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PREFACE,
Turiy has wisely remarked, this eartli is but an Inn, inswhich as travellers we are to lodge
- - in our journey, hastoning I||.|'rn|'_;|| time to eternity. This world is indeed only o passage
to & better—and may traly be called the great lalhoratory for perfeeting apuls for the next
but, ns o learned Judge has pionsly said, we must by well-spent time and industey, scek
for clory, honor, and immortality, before we have the presumption to elaim any right to
the troo of life® We are here—not like the Leviathan in the gea, to take our fill of sport
and pleasure -but to perform certain duties for the benelit of others as well as for our own
pdvantage 3 and, lowever short our sojourn. Liere, our 2tay ia longz enonzh to enable us to
live justiyv, and to muke o proper use of the time our Heavenly Father has heen:pleased to
afford vws  Under these impressionz, 1 venture to hope my time has not been improperly
employed in writing {or the benefit of the risiug gencration on the subject oF music—that
sweelest gilt from heaven to cheer us through our eavthly pilgrimage.f
It is Lo me some source of satisfaction, after forty years® labour, and still finding m)
bt an-infant in my effort to evolve the mysterious labyrinth of musie, whose vast depth,
like infinite space, i without end—1io know that 1 have been the |L:.I.|i'lll:|.' menns of Iaving a

thorily From Hely Writ :—1 Sam
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Foundation in Austealia for the eultivation of this glovious science ; and if the rising taste for
melody and harmony continue to make the rapid stiides it has already done sivee my arrival
in Sydney, and we have the good fortune to receive amongsl us a few more veices equal in
quality, imtonation, and flexibility, to those of Messrs. F. and J. Howson, (the talented
brothers of Madame Alberiazzi,} we moy soon caleulate upon standing on an equal Footing
in every respect with our Mother Country in the produection of musical emertainments,

The I'ul]uwillg anecdote may afford the reader some amusement, while it must at the
same time tend to prove the great progress the Australians have of late years made in their
mnsical taste :

On my landing in Sydney, 1 was politely iuvited by the Clergy of St. Mary's
Cathedral to give an Oratorio, which I did on the first opening of their magnificent organ.
In the selection of mosic on that oceasion, were |]e1'j'{rr|uu:l two beantiful fugues,® one from
Beethoven’s Mass, in C, and the otherfrom Mozart’s 12th Mass, One part of the audienee,
who had only been aceustomed to listen to gimpie melody, on hearing these scientific composi-
tions, looked at each other with interesting wey faces, such as sncking babes make on the
first taste of an olive.  Another part of the assembly whispered aloud, in the seeming agony
of those convulsed with certain symptoms of Cholers, * There, do you hear, they are all
behind—they can’t keep together ; how they are scampering after ench other—they are no
wusicians—they know nothing of time. Can he be Nathan, the compuser of the Hebrew
Melodies, Lord Byron's prefézd and friend! No! he is no wmore that man, than he is
Nathan, the prophet.”—They looked “ unutterable things,” and judging from their looks,
seemed to say,

* Wy are you eandering fere, T prag

Siuee this epoch of doubt and suspicion, my orchestral arrangements—extem porancous
performances on the organ—the thirst for gontl music inspired by the constant intro-
duction of works from classical nuthora—the variety of music composcd in this Colony —
torether with the number of musicians made—and voices cultivated—and a few other
striking coincidences of incontrovertible stubbornuess concomitant with these efforts,
all combine to identify me, as ]H‘.illg no otler person than myself, the acknowledgzed
author of *** Dicky Dalus,” ** Billy Luckaday,” * Skippity-whippity-nippity-hop,” and a
tew other trifling productions—who now lias the honor to lay before you these Lectures
on the Theory and Practice of Music, which the intellectun] part of the Sydney College
atudents listened to with * greedy eara.™

Adopting the maxim of Seneea (ep. 75}, that aman does not seck a physician that is elo-
guent, It ome that 15 able to eure his disense—1 have, free from any L!is,'l'.!-;ul of |'|igh.-5|'|.|_|,|||:li|]_|__|r

ances, 1hat lh- ui‘-.h 1I|I AE
i I.u.-:-n a0 Lhat |'u|||u.l\. 1I|u i

C cop then follows &t ascther fixed o
o wmiil cm this aulbs 15 propos placa,
[ y I 3 B » P I’ '
T.]l\'-'" ar. by 1 zadion in the known werkl was the coltivatlon of musle is Awtralia oo my fires arrival bero, may b
Arineg |rt-f--—l-.,.'|||-l ke only moske}
L “|Iu ||j|1 |-\.:J |r.'\r fillsed I,||.L il
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woris to tickle the ear and strike the fancy, endeavoured to elear up all musieal obzeuri-
ties, il to give such information on every branch of the science in simple unvarnished
language, as it is hoped will at once make way to the heart, and rest on the seat of the brain,

It iz not necessory that every teacher of music, or that every pianist or yocalist,
should bea composer; but it is essential that both singer and performer should possess
sufficient knowledmre of the laws of liarmony, to avold false and unclassical progressions,
and to see at one eomprehensive glanee the composer’s intentions.

It is mot possible to exeel in the execution of ecither vocal or instrumental music
withont o thorongh m:qtmiul:mme with the r_'ull'll‘m&ii,‘l'1:'r MEANINE § and how is it pﬂb’&ihlﬂ o
enter into his objeet, or into the ideas of any anthor, if we are ignorant of the langnage in
which his sentiments are conveyed to ns. They who grapple with things beyond their
comprehension, must be perpetunlly involved in perplexities of the most disagreeable
nature~ hence it is no more than reasunable to expect that both vocal and instrumental
performers should be well ;ru}umle:tl in the first |1L'-I!II3'11'I1EE- of harmony. .

It is with this view that my endeavour, throughout these Lectures, has been to give o
clear definition of every musical term 2 if in any single instance I have omitted to do so, the
oversight will be remedied in future pages. The llerﬁﬂiinl pronoun I, has been dispensed
with, to avoid the semblance of exotism. The use of technical phrases has been strenuously !
avoided, but the import and proper application of many have been explained, in order thai

¥ the Tyro may feel no cmbarrassment at accidentally meeting with them.

I have indulged in certain chromatic progressions of harmony to my arrangement of
i “iod save the Queen,” page 7, and I shall take the same freedom in the varoty of
harmony with which, in fuiure pages, [ intend to decorate the Diatonic Scale—to all these
and other chromatic passages, proper references will be given in my Lecture on Thorough-
bass, coneurring in opinion with Bizhop Lowth, that © beside shewing what is rvight, the
matter may be further explained by pointing out what is wrong.”

