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TO HER

ROYAL HIGHNESS

T H E

Princess AMELIA

Mapawm,
poreny APPY am I in

9 ’%)ﬂ being allowed the
\#2 | 1 j\#e Honour of prefixing
e NG ) G} your hlgh Name

SO to the following

ges; and {till happier fhould I
be, if the Performance was, in any

Degree, worthy the Protection
of {fo great a Perfonage : mean
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as it 15, I hope 1t might yield
{fome little Amufement at a ' va-
cant hour ; and what your
Royal Hwhnefs cannot, 1n Judg-
ment, approve, Idoubt not, but
you w1ll 1in Candor, excule.
To the natural Adva:ntao'es of
a fine Perfon and excellent Un-
derltanding, your Royal High.
nefs has not only-added a fi uperior
Knowledge of Mulic, but every
other Accomphihment of Educa-
tiony that- might - become your
hwh Rank or Birth: but in
nothmo are you more 1lluftrious
than in your own great and good
Qualities, which appear 1n too
confpicuous a Light, to be unob-
{erved by any w?o have the Ho-
nour of knowing the Court of
Grea: Britain Such a Dlgmty
of Behaviour, joined with fo
much
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much Sweetnefs of Temper, at
once commands the Refpedt, and
engagcs the Affection, of every
one that approaches you. But |1
muft take care 1 do not leflen
what I fhould 1n vain attempt to
dcicribe ; Your Royal Highnels’s
Character bemng a Theme that
deferves, and might well employ

the moft eloquent Pen.
I thall always have the Ambi-

bition of being,
(May 2t pleafe your Royal Highnefs)
Tour Royal Highne[s’s
Moft dutiful, moft obl1g’d.
And moft bhumble Servant,

James Graflineau.
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e X natiiral inclination to mf ¢ _pram_pted
me, in the Very dawn of youth, to ap-
{y myfelf to that fudy. 1 foon ob-
ferv’d and bewaild the fcarcity of
books on that noble [cience in my na-
dive tomgue, The necelfity of every
Sudent’s being acquainted with the
mdzmmt.t, and familiar with the m-m.r of the art be pro-
felfes, is a truth I was immediately convined of 3 but
yet I could find no treatife extant 1 could fly to for belp.
Ulpon this I turn’d my thoughts upon drawing up the fol-
Jowing fbeets for iy owm private ufe, which I bave now
publif’d on a prq/itmprzan, that fbey ngbt be sf Jome litt]g
Jervice zo ethers,

The reader will here ﬁzzd th: terms .af this exteafive art,
and their dqﬁmtms drawn into as narrow .4 compafs as con
veniently might be 5 whereby be will be Jaw’d the trouble of
reading a grmt number of volumes, aybich be muft atherwife
bave. unavoidably.done, before be.could arrive at @ tolerable
hwwledge c:tber,qf the tbr:ary or pralice ;&f .
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I prefer’d the method this work is drawn, up in, before
all others, as it is a fafbionable way of writing :  For *tis
obfervable, that there are at prefent ditionaries of almoft
every art s why then not of mufic 2 And indeed T thought
the celebrated French author, Mr Broflard, worthy imi-
tation in this, as well as other refpedls: for I muft ingenu-
oufly acknowledge myfelf to be much indebied to that lear-
ned gentleman for many materials of this work.

The following attempt will, I conceive, render fome of
the pallages of the ancients intelligible to every Englifh
reader y whereby many may inform themfelves of things
which would otherwvife bave been out of their reach, fince
every one bas not the leifure or opportunity of learning, in a
competent degree, the language of the ancients; and the
fervice might be the greater, as ’tis impoffible to obtain &
irue knowledge of mific (or perbaps any other art) withont
their offiftance.  This is a bint that I wifb one day to [ee
perfucd by a far abler pen, by whofe fuperior fkill, we may
hope to reccvers what we have all imaginable reafon to be-
lieve 75 mow lofi 3 I mean the beayties as well as niceties
of the ancient Greek mufic, by means of which [ich mira-
citlous effecls (if we will credit bifiory) have been produc’d.

Whofoever will allow bimfelf time to look into the works
ef Ariftoxcnus gud other ancient Greek writers (which I
bave been oblig’d accafionally to confult in the progrefs of this
work) will foon be convin’d,that the ancient mufic of Greece
excell’d the modern of Ytaly :  And indeed *tis as plain that
we are ignorant of the method in ufe among them, as’lis
that our’s i; very different from, and falls far flort of it.

I the cark times of ignorance and fupesflition, mufic, .
no doubt, [uffer’d in the common wreck, as well as olver
branches of litevature: This we may reafonably collel?
from Athenwzus, who cites a fourth book of Ariftoxenus,”
whéreas we bave but three imperfefd ones of that author
vemaining to oty days. Hence we may conclude, that other
Lreatifes bad probably the fame, or a werfe fate, viz, that

lf'
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of being totally defireyed 5 which, bad they efcap’d,” might
bave been of fingular ufe to us mow, in clearing up maﬂy
infuperable diﬁmk;e.f and pnplexztze.r

About the elez.vemb century, one Gmdo Aretine began to
revive this arty ’tis from kim we derive what is term’d
the modern ngﬁc but bis manner is widely different from
that of the Greclans He brought into one [yftem two of the
ancient genera, Viz, the diatonic and chromatic, bf{f thefa
not without [ome alteration, and omitted the enbarmonic,
by reafon of the minutenefs af iP’s intervals.  In the year
1330, ¢ 1333, Jean de Muris, @ Doflor at Paris, in-
vented notes of different lengths, which *till then were all
of equal wvalue as to time. The next alferation was the
addition of a feventb [yllable 1, to the fix, ut re mi fa
fol la, which Guido ufed. The French Muficians will
bave it to be of great [ervice, but ’tis rejelied by moft
other nations yet as in this work I have follow’d a
French author in many points, in the ufe of this [yllable
I bave likewife often imitated bim. True it is, we bave
confiderably improv’d on the ingenious Guido’s foundation,
as is apparent from the many excellent treatifes extant,
whichyedoind greatly to the honour of the moderns.

I bave judg’d it neceflary to introduce many Italian
terms and phrafes in the following book, becaufe, as many
of our compojers and performers are of that country, we
of ten meet with them in mufical compofitions, which bow-

ever, for the fervice of my Englith reader, are explain’d
in the moft obvious manner.

I can’ bere but acknowledge, with the bigheft [enfe of
- gratitude, the cbligations Ibave to one in whom our nation
may boaf} the poffefion of the greateft mafter, and the
fcience it’s greateft ornament; one, whofe candor and benevo-
lence to me, have been equal to bis judgment and penetra-
tion in the art be profefles. Led by no confiderations of
friendfbip, or profpect of intereft, but mev’d by a pure ge-
ncrous regard fior the improvement of mufic, and enier-
tainment of every filcere lover of it, be gave me bis ad-

vice,
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vice, and inmany infances, bis kind affifiance; in ibe nioft
engaging manner, thro®> the whole courfe of this work.
Indeed tis chiefly owing to this great mafter’s perfuafion
and_favourable approbation, that it now appesrs in this

publick manner.
I will offer no farther excufe for ity if it be of ufe;

st wants nones if not, the reader will judge of ity
gnd noge, I fear; will be admitted, o=
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‘Mufical Ditionary.

ACC

\ Majufcule in thorough bafles, marks the 4/to or Haut
& Conrte. See HAuTt CONTRE; and CoNTRA
TENOR.
A Battuta. See BATTUTA.

A Bene placito, at pleafure.

ACCENT; a certain modulatibn, or warbling of the-

founds, to exprefs the paflions; either maturally by the voice;

or artificially by inftruments.

Every bar or meafure is divided into accented and urnaccen-
ted parts ; the accented are the principal ; being thofe chiefly
intended to move and affet: ’tis on thefe the fpirit of mufic
depends. See BAr and Mwusic.

T he beginning and the middle;. or the beginning of the
firft half of the bar, and - the beginning of the latter half
thereof in common time; and the beginning; or firft of three
notes in triple time, are always the accented parts of the
mieafure. See TimE and TRIPLE. (i

Again, in common time the firft and third crotchet of the
bar, are on the accented part of the meafure. In triple time,
where notes go always by three and three, that which is in
the middle of every three is unaccented, the firft and laft ac-
cénted ; but the accent of the firft is fo much ftronger, that
in many cafes the laft is accounted as if it-had noaccent.
See CoMPOSITION.

T'his accented and unaccented part of a mealure anfwers
to what the ltalians call tempo buons and cativo. See Buono
and CaTivo. |

The harmony is always to be full, and void of difcords
in the accented parts of the meafure : by difcords we mean
difcords in conjoint degrees; which are commonly called paf-

notes ; for difcords by proper preparation and refolution

are abfolutely neceffary, and muft hé ufed therein. See Har-

MONY. M theunaceenited parts this is not fo neceflary, dif-
B cor
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cords by conjoint degrees there paffing without any great of.
fence to the ear. -See DiscorRD and COUNTERPOINT.,

ACCENTOR, one of three fingers in parts, or the
perfon that fings the predominant part in a 7r70. See TR1o0.

A CCOR D, is more ufually called Concord, which fee.

The word is Frmcb formed, according to fomc, from
the Latin, ad, and cor ; but others, with more probability, de-
rive it from the F;mrb chorde,” a flring or chord, on account
of the agreeable union of the founds of two ﬂrings ftruck. at
at the fametime. See CHORD.

Whence alfo fome of the confonances in mufic come to
be called Tetrachords, Hexacherds, 5. which are fourths
and fixths, See TETRACHORD and HexacHORD, or
FouvrTH and SixTH.

Mr Carre, in the Memoirsof the Royal Academy of Sci-
ences, lays down a new general propofition of the proporti-
ons which two Cylinders are to have in order to form the
accords or confonances in mufic,

And 'tig this, that the folid Cylinders, whofe founds yield
thofe accords, are in a triplicate and inverfed ratio of that of
the numbers, which exprefs the fame accords.

Suppofe, for example, two Cy'linders, the diameter of whofe
bafies and lengths are as 3 : 2, ’tis evident the folidities will be
in the ratio of 27 : 8, which is the triplicate ratio of 3: 2,
we fay that the founds of thefe two Cylinders will produce a
fifth, which is exprefled by thofe numbers, and that the big-
geft and longeft will yield the grave found, and the fmalleft
the acute one 3 and the like of all others. See Sounp,

GrAvITY and ACUTENESS.
ACCRESSIMENTO, fignifies augmentation, as punto &’
accrefimenito, point of augmentation: See PunTo and NoTE.
ACU TE, is underftocd of a found or tone which is thrill
or high in refpe& of fome other. See Sounp. In this fenfe
the word ftands oppofed to grave. See GRAVE.

“Sotinds confidered as acute and grave, 7z e, in relation of
oravity and acutenefs, conftitute what we call tune, the foun<
dation of all harmony. See CoNcoOrD and HaArmonN'y.

A CUT EN ESS, that which conftitutes and denominates
a found acute. See ACUTE

There is no fuch thing as acutenefs and gramty abfolutely .
fo called, they are only relations 5 fo that the fame' founds
may be cither acute of orave, according to that other found
they refer to, or are compared with. See REL A T10N. |

The degrees of gravity and acutenefs make fo many tunes
or tones of a voice or found, See TonE, TUNE, VoiICE,-

Hﬂd SQUNI}‘-
ADAGIQ
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 ADA.GIO, Apag®,or AD°, isone of the words ufed
by the [talians to denote a certain degree or dlf’cm&mn of
time. See T IME.

The Adagio exprefles a {low tll‘l‘lﬂ, ﬂoweﬁ of any except
grave. See GRAVE. .

The triples $, 2, are ordinarily ddagra. Sqe TRIPLE.

AD LIBITUM, a term purely Latin, ufed very often
inftead of the Jtalian term, /i piace, if you pleafe. See Sr
Prace.

AD QUISIT A, isthe Latin term for the Proflambana~
menos of the ancient fyﬁem, or the laft note added thereto
See PRosLAMBANOMENOS and SYSTEM.

A DUE, or Doi, A TRE, A QuarTO, . ﬁgm—-
fiies for two, for three, or four, &c. parts. See OBLIGATO,

AEQ_UISUONZ See Suont and UN 150N.

AEQUIVAGANS. SeeSyncoPk.

AFFETTO, or AFFETUO0sQ,, that kind of mufic
which muft be performed in a very tender, moving and af-
feCting manner ; and for that reafon, rather flow than faft, ¢,

AGOGA, or Acogi. .See Usus. = .

ALAMI RE the name of one of the notes in the
modern fcale. See ScarLe and GAmMUT. ,

ALLABREVE, the name of a movement, whofe
bars confift of two femi-breves, or four minims, &'c. '

ALLAZOPPA. SeeZoppAa.

ALLEGRETTO, a diminutive of Allegro, whigh
therefore bmeans pretty quick, but not fo quick as Allegro.
See ALLEGRO.

ALLE GRO, is.ufed to fignify that the mufic qught to
.be performed in a brisk, lively, gay and pleafant manner,
yet without hurry and precipitation, and quicker than any
_except Prefto, See PrEsTo.

The ufual {ix diftinétions fucceed each other in the. follow-
1 ng order, Gra‘ve, Adaglp, Largo Vivace, Allegro, and

Prefto. See.each in it’s place.
Tt is to be obferved, the movements of the fame nameas
Adagio, or Allegro, are fwifter in triple than in common time ;
the triple 3 is Adagio, Allegro or Vivace ; the triples
0. ’{' are moft commonly Allegro. See TRIPLE.

If preceded by Pogo, it weakens the ftrength of it’s ﬁgmﬁ-
cation, intimating that the mufic muft not be performed quite
fo brisk and llve]y as Allegro would requireif it ftood alone.
el Allﬁ:crro be preceded by Piu, it addsto the ftrength of

it’s ﬁgmﬁcat;on, requiring the mufic to be performed brisker
~ and gayer than Allegro alone intimated.’

ALLEGRO j[!egra, fignify much’ the fame as Piu Allegro,

B2 ALLEGR,
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- ALLEGRO ma non prefte, brisk and lively, but not toa
haftily. ‘

ALLEMAND, a fort of grave and folemn mufic, whofe

meafure is full and moving,

ALL ROVERSCIO, Arr.A Brevg, Arra Dr-
RITTA, ALLA ZoPPA. OSee RovERrscro, DIRITTA
Zopra, e,

ALMATIN, afort of air that moves in common time.

ALMANDA, acertain air or tune where the meafure
is in common time, and movemeut flow.

ALT, is aterm applied to the high notes -in the fcale.

The word 1s formed of the Latin Altus. See ScaALe and
Diacram.

- ALTERA fefqui. See Sesqur. Sece alfo Propor-
TIioN and TRIPLE.

ALTERATI SUONI. See Svono.

ALTERNATIVEMENTO, denotes to play or
fing two airs or fongs the one after the other, or rather the
different parts of the fame fong alternately. *

ALTISTA, the perfon who fings the Haut Contre is
thus called.

2 Viola, a {imal] Viol.
ALTO, Viokino, a {mall Violin. % Se¢. Vior and
VIOLETTA.

ALToO Concertante, 1s the tenor of the little chorus which
{ings or plays throughout the piece.

ALTO Ripieno, the tenor of the great chorus which fings
or playsonly now and then in fome particuylar places. "

ALTRO, is an [talian adjeQive, fignifying other, 3s

una altera volta—play it over agamn 3 in altro modo—in another
manner.  See MIANNER.

A LT US, intimates that the mufic is the upper or coun-
ter tenor, and is common in mufic for many voices.

AMBITUS. See Mopo.

AMBROSIAN Chant, thus called from St Ambrofe,
Archbifhop of Milan, who compofed it for the fervice of that

church in the fourth century, it was diftinguifhed from the

Roman Chant in that it was ftronger and higher. See
CHANT.

AN ACAMPTOS, aterm made ufe of by Martianus

Capelia, to fignify what is otherwife called Ductus revertens,
or in Ftalian, Cenducimento ritornante. See DucTUs.

ANDANTE, from the verb Andare, to go, fignifies

efpecially in thorough baffes, that the notes are to be played
diftinctly. |

ANIMA,
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- ANIMA, or-AN1mATO, fignifies much the fame as
Allegro, with life, briskly. See ALLEGRO. '

AN THEM, a church fong, performed in cathedral and
other fervice, by the chorifters, divided for that purpofe into
two chorufles, who fing alternately,  Sec CHoRrRUS and
SONG. | ' |

The word at firft was ufed both for pfalms and hymns
when thus performed. See PsaLm.and Hymnw, |

St Ignatius is by Socrates reprefented as the author of this
way of finging among the Greeks; and among the Latiny
St Ambrofe. Theodoret attributes it to Diodorus and Flavian.

Amalarius Fortunatus has wrote exprefsly of the order of
anthems, de antiphonarum ordine.

At prefent the term is ufed in a fomewhat narrower fenfe,

being applied to certain paflages taken out of the pfalms, &Jc,
and accommodated to the particular folemnity in hand.
"ANTIFONI Sumi. See Suono.

ANTIPHON A, ananthem. See TouNo.

ANTIQUE Mufic. See Music.

APOTOME, is the remaining part-of an entire tone
after a greater femi-tone has been taken from it. See TONE .
and SEMI-TONE.

The proportion in numbers of the Apotome is 2048 : 2187.

The Greeks thought that the greater tone could not be di-
vided into two equal parts, for which reafon they called the
firft part Apoton, and, the other Limma or Lemma, in this
imitating Pythagoras and Plato,

The word is derived from the Greet go]epys — abfcindo—
I cut off. '

APOGIATURA, is when in any part of a fong
there are two netes that are fome diftance from one another,

as a third or fifth; and in playing fuch paflage the Mufician

puts in fmall intermediate notes afcending or defcending, as
thus

APYCNOS, is faid of the diatonic genus, from it’s
being plain and eafy, that is, not crouded with minute divi-
fions, but having great or fpacious intervals in comparifon
with the chromatic and enharmonic. See each under it’s
proper article, fee alfo Suonr.

APICNI Suoni, are founds diftant one or more oftaves,
and yet concord, the Suoni Apycnoi of the Grecian {cale were
Proflambanomenas, Nete Synemmenon and Nete Hyperbolaon.

AR CHI Leuts, an arch or very large and long Lute, and
but little different from the Thesrda Lute ; ufed by the Ita-

Jains
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lians for playing thoreugh bals. . Se¢ Luxe and ' Tue-

ORBO.

AR CO, a Bow or Fiddle Stick. Stmmmtz d Arco— in-
ﬂ'ruments plavcd with a2 Bow.

. AREor Alamire. See ALAMIRE.

ARIA a fong, air or tune. See SoNg and TUN,E

ARIE TT A a little fhort fong, a fonnet or catch.
See SONNET,

ARIOSA or Arisfe, in the movement of a common
fong or tune.

ARITHMETICA Divifione. ‘See HARMONICAL,

ARS I S and ﬁef is, are Greek terms ufed in ccmpoﬁtwn,
aswhen a point is inverted or turned, ’tis faid to move per
Arfin and Thefin, i. e, when a point rifes in one part and falls
in another, or falls in one part and rifes in another, whence
is produced an agreeable variety, though properly fpeaking,

*tis alfo the rife and fall of the hand in beating the
time. Sec PER ARsiIs.

A SSAI, is an Italian adverb of quantity, which is often
joined to the words Allegro, Adagio, Prefto, €F¢c. and fignifies
as fome pretend, much, and according to others that the mea-
fure and motions of the piece be kept in a middle degree of
guicknels or flownefs; quick or flow cnaugh but not too
much of either. See ALLEGRO.

ASSAYING, isa flourifhing before one begins to play,
to try if the inftrument be in tune ; or to run divifions to
lead one into the piece before usi

ATEMPO giufto, fignifies to fing or play in an equal
true and juft time. See TiME.

AT TQ, an act, as of a play, opera, ¢gc, dtto d: Cadmza,
Is a certain dlfpoﬁtlon of the founds or notes, which not only
makesa cadence in onepart, but direfts and points out in
others. As when the bafs rifss a fourth or falls a fifth, this
‘motion is really a cadence, and at the }fame time is 2 ﬁgn that
the other parts thereupon perform their proper cadences. See
CADENCE.

AUTHENTICO, .Authentic, chofen or approved :
This term s apphed by the Italians to four of the church
modes or tones in mufic, which rife a fourth above their do-
minants, which are always fifths above their finals, 7. e. rife
to compleat their o&aves, in this diftinguitbed from the pla-
gal modes, which fall a fourth below their finals. See ToNE
and MobE. See alfo HArMonica DivisioNe. Bat if
we reckon the mufical modes, which Glarean, Zarln, and
other eminent modern writers make twelve, t—,hﬁre will be
ﬁx authentlc, and fix plagal. See T uoNo, B,
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B.

B Signifies Bafs or Baffo. Bass and Basso.

9 B C, denote Baflo continuo, which fee.

BAG-PIPE, a mufical inftrument of  the wind kind,
chiefly ufed in country places. It confifts of two parts: The
firft is a leather bag which is blown like a foot-ball by means
of a porvent, or little tube fixed to it, and ftopped by a valve,
The other part confifts of three pipes or flutes, the firft is cal-
led the great pipe or drone, the fecond {the little one, which
pafles the wind out only at bottom, and the third has a tongue
and played by comprefling the bag under the arm when full,
and opening and ftopping the holes, which are eight, with the
fingers. The little pipe is ordinarily a foot long; that played
on, thirteen inches ; and the porvent, fix.— This inftrument
takes in the compafs of three oltaves.

BALETTO, is what we call a Balet, a fort of dance,
the air whereof begins with a quaver, the hand rifing ; it has
two ftrains of four or eight bars each, and is beat in two or
four times quick. ﬁ

Among the French the word Balet has another fignification,
for ’tis by them ufed for a fucceffion of airs, in all forts of
movements whether brisk or flow, with which the dances
agree, and aré carrieg on as the ftrains or motions difter.

BANDORA, a kind of ancient mufical inftrument

with ftrings refembling a Lute.
- BAR, a ftroke drawn perpendicularly a-crofs the lines of
@ piece of mufic, including between each two, a certain
quantity or meafure of time, which is various as the time of
“the mufic is either triple or common.

In common time, between each two bars is included the
‘meafure of four crotchets; in triple; three. The principak
ufe of thefe bars is to regulate the beating or meafuring of
time ina concert. See TimE and MEASURE.

BARDONE, as Violadi Bardmi. See Viol a.

BARIPICNI, or Susni Baripicni, fignify in general
any low, graveor deep found. See SounD and Svowo.

But in particular the loweft of any three notes that are to
“one another A to B flat, and B natural is thus called, the
next Mefopicni, and the higheft Oxipienz, which fee.

BARITONO, called by the French, Baffe Taille, or
Concordant, 1. e. that goes high and low 5 thofe that can fing
thus may ferve either as tenor or bafs upon eccafion. OSee
. ‘Texor and Bass, - |

BASS,
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B ASS, that part of 2 concert which is moft heard, which
confifts of the graveft and deepeft founds, and which is played
on the largeft pipes or ftrings of a common inftrument, as of
an Organ, Lute, or on inftruments larger than ordinary for
that purpofes as Bafs Viols, Bafloons, Bafs-hautboys," &J¢,
See each under it’s proper Article. '

- Muficians hold the Bafs to be the principal part of thecon-
cert, and the foundation of compofition ; though fome will
have the Treble the chief part, which others only make an
ornament,

Counter BAss, is a fecond or double Bafs, where there are
feveral in the fame concert.

Tharough BA ss, is the harmony made by the Bafs Viols or
Theorbos continuing to play both while the voices fing, and
the other inftruments perform their parts, and alfo filling up
the intervals when any of the other parts ftop.

M. Broffard obferves the Thorough Bafs to be part of the
modern mufic, firft invented in the year 1600, by an Jtalian
named Ludeovicus Viadana. ’Tis played by eyphers marked
over the notes on the Organ, Spinet, Harpfichord, T heorbo,

Harp, &9c. and frequently {imply, and without cyphers on the
Bafs Viol, Bafloon, &.

BASSETTO, a Bafs Viol or Vielin of the {malleft

fize, fo called in diftinction of Bafs Viels or Violins of alarger
fize. See Bassand VioL.

BASIS. SeeTrias HARMONICA. |

BASIST A, the perfon who plays or fings that part of a .
piece of mufic called the Bafs or Counter Bafs. See Basso.

BASSO, for the moft part fignifies the Bafs, but fome-
times in pieces of mufic for feveral voices, the finging Bafs
is more particularly fo called.

Basso Concertante, the Bafs of the little chorus, or that
which fings and plays throughout the piece.

BAsso Continuoy the thorough or continual Bafs; which is
commonly diftinguifhed from the others by figuresover the
notes in mufic books, which figures are only proper for the

Organ, Harpfichord, Spinet, Theorbo, Lute, Harp, &e.
this is often fignified by the letters, B C.

Basso Recitante. See CONCERTANT E. -

Basso Ripiéno, the Bafs of the grand chorus that fings

or plays now and then in fome particular places, generally
only during the chorus,

Basso Vila, a BafsViol. See BAss VioLIN:
Basso Violino, a {mall Bafs Viol or Vidlin.
BASSOON, a mufical inftrument of the wind kind,
ferving as a bafs in concerts of wind mufic, as of Flutés,
Haut boys,



: B EL 9
Hautboys, &5c. To make it portable it is divided into two parts.
Its diameter at bottom was formerly nine inches, at préferit 'tis
but four at moft, and it’s holes are ftopped with keys, &c.
like latge Flutes. It ferves as Bafs to the Hautboy.

B A SS Violin, a mufical inftrument of the fame form with
the Violin, except that ’tis much larger. ’Tis ftruck like
that with a Bow, has four ftrings and eight {tops, divided into
half notes, or femitones. The found it yields is much more
grave, fweet and ageeable than that of the /io/in; and of much
better effect in a concert. See VioLIN. | ke

BATTUTA, the motion of beating with the hand or
foot, in dire&ing the time. See TIME. |

‘The [talians ufe the phrafe 4 Tempo Giufto, after a recita«
tive, to fhow that the meafure is to be beat true and juft,
which during that recitative “'was conducted irregularly to fa-
vour fome aétion, or to exprefs fome paffion, &,

BEL L, a machine ranked by Muficians in the number
of inftruments of percuffion, _ -

The Bell hath three parts, the body or barrel; the clapper
within {ide, and the ear or canon, whereby ’tis hung to a
large beam of wood. It i1s made of a compound metal of
twenty pounds of pewter to an hundred of copper; called
Bell-metal. ‘The thicknefs of it’s edges is ufually % of
the diameter, and it’s height twelve times it’s thicknefs.
The Bell-founders have a Diapafon or Bell-fcale, wherewith
they meafure the fize, thicknefs, weight and tone of their
Bells. The ufe of Bells is fummed up in thefe two lines,

Lauds Deum vorum, plebem voco, congrego clerum:
Defunétos ploro, peftem fugo, fefla decoro,

The firft Bells are faid to have been made at Nz in
Campania, whereof St Paulinus was Bifthop; it is aflured
. at leaft that they were firft brought into the church by him;
and hence ’tis added they had their Latin names Nolze and
Campanez ; but others fay they take thefe names; not bes
caule invented in Campania, but becaufe the manner of hang-
ing and balancing them as ufed at prefent, was firft practiced
there ; or at leaft they were hung on the model of a fort of
balance invented in Campania. For in the Latin writers we
find Campaﬂa_/?dz‘era fora ﬂee]yard, and the Gf'ffl’ xglwpra,pzﬂr.
for ponderare— o weigh, | |

The inventiori of church Bells is by Polydore Virgil afs
cribed to Pope Sabinian, St Gregory’s fucceflor, but by’ mif-
take, for there is mention made of Bells by St Ferome co-
temporary with Paulinus. In effe€ Pope Sabinian did not
invent Bells, but was the firft who appointed the connonical
hours fhould be diftinguifhed by them; '

2. We
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-~ We find Bells mentioned by Ovid, Tibullus, Martial, $ta-
dius, Manlius, and the Greek authors, under the names of
Tintinnabula, and founding brafs, Suetonius, Dion, Straba,
Polybius, ‘fofephus, and:others, mention them under the ap-
pellation of Petafus, tintinnabulum, @ramentum, crotalum, Sfig-
num, &c. but thefe appear to have been no more than bau-
bles, and little like thole huge Bells among us. |

Hieronymus Magius, who has wrote a treatife exprefs upon
Bells, (wrote when in chains in Turkey, and which is very
remarkable purely from his memory, - without the afliftance
of any books) makes large Bells a. modern invention. In-/
deed we don’t hear of any before the fixth century. In 610
we are told that Lupus Bithop of Orleans being at Sens, then
befieged by the army of Clotharius, frighted away the be-
fiegers by ringing the Bells of St Stephen’s.

