I reduce than to fome parti-
cular ones. 1 expofzthe natural and general
chainot conncxion,thatisto fay, the fuccetfion
of kevs, from C'toC'; and from A4 to A; by
different
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rentes routes naturelles.  J'indique les tors
intermédiaires entre deux tons donnes & dif-

férentes manieres d’arriver a un ton qucl-
conque.

Ici je m*arréte un peu pour familiarifer la
téte du difciple avec les chaines générales &
indéterminces de tons ; car on’ne choifit bien
les marches particulieres de chaque morceau,
que quand on eft maitre de toutes les marches.
Je fais noter les exemples & les fais pro-
noncer {ur I'infirument reprefentant les tons
d’abord par leurs intonations ; enfuite les an-
nongant par la diffonance de leur dommnante,
par la diffionance de leur {enfible, ou par la
double diffonance de leur feconde & de leur
dominante,

Apres cet exercice j'abandonne la chaine
generale, & je dis au Difciple: ferrons le
cercle des tcns, & ne parcourons pas dans
le meme exemple un fi grand efpace, ordon-
nons les intonations analogues & volfines
pour approcher la chaine conftructive des
tons qui entrent dans la compofition des mor-
ceaux ufites en Mufique ; bornant I'attention,

on
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different natural lines: fhowing at the fame
ttme the intermediage keys between two
ftated keys; and likewife different ways ot
coming into any key whatfoever.

I think 1t neceflary to dwell upon this
head fome time, in order to render my pu-
pil more familiar with the general and in-
termediate chain of keys: for it is impot-
fible to make a right choice of the parti-
cular progreffion of a piece of mufic, ex-
cept onz be malter of them all, [ make
my pupil write down cxamples, and after-
wards play them upon an inftrument, de-
{cribing the keys, firft by their proper 1n-
tonation; afterwards announcing them by the
ditfonance fi/74 or feventl s or by the dou-
ble diffviance of thetr fecond and fif1h.

This havine been fufhiciently pradifed ;
we fhall leave the general chain of con-
nexions ; and, contratting the circle of keys,
{fo as not to run cver fo great a {pace in a
fingle example, we range the intonations
analogue, and neaclt to each other, in
fuch a manner as to bring together the
line of conftrution of the keys, which
are employed in the current compofition
of mufic.  Thus, by confining the atten-

D tion,
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on peut la captiver; alors on peut perfuader

& feduire.

Ic1 je place les exemples des tons naturel-
lement fubordonnés a unton principal majeur,
& de tons natureliement {fubordonncs 3 un
ton principal mineur. Jedivife la chalne
conftructive de tons des morceaux de Mu-
fique en conftru&tion d’ Ariette & en conftruc-
tion de Recutatif : je {ubdivife le Recitatif en
Recit fimple & en Recitatif oblige.  Je donne
des exemples de ’une & de l'autre con-
{tru&ion. J'en fais faire de pareilles 2 mon
Difciple, qu’il note toujours de deux mant-
eres; conflructivement, abftrallion faite de la
mefure & avec meflure & embelliffement. 1l
les prononce toutefois {ur I'inftrument.

Pour perfeltionner le Diiciple dans I'ex; li-
cation & dans la comoofition de la confiruc-

tion, je lul fai- les cbicrvaticns fuivantes,

1° Dans la conltru&ion darretse il regne
un ton princip:l qui commence & finit le
morcean ; Ce U r domine fur tous les tons in-
termediaires qui lont ordonnes de maniere 2

Famener
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tion, it may be captivated, won, and
charmed:

"Here 1 give examples of thofe keys,
which are naturally dependant on, and go-
verned by, a principal major key; and of
thofe, which are influenced, in the like man-
mer, by a principal mmor key. 1 divide
the conftruive chain of keys in pieces of
mufic, into that of the Asirs and that of Rea
citative: 1 {ubdivide the recitative into
fimple Recitatrve, and into Recitative accom
panted. 1 give examples cf both;: and
make my pupil do the fame : writing them,
as ufval, two ways, Furlt conflruciively,
laying afide the time? then in time,
with embeliifhiments, making him at the
fame rime, play them on an wftrument.

In order  render my Pupil perfet in
the exrlanation and compofition of con-
frudtion, T lov down the following obler-
vations.

1it, In the conftruction of an asr, reigns
a principal key; in which the air begins
and ends.  Upon this key depend all the

intermediate ones ; which are fo ordered

D - 13
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ramencr fouvent e principal, a qui tout eft
{ubordonne.