Any subject or point that may not appear satisfactorily cleaved np in the presentc
publication, will be fully illustrated in the 4th, 5th, and Gth Lectures, my desire being that
of imparting information and instruction progressively, withont overloading the memory—
which might tend to confuse the Tyro and entirely frustrate my object,

S

In conclusion, I have only to intimate, that the work, consisting of six-and-twenty
Lectures, will be complete in eight parts, which will form a good sized Royal Quarto
Volume, embracing every hranch of the seience to perfect the singer and performer ;. and
with the sineere wish that its contents may prove sufficiently entertaining and instructive
to induee the reader to exclaim with the German, * Happy the man who has gained
sufficient knowledge to see how much more he has yet to learn,”

I have the hionor to subseribe myself,
Yours abediently,

104, Hunter-street, Sydney, N. 5. W. I, NATHAN,
Dctober, 1646,
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4 INDEX.
LECTURE I.
Pack 1. Stafl; its uae and erigio. Pioe & Koteson the Alto acd "Tenor Siaff. I
Tnrp, Acuteness and gravity of Sound explained. n A, Soprano and Mezis Soprano Clelfs .
w2 Bymbels of Seund nged by the ancient GGreeks, w1 Degrees and Intervals illusirated, }
A Oleffx, Tmie. Sharps aml Flats. ¢
i 1. Naotes;, modern mesical characters, o 11, Unisona,
w5 Orlare. Twin, Dintonic Intervals.
Inim, Moles on the treble stafl, Imin. The key nole, or Tonke. (See alo page 173
. G, Woles on the bass staff, w12 The key note determined by the last bass pole
Inip, Ledger lines, &c, af & Composition, Hlostrated by '@ Mz
. 7. " God tave the Queen,'” disguised by change of Dhickens and 1"
biass, o 13 " There was a little Man"
Into. Barylone cledl and origin. Imn, Fizro-forie keys,
o B Tenarclefll and origin. 1k Tone, its definition,
Inin, Evirate, 1A Tune defised.
LECTURE IT.
Faog 16 Giamut or Scale defined, Pace 33, Piano=Tarle Engraving, shewinpg the true piteh
Iniee Formation of the Distonic Scale. of the Treble, Alto, Tenor, and Bass ol
o 17, The key note of o Diatonic Seale. nates,
s 1810 24, Examples of the Dintonic Scale, in thiclten Iniw, Comigrass, explained.
different keys, i 44 Compazs of ‘the Violin, Vicla, and Violoncelln
Tore, Mendes, major atd minos. explnined.
;24 The Major Vih introduced into the Minor Scale. o 38, Compass of the Baszeon, Clarioet, Oboe, and
Teee The Majer Gl discarded, Trumpet.
Imip, Naturals. Iein, Scmttones, Inteemediate anl Extreme sofes,
Imn, Alsa and Likewise, defined. i MR Compass of the Torns,
o 30 to 32, Examples of the Diatonio Seale, in thirteen T, ' Little Bo-peep,” arracged for bwo Hors, in
: different keya. varicus keys,
250 Double SBharps‘and Doukle Flats, o Bompassof the Trambone, Serpent, and Floie,
LECTURE IIL
Pane 38 Campass of the Haman Vaice, Paon 41, Voice, through all the majo:
Intp. Madame Grassini and Madame Catalapi, ative keye.
wo 3f Illusteations: of the exact compass of  seven e LT 3 comtinued.
different gualities of Voice, [uam, _ll"_“'l“'}"”"‘-'"" ehange.
: . . 45, Lriad,
n 40, Major and Minor Relatives, How to distinguish e ]!IITI. Oo improvement in Arliculation, Intopstios
the major from ihe miner moie. Expression, and Flexibility.
I The Hindoa Ssuras representing the major and s A On the mode of pronouncing Do, Re, Mi, Fa,
minor modes; by six Hapss and six Ragnis sol, Ta: Si,
41, The key distinguished in the miner mode by Inzpy Piano-forte, Pianissimo, Portizsime, Mezzo
the major ik, in the sasendiug scale, farte, aml Meame-plane explained.
SYBNEY :—Printéd by Statham & Forster, " dinrtralien Joerpal™ Offes, 575, Carrp-riren
%
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LECTURES

THEORY AND PRACTICE OF MUSIC.

LECTURE THE FILST,

Dielivered on Wednesdoy, the 1768 July, 1844, by Mr. Natfaw, at the Syelnesy ﬂ'r:ﬁpgg_

Five parallel lines, one above the other, thus = are termed a staft, on the lines and

spaees of which are placed our musical notes.  Thesenotes aro characters, which represent
the degrecs of gravity or acuteness to be given to each seund.® They are white or
black signatures thus , o; they have stems occasionally attached to them, which may

run upwards or downwards, as fancy or convenience directs, without affecting their
imnport,

I I
= e

thus =i i 1 ar thus
Ir L i .

Tn the Jesuits' Library, at Messing, Kircher affirms that lie found a Greek MS. of
Hymns above 700 years old, wherein some Hymns were written on' o staff of cight lines,
marked at the beginning with eight Greek letters ; notes were placed enly on the lines,
and not on the spaces between. This account of Kircher is confirmed by Vincenzio
Galileo,T

The virginal of Cueen Elizabeth, now in the Fitz-Willinm Musenn, at Cambridoe,
hnz a staff of six lines.

The stail of five lines which we now use, placing notes on both lines and spaces, is
snid to be the invention of Guido Aretino, a Monk of Arezzo, in Tuseany, who Hourizhed
about'the year 1022; but Vossius declares it was the practice of the Egyptinns lonz before
Guido's time, We have not, however, the slightest shadow of proof that the stail of five
lines was used either by Guido or by any of his predecessors, but we have sufficient
grounds for giving credit to Guido for the invention of the staff of four lines,

e have sceation to spesl of aemienas and gravity of somil, it By we presume, enderstond ihat 3 mele can nelther L
aClte nor geary, e=til it bo companed with fi W iF dwo or moro soandds vz - pileh aro hrasd gogedher, 1hat
15458 higher or shrillor spund will B ibe aowis nole; noed which ix tho Jowor or deeper sound will ba the armee mode:

t Diak Dells, Mos Ant. s Med 28,

= A8 wo sl
y

Mational Library stralia




Mational Libra

3
In the eleventh century, we find the stafl of four lines in general use. In 1550, John
Marbeek, Organist of Windsor, published on a staff of four lines, the whole of the
Cathedral Serviee, including prayers, responses, &c., with the following singular title page:
s @hr Hooke of common prater nofed™
1550,

¢ Tmprinted by Richard Grafton, printer to the Kiog's Majestie, cum privilegio ad

e mprimendum  solum. 1o this booke is conteyned 30 muche of the

4 apder of common praier os is to be sung in Churches, wherein are nsed only
14 these M0 sortes of notes:

N

L 1 e 1

From this and other proofs traced up to the Eighteenth Century, that the staff of four
lines was in general use, and alse from the positive fact that the whele of the ancient
chaunts of the Catholic Church have been carefully handed down to us on a staff of four
lines only, we may at ence come to the conclusion that the staff of five lines is of modern
invention. Itis generally believed that the fifth ling was added to the staff’ of four lines at
the end of 5t. Lewis's reign.

Time has so enveloped in obscurity the real origin of music and of musical improve-
ments, and every author, from his zeal in his arduous endeavour to trace the origin, is so
eager to give his own belief and opinion, on points beyond his search, that in his anxiety
to throw a light on the subject, he often makes darkness more visible : —we shall therefore
confine ourselves tu facts only that can be adduced from well authenticated grounds.

The ancient Greeks had no other characters for symbols of sound than the twenty-
four letters of their alphabet, and in order to multiply these characters to express the yvarious
sounds in musie, some were written in small letters, others in capital ; then they were
placed horizontally, inverted, doubled, lengthened, turned to the right or to the left—thus
the letter 1 pssumed, not five, as Dr. Burney has quoted, bat twelve different formsa.