The firft large Bells in England were mentioned by Bede
towards the latter end of that century. ‘They feem to have
been pretty common in the year 856, ' The Greeks are ufually
thought. to have been unacquainted with them ’till the
ninth century, when their conftruction was taught them by
a Venctian.

Indeed it is not true that the ufe of Bells was intirely

unknown in the ancient eaftern churches, and that they
called the people together as at prefent with weoden mal-
lets. Leo Alatius in his differtations on the Greek temples,
proves the contrary from feveral ancient writers., It is his
opinion that Bells firft began to be difufed among them after
the taking of Conflantinople by the Turks, who it feems pro-
hibited them, leaft their found fhould difturb the repofe of
fouls, which, according to them, wander in the air, He
adds, that they ftill retain’d the ufe of Bells in places remote
from any intercourfe with the Zurks, particularly very an-
cient ones in mount Athos.
- F. Simaon thinks the Turks rather prohibited the Chriffians
the ufe of Bells out of political than religious reafons, in-
afmuch as the ringing of Bells might ferve as a fignal
for the execution of revolts, &c. '

The City of Bourdeaux was deprived of all it’s Bells for re-
bellion ; and when it was offered to have them reftored,
the people refufed it, after having tafted the eale and con-
venience of being freed from the coniftant din and jangling
of . Bells.

.. Matthew Paris obferves, that anciently the ufe of ‘Bells
was forbid in time of mourning, though at preflent they
make one of i’s principle ceremonies. Mabillon adds that
it was an ancient cuftom to ring Bells for perfons about to
expire,
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expire, to advertife the people to pray for them; whence are
derived our Paffing Bells. P T |

Lobineau obferves, ‘that the cuftom of ringing Bells at the
approach of thunder is of fome attiquity; but that the de-
fign was not fo' much to fhake the air and fo diffipate the
thunder, as to call the people to church to pray that the
parith might be preferved from that terrible meteor.

The cuftom of chriftening and bleffing of Bells is very an-
cient; fome fay ’twas introduced by Pope Fobn XIII. in 972,
but it is evidently of an older ftanding, there being an ex-
prefs prohibition of the prattice ina Capitular of Charlemain
in 78q9. Alcuin fays it was eftablithed before the eighth
centtury ; fo that what has been faid of Pope Fobn XIIL.
is only to be underftood of an order of that Pope for re-
ftoring the praftice which had been difufed. '

Nankin, a city of CGhina, was anciently famous for the
largenefs of it’s Bells; but their enormous weight having
brought down the tower, the whole building fell to ruin,
and the Bells have ever fince lain on the Ground. One of
thofe Bells is near 12 Englih feet high, the diameter 73,
and it’s circumference 23 ; it’s figure is almoft cylindric, and
the thicknefs of the metal about it’s edges 7 inches; from
the demenfions of this Bell it’s weight is computed 50,000
pounds, which is more than double the weight of that at
Erfort, faid by F. Kercher to be the largeft Bell in the
world. Thefe Bells were caft by the firft Emperor of the
preceeding Dynafty, about 300 years ago. They hdve each
their name, the Hanger Tchoui, the Eater Che, the Sleeper
Choui.

Father Le Comte adds, that there are feven other Bells
in Pekin, caft in the reign of Youls; each of which weighs
12,000 pounds, but the fcund even of their biggeft Bells is
very poor, being ftruck with a wooden inftead of an iron
clapper. | |
- The Egyptians had none but wooden Bells, except one

brought by the Franks into the monaftery of St Anthony.

The found of the Bell arifes from the vibratory motion
of 1t’s parts, much like that of a mufical chord. The
ftroke of the clapper it is evident muft ‘change the figure
of the Bell, and of round make it oval; but the metal
having a great degree of elafticity, that part which the
ftroke drove fartheft from the centre will fly back again,
and this even fomewhat nearér the centre than before; fo
that the .two points which were before the extreams of the
longer diameter now become thofe of the fhorter. ‘Thus

the circumference of the Bell undergoes alternate changes
C 2 | of
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of figure, and by means thereof gives that tremulous mo-
tion ‘to the air wherein founds confift. See Souw~bD.

The found of the fame Bell or Chord is a compound of the
founds of the feveral parts thereof; fo that where the parts
are homogeneous, and the dimenfionsof the figure unifolrm,
there is fuch a perfe€t mixture of all thofe founds, as con-
{titute one uniform, {fmooth and even found. See TUNE
and VIBRATION. |

Mr Haukesbee, and others, have found by experiment,
that the found of a Bell ftruck under water, 1s a fourth deeper
than ‘in the air; though AMerfenne fays it is of the fame pitch
in both elements. -

Bells are heard further on -plains than on hills, and ftill
further in valleys than on plains, the reafon of which will
not be difficult to affign, if it be confidered that the higher
ths fonorous body is, the rarer is it’s medium, confquently
the lefs impulfe it receives, and the le(s proper vehicle it is
to convey it to a diftance.
~ BELL HARP, a mufical inftrument of the ftring
kind, thus called either becaufe fhaped like 2 Bell, or by
rcafon the common players thereon {wing it about as a
Rell on it’s biafs, 1t being hung on a ftring, and refted a-
.gain{’c them for that purpofe
-~ 'There is a notable difference between the fhape of this
inftrument and that of the Irifh or WWelch Harp. See HA R P.

It’s length is about three feet, it’s foundboard is ufually
of the fame wood as that of a Spinet or Harpfichord, having
a rofe carved in the middle; it’s ftrings are of brafs or fteel
wire, fixed at one end, and ftretched a. »fs the foundboard
by fcrews fixed at the other end next the player. The num-
ber of ftrings is not fixed; fometimes more, fometimes lefs. "T'hey
are ftruck with the thumb only of each hand, the right
hand plays the treble, the left the bafs, but the thumbs are
armed with a little wire pin or needle in order to draw the
jound the clearer. It takes in the compafsof three or four
‘oftaves, according to the number of ftrings. |

It may perhaps be the Lyra or Cythara of the ancients;
but we find no mention of it under the name 1t now bears,
which muft be allowed to be modern, however ancient the
inftrument may be. See Lyra, Music, Ue.
 BELLOWS of an Organ, are machines contrived to
give wind to the pipes, which by that means produce a found.
See ORGAN. =~

The bellows of - an Organ are in proportion to the inftru-
ment, each having an aperture of four inches, that the valve

.amay play cafily. ‘Ihere fhould alfo be a valve at the nofe of

11



the bellows, that one may not take the air from the other,
Toblow an Organ of 16 feet, there are required 4 pair of bellows.

BIANCHA. See NoTe and Minim.

BINARY meafure is a meafure wherein you beat
equally ; or the time of rifing is equal to that of falling,
T his is ufually called common time, befide which there is B;-
nary triple. See MEASURE, TIME, and TRIPLE.

BENE PLACITO. Sec ABeNE PrAcITO.

BISCHROM A is the fame as our triple quaver. See
CHROMA.

BIZARRO, or con Bizarria, fignifies with changes
capricioufly, fometimes faft, at others flow, ftrong, foft, &c;
at the fancy of the compofer, or player.

- BMI is the third note in the modern fcale of Mufic.
See ScaLE and MusiIc.

BMOLL ARE or Molle, is one of the notes of the
fcale of Mufick, ufually called foft or flat in oppofition to
Bguadro. See BQU ADRo. |

BOMBARDO, a mufical inftrument of the wind
kind. much the fame as the Bafloon, and is ufed as a Bafs to
the Hautboy. See HAuTBoy and Bassoon. |

BQUADRO or Quadrato, or Durale called by the

French Bguarre from its figure H

This is what we call B natural or fharp, in diftin&ion to
Bmol, or flat . See FLaT and SHARP.

As the & flat when placed before any note, denotes that
note to be lowered a {emitone minor, fo does the Quarre or
raife it to its natwys or diatonic fituation. h

Again if the flat B be placed before a note in the thorough
Bafs it intimates that it’s third is to be minor, and if placed
with any cypher over a note in the Bafsas b 6, or & 5, ¢4c.
it denotes that the fixth or ffth thereto are to be flat. See
Firru, SixTH, T

But if the ."Z_uadrah be placed over any note or with

any cypher in the thorough Bafs, it has the contrary effe¢t ;' for
thereby the note or interval thereto is raifed to it’s natural
order. Both thefe charaéters are ufed in other parts befide
the thorough Bafs, wherein they affe¢t only the note teo
which they are prefixed, 7. e. they either raife or lower that
mote alone, See CHARACTER.

- BRACIO or BRAZZO is applied to certain In-
Rruments that are played with a bow, and held up to the
neck by the left arm, fuch as the Violin, whether firft,
fecond, thiud, &¢, Se¢ VioLiN, . -
Joratiy ¥ _ . BREVE
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BR EV E is 2 note, formed like a fquare, without a
tail, and equivalent to two Semibreves or four Minims., See
CuarAacTER and Music.

- Alfo a meafure of quantity which contains two ftrokes
down with the hand and as many up. But this muft be un-
derltood with regard to Common Time under this fign
C.
-~ But when this charaCler is under the direGions of the
triple major, or perfett time, if followed by one or more
of the fame value, or by a point, it is equal to three times,
or a whole Bar ; and if notes of lefs value follow it, as Se-
mibreves or Minims, its value is then reduced to two Times,
or two thirds of the Meafure. See Mopo, TimE, Pro-
1.aTION, NoTEk, FicuraA, LEcaTurRA and TRri-
PLE.

This 1s often tied with other notes, for which fee LEG A-
TURA. -

The Breve in the Time marked § now contains but
two times, from whence the Itglians call Common Time
played very quick Alla Breve ; and this movement they
often ufe i1n their church mufick, See CAPELLA.

- BRIDGE, that part of a ftringed inftrument over
which the {trings are ftretched.

Bridges are of divers kinds, as the Bridge of a Violin or
Bafs-Viol, the Bridge of a Lute, Harpfichord, &c.

The Bridee of a Violin or Fiddle is about one inch
and a quarter high, and near an inch and a half long, fome-
times entirely plain, and fometimes with holes carved in it
by way of ornament; it is rounded a little on the upper
Fart, where the ftrings are laid in little notches for their re-
ception ; the reafon whereof is, that the bow may ftrike either
of them at pleafure, without touching any other ; the under
part of it is hallowed in the middle, fo that it bears on the
body of the inftrument only at each end ; 3 it Is placed about
five inches from the bottom of the body.

Under the Bridge within fide is placed a little flip of wood,
called the found poft, it’s ufe is to bear againft the Bridge
and affift the belly of the inftrument in fu{l'ammg the pref-
fure of the {h'mﬂrs on the Brldge The ﬂrmgs without the
Bridge would give little or no found, but it is the body of
the inftrument and it’s uniform conﬁru&ron together with
the evenefs of the ftrings that produces what is commonly
called a good tone. See VioLIN.

The Bridge of a Bafs-Viol 1s the fame in propﬁrtlon te
the mﬁrument, thefc. Bridges are ufually made of fome po-
rous wood, _ ‘

The



B U O  §+

The Bf‘m’ge of 2 Lute is very different from that above
defcribed, in that it is but half -an inch deep, though four,
five or fix inchies long, entirely: ftrait; it is placed. about
four inches from the bottom of the i11i’crument.. and the'ftrings
are ftretched’ over it, as thofe of the Violin are. See
Lute.

Harpfichords have feveral Bridges, but there are two prin-
ciple ones, one of which is placed” at the upper: eénd be-
tween the jacks and the fcrews, about half an-inch high,
and to what length required, ufually abeut three' feet; quite
ftrait ; the other is put- along the fide of the inftrument
{haped almoft like the letter S; between the ends: of the
ftrings and the jacks, in a certain proportion. Inftead of
notches thefe- Bridges have- little wire pins to keep:the' ftrings
in their places, tliefe two are required when' there is but’ one
row of’ keys and' two ftops, if therc are mme, bthef B‘hﬂdgﬁ
are required. Se¢' HARPSTCORD.

Thefe are uftially madé of Fif'or' the fame wmd with the
Sound Board.

BRILLANTE, brisk, airy, gay and lively.

BUCCINA, an ancient military, or mufical m{’cru-
ment ufed in war ; it is ufually taken for a kind of trumpet,
-which opinion is confirmed by Feftus, by his defining it a
crooked horn, played on like a Trumpet. /Figetius alfo ob-
ferves, that the Buccina was bent into a femicircle, in which
it differed from a Trumpet, Tuba.

Varro adds, they were called Cornua, becaufe originally
made of the horns of cattle, asis ftill done among fome peo-
ple. Servius feems to fay that they were firft made of
goats horns; and the {cripture called the inftruments ufed
both in war and in the temples Keren fobel, 1. e. ram’s
horns, and Saphareth™ Haijobelirn,” Bucrimee- of- Rams: - The
mufical inftruments ufed in the military march are Buccina,
Trumpets, Littuus, Clarion, Cornet, Fife, Drum, Tym-
bal, %c. which fee. The Marino Buccine given by
Poets and Painters*to the Tritons and Sea Gods, are fhells
twifted in the form of a Snail’s. The word comes from
Bucca, the mouth, becaufe played on by the mouth. '

BUO N O, as Tempo Buono, fignifies a certain time or
part of the meafure that is good, 7. e. more proper for
certain things than any other, as to end a cadence, or

, paufe, to place a long fyllable or a fyncoped Diflonance,
Concord, &’c. The Tempo Buono of any meafure whatever,
fhould be on the firft part thereof when the hand is down,
and in common time of four Times to the Bar, the third

is alfo 3 Tempo Buana, the others, as the fccond and laft
times




times of the meafure, are called Tempi di Cattiva. Sece
CaTTIVvA and ACCENT.

BURDEN in fome mufical inftruments, the Drone or
Bafs, and the pipe or ftring that plays it ; the Bagpipe prin-
cipally hath a part thus called. Hence that part of a fong
that is repeated at the end of every ﬁanza, is called the
Burden of it.

The word comes from the French Bourdon, a flaff, or

pipe made in form of a ftaff, imitating the grofs murmurs of
Bees or Drones. Some Call the Proflambanomencs, or the

note added to the ancient fyftem, by this name. A chord
which is to be divided to perform the intervals of mufic
when open and undivided, is alfo called the Burden.
BURRE, BourREE, or BOREE, akind of dance,
compofed of three fteps joined together in two motions, be-
gun with a crotchet rifing. The firft copulet contains twice
four meafures, the fecond twice eight, it confifts of a ba-

lance and coupee. It is fuppofed to come from Auvergne in
France.
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C Derotes the higheft part in thorough bafs, See

Bass.

Again a fimple C, or rather a'femicircle, placed after the
ClLiff, intimates that the mufic is in common Time, which
is either quick or flow, as it is joined with £legro ot Ada-
gio; if alone it is ufually Adagqo.

If the C or femicircle be croffed thus % or turned

thus 5, the firft requires that the Air be f]ayed quick,

and the laft very quick. See CHARACTER.
In pieces of old mufic, we find a charaGter thus g and

‘very often it’s reverfe thus Q%ED both which are at pre=

fent almoft out of ufe, but fee ProLATION,

CADEN CE, according to ancient muficians is a fe-
ries of a certain number of notes, in a certain interval,
which f{trike the ear agreeably, and efpecially at the end
or clofe of the fong, ftanza, &'¢. A Cadence ordinarily

confifts of three notes.
CADENCE, in the modern mufic may be defined a

certain conclufion of a fong, or of the parts thereof in
many places of the piece, which divide it, as it were, into
fo many numbers or periods. The Cadence 1s when the parts
fall or terminate on a chord or note, the ear feeming natu-
rally to expect it ; and is much the fame in a fong as a period
that clofes the fenfe 1n a paragraph of a difcourfe.

A Cadence is either perfe&t or imperfet; a perfet Ca-
dence is that which confifts of two notes fung after each
bther, or by degrees ¢onjoined in each of the two parts,
it is called perfe® becaufe it fatisfies the ear better than
the other. _ 'y 5

The Cadence 1s faid to be imperfe&” when it’s laft meafure
is not in o&tave or unifony, but a fixth or a third; as when
the bafs inftead of defcending a fifth, defcends only a third,
or when defcending, ofr, which is the fame thing, rifing a
fourth, it makes an o&ave with the treble in the firft mea-
fure, and a third major with- the fecond. It is called im-
Eerfc& becaufe the ear does not acquiefce in the conclufion,

ut expects a continuation.of the fong.
D T he
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The Cadence is faid to be broken when the bafs inftead
of falling a fifth which the ear expecls, rifes a fecond either
major or minor.

Every Cadence is in two  meafures ; s fometimes it is fuf-
pended, in which cafe it is called a repefe, and only confifts
of one meafure, as when the two parts ﬁop at the fifth
without finithing the Cadence.

- Mr Rouffeau diftinguifhes two kinds of Cadences with
regard to the Bafs-viol, z. ¢, a Cadence with and without
a reft.

The Cadence with a reft, is when the ﬁn er that fhould
fhake the Cadence, ftops a little before it ﬂnkes, on the
note immediately above that which requires the Cadence,
The Cadence without a reft is when that ftop is omitted.
Traite de la Viol, ,p. 76.

There are alﬁ) ﬁmple and double Cadences; the double
ones again are various, the more double are thofe made
after a long ftop, the lefs double thofe after a fhort one.
The Cadences are all to be accommodated to the cha-
racter of the air,

The word comes from the Latin Cadencia a fall, the Ca-
dence being the fall or conclufion of a feries of harmony,
proper to terminate the whaole, or part. ‘The Frepch mufi-
c:ans call a fhake a Cadence, but this 1s to.confound terms,

CADENZA Fioritay Sfuggita, & Inganna, E.‘l’c, See
FroriTAa, SFucGciToO, INGANNO, &6,

CAMERA, fignifies chamber mufic, as Sonata Cone
certo di Camera, are Sonatas, Cancertos, ¢, compofed for
a chamber, In dd‘an&xun to thofe played in churchﬁ, cha-
pels, or great concerts, See SoNATA, e

CANCHERIZANTE, or Chancherizato, is an
Ttalian word fignifying a piece of mufic that begins at the
end, being a retrograde motion from the end.of a fong, air,
or tune to the beginning, See IMmiTATION, CANON,
Yuvcua, g9¢ -

CANON, a Greek term. See REGOLA and Moun-
C HOR D,

CaNoN, isaruleor method of determining the intere
vals of notes. See INTERVAL.

Ptolemy reie@ing the Ariftoxenian way of meafuring the
intervals of mufic by the magnitude of a tone, (which was
tuppoied to be formed by the difference between a Diapente
and a Diatefferon ;) thought that the mufical intervals fhould
be diftinguithed according to the ratios or proportlons, which
the founds. terminating thofe intervals bear to one another,

when confidered according to their degree of gravu:y and ‘a-
cutenefs
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gutenefs 3 which béfore Ariffoxenus was the old Pythagorian

way. He therefore made the Diapafon confift in a doublé
ratio of 2 : 1 3 the Diapente in a fefqui-alteral 3¢ 25 the Dia-
teffaron in a fefqui-tertian 4 : 3; and the tone itfelf ina fefqui-
oétave of ¢ : 8, and all the other intervals according to thé
proportions of the founds that terminate them,

W herefore taking the Ganon (as it is called) fora déter-
minate lineof length, he fhews how this line is-to be cut
accordinglyy. fo as it may: reprefent the refpective intervalsy
and this method anfwers to experimeént in the different
lengths of 'mufical chords:. See CHorD, MoNOCHORD
andMUSI;C' -

Ca NoN, fays Zarlin, was anciently certain marks or
charalters; placed at the head of perpetual figures, or pieces
in Confequenza, to advertife in what manner fuch pieces
were to. be fungy called Canon, as being rules and direCtions
for performing the parts, . .

CanNonN is alfoa fthort compofition of two or more
parts, imn which one leads, and the other follows.

CANON E Chiufo, or Canone in Corpo, 1s a perpetual
fugue writ upon:one line, with'fome marks to thew when
the 'parts that imitate are to begin and end.

- CA NoN E partite, or rifolute, called by the Latins
refolutio, is when all the parts. of a perpetual fugue are
writ either in partitions, or different lines, or in f{eparate
parts, with the proper paufes that each is to' obferve, and
therein differs from Carnone Chiufo.

- CANTAT A, afong or compofition, intermixed with
recitatives, little airs and different motions, and merely in-
tended for a fingle voice with a thorough bafs, though fome-
times for two violins and other inftruments.- When the
words or fubjelts are intendéd for the church it is called
Cantata morali § fpirituali . but when on love, Cantata amo-
rofe, e,

 If the words are well adapted to the mufic, it has
fomething in it very agreeable, and generally feems to
pleale by its valietiés, confifting of grave parts and airs in-
termixed 3y fuft ufed in Zialy, then in Framce; whence it
pafied to us. ' ~
CANTICUM. See MoTreTToO.

. CANTILEN A are no more than fongs, and figni-
fies in general pieces of melody well compofed.

v CANT O'is:the treble, or at leaft the higheft part of a
piece. When it is marked with a C it is the. upper bafs :
but the word Cauto more properly fignifies the firft treble,
unlefls the word feconds for the fecond, or ripieno, for the

D2 treble
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treble of the grand chorus, be added. See Seconpo and
RIPIENO. -

C A N T 0 concertante is the treble of the principal con-
certmg parts ; this part generally plays and fings throughout.
But being the chofen voices or inftruments they fometimes
reft during the chorus.

CANTO fermo, is what we call the plain fong, fuch
was Pope Gregory’s church mufic. The Rtalians call
every part, whether plain or figured, that is the fubjet of
any counterpoint, a Canto fermo.

C A N T o figurate, fignifies a compofition wherein the
parts differ from one another in their figures and ‘motions,
and is the contrary of Canto fermo.

- CA N TO ripiens, is the treble of the grand chorus,
or that part that plays or fings in the grand chorus only.

CANTO fimplice, is the fame as Canto fermo.  See
CANTO FErMmo, and CHANT.

CANTORE. See CHANTOR.

CAN TUS, the treble or higheft part in a concert. See
TREBLE. o

CANZONE, in general fignifies a fong, wherein
fome little fugues are introduced, but it is fometimes ufed.
for a fort of [ftalian poem ufually pretty long, to which mu-
fic may be compofed in the ftile of a Cantata. See CaN-
TATA. If the word Canzome be added to a piece of
inftrumental mufic, it fignifies much the fame as Sonata ;
to a piece of vocal much the fame as Cantata, = If
placed in any part of a Sonata, it fignifies much the fame
as Allegro, and only denotes that the part to which it is
prefixed is to play or fing in a brisk and lively manner.

CANZONETT A, alittle fhort fong. The Can-
zonctte Neapolitane have two ftrains, each whereof is fung
twice over, as the Vaudeviiles cof the French. ‘The Can-
2onette Siciliane are a fpecies of jigg, the meafure whereof is
ufually ** or §, fometimes both are rondeaus, and begin
with the firft firain to end.

CAPELLA is properly indeed a chapel. But the /ta~
lians nfe the word for a company of muﬁcxans aflembled to-
gether to fing, or play a concert, or piece of mufic of ma-
ny parts. From this when we meet with da Capella, we
muft underftand that all the parts arc to play together,
which makes what we call the grand chorus, or tutti uni-
Joni 5 and from this they fay Maceftre di Capella, for 3
mafter of muiic,

The
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The fong to be fung thus, has mmﬁ;only this ﬁgn | ij

and marked alla breve, the time is generally beaten by the
breve and quick, unlefs contradiCted by fome other term, 'as
Lente, Adagio, e, By 0 -
CAPQO, is to fay heador chief, as Capo di infirumenti, the
mafter or head of the inftruments, being the perfons whofe
carc is to inftruét and direct thofe that perform the inftru-
mental part of a concert. |

CAPRICETT O isa diminutive of Capricio, which

fee.

" CAPRICIO means Caprice, the term is applied to
certain pieces, wherein the compofer gives a loofe to his
fancy, and not being confined either to' particular meafures:
or keys, runs divifions according te his mind, without any
premiditation ; this is alfo called Phantafia. See PHANT A-
SIA and PRELUDE. e

CAPRICIOSO, intimates the mufic to be in a ca-.
pricious irregular manner, as if without any aim or de-
fign. See CaPrICIO.

CART A, or Car, or Cart, are ufed by the Jtalians for
page or folio, as Car. 6a. the fixth page, Cart. 4a, (¥c.

CAST ANETTS, Caftagnettes, or Caffanettas, a kind
of mufical inftrument of the pulfatile kind, wherewith
the Moors, Spaniards and Bohemians accompany their dances,
Sarabands and  Guittars, ferving only to diret the time,
It confifts of ewo little round pieces of wood dried and hol-
lowed in the manner of a fpoon, the concavities whereof are
placed one on another faftened to the thumb, and beat from
time to time with the middle finger to direét their moti-
ons and cadences. They may be beat eight or nine times in
the fpace of a meafure, or fecond of a minute.

CATACOUSTICKS, called allo Cataphenics, the:
{cience of refleCted founds, or that part of Acouftics or Pho-
nucs which confider the propérty of founds and ecchoes. See:
SouND and PHoNICsS. |

CATTIVO, bad, unfit, as Cattive tempo, is a certain
part or time of the meafure, whereon it is not proper to, per-
form certain things; as to end a cadence, or place a long fyl-
lable, &,

T'he reafon why this is called Tempe di Cattiva, or the.
bad part of the meafure, is becaufe here you may let pafs a
gifcord without any g reat offence ; it properly fignifies what'
we call the unaccented part of the bar, and isthe fecond
and laft note thereof in common time, and the middle one of

exery: three in triple, Sce Buoyo and AccENT.
| CAUDA
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CAUDA. See Copa and VircuLrLaA.

CATUDATUS. SéPunctus CAuBATUS.

CELER progreffus;. See SuprosrTion,. |
 CHACONE, or Ghaconde, 2 kind of dance in the
air of a Saraband, derived from the Mpbsrs. The bafs
always confiits of four notes, which proceed in conjoint de-
orees;, whereon they make divers concords and copulets with
the fame burdén. See Bass and BurbEeN.

The word is formed of the [talian ciacona of cecone a
bltnd many. this aix being faid to have been invented by
fuch a one.

. CHAMADE, a certain beat of Drum, or found ‘of
Trumpet, which isgiven to the enemy as a fignal to inform
them of fome fort of propofition to be made to the com-
mander, either. to capitulate, or to have leave to bury their
dead, make a truce, or the like.

The word s dcrwed by Menage from the chiamata of
clamarey—sto cry out.

. CHANT, is ufed for vocal mufic in churches. Im
cccleﬁaﬂlcal hli’cory we find mention made of many kinds
of Chant, or fong, the firft is the Ambrofian Chant, which
was cﬂzabhﬁled by St Ambrqfe Bithop of Adilan, and was:
diftinguifhed from the Roman in that it was ftronger and
higher,

“The next is the Gr:garran Chant, introduced by Pope Gre-
gory the great, who eftablifhed fchools of chantors, and cor-
refted the church mufic or fong. This:is what above is called
the Roman Chanty and is ftill retained in. churches under the
name of plain fong, for in this the choir and people fing in

unifon, or altogether in the fame manner, See CaANTO
FER MO.

CHANTOR, a perfon who' ﬁngs in the choir of a'
cathedral,

St Gregory frft mﬁltuted the office: of Chantors, and e
rected them into a body called Schola Cantorum; though Ana-

Jlafius feems to attribute their rife to Pope Hillary, who lived
an hundred years before Gragory.

This.is grown an obfelete word, inftead of which we
now fay chorifter, or finging man.

CHAR ACT ERS, certain marks, figns or notes, whereé«
by fomething is cuhvcyed to' the mind., =

" CHARACTERs ufed in mufic, and of muﬁcal notesy:
with thclr Proportions; are as follows.