2% Dans la conftru@ion du Récitatif on ne
voit pas une {1 grande {oumiflion; pour l'or-
dinaire un ton commence & un autre finit:
les tons intermcdiaires y font aufly quelque-
fois enchaines ians: fubordination n1 au pre-
mier nj au dernier ton du morceau, fe {fucce-
dant tout implement comme dans la chaine
ocnerale, tantot naturellement & tantot ex-
traordinairement, En géneéral 'unité¢ d’une
intonation dominante ne peut pas avorr lieu,
quand plufieurs pafiions diverfes & fouvent
tres oppofces agitent & dechirent le ceeur,
pour y régner tour-a~tour. L’ame livrée au
{entiment par leurs combats & par leurs vic-
toires, eft bientotefclive du detire; 'imagina-
tion s'exalte & offre aux {ens milie fantOmes
divers : les cris d2 douleur, de terreur & de
defefpoir fortert du fond du cceur, {e fucce-
dent {ans ordre, izns haiten, & fe confondent
avec les accers deregles de jore & de plaifir,
Il faut gu mcuvement & du defordre parmi
Jes intonations intermediaires, pour fuivre ce
langace violent, tumultueux, & pour faie

naitre
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as to bring the frequent return of the prin-
pal key, to which they are all fubfervient.
2d. In the confiruction of the Recizative,
the f{ime f{ubfervience 1s not obferved :
commonly 1t begins in one key, and finifhes
in another, The intermediate keys in i1t
are, alfo often times connected, without
being influenced either by the firft or laft
key of the compofition : fimply fucceeding
one another, as in the general chain; fome-
times naturally, fometimes in an uncom-
mon manner. In gencral unity of the pre-
vailing intonation cannot extft, when many,
and often very ditterent, paflions poflefs,
and rend the heart by turns,  The foul in
prey to different emotions, becomes intoxi-
cated by their continual ftrugeles, and alter-
natc  victory: the im2gimation  cxalted,
fafcinates the (enfes, the (reks of griely of
terror, ol cefpair fucceed to cach other,
without order, witheont connexion, and are
oiten contounded with the incoherent ac-
cents of yov and pleriure. In order to tul-
fow this violent, and tumultuous languayr:
oi the heart, the movement muft be quick,

irrci_:ul::z'
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naitre de pareilles fenfations dans I'ame de
I’ Auditeur.

1% Les tons analogues, vouiins & naturel-
lement fubordonnés au principal ne font pas
les feuls tons intermediaires, tous les change-
mens naturels & extraordinaires peuvent
fournir des tons intermédiaires tant pour la
conftrution d Arewtte que pour celle du Re-
citatif.

4° Les gammes intermediaires €tendent &
arrondiffent le ¢hamp de la gamme princi-
pale; leur fecours eft néceffaire pour deve-
lepper & pour fuivre le fentiment dans fes
eradations ; l'arfection la plus legere produit
des {enfations diverfes; un tout le plus fimple
eft compofe de parties tres diftines, & la
plus grande varieté orne la moindre partie.
Les tons intermediaires {ubordonnés a un
principal {font donc des €icmens effenticls a la
conftruction Muficale, {foit qu’on veulle parler
le langage des pafilons, ou qu'on veutlle tni-
ter la nature phyfique pour former des ta-
bleauy.

-~

;7 Tous les tons intermediatres ne font
S

necefl:zires a la conftru&ion d’un {eul

PB.

morceau ;
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irregular, ard calculated to raife the fame
fenfations in the hearer.

3d. The keys analogue, neareft to each
other, and na u:ally governed by a princi-
pal intonati n, are not the only ones which
arc intermediate ; all the natural and par-
ticlar changes may fcrve for mtermediate
keys, as well in the conftruction of Airs, as
of Recitatives,

4th. The intermediate {cales enlarge, and
give a regular form to the held of the prin-
cipal one. They are highly neceffary, 1n
order to difplay and follow the exprefhon
of fentiment, in all 1ts gradations. The
flighteft affc tions produces diverfe fenfations:
the tizopiett whole contains very diftin&
conflituent parte, and the oreateft variety
craces the (mallelt of it’s divifions., The
intermedrate keys, fubordinate to a princi-
pal one, form, then, the eflential clements
of mufical conflruction; whether we mean
to fpeak the language of paffion, or to give
a reprefentation of any thing in the phyfical
{yftem of natuie.