Example:
= e L I T B TITE

and after mutilating and distorting their letters in every possible way, in order o augment
their muzieal import, they had recourse to nccents.® it has been correctly remarked that
the various modifications of letters and accents in the Greek notation, composed in all
120 different characters, which were still considerably multiplied in practice ; for each of
these charactera serving many purposcs in the voaeal 08 well as instrumental tablature or
seonut, and being changed and varied according to the different modes and genera, as the
Sames of our notes are changed by different keys and elefi—these 120 Greck charaeters
produeed 1,620 notes. From this prodizious combination of notation, it may be easily
imagined that the study of ancient music became very difficult; henee it was that Pliato
recommended the study of three years, merely to learn its rudiments, which may in thiz aze
of improvement be perfectly understood in three months,

M. Burettef who agrees with the calevlation made by Malcolm, Dr. Burney, and
others, that the ancient Grecks had no less than 1,620 characters for symbols of sound,
justly remarks, that it is astonishing that the ancient Greeks with all their genius, during
the many ages in which music was caltivated by them, never invented a shorter and more

e seven modes of Prolomy’s scabes |a ihesn Grook letless, Alypius gives s Lileen
seen in Metbosing's translation of the seven Greak authors.

: o Gireck Tslas, foc e purposo of aseertalning the stylo of music practised there, that b
e whethier any of thoe s iraculons powers sttributed o 6 by theic anoessora abill remained, pregused an exlract o B fract spea @
+eeomodars Gseskes, wriston by Lampadaties ; in which tract there wors mpwarids of fifty charasters, amongit hare ta b
{howa mibeal terms given by Du ge, from a M. treatlse on ike eevlosinstival muibe of tho Greeks, Glass, Med. et inf, Greclt

Fabebebns (BIbL KGrea., val. iy p. 05, 564, and 508), Kkewlse speaks of 2 M5 in tho Sclden Celleetion, at Oaford, and of another in the
Jeintis’ Librasy, at Loweain, in which thore are explasaiios of the medes msed by the modern Gireeis.

t Mem, do Litter, toim. v: pr 182, - Baretic,

rof Australia
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commodious way of expressing sounds in writing than by 1,620 characters,® and that they
never thonght of simplifying their tablature by making the same characters serve for both
the voiee and instrument. 1t must here be observed that the symbols of notes used for the
voice were different from those used for musical instruments.

In the first ages of Christianity, this obscure mode of ancient Greek notation by letters
was thrown nside, and John Damascenus invented new characters, which he accommodated
to the Greek ecclesinstical tones. These characters did not like ouwrs merely express
single sounds, but all the intervals used in melody, as semitones, mgjor and minor thirds, &e..§
of which we shall speak when we treat on infervals.

In the primitive state of the gmmnut of Guido, before he invented the staff of four lines,
he also represented musical sounds by letters of the alphabet only, hy I.mgilminf with
capitals for the first octave {eight notes), small letters for the second octave, and double
letters for the third octave, just as St. Gregory had done in naming the notes called the
i regorian.

Hence it appears that we are in reality indebted to St. Gregory for abolishing the
Greek complicated symbuls of sound, and substituting the Roman letters instead.
We are, however, still more indebted to modern contrivanee in removing all per-
plexities, by retaining only the first seven letters of the alphabet for naming the seven
notes we now use to express all we can possibly desive in melody and harmony—and it
has been aptly remarked that these seven notes represent all that charming variety of
harmony which the world admires—and though a man should compose an hundred
thousand gongs, tunes, or divisions, yet these seven notes still are the foundation on which
lie builds ; so that to every lesson, song, or divigion, they must be repeated.

Having thus far traced, as well ag historical facts will admit, the origin of the staff’ and
notes, we will now touch on the use of clefs and their origin.

Clef is a character placed on a line at the beginning of a staff, from wl:ichl]?usitiun all
i

e notes of that staff derive their names—some authors write ofiff; others cleff, ehave, cleave,
or clave—this is of no importance : the word is derived from the Latin {eclavis), o key, in
which sense we look upen a clef, as the key that opens tous the name and pitch (with
respect to acuteness or gravity) of every note in music.

There are three different clefs, the Treble or G clef, the Tenor or & clef, and the Bass
or I clef.

Clefs were originally nothing more than letters slaced opposite to notes of the same
name— when every line hiad o letter marked for a clef. The Treble or 7 clef for instance,
is a corruption of the compound letiers U and S, meaning G or Sow, sol
heing aterm equivalent to the letter G, and of which we shall have occasion hereafter
to speak.

~ The Tenor_or C clef now in use, has become disguised into its present shape or form
from the letter C, and the Base clef is merely a mutilation of the letter F, which originally
had a semi-cirele attached to it, to distinguish the line on which it was intended to be
placed.

These facts may be traced by referring to * A Book of Psalmody,” by the Rev.
John Chetham, [:u1}11511e:l in the wear 1745 also to Dr. Pepnsch's ‘Ureatise on

® Alptos, whe wroto a ireatlee 19 oxplabn these charseters, ke the romber 1,020
f Testit. Harns. 4tk patte, eap. vili—Zarline.
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Harmony, Rameaun's Treatise, Turner’s Essay, &c. Let us now examine these clels.

* Laok here, upon this pletars, asd on this;
Tho counterfelt predontment of two brothers,

This was the Treble or (3 clef, This now iz the Treble or G clef,
ozl or z : — or —
?ﬁ & s
This was the Tenor or C clef, This now is the Tenor or € clef.
= o
This was the Bass or F clef. This now is the the Bassor IF clef.

F

o F

The Treble or G ¢lef was sometimes placed on the first line of a staff and gometimes nn
the second line ; when situated on the first line it denoted the music of that staff to be for
the yoices of trebles or sopranos—and when situated on the second line of the staff, the
music was for some acute instrument, such as the violin, flute, or oboe: but on whatever
line that clef was placed, the note on that same lime became G, which was the fuide or
pitch for aeutencss or gravity for every other note of the staff, OF late years, however, in
England in particular, this Treble clef is always situated on the second line of the staft,
and eonsequently used both for vocal and instrumental music.

or E "

15
f

Now, this Treble or G clef being the fkey to every other note on the same stafll—the ¥
second line being G, it follows as » matter of course that the very next note below the
seeond line must be F, and the first note below F must he L. and so on—it also follows as :
a matter of course that the very next note above the G line must be A, the note above A =
must be B, and s0 on—the Tyro bearing in mind that as we only unse the first seven
letters of the alphabet, he must after G commence again from A to name the notes as
they ascend.