- Chas:
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:I
o0 -

— Charaler of a Large

l:‘ A Long - " 4 -
XX A Breve - , I » | 2
O A Semibreve - - 5
EHA Minim - - 4
E A Crotchet 5 - :
E A Quaver 4 n I
E A Semiquaver, or E _ k.
E A Demi-Semiquaver. or ﬁ . L

Chara&ers of thé artificial Notes.

k Charalter of a fharp note. This charatter at the
beginning of a line or fpace, denotes that all the notes in that
line or fpace, are to be taken a femi-tone higher than in the
natural feries; and the fame affedts all the o&taves abwe
and below, though not marked.

When this mark is prefixed to any particular note, it
fhews that note alone, to be taken a femitone higher than it
would be without fuch chara&er.

B Chara&ter of a flat note. This charafter is the
contrary to the other above, that is, a femi-tone lower.

When prefixed to any particular note, ‘it fhews that note
I:;ll::m.e to.be taken a femi-tone lower than it otherwife would

e,
H Character of a natural note, where in a line or feries

of artificial notes, marked at the: beginning either & or &,
the
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the natural note happens to be required, it is denoted by this
charalter, |

. Charalters of the figned Cliffs.
i Charaler of the treble Cliff.

|==| The mean CIliff:

) The bae Cliff,

2 or £ or 4; Charifers df common dilple time ; ﬂgnify‘_
ing the meafure of two crotchets to be equal to two notes;
whereof four make a femibreve.

C = % Charalters that diftinguith the movements of

$ = common time. The firft implying flow,

| the fecond quick, and the third very quick.

+ 2 3% %3 Charalters of fimple triple time; whofe

meafure is equal to three femibreves, or to three minims, 5.

3 or 3 or % Charalters of mixed ttiple time, where the
meafure is equal to fix crotchets, or fix quavers,

2 or § or v% or ¥ or ¥ CharaCters of compound triple time.

12 12 22 or, 4 or 5, Charalters of a fourth fpecies

18 9
of t-f'ip;e time, called al{o the meafure of twelve times. See

TRIPLE.

Refts or paufes of Time:

- ¥ r T
e ——— A R —
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:

CHELIS., SeeVior,
CHIAYE:
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CHIAVE or Cleff, aterm or charadter ufed ih mu-
ficc. See CLEFF and CHARACTER.

Cu1AvVE Maeftro, fignifies the fundamental key or note
of a fong. See Key and CLEFF.

CHIESA, a mark fet. to mufic fo diftinguifh that
defigned for churcheq from that defigned for chambers or pri=
vate concerts, as Sonata d; Chiefa, is a {onata for the church.

CHITARIS. See CyTHARA and VioL,

CHITTARRA is the Italian word for a Guittarr
See GUITT ARR.

CHITTARRONE. See Tarorso.

CHIUDE N DO, is the participle of the verb Chiudere;
to end, finith, or conclude ; as Ghiudendo col Ritornelo, col’
Paria, fignify to end with a Riternells, or fome paffage
which has been before fung in fome part of the piece. See
RiTorNELLO.

CHIUSO. See Canows

- CHORDS, or Corps, afe ftrings or lines, by
whofe vibrations the fenfation of found is excited; and
by whofe divifions, the feveral degrees of tune are determmeda.
See Tune and SouwND.

Some fay they are called Cords or Chords from the
Greek yopdu, 2 mame given by the Phyficians to the in=
teftines, in regard that the ftrings of fome mufical inftrus
ments are ordinarily made of - guts.

Others are made of bras or iron wire, a3 Harpﬁchards,
Spinets, &c.

Chords of gold wire ih Harpfichérds, would yield a found
almoft twice as ftrong as thofe of brafs; and thofe of fteel, 2
feebler found than thofe of brafs, as being both lefs heavy,
and lefs ductile.

Mr Perrault obferves, that of late théy havé invented a
way of changing the Chords, to rendet their founds more
ftrong without altering the tone.

The fixth Chord of Bafs-Viols, and the tenth of large
Theorbo Lutes, confift of fifty threads or guts; there are
fome of them an hundred feet long; twifted and polifhed
with Eguifetum or horfe-tail. __

For the divifion of Chords, fo as to conftitute dny gives
interval, the rules are as follows.

To affign fuch a-patt of a Chord A B, as fhall conflitute

any concord for example a fifth (or any other interval)
with the whole Chord,

¥ Divide
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Divide the line A B, into as many parts as the :greateft
number of the interval has units; e. g. the fifth being 2 : 3.

A | ¢ B
-___—.l._____ |

The Line is divided into three parts: of thefe I take as

many as the leffer number, ¢. g. 2 = AC; A C is the part

fought; that is two lines, whote lengths are to each other as

A B to A C, make a fifth.

Hence if it be required to find feveral different {eCtions of
‘the line A B, e. z. fuch as fhill be o&ave, fifth, or_ third
oreater. 1 reduce the given ratios 1:2, 2: 3 and 4: 5§ to
one fundamental ; the feries becomes 30 : 24, 2 =15, the
fundamental is 20 ; and the fections fought are 24 the third
oreater ; 20 the fifth; and 15 the octave. .

To find feveral fections of a line A B, that from the leaft
part, gradually to the whole, fhall contain a given feries of
intervals, in any given order, 2:z. {o as the leaft to the next
oreater contain a third greater ; that to the next greater a
fifth ; and that to the whole an oliave,

Reduce the three ratios 4 : §, 2 : 3, and T : 2 to one
feries: hence we have 8 : 105 15 : 30.

Divide the line into the number of parts of the greateft ex-
tream of the feries, wiz. 303 we have the fetions fought at

tll'.‘ pDiI]tS | A 8 10 14 20
c d e

of divifion, anfwering the feveral numbers of the feries, viz.
‘at the points C, D, and E; foas A C to A D, 1s 3 third;
ADw AE, afifth; to A B an olave.

To divide a line, A B, into two parts, to contain betwixt
them any interval, e. g. a_fourth.

Add together the numbers containing the ratio of the in-
terval, e.-g. 3 : 4, and divide the line Into as many parts
as the fum, e. g. 7 : the point of divifion aanering to any
of the given numbers, v. g. 4 or 7, gives the thing fought.

S S e
For the harmonical divifion of Cords.

To find two {e&tions of a line which, with the whole, - fhall

be in harmonical proportion with regard to their quantity.
' Take any three numbers in harmonical proportion, as
.3—4—0 and divide the wholg lin¢ into as many parts as
the
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the preateft of thefe three numbers; v7z. 65 and at the points
of lelﬁOﬂ anfwering the two othef numbers, v. g. 2 and
4 you have the feCtion fought.

To fifid two fections of 2 line, which Oﬂether witH the
whole, fhall be harmonical, with refpu..t to quantity, or tune,

Take any three nﬂmbers concord with each other, v. p.
2 : 3 and 8; and divide the line by the gredtelt; the
poirits of dl?lﬁdn anfwerinig the other two give the fettion
{ouglht. -
To divide a Cbara’ A B, in the moft fimple manner, foas
to exhibit all the original concords.

Divide the lirié into twe equal parts C, and fubdivide the
parts C B into equal parts at 1, and again the parts C D id-

to equal C
A ED

VRPN S e IB“

parts at E : Here ACtoAR isanoftave; ACto AD a
fifth; ADto AB, afourth; A Ctoc A E, a third; AL
to AD, athird; DCAEtEB, a fixth. AEto AB
a fixth. See MONOCHORD See alfo Tune, ConcoRrp,
HAaRrRMONY, cic

Chord is alfo ufed in mufic for the note or tone to le
touched, or founded; in which fenfe it is applicable to all
the intervals of mufic. See Contornbp.

In this fenfe, the fifth is faid to confift of five Chords; or
Sounds. See FirTH. Seecallo FourTH, &,

CH ORO favorito. See FavorirTo. °

CHORO [pezzato, according to Zarlin, a compofition
of 2, 3, or 4 Cbaruﬁs Se¢ CHOR US.

CHOR US, is when at certain periods of a fong, the
whole ‘cempany- are to join the finger in Fepeatifiy certaln
copulets of verfes. A

The word Clhoro, or (‘barrx: 15 often met with inftead of
Tutti or da Cappella, which mean the grand Chorus. A doz
a tre & quartro chori 1s for two three or four Chorufés.
When after the word Chorus we find primo or 1° we muit
underftarid thdt it is to be played in the firft Chorus, if 2d
11de or ﬁwrzda in the fecond ; and cunfcmmnt]}r that the
compofition is for eight voices or difftrent parte.

CHRESIS is a Greek terth.  See Usus,

CHROMA is aterm {icnifying colour or ornament,
which the Lalians také from the Creeé to name a note or
charalter of tine by us called ‘a Quaver. Sece CHArAcC-
T ER afd QUAVBR And when the word Semi i1s added .
thereto, 1t means our Sciiquaver thus E Eight of the

E 2 former
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former are contained in a bar, and fixteen of the latter in
common time, See Fusa, alfo Dospupra, Nonu-
PLA and TRIPLE. -

CuromA, a graceful way of finging or playing with
Quavers and Trilloes. - '

CROMATICI funi. SeeSuoni.

CHROMATIC, in the ancient mufic, the fe-
~cond of the Genera or Kinds, into which the confonant in-
tervals were fubdivided into their concinnous parts., See GE-
wus. ‘The other two kinds are the [Enbarmonick and
the Dizatonick ; which fee.

The Chromatic abounds in Semitones ; it had it’s name,
by reafon the Greeks mark’d it with the charater of colour,
which they call yowpn, or, as P. Parran fays, becaufe it
1s the medium between the other two, as coleur is between
black and white ; or becaufe the Chromatic kind varies and
embellifhes the Diatonic by 1t’s Semitones, which have the fame
efiect in mufic, as the variety of colours have in painting.

The degrees, or as Ariffotle calls ’em the elements, of the
Chromatic Genus, are the two Semitones and Triemitonium.
And its founds ftand in the following order, Proflambano-
menos, Hypate Hypaton, Parbypate Hypaton, Lychanos Hypa-
ton Chromatice, Hypate Mefon, Parypate Mefon, Lychanos Mefon
Chromatice, Mefon, trite Synemmenon, parancte Synemmenon
Chromatise, nete Synemmenon, Paramefe, trite Diezengmenon,
paranete Diezeugmenon Chromatice, nete Diezcugmenon, trite
Hyperbolaeon, paranete Hyperboloeon Ghromatice, and nete Hyper-
bolacon. |

A Chromatic fourth afcending and defcending.

Ariftoxenus divides the Chromatic Genus into three fpecies ;
the Malle, Hemolion, and Tonicum. Ptolemy into Molle or An-
diqguum, and Intenfum.

The AMolle exprefles a progreflion by fmall intervals, the
Intenfum by greater, See SpeEctkEs and GenNvus. The
Spartans banifhed it their city becaufe of its foftnefs.

Mr Malcoln obferves, that we are at a lofs to know
what ufe the antients could make of thefe divifions, and. fub-
divifions into Genera and Species 3 all acknowledge the Dig-
tonic to be the true melody. "The others feem only nume-
rous irregularities calculated tp pleafe the fancy by their no-
velty and oddnefs ; and are befides fo difficult, that few, if any,

arc faid to have practiced them accurately, See Music.
Mr Malcidm
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Mr Malcolm herein fays the Diatonic is the true melody, but
it is plain we cannot do without the accidental flats and
“fharps which belong to the Chromatic Genus ; hence it appears
that he fpeaks fomething too flightly of a part which is the only
ornament or caufe of that vaft variety of airs in the modern
mufic, though we have not near the varieties of either of
them.

CIACONA, a Chacoon or Tune compoled to 2
ground bafe. See CHACONE..

CIFF R A, acypher; thus the Jtalians name the figures
which they ufe over the bafs notes in thorough baffes, to
mark the accords which are to be made as accompanyments
to thofe on the lines. See thorough Bass.

CIRCOLO, this charater CO is called by this
name as is O fometimes; both of which we often find
after the cliff in old mufic for triple time, or zempo perfetto.
See TiME and TRI1PLE. |

Circoro Mezzo, is a diminution of four quavers or fe-
miquavers, or notes of equal value, which reprefent 2 femi-
circle proceeding by conjoint degrees as thus,

)b & |
s 3. mmam N B
(s 1 1 A 4 1.0 7 J |

= R Pl

here are two Circoli mezzi, the one afcending the other de-
fcending. o o

CIRCONCURRENT E Conducimento. See Usus,

CLARICHOR D, or Manichord, a mufical inftrument
in the form of a Spinet. See SPINET.

It has 49 or 5o ftops, and 70 ftrings, which bear on §
bridges, the firft whereof is higheft, and the reft diminithed
in proportion 3 fome of the ftrings are in unifon, their num-
ber being greater than that of the ftops.

There are feveral little mortaifes for pafling the jacks,
armed with little brafs hooks, ‘which ftop and raife the
chords, inftead of feathers ufed in Virginals and Spinets. But
what diftinguifhes them moft, is, that the chords are covered
with pieces of cloth, which renders the found {weeter, and
foftens it fo that it cannot be heard at any confiderable
diftance ; hence fome call it the dumb Spinet ; whence it
comes to be particularly ufed among the nuns, who learn to
play, and are unwilling to difturb the dormitory.
~ The Clarichord is more ancient than either Spinet or Harp-
ficord, as iy obferved by Scaliger, who gives it only 35

trings.
- CLARINQ,
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CL ARINO,aTrumpet; & doi Glarini, for two Trhm-
pets. See TRumPET or CorRNET.

CLARITON,; a kind of Trumpet, whefe tube is nar-
rower, and its tone fhriller than that of the comimoh T rurti-

t. . . _

e Nicod fays the Clarion is now ufed among the Asors, and
the Portuguefe who borrowed it trom the Moors ; it ferved
anciently for a treble to feveral Trimpets that founded tenor
and bafs. See TRUMPET.. .

He adds, it was only uféd among the cavalry, dnd ‘matines,
Menage derives the word from the fialan, Clariony of the
Lat:n Clarus, by reafon of the clearnefs of its found. =

CLAVECIMBAL O, grave Cymbalum, Sce Sp -
NET or HARPs1€ORD. .

CLAVISand CLavEs: See CHravE and CLEFF“‘

" CLAUSULA. See CADENGCE:

CLEFF, Ciff, or Key, a mark fet at the. begmmng of
the lines of a fong, which fhews the tone; or key, in which
the piece:is. to begin; or, it is a letter marked on any line,
which explains, and gives name to all - the reft. See KEv..

Antiently every line had a letter marked for a Cleff, now
a letter on one line! fuffites,. fince by this all the reft are
known ; reckoning up and-dewh in the order of the letters.

It is called Clgff” or Key, becaufe hereby we know the
names of - all the other lines, and fpaces; aﬂd confequently
the quantity of every dpgree or interval. But becaufe
every note in the o€tave is called a key, though in another
fenfe, this' letter marked is called in 2 partlcular manner
the figned Clgff'; becaufe being writtén in any line, it not
only fi igris and marks that ohe, but eéxplains all the bthets. _

B Cleff therefore, for dif’cm&mns fike, we mean that

IEtter marked or figned on a liné which ekplams the reft;
and by key, the prmc:pal fiote df 4 fdnn' 11 Wthl] the mie-
fody clofes.
- There are three:figned C!aj} ¢, fy &, the CUF of the
higheft part in a fanﬂr called treble o ale, 1s g on the fe-
cond, fometimes alfo upon the firft, llkEWIfe on the third
lirie, counting upwards. The CZ@‘F of thé bafs, or loweft
part, i £, generally on the fourth line upwards ; oftén on the
fecond, third and fifth: For all the other medn parts the
Cleff ¢, fometimes on one, and fometimes on another line
indeed fome that are really mearn patts, are frequently fet
with the Cleff g. See TrEBLE, TENOR, Bass, &

It muft however be obferved, that the crdrnary ﬁgnatures |
of the Clgfs bear little refemblance to thofe letters.
M: Malolm thinks it would be well, if we ufed the letters

themiclves.




1il_1 the {cale, the relations could not be diftinCtly marked.
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themfelves. Kepler takes a world of pains, tof{hew that the
common fignatures of the Clgffs are only corruptions of the
Jetters they reprefent. See -their figures in charadlers of

- mufic. .-

. The Cleffs are always taken fifths to one another, that
is, the Cleff f 1s the lowelt, ¢ a fifth above it, and g a
fifth above c. _ *

When the Clef is: changed, which is not frequent in the
mean Cleffs, ’tis with defign to make the {yftem comprehend
as many of the notes of the fong as poflible, and fo to have
the fewer notes abave and below it, If then there be many
lines above the Clf, and few below it, this purpofe is an-
{wered by placing the Cleff on the firft or fecond line; if
there be many notes below the Cleff, it is placed higher in
the fyftem.. In effelt, according to the relation of the other
notes to the Clef note, the particular fyftem is taken diffe-
rently in the fcale ; the Clef line making one in all the va-
rieties. See Scare. But ftill in whatfoever line of the
particular {yftem the Clef is found, it muft be underftood
to belong to the fame in the general fyftem, and to be the
fame individual note or found in the fcale.

By this conftant relation of Ckff, we learn how to.com-
pare the feveral particular fyftems of the feveral parts; and
know how they communicate in the fcale, that is, which
lines are unifons, and which not; for ’tis not to be fuppofed

that each part has certain particular - bounds, within which

an another muft never come: Sometimes the treble v. g.
comes lower than fome of the mean parts, or even with
the bafs. To put together therefore intoe one fyftem all
the parts of a compofition, written feparately, the notes of

each part muft be placed at the fame diftance above and be-

low the proper Clef, as they ftand in the feparate fyftem;
and becaufe all the notes.that are confonmant (or heard to-
gether) muft ftand perpendicularly over each other, that
the notes belonging to each part, miay be diftinétly known,
they may be made with fuch differences as fhall not con-
found or alter their fignification as to time; but only fhew
that they belong to this or that part: Thus fhall we fee

‘how the parts change and pafs through one another ;
and which in every noteis higeft, loweft or unifon.

The ufe of particular figned Cleffs then is an improve-

ment. with refpeét to the parts of any compofition; for
unlefs fome of the keys in the particular fyftems were dif-

tinguithed from the reft, and refer’d invariably to one place

It
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It muft be here obferved, that'for the performarice of one
fingle piece, the Cleffs only ferve for explaining the intervals in
the lines and {paces ; fo that we need not' regard what par¢
of any greater {yftem it is; but the firft note may be taken
high or low, as we pleafe : for as the proper ufe of the
icale i1s not to limit the abfolute degree of tune, fo the
proper ufe of the figned Clef is not to limit the pitch at
which the firft, note of any piece is to be taken; but to
terminate the tune of the reft, with relation to the firft,
and confidering all the parts together, to determine the re-
lation of the feveral notes, by the relation of their Cleffs
in the fcale. Thus the pitch of tune being determined in
a certain note of one part, the other notes of that part
are determined by the conftant relation of the letters of
the fcale, and the notes of the other parts, by the relation
of their Clefs.

In effet, for performing any fingle part, the Clegff may
be taken in any o&ave, 7. e. at any note of the fame name,
provided we do not go too high or too low, for finding the
reft of the notes of the fong: But in a concert of feveral
parts all the Cleffs muft be taken, not only in the relation,
but alfo in the places of the fyftem abovementioned, that
every part may be comprehended in it. |

‘The difference of Cleffs in partieular fyftems makes the
practice of mufic much more difficult and perplexed than
it otherwife would be, both with refpet to inftruments,
and to the voice. This occafioned Mr Sa/mom to propofe a
method of reducing all mufic to one Cleff, whereby the
fame writing of any piece of mufic, fhould equally ferve
to dire€t the voice and the inftrument, which he calls an
univerfal charaéter; but this is by moft authors looked on as
chimerical. The natural and artificial note exprefled by the
fame letter as ¢ and ¢ %, are both fet on the fame line
or {pace. ' -

When there is no chara&ter of flat or fharp at the be-
ginning with the Clf, all the notes are natural: and if
in any particular place, the artificial note be required, ’tis
fignified by the fign of & or 4, fet on the line or fpace
before that note. If the flat or fharp be fet at the begin-
ning in any line or fpace with  the Clef, all the notes
that line are artificial ones; that is, are to be taken a fe-
mitone higher or lower than they would be without fuch
fign; the fame affets all the ofaves above and below,
though they be not fo marked. In the courfe of the fong

3f the natural note be fometimes required, tis fignified by u;
The
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The marking the fyftems thus by the flats and fharps,

Mr Malcolm calls the fignature of Cleffs. See NoTE,
Tunge, TRANsPOSITION, FLAT, and SHARP.

'The F fa ut Cleff is thus marked g_'_? being only proper

for the bafs or lower patts.

The C fol fa ut Cleff thus 7 and is peculiar to the inneg

ot middle parts, as tenor of counter-tenor.

—3 and belongs to the treble

e

or higheft part. SeePArT, TrREBLE, TENOR and Bass.
The B fa is thus diftinguithed . The B m: or fharp

thus % ; B quadre or natural thus H.

CLEINE alt pofaune. See TROMBONE or SA CKBU T.

CLOSE. See CADENCE.

- CODA, TZail, we often find at the end of a canon or
fugue, two or three meafures to end with, after having re=
peated them feveral times, and this the Italians call Ceda,
it ferves only to end the piece, which; without it, might be
carried on to infinity.

Cop A, In ancient compofitions is when one part con-=
tinues on a found which is it’s-cadence, while the others
proceed to modulate for 4, 5, 6,—8, or more bars.

COLORATO Contrapunto. See F1GURATE
COUNTERPOINT,. |

COLORATURA, is a term dpplied by the Italians
to all variations, trillos, diminutions, &c. that ean render
a fong agreeable. See each in it’s proper place, Varra-
TIoN, DimIiNUTION, &,

COME Sopra, fignifies as above, or that part over again,
which words are ufed when any foregoing part is to be
Tepeated.

COMMA, s the{malleft of all the fenfible intervals of
tune. See Music. - ' a

The ComMmA is about the terth part of a tone.

Mr Sauvenr fays a Comma is the difference between a
tone major and minor. It is feldom ufed except in the
theory of mufic, to thew the juitne{s of the concords; for
in prattice the divifion is drowned and loft; each lefler
gone ordinarily contains ten Commas,

E Lancelot

The G fol re ut Cleff thus
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Lancelot divides the tone inte nine Commas,  {o that ae-
cording to him a Comma is the ninth part of a tone.

T he proportion of the greater Comma in numbers is 8o : 81, -
that of the fmaller is 2025 to 2048. See TonNE.

COMMON Time is the fame as duple or double time.
See TiME.

COMMUNE according to Gaudentius the philofopher,
is one of the modes of the-ancients, otherwife called the
Eypodorian. See HyPpoDoORIC. =

COMPIETA, a fort of pfalm or hymn ufed in the
church fervice of the Roman Catholicks,

COMPONISTA, is properly a compofer of any
thing, but here it more particularly means a compofer of
fongs, melody or harmony. See CoMPOSITION,

To Compsfe, or make any piece of mufic, tune, air or
fong, either vocal or inftrumental, and to fet any words
on any fubje&t to mufic.

COMPOSITION, is the art of difpofing mufical
founds into airs, fongs, {&Jc. either in one or more parts, to
be fung by a voice, or played on inftruments, See Mvsic,
and SoNG. |
~ Zarlin defines it the art of joining and combining con-
cords and difcords together, which are the matter of mufic. -

Under Compofition are comprehended the rules 12 of Ade~
lody, or the art of making a fingle part, that is contriving
and difpofing the {imple founds fo as that their fucceflion and
progreflion may be agreeable to the ear. See MEeLobpy.

2dly. Of Harmony, or the art of difpofing and concerting
feveral fingle parts together fo asthat they make one agree-
able whole. See HArmMonY.

It may here be obferved, that melody being chiefly the
bufinefs of the imagination, the rules of its compofition ferve
only to prefcribe certain limits to it, beyond which the
imagination, In fearching out the variety and beauty of airs
ought not to go. But harmony being the work of the
judgment, it’s rules are more certain and extenfive, and
more difficult in pratice. In the variety and elegancy of
the melody the invention labours a great deal more than the
judgment, fo that method has little place’; this muft not
be underftood that the judgment is difcarded, for good melody
requires a true obfervation of harmony: A perfon indeed un-
skilled-in mufic may make a piece of melody, which by mere
chance may be good, but a perfon of good judgment cannot
often err. In bharmony, the invention has not {fo much te
do, for the compoiition is conducted from a nice obfervation

of
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of the tules of harmony, which'iuft yet in fome fort be affifted
by the imagination. |

COMPOSTIZIO. See ComrosiTroNn, MELODY
and Harmony. '

COMPOSTO, means compounded or doubled, as a
- fifteenth is an oftave doubled, or an o&tave is compounded
of a fith and 2 fourth. See OcTtave, FirTH and
FourTH. | '

'CON is an Jtalian word {ignifying with, and is joined
often with other words, as

Con Affetto. See AFFET T UOsoO.

Con Bizzarria. See BizzARrRRro.

ConN Dolce maniera, in a foft and {weet manner.

CoN Diligenza, with care diligently.

Con Difcretione, with judgment or defcretion.

Con ¢ [enza Violini, with and without Violins. This
. phrafe is ufed when there are fome parts of a piece to be fung
with, and fome without Violins,

Con ¢ [enza ftromenti, with and without inftruments.

Con furia, in a very quick and ftrong manner., .,

Con Ofervanza, with care, to play a piece of mufic
juft,and exadtly as’tis marked without adding or diminithing.

CONCERT. See ConcerTo,MUusicand CAMERA.

CONCERTATO, intimates thie piécé to be com-
pofed in fuch a manner as that all the parts may have their
recitoes, be it for two, three, four or more voices or in-
ftruments 3 fo they fay Mejfa or Meffe concertate, Salmi con-
-certati, for ‘one, two, three, &'c. voices, &,

CONCERTANTE, fignifies thofe parts of a piece of
mufic that fing or play throughout the whole piece, either
alone or accompanied, to diftinguith thofe parts that play
now and then in particular places.

CONCERTO, or Concert, popularly a confort, a
number or company of muficians playing or finging the
- fame piece of mufic or forg at the fame time.

The word Concert may be applied wheére the mufic is
only melody, that is, the performers all in unifon; but it
‘18 moté properly as well as mote ufually underftood of har-
mony, or where the mufit ctm_ﬁﬁs of divers parts, as tre-
ble, tenor and bafls, €c. See MErLopy, HARMONY and
Part. ‘ : |

A Cox¢erTo for any inftrument; as Organ, Harpfi-
chord, Violin, ¢c. 1s a piecé of muflic wherein either of
thefe inftrumeénts has the greateft part, or in which the per-
- formanee is partly -alone, and partly accompanied by the
other parts, ‘

| ¥ 2 In Con-
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In ConceErRTO, is almoft the fame as Concertanie,
which fee. ' |
ConcerTO Groffi, the grand chorus of a concert, or

thofe places where all the feveral parts perform or play

together.
CONCINNOUS Intervals : dilcords are diftinguifthed

in Concinnoys and in Inconcinnous intervals 3 the Coancinnoys
intervals are fuch as are fit for mufic, next to and in com-
bination with concords, being neither very agreeable nor
difagreeable 1n themfelves, but having a good effelt as hy
their oppofition they heighten the more effential principles
of pleafure, or as by their mixture and combination with
them they produce a variety neceflary to our being better
pleafed. "See HArRMONY.

The other difcords that are never ufed in mufic, are
called fnconcinnous. See DiscorD and PrRoPoRTION.

Syftems are alfo divided in Concinnous and Inconcinnous,
a fyftem is faid to be Concinnous or concinnoufly divided,
when the parts thereof confidered as {fimple intervals,
are Concinnous, and are befides placed in fuch an order
between the extreams, that the fucceflion of founds from
one extream to another may have an agreeable effeét. See
SysTeEMm, Where the fimple intervals are Mconcinnous or
ill difpofed between the extreams, the fyftem is faid to be
Inconcinnous.

CONCLUSIO. SeeCApENCE, BuoNo, LoNnGaA.

CONCORD, is the relation of two founds that are
always agreeable to the ear; whether applied in fucceffion
are confonance. Sce SOUND. |

If two fimple founds be in fuch a relation, or have fuch
a difference of tune, as that being founded together, they
make a mixture, or compound found, which affeéts the ear
with pleafure, that relation is called Concord, and whatever
founds make an agreeable compound in confonance, the fame
will always be pleafing in fucceflion, or will follow each
other agreeably. See T UNE.

The reverfe of Concords are what we call difcords, which
is a denomination of all the relations or differences of tune
that have difpleafing effefts. See Discorp.