¢ All the intermediate keys are not ne-
ceﬂary to the conftrution of a fingle piece:

the
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morceau; la gamme principale entremclée
avec les gammes de la quarte, de la quinte
& de la f{ixte odre un champ tres fertle.
I 'y a des beaux morcaux encere moins
ciendus ; nous avons méme des airs char-
mans qui ne font forndcs que fur une feuie
gamme: un ou deux changemens extraor-
dinaires mclés avec quelques intermsdiaires
naturels, pourroicnt [uffire aux 1nflexions &
aux gradations de la peifion la plus fou-
gueufe, anll quau deflcin du plus grand
phenomens:.

0. I.2 n.mbre & la quaiite des tons 1n-
termedizires ne font pas indifferens, le ton
princtpal meme n'ctt pos arintraire: mais
ce n'eit ras l'art qut peut les fixer; fon
aitaire et de tamilizriier le Diciple avec
tous les intzrmldizires & avec tous les
rrincipaux.  Le Cump ifens médite  fon
fujer; cuand il en et peseué, il con-
{uite ton 1=ntiment & ecrit. S'il eft inipiré
par le genie & ding: par le bun gallt,
il wenne la vraic int nation, & n'emploie
que les fcals intermdidiaires neceflaires pour
Lexpreinon cu pour le tableau du fujet,

-0
> Le
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the principal fcale, together with thofe of
the fourth, fifth and fixth, offer a field, fuf-
ficiently fertile for compofing. There are
very hine compofitions, of lefs extent than
this: we have even delightful airs, compofed
only upon one fcale. One or two particular
changes, together with fome intermediate
natural omes might {ufhce to exprefs the ina
Hexions and gradations of the moft impe-
tuous paffion, as well as the defign of the
greateft phenomenan.

6. The number and quality of interme-
diate keys are fur from being infignificant :
even the principal key is not to be ufed ar-
bitrarily. But 1t is not the affair of art to
direct the choice: art can only render the
pupil familiar with all the principal and in-
termediate Keys.  The compofor meditates
upon hbis fubje@: when he is fufliciently
confcrous of poflefling 1t, he confults his
feelings, and then writes. If he is infpired
by genius, and direéted by a good tafte, he
fixes at once on the right intenation; and
employs thofe intcrmediate keys only, which
arc neceflary for the oxpreflion or expofition
of the fubjed.

E ~-¢ The
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»? Le feul confell que le Maitre puide
donner au Difciple fur le choix & ordon-
nance des tons, c'eft de chercher a plaire a
I'oreille dans tous les cas; car l'organe une
fois charme, le chemin du caeur eft ouvert;
alors le moindre mouvement {utht pour
eveiller les paffions; celles-ci excitees &
calmees a propos, on difpofe du {entiment.

Le Difciple ¢tant un peu famihiarife avec
le changement & ordonnance des tons, je
reviens a la tuccefiion des harmonies dans
la méme gamme; je mecle enflemble les
deux parties de la conftrution, & je pro-
mene le Difciple dans le labyrinthe des
24 tons, fuivant la chaine genérale, I'arrétant
de tems en tems pour lui faire pratiquer les
phrafes harmoniques. Nous employons tous
les repos, & toutes lesfollicitations, une par-
tie dans une gamme & une partie dans
une autre. En marchant nous prononcons
le ton tantot, & tantot nous P’annoncons,  Je
mecuble la tete du Difciple avec des belles
penfeées harmoniques & avec des marches
de tons choifies. Je lui dicte de nouveau
des exemples de conftruction &’ Ariette &

de conftruction du Reitatif, je les lui fais
noter
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»? The only advice, that the mafter can
oive the pupil concerning the choice and the
ordering of the keys, Is to endeavour, 1n all
cafes, to pleafe the ear; for the organs being
once charmed, the way to captivate the heart
1s open, ‘Then veiy littlc movement is {uf-
ficient to awaken the paflions; and thefe
being fkilfully raifed and quelled, mufick
commands the heart.