The stalf for example having five lines, there must necessarily be four spaces between
those five lines, which enables us to write nine notes: five on the lines and four on the

i .5!—|'—

spaces. The notes on the linez will he E, G, B, D, and F. @:E‘ﬁ:'—r——.—

The notes on the four spaces, I, A, C, E, ',F o — :—_&

When more notes than the staff contains are required, we gain fwo, by placing one note

b
albove the staff, which will be G é and one note below, which will be D é:
(9]

More notes may be gained, if required, by adding a small line either above or below

e s

* Deforo the Bass clof zummed [#s presoat o faramoe;, 3t toak thiz ~ nnd this: 5% form—ns may b ebsorved In 21l musical works
1 P : =

petlished about the year 1740—10 wit Tansurs Elaents on Musie, the Hev, John Chetham’s Baok on Paalmady, &ec.

nla. mus-:
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the staff, and placing notes wpon it and above it ; for example, a note placed upon the

-
small line above the staff will be A. E and a note placed above that small line

will he B

=
= and a note placed below that small Line will consequently be B, E By the same

- . - _. "
mode of adding extra lines above or below the staff, more notes may at will and pleasure be

mained. The name of every eighth sound (which is called an octave) must be a mere repe-
tition of the same letter. For example, G is on the second fine, A on the second space ; B on
the third line, C on the third space: [0 on the fiwrth e, B on the Jonrth spaca; F oon the
Sh Fine, G above the lines, which is the octave to G on the second line, By the same
rule, an octave to any sound can always be determined. There can be no difference as to
name, only in piteh in reference to acuteness and gravity. An gctave can ouly be eizht
notes higher in pitch or eight notes lower. There needs no Ghost therefore to tell us that

from A to A, from B to B, from C to C, from D to D, from E to E, from I to F, &e., are
all octayves . ®

Example of all the notes used in the Treble, showing how extra small lines may be
employed both above and below the staff to advantage.

-
» £ fo
= , - p 2 -I{ = e
= e e e e e
LG8 ——t—7 r e
LY i H
2 ) — o & i
- >
s A e N R s AT i
* L] £l - 3 3 L
Having thus far explained the use of the Treble clefi which in modern musie is

cmFluye:l for the highest or shrillest musical sounds, for the voices
girls, and for such instruments as the violin, flute, h

organ, piano-forte, &c., we will now examine the
lowest or deepest sounds, in opposition to the Treble.

of women, boys and
authoy, clarinet, the shrill kevs of the
Liass elef, which is employed for the

The Bass or F clef is, in modern music, always situated on the fourth line of the sto it the

note consequently on that line of the staff Lecomes T? E T whence all other notes
==

of that staff derive their names. The notes therefore onthe five lines of this staff will
be (counting from the hottom upwards as is usual) G, B, D, F, &, and on the four spaces

A, G E, G
& ! = lames, EXAMPLE, HirkoEs.
e S B '—:f—i”:
, —

G OB TOF A A S y

= oL repolilion of the smo bettor, which is abways tho cighth. aole above or below asy, given sound, is termod an eitares s alboush
Rk ootove ecatakng but sovien deorees, ¥eb thare aro elght torms oe sounds, from wheneo arbses (5o name ostgva,

The eizhik gound belng bot 2 Hkenps, or clobe resemblinee o b e, =
features of his e = o looking-glas,™ thoy are aften by eostsmen pars
nates of the same tsound, without any diference in plich wilh res

st ibe sxmo ad when o msn vioes (e moudd and all'th
siistaken for ono and the $ame noto as axgok maliind. Two or mon
et Ro ncubentes or gravily; aso bermed undsons,

# Thls F oo the Bass stad is jusk sae nobe below G, ot %o bsdbom of Troble statf. E

uil

nla.mus
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Notes may be gained on this staff as we gained them on the Treble staff, by adding a note

above the staff, which will be B E and by adding a note below the staff which

will be I7. :E— More notes may be gained, ifrequired, after the same fashion as they

were gained on the Treble staff, by adding short lines both above and below the staff. Let
-8

anote for instance be placed on a small line above the Boss staff and it will be C. E

Place the note aboye that small line and it will be D. E& If a note be placed on o

small ling below the staff it will be E, and if we place it below that small line it will

necessarily be D. _..E'_: — In the like manner by adding extra small lines, more notes
-

may be gained both above and below the staff.

Example of all the notes used in the Bass, shewing how extra small lines® moy be employed
to increase the number of notes.
> T £
F r 1
—

o
=== =

T I_'JI_.."_ =g { —

— g =

b—E— P A B DR LR G AR O D Ee Rt

Motes still higher or lower may be gained at will and pleasure by the introduction of
extra small lines (ledger lines) ; but very few composers write above A, if even so high in
]

as
1

the Bass clef, because that identical note — corresponding in pitch with the sound

= e". - -
of A on the second space of the Treble staif, it is usual to employ the Treble clef on such

: : ; : et} . gt
pecasions in the following manner = =y _,._i: toavoid confusion,

which too many ledger lines might otherwize create.

The Bass clef is cmployed, as already stated, for deep, low, and grave zounds, in
opposition to the Treble—for deep toned male voices, likewise for such instruments as the
hassoon, double-bass, violoncello, trombone, serpent, ophiocleide, the lower tones of the
piano-forte, of an organ, &c.

A good bass is the foundation of harmony, the firm basis of the whole superstructure
of composition, the very prop and nourishment of melody, like unto a root that sendeth
forth most agreeable and luxuriant foliage ; for the root or trunk, iz the fundamental bass,
the chords derived from it are the branches, and the variety of melody, which springs from
them, in number, resembles the leaves

1t may here be worthy of remark, that our national air, © God save the Queen,” owes
its beauty and popularity not to any claim to merit which the melody posseszes, but to the

® Thesn additional lines are techmically called dedér oF feger lines, 4 short ot Bkt lnes™

stralia
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majestic harmony produced by various rich and masterly Basses, added time after time by
scientific theerists. It is a stubborn fact, that the most beantiful melody ever composed
may be entirely destroyed by performing it with an unclassieal bass ; and it las also bean
proved beyond doubt, that a melody may be so disguised by a change of bass, and dress of
harmony, differing from what the car has been Tabituated to, that singers at the very
time of singing the music, will scarcely recognise the same melody, althourh they may
have been accustomed to hear it from their infancy. A striking instance of this fact
occurs in the Opera of * Merry Freaks in Troublous Times,” composed in this
colony (Sydney), in the plot of which King Charles 1., quits England for the Continent.

n his departure, “ God save the King” is performed, during the slow falling
of the curtain; but to express the lament of the Loyalists at losing their beloved
I?'[ﬂlllll":il_. “I_E composer has given his own bass, which admits of harmony in the miner mode
from beginning to end, whilst at the same time the pure melody is performed as written in
the major mode. Now, strange as it may appear, every person who has licard this national
air in ils ]llrﬂz‘utnt state al my own private residence (pardon my speaking here in the first
person), has expressed his admiration of the melody, exclaiming, * How heautifully
Maintive! Tt is familiar to my ear—yet I cannot recollect where T heard it before.
*ray, Mr. Nathan, what is it 7" ¢ God save the Queen.”  “ Se itis.” And here it is for
the curipus :

From the Opsre of @ Werry Freaks in Trowlloms M

Arranged by I, Nitaiy,

- e r ' —————u =
B S amaee
——— a'j= .

aned

Plaintiee.

el

- ;
-p-he- o
- Sl : . 0 be- :
S e e

wﬁ;*-‘ | ‘...... .\i‘

- F-. T

== | |
o= "—i - =} == Wa shall now, to avoid the charge
f;:l ; = L = of egotism, drop that self same personal
i/ : g = pronoun T, and retorn to where we left

off,
- " .