Cencord and harmony are in effeCt the fame thing, though
cuftom has applied them differently. As Concord exprefles
the agreeable effet of two founds in confonance, fo har-
mony exprefles the agreement of a greater number of founds
in confonance : Add, that harmony always implies confo-
nance, but Concord 1s fometimes applied to fucceflion ; whence

1t
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it is, that Dr Hbolder, and fome other writers, ufe the word
confonance for what we call Concord. See CONSONANCE. ~

Unifonance, then, being the relation of equality between
the tune of two founds, all unifons are Concords .in the ficft
degree ; but an interval being a difference of tune, or a re-
lation of inequality between two founds, becomes a Concord
or difcord, according to the circumftances of that particular
relation. Indeed fome reftrain Concord to intervals, and
make a difference of tune eflential thereto ; ‘but this is pre-
carious. Mr Malcolm thinks, that as the word implies
agreement, “tis applicable to unifons in the hrft degree.
See UN1soN.,

*Tis not ealy to affign the reafon or foundation of
concordance.  The differences of tune, we have already
obferved, take their rife from the different proportions of the
vibrations of the fonorous Bodies, z. e. the velocity of thofe
vibrations in their recourfes; the frequenter thole recourfes
are, the more acute the tune, and vice verfa. See GRAvITY.

But the eflential difference between (Concord and difcord
lies deeper ; there does not appear any mnatural aptitude in
‘the two founds of a Cencord to determine it to give a pleafing
fenfation, more than in the two founds of a difcord. The
different effe€ts are merely arbitrary and muft be refolved
into the divine good PLEASURE.

We know, by experience, what proportions and relatmns
of tune afford pleafure, and what not; and we know alfe
how to exprefs the differences of it, by the proportions of
numbers. We know what it is that pleales us, though we
don’t know why. We know v. g. that the ratioof 1:2
conftitutes Concord, and 6 : 9 a difcord ; but on what orr-
ginal grounds agreeable or difagreeable ideas are connected
with thofe relations, and the proper influence of ‘the one
on the other, is above our reach. i

But, by experience, we know that the following ratios
of the lengths-of chords are all Concord, viz. 2:1, 3: 2,
4:3 5:4, 6:5) §5:3, 8:5; that-is, take any chord for %
fundamental which fhall be reprefented by the number 1,
‘and the following divifions thereof will be all Concord with

I, 2, 35 45 55 35 5
2 3 4, L, 6 s, 3 fo that the dlﬁln-

guithing charater between Concords and difcords muft be
- Jooked for in thefe numbers exprefling the intervals of founds;
not abftraltedly in themfelves, but as exprefling thefe num-

bers of vibrations.
Now unifons are in the firlt degree of Concord, or have
the meft perfect likenes or agreement of tune, and there-
fore

the whole, viz.



fore have fomething in them acceflary to that agreement,
which is found lefs or more in every Concord, but as Con-
cord implies a difference of tune they may not be properly fo
called, ’Tis not true that the nearer two founds come to
an equality of .tune the more agreement they have ; there-
fore ’tis not in the equality and inequality of the numbers
that this agreement lies.

Further, if we confider the number of vibrations made
in any given time, by two chords of equal tune; on the
principle laid down they are equal,and therefore the vibrations
of the two chords coincide or commence together as frequent-
ly as poflible ; that is, they coincide at every vibration ; in
the frequency of which coincidence, or united mixture of
the motion of the two chords, and of the undulations of
the air occafioned thereby, it is that the differences of the
Concords and difcord muft be fought, |

Now the nearer the vibrations of two ftrings approac
to a coincidence as frequent as poffible, the nearer they
ihould approach the condition and confequently the agree-
ment of unifons, which agrees with experience. For if we
take the natural feries r, 2, 3, 4, §, 6, and compare each
number to the next, as exprefling the number of «vibrations
in the fame time of two chords whofe lencths are reci-
procally as thofe numbers, the rule will be found exact, for
I:2, 1s beft, then 2: 3, after 6 is infufferable; the coinci-
dence being fo rare, though there are other ratios that are
agreeable befides thofe found in the continued order, @:.
3:5, 5:8, which with the preceding five are all' the con-
cording intervals within or lefs than an oftave, or 1 : 2, 7. e.
whofe acuteft term is greater than half the fundamental. On
this principal 3: 5 will be preferable to 4 : 5, becaufe being
equal in the number of yibrations of the acuter term, there
is an advantage on the fide of the fundamental, in the
-ratio 3: 5, where the coincidence is made at every third vi-
bration of the fundamental, and every ffth of the acufe
term; fo alfo the ratio §5:8, is lefs perfett than 5: 63 be-
caufe the vibrations of each fundamental are equal, yet m
‘the ratio 5:6, the coincidence is at every fixth vibration
of the acute term, and only at every eighth in the other cafe.

Thus we have a rule for judging of the pteference of
Concords from the coincidence of their vibrations ; agreeable
to which rule they are difpofed in the order of the follow-
ing table, in which the names of the.Concords in practice,
the ratio of their vibrations, the length of their chords

and the number of coincidences in the fame time are
exprefled, e B
The
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‘The Table of Goncords:
Ratios-or Vibraiions. Cancidencs:

Grave, Acute

Terms,
Unifon X X 0
Oétave, 8ve 2 X 6o
Fifth, sth 3 2 30
Fourth, 4th 4 3 20
Sixth greater, 6th greaters : 3 2.0
‘T hird greater, 3dgreater 5 : 4 I5
Third lefler, 3dleffler 6 : 5 12
Sixth lefler, 6th lefler 8 : 5 12

Grave Acute
Lengths.

Though the order be fettled by reafon, yet it is con-
firmed by the ear. On this bottom Concords muft ftill be
more perfeft, as they have the greater number of coinci-
dences with regard to the number of the vibrations of both
chords ; and where the coincidences are equal, the preference
will fall on that interval, whofe acuteft term has feweft
vibrations in each coincidence ; which rule however, is in fome
cafes contrary to experience; and yet ’tis the only rule
difcovered.

F, Mer[enne, indeed, and after him Kercher, gives us ano-
ther ftandard for fettling the comparative perfetion, with
regard to the agreement of the extreams in tune: And ’tis
this—— "

- ¢ The perception of concordancehﬁy they, 1s nothing ; but .
. ¢ the comparing of two or more different motions, which at
¢ the fame time affet the auditory nerve; now we cannot
¢ make a certain judgment of confonance till the air be as
¢ often ftruck in the fame time by two chords, as there are
¢ units i1n each number exprefling the ratio of that concord,
‘9. g. we can’t perceive a fifth, till two vibrations of the
¢ one chord and three of the other are accomplifh’d together;
¢ which chords are in length as 3 to 2; The rule then is,
¢ that thofe concords are the moft {imple and agreeable, which
¢ are generated in the leaft time, and thofe on the contrary,
¢ the moft compound and harfh, which are genecrated in the
¢ longeft Time, -

¢ Pre
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¢ For inftance, let 1, 2, 3, be the length of three chords,

: 2, is an o&ave, 2:3, 1s a fifth, and 1:3, an ofave
‘ and fifth compounded, or a twelfth: The vibrations of
¢ chords being reciprocally as their lengths, the chord 2 will
¢ vibrate once while the chord 1 vibrates twice, and then
¢ exifts an oltave ; but the twelfth does not yet exift, becaufe
¢ the chord 3 has not vibrated once, nor the chord 1, thrice ;
¢ which is neceflary to form a twelfth.

¢ Again, for generating a fifth, the chord 2 muft vibrats
¢ thrice and the chord 3 twice, in which time the chord 1
¢ will have vibrated fix times; and thus the o&ave will be
¢ thrice produced, while the twelfth is only twice produced,
¢ the chord 2 uniting it’s vibrations fooner with the chord 1,
« than with the chord 3, and they being {fooner confonant
¢ than the chord 1 or 2 with that 3.

Whence that author obferves, many of the myﬁerles of
harmony relating to the perfnrmance of harmonious inter-
vals, and their fucceflion, is eafily deduced.

But this rule by examining it by the other inftances,
Mr Malcolm has fhewn defective, as it does not ‘anfwer
in all pofitions of the intervals, with refpeé to each other;
but a certain order wherein they are to be taken being re-
quired, and there being no rule with refpe& to the order
that will make this ftandard anfwer to experience in every
cafe; fo that at laft we are left to determine the degrees
of concord by experlence, and the ear,

Not but that the degrees of concord depend much on the
more or lefs frequent uniting the vibrations; and the ear’s
being more or lefs uniformly moved, as above; for that
this mixture or union of motion, I the true prlnmple, or,
at leaft, the chief ingredient in Concord, is evident ; but
becaufe there feems to be fomething further in the propor-
tion of the two motions, neceflary to be known, in order
to fix a catholick rule for determining all the degrees of
Concord, agreeable to fenfe and experiencc

The refult of the whole do&rine is fummed up in this
difinition: Concord is the refult of a frequent union or coin-
cidence of the vibrations of two fonorous bodies, and by
confequence, the undulating motion of the air, which being
caufed by the vibrations, are like and proportional to them,
which coincidence, the more frequent it is, with regard to
the number of vibrations of both bodies, performed at the
fame time, cwzteris partbus, the more perfeCt is that Concord,
till the rarity of the coincidence, in refpect.to one or both
thie motions, commence difcords, See fome of the remarkable

phenomerna



CON  WF

phznomena of found accounted for' from this theory, under
. the word UnN1son. See alfo INTERVAL,

Cincords are divided into fimple or origindl, and compound.

A fimple or  original Concord is that whofe extreams are
at a diftance lefs than the fum of any two other Concords,

On the contrary, a compound Concord 1s equal to two
or more {imple Concords. ne

Other mufical writers ftate the divifion thus, an ollave 1: 2,
and all the other inferior Concords above exprefled, are {im-
ple or original Concords: And all greater than an octave,
are called compound Conrords; as being compofed of, and
equal to the furh of one or more oftaves; and fome fimple
Concord lefs than an oftave, and ufually in pradtice denomi-
nated from that fimple Concord. |

As to the compofition and relatiohs of the original Gon-
cords, by applying to them the rules of the addition and
fubftraction of intervals, they will be divided into fimple and
compound, according to the firft and more general notion 3
as in the following table,

Simple Concords. C &m)baw c amarrf.r, | Ocave campbﬁcf.

6 gr 3d lefs or 3d gr

4 5 a3d gr|6th lefsd4th & 3d lefs
3d lefs 4.th.'.

5:6a3dlefs| 5th  ¢3dgré 3dlefs
3 :4 a 4th’ 6thgr§4th& 3d gr

sth and 4th
of g

The oltave is not only the firft Goncord in point of per-
feCtion, the degrees of whofe extremities are greateft and
neareft to unifon, infomuch that when founded together, ’tis
impoflible to perceive two different founds; but ’tis alfo the
greateft interval of the feven original Concords; and as fuch
contain§ all the lefs, which derive their {weetnefs from it
as they arrive more or lefs out of it direétly ; and which
decreafe gradually from the oftave to the leffer fixth, which.
has but a fmall degree of Gomcord. See OcTAVE.

. What is very remarkable, is the manner wherein thefe
lefs Concords are found in the o&ave; which fhews their
mutual dependencies. .

- The o-{E:ve by medjate divifion refolves itfelf into a
fourth and a fifth 3 the fifth again by immediate divifion, re«
folves itfelf into the two thirds ; the two thirds are there-
fore found by divifion though not by mediate divifion ; and
the fame is true of the two fixths, Thus do all the original

Concerds arife out of the divifion of the oftave, the fifth
. G and
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and fourth mediately and direétly, the thirds and fixths im-

mediately.

From the perfe&tion of the oltave arifes this remarkable
property, that it may be doubled, and yet ftill preferve
Concord, that is the fum of two or more oltaves are Concord,
though the more eompound will be gradually lefs agrecable ;
but it is not fo with any other Concord lefs than octave, the
double, €¢. whereof are all difcords.

Again, what ever found is Concord to one extreme of
the oltave is Ceoncord to the other alfo; and if we add any
other fimple Concord to an oftave, it agrees to both its ex-
tremes, to the neareft extreme it is a fimple Concord, tothe
fartheft a compound one.

Another thing obfervable in this fyftem of Concords, is,
that the greateft number of vibrations of the fundamental
cannot exceed five; or that there is no Concord wherein the
fundamental makes more than five vibrations, to one coinci-
dence with the acute term. It may be added, that this pro-
grefs of Concords may be carried on to greater degrees of
" compofition, even in infinitum, but the more compound the
lefs agreeable. So a, {ingle otave 1is better than a double
one, and that than a triple one ; and fo of the fifths and
other Concords ; three or four oftaves is the greateft length
we go in ordinary pradtice; the old f{cales went but two,
no voice or inftrument will go agreeably above four. See .
TwHuirp, FourTH, FirTH, &0

CONDUCIMENTO RerTOo, RIiTTOR-
NANTE, CIRCONCURRENTE. See Usus.

CON JOINT degrees, are two notes which imme-
diately follow each other in the order of the {fcale, as «¢
and re. See SCALE.

CoNjoINT tetrachords, are two tetrachords or fourths
where the fame chord is the higheft of one and loweft of the
other. See CuorpD and FourTH.

CONSEGUENTE, Confeguenza, or in Confequenza,
a2 part of a fugue or canon is faid to be inconfeguenza when it
follows the firft part called the guide, imitating its motions,
notes and figures. See Fuvcurs,

CONSONANCE is ordinarily ufed in" the fame
fenfe with concord, wviz. for the union or agreement of two
founds produced at the fame time, the one grave, the o-
ther acute; which mingling in the air in a certain proper=-
tion occafion an accord agreeable to the ear. See Con-
CORD.

Dy Holder on this principle defines confonance., “ A paf=
* fage of feveral tuncdble founds through the medium fre-

“ quently
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¢« quently intermixing and uniting in the undulated motion,
¢¢ caufed by the well proportioned commenfurate vibrations
“ of the énorous bodies, and confequently arifing fweet
¢ and pleafant to the ear; as on the contrary difonance,
¢ he maintains, to arife from difproportionate motiens of
¢ {ounds not mixing, but jarring and clathing as they pafs,
¢ and arriving at the ear grating and offenfive.”” Which
notion of Confenance quadrates exactly with what we haveals
ready laid down for a concord : Accordingly moft authors con«
found the two rogether ; though fome of the more accurate
diftinguith them, making Confonance to be what the word
implies, a mere founding of two notes together, or in the
{fame time; in contradiction to the motion of thefe founds
in fucceffion, or one after the other. |

In effe@, the two notions coincide ; for two notes thus
played in Confonance conftitute concord; and two notes that
pleafe the ear in Confonance, will pleafe it in fucceflion. See
SUCCESSION.

Notes in Confinance conftitute harmony, as notes in fucs

ceflion 'melody. See Harmony, MeLoby. See alfo
TUNE.
- In the popular fenfe, Confonances are either fimple or coms
pound; the moft perfect Confomance is unifon ; though many
authors, both among the.ancients and moderns, difcard it from
the number of Confomances; - as coneeiving Confonances an
agreeable mixture of different founds, grave and acute, and
not a repetition of the fame found, See Unison.

"The firft Confonance is the oltave, ther: the fifths, the fourths,
“the thirds and fixths: the reft are multuples or repetitions of
thefe. See Concorbp, |

CONSON ANS [fmeope, Confonans defolata, and Con-
fonans equivagans. 'See SYNCOPE.

CONSON ANT E, a2 word by which the ftalians mean
concords ; or thofe intervals which afford pleafure, be they
either perfeft, as the fourth, fifth and eighth, or imperfe&, as
the third, fixth, &’¢, See OcTAVE, &,

CONSONANZA, the fame with CoNsONANTE,
which fee, A '

CONBSONI Suoni, what Gaudentius {ays of Confoni qua-
drates with what has been faid of concord. See Suon1 and
Concorp.

CONSORT. See ConcCERrT.

CON S8pirito. See SpiriToso, with life and fpirit,
gayly, &, | |
" CONSTITUTIO. See Mopk and SysTEM.

G 2 CON-
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CONTINUAT O, fignifies, efpecially in vocal mufic,

to continue or hold on a found in an equal ftrength or man-=
ner, or to continue a movement in an equal degree of time
all the way. Lk [

CONTINUED Bafs, the fame as thorough Bafs, fo
called, becaufe it goes quite through the compofition. See Ba ss.

CoNTINUED TZhorough Bafs, is that which continues
to play conftantly, both during the recitatives, and to fuftain
the chorus, See CHOR Us.

CONTINUO, fignifies the thorough Bafs, as Ba/fs con-
tinuo is the continual or thorough Bafs, which is fometimes
marked in mufic books by the letters B C. which fee.

CoNTINUO, isafpecies of harmony or mode mentioned
by Fules Pollux, and which, fays Zarkn, an{wers to the per-
petual burden of our Bag:pipes, which now and then muft be

harmonious.

CONTINUI Susmi. See Suowo.

CONTINUUS, Baffus continuus & gemeralis, the fame
with Ba/fo continua, or B C. ‘

CONTRA. See ConTrA TENOR, and AL TO.

CONTRALTO, or Contra’lte, means the Haut con-
¢re, which fee, ' ~ '

The Italians ufe this term with regard to Dud’s, a doi
contra’iti, for two Haut centres, becaufe they play contrary to
each other. Sece HAuT coNTRE and TENoOR.

CONTRAPUNTISTA, any perfon that makes or
compofes counterpoints, is thus called.

CONTRAPUNT O, CGounterpoint, thus called, be-
caufe originally the notes were only points placed one againft
or over another, See COUNTERPOINT.

In general, every harthonious compofition, or compofition
of many parts, is called Counterpoint. But one, two or more
different parts compofed upon a given fubjet, taken from the
church mufic, is particularly called, in ftalian, Sogetto di con-
trapunti.  When the 'T'enor or any upper part is given for a
{ubjett, ’tis called Sogetto fopra, and the Bafs or lower parts
made to it, are called Contrapunti infra, or Satto il [ogetto.
The fubject is ordinarily in the Bafs, and each note containg
2 bar of common duple time, or half a meafure common
of four times; and the compofition made to this fubject is
termed Contrapunto fopra il fogetto.

When a compofition is made off-hand to a fubjelt, either
above or below, ’tis called Gontrapunitum extemporaneum ;
and when the notes are placed one againft another, note for
note, ’tis called Contrapunto fimplice ; but when the hotes of
the {ubjet and Counterpoint argof different figure and value, the

Counterpaint
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Counterpoint then is called by the Falians, Compofle, Colorato,
Florido, Diminuto, &c. See each init’splace. Again if it’s
notes are not fyncoped, ’tis called Contrapunto feiolto. See
ScioLTo; but if on the contrary, the notes thereof be
fyncoped or tied, ’tis called Contrapunto legato. See LeG ATo.
If fugues or imitations are introduced, Contrapunto fugato:
Again, if it be fo compofed that it may move above or below
it’s fubje&t an eighth, tenth, twelfth,&.. which makes great
variety of harmonies, ’tis ftiled Contrapunto doppio. See Dore
p10. Befides thefe there are an infinite number of others.
See COUNTERPOINT. |

CoNTRAPUNTO Legats, or Synccpato. See SyNCOPRE.

CONT R A barmonical proportion, is that relation of
three terms, wherein the difference between the firft and fe-
cond is to the fecond, as the third to the firft. See Pro-
POR T ION.

CONTRARIO, contrary, as moto or movimento con-
¢rario, a contrary motion. See MoTo and Fuca.

CONTRA Tenor, 1sthe Counter Tenor., See TENOR
and CouNTER TENOR. . | |

CONVENIENTIZA ac mre Signum. See PoiNT
and PA UsE. -

"CORD. See CHorp. Befide which it has a more ge-

neral fignification ; for we ufe it very often for note, found,
tone; as by the chord A or B, we mean the founds repre-
fented by thofe letters.

C ORNET, aHorn, a mufical Inftrument ufed by the
ancients in their wars,  'See Musrc.

Vigetius informs us that the legions had Trumpets, Cornets,
and Buccinz ; that when the Cornets founded only, the en-
figns regard, not the foldiers; that is, when the enfign was to
march alone, without the foldiers, the Cornet alone wasfounded;
as on the contrary, - when the foldiers were to move with the
enfign, the Trumpets alone were founded : That Cornets
and Buccinz founded a retreat; and Cornet and Trumpets
during the courfe of the Battle. See Buccinz and
TRUMPET. |

CORNETTINO, is a fmall Cornet, and is nearly the
fame with our Haut-boy, though not blown with a reed, but
in the manner of a Trumpet. See HaAuT-BoOY. |
~ CORONA or Coronata, is a femicircle C, inverted thus,

with a point a . When this mark is found in all the parts
of a fong, it denotes a general filence for the length of a bar, or
that the performers may end if they pleafe ; but if it be placed
pver the laft note of one part of the fong only, it intimaﬁqs

o . el i gk B



46 COoU

that the note over which ’tis placed 1s to be held -out ’till the
other parts conclude: "Lis alfo ufed in fugues or canons to
mark where all the parts may ftop, when they have a mind
to end.

CORPO, or in Corps, See NoTe and CaANON. -

CO RRENTE a fort of quick running French dance.
See COURANT.

COSTUME, paﬁons or afteGtions. *Tis by the Latzm
called mores. ‘See Usus,

COUNTER Fugue, is when fugues proceed contrary
to each other. See FucG UE.

COUNTERPART, the Bafs is faid to be a Counter-
part to the treble. See TRE BLE, T'ENOR and Bass.

COUNTERPOINT, the art of compofing harmo-
ny, or difpofing and concerting feveral parts fo together, as
that they make an agreeable whole. See ComPosiTION
and HARMONY. : |

Counterpaoint is divided into fimple and figurative; agreeably
to the diviton of harmony, into the harmony of concords and
that of difcords. See ConcoRrbD. '
- €Counterpoint took it’s name hence, when mufic in parts
was firft introduced, their harmony being fo fimple, they ufed
no notes of different time, and marked their confonances by
points fet againft each other ; hence in regard of the equality
of the notes of time, the parts were made concord in every
note, which was bcfore Fohn de Murs invented the modcm
notes,

This afterwards becamne denmmnated plain and fimple
Counterpaint, to diftinguith it from another kind, wherein
notes of different value were ufed, and difcords as well as
concords might be brought 1n bctween the parts, which thcy
call figurative Gounterpoint.

Simple Counterpointy: or the harmony of concords, mnﬁﬁt
of the imperfeCt as well as perfect concords, and may be
therefore denominated pctfe& or imperfet, according as the
concords are, whereof it is. compofed: Thus the harmony
arifing from a conjun&ion of any note with it’s fifth and
oftave, 1 perfect ; but with it’s third and {ixth imperfect ;
notwithftanding this the compofition is perfect, ’tis the parti-
cular concords enly  that -are called imperfe&.

Now to difpofe the concords, or the. natural notes and
*thelr otaves in any key in a fimple Counterpoint, obferve
with regard to the dlﬁméhon into perfect or imperfect harmo-
ny, this general rule, wiz. To the key to the fourthy and to
the fifth, perfe€t harmony muft be joined ; to the fecond,
third and feventh, an imperfe& harmony is indifpenfible ; to

_t_bs
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the fixth either a perfe€t or imperfect harmony. But when
you keep the key, an imperfect harmony is given the fixth.

- In the compofition of two parts, obferve, that though a
third appears only in the treble, or the fourth and the fifth,
yet the perfe€t harmony of the fifth is always fuppofed, and
muft be fupplied in the accompaniments of the thorough bafs
to thofe fundamental notes. |

. More particularly, in compofition of two parts, the rules
are; that the key may have either it’s oftave, or fifth, or third;
the fourth and fifth may have either their refpetive thirds,
fifths, or o&tave ; the fecond, fixth, the thirdand feventh may
have their refpeCtive thirds or fixths ; and the laft on many
occafions may have it’s falfe fifth as a paffing note, Which
yules hold the fame in flat and ftharp keys.

-~ For the rules of Counterpoint, with regard to the fucceflion
of concords, it muft be obferved, that, as much as can be, the
parts may proceed by a contrary motion, i. e. the bafs may
defcend where the treble afcends, and vice verfa: The parts
moving either upwards or downwards the {fame way; two
oltaves or two fifths never follow one another immediately ;
two fixths never fucceed each other immediately. W henever
the ofltave or fifth is to be made ufe of the parts muft proceed
~ by a contrary motion, except the treble move to fuch an
oftave or fifth gradually. If in a fharp key the bafs defcend
gradually from the fifth to the fourth, the laft in that cafe,
muft never have it’s proper harmony applied to it, but the
notes that were harmony in the preceeding fifth, muft be con-
tinued on the fourth; thirds and fifths may follow one ano-
ther as often as one has a mind,

Figurative Counterpoint is of two kinds, in one difcords
are introduced occaiionally as paffing notes, ferving only as
tranfitions from concord to concord ; in the other, the dif-
cord bears a chief part in the harmony. See DiscoRrbp.

For the firft, nothing but concords are to be ufed in the ac-
cented parts of the meafure, 7, . not by the gradual progrel-
fion, but by proper preparation and refolution difcords are
abfolutely neceflary ; in the unaccented parts difcords may pafs
without any oftence to the ear. This is called by moft au-
thors fuppofition ; becaufe the tranfient difcord always fup-
pofes a concord following it ; which is of infinite fervice in
mufic. See SUPPOSITION,

For the fecond, wherein the difcords are ufed as a folid and
{fubftantial part of the harmony, the difcords that have place
are the fifth when joined with the fixth, to which it {tands in

relation of a difcord; the fourth when joined with the ﬁftI; -
the
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the ninth, which is the effe¢t of the fecond and feventh, and
the fecond and fourth. . W |

T hefe difcords are introduced into harmony .with due prepa-~
ration, and are to be fucceeded by concords, which is called the
refolution of difcords.

The difcord is prepared by firft fubftituting it in the harmo-
ny inquality of a concord ; that is, the fame notes which become
the difcord are firft concord to the bafs note immediately pre-
ceeding that to which it is a difcord. The difcord is refolved
by being immediately fucceeded by a concord, defcending, from
it by the diftance only of a fecond greater or fecond lefs. _

As the difcord makes a fubftantial part of the harmony, fo
it muft always poflefs an unaccented part of the meafure by
gradual defcent ; but when prepared and refolved ’tis neceflary
on the accented part, Now to introduce difcords into har-
mony, it muft be confidered what concord may ferve for their
preparation and refelution; the fifth, then, may be prepared
either by an octave, fifth or third ; and refolved either by
third or fixth. ‘The fourth may be prepared in all concords,
and may be refolved into the fixth, third or oftave. The
ninth may be prepared in all concords except an otave ; and
may be refolved into third, fixth or oftave. The feventh
may be prepared in all concords, and refolved into third, fixth
or fifth. The fecond and fourth are ufed very differently
from the reft, being prepared and refolved into the bafs. See
Harmony, ConcorD, Discorp, KEY, CLEFF, Mo-
DULATION, ¢,

COUNTER-TENAOQOR, is one of the mean or mid-
dle parts, fo called as if it were oppofite to the tenor ; by the
French called the Haut contre. See TENOR.

COURANT, is ufed to exprefs the air or tune, and the
dance to it. ,

With regard to the firft, Courant or Currant is a peice of
mufical compofition in triple time, and is ordinarily noted in
triples of minims, the parts to be repeated twice.

It begins and ends when he who beats the meafure falls his
hand with a fmall note before the beat; in contradiétion from
the Saraband, which ufually ends when the hand is raifed.

CROMA, rather Chroma. See CHROMA.

CROMETTA, Tripla, or Tripola Crometta, Semi Cro=
metta. See TRIPLE. Vor Nomupla di Crome, Seftupla di
Crome, Semi Crome, and Dofdupla di Crome and Sem:i Crome,
Sce TR1PLE, |

CROTALUM, a kind of Czftagnettes or mufical in-
ftrum nt, found on uncdals in the hapd of the Priefts of

CJ 5_:;.*.-'{:,'
The
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- 'The Crotalum differed from the Syftrum ; though authors
often confound the two, . It confifted of ‘two little brafs plates
or rods, which were thook in the hand, and ftriking againft
each other made a noife. ool T
It was fometimes alfo made of 4 reed fplit lengthiife, ohe
part whereof ftruck againft the other, and made 3 noife fome-
what like that of a Crane’s bill, whence that bird 15 called
Crotaliftria, or player on the Crotals. . )
.. An ancient in Paufanins {ays that Hercules did not kil
the birds of the lake Stymphalus, but that he drove them away

by playing on the Crotala. On this footing the Cliotalum
-muft be exceeding ancient,

- Clemens Alexandrinus attributes the invention of them to
the Sicilians, and forbids the ufe of them to the Chriftiang, be-
caufe of the indecent motions and geftures that accompahy them.