The Beginner being now a little better
acquainted with the changing and ordering
of the keys; 1 return to the fucccflion of
harmonies in the famec {cale; and putting to-
oether the two parts of conftruction, I exer-
cife him in the labyrinth of the twenty-four
keys, according to the general chain; in-
terrupting lum from time to time to make
him practide the harmonical phrafes. We
troduce all the refrs, and all the notes. of
fufpenfion, partly in the one{cale and partly
in the other.  In procczding, we found
the kev; {rmetimes we anounce it. 1
now furnifh my pupil with fine harmonical
thouchts, and with the progreflion of {ome
feleCted keys. 1dictate to him again the con-
{truction of Ais and of Recitatives; making

E 2 him



(36 )

noter & prononcer f{ur l'inftrument; je lui
donne des exemples notes, pour qu'il explique
leurs marches de tons & le choix des phrafes :
du plus fimple je vais au plus complique,
commercant par des exemples qut n'ont
qu’ure gamme & qu’une phrafe, & allant
par gradation aux exemples riches en change-
mens de tcns & en phrafes harmoniques;
je donne toutefois pour preuve & pour éclair-
ciffement des morceaux de Mufique connus
& fondds {ur nos confiructions; par ce
moyen mca Eleve apprend en méme tems
'anzlyfe ou la  decompofition Muficale,
Pour le perfeltionner {ur cette partie, je
lut fais remarquer le chant divife en phrafes;
je lur fais remarquer que la conftruction
harmonique ¢t 'sccompagnement du chant
& de la pariition. Je lui fais remarquer
que les notes du chant & des accompag-
nemens metures e font pas egalement im-
portantes, Gue les unes fervent aux autres
d'ombres & de haifons; que l'harmonie
accompag:ante renferme les notes eflenti-
elles: qu'll y a rarement plus d’harmo-
nies que ce tems: que fouvent la meme
harmonie durc toute une meture, & qu'elle

enjambe



( 37 )

him write them, and afterwards play them
upon an inftrument. 1 give wiitten exam-
ples, in order that he may explain the
procefs of keys, and the choice of phrafes:
I advance from the moft fimplc to the maft
complicated; beginning by thofe examples
which confift only of one fcale and one
phrafe; then going by degrees to thofe very
rich in changes of keysand harimonical phra-
fes. I give him, for proof and iliuftration
of this, pieces of mufic known, and founded
upon my rules of conftruttion. By this
means, my Pupil, at the fame time, learns
the mufical analyfis, or decompofition. In
order to perfeét him in this branch, I mark
to him an air divided into phrafes, and prove
that the harmonical conftruction is the ac-
companyment of the air, and of all the
parts in the {core: that the notes of the air
and of the accompanyments in time, are not
equaily important; ferving to one another
as fhadcs and connexion : that the harmonies
of the accompanyments contain the eflential
notes; there being rarcly more harmonies
than meafures : that the fame harmony fre-
quently continucs through the whole mea-

{ure,
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enjambe quelquefors fur la mefure fui-
vante: que les repos du chant tombent fur
les notes des Aarmonies repos.

Pour perfettionner mon Difciple fur la
compofition & embellifflement d’un canevas
de conftruction harmeonique, je multiplie les
exemples, & je lui fais appercevoir la dif-
tance qu'il y a de ces jaffaces fourmillans do
potes, introduits en Mufique par I'Habileté,
zu chant dialogue & intentionné, dické par
le Genie.

Ici finiffent mes lecons fur I'art de modu-
ler; les principes developpes font la bafe
de toutes les partics de la Mufique; ce font
les elemens eflenticis de la l=&ture, de 'ac-
compagnement, de l'cxecution, & de la com-
pofition.

Poar les lecon

LEY

¢ accompagnement j'a-
joute 17 quelques notions {ur Janalyfe, &
1exerce le Diiciple a voir promptement Ia
conftructions harmonique dans le chant avee
fa bafle, & dins le chant feul,  Je vais par
gradation des airs {imples aux Arieties &

L -

aux  [leitari cohges les plus compliquds,
Tandis
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fure, and fometimes enters the following
one; and finally, that the refts of the ftrain
fall on the fame notes with thofe of the
narmonies called refls.

With a view of rendering my Pupil per-
fe&t in the compofition and embellithments
of a canvals of harmonical conftru€ions
I multiply the examples, and make him ob-
ferve the difference between thofe paflages,
abounding with a multiplicity of notes, in-
troduced in Mufic by the {kill of the Com-
pofer, and the expreffive dialoguing ftrain
dictated by Genius.