'f_"]!:.'.,___;!:'_ﬂ g The Basselg in old compositions
— i =i i) E was also placed on the third five of the

staff, and distingnished by the appella-
. tion of Baryfore clef;® used for the voices
of men, whase compass did not extend =0 high in pitch a5 a Tenor, norse low as a
- Bass: but as this clef is now out of date and fashion, we need not perplex the Tyro by
further acquaintance with it, than the knowledge that such was formerly the case. ;

e

* Barilessy from Samy (penve) and Tesss (tono)
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The Tenor or € elef is employed for such sounds as lie between Zreble and Buss ¢ the
werd i3 from the latin {teneo) I fofd. In olden times, the Tenor, either in glees or
instrumental music, was congidered the prime part, and held, that is sustained, the subjeci
of the air ; and, notwithstanding the principal part is pow given to the Treble, the Tenar
still retains its original name, -

. Dr. Bushy is of opinion, and he is borne out by other authors, that the practice now of
giving the air to the Soprano or Treble, lind its rise in the theatre, and followed the
witroduction of evirati into musicql performances ; since which, it has been universally
adopted,*

The Tenor elef is, in all modern music, situated on the third or on the fourth line of o
stafl, all notes of the siaif according to the situation of the Tenor clef, deriving their names
a5 in former instanees, Ii it should be on the fourth ling, the noteon that line will be

and if on ihe third line, the note on that third ling must also Le C (i

both  corresponding in pitch with the sound of C below the stafl of the Treble

: S :
— orwith C above the stafi of the Bass ——— When the Tenor clef iz stationed
-t [R—
on the fourth line, it denotes the staff to be mtended for o male voice, higher as to pitch than
@ Buss voice.  When this clef is situated on the third line of a staff, it is called the connler-
fenor clgf, and signifies the staff to_be for male voices, higher in pitch than a tenor voice.
This clef is also cmployed for the Viela or Tenor Violin.

Example of all the notes on the Tenorztaff

]
e

3 T
| T 1 I
==

| T I =1
|l
A n [ I E E G

Example of all the notes o the Counter-tenor staff:

We must not perplex the Tyro with too much information on the subject of clefs, yet it
may be well for him to know what was the usage of former days : in case lie aliould ehanee
to bl upon music of ald writers,

Fome years agp the Tenoror Celel was freq uently placed on the first line of o staff, and
ollen on the second line—the notes i both instances deriving their names aceordingly, C
heing always the name of the nate of that Fine whereon the clef was placed.

When this C elef was stationed an the first line of a staff, it was called the Soprane

* Evireti is an epitbes spplled (o thosw seale slprisa’ ampee tho Iealisos whay ' froms the pesullas scwlfeness of cheic voless, iru
capalle of singing Soprano pans,
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or caiio clef, and unsed for the voices of boys, and for female voices, In Italy and in
Germany, this clef was, until very lately, in general use for the voice and piono-forte—the
- Treble clef beijlg reserved forthe violing flute, e,

i When this € clef was situated on the second line of a staff, it was ealled the nezza
soprane cfef, and employed for the voices of females and boys of lower compass in respect
{ o pitch than the soprane or canto cfgf, both of which are now obsolete.  The mezzo sopraxn
i efef was used in Purcell's time for the viola or instramental tenor. It was alzo in general
| usein France until the middle of the Iast century.

3 In 1672, Thomas Salmon, A. M., of Trinity College, Oxford, republished a work pro-
posing to do away with the perplexity of different clefs, by expressing all sortz of music

z for the voice, vielin, flute, organ, &e., by one universal character—but musicians set their
laces against it,

i Of late years, however, it has been an object with singers to attain by practice so
many notes both above and below their natural eompass of voice, that many of the clefs
formerly in use have (in England in partienlar) now become quite obselete. The good
and evil arising from it are obvious ; the tyro finds immediate intricacies removed, by not
having a0 many clefs to attend to, but the singer pﬂssessing n g-:mn:l voice, and ambitions of
altaining notes boyond his reach, like the fable of the Frog and the Ox, injures what he
posscesed by emulating what he can never attain.

} It were devoutly to be wished, for the benefit of the ncoustic as well as the optical
facultics of the community at large, that singers, who are desirous of extending their
; compazs of voice beyond its limits, (by twisting theirmouths, where nature never intended
| they should ramble, in search of notes even more difficult to attain than those of the Bank
of England) could view themselves or east a glance towards their anditors at the moment
of their exertions; they would then be spared the pain “ of seeing pleasure through
( anather man's eyes.”

Composers of the present day, to obviate this mischief, and prevent terture amd down-
right murder, generally adapt their vocal music to the accommodation of all singers, by
placing additional notes aboye such passages as require an extensive compass of voice
to execute them.

i

It may now be grateful to the tyro to learn that out of eishe elefs used in former
days, we have but fewr for modern use, namely :

TREELE, TENOR, COUNTER-TENOR, AND RASS.

Having for the present said our say relative to the use of elefs, let us by way of clearly
nnierstanding each other, take a short view of the past,

Five parallel lines drawn over each other, form what is called a staff or stawe, which
has nine degrecs, rumncl_r. five lines and four SPRCes, counting from the bottom 1|]m'ur{|5.
I i—i2— O these lines and spaces of the staff ave placed the notes of music

' S (round white or black charncters, symbols of sound) which are only

seven in asumber, and named (aceording to their position on the stafl? after the first seven
letters of our alphabet. Should a melody or tune exceed these seven, the some series of
letters is repeated.  The different degrees of these notes as régards acuteness or gravity of
sound, that is high or low, deep or shrill in pitch, depend on certain marks representing
certain letters called elefs, which are placed at the beginning of the staffas alrendy
explained.

Before we proceed any farther, it may be advisnble to make ourselves acquainted
with the meaning of a few technical terms, which we cannot refrain from uzing occasionally,
‘auch as a’fu’.‘.'?"l"q_'ﬁ.i‘.. intevicals, ﬁ'.r_:t,l nole, .

EERTE L ———

el
\
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‘The term degree in reference to the nine degrees applied fo the five lines and four
spaces of the stafl, has been sufficiently explained ; we will not therefore question the
tyro’s capacity to understand that o melody is said to move by regular dorrees when the
notes rise or fall from a line to the space next toit, or viee versa from & space to the f
line next to it.

- ady. :
| NT REAULLE SEUREES, |

nt u.':n.. |
== = I I CT ) [ o i R =
e mee R e e e

=EERE - [ S B

i
-
Thia lit-tle song moves by re-gu-lar de-grees on the slafl thos far; but now it moves by skips by skips

Nor can we doubt his ability to comprehend that two or more notes situated on ane
particular line or space of the staff are said to be of the same degree.

-

] ALL OF TIE SLME u;; REE, | BT | HM1TP0, | DIET: |
at(*}z]:ﬂ‘—d*. A A ——iy -
1 ] H 1 5 ! ¥
T e e e e o T o |
byn =009 ¥ L Y S 1 et o

My fu<ther and mother bath walk™d by de--grees, Gl they walk’d in their gar-ten o gather green peas.

Now comes a nice distinction—where it is rendered necessary to extend the significa-
tion of the term degree by comprehending with it the term interval, which eannot be
avoided in the following instance—we have for example clearly shewn that two or more
notes stationed on one particular line or space of a staff. are all of one and the same derrec ;
yet two notes of the same degree may produce two different sounds as to pitch, in reference
to aculencss or gravity, thereby forming o distance or inlerval. Lot us by way of

illostration take A and A sharp* — They are both of one and the same degree
4 ¥ I

on the staff, but they produce two different sounds, ¥arying in piteli ; in the like moanmer a
difference of pitch exists between A and A flat4 although they also are both of one and

HE_|_
the same degree on the staif be— Now, it is this difference of two sounds in

L L
respect to acute and grave, which constitutes an interval.