CROTCHET, one of the notes or charaGers of time

marked thus E equal to half a minim; and double 4 quaver,

See NoTe, QUAVER, MtN1M, and CHARACT £ Ry |
“T'is not eafy to conceive how it came by this Name of
C'rotchet, the word is apparenitly bortowed from the French
Crotchet of Croche, a crook or hovk by feafon of the addi=
tional ftroke at the bottom, which gives it the appearance of
8 crook, and ’tis then changed into a quaver. See QUAVER.
A dot added to a Crotchet thus Eg increales it’s time by

-

L]

one half, that is, makes it equal to a Crotchet and half; ot
three quavers, See TrMmE.

_ CURTAIL duble, a mufical wind inftrument like the
Bafloon, which plays the bafs to the Hautboy: See Bas-
sooN and HAuTEOY. |

CUSTOS, the fame with mofira, or index. See each
In it’s place, i

CYMBAL, a2 mufical inftrument among the ancients,
E:}led by the Greek name xvpCuaor and by the Latins Cyms

um,
" The word i3 by Sy/éar:g:'m derived from three feveral Greek
§00ts, v:z. from Y@, crocked, from xuTeAAov, a cup, and

from Qwyn, Voile. |

. Afpodore derives it from cum and bellematica :  An imithodctt
dance ufed to accompany this inftrument, but the real ety mo-
IOgy appears to be from »uvu€@, cavity,

" H The
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- The Gunbal was of brafs like our Kettle-drum, and as
fome think in their form, though fmaller, and it’s ufe
different. _.

Cafiodorus and Ificdore call it Acetabulum, the name of a
cup or cavity of a bone whefein another is lodged or articu-
lated ; and Xenophon compares it to a horfe’s hoof, whence it
appears it muft have been hollow, which alfo appears from the
figure of feveral other things denominated from it, as bafon,
caldron, goblet, cafque, and even a fthoe, fuch as thofe of Em-
pidacles, which were of brafs.

In effe&, the ancient Cymébals appear to have been very diffe-
rent from our Kettle-drums in form and ufe; to their exterior
cavity was faftened a handle, whence Plny takes occafion to
compare them to the upper part of the thighs Goxendicibus 3
and Rabanus to a phial.

They were ftruck one againft anather in a cadence, and made
a very acute found: Their invention is attributed to Cybele,
whence they were ufed in feafts and facrifices ; fetting afide thefe
occafions, they were feldom ufed but by diffolute and effemi-
nate people., |

Lampadis, who has worte on this fubject, attributes their
invention to the Curetes or inhabitants of mount /da in Crete 3
it is certain thefe, as well as the Corybantes or guards of the
kings of Crete, and thofe of Rhodes and Samothriaca were re<
puted to excell in the mufic of the Cymbal.
~ 'The Fews had their Cymbals, or at leaft fuch inftruments
as the Greek and Latin tranflators render Cymbals, but as to
their matter, form, &¢. the critics are ftill in the dark.

‘The modern Cymbal is a paultry inftrument, chiefly in ufe
among vagrants and gyplies; it confifts of a fteel wire in a
triangular form, whereon are pafled five rings, which are
touched and fhifted alonz the triangle with an iron rod held in
the left hand, but it is fupported in the right hand by a ring
to give it the freer metiony | .

Durandus fays, that the monks ufe the word Cymbal for the
bell hung in the cloifter, ufed to call them to the refeCtory.

There is a kind of inftrument which we likewife call a
Cymbal, which differs greatly from that above defcribed. It
confifts of a frame about four feet long, and two and a half
wide, along which there is a bar of wood laid ftraight, and
a fegond a-thwart from one corner to the ftrait one in thig

manner \, and a third ftraight; which

has cne like the other that meets it at ons end within a

litelg
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little diftance fo that all the bars lye thus in the frame ,

on each of thefe bars is fixed an equal number of pins, about
twenty eight upon the two firft, and near twelve or thirteen
or thofe behind; which pins are not fharp, but their points
are rounded ; each of thefe fupports a bar or wedge of a parti-
cular kind of metal, but chiefly a compound of bell-metal and
filver, at each end, the longeft whereof is about ten inches,
about one and a quarter wide, and about half an inch thick,
or not quite fo much ; thefe bars have a round hole about half
through, to fit the pins, the found of the longeft is C, the
others are diminifhed (in length only) according to the pro-
portion of the intervals in mufic, and thofe of the fecond row
anfwer to the flats and fharps of the Spinet: There is near
forty in all, fo that this inftrument has fomething more than
“three oltaves in compafs, and may be reckoned an inftrument
of percufiion by reafon ’tis played by ftriking it with nobs ol
wood at the end of fticks, The found it yeilds is very
agreeable, being fomething exceeding foft, the low notes re-
fembling the Flute, but the high ones have not fo much dura-

tion as thefe, yet their found may be compared to that of 2
fmall Flagelet.

-~ €Y T ARA, or Cythara, an ancient mufical iaftrument,
by fome fuppofed to be the fame with the Lyre, atleaft a
fpecies of Lyre ; by ofhers different ; though it’s precife
ftruCture does not appear. See LYRE.

‘The ancients defcribe it in the triangular form of the Grecz

Delta or letter D o. The Poets afcribe it’s invention to
Apalle,

-
'*..J'
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In thorough baffes, marks what the talians call Defeanta,
) and intimates that the treble ought to play. alope, as T
does the tenor, and B the bafs, See DEescANT.

D A an [talian propofition, fignifying fometimes by, as Da
Capella. See CAPELLA ; fometimes for, as Sonata da Ca-
mera, See CAMERA ; fometimes from, as Da Capo, from
the beginning. See D C. or Caro. Sometimes t0, as
Da Suonar, to found or play ; and likewife wizh, as Stromentt
da Arco, inftruments to be played with a bow.

- DAL?, the fameas Da. See D A.

D C, an abbreviation of Da Capo, 1. €. at the head or
beg nning ; thefe words or letters, are commonly met with
at the end of rondeaus or fuch airs o tunes as end with the
firft ftrain, and intimate that the fong is to be begun again,
and ended with the firft part. See Ca po.

DECIM A, is one of the intervals in muﬁc, by us called
a tenth ; ’tis c:ompofed of an O&ave and a T'ierce Major or
Minor. See TErRzA or THIRD.

Contrapunto ala DecimMmA, is one of the pecies of doublc
counterpeint ; wherein the- principal counterpoint may rife
a tenth above, or fall as much below the fubject, (by the
Italians called Sogetts) which greatly varies the harmony.
See COU“JTERPOINT and SoGETTO.

Decima f?}r:aa, is ‘the double fixth or thirteenth. See
S1xTH.

Decima Quarta, is the double feventh, See SEVEN TH.

DeciMA Quinta, is the double O&ave or fifteenth. See
OcTAVE,

DecinmA Sexta, is the fecand tripled, or ninth doubled,
See SEconp and NINT H.

DecimA Settima, is the third tripled, or tenth doubled.

Decima Olfava, is the fourth tripled,

Drcim A Nona, is the fifth tripled.

DECLAMATIO, a declamation or crying out ;
this is ufed for what the Italmm call Recitative, Sece REcCI-
TATIvO. SeeallolLArRGo and OraToORIO.

DEDUTTIONE, from the Latin Deduftis, is the
name which Guido Aretine gave to the rife of the voice, in
pronouncing the fylables Ut, re, mi, fa, fol, la, quia per bas de-
ducitur wox 3 ason the contrary, when the voice defcended by
thele; /a, [ol, fa, miy re, uty he called it Reduttio, quia per

lm'r rfdﬁatm' VoXe
DEGREES,
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> DEGREES, are the little intervals, whereof the con-
cords or harmonical intervals are compofed. SeeINTERVAL
and CoNCoRD, '

Mufical degrees are three, the greater tone, lefs tone, and
femi-tone. Sée TonNE and SEm1-TONE.

‘The primary caufe of the invention of degrees or intervals
lefs than concords, and whereby concords are divided, and as
- it were gradutated, Dés Cartes judges to have been this, that
if the voice were always to proceed by harmonical intervals,
there would be too great a difproportion or inequality in the
intenfenef(s thereof, which would weary both the finger and
- the hearer, . ~

Thus fuppofing A and C the diftance of a third, if the
voice were to ‘proceed immediately, alcending from A to C,
then becaufe C being the acuter found, {trikes the ear with
-more force than A, leaft that proportion fhould prove un-
eafy, another found B is placed between them, by which, 3s
by a ftep or degree, we may move upwards or downwards
more eafily, and with lefs unequal force in raifing or falling
the voice. | f

Hence it appears, fays that author, that the degrees are
only certain mediums contrived to be put betwixt the extreams
of concords, for moderating their inequality, and are of ufe
only with regard to concords ; fo that when the voice has
moved one degree, the ear is not fatisfied ’till we come to the
other, which therefore muft be concord to the firft found.
T'he fubftance of what is here alledged comes to this ; that
by a fit divifien of the concording intervals into lefler ones,
the voice will move fmoothly from one note to another, and
the hearer be prepared for a more exquifite relith of - the pper-
- feCt intervals,. whofe extreams are the proper. notes in which
the ear finds the expeéted reft and pleafure.

Such is the end and office of degrees .or lefs intervals.
Now there being among us only three that experience recom-
~mends. as agreeable, whofe ratios are 8 :q, called the greater
tone ; g : 10, called the lefs tane ; and 15 : 16 called the
femi-tone ; by thefe alone, a found can be moved upwards or
downwards fuccefively from one extreme of a concord to
another, and produce true Melody ; and by means of thefe
{everal voices, are alfo capable - of the neceflary variety in
- pafling from concord to concord. . . ;

As to the original of thefe degrees, they arife out of
the fimple concords, and are equal to their differences.
T'hus 8 : g is the difference of afourth and a fifth; 9 : 10
is that of 3 leffer third and fourth, or of a fifth and greater
fixth ; and 15 : 16 is the difference of a greater third and
& . - * fOllIﬂ]% *
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fourth, or a fifth and a lefler fixth. See T#1rD, FourT H,
¥YirTH and SIXTH.

For the ufe of degrees in the conftruttion ef the feale of
snufic. See ScaLk and GaAmuT.

D EM I, the fame as femi, half. SeeSEm 1.

DEMI-DITONE, the fame with tierce minor.
Sce TiErRcE or THIRD,

DEMIQVAVER, is a note in mufic marked thus
two of which are equal to a Quaver. See NoTE and E
QUAVER,

DEPRESSIO, the fall of the hand in beating time,
and the fame with the Greek word Thefis. See ArRsis and
THEsIS. .-

7o DESCANT, to run a divifion or variety upon
one, two, or more given notes with an inffrument or voice.

DescaNT, or Defeanto, the art of compofing in feve-
ral parts. See ComPoOsIT ION.

D E s ¢ A N T, inthreefold, plain, figurative, and double.

Plain DEsc ANT, is the ground work and foundation of all
mufical compofitions, confifting entirely in the orderly placing
of many concords, anfwering to fimple counterpoint.

Figurate or florid DEsc-AN T, is that part of an air of mufic
wherein fome difcords are concerned, as well, though net
fo much, as concords. This'may be termed the ornamental
and rhetorical part of mufic, in regard, that there are intro-
duced all the varieties of points, fyncopes, diverfities of mea-
fures, and whatever is capable of adorning the compofition.

DEsc ANT double, is when the partsare fo contrived, that
the treble or any high part may be made the bafs, and ¢ contra.
Sce HArMoONY, CouNTERPOINT, and MELODY.

DESOLATA Syucope, Confonans Defolata.  See
SYNCOPE.

DEUTERUS. SeeProToOs.

D1, an Iutalian article, which when placed before the
chriftian name of a perfon, fignifies of, as Di Gio. Maria
Bononcint, of Febn Maria Bononcini; it has the fame figni-
cation alfo before many fubftantives, as Salmi di Terza,
pfalms of tierce, or in three parts, Gre.

D1 fecondas, di terza, di quarta, fignifies a rife or fall of a
iecond, third, fourth, &c. And before fome adverbs, it fig-
nifies of, or from, as Di [opra, from above, Di [otto, from

'

delow, E9e,
DIAF¥ONI1 Suoni. See Suowno.
DIAGRAM, in the antient mufic, was what we call

the fcale or gamut in the modern, See ScALe and
Gamyr, -
The
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The extent of the Diagramma which was called Syfema
perfectum, was a dif-diapafon, or’two oltaves, in the ratio
of 1 :4. In that fpace they had eighteen chords, though
thefe according to fome, had not all different founds., See
CHorD and LYRE,

To explain it, they reprefent to us eighteen chords or ftrings
of any inftrument, as of the Lyre, fuppofed to be tuned ac-
cording to the proportion of any of the Genera, viz. Dia-
tonic, Chromatic or Enbarmonic. See GENus, DiaToN1Ic,
CuroMmAaTIC and ENHARMONIC.

As the Lyre was improved and had more chords added to
it, fo was the Diagramma ; by fuch means it came from 4

to 7, then 8, then 10, then 14, and at laft to 18 Chords.
See LYRE. |

To each of thefe chords or founds they gave a particular
name, taken from it’s’ fituation in the Diagramma, or on
the Lyre. Their names and orders commencing from the
loweft, are as follow : Prg}am&anammﬁ, Hypate-bypaton,
Parbypate-bypaton, Lychanos Hypaton, Hypate Mefon, Parby-
pate  Mefon, Lychanos Mefon, Mefe, Trite Synemmenon,
Paranete Synemmenon, Nete Synemmenon, Paramofe, Trite
Diezeugmenon, Paranete Diezeugmenon, Nete Diczengmenan,
Trite Fyperboleon, Paranete Hyperboleon, Nete Hyperbolaon.

Guido Aretine improved this fcale or Diggram very greatly,
finding it of too fmall extent, he added five more chords or notes
to it ; laid them all down on a ftaff of five lines, and inftead
of the long ‘Gree# names ‘above-mentioned, named all his

notes by Gregory’s feven lesters, and afterwards by the fyllables
ut, re, my, &c. See NoTeand GAMMUT,.

The firft and loweft note in his {cale he marked 4., and

called it Gamma ; whence the whole fcale became denomi-
nated Gammut.

DIALO GO, fignifies a piece of mufic for, at leaft,
two voices, or two inftruments, which anfwer one another ;
and which frequently uniting, make a trio with the thorough
bafs. .. -'

They are very much ufed by the Ztalians in their operas,
oratorios, ferenatas, &5c, |

DIAPASON, a mufical interval, by which moft
authors who have wrote on the theory of mufic, ufe to ex-
prefs the oftave of the Greeks ; as they ufe Diapente, Diatef-
Jarom, and Hexachord, to exprefs fifthy fourth and fixth.
See OcTAVE.

 The Diapafon is the firft and moft perfeét of the concords 3
if confidered fimply, itis but ene harmonical interval, tho’if
confidered diatonically, by tones and femi-tones, it con;.ains

even
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feven degrees, viz. the three greater tones, two lefler tones;
and two greater femi-tones, |

The interval of a Diapafon, that is, the proportlon of it’s
grave found to it’s acute, 1s duplicate, 7. e. as 2 : I.. Ses
INTERVAL. | i |

DiarasoN, among the mufical inftrument makers, is 2
kind of rule or fcale, whereby they adjuft the pipes of theix
Organs, and cut the holes in their Flutes, Hautboys, e,
in due proportion for p«:rﬁ:,rrnnm-ﬂr the tones, femi-tones and
concords juft.

A {quare being divided into eight equal parallelograms, the
points wherein a diagonal line interfeéts all thefe parallelo-
grams, exprefs all the ufual intervals in mufic : And on this
principle it is, that the Diapafin is founded.

There is a particular -kind of Diapafon for Trumpets ;
ferving as a ftandard or meafure of the different magnitudes
they muft have to perform the four parts of mufic. See
TRUMPET.

« There 1s another kind for Sacbuts and Scrpents, fhewing

how far they are to be lengthned and fhortened, to raife or
fall from one tone or interval to another.

- DIAPASON-DIAEX, a kind of compound concord,
whereof there are two forts: the greater, which isin the pro-
portion of 10 : 3; and the lefler, in that of 16 : 5, called a
thirteenth. See Concorbp.

DIAPASON-DIAPENTE, a compound confo-
nance in a triple ratio, oras 3: 9. See CoONCORD.

This 1interval, fays Martianus Capella, coniifts of nine
tones and 2 femi-tone, nincteen femi-tones, and thirty eight

diefes,

T'he Diapafon-Diapente 1s a2 {fymphony made when the
voice proceeds from the firft to the twelfth found ; the word
1s properly in the Greet mufic, what we call a twelfth.

DIAPASON-DIATESSARON, a compound
concord, founded on the proportion of 8 : 3.

. To this interval Martianus- Capella allows eight tones, and
a femi-tone, feventeen femi-tones, and thlrty four diefes.

- This is when the voice proceeds from it’s firft to it’s eleventh
found. The moderns would rather call it the eleventh.

DIAPASON-DITONE, a compeund concord,

whofe terms are as 10 : 4, or 5 : 2.

DIAPASON-SEMI-DITONE, a compound

concord, whofe terms are in the proportion of i2:§.
DIAP EN T E, in the antient mufic, an interval, mak--

ing the fecond of the concords, and with the Diateffaron an
octave,  Sec DrATEssArRoN,

This
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This is what 1n the modern mufic is called a fifth. See
FirTH.

The Diapente is a {imple concord ; yet if confidered dia-
tonically, it contains four terms, two greater tones, a lefs tone,
and a greater femi-tone ; the Diapente is the greateft part of
the oltave, (7. e. Diapafon) harmonically divided. Is is pro-
duced when the voice pafles from it’s firft to it’s fifth found.

There are, fays Ariflides, four kinds of fifths, the firft be-
gins at Hypate Mefon, and ends at Paramefe, which has a
femi-tone for it’s loweft interval ; the fecond from Parbypate
Mefon vo Trite Diezeugmenon, in which a femi-tone is the
higheft interval ; the third from Lychanss Meforn to Paranete
Diezeugmenon, in which the femi- tone is the fecond interval
from the laft or higheft found ; and the fourth from AMe/e
to Nete Diczeugmenon, wherein the femi-tone is the fecond
1nterval from it’s firft or graveft found.

DiapeNTE ¢l Datone, is by Zarlin and many
others ufed for what we call the feventh major, Sce
SEVENTH. |

DIAPENTE col Semiditono, is the feventh minor. Sce
MaA jor and MiNor. | |

DIASCHISMA, is an interval in mufic, which con-
tains two commas. See CoMMA. |

DIASTEM, anam: the ancients gave a {imple inter-
val, in contradi¢tion to a compound one, which they called
a fyftem. SeeSysTEM.

Muficians divide intervals into two kinds, and one of them
they call a {yftem, which is to contain at lealt two intervals
in  Diatonic kind of mufic, butin the FEnbarmonic it con-
tains more, - -

‘T'he other they call Diaffem, is a mere fimple interval;
the proper fignification of the ‘Greed word being an interval,
A Diaffem difters in each of the Genera, in the Enbarmonic,
Diefis is the lealt Diaflem, in the Chromatic and Diatonic,
the femi-tone is fo called. Sece SysTEmM and INTERVAL.

DIATESSAROQON, in ancient mufic, was a concerd
or harmonical interval compofed of a greater tone, a lefs
tone, and one greater femi-tone ; it's proportion in numbers
isas 4 : 3. See CoNncoRrnb.

By the moderns it is called a fourth, See Four TH.

DIATONIC, an epithet given to mufic, as it proceeds
by tones and femi-tones, both afcending and defcending. See
Music and GENuUs.

‘The Grecian authors divide the forts of mufic into Diatonic,
Chromatic, and Enbarmonic., Ses CHromaTIC and ExN-
HARMONIC, .

| DraTONIC,
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D1 aTtoNt1c mufic, according to Nichomachus and others,
allows of three degrees, the greater tone, lefs tone, and
femi-tone. See ToNE and SEMI-TONE. |

Hence Diatonic mufic appears moft natural, and of confe-
quence the moft ancient. Indeed Ariffoxenus abfolutelyfays it was
the fir{k, and that from a divifion of it’s intervals, arofe the
other two, The Genus or kind that makes the character of
the Diatonic mufic, is called Genus Diatonicum.

In the Diatenic mulic there is a tone between every two
notes in the fcale, except mv, fa ; and as the French term it,
/i and ut, where there is only a greater 'femi-tone. See
SCA LE.

When thisorder or progrefion of the notes is changed
by the introducing flats &4 or fharps 4 ¢, fo that thereby
1’s intervals are divided into two femi-tones, eithgr major or
minor, the Diatonic is then changed and becomes Chromatic.
But if thisalteration 1s made only here and there in particular
places when ncccﬂ'ary, tis called the mixed Genus, or Diato-
nico-Chromaiico, which Genus alone 1s ufed by the muderns

The Diatonic Genus, {ays Ariffoxenus, is eafily difcoverable,
in that therein two tones, or three at moft, are found to-
ccther ; whereas in either of the other ’tis not fo, and that
it has not a icmi-tone on each {ide of a tone ; and again in
that two {emi-tones never follow one another thercm, as is
found 1n the other two

We {hall here add the Diatonic Diagram or icale from Nj-
chomachus, Euclid and Gaudentius;y 1t’s loweft found, as well
as that of the ‘other two 1s Proflambanomenos, which is di-
{tant from fypate h’y;‘ﬂfw a tone, from thence to Parhypate
Fiypaton a femi-tone, thence to Lychanos Hypaton a tone,
thence to Flypate Mefon another tone, to Parbypate Mefon a
{femi-tone, from thence to L}Lbjrza: Mefon a tone, diftinguifth-
ed by the name of Diatonss, thence to M:fe a tone, and
thence to Parame/z another tonz, thence to Trite Dw*ewme—
non a {emi-tone, thence to P.:zr'amra Diezeugmenon a tone,
and a tone from thence to Nete Diegeugmenon, a {femi-tone to
Trite H, perbolaon, thence to Paranete Hy[}erbﬂﬁaﬂ a tone, and
from thence to Nete Hyperboleon another tone,

A Dia-
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A Diatonic offave rifing by B H end falling by B b.
Beginning at G, inflead of A below 1t,
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DIATONICO S8yffema. See SysTEM.
DiaToNico Diatonico, according to Zarlin, isthe pure
and natural Diatonic genus, or when the progrefs of the notes

is by beccare or B natural [ = in which not one of the founds

1s in the leaft altered, fuch is the plain chant of the church.

If there be a flat i, placed after the cleff, the B, oras the
French call it, the §i, is lowered a femi-tone minor, and
this Zarlin calls Diatonico Molle, or by &, For tranfpofition
of the mode or tone a fourth higher, or a fifth lower than
natural, See TRANsPOSITION.

DIATONICI Suoni. See Suono.

"DIATONOS, is a Greek termy, whereby four founds
of the ancient fyftem are diftinguithed, as Hyperbole:n Diatonos,
Diezeugmenon Diatonos, Mefon and Hypaton Diatonss, ac-
cording to Martianus Capella, and others. See each under
1t’s proper article. |

DIEZEUGMENON, disjoint, [eparated, this is ap-
plied to one of the tretrachords of the ancient Greet fyftem.
Sce TETRACHORD and SYSTE M.

DiezeucMENON, fays Ariffoxenus, cannot be but
where there is a tone between two tetracherds, which tone
makes an immoveable found in each of the Genera.

According to Bacchius fenior, ’tis when there is a tone
between two founds, which are called Baripicniz.  Sec BARr 1-
PICNI.

" DiezeueMENON Nete, is the note called by us E
la mi,

Di1EzEUuGcMENON Paranete, is our D la [il re.

DIEZEUGSIS. See TETRACORD, DiEzEUTIC,
and DiezEUGMENON,

DIEZEUTIC tone, in the ancient Greel mufic, was
a tone which disjoined two fourths, one of each fide of it;
and which being joined to either, made a fifth, This, in

Ve i i IR theéir



6o DIE

their mufic, was from Me efe to Paramefe, (Boetius de Mufica,
cap. xxv. Ith. 1°.) that is, from our A to B ; fuppofing m:
to ftand in B fzzb mi, they allowed to their Drexeutic tone,
which 1s our /la mi, the proportion of g: 8, as being the
unalterable difference of Diapente and Diateffaren.: See D1A-
PENTE and DIATEsSSARON.

Bacchius fenior, gives ustwo Diezeutic tones, for there is
one tetween the tetrachord AZefon and that called Diezeug-
menon, and the tetrachord Sy#nemmenon is disjoined by another
from Hyperboleon. See TETRACHORD.

DIESIS, is a divifion of a tone lefs than a femi-tone ;
or an interval confifting of a lefs or imperfect femi-tone, 1, e.
the placing femi-tones where there ought to be tones, or tones
where there ought to be only femi-tones.

Di1Es1s, is the fmalleft and fofteft change or inflexion of
the voice imaginable ; it is called a feint, and exprefled thus X,
by a St Andrew’s crofs, or Saltier.

Ariflotle calls Deifes the elements of the voice, as letters
are thofe of difcourfe; indeed Ariffotle’s D:q/&:, it appears,
were different from ours, and we find Vitruvius and all the
Greck authors expreflly make Dicfis a quarter of a tone. But
the Pythagoreans, who were held the inventors of the name
Diefis, did not make it fo {mall ; they only divided the tone
into two unequal parts, and they called the lefler Diefis,
which we call a leﬂP er femi-tone, and the greater, which we
call the greater femi-tone, theycalled Apotome. See SEMm1-
TONE and APOTOME.

But in after times, when the tone came to be divided into
three and four parts, the name Diefis was retained to them
all ; and hence thofe different accounts we meet withal in au-
thors, of the quantity of the Diefis. |

The harmonical Dicefis, is the difference between a greater
and a lefs femi-tone. '

Digsks aredivided into three kinds ; the lefler enharmoni-
cal Diefis or fimple Diefis, marked by a fingle crofs, raifes
the note following two commas, or about a quarter of a
tone ; and is, fay Ari iffoxenus and Ariffides, the leaft interval
that is fung ; and again they fay, that never more than two
are found together in whatfoever genus, nor are thofe two of
the fame kind. The chromatic or double D:g/fs, denoted by
2 double crofs, raifes the note following by a lefler femi-tone,
or four commas, which is the common Diefis. The greater
enharmonical Diefis denoted by a triple crofs, raifes the fol-
lowing note {ix or feven commas, or about three quarters of
a tone. A"rg/z‘aacnm fays, that the chromatic Diefis exceeds
the enharmonic by a twelfth part of a tone, and Euc/id, that
"tis
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*tis the third part of a tone, i e. the Diefis Chromatica.
None but the double Digfis is ufed in modern mufic; a
flat is frequently ufed to take away the Diegfis, and a Diefis
to take away the flat.

When femi-tones are placed where regular tones fhould be,
or a tone where a femi-tone fhould be, it iscélled a Diefis or
feint. See FEINT.

DIFFERENTIA. SeeHarBITUDO.

DIMINISHED Interval, is a defeltive interval, or
an interval that is fhort of it’s juft quantity, by a lefler femi-
tone, £9¢. See INTERVAL and SEMI-TONE.

DIMINUTION, is when there are feveral words
which are to make tones, and feveral quick motions in a ca-
dence, feveral quavers, femi-quavers, {Jc. correfponding to
a crotchet or minim, and as when a femi-breve is divided in-
to two minims, four crotchets, &’c. of this there are man
kinds, if done in conjoint degrees, ’tis called Trills, Tremolls,
Groppiy Circoli mezzi, Tirate, Ribattute di gola, &c. and if
in disjoint, ’tis faid to be done per Salts. See each under it’s
proper article.

DIMINUTIO, fignifies diminifbed, asa diminifhed or
rather a divided cadence, interval, counterpoint, ¢’c. all in-
tervals wanting a femi-tone minor of their full quantity, are
called diminifthed intervals, as alfo imperfelt. When a fharp
1s placed in a lower part, or a flat in a higher, the interval
from that may be called diminifbed.

I)INGANNO. Seelncanno.

DIRITTA, Contrapunto alla Diritta, according te
Angelo Berardi, is when one is obliged to raife or fall the voice
by thefame degrees, 7. e. by an equal number afcending or
defcending, without making a leap, even of the interval of
a third. T'his is properly as much as to fay, inconjeint degrees.
Sec SArTo, GrRADO 2and THIRD.

DISCORD, the relation of two founds, which are
always and of themfelves difagreeable, whether applied in
fucceflion or confonance. See SouUND. .

- If two founds are in fuch a relation of tune, 7. e. have
fuch a difference of tune, as that being founded together,
they make a mixture or compound found,. which the ear
‘receives with difpleafure, it is called 2 Difcord”; “on the con-
trary, where it receives it with pleafure, it is called a con-
cord: And whatever two founds make an agreeable or dif-
agreable compound, they will have the fame effe&t refpetively,
if they be applied in fuccefion. See TunE and CoNcorb.

~_ As concords are denomitated harmonical intervals, fo may
Di1/cords be named unkarmonious ones, See INTERVAL.

Discorns
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Discorps are diﬁinguifhed into concinnous and incon<
cinnous intervals. T'he concinnous, called by the ancients
Emmeli, are fuch as are apt or fit for mufic, next to, and
in combination with concords.

Thefe are relations, which in themfclves, are ne:ther very
agreeable nor difagreeable ; and have only a good effeét in
mufic, by their oppoﬁt:on as they heighten, and illuftrate the
more natural and eflential principles of the pleafure we feck
for ; ' as by their mixture and combination with them, they
produce a variety neceflary to our being better pleafed. _

Notwithftanding this,  they are {till called Difcords ; as the
bitternefs of fome thmgs may help to fet off the {weetnels of
others, and ftill be bitter.

The inconcinnous Difcords, by the ancients called Ecmeli,
are fuch as never are chofe in mufic, as having too great a
harfhnefs in them, tho’ even the greateft Difcord is not with-
out it’s ufe. See ConcinnNous, ¢,

The eflential principles of harmony, harmonical intervals,
or concords, are but few, in number only eight; the indefi-
nite numbers of other ratios, are all Difcords, Hence Mr
Malcolm thews the neceflity of taking fome of the lefs unto-
ward of thefe Difcords, unto the {yftem of mulfic.

In order to this, he confiders the effect of having none but
harmonical intervals therein. ‘

Fir/t, With refpect to a fingle voice, if that fhould move
always from one degree to another, fo as every note or found
to the next, were in the ratio of fome concord, the variety,
which is the life of mufic, would {foon be exhauﬁe_d ; for to
move by no other than harmonical intervals, would not
only want variety, and {fo weary us with a tedious repctition
- of the fame things, but the very perfection of fuch relation
of founds would cloy y the ear, in the fame manner as {weet
“and lufcious things do the taﬁc s which, for that reafon, are
artfully feafoned with the mixture of fawer and bitter.

Secondly, With refpect to mufic in parts, 7. e, where two
or more voices join in confonance, the general rule is, ‘T'hat
the - fucceflive founds of each be fo ordered, that the feveral
voices fhall be all concords, -

Now there ought to be a variety in the choice of thofe
fucceflive concords, and alfo in the method of their fucceffion ;
all which depends on the movement of the fingle parts. So
that if they could only move in an agreeable manner by
harmonical diftances, there are but few different ways where-
in they could move from concord to concord; and hereby
we fhould loofe much of the ravithment of founds in confo-
nance, - And to.this part then, the thing demanded is"a
variety

-
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variety of ways, -whereby each fingle voice, or mofé in con-
fonance, may move agreeably in the fucceffive founds, fo as
to pafs from concord to concord, and meet in every note
in the fame or a different concord, from what they ftood in
at the laft note. .

In what cafes and for what reafons Difcords are allowed,
the rules of compofition muft teach ; but only joining thefe
two confiderations, &’c. we find how imperfect mufic would
be, without any other intervals than concords. See Com-
POSITION. . |

Befides the concinnous Difcords ufed defignedly in mufic
there are feveral other difcord relations, which happen un-
avoidably - in- 2 kind of accidental and indire& manner,
‘Thus in the fucceflion of feveral notes thereare to be con-
fidered, not only the relations of thofe which fucceed others
immediately, but alfo of thofe, betwixt which others inter-
vene. Now the immediate fucceflion may be conduted fo
as to produce melody; and yet among the diftant notes,
there may be very grofs Difcords, that would not be tollerable
in -mediate fucceffion,-and far -lefs in confonance. Thus
taking away one fpecies, ¢. g, that with the greater third, and
marking the degrees between each term and the next ; and
tho’ the progreffion be melodious, as the terms refer to one
common fundamental, yet there are feveral Difcords among
the mutual relations of the terms, e. g. from the fourth to
the feventh greater, is 32 : 45 ; and from the fecond greater
to the fixth greater, 15 -27 : 40 ; and from the fecond greater
to the fourth, -is-27 : 32, all Difcords.

The fpecies of counterpoint, wherein therc is a ‘mixture
of Difcords, iscalled figurative counterpoint ; of which there
are two kinds: That wherein the Difcords are introduced
occafionally, - to ferve only ‘as tranfitions from concord to
concord ; and that wherein the Difcord bears a chief part of
the harmony. See Fi1GURATIVE CoUNTERPOINT..

Upon the unaccented part of the meafure, Difcords may
tranfiently pafs without any great offence to theear: 'This 1s
called fuppofition, by reafon the tranfient Difcord {uppofesa
“concord immediately following it. -See SupPOs1ITION.

The harmony of Difcords, is that wherein the Difcords are
made ufe of as the folid and fubftantial part of the harmony.
For by a proper interpofition of a Difcord, the fucceeding
concords receive an additional luftre. Thus the Difcords arein
“mufic, what the ftrong fhades are in painting. See HAR MON Y.

The Difcords are the fifth when joined with the iixth, the
fourth with"the fifth, the ninth of it’s own nature is a Difcord,
10 is the feventh, -

T
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The Difcords are introduced into harmony with' due pre-
parations, and muft be fucceeded by concords ; which is
the refolution of Difcords. The Difcord is prepared by fub-
{tituting it firft in the harmony in quality of a concord ; i. e,
the fame note which becomes a Difcord, 1s firft a concord to
the bafs note immediately proceeding that to which it is a
Difcord.

The Difcord is refolved by being immediately fucceeded by
a concord, defcending from it only by the diftance of a greater
or leffer fecond.

DISCRETOQ, the fameas CoN DISCRET 10N E, which fee.

DISDIAPASON, or rather Bif-diapafon, a compound
concord, defcribed by Fa. Parran as quadruple of 4 : 1, or
8: 2. Sce ConcoRrnp. :

The Difdiapfon is produced when the voice goes diatonically
from it’s irft to it’s fifteenth found, and may be called a
fifteenth.,

The voice ordinarily does not go farther than from it’s
firft found to the Difdiapafon, i.e. it does not go beyond the
compound or double oltave, for the Difdiapafon is an oltave
doubled. SeeOcTAVE.

The voice may fometimes rife feveral degrees above the
Difdiapafon, but the effort or ftruggle disfigures it, and makes
1t falfe. |

The antient {cale or diagramma, only extended to a Dif-
diapafon. Martianus Capella gives the Difdiapafon the pro-
portion of 12 : 3, and adds, that it contains ten tones and
four femi-tones, 7. ¢. 24 {emi-tones, and 48 diefes. Sce

Diacram, |
DispraprasoN-diapente, a concord in a fextuple ratio of

I: 6. |
Dr1sDIAPAsON-femi-diapente; a compound concord, In
the proportion of 16 : 3. |

Disprapason-ditane, a compound confonance, in the
proportion of 10: 2.

Disp1APAsoN-femi-ditene, a compound concord, in the
proportion of 24 : §. *

DISSOLUTIO, according to Bacchius fenior, is
when a found in the enharmonic genus is lowered three
diefes, for thereby that genus is difolved, and the mulfic,
or that interval at leaft, is chromatic ; Spondeafmus, fays
Ariftides, is the contrary,
"~ DISSONANCE, or Difcord, a falle conlonance or
concord. See CoNcorD and DiscorD.

A Diffonance, is properly the refult of the mixture

or mecting of two founds, which are difagrecable to the
car
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ear, fuch are the-ditones, tritones, falfe fifths, redundant
fourths, fevenths, ¢, Dijfonances ate vfed in mufic,
and have a good effe&t, though itbe only by accident. See
Discornp, | |

DISSONANS Syncope. See SyNcoPE. |

DISSON AN TE, fignifies in general, all difagreeable
intervals, ‘This epithet is particularly given to the fecond)
feventh, ninth, and fometimes the fourth, with their double
or replies, ¢, as alfo toall redundant and defective inter-
vals, as the tritone, falfe fifth, &c. |

DISTENDENTE Maniera. See MUTAT1ION,
ManNNER and Usus.,

DIT ONE or Ditonum, an interval, comprehending twa
tones. See INTERvVvAL and ToNE.

The proportion of the founds that forin the Ditone, is
4 :5; and that of the femti-ditone, is §: 6. F. Parran
makes the Ditone the fourth kind of {imple concord, as com-
}:arehending two' tones, according to Ariffides, a greater and
efs. Others make it the firft difcord ; dividing the Ditone
into eighteen equal parts or commas, the nine on the acute
fide make the greater tone, as afferted by Salmon de Caux.
. Ariftides again fays, various are the divifions of the Ditone,
In the enharmonic it contains eight diefes, in the diatonicy
four femi-tones, and in the chromatic, it is divided into
thirds of a tone, and has fix thereof for it’s complement.

The word is formed of the Gresk, Dis and Tonos, twice
and tone,

DITONO con-diapente, or Semi-Ditono con diapente,
See SEVENTH; Major and MINOR:

DITONUM, ad-ditonum fupra. Sece Epior HypER.
Ad ditonum infra. See Hy po.

DITONUS cum Diapente, is the greater fevefith, See
SEVENTH. |

DIVISARUM Tetrackhordrn #ltima, extenta, and
dertia, See SYSTEM.

DIVISI, fignifies, divided into two or more parts,

DIVISION, the dividing the interval of an oftave in-
to a number of lefs intervals; See INTERVAL, OCTAVE;
and SYST E M. |
- The fourth and fifth each of them divide the otave per-
feltly, though differently ; when the fifth is below, and ferves
as a bafs to the fourth, the divifion 1s called harmonical ;
when the fourth is below, ’tis called arithmetical, Scc Sea LR
and HarMoNicaL,

K Te
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. Torun a Divifion, is to play or {ing after the manner 2-
bove-mentioned, z. ¢. to divide the intervals of an octave,
fifth, fourth, &¢c. into as many parts, and as agreecably as pof-
fhle Wh!f‘h depends entirely upon tafte and fancy.

, D [VIT O, denotes a grave ferious manner of playin#
fit to infpir: divetion.

D,L A,SOL,RE, isthefifth note of the feptenaries or
combmanon in the gamut ; only r¢ 1s wanting 1n the upper-
moft, and /a in the Towermoft.

1 DO is a fyllable ufed by the [talians inftead of u#, by

reafon they think it more mufical and refonant than uz, be-
caufe of the clofe pronounciation of the letter U ia their lan-
guage,

DODECUPLA a’z' Crome, isaname by which tha
{ialians call the triple *¢, in which twelve notes are requi-
red, inftead of four in common time,

- DobecuprrA di Semi Crome, with them is our triple
47, wherein there are twelve notes inftead of fixteen, in a
bar of duple time, See TrRiPLE and TIME.

D O1I, fienifies two.

DOMINANT of a mode, that found which makes a
pcriect {ifth to the final, in authentic modes ; and a third to
the final, or fixth to the loweft chord of a pl oal mode, Sec
Monpz=z and Finar.

DOMINICALI Salmi, in the Romi/h church, are
certain pfalms, fung in the vefpers of Sunday evening.

DOLCE, fignifics [oft, fweet, and agrecable; as con
Lolce maniera, after a {weet and agreeable manner. OSee

» Con, |

D OPPIO, fignifies dsulle, as Baffa Doppio, hignifies the
double or counter bafs. |

DORIC AMode, is the firft of the authentic modes of the
ancients ; 1t's character is' to be fevere, tempered with gra-
vity and joy ; and is proper upon religious occafions, as alfo
to be ufed in war, It begins D, la, fol, re, See MobDE.

Plato admires the mufic of the Doric mode, and judges it
proper to preferve g(}od manners, as being mafculine, and on
this account, allows of it in his common '.rcaith

The ancients had  likewife their fub-doric or hypodoric
mode, which was one of the plagal modes. It’s chara&er
was to be very grave and folemn. It began with re, 2
fourth lower than the Doric.  See MoDE.

DOSDUPLAd: Ghrome. See DOD}:CUPLA.

DO U CED, a mufical inftrument, with firings of wire,
ecinmonly called a Dulcimer, See DurcimMmEeR.

DRAMATIC, S Music, ENHARMONIC, (5.
DR UMy
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DR UM, a military mufical inftrument, of the pulfatile
kind, ufed prmcspally among the foot, to call the foldxers to-
gether, to diret their march, att.:..ck, retreat, &c.

The body of the Drum is of very thin oak, bent into a
cylinder, and covered with parchment, which is {trained
or braced more or lefs, accarding to the height or depth of

the tone required, by ftrings, and ftruck with fticke.

The height of the Drum is equal to it’s breadth, which
docs not E}\CCCd two fcot and a half, by reafon no skins can
be had to cover bigger.

There are alfo Drums whofe bodxes are of brafs, commonly
called Tymbals or Kettle Drums, ufed among the horfe,
To be played on, they are hung or layed a- -crofs the {houl-
ders of the horfe, before the drummer, who with a variety
of odd geftures, beats them with two little iron bars with
balls at the end ; their found is fofter and more agreeable than
that of the other And thefe are often ufed in operas, ora-
torios, tragediesand concerts.

There are divers beats of Drum, as the march, double
march, affemblée, charge, retreat, chamade, &e.

DUCTILIS Tuba,  See SACBUT, TrRoMEBONE,
and PosaunNE, e,

DUCTUS, fays Ariftides, is when we found feveral
notes in conjoint degrees, and 1s either called Dultus rettus,
when we raife the voice or found; or Dultus revertens, when
we fall 3 or Duftus circumcurrens, when we rife in the
order of Beccare, and fall with that of Bmol, or ¢ contra.

DUE, or Dei, See Do1.

DUETTI, adiminutive of Duo, a little air or fong in _
two parts, or for two voices.

DULCE Sumoe. See Duricino. fw

DULCIMER, a mufical inftrument, with wire ftrings -
in a triangular form, ftrung with about fifty ftrings, caft
over a bridge at each end, and the acuter gradually the fhor-
ter, the ﬂmrteﬂ: about mghteen inches, and the lonf‘reﬂ: about
tlnrty {ix ; ftruck with little iron rods: the bafs ftrings are
doubled, and it’s found is niot difagreeable: To be played on,

*tis laid on a table before the performer, who with the httle_
-1ron rod in each hand, ftrikes the ftrings. This inftrument
1s not much ufed except among puppet-fthews,

DULCINO, a wind inftrument, otherwife called
Quart fagotto, is the tenor to the Hautboy, and is no more
than a bafloon.

DUO, a fong or compofition to be performed in two
parts only ;° one fung, the other played on any inftrument,
or by two voices, *Tis alfo called Duo, when two voices

I".i- 2 {ﬂ']“'
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{ing different parts, accompanied with a third, whichis a tho-
rough bafs. Unifons and octaves are rarely u{'ed in Dues, ex-

cept at the beginning and the end.
UODECIMA, isthe twelfth, or the fifth doubled,

See FIFTH,

DUPLA, double, as proportione Dupla, the proportion of
I:2, 2:4, or 4:8, &¢c. two chords or ftrings, that are
in this proportion, produce the octave, See OcTAVE.

DurLA Sefqui Quarta, or Nonupla di femi minime, is a
fpecies of triple, wherein nine notes are requlred in a bar,
whereof four make a meafure in common time, ’tis marked “"'.

See TRIPLE.

DURALE, or Duro, bard, har/b, or more pmper]y
Jharp. This name isgiven to B natura] by reafon it’s found
is fharp, when compared with B mol, or ﬂat oee FLAT,
SHARP, and B QuADRo.

DUX, in fuguesis the firft voice or inftrument that
begins, and ferves as a guide to the other parts, which are

Called comes, or follewers. See CONSEGUENTE.

B
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E

E On the keys of an Organ or Harpfichord, denotes the
note or found E la mi.

E AR denotes 2 kind of internal fenfe whereby we perceive
and judge of harmony and mufical founds. See Music.

In mufic we feem univerfally to acknowlede fomething like
a diftin& fenfe from the external one of hearing, and call it a

good Ear.
ECCHO, is often ufed inftead of Pians. See Prawo.

ECCHOMETRE, akind of fcale or rule with feveral
lines thereon, ferving to meafure the duration and length of
founds, and fo find their intervals and ratios.

The word is formed of the Greek nx G Jound, and perey,,
meafure.

}_{C CLESIASTICO /fl, is mufic compofed in the
manner of an anthem, ¢ deum, and {uch like church mufic.
See STYLE.

ECCHUS, is a repetition of the voice or found, by it’s
being refle€ted by the air ; it is often imitated in mufic, and
pieces compofed to that end @re called Ecchos. See Music
and SouND.

Sometimes the word Ecchus ftands for Piano, to fignify

+ that the inftrument or voice is to play or fing after a foft and
fweet manner. Organs and Harpfichords have what they call
Eccho-flop. See OrRcAN, P1ANo and HARPsiCcHORD.

EMELT Suoni. See Suono.

E or Ed, fignifies and, as Allegro ed andante, brisk and di-

Slinétly.

ELEVATIO, the fame as Arfis, See Ars1s or PER.

"T"his word alfo ﬁgmﬁes motetts for one, two, three, four or
more parts, ordinarily alone, fernetimes with Violins or
Flutes, and very often a thorough bafs, which are fung in a
certain office in the Romi/b Cburcb when the body of our
Saviour is lifted up, whence the name,

EMIOLIA. Seec HEMioLrA.

EMMELI Suoni. See Suono,

EMPHYSOOMEN A.

EMPNEOUST A. % Sce STROMENTO.

ENCHORDA.

ENHARMONICAL, of, or pertaining to, harmony.

ENHARMONIC Genus, 1s faid to have been thus
?Jled from it’s fuperior “excellence, though wherein it con-

| fificd,
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fifted, fays Mc Malcolm, we have not been able to find out. It
was allowed by all to be fo very difficult that few could ever
practice it.

The feveral Genera are divided into diaftems, upon which
their differences depend, thofe of the Enbarmonic, according to
Fuclid,. are two d:fﬁ: and the ditonus ; 5 thofe of the Chromatic,
h fmzz‘anmm, ‘and triemitonium ; and in the Diatenic, the bg--
mitonium or lzmma, and the two tones.

~ But under the general names which diftinguifh the Genera,
there are fcveral intervals and ratios, which conftitute the
Chroat or Golores Generum, or {pecies of the Enbarmaonic, Dia-
gonic and Chromatic. See CHromATIC 2and DiaToNIC.

Mr Broffard better defines the word, and fays, ’tis a {pecies
of mufic, the modulation whereof proceeds g}' intervals lefs
than femitones, 7. ¢. quarters of topes, and that it has two
d:efes or figns of raifing the voice. See DIEsIs.

'T'his Genus, fays that author, was greatly ufed in the Greck
mufic, efpecially in dramatic performances.  But as thofe al-
moft infenfible elevations and fallings of the voice are too diffi-
cult, and as they fometimes make the concords falfe, it has
Been laid afide and even loft, though fome great authors have
made many attempts to recover it, . Sce SysTEM and

GENvs. J_,
~ EnxnmAarMmoNIC is alfo a particular manner of tuning the
voice, and difpofing the intervals with fuch art, that the me-
lody becomies miore moving, abounding very much in dicfes
or {femitones,

T'he progreflion of the Enharmonic Genus we fhall here gwc -
the reader from Euchid’s Introduct. Harmonica,

1 Proflambanomens.
2 Hypate Hypaton.
3 Parhypate Hypaton.
4 Lychanos Hypaton S-enbarmanios,
5 Hypate Mefon.
O Parhypate Mzfon.
7 Lychanas Mefan 4-enharmonios.
8 Mefe.
9 Trite Synemmenon.
10 Paranete Synemmenon -cnbarmonies,
11 Nete Synemmgnon,
12 Paramofe.
-33 Trite Digzeugmenon.
14 Paranete Diezeugmenan -enbarmonios.
15 Nete Diczeugmenon,
30 Trite Hyperbolean, g 3
' 37 Parenzté
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17 Paranete Hyperbolazon + enharmonias.
18 Nete Hyperboleonn.

_

An Enbarmonic Fourth afcending, and € contra,

F ]

-
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Dress

(5o —6—
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% “5‘ Ditvne Litorze

ExmarmonNtc Diefis, 1s the difference between the
greater and leffer femitone. See SEMITONE.
ENTATA. See STROMEN To.

- EOLIC or EoL1AN mode, one of the modes of the

ancients, the fnal whereef was 4 m: la, and the dominant

E fi mi, and 1’s mediant, C /ol ut.

The FEolic mode was fitteft for lyric verfes, as bhaving a
particular {weetnefs mixed with gravity., See Tuono.

- The Sub or Hypo Eolic, had the fame effelts with the Eolic,

and was the £ fi m:, a fourth lower than it’s authentic or

natural mode.
E P 1, is a Greek prepofition, asis Fyper, both which fignify
fupra, below ; we find one or other of thofe words often added
@ to the Greet names of fome of the intervals of mufic, as

Diat%r&n,

Diapente,

Daapafon,

. Ditonum, e,

When we meet with them thus in conjunction they intimate
Ithat the voice that is to follow the dux or guide, 1s to take
it’s pitch a fourth, fifth, eighth, &’¢c. below it, the third voice
1s to obferve the fame with regard to the fecond, and the
«fourth to the third, and fo on through the parts.

EPISY NAPHE, fays Bacchius fenior, is when three
tetiachords or fourths are fung one after 'mother without any
disjunction, as when we proceed from the I—Iypatm tetrachord
to Aefon, and thence to Synemmenon, between which there is.
no Diezeutic tone. See DIEzEUTIC

EPITRITO, the fame as Safgm terZa, a certain ma-
thematical proportion, whereby they meafure two unequal
numbers, in which the greater contains the lefs twice, and
a third part of the lefs remains, as 4 contains ‘3 oncc,

and unity over, which is one third of three, or the lefs
numocr ;

Err or Hyper-
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number ; and 8 contains 6 once and 2 over, which is ftill
one third of fix. See PRoPORTION. -

EPO G DOO, or S¢qu: oftave, 1s a proportion of two
numbers, wherein the greater contains the lefs once and an
eighth part of the lefs remains, as9: 8, 18:16, See Pro-
PORTION, OcTAVE and SEsQuUI.

EPTACHORDO, the fame as feventh, See
SEVENTH, and HEPTACHORD.

"EpTrAcHORDO Majore, the greater feventh, See
SEVENT H.

EpTAcHOR DO Minore, the lefler feventh, See
OSEVENTH

EQUI Suons. See Suono.

ESSACHORDO Maggior and Minore, the greater and
lefler fixth, See S1xTH and HExAcHORD.

ETTACHORDO. SesHEPTACHORD.

EVOV A, See Tuono.

EUTHIA, according to Martianus Capellay is a Greek
term of the fame f{ignification of the Latin Dultus retus, and
the Italian Conducimento retto. See DucTus and CoNDU-
CIMENTO. )

EXCELLENS. Sece HyPERBOL ZEON.

EXCELLENTIUM Yetrachordon, Ultimg, Extenta,
Tertia. See SysTeM and HYPERBOL ZEON.,

EXCLUSUS Sonus. See TRtAs HARMONICA.

EXTEMPORANEUM Contrapuntum. See Cou N-
TERPOINT.

EXTENTUS, Extenta. See PARANETE and Ly-
c HANOs. Four chords of the ancient Greek {yftem bear thefe
names, viz. Parancte Diezeugmenon, and Paranete Synemme-
non, Lychanes Hypaton, and Lychanos Mefon. See SysT EM.

Divifarum ExTENTA, See PARANETE DIEZEUG-
MENON and SYysTEM.

Mediarum ExTENTA., See LycnanNos MEesoN and
Genus.

Principalium ExXTENTA., See Lycuanos HyrpATON,
and System,

EXTENTIO. SeeUsus.

EXUPERANS, Sec HyPERBOLZON,
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Often ftands for the word Foite. See ForTE.

F. or Fa, 1s the bafs cleff placed at the beginning of the
lines of a piece of mufic, generally on the fourth line upwards ;
alfo on the third, and on any other at pleafure, See CLEFF.

Indeed the charaters wf‘w’erewith the I, and  Crcleffs are
marked, bear no refemblance to thofe letters: Mr- Malcolm
thinks it would be well if we ufed the letters them{elves, but
cuftom has carried it otherwife: The ordinary chara&er of
the F cleff is o} which Kelper takes a world of pains to de-
duce by corruption from the F itfelf. See CHarAacTER.

F A is one of the fyllables invented by Guids Aretine, to
mark the fourth found of the modern fcale of mufic, rifing
thus, ut, re, miy fa. See NoTE and GAMUT.
~ We diftinguith two Fa’s in the modern fcale, B fz fi by

b mol or by and f ut fa by beccare H See B.quADRO,

The founds which we exprefs by this letter or f'yl]able were
in the Grecian {yftem the Parbypate Mefin, and it’s oftave
higher Trite Hyperbolzon. See SysTEM,

F A finto, ora feign’d Z, is a feint upon that note: thisis
the cafe of every note that has this mark before it £, but the mz
and fi, or our £ and B more particularly, and is what we comi-
monly call the flat of any note. See Fra .

F A C, 1s and abbreviation of Facciata. See CARTA.

FACCIATA, is ufed as Pagina, or thortned Pag.
and fignifies the fame thing.

FAGOTTINO, is afingle Curtail, 2 mufical inftru-
ment fomething like the Bafloon. See Bassoon.

FAGOTTO, is the double Curtail, or in reality a
Bafloon, as big again as the former.

F F, ftands for Forte Forte, and denotes to play ftrong and
loud. See ForTE and ForT1ssimo.

FANT ASITA, Fancy, is a fort of compofition wherein
the compofer tyes him@If to no particular time, but ranges ac-
cording as his fancy leads, amidft various movements, different
airs, &, this is otherwife called the capricious ftyle ; before fo-
natas were ufed there were many of this kind, fome of which
remain even now. See CAPRICIO,

F ALS A Diminuta, or Defettiva quinta, a falfe or difec-
21ve fifth. See DiAPENTE or Fir71H.

FALSO Bardm.e, 1s.faid of the burden or ground bafs of
a fong, when it is not exa& to the rules of harmony', fo s

nhen the notes move all the fame way, as is often the cale in
L the
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‘the Pfalms and other parts of divine office. But the ftalians
give this name to a certain harmony produced by the accom-
panyments of feveral {ixths following one another, which
make feveral fourtls between two higher parts, becaufe the
third part is obliged to make tierces with the bafs.

Some are of opinion that the B of the middle part marked
A fhould be preceeded by a B miol, to avoid the falfe relation
of 4 Tritone with the Fz in the bafs marked B ; others give
themfelves no. trouble about that, but pretend that on many
occafions this diffonance has it’s beauty ; we find examples of
both thefe methods in eminent authors. But thefe things, fays
Broffard, depend more upon fancy than any juft rules.

FEINT or Semitone, the fame with what is ca]ied D:.ef 5o
See D1Esis.

FAVORIT O, as Choro Favorito, is a chorus in which
are employed the beft voices and inftruments to fing the reci-
tativos, play the ritornellos, . this 1s otherwife called the
little chorus, or choro recitante. See RECITANTE.

FERIO, Ibeat, I firike. See SyNcoprE.

"FERMO. See CanTo FErmo. Sce alfo CHANT.

FIAT O See VoL,

" FIFARO, a fort of little pipe, like a Flageolet, tis
ufually accompanied by a little Drum, and thefe thus joined,
are called the Pipe and Tabour. See TABouRr and Dr u M.

FIFE, a fort of wind mufic, being a fmall pipe- See
FisTULA.

FI1FTH, one of the harmonical intervals or concords.
See INTERvAL. The Fifthis the fecond in order of the
concords, the ratios of the chords that afford it,are as 3: 2,
Sce CHoRrRD and CoNcoRD.