I here end my leflons on the art of mo-
culating : thefe principles once explained,
are the Dbafis ¢f all the other branches of
Mufic: they are the eflential clements for
reading accompanymeats, for execution, and
for compofition,

In my lelions on accompanying, I add,
Firft, fome reflexions on the apalylis: and 1
accuftom my Pupil to {ee, readily, the har-
monical conflrucion, in an air with the bafe,
and 1n an air without the bafe: I procecd,
by degrees, from fimple Airs to Recitutives
accompanicd, and Arrs the moft complicated:

whilft



( 40 )

Tandis que neus analyfons, le Difciple joue
fur le clavecin ou {ur la harpe la conftruc-
tion harmomnique, d'abord abftrattion faite
de la mefure, & puis une {econde fois en
obfervant la mefure & le mouvement du
morceéau,

22 J'ajoute la fience des accords pour
le Difciple qui veut chiffrer la bafle de fes
conftructions: j’en fais autant pour celus
qut veut favoir lire la bafle chiffrce. In-
ftruit fur la conftrution harmonique fuivant
mes principes, on apprend aifement la na-
ture, les noms & les f{ignes des accords;
connoiffant les enfembles de fons relative-
ment 2 la gamme, on n’a pas befoin de
beaucoup de fecours pour trouver les in-
tervalles qu'ils font avec leurs balfles.

Je divife les accords en accords fimples
& en accords compofés; en accords con-
fonnans & en accords diffonans, Nombrant
les accords j'obferve la regle philofophique
de la définiton, & je nomme les gualites
effentielles & différentielles; les noms & les
fignes expriment la nature des accords &
diftinguent les uns des autres, Je prouve
qu’il y a en Mufique 19 accords fimples, 3 ac-
cords de feconde ou de neuvieme, 3 tierces,

3 quartes,
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whilft T analyfe them, my Pupil plays upon
the harpfichord or the harp, the harmonical
couftrution; firft, without regarding time;
then, otferving the time and movement of
the ricee,

Sceondly, 1 add the knowle/ge of the accords
for the ufe of thofz who with to mark the
accompanyment to the bafe of the conftruc-
tien with figures, as well as of thofe who
with to read 1t when marked. The Learner
beirg acquainted with the harmonical con-
ftruction, according to my rules, it will be
ex{v fcr him to learn the nature, names, and
figns of the accords ; and, knowing the body
of founds relatively to the fcale, he will of
nimfelf ind cut theintervals they form with
therir bafe,

I ivide the accords into fimple and com-
round, confonant and diffonant.  In num-
boring the accords 1 <bf.rve the puilofophi-
cal rule of defnition, and exprefs the ¢ffin-
t/al and differential qualities ;  for names and
figrs indicate the nature of accords, and di-
ﬂinguifh them one {rom another. Iprovc
that there are in mufic maeteen fimple ac-
cords 5 three accords ol fecond or ninth, three

F thirds,
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7 quartes, 3 quintes, 3 fixtes, 3 feptiemes,
& une oftave, Je prouve que chaque accord
fimple determine la gamme par {a nature, &
méme les fons qui doivent lui {ucceder pour
le fauver, en cas qu’il foit diffonant.

Sur les accords compolfcs, je developpe
les notions fuivantes:

17 Tout accord fimple peut étre accom-
pagné par un, par deux & par trois autres
accords fimples.

2° Les combinaiions d’accords {font Mufi-
cales toutes les fois qu’elles font avec la
baffe un enfemble harmonieux, c’eft-a-dire
une confonnance ou une diflonance de la
gamme.

77 Les combinaifons confonnantes les
plus complettes font renfermces dans les 3

nombres {uivans:

8 S 8
5 6 6
3 3 4

4° Les combinaifons diflonantes les plus
complettes font renfermees dans les 4 nom-
bres {uivans:

5 3 3 8
y 6 6 0
5 5 4 4
3 3 5 2

57 Ac-
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thirds, three fourths, three fifths, three fixths,
three fevenths, and one oflave; and that each
fimple accord determines the fcale by its na-
ture; and alfo the founds which ought to
{ucceed it, in order to precure a reft, if it be
diffonant.

Upon the compound accords I make the
following obfervations.

1° All imple accords may be accompanied
by one, tewo, and three other fimple accords.

2% The combination of accords is mufical
whenever it makes an harmonious body of
tounds with the bafe; that is to fay, a con-
fonance or a diffonance of the fcale.

1° The moft complete confonant combi-
nations a:e inciuded in the three following

columins of ﬁgurcs.

5 8 8
5 0 6
5 3 4

47 The molt complete diffonant combi-
nations are included in the four following
columns of hgures.

5 S S S
7 0 O 6
5 5 4 4
2 3 3 <

I 2 _)"ﬁ" Pera
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s Accord parfait, accord de fixte, & ac-
cord de quarte & fixte, font les noms abregcds
des 3 combinaifons confonnantes, &1l y en a
deux de chaque {orte.