Interval—the distance or space between two extremes, either in time or ploce. The
term is derived from the Latin infervalfum, which, as Isidore has it, signifies the space
“inter fossam per murum,” between the diteh and the wall; others maintain, that the stakes
or piles, driven inte the ground in the ancient Romaon bulwarks, were called vafle, and the
interstices or vacancy between them infervalla : but in the present extended applieation of
the word it signifies any space ; thus in music by the term interval is understond the dis- =
tance between different notes or degrees of sound—that is the distance between two sounds
differing in pitch, in relation to their proportions as te acuteness and gravity of sound.
For instance, every sound having its own absolute tune, by comparing two or more
sounds we shall find them either equal or unequal in the degree of tune; those of the
same pitch, that is, equal in the degree of tune, are termed unisons.

* A sharp ralics tho noto |2 precedes half & Lese—the oharscior §s wesiten thes #

T A fat lowers e note it precodes halfa tone—the character s wesiten thua . The Efich of any note sy thus be clevated or
depressed, by placiag before it one of Lhen tharpn oe faly,

! la. mus-:
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| v, | " gaesoas, | exmexs, | uxisows

i
Example. h — =
e o= Ee- e

v ——— :

But in those that are unequal in pitch, the distanee of tune between two sounds constitutes

what we call an interval in music. From © to I} is an interval @ but from
==

LU

C o I is o greater interval @:_.__ from © to IF is a still greater interval
[T =t -

We have thus smaller or greater intervals, as two notes or degroes of sound may be

situated in regard to distance nearer or further from each oither. There is what may be

termed a peculiarity in our mode of counting intervals, which remains to be explained.

According to all mathematical rules of calculation, the place we start from g@oes for
nothing. A petson having walked a mile, fairly measured, from one mile stone to the
next, cannot be aceused of having walked two miles, because he started from the first
mile stone to arrive at the second It iz, however, the ensgtom in all muzgieal caleulations
to name the iuferval between any two degrees of seund, after the number of the degrees
which comprise that frferval; for example, there'is but one step or distanee from C to 1D,
yet I iz said 1o be aninterval of a second, becawse Idis the second desree in the scale,

Ist. S,

From I} to E is an interval of o second, because E

Ior, 2up,

bat although

fronn C to I and from ID to E are each an interval of a second =-from C to E i3 an interval
nat of a_foerth, but of a third, becanse E is the third degrec in the scale counting C the first
y Trr. 2R ERD.
¥
{‘;E__.,__;_.__i_ In the like manner from C to F is an interval of 2 fourth 3 from C to
—_—— g

o -
G o fifth; from © to A a sixth: from C o B a seventh :

and from C to C an eighth

ar octave. £
Example of all the Diatonie Inteevals ;
S, Zxn, ATl Sl GFrm. TTil Hesi,
fr— T ! ) - = - - - 1 z PH
L\ ) 1 T ' # T i = | T L ! == | ! T -
L= LA = 8- & g g T

T Kev Nove (called by the Haliang Pandc) s an epithet applied to the first note
from whenee o Diatonic scale is formed ; the key note may be considered as the foundation
stene to o building ; it is the foundation or fandamental note to which every musical com-
|;|n._-ai1,i|:m lvas o ceriain relation or bearing, and to which all its modulations are referred and

rp being placed before Cin (85 Bas, the fallawing £
b 12 be gbserved with fats. See the unisans I

5 Al 5 bar b allteled by ik, 1he Boarp Alkrd faFeEe 2ol ba Fépe:
the Peerih bar of ithe above Examsple.

!d-:-ﬂ Nole, page &
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accommodated : a melody or song, for instance, may begin in one key and be led out of
that key into another; but a regular pisce of music must not only return to the first key
from which it had wandered, but those other keys too must have'a particular connection
with the first; in fact, the key note (the master key) of every composition must always be
kept in view. Hoyle, page 72, in his endeavour to impress upon the mind of his reader
the great importance of the key note, obscrves that, asin an oration there is a subject,
that is, some principal person or thing to which the discourse is referred, and swhich iz
always kept in view, that nothing unnatural or foreign to the subject may be brought in ;
so in every regular piece of music, there is one sound, that is the key note, which regi-
lates all the rest; l:?:t!ru may be various keys to which the different parts of the piece
belong, but then they must all be under the influgnce of the first and principal key, and

have a sensible connection with it, and that principal key is what we call the key note
ar Tonic.

It has been said by able writers (no doubt hastily) that every well arranged or regular
musical picee will not only commence with the key note but also conelude with it—and
that the lust chord or the last bass note of a composition will always determine the key ;
this must not be taken as a general rule, becawse ngong may commence in a major key
and finish in its relative minor, and vice versa, as the two following examples will verify,

First commencing in the key of D and eoncluding in the minor relative B :

] J‘fﬁ: ) o I B # s e
MODERATO. o e e e e e o h&:ﬁ;'j-—r—ﬂ'—F-—:‘: g'—!’—l;——
Miss Dick-ens  and I A du-et did try, In the ma--jor key of D 1t
., ey =
C.ImL ) i . i i R ol
&7 ( 1! ol .| Es i .} | = E
= V= i—.—._-.-. — i = .—E ]
E !;J [ | = = Pq_ = - = i o : _d' :d.._r
E 22 -a- J I-t & -
2 o = == -
= [ L. I = J_J =. =; j | | "
e'-"ﬁ_l_—" = 2 i e | B = 5:_ .—i—_-'—-|—~—| =]
L 8 8 s [ ) = .0
eemiteee e
It B I B ~|- [ [T e —
_‘-‘_'tj: == _L-_i_d__ £ |74 IE ;:'!:#. !.r IJFI C E_ r|:

mo==dia=la-ted a-bove as sla-ted nnd eloged’ in the mi-nor of B,

FE———Frs
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Second commencing in A minor, and concluding in the relative major C.

A - HH%:P: T = tF;.f
o i 7l LA ; ' o e J
Tliees. was o lit-+le mon, de—ny It i yoo can, Al-wayssang inthe keyof A ‘mi-=nor, Bul his
.r‘.l-;; = _H: i ,-J! .’ Jr_i- : ; 1 . fli 1
Remmre=cs e e e =
$ E | - & = S A
e
- r o = o .I $ =
iE_—_;.._:' -; B ] £ i = 1 'g = I 1 jll r}_ T
-8 --‘i_;t |- =
e e i e 1|
%ggjtrj—j—Jﬂr41—f—4L4—eryyi —= f

pret-ty Tit=tle wife, Sweet part-ner of his Yife, Thaught the ma-jor key of C much fi-per.

i

=
L ol
L

SO 8= = =t S Eek Er@:””
e i
1 o r e . &

Abounding s our English language does (to the great annoyance of foreigners) in
words of one and the same gound, both written and spelt alike, yet bearing different signi-
fications, such asa key for lading and unlading ships—a key for a lock—a key for the
classical pronunciation of names—a key that opens to us the door of science, &c., the tyro
will not be surprised to hear that those small pieces of ivory, ebony, or box, which are
pressed down by the performer’s fingers to produce sound from a hur y-gurdy, piano-forte,
or organ, are also called keys; we shall therefore, when we speak of the key note in future
throughont these lectures call it the T'onie, to distinguish it from the keys of the pianc-forte ;
and whilst we are now on the subject of instrumental keys, it may be as well that we make
ourselves acquainted with their names and situations on the organ and piano-forte,

The short blacks which are placed in sections of twos and threes, are for sharps and flats;
in extreme cases, hereafter to be noticed, some of the white keys are likewize cml:lln}'ef[
far the same purpege; but we will confine ourselves to the names of the different keys.

The first white key on the left of every section of the two black keys is C; every
white key between these two black keys is D the firast white key on the right of these
two black kevs is E.  The first white key on the left of every section of the three black
keys is I ; the very next white key ahove Fis G ; the very next white key ahove G is A,
and the next white key above A, which must be on the right of every section of the three
black keys is B. We have now the names of all the white keys :

A 'I'.li'li.llﬂ E|E T[A lilL?lD ELB A [ Eﬂ J‘['ﬂ

Let us now make ourselves acquainted with the names of the black keys.
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The black keys take their names from the white keys immediately preceding them ;
for instance, the first black key above € is © sharps the first black key above D is D
sharp ; the first black key above F is F sharp ; the first black key above G is G sharp;
and the first black key above A is A sharp.

Now, all these identical black keys, thus called sharps in the ascending scale, are
called flats in the descending scale, and take their names accordingly from the white
keys; for instance, the first black key fefow B iz B flat: the first black Ee_v below A is A
flat ; the first black key below G is G flat ; the first black key below E is I flat : and the
first black key below D is D flat,

It is thus clear that the same identical black key which is C sharp in the ascending
scale, becomes D flat in the descending scale ; by the same rule D sharp is made E flat ;
F sharp G flat ; G sharp A flat ; and A sharp is made B flat.

This mode of making the same black key answer for both sharp and flat, is a2 mere
matter of convenience, for in reality a sharp is not flat, nor is a flat sharp, any more than
sweet 18 sour or than sour is sweet,

In former days the black keys now used for both sharps and flats were slit in two,
one half was for the sharp and the other half to express the flat; by this means the true
intonation to D sharp and E flat was separately and distinetly produced ; but the diffi-
culty of a plump fat finger touching with aceuracy that half ug the black key which was
intended to be touched, became so very perplexing, that to prevent the discordant sound
causell by an occasional accident of both the sharp and flat being presscd down at one
and the same time together—it was thought advisable to unite the two sounds by
sharpening the one and flatening the other by equal proportions, so that by the very nice
and delicately fair division of the sharp and flat, those once two separate sounds become
one, and are consequently now made either sharp or flat as musical spelling may require.
It is this and other trifling accommodations or adjustments in departing from true intona-
tion for convenience, which renders the tuning of o piano-forte obseure and difficult.

Lven at this period may be seen in London the Temple organ, which has the black
keys between G and A and between D and E slitin two, to give the true intonation to
Gand Ap D g and Ep.

As the introduction into these lectures, of musical technicalities cannot he avoided,
it becomes an object to give definilions of their import; we will therefore sy a few
words on fone, before we elose this, our first Lecture,

Toxe, in Latin Ponws, and Souxn, in Latin Sz, arc Lol derived from the Grock
te=: and are terms indiscriminately spoken of in music as of one and the same siznifi-
cation, when they actually bear two distinet meanings. According to the learned author
of the nniversal technological dictionary, Tone iz o species of sound which iz produced
from certain bodies © o sonnd may be aceidental ; we may hear the seunds of waters or
leaves, of animals or men : fones are those peculiar sounds which are made cither to
express a particular feeling, or to produce harmony ; *“n sheep,” says Crabb, © will ery
for its lost young in a tone of distress: an organ is so formed as to send forth the most
solemn fomes.”

Tone is a term applied both to property and quality of sownd ; to property, whereby it
comes under the relation of grave and acute, that is, the depression or elevation of the
voice or any musical instrument. Thus when the voice ascends from A to B it is said to
vise & done, and vice versd, when the voice descends from B (o A, it is said to fall a fone;
but, when the voice ascends from A to A sharp, it is sharpened or elevated only falf « fone ;
and, when the voice descends from A to A flat, it iz fiattened or depressed only
Sl w0 fone,
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Tong, when applied to quality of sound, may be taken in the following sense. In
speaking of o muosical instrument, we say it has a fine quality of fone. We speak of a
sweet foned violin, a brilliant toned pinno-forte, a clear mellow toned flute, or a vich full foned
bugle. Singers possess various doned voices, such as a round fone, a_full tone, o clear (one, o
rich fone, & mellowe tone, a lguid tone, o soft tore, & melodions tone, o melling fons, an enchanting
donee, a thrilling towe, a mellifwous fone, a thin tone, @ farsh tone, &c.  Different persons have
their peculiar qualities of foue also in conversation—there is a squeaking tone, a whining
fanee, o plaintive foue, 2 wmournful tone, o swelancholy tone, a patheitc fone, n pensive fone, a
dender fone, a pleasing {one, n dizazreeable tone, a hollow tone, and an expressive fone,

: Tone is also o term used to signify a certain degree of distance from one zound to
another, as regards the interval of a major fone or a minor towe, of which we shall speak
more fully when we treat on harmony. :

Tovse being also derived, like Tone, from the Greek Tae: has, as in the foregoing
ingtance, been often misapplied in place of fone, and wvice versd, foxein place of fume; but
they are in reality words of separate and distinctly different meaning. A piano-forte or any
other musgical instrument may produece delfciows tones, but those fenes may be quite out of
inne, for no musical instroment ean be in fere until the strings or wires are slackened or
drawn up toa certain tension, aceording to the established rule for tuning, and put into such
a state as that the proper sounds may be produced; thus an instroment possessing rich
dores, when in good fuse, i3 said to produce karmonious music,

Theie iz likewise an epithet applicd to a diversity of measured notes, a succession of
sounds put together in a manner agrecable fo the ear, and conformable to the laws of
musical rhythm, such as * Oh, the roast beef of old England,” ‘¢ Britons strike home,”
" Rule Britannia,” * God save the Queen,” and a few thousand other popular airs and
songs. Henece the exclamation, * that’s a glorious tune,” a * splendid tune,” a * pretty
tung,” a ** lively tune,” an “original tune,” or a * commeon place tune.”

[Here endeth our first Lecture. ]
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LECTURE THE SECOND.
DELIVERED AT THE SYDNEY COLLEGE, ON YWEDNESDAY, 24t JULY, 1844,

BY T NATHAN.

Gamut or senle, the first devived from the Greek (fapes), the second from the Latin
(sealal, is o series of musical sounds, rising or falling, from any given soumd towards
acuteness or gravity, in a manner agreeable to the enr and conformable to rule,

There are three different seales, namely, Diatonic, Chromatic, and Fwkormonic.

The Diatenic scale proceeds by infervals of tones and half tones. |

The Clromatic scaly proceeds by infervals of falf lones only.

The Enharmoenic scale proceeds by infervals called quarter woles.

We will now commenece with the Diatonic seals, which iz the mest simple, the most
natural, and the most useful of the three. The word Diatonce i3 derived from the Greek
aix (through), and tee (a tone); in this sense the Diafonie senle is 2o called, because the
greater number of frfervels in that seale are tones.®

The Diatonic scale iz formed by placing one half tone between every three whale
tones, making five tones and two half tones in a scale from any given sound to its octave.
Let us for example take C for the key note, the half tones will then naturally be met with 4
{by referring to the white keys of the piano-forte) between the Srd and dth from C, which
will be E and F; and between the 7th and &th from C, which will be B and C ; withant
the mecessity of applying either sharps or flata ; from C to D for instance, is an
inferval of a tome; from 1D to E is another tone: bot from I to F iz bot half o tone
I'rom I' to G is a tone, from & to.A is o tone, from

E:camplﬂ £ . = i ; A to B is another tome, but from Bto O is only
*JE.&.- = l"_""‘_": half a tone.

TONL, TONE.  NLALF,

* It bears the nams of erale, breauso it reprezents a kl:.i of ladder, by meass whiseel ihe volee rists 1o acule or dricesds fo grare; tack
of (5o ayliakics being asit were, e #ap of the ladler.  (Soe Hogple )
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Example of the Diatonic Scale.

1 = 3 ] il ik (J a8
& 3 2 1 . L} L] - .:
-CEI—. /|  Em—— & & = !
k. ) — £ ] = ! 1
[
TOXE. TOHE. 1AL, TOAT. TOXE: TONIL HLLT,

Now, suppose we take G for the key note, in that casce il we did not by a sharp roise
F in pitch halt a tone, the seale wonld be imperfect, because although the st half tone
will take place from the Srd to the dth, aceording to law, this will hot be the ease with
the 2od half tore, Trom the 7th to the Sth of the seale.

= EXAMPLI.
| -] 3 4 5 a T 5
ST ¥ - - e _._F_
5 = e L—— ——_.—--r—F—.. S —— g
Imperfect. 1 B | ﬁ:._. ¥ F T ———
h‘i = + - —
TN, TONE, IEALT: TONE. EONE, FARF. TOER.
1 * 3 4 a (1] T =2
=
Perfet. (h=e ] l"" 3 | f ]
¢ [ | T T T
e
TS TN ALY, TONE. TN, TOXT. TLLY.

But ift we take I? for the key note, we must {to make the fivst half tone fall accordine
to B Between the Sed and dth of the seale) flatien 1.

1 2 3 1 5 ik T 5
= = s : f— - &
s v f— ! —ha [ i
Examplo. ) = [ ) ——} ! ! -
L
TONIL TONT, 1Ly, TONME, ToNE, TONE, ALT.

Thios by the fixed situations of the tonez: and balf tones in the Diatonic seule, we are
enabled to prove why there are neither sharps nor Qats in the key of C; why there must
be one sharp in the key of G why we must have two sharps in the key of D ; three shorps
in the key of A ; four sharps in the key of K five in the key of B, &c., &c. Why we
must have two Hats in the key of I3 flat 3 three Oats in the kev of 1 flat ; four flats in the
key of A flat; five flatz in the key of 13 fat, and g0 on—and from which prineiple we are
enabled to determing and to form a Diatonie acale lo any key note we mizy fix L.

We shall now give, by way of illustration, the Diatonic seale in o few different keys,
and in the four clefs in use at the present time,

= To the notes: on all these four clefs we have applied the seven syllables now nzed in
Italy. in Franee, and in Germany, instead of the seven letters of our alphabet. An
hiztorieal aceownt of their origin, &c., will he given in the course of these Lectures ;s for
the present it may be sufficient to recommend exercizsing the veice to theze svilables in
wreference to the letters of the alphabet.  The singer will by so daing, L5|-u;|[|'_}- improve
15 eeficefefion at the very time he must be ill'i'[l]'l:r'l.'illg fuis dulomation, 2

s key mobe | thus wo say this seale & e tho ker of

C beimg the pE
alever nobe wo lake to bulld or iy

a. Sintewic scale fecea, Lhel neso
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The Key of C or Dn. |

Tredie
o __'I_‘P_jii 5 —i- ==
___ 1'.4._

Soprauo, L
s He Mi Fa La 85t Ik De Bl la Sel ¥ Ml Ke Le F
Aite —= =1 — 1
or ST et
{ [} —e—y 1=
Connter-tenor. ..i._l bt = o

ki He Al Fa 5o Ta 5| Do - D Ei Is Bl Fal NI Ha DBa

H— —M

Tenor. | = szlcm_'_'i i

== ; —'—iﬁﬂ
Do He Mi Fa S Lo B Bo Ba 81 Lla Ssd ¥ Ml Ko De

Hnsm. i I_']:'__—'_ 1 L T __"_F_'- —g i

f i
Do Me A Fa Hd Ea 51 Mk G 5L ka Bsk P ME  Be D

= ) = :

"—l'::.'j.l Tg—e

-!i- :l" .—r—lf'i'f —.-:c_—t—é_.-i!. =

FIANLFORTE,

u -+
=t ! i
The KE}’ of G or Sou.
Treblet | =
o ] " S e ) s e —
.h'qi;i-i-'um—. | T T

Hed L Sl Mo EBe Mi Fa 5ol gl Pu M, Re I 51 La Sl

Alto -

or Fj_-_r ._._._._.:l-_.__'_ —a—|

Coeeder-Lenor.
S La 5l Do Mle Mi Fa Sa Bl Fa Ds La Eal

&
Lewur v :a: . 4 '- ]_ﬂ-—"—-
z | [ 1 o[
S8 La Bl Do Re Ml Ta 5¢l 5 Fao MI He e £l La Sad .
T s .
T LT - F_--l.-n.‘T_n.t-._'- ! ; -
Lasso. S =
| | 1 e g— Ll
Bd La ‘Bi I He Mi Fa Zd Sl Fa A Jla Be % La 5
=

j}_iz}__;_—.j;—-:- l"n--]l-_“" -"r,,;u— ;_i—::-t-'-'l;;r

e

PFEANOLFORTE,

= Tho -:'f"“-' Tener, and Ul'lll'-sl‘-ﬂ'"l:lr all h-r-"'ln allo o oo and 1ke mme soand s b0 plich, The © ol
g L2 of tho Commter-tenor cor Al
In pibeh wiil the £ i= \bo Traor, and the G in tho fasr is also e same Identical pr— L...“:,E. Trelda &8 to pltch L v :_,_,:,h. BI:. e-ch-r-;lﬁilr';uh::r.
1 Fhirrps or dos situaied oa the lines o spaees of & staff, immediately after the elef, afeet greey nots of tho same’ eams throughiut o
I‘-_-f'-ilrl'l:“f leri contradicted by natureli; thes the kerof G having osy skarp, dbat ooo sharp 3 weltten a1 the commencement, to
b

Wi infomation of the Tass, |t will be cbserved i3 bese L one ook = and [ teL L T -
:--'.:wr Sare By Teeatt 1 ere just onp ectave below the Tents and Counlerslenarn, and tha Tr\cl.lu?Jl.!..‘ ang

PPl L =i

. —
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l The Key of I or Re.

Treble ;:r-i =
ar == .J—' -l—l'-'—l'—{'—.-.._d—l-__ =———
Sopranoe