Itis called Fifth, as containing - five terms or founds be-

tween it’s extremes, and four decrees, fo that in the natural:
fcale of mufic, it comes in the fifth place or ordér, from the

fundamental, See ScALE.
The
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The ancients call this interval Diapante, and the lialians
at prefent, Quinta. See DIAPENTE and QUINTA,

The imperfelt and defectrve F1¥ T R, called by the an-
cients Semis Diapente, is lefs than the Fifth by a lefler femi-
tone., See ToNE and SEMITONE.

. FIGURA, ingeneral, meansall forts of figures made:
ufe of in mufic, whether for notes ot paufes, originally’
they were only dots, fet up and down the fpaces, and they
were all of equal length, as they are ftill in the Gregorian or
plain chant.  See CHANT.

>T was about the year 1330 or 1333, that Fean de Muris
invented notes . of different length, and they are what are
properly meant by the Italian word Figura.

This word means alfo that variety of figures or notes of

different value in a {ong, which are the chief ornaments
thereof, as trillos, quavers, &Jr, whence it is called figurate
Lounter pornt.

FIGURATE Defeant. See DEscanr.

- F1cur ATE Counterpoint, is that wherein there isa mix-
ture of difcords along with concords. See CouNTERS
POINT.

*Tis a rule in compofition, that the harmony muft be full °
on the accented part of the meafure, 7. . nothing but con-
eords are allowed in the beginning and the middle, or the be-
ginning of the firft half of the bar, and the beginning of the:
latter half thereof in common time; and the beginning or
firft of three notes in triple time ; 7. . not in conjoint de-
grees, but by refelutionand preparation, difcords are abfolute-
ly neceffary, But upon the unaccented parts this is not fo
neceflary, for difcords may there tranfiently pafs without much
offence. See AccEeNwT.

This the French call fuppofition, becaufe the tranfient dif-
cords fuppofe a2 concord immediately following, See Suep-
POSITION.

Where difcords are ufed as the folid and fubftantial parts of

the harmony, the counterpoint is properly called the harmo-
ny of difcords. See HArRMoONY and Discorb.

Mute FIGURE, the fame as the reft or paufe. See
Pagse and REsT.

FILU M, 1s by the Italians called Virgula, and by us
the tail of a note, as a2 minim is a femi-breve with a tail
to it, O, E: See VIRGULA and NoTE,

FIN,Finavre,or Final, the end or laft note of a piece
of mulic, But it more particularly means the clofe or laft
- L 2 note
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note of a tone or mede, by which it is diftinguifhed from all
others. . ' :

. If in the bafs, the Final happens to fall on a fifth-defcend-
ing, and a fourth rifing, the mode is authentic or perfect :-
But if on the contrary, it fall on a fourth defcending, and.
the fifth rifing, the mode is faid to be plagal or imperfelt.
See MopEg, ToNE and DomINANT. =

The Final always requires a third greater, when ’tis the
laft note of the piece. . But if it be in the middle of a piece,
and the mode te minor, it muft rather have a third minor
than major. See Major and MINor. |
. FINALIS Pausa, or Paufa generalis. See PAUSE
and PoINT. +

- FINIS, the end. See Fin. |

FINITO, a cannon or fugue, is faid to be Finito,

when 'tis not perpetual ; but when at fome certain place,
all the parts join or unite, after having followed one another.
for fome time. See CANONE.’ e

- FINTO, a feint, or an attempt to do fomething and
not to do ity as Cadenza fnta, is when having done every
thing proper for a true cadence, inftead of falling on .the
right firial; another note, either higher or lower, is taken, or
perhaps a paufe brought in. See INGANNOandSFUGGITA.

FIORITT O isa fpecies of diminution, which 1s com-

monly made at the ending of a cadence.

. P o . S g
R A i © '

~  Simple. Double or. compound.

Canto F1oRIT TO, isa fong full of diminutions, graces,
_paflages, €Fc. and is indeed figurate counterpoint. See
COUNTERPOINT.
"~ FIORITA Cadenza, is a cadence whofe laft note
but ome is divided into many of lefs value. See CADENCE.
" FISTULA, an inftrument of the wind kind, refem-
bling our Flute or Flageolet. See FrLuTE. ‘
~ The principal wind inftruments of the ancients were the
“Tibia and Fiffula; theugh how they were conftituted, or
wherein they differed, or how they were played on, does not
appear.
FLAGEOLET, or Flajeolt, is a kind of little Flute,

or a mufical inftrument of the wind kind, ‘ufed chiefly by
“1he fthepherds and country people, ~See FLu TE:

*Tis
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"Tis uf'ually made of box, or other hard wood, _ fometimes
of ivory, ‘it has fix holes, befides that at the bottom, the
mouth piece, and that behind the neck.

FLATS, a kind of additional note, as b, contrived
together with ftharps, to remedy the defets of mufical in-
ftruments, whereon temperament is required. See SHARP.

The natural {cale of mufic being limited to fixed fouhds,
and adjuf’ced to an inftrument, the inftrument will be found
defetive in many points ; and particularly, in that we can
only proceed from any note by one particular order of degrees ;
that for this reafon, we cannot find any interval required, from
any note upwards or downwards, and that a fong may be fo
contrived, as'that if it be begun by any particular note or
letter, all the intervals or other notes, fhall be juftly found on
the inftrument, or in the fixed feries, yet were the fong be-
gun with any other note, we could not proceed. See ScALE.

To remove or fupply this defe€t, mulficians have recourfe
to a {cale proceeding by twelve degrees, that is thirteen notes
to an octave, including the extreams, which makes the in-
ftrument fo perfect, that there is but little reafon to com-
plain,

T his therefore is the prefent fyftem or fcale for inftruments
that have their founds fixed, viz. betwixt the extreams of
every tone of the natural fcale, is put a found or note, which
divides it into two unequal parts, called femi-tones, and the
“whole may be called the femi-tonic fcale, containing twelve
.- femi-tones betwixt thirteen notes, in the compafs of an
- oftave, See SEMITONE and SEMITONIC SCALE.

Now to preferve the diatonic feries diftin&, thefe inferted
notes either take the name of the natural note next below,
with this charalter, % called a fharp, or the name of the natural
note next above it, with this mark b, called a flat. ThusD g,
orD flat, ﬁgniﬁes a femi-tone below D natural, and it is indif-
ferent in the main, whether the inferted note be accounted
as flat or fharp.

This femitonic feries or fcale, is very exactly rf:prcl'ented
by the keys of the Organ, &¢. the Jowermoft range of keys

being the natural or diatonic-nates, and thofe behind the ar-
tificial ones, or the flats and fharps.

FILAUTINO, a fmall Flute or Flajeolet See FrL A~
G EOLET.

FLAUTO, aFlute. Sf:eFLUTE

FravTo Tranfwrﬁ a German F lute Sece GERMAN
- Frure.

FLORID Defeant and Cﬂuntfrpamt See DEscANT
and COUNTERPOINT,
FLUTE,
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FLUTE an inftrument of mufic, the ﬁmpleﬁ. of all
thofe of the wind kind, See Music.

It is played on by blowing in it with the mouth, and the
tones or notes are changed by ﬁopp:ng and openmg thc holes,
difpofed for that purpofe, along it’s fide.

he Latins call it Fiftula, or Tibia, a pipe ; from the
former of which, fome derive the word Flute ; tho’ Borel
will have it derived from Flutta a Lamprey, thus called <
Lluitando in Fluviis, In rcgard the Flute 1s long like a Lam-
prey, and hath holes along it like that fith.

The ancient Fiffule or Flutes, were made of reeds, after-
wards of wood, and at laft of metal, but how they were
blown, _whethcr as our Flutes, or as Hautboys, does not ap-
pear. See HAuTBOY.

T'is plain fome had holes, which at firlt were but few, but
afterwards increafed to a great number : and fome had none;
fome were fingle pipes, and fome a combination of many,
particularly Pans Syringa, which confifted of feven reeds
bound together fideways; they had no holes along them,
each giving a diftin& found, in all feven different founds,
but at what intervals is not known ; perhaps they were the
notes of the natural diatonic fcale. See Fistuwra and
DiaToNIc.

German FLUTE, 15 an inftrument entirely different from
the common Flute ; ’tis not like that put into the mouth to
be played, but the end is ftopt with.a tampion or plug, and
the lower lip is applied to a lmle about two inches and a half,
or three inches diftant from the end, and about half an inch
diftant from that hole. *T'is ufually a foot and a half long, ra-
ther bigger at the upper end than the lower, and perforated
with holes, befides that for the mouth, the ]oweﬁ of which is
ftopt, and opened by the little finger’s preffing on a brafs or
fometimes a filver key, like thofe in Hautboys, Bafloons, .
It’s found is exceeding {weet and agreeable, and it ferves as
a treble in 2 concert.

The bafs is double or quadruple it’s length and bignefs, but
‘thofe inftruments are partly difufed or cenverted mto Baf-
foons. |

FrLuTE & Allemand, a German Flute, See FLUTE.

FLUTE a Bec, 2 common Flute. See FLUTE.

FOLLTIA, a particular fort of air, called for the

enerality Fardmaf’ s ground.

FORLANA, isafort of dance in great ufe among
- the Venetians. See. SALTA RELLA.

FOR T E, direts to play ﬂrong and loud, :

A

A

ForTE
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ForTE Forte, or F. F. fignify a degree louder or ftronger
than Forte. See FORTE. ‘

FORT ME N T, -the fame with FORTE, which fee.

PiuForTE, the fame as Forte Forte. »

FOR TISSIMO, wery ftrong, is fometimes alfo denoted
by £, f, /> and intimates that you play or fing very loud ox
firong, to exprefs fome paffion, &c.

FOURTH, oneof the harmonical intervals called con-
cords. See INTERVAL and CONCORD.

The Fourth confifts in the mixture of two founds in the
ratio of 4: 3, that is of two founds produced by two chords,
whofe lengths, &¢, are in that proportion. See CHORD.

It is called Fourth, becaufe centaining four {ounds or terms
between it's extreams, and three intervals; or as being the
Fourth in order of the natural or diatonic fcale from the
fundamental. -

The ancients called it Diateflarcn, and fpeak of it as the
principal . concord, on whofe divifions all the reft depend,
which are found by addition to, “or fubftration from this 1n-
terval, but the moderns do not allow it fo many perfections.
See DIATESSARON. -

. The fuperfluous FourTH is a difcord, confifting of two
tones major and one minor, called alfo tritone, compofed of
ratios of 27 : 20. See D1scorRD and PROPOR T ION.

Ariftoxenus diftinguifbes three kinds of Fourths, the fieft
fays he, had a diefis enbarmonica for it’s firft interval ; the
fecond had a diefis chromatica, on each fide a drtonus ; and
‘the laft had a diefis enbarmonica on each fide of 2 ditone.
And Euclid and Bacchiusfenior, add, that the firft found of
one kind of tetrachord or' Fourth, was one of thofe called
Baripicni, as from Hypate Hypat.n, to Hypate Mefon ; the other
had one of thofe called Mefopicni, as from Parhypate Hypaton,
to Parhypate Mefon 5 the laft began with one of thofe called
Oxipicni, as from Lychanos Hypaton to Lychanos Mefon : in the
firfk, according to Gaudentius, the femi-tone is loweft, the
fecond has a femi-tone in the middle; and the third has
a femi-tone for it’s higheft interval. Bt Ty, 9

FRET, a particular ftop on” fome inftruments, particu-
larly B.fs Viols and Lutes ; being ftrings tyed round the neck

thereof at fuch diftances, within which fuch and fuch notes are
to be.found ; thefe ftrings or Frets are fometimes, yet feldom,
,put-on the Bafs Violin for learners, anditaken off;again when
“they can find the ndtes without them ; on Lutes and Vioks
they always remain. -~ -
FRIGIO, rather-Phrygio. See PHRYGTIAN.
FUGA Authentica §3-plagale, in unifons, aa ofl avam
“Ouintam, &c, Sce FUGUE. | Fuca
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Fuca per Arfin €@ Thefin, is if when the guide ot leading
part of a Fugue alcends, thofe that follow it imitate it defcend-

ing ; and if it defcend the other parts, inftead of defcending, imi-

tate it afcending : this makes what the Jtalians call moti contraris.
Fuc A Authentica, is when the notes of the guide or

leader afcend.

FvcA Plagale, is when they defcend. Or rather thefe

authentic and plagal Fugues, are fuch as proceed in one or

other of thofe modes,

Y'vu A wn Confequenza, is properly 2 canon or Fugne. See
Canon. '

Yu G a Grave, s when the founds of a Fugue are deep or
low, and the motion flow, See GrRAVE.

F UG HA, ’tis thus the Jtalians write the word, though
they often write it Fugae, and is what otherwife hasthe name
of Ripofia, Reditta, Replica, Confequenza, Imitatione, 8ic.
notwithftanding there is a difference between thefe words,
efpecially between Jmitation and Fugue. See each in their places.

¥vuca Homophona, is the fame as Figa in unifono.

FuGca perpetua, is the fame as has been faid of canon.
See CANON,

FuG A pathetica, a foft pathetic moving affeting Fugue,
proper to exprefs fome paffion, efpecially grief.

FU G UE, is when the different parts of a:mufical com.
pofition follow each other, each repeating what the firft had
performed.

If the Fugue be made through the piece, ’tis called Fuga in
Confequenza or Canone, See CANoN. But if only in part
of the piece, and the inftrument repeat the fame intervals,
either above or below, ’tis then called Fuga iz Unifono. And
if made an oftave, fifth or fourth, above or below the guide or
fubject, ’tis faid to be Fuga ad oll avam, Quintam, or Quartam.
All the other manners of repetitions, ad Secundam, Tertiam,

- Sextam, &c. higher or lower, are only efteemed imitations; in

which the intervals of the guide perhaps may not be exaltly
obferved : but for an example, fuppofe the guide proceed by

conjoint dezrees, as,

and the part which imicates, may procced I a different

mmnﬂf, a8 ! .
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There are three kinds of Fugues, the fimple, double, and
counter Fugues.

The fingle or fimple Fugue, is fome point confifting of
four, five, or more notes, begun by one fingle part, and
feconded by a fecond, third, fourth, fifth, G¢. (if the com-
pofition confift of fo many) repeating the fame or fuch like
notes, 7, e. in the fame proportions, fo that the f[everal parts
follow or come in one after another in the {fame manner, the
leading part flying before thofe that follow.

Fucue double, or Fuga doppia, is when two or more
different points move together in a Fugue, and are alternately
mixed and interchanged by the feveral parts. - See PART.

Fucr counter. See CounTER FUGUE.

FUNDAMENT AL, the principal note of a fonrr or
compofition, to which all tl_1e reft are in fome meafure a-
dapted, and by which they are fwayed; this note is alfo by
muficians called the key to the fong. S:e KEv.

FUNDAMENTALIS Sonus. See TR1as HAR-
MONICA.

FUNDAMENTO, is in general, every part that
plays or fings the bafs ; but the thorough bafs is more particu-
larly fo called, becaufe it is the bafis or foundation of ali har-
mony. See Bass and HArRMoNY.

FURTA, or Con Fur1a, fignifieswith fury or violence ;
but not fo much in refpect to the loudnefs of the found, as
the quicknefs of the time and movement,

F FA UT, one of the clefls. See CLEFF.

FUS A, is one of the notes in mufic, called by the French
Cr Jf’h, the [talians alfo often call it Chroma, the figure of
1t 1s fometimes thus 3, that 1s witha black he‘ad and a hook at

the bottom ; and fometimes with a white one, thus Ca 3 A

common time, there are four or eight in the bar ; their num-
ber to a bar is different in different pecies of triple, tor
which Sce TriPoLA or TrIPLE; this is our quaver,
vee NoTE, CROTCHET, and QuAVER.,

I\ {3
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G.

Is ufed to fignify ore the clefls. Sce CLEFF.
> It is the cleff of the higheft part in a concert, called
the treble or alt. See TREBLE and AL T,

It appears, that becaufe this letter Gamma was placed at the
head, or marked the firft found in Guidy’s {cale, the whole
fcale of mufic came to be called Gamuma ut oy Gamut. See
GaMmuUT. |

GALLTARD, afort of dancey antiently in great re-
que{’c ; confifting of very « difterent motions and aé’non: fome-
times proceedmg Terra a Terra, or fmoothly along, fome-
times capering, fometlmes alang, and fometimés acrofs the
room. ‘

Thoinot Arbeau in his Orchefography defcribes it, confs fting
of five fteps, and five pofitions of the feet, which the
cancers performed before each Other, and whereof he gives us
the fcore or Tablatura, which is of fix minims, and two
triple times. See TimE, TRIPLE, and MiIN1M.

G ALLTARD A, the name of a tune that belongs to a
dance called a Ga!!:md SE¢ (GALLIARD.

It is commonly in triple time of a brisk and lively humour,

and fomething like a jig. See J1c.

GAMBA ng, as Vila di Gamba, a Leg Viol. See
VioL.

GAM, Gamma, GammuT, or GAMMA-UT, a
fcale, whereon we learn to found the mufical notes, uz, re,
mi, ﬁz, Jfol, la, in their feveral orders and difpofitions. See

NoTEe and ScALE.
‘The invention of this fcale is owing to Guido Aretine, a

monk of Aretium in Tufcany ; tho’ it is not fo properly an
inyention, as an improvement on the Diagramma or {cale of
the Grecians, * See DIAGRAM and ScALE.

The Gamut is alfo called the barmonical hand, by reafon
Guido firft made ufe of the figure of the hand, to demonftrate
the progreflion of his founds, Finding the Diagramma or
fcale of the antients of too fmall extent, Guido added five
more chords or notes to it: One below the Proflambanomenos,
or the graveft note of the antients ; and four above the Nete
Hyperbolgon or acuteft. The firk he called Hypo Proflambana-
menos, and denoted it by the letter (3, orthe Greek [ Gamma

rather ; which note being at the head of the fcale, occafioned

1:11& whole {cale to be called b y the name Gamm or Gamut.
Some
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Some fay Guids’s intention in calling his firft note |~ Gamma,
was to thew that he took his fcale from the Greets, who were
the inventors of mufic; others are of a different opinion, Be
that as it will, his fcaleis divided into three feries or columns,
the firft called durdim or fharp, the {fecond natural ; and thisd,

molle or flat, as repreferited by the following fcheme. Bug
fince h's time, fome alteration has been made there.

The Gamut; or Guido’s Scale.

The ufe of this ftale is to make the paflages and tranfi-
tions from B molle to B durim, by means of tones and femi-
tones. The feries of B matural ftanding betwixt the other
two, communicates with both ; fo that to name the chords of
the f{cale by thefe fyllables,ﬁ we would have the femi-tones

2 133
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in their natural places, viz. b, ¢, and, ¢, £, then we apply
ut to g3 and after /a, we go into the feries of B natural,
at fa 3 and after the /a of this, we rcturn to the former at
mt, and fo on : And we may begin at #f in ¢, and pafs into
the firft feries at mz, and then back to the other at fa, by
which means the one tranfition is a femi-tone, viz. la, fa,
and the other a tone /a, mi. To follow the order of B molle,, -
we may begin with #zin ¢ or £, and make each femi-tone
after the fame manner. See TONE and SEMI-TONE.

Hence came the barbarous names of Gamut, Are, Bmi, &c.
But what perplexes this work is -here with fo many f{yllables
applied to every chord : and all to mark the places of the
femi-tones, which the fimple letters 4, b, ¢, &c. do as well
and with more ecafe.

Several alterations have been made in the Gamut. M. Le

Jurs particularly added a feventh fyllable, wiz. 87, and the
Eaglifp ufually throw out that and ##, and make the other
five ferve for all, as will be fhewn under the article So.faing.
Sec SOLFAING.

Notwith{tanding this fyllable S is rejected by our muficians,
we have made ufe of it 1n many places of this work, where
in more than one example it was neceflary. See Tuono,
MobpEg, &c. |

G AMM, Gamma ut or Gamut, 1s alfo the firft or graveft
note in the modern fcale of mufic, the reafon why thuscalled
is thewn in the preceeding article, it was the Hypoproflambano-
mcnos.of Guide's fcale. *See SysT EM.

GAVOTT A, of Gavotte, 1s a kind of dance, the
air whereof has two f{trains, /rist and Lwvely by nature, and in
common time ; each of it’s ftrains are plaved twice over, the
hiift has wfually four or eight bars, and the fecond contains
cicht, twelve or more. ‘The firlt begins with a minim, or
two crotchets, or notes of equal valie, and the hand rifing ;
2nd ends with the fall of the hand upon the dominant or me-
diant of the mode, never upon the final, unlefs it be a ron-
deau. (See RoNpEAU.) And the laft begins with the rife
of the hand, and ends with the fall upon the ‘final of th
mode, Sce DomiNnaNT, Finar, and MobDE.

Tempr di GavoT T A, is when only the time or movement
of a Gawotte 1s “Tmitatéd, without any rerird had to the
meafure or number of bars or ftrains; l'itie airs a2
found in fonatas, which have this phrafe to regu -t
mog:ons., |

G AYMENTE, gayle. bickly pud jo

GENERALIS p£4% ¢
® OrRG N9
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GenerALIs Paufa. See PunTo and CoroNA.

GENERI, are certain manners of moving through
the degrees or founds, and fenfible intervals, whereof an
oftave and it’s double, &F¢, are compofed, by the Latins called
Genus. See GENuUSs.

G ENUS, by the ancients called Gemus ﬂ/feladm, 1S 2
certain manner of dividing and fubdividing the principles of
melody ; 7. e. the confonant and diflonant intervals into
their concinnous parts. See CoNsONANCE, CoNcorbD,
INTERVAL, and MELODY.

The moderns, after the Grecians, confidering the oltave
as the moft perfeét of intervals, and that whereon all the
concords depend in the prefent theory of mufic ; the divi-.
fion of that interval is confidered, as containing the true di--
vifion of the whole fcale. SeeScArLk and OcTAVE.

But the ancients went to work fomewhat differently ; the
diateffaron or fourth, was the lezft interval, which they ad-
mitted as concord : and therefore they fought firft how that
might be moft conveniently divided, from wkhence they con-
{tituted the diapente or fifth, and diapafon or oltave.

The diateffaron being thus, as it were, the root and founda-
tion of the fcale, what they called the Genera or kinds,:
arofe for it’s various divifions, and hence they define the
Genus Mboduland: the manner of dividing the tetrachord, and
difpofing it’s four founds as to fucceffion. See TETRA-
CHORD.

The Genera of mufic, it is agreed by Arifloxenus, Bac-
¢hius, Euchd, Boétius, and all the ancients, were three,
the enbarmonic, chromatic, and diatonic 3 the two firft were
varioufly fubdivided ; and even the laft, though that is com-
monly reckoned to be without any {pecies, = yet different
authors have propofed different divifions under that mame,
without giving any. particular names to the fpecies, as was
done to the other two. See SPECIES.

Arifloxenus, Ariftides, Nicomachus and others, divide mu-
fic into feven parts, which are, the genera, intervals, tunes,
fyftemns, tones or modes, tranfpofition, and melopceia.

The difference of the three gemera, fay they, coniifts in
the different divifion and dlfp(}imon of the tetrachord. The
tetrachord of the enharmonic is a femi-tone and two diefes,
the chromatic two femi-tones and a trihemitone, and the dia-
tonic, two tones and a femi-tone.

Gaudentius the philofopher, after agreeing. with the other
authuis above recited, that there are three genera, or kinds of
mufic proceeds to a diftinétion between them, and a divifion

of their intervals ; and fays, Species wero feu colares gemerum
: frun?
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Sfunt plures. In the enharmonic the leaft interval, which ke
calls Intervallum incompofitum 1n each, is the fourth part of a
tene, and called Diefis enbarmonica ; in the chromatic the
leaft interval, is the third part of atone, called Digfis chro-
matica; and in the diatonic, (fays he) the femi-tone is the leaft
interval, and this 1s again called Symtonum, So that the dia-
tonic proceeds by the femi-tone, tone, and ‘tone riing, and
¢ contra falling ; the chromatic has a different progreffion as
the fpecies differ, but in ene fpecies, for an example, it pro-
ceeds rifing by a f{emitone, a femi-tone and triemitone, or
femi-ditonus, - or third flat 3 and contrarily dz=fcending. And
the enharmonic by diefis, dicfis and ditonus, by Euclid called i7-
compofitum ; each of which diefes is a quarter of a tone. He
continues, that he fhall only treat of the diatonic, becaufe
the chromatic and enharmonic were not, even at his time,
fo much ufed as the other ; and Martiapus Capella fays the
fame thing. The reafon was becauie the diatonic was ealily
practifed, and required not fo clofe an application as the chro=+
matic, which was not near fo dificult and nice as the enhar-
monic, that confequently required a mafter’s skill.

- We fhall here give the reader Ariffoxenus’s {yftem; as laid
down by Vitravius, which will, at one view, fhew in what
manner the Genera differ from each other. (See Plate annexed.)

On the upper part of the plate are placed the Genera, wviz.
enharmonic, chromatic and diatonic ; then the plate is di-
vided into three parts, which are alfo fubdivided by five lines
afcending, which are the divifions of the five tetrachords ;
every tetrachord is again divided into three parts by dotted
lines, which fhews the founds whereof each is compofed, be-
tween thefe dotted lines are written the names of the inter-
vals of each found in the tetrachord in each of the Genera.
As two diefes and a tierce major in the enharmonic, two femi-
tones and a tierce minor in the chromatic, and one femi-tone
and two tones in the dwatonic. .

- In the middle are placed the five tetrachords reprefented by
notes, the white ones are called zmmoveable, becaufe they
change not their places in whatever Genus they are ufed ; the
black are moweable, as fhifting their places according to the
Génus they are employed in. For the firft movead/e one, which
in the diatonic and chromatic is a {emi-tone diftant below the
smmoveable one, advances in the enharmonic to the diftance
of adiefis, or quarter of a tone. And the fecond moveable
one, which 1n the diatonic is only a tone higher than the n-
moveable, rifes in the enharmonic two tones bigher or a tierce
major, and in the chromatic, one tonec and a {emi-tone, or &
tierce minor,

On
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On each fide oppofite to thefe notes, are written their Greek
names, and thefe again are diftinguithed by figures of two
forts, the Arabian cyphers thew the eighteen founds according,
to the order wherein Euclid placed them, and alfo as found
in Ariffoxenus’s works. ‘The Roman figures fhew the ffteen
founds according to the difpofition they ought to have in a
fong, which fhould never be above two oltaves, that being the
ordinary compafs of the voice,

At the bottom of the plate, are marked the five tetrachords,
to thew that each tetrachord has four founds, the firt and Llﬂ:
whereof an fmmoveable, and the two middlc ones muoveable,
the immoveable ones are ufed 1n common, for the latter of the
tetrachord Hypaton is the firft of that called AMdefon, and the
laft of Mefon the firlt of Synemimenon ; thefle three tetrachords
are from this called conjorizt. See SYNAPHE.

But ’tis not fo with Synemmenon and Diezeugmenon 3 for the
upper immoveable one which ends Synemmenon, does not begin
Diezeugmenon which follows, nor does the lower one of Die-
seugmenon end that called Synemmenon which preceeds it, and
it is for this reafon, that 'thefe tetrachords came to be called
Diexeugmenon, q. d. difjoint o feparated.

(The moderns have reje€ted the enharmonic Genus, bécaufe
fay theyy it’s intervals are fo extreamly fmall, that they al-
moft become infen{ible, and can therefore contributc little to
harmony, and at the fame time {o very difficult to be perform-
ed, that few if any ate by them allowed to have practifed it
in any perfetion, and have joined the diatonic and chroma-
tic together, which is the only Genus Melodie known, or
cven thought of, by moft muficians of thistime. Nor do
we yet know all the varities each of thefe is capable of.)

The parts of the Diateffaren the ancients called the Dia-
Sems of the feveral Generay, upon which their difference de-
pends, and which in the enharmonic are particularly Dirfis
and Ditonum, in the chromatic, Hemitonium and Triemitoniim,
and in the diatonic, the Hemitonium or Limma and the Tonus.

But urider the feveral names which diftinguith the Gerera,
there are other different intervals or ratios which conftitute
the Colores Generum, or {pecies of the enharmonic, chro-
matic, and diatonic; add, that what 1s 2 diaftem in ong
Genus, is a fyftem in another for a fyftem contaming two
intervals, and theé tone of the diatonic being divided into
four diefes in the enharmonic, thérein is a fyﬂern yet in the
d:atonic remains only a diaftein or interval,  See DIAST EM,
DiaAcrAaM, and S¥sTENM. :

GE, RE, SOL, is onc of the cleffs. Sce CLEFFG- ¢4

T L 2y
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G 1A, is an ftalian adverb fignifying before, as Gia Maifira
di Capella, that is to fay, before the mafler of mufic. See
CaPELLA and MAEsTRO.

G IG A, Gicque, or Gigue, ajig, fome of which are played
flow, and others quick, brisk and lively, but are always in
full meafure, and in triple time ; of fome kind or other, uf-
ually § or . Sée TRiPLE.

Menage derives the word for the Italian Giga, a mufical in-
ftrument mentioned by Dante.

G R A DO, degree, when the Italians put di Grado, they
mean by conpoint degrees, which 1s when the notes rife or fall
from {pace to line, or from line to fpace, without making
any leap of a third, fourth er other interval, which leap by
them is called Salto. See SALToO.

Di GrRADO afcendente, by conjoint degrees rifing, as ut,
e, mi, fa.

D: (GRA DO defcendente, by conjoint degrees falling, as /ol
fa, miy re, ut. dSee DEGREE, CONJOI‘JT, MobE, and
TEMmPo or TIME.

GRADUAL, is applied to the fifteen pfalms fung a-
mong the Hebrews on the fifteen fteps of the temple : others
are of opinion that they were thus denominated, becaufe the
fingers raife their voice by degrees from firft to laft. See
PsaLmMm. .

Cardinal Bona, 1n his treatife of Divine Pfalmody, fays, the
fifteen gradual plalms are intended to reprefent to the mind
that we only arrive at perfeCtion of goodnefs and holynefs by
degrees : he goes on to lay down ffteen degrees of virtue,
correfponding to thefe fifteen pfalms ; five of them are fur
beginners, five for proficients, and the ‘reft for the perfect.

‘GR ANDE Trombone. See TroM BONE,

GRANDEE, is ufed to diftinguith the Grand Cbarm
from the reft of the piece.
~ GRATIOSO, means after an agreeable, pretty, grace-

ful manner.

GRAVE, avery grave and flow motion, fomewhat
fafter than aa’ag:a, and flower than large. See AbAGI0 and
Larco,

GRAVE, is allo applied to a found, which isof a low or
deep tune. See SounD and TUNE.

The thicker the cord or ftring, the more grave the tone
or note ; and the fmaller, the acuter, See CHORD. |
Sounds are fuppofed to be grawve in proportion as the vibra-
tions of the chords which produce them are more or lefs quick,

Bee GRAVITY.
GRAVEMENT, grave or flow. Sce GRAVE.
GR A«
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GRAVITY, an affe&tion of found, whereby it becomes
denominated deep or low.

GraviTy flands in oppofition to acutenefs, which is
that affection of found whereby it is denominated acute or
Jbrill. See AcUTENESS.

The relation of Gravity and acutenefs, is the princi-
pal thing concetned in mufic; the diftinétnefs and determi-
natenefs of which relation, gives the found the denomination
of harmonical and mufical. See Music and HArMoNYy.

The degrees of Grawvity, &c. depend on the nature of the
fonorous body itfelf, and the particular figure and quantity
thereof. Tho’ in fome cafes, they likewife depend on the part
of the body where ’tis ftruck.

"Thus, e. g. the founds of two bells of different metals of
the fame fthape and dimenfions, being #truck in the farhe place,
will differ in found; . ¢. in acutenefs and Gravity. And
two bells of the fame metal will difter in found, if they differ
in fhape and magnitude, or be ftruck in different places,

So in chords, all other things being equal, if they differ
in tenfion, matter or demenfion, they will always differ. in
Gravity. See CHORD.

Thus again, the found of a piece -of gold is much graver
than that of a piece of filver of the fame fhape and dimen-
fions ; and in this cafe, the tones are (cateris paribus) propor-
tional to the {pecific "Gravities: . So afolid fphere of brafs two
foot diameter, will found graver than another of one foot di-
ameter ;5 and here the founds are proportional to the quantities
of the matter or abfolute weights,

But it muft be obferved, that acutenefs and Grawvity, as
alfo loudnefs and lownefs, are but relative things. We com-
monly call a found acute or loud in refpe& of “another which
is grave or low; in refpet of the former: So that the fame
found may be acute and grave, as alfo loud and low, in
different comparifons. ,

The degrees of acutenefs and Gravity make the different
tones or tunes of a voice or found ; fo we may fay one found
1s in tune with another; when thPy are in the fame degree of
Gravity. See TUuNE,

The immediate caufe or means of this diverfity of tuné
lies deep. 'The modern muficians fix it on the different velo-
cities of the vibrations of the fonorous bodies 5 i1 which
fenfe, Gravity may be defined a relative pr operty of found,
Whlch with refpet to fome othm, 15 the effe&t of a lefs num‘ver
of vibrations accomglifhed in the fame time, or of vibrations
of longer duration: in which fenfe alfo acutensfs is the ef-

N feck
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fe@ or a greater number of vibrations, or vibrations of a
fhorter duration.

If two or more founds be eompared in relation of Gravity,
&¢c. they are either equal or unequal in the degrees of tune.

Such as are equal are called unifons., See UN1soN.

- The unequal, including as it were a diftance between each
other, conftitute what we call an interval in mufic, which is
properly the difference in point of Gravity between the two
founds. SeeINTErRvAL.

Upon this unequality or difference does the whole effect de-
pend, and in refpet thereof, thofe intervals are divided into
concords and difcords. See ConcorD and DiIscoRrRD
fee alfo SCALE.

G ROSSE guart pofaune. See TROMBONE,

G ROSSO Trémbone. See TROMBONE or SACBUT.

s ROUP, is one of the kinds of diminutions of long
notes, which in the working, forms a fort of a Group, knot
or bufh,

"A Group commonly confifts of four or more crotchets,
quavers, &¢, tied together at the difcretion of the coms=
pofer.

Afcending, Defcending.

GUID A, the guide or leading voice or inftrument in 2
ptece of mufic in parts, ’tis in fugues called Zux, and the parts
that are to imitate and follow, are faid to be 1t’s comes, ory
as the lialians fay, in confequenza. See Dvx, FuGUuUE;
Canxon, and CoNSEQUENZA. '

GUITARRA, a mufical inftrument of the ftring kind;
with five double rows of ftrings, of which thofe that are bafs
are in the middle ; unlefsit be one for the burden, an o&tave
lower than the fourth.

~  This inftrument was firft ufed in Sparn, and by the Italians

it has the particular denomination of Spagnucla given it : it is

gmr-:d in Jtaly and other countries, but morc frequently s
pain,

I1
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ABITUDO & Differentia, are terms made ufe of by

Nicomachus, to diftinguifh a fort of proportion. ¢ Ha-
$¢ bitudo, fays be, is a ratio meafuring any interval, and difference
¢ 15 the excefsor defelt of the founds withregard to one anotner,
¢ Some are of opinion, adds he, that Habituds ¢ Differentia,
“¢ are the fame things : but they are in the wrong ; for one has
¢¢ the fame difference to two, astwo to one, but notthe fume
<¢ Habitude : for 1n two one is doubled, but one coatzins but
¢¢ half of twc.’ |

HAND bharmonical, 1s ufed by fome writers for the an«
cient diagramma, or {cale of mufic, upon which they learned
to {ing, or play on any inftruments. See GaAMmuT, SCALE,
and D1AGRrRAM.

The reafon of this appellation was, that Guido Aretine
upon luventing the notes, ut, re, mi, fa, fol, la, difpofed
them on the fingers, of the figure of a fland {tretched out.
See NoTE. ' | ' |

He changed the letters of the alphabet, (’till that time ufed
to exprefs the notes,) for thefe fix fyllables, which he took
out of the firft ftrophe of the hymn of St ‘fobn the Bapt1/?,
compofed by Paulus Diaconus.

UT, queant laxis R E,[mare Fibris
MI1ra gefitrum F A,muli tuorum, ;
8O Lyve poluti L A,bii reatum.

Sanite Fobannes.

HARMONIA, Harmony, the refult or agreement of
two or more different notes or founds joined together in ac-
cord.

HARMONICA, aterm given by the antients, to 'hat
part of mufic which confiders the difference and proportion of
founds, with refpe&t to acute apd grave. See ACUTE,
GrAvE, and HARMONY.

HarmoNICcA Regula. See MoNoCHORD.

HARMONICAL Compofition, in a general fenfe; in-
cludes the compofition both of harmony and melody, 7. ¢. of
mufic or fongs, both ina fingle part, and in feveral parts.
See CoMPOSITION.

In it’s more proper and limited fenfe, Harmonical Compo-

_fition is reftrained to that of Harmeny 5 in which fenfe it mi}r
N 2 ' ¢
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be defined, the art of difpofing and concerting feveral fingle
parts together in fuch a manner as to make one agreeable
whole. See Sona.

The art of Harmony has lonn' been known under the name
of counterpoint, Sce COUNTERPOINT.

At the time when parts were firft introduced, mufic being
then very fimple, there were no different notes of time, and
~the parts were 1n every note made concord.

‘T'his they afterwards called fimple or plain counterpoint, to
diftinguifh it from another kind then introduced, wherein
notes of different value were ufed, and difcords brought in
between the parts. See DISCORD and PART. _

This they called figurative counterpoint. See FiGURA-

;1vE COUNTERPOINT.
HAarRMoONICAL Interval, is an interval or difference of

two founds which are agreeable to the ear, whether in con-
fonance or fucceflion. See INTERVAL.
HarmoNicAL Divifion, isa divifion of the oftave into
two intervals, which are both good but unequal ; this is done two
ways, viz. into a fifth and a fourth, or a fourth and fifth ; 7. e.
in the former cafe, the fifth is the loweft, and the fourth a
top ; in the latter, the fourth is loweft, and the fifth a top;
the firft is the harmonical, the other the arithmetical divifion

of the oltave. ,

e

Harmonical Arithmetical

The whole do&rine of the ancient tones or modes is found-
ed on thefe dlﬁ'erent divifions. See HArMony, TonNE,
and OcTAVE.

HarmonigcaL Canon. See MoNocHORD and Ca-
WON. - '

HarmoNicAL Mean, See TRias HArRMoNICA.

HArMoONICAL Intervals are the fame with concords. See
CoNcoRrnD.

They are thus called as being the only effential ingredients
in harmony., See HArmoONY.

HarmoNICAL Proportion, is a fort of proportion be-
tween three or four quantities, wherein, in the former cafe,
the difference of the firft ‘and fecond, is to the difference of

the {fecond and third,  as the firlt to the third ; and in the
| latter
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latter cafe, the difference of the firft and fecond, is to the
difference of the third and fourth, as the firft to the fourth.

Again, if there be three quantities 1n an barmonical pro-
portion, the difference between the fecond and twice the
firft, isto the firft as the fecond to the third ; alfo the firft
and laft is to twice the firft, as the laft to the middle one.

If there be four quantities in an harmonical proportion,
the difference between the fecond and twice the firft, is to the
firft as the third to the fourth,

HarMonicAaL Scunds, is an appellation given by Mr
Sauveur, to fuch founds as always make a certain determinate
number of vibrations in the time, that one of the fundamen-
tals, to which they are referr’d, makes one vibration. See
SouND and VIBRATION.

HAarMmonNnIcAL Sounds are produced by the parts of
chords, &’¢c. which vibrate a certain number of times, while
the whole chord vibrates once. See CHORD.

By -this they are diftinguithed from the third, fifth, &.
where the relation of the vibrations 1s 4:5, 5: 6, or 3:2.
See THIRD, FI1FTH, Je.

The relations of founds had only been confidered in the
feries of numbers, 1:2, 2:3, 3:4, 4: 5, &c. which pro-
duced the intervals called oltave, fifth, third, fourth, (@c.
And Mr Sauveur frft confidered them in the natural feries,
I, 2, 3y 45 §, (9c. and examined the relations of the founds
arifing therefrom. The refult is, that the firft interval 1: 2,
is an octave ; the fecond 1 : 3, a twelfth; the third 1 : 4, a
fifteenth or double o&tave ; the fourth 1 : 5, a feventeenth ;
and the fifth 1 : 6, a nineteenth, Jc.

T'his new confideration of the relations of founds, is more
natural than the old one ; and does exprefs and reprefent the
whole of mufic, and is in effect, all the mufic that nature .
makes without the affiftance of art. The ftrings of a Harp-
fichord, or parts of a bell, befide their general found, which
is proportionate to their length, tenfion, dimenfion ¢%¢. do
alfo at the fame time yicld other fubordinate and acuter
founds, which a nice ear, with good attenfion, clearly di-
ftinguifhes. Thefe fubordinate founds arife from the particu-
lar vibrations of fome of the parts of the ftring or bell, which
are, as it were detached from the reft, and make feparate vi-
brations : In effet, every half, third, fourth, &c. of a chord,
performs it’s vibration apart, while a general vibration is made
by the whole chord. Now all thefe fubordinate founds are
barmonical with regard to the whole found : The leaft acute
which we hear, is oftave with the whole found ; the next that
follows it, 15 a twelfth with the whole found; the n;:xt 2

' CvEn~



feventeenth,till they grow too acute for the ear to perceive them,
Now throughout the whole we hear no fuch thing as a found
that makes a fifth, or a third, &’c. with the whole found ;
none in fhort but what are comprifed in the feries of har-
menical founds,

- Add, that if the breath or bellows that blow a wind inftru-
ment, be played ftronger and ftronger, the tone will be con-
tinually raifed ; but this only in the ratio of harmonical {ounds.
So that it appears, that nature, when fthe makes as it were a
fyftem of mufic herfelf, ufes no other than thefe kinds of
founds ; and yet they had hitherto remained unknown to the
muficians: Not but they frequently fell into them, but it was
inadvertently, and without knowing what they did. Mr Sau-
veur fhews that the ftructure of an Organ, depends entirely
on this unknown principle. See OrG AN.

HARMONICKS, a branch or divifion of the antient
mufic. See Music.

The HArMmoN1CcA or HArRMONICKS, are thofe parts
which confidered the differences and proportions of founds,
with refpect to acute and grave : In contradi¢tion to Rythmica
and Metrica. See METR1cA and RyTHMICA.

The only part of their mufic the ancients have left us any
tollerable account of, is the farmonica, which is but very ge-
neral and theoretical.

Mr Adalcolm has made an enquiry into the Harmonica, or
barmonical principles of the antients: They reduced their
dcctrines 1nto feven parts, viz, of founds; of intervals; of
{yltem ; of the genera ; of the tones or modes ; -of mutation ;
and of melopeeia. See each confidered under it’s proper ar-
ticle, Sounp, INTERVAL, SysTemM, GENUs, &e.

HARMONY, the agreeable refult or union of feveral
mufical founds, heard at one and the fame time ; or the
mixture of divers founds, which together have an effett a-
greeable to the ear, SeeSouwp.

A continued fucceflion of mufical founds, produces melody ;
fo does a continued combination of thefe produce Harmony.
dece MELODY, |

Among the ancients however, as alfo- fometimes among
the moderns, Harmony is ufed in the ftrict fenfe of confo-
nance 3 and it is-equivalent to fymphony. See CONSONAHCE
and SyMPHONY, |
~ The words Concord and Harmeny do really fignify the
fame thing ; tho’ cuftom has made a little difference between
them: Concord is the agreeable effect of two founds in con-
fonance, and Harmony the effe&t of any greater number of

agrecable founds in cenfonance. Sce CoNgcoRrD, -

Again,
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 Again, Harmony always implies confonance ; but concord
is alfo applied to founds in fucceffion ; tho’ never where the
terms can ftand agreeably in confonance: The effeét of
an agreeable fucceflion of founds, is called Melody, and that of
an aﬂ'rceable confonance Harmony.

The ancients, fays Mr Aalcolm, {eem to have been entirely
unacquainted with Harmony, the foul of modern mufic; in
all their explications of the melopeeia, they fay not a word
of concert, or the Harmony of parts.

We have inftances indeed, continues that author, of their
joining feveral voices or inftruments-in confonance ; but then
thofe voices and inftruments are not fo joined, as that each
had a diftinct and proper melody, fo- made a fucceflion of va-
rious concords; but were either unifons or oftaves in every
note ; and fo all performed the fame individual melody, and.
conftituted one fong. SeeSoNG and SyNAULIA.

- When the parts differ not in the tenfion of the whole, but

1n the different relations of the fucceflive notes, ’tis this that
conftitutes the modern art of Harmony. See Music and
MELOPOEIA. |

Harmony is well defined the fum of concords, arifing
from a combination of two or more concords; 7. e. three
or more {imple founds firiking the ear altogether, and different
compofitions of concords makes different FHarmony.

To underftand the nature, and to determine the number
and preference of Harmonies, it is to be confidered, that in
every compound found, where there are not more than three
{imple ones, there are three kinds of relations, wiz. primary
relation of every fimple found to the fundamental or graveft;
whereby they make different degrees of concord with it; the
mutual relations of the acute fouhds, each with the other,
whereby they mix concord or difcord into the compound :
And the fecondary relation of the whole, whereby all the
terms unite their vibrations; or coincide more or lefs fre-
quently.

Suppofe ¢. g. four founds, A, B, C and D, wherof A is
the graveft, B the next, then C and D the acuteft. Here
A is the fundamental, and the relations of B, C, and D, are
prlmary relations : So if B be a third greater above A, that
primary relation is 4 : 5§ 3 and if C be a fifth to A, that pri-
mary relation is 3: 2; and if D be an oftave to A, that ig
2 : I, For the mutual relations of the acute terms, B, C,
D, they are had by taking primary relations to the funda-
mental, and fubftralting each lefler from each greater, thus
B to C is 5 : 6, third lefler; B to D, 5: 8, afixth leffer, &r.

and laftly, to find the fecondary relations of the whole, fefi.k
the
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the leaft common dividend to all the lefler terms or numbers
of the primary relations, 7. ¢. the leaft number that will be
divided by each of them exactly. "This is the thing fought;
and fthews that all the fimple founds coincide after fo many
vibrations of the fundamental, as the number exprefles.

So in the preceeding example, the lefler terms of the three
primary relations are 4, 2, 1, whofe leaft common dividend
is 4, confequently at every fourth vibration of the fundamen-
tal, the whole will coincide. Now Harmony we have ob-
ferved, is a compound found, confifting of two, three, or
more fimple founds. |

It’s proper -ingredients are concords ; and all difcords, at
leaft in the primary and mutual relations, are abfolutely for -
bidden. ’Tis true difcords are ufed in mufic, but not of
themfelves fimply, but to fet off the concords by their:con=
traft and oppofition. See CoNcorD and Discorbp.

Hence any number of concords being propofed to ftand
in primary relations, with a common fundamental ; we dif-
cover whether or no they conftitute perfe& Harmony, by find-
ing their mutual relations.

Thus, fuppofe the following concords or primary relations,
viz. a greater third, fifth and oftave given, their mutual re-
lations are all concord, and therefore may ftand in Harmony.
For the greater third and fifth are to one another as 5 : 6,
a lefler third ; the greater third and o&tave as 5 : 8, a lefler
fixth ; and the fifth and oltave, as 3 : 4, a fourth. But if
fourth, fifth, and oftave be propofed, ’tis evident they cannot
ftand in Harmony ; by reafon, betwixt the fourth and fifth
there is a difcord, wiz. the ratio 8:q. Again, fuppofing
any number of founds which are concord each to the next,
from the loweft to the higheft ; to know if they can ftand in
Harmony, we muft find the primary and all the mutual rela-
tions, which muft be all concord. So let any number of
founds be as, 4 :5, 6:8, they ftand in Harmony, by rea<
fon each to each 1s concord: But the following ones cannoty
viz. 4:6:09, by reafon 4: 9 is a difcord.

The neceflary conditions of all Harmony then are con-
cords in the primary and mutual relations; on which footing
a table is eafily formed of all the poflible varieties : But to de-
termine the preference of Harmenies, the fecondary relations
are to be confidered. T'he perfeltion of Harmonies depend on
all the three relations ; it is not the beft primary relation that
makes the beft Harmony : For then a fourth and a fifth muft
be better than a fourth and fixth, whereas the fir{t two cannot
ftand together, becaufe of the difcord of the mutual relation
nor does the beft fecondary relation carry it, for then woulda

fourth
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fourth and a fifth, whaofe fecondary relation with one'com-
mon fundamental, is fix, be better than a third and fifth,
whofe fecondary relation: is ten. - But there alfo the prefe-
rence 1s due to the: better mutual relations. Indeed the mu<
tual relations depend on the primary ; though not fo as that
the beft primary fhall always produce the beft mutual rela-
tions : However, the primary relations are of the moft im-
portance 3 and together with the fecondary, afford us the fol«
lowing rule for determining the preference of Harmonies,

Viz. Comparing two Harmonies together that have an e-
qual number of terms, that which has the beft primary and
fecondary relations, is the moft perfe&., But in cafes where
the advantage lies in the primary relation of the one, and i
the fecondary of the other, we have no certain rule ; the pri+
mary are certainly the moft confiderable ; but how the ad-
vantage in thefe ought to be proportioned -to the difadvantagd
of the other, or wice verfa, we know not. So that a well
tuned ear muft be the laft refort in thefe cafes. ‘
- HARMON Y is divided into fimple and compound. -

Simple HArRMoON Y, is that to which there is no concotrd
to the fundamental above an oétave. See OcTAVE.

. The ingredients of fimple Harmony, are the feven origi<
nal fimple concords, of which there can be but ¢ighteen dif«

ferent combinations that are Harmony 3 which are given in
the following table from Mr Malcolm,

The table of fimple Harmonies,

.

Secondary Relations. Secondary Rclations.
sth - .~ 8ve-|2|3d grt.-5th - - | 4\3d grt. §th - - Sva
4th - - 8ve-|3|3d lefl. 5th - -[ro/3d lefl. 5th - - 8ve
6th greater 8ve -{1|4th 6th grt.| 3l4th - - 6th grt. 8ve
3d greater 8ve -{4{3d grt. 6th grt.|12[3d grt, 6th grt. 8ve
3d lefler 8ve.{5(3d lefl. 6th lefl.] 5i3d lefli 6th lefl. Bve
6th lefler 8ve -lglgth - - - 6th lefll{r5lath « 6th lefl. 3ve

. Thefe are all the poffible combinations of the concords that are
Harmony : For the o&ave is compounded of a hfth and a fourth,
or a {ixth and a third, which have the variety of greater and
lefler ; out of thefe are the firlt fix Harmonies compofed : Then
the fifth being compofed of a greater and lefler third, and the
{ixth of a fourth and third ; from thefe proceed the next fix
of the table : Then an oftave joined to each of thefe fix,
make the laft fix of the table,

The perfetion of the firft twelve, is according to the or-
der of the table ; of the firft fix each has an oftave, and their
' O p:‘n.:ﬁ.:. (NCS

[ -
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preference 'is according to the perfection of that other leflep
concord joined with the-oftave. Kor the next fix, the pre-
ference . is given. to the two. combinations with the fifth,
whereof that which has the third greater is: the beft. For
the laft fix, they are not placed laft, becaufe the leaft perfect,
but becaufe they are the-moft complex, and are the mixtures-of
the other twelve with each other ; in point of perfeétion; they
are plainly preferable to the pmcedmg f1x, as having the fame
ingredients with an octave more.

Compound HARMoNY is that which to thc Harmony of
one oltave adds that of another,

For the compound Harmenges, their varieties are eafily found
out of the combinptions of the fimple harmonies of feveral
célaves. |
- HArRMONY again may be divided into that of concords;
and that of dilcords. See ConcoRrD and Discorbp.

. The firft is.that which. we have hitherto confider’d, whereirt
nothing but concords are admitted.

The fecond is that wherein difcords are ufed, and mixed
{with.concord. See HArRMonN1cAL COMPOSITION.

Sometimes the word Harmony 1s-applied to a fingle: voice;
when fonorous, clear, foft; and fweet; or to a fingle inftru-
ment, when it yields a very agreeable found. Thus we fay
the Harmony of her; Voice,. of his:Lute, {J. | '

For compofition of Harmeny {fece HArRMoNzc AL Conrs
POSITION.

H AR P, 2 mufical inftrument of the ftring kind, being of
a triangular figure, and placed an end between thc legs to
be played on.
¢ ‘There is fome diverfity in the ftructure of Harps. - That
called the triple Harp has feventy-eight ftrings or chords,
which makes four oftaves ; the firft row is for femi-tones,
and- the third-1s unifon with the firft : therne are two rows of
pins or {crews on the right fide, ferving to keep the firinos
ticht in their bo]es, whtch are faftened at the other end to
three rows of pins on the upper f{ide. Thisinftrument is
ftruck with the fingers and thumbs of both hands ; ir’s' mufic
1s like that of the Spinet; all its ftrings go from femi-tone
to femi-tone. Whence fome calleq it the inverted Spinet,
See SPINET.

It iscapable of a greater degree of perfeCtion than the Lutes
See LuTE.

King David is ufually painted with a Harp in his hands 3
but we hive no tddtimony i1n all antiquity, that the Hebrew
Harp, which they called Cf’z?zrm., was any thing hke ours:
Ona Hebrew medal of Sinun Machabaus, we fee two forts

of
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of mufical m{’crﬁments they are both of them very different
- from our Harp, hawng only three or four ftrings.

Papias, and Du Cange after him, will have the Harp to
have its name from the Arp:i, a people in ftaly, who weye
-the firft that invented it, and from whom it was borrow’d by
other nations.

All authors agree that it was very different from the Lyra,
Cythara, or Barbiton ufed among the Romans. See Lyra,
“and ' CYTHARA.

Fortunatus, L. 7mo, Carm. 8vo, Wltneﬁes that it was art,
inftrument of®the Barbarians.

Romanifgue Lyra, plaudet tibi Barbarus Harpd,
Graecus Achilliaca, Crotta Britania canat.

Menage, &c. derivesthe word from the Latin Harpa,. and

that from the German Herp or Herpff, others bring it from -

the Latin Carpo, becaufe touch’d or thrum’d with the fingey.
Dr Hicks derives it from Harpa, or Hearpa, which {ignity
the fame thing ; the firt in the Language of the Cymbr;,
the fecond in that of the Anglo-Saxons.

The Englih Prieft, who wrote the life of St Dun/lan,
and who lived with him in the Xth Century, fays, Cap. 2.
N. 12. Sumpfit Secum ex more Cytbamm Juam, quam patcrye
Lingua Hearpam wvocanus. 'Which intimates the word to be
Anglo-Saxon.

HARPEG GIATO,or HARPEGGIO, fignifies tp
caufe the feveral founds of one accord to be heard not to-
gether, but diftinétly one after the other, beginning with
either at pleafure, but commonly with the loweft.

- HARPSICOHRD, or HArRPsicAL, amufical in-
firument of the ftring kind, play’d on-after the manner of the
“01' See ORG AN.

%‘he liatians &l it Clave C: mﬁala, and the. Frmcb Clg-
‘wecin, in Latin ’tis ufually ca]l’d Grave Cymbalum, q. d. a
large deep'Cymbal. ‘The Harpfichord is furnifhed with a fet,
and. fometimes two et 5 of. keys, Tl‘le tauchlng or ﬂ;rlj(mtr'
“thefe keys, move a T:mc:'l of llttle acks, which move 2 dfmb}e
yow of chords or ﬁrmgs of brafs or iron, ftretched .on the
table of the inftrument OVET four brldgcs §£6MU&IQ e

As this mftrament is the moft harmonious of all the ftring
%kind, ‘we fhall give I‘he réader the following fentf:nces Con
cerning it.

The firft thing to bc denc to leﬂ rn to pTay on . this as udl
s any- othet lﬁ{’crumént is fo learn the gamut, or- feale of
Jnuﬁc by wtate, With thie ‘Hotes names, and their places a-

O 2 - mong



Y00 HAR

mong the five lines. In order to which, know that a2ll
~leflons defign’d for this inftrument are pI‘le d on two ftaves,
each containing five lines. "T"he upper one of which ftaves con-
tains the treble, and has the proper cleff fet at the beginning
of it: See CLEFF. And the lower line or ftave has the
bafs cleff mark’d alfoat the beginning. See Bass.

But that this may be the better underftood, we_ here prefix
“the figure of the front of the Harfichord with all its keys,
« clearly explained, with the notes and what keys to touch

1 order to fo