6° decord de feptieme, accord de fixte S
quinte, accord de quarte 5 tierce, G accord

de [econde font les noms abreges des 4 com-
binaifons diffonantcs, & 1l y en a neuf de
chaque 1orte,

-2 Omettant un ou deux accords {impies
dans ces fept combinaifons, on a les accords
compofes d'une moindre combination; jen
donne le detail ainll que celui des 6 accords
confonnans & a¢s 10 azcords diffonans com-
pofcs complcts.

Pour famihanfer lc Difciple avec tous ces
accords, je multiphie les cxemples & je 1
fais fouvent reioudre un triple problcme
fur un accord gquelconque: 17 Je lut fars
noter laccord fur vne bafle donnce; 27 e

fais noter duns un ton; <7 je lul fais
deviner Paccord avee toutes {es combinal-
{ SNy €0 I dernant 1o rafle & e chant.
Je Tut fais extoutr Lo mome chofe fur 'in-
irument.

Lo Ditoiple ciant o wow cuered fur tous

CCS
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§% Perfelt accord, accord of fixth, accord
of fourth and fixth, are the abbreviations of

the three confonant combtnations : there are
two of each fort.

£° The accord of Jfewenth, the accord
of fixth and fifth, the accord of fourth and
third, and laftly, the accord of fecond, are
the abhreviations of the four diffonant com-
binations: there are zze of each kind.

7 If we leave out one or two fimple
accords in thefe feven combinations, we find
the compound accords of a lefs combina-
tion: of thefe T give the detail, as well as of
the fix confonant accords, and the thirty-fix
complete compound diffonant ones.

In order that all the accords mey grow fa-
miliar to the pusil, T mulaply the examples,
and muake him often tolve a triple problem
wpon any accord whatieever.  Firft, T malke
him write down the accord upon a ftated
bafe; {econdly I make 1t be written in a
key; thirdly, T make him find out the ac-
cord, with all its combinations, giving him
the bafe and the air: afterwards I make him
cxecute the fame thing upon an inftrument.

He being now a little experienced in all

thelc
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ces accords, je lui tiens a peu pres le lan-
gage {uivant. . .

Les confonnances & les diflonances de
la gamme comparees avec leurs bafles na-
turelles, nous ont donn¢ les 7 nombres,

qui nous ont guide dans la recherche des
accords compofes; ces 7 nombres paroif-
fent renfermer toute la richefle harmoni-
que: cela pourtant n'eft pas ainfi; P’ima-
eination a introduit en Mulique des com-
binaifons d'accords qut ne font guere har-
smonteufe :  dans les meilleurs compofitions
on trouve {es fepticncs combinées avec des
accords cc leconde, de quarte & de lixte;
des gu:mzos combinees avec des accords de
auarte & de feconde ; de newvicnmics combi-
;ces avece des accords de tierces, de quinte
& de feptieme: ces accords ainit combincs,
ne fonnent ras dans l'ordre naturel a I'bar-
monie; la railoa les condamne; mais le
Genie plus hardi va au dela de fon timide
empire, & fait fonner a la bafle, par an-
ticipation, la tonique, la tierce ou la quinte,
tandis que la ditionance de fenfible {ollicite
encore le retour du repos des fons de la
Nature: il en ufe de la meme maniere de la
tonique & de la tierce pour la diflonance de
Ja dominante, queique les bafles {ont notes

étrangeres aux uniffons graves de Pharmonte.

Les
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thefe accords, I addrefs him in the following
Ianner.

The confonances and diffonances of
the f{cale, compared with their natural
bafes, have yielded us the feven numbers,
which have guided us, 1n finding out the
compound accords: thefe feven numbers
appear to contain all the rich fund of har-
harmony: it 15 however otherwife. Ima-
gination has introduced in mufic, combi-
nations of accords, which are hardly har-
monious: 1in the beft compofitions, the

feventh is found combined with the accords
of the fecond ; the fourth; the fixth; fifths
with the accords of the fourth, andfecond;
ninths, with thofe of the third, fifth, and
feventhy which accords, thus combined, do
not found in the natural order of harmony :
reafon condemns them; but bolder genius
exceeds her timid laws, and makes the
bafe, by anticipation, found the tonick, the
third or the fifth, while the diflonance of
the feventh yet calls for the return of that
reft, which is formed by the founds of na-
ture. The fame thing 1s done with fomck

and t/ird, for the diflonance of jifi4,
although the notes of the bafe be foreign
to the grave uniffon of harmony.



( 48 )

Les 3 nombres fuivans répondent a ces

combinaifons d’accords extraordinaires.

0 11 I3
7 9 Il
5 / 9
3 5 /

La treizieme & 'onzieme, renverfees d'une
oftave vers le grave, repondent a la fixte &
a la quarte.

Septieme & neuvieme, [:ptieme & quarte,
& feptieme & fixte font les noms abreges des
accords qui repondent a ces trois combinai-
fons extraordinaires.

Ne cherchons pas ici a voulor detailler,
expliquer & borner les reilorts du Génie;
contentons nous d’obferver & de cueilltr,
Ne généra]ifons pas nos idces; ces accords
extraorCinaires font trop diflonans pour
pouvoir <tre formes par toutes les harmo-
nies, ils cxigent un grand repes; la con-
fonnance des fons primiufs de la Nature
feule eft fufatante pour les fauver: atten-
dons pour anticiper a notre tour que ie Genie
ait follicite, par ant:cipation, les autres repos
de la gamme. Contentons nous de deax
feptiemes 2o nenzaemes, de denx feptiemes &

qudrics,
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The three followifg numbers anfwer to
thefe extraordinary combinations of accords.

0 11 &
/4 9 I
5 / 9
3 5 /

The thirteenth and cleventh, inverted by
an oftave towards the grave note, anlwer to
Sixth and fourth.

The feventh and ninth, feventh and fourth,
feventh and fixth, arc the abreviations of
the accords which anfwer thefe #hree ¢X-
traordinary combinations,

Let us not here endeavour to detail, to
explain or limit the fprings of genius ; but
let us be contented with obferving them,
and gathering the fruit of our oblervations.
Let us leave afide the general ideas: thefe
extraordinary accords are too diflonant to
be formed by every harmony, they require
a very full reft; the confonance of the primi=

tive founds of nature alone, is able to relieve
them. We muft not on our part, attempt
to anticipate, ‘till genius, by anticipation, has
called for the other refts in the {cale. We
muft content ourfelves with rwo fevenths

and wnth; two feveuths and fourth;
G and
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quartes, & dune feptieme & Jfixte: de cha-
cun des cing, retranchons un ou deux ac~
cords fimples & nous aurons aufli les ac-
cords compofes extraordinaires d'une moin-
dre combinaifon,

Je termine la doctrine des accords par
les accords irreguliers de menvieme, &
de quarte, qui font iatroduits en Mufique
pour {ufpendre l'accord parfat, dont l'oc-
tave eft fouvent précedé par la neuvieme ;
& dont la tierce eft parfois precedée de la
guarte,

Pour achever les lecons de compofition, il
refte peu de chofe a dire: 1'drt decrire en
partition eft plus pratique que theorique.
Le Difciple étant familiarife avec la leGture
Muficale fur toutes les clefs, nous €tudions
le caraclere, la forme & le jiyle des differens
morceaux de Mufique dans les partitions des
hommes de génie. Je fais remarquer au
Difciple 'ctendue & Veffet des voix & des in-
firumens ; y'indique les imites que la Nature
leur a pofe, mais 1¢ le previens, quon ne
peut plus fuivre les [oix {ages de la Nature, {i
O Yeut avelr Gu 1ucces; - car nous fommes
aux anges, quand une voix s'cchappe par
inftans hf)rs les bornes ordinaires: les in-
ftrumens a vent ne peuvent plus confacrer

leurs
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and feventh and fixth: from cach of the
fifths, let us take one or two fimple accords
and we f{hall have alfo the extraordinary
compound accords of a lels combination.

I conclude the fyftem of accords by the
irregular ones of the mnth, and fourth ;
which are introduced, 1 mulick, m order
to fufpend the perfet accord: the oltave of
which, 1s frequently precceded by the nuneh;
the third 1s fometimes preceeded by the
Sfourth.

Little now remains, to compleat the
leflons on compofition. The art of writing
ain partitions belongs rather to practice than
thcory. The pupil being now able to read
mufick with facility in all keys; we muft
{ludy the charadler, form and fiyle, of the dif-
ferent pieces of mufick, in partitions, of men
of genius. 1 make him obferve the extent and
effect of the voice and inftruments: [ {how
him the limits which nature has given them,
but warn him, at the fame time, that it is
in vain that the Artift hopes for fuccels, if
he follows the wile laws of nature, In fact
we fee an audience tranfported, and in ex-
raly, when a voice exceeds the ordinary
bounds: the wind-inftruments can no longer

G2 devote
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leurs chants 2 la {eule imitation de la voix
humaine, nous leur demandons des vatia-
tions, des fonates & des concertos: pour
nous plaire, on ef. :blige de jouer du violon
fur le violoncelle, du Hlageolet & de la fer-
nette fur le violon . . . Par confequent le
compofiteur eft obligé d’écrire {ur une €ten-
due illimitée. La Nature, a la verite, fait
par fois des prodiges; nous avons parml
nous des étres privilégiés, qui ont reculé
les bornes tant des voix que des inftrumens:
mais on ne peut pas les imiter qu'aux de-
pens de la beaute & de la torce.

Sachant analyfer & admirer les chefs
d’czuvres de compofition; ayant epuré le
gout par la comparaifon, & fachant diftinguer
le bon du mauvais, nous mettons aufli nos
conftruions harmoniques en partition, tou-
jours de deux manteres: 17 Conflrudlive-
ment, abftrattion faite de la mefure, &
o7 mefurant, animant & embelliffant nos
conftructions harmon:ques avec toutes les
richeffes de la melodie.

Entin pour dernier confeil je dis a2 mon
Difciple: voulez vous plaire i Poreille? cher-

chez
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devote their ftrain to the imitating of the
human voice alone; variations, fonatos and
concertos, are required from them. In or-
der to pleafe us; the violin muft be imitated
on violoncello; the pipe and bird-organ on
the violin. The compofer 18 therfore oblig-
ed to write 1n Unlimited bounds. Natureé
has without doubt performed wonders, fome-
times: there are amng us priviledged in-
dividuals, who have pafled the limits pre-
fcribed both to the voice and inftruments :
however they are not to be 1mitated but at
the expenfc of beauty and energy.

The pupil being now able to analyfe and
admire the mafter-pieces of compofers; and
having re&ified his tafte by comparifon; and
knowing how to dillinguifh the good from
the bad; we may venture to put our har-
monical conftruflions 1nto partitions; in two
ways as ufual. Tirfty conftructively, laying
afide the meafure. Sccondiy, meafuring,
animating and embellithing our harmonical
conftrutions, with all the powers and riches
of melody.

- Finally, for my Ilaft advice, I fay to my
pupil; will you pleafe the ear? find out a
ftrain
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chez un chant verfific & rime, il eft [ymmé-
trique & agréable. Voulez vous parler 4
Fame? cherchez un chant profaique, irrégulier
& rapide. Mais n’¢crivez jamais que pour
exprimer le beau en moral, ou pour peindre
le beau en phyfique. Confultez le fentiment, -
& prononcez les accens precipités & coupés
de Ja paffion: chantez les aimables af-

fections: employez les fons les plus hardis,
i vous voulez imiter la Nature dans fes

phénomens: regardez /es graces, i vous
voulez definer les pas du mouvement.
Accompagnant votre chant, penfez que la
tempéte a fes accefloires propres; que la
phyfionomie & les geftes de la paflion font
plus varies & nlus animés que ceux d’une
legere affeltion.

Dans mes legons jajoute a cet expofe tout
ce que m’inipire I'art du Maitre; en en-
feignant, la mecthode ne peut pas étre
ftable tout-a-fait, l'intelligence des Eléves,
leur habilete, leur age, leur gout & leur
difpofition du moment la modifient f{ans
cefle.

Mon prix et une demi- guinee par lecon,
& 1e ne demande point dentrées.

F 1 N.



( 55 )

ftrain verfified and ryhmed; that ftrain is
fymetrick and agreeable. 'Will you addrefs
the foul? {eek for a profaical, irregular, ra-
pid ftrain. Let the paflions be heard, by
their quick and broken accents: fing more
gently the amiable affetions: employ the
boldeft ftrain to imitate nature in her won-
ders: and attend to the graces in the ca-
dence of motion. In the accompanyments
of our melody; confider that ftorms have
their proper acceflories: and that in the
countenance and gefturcs of paffion, there
1s more varlety and animation, than in the
mild fentiments of the heart.

In my leffons, I add to what I have here
cxplained, all that the art of a Mafler in-
fpires me with., I muft at the fame time
obferve; that, 1n teaching, the method
cannot always remain the fame; the un-
derftanding of the fcholar, his capacity, his
are, his talte and temporary difpolition, 1n-
ccflantly varying it.

My terms are, Lalf g':'f.:}fs.fz a leflon, and
I afk no entrance.

I | N | S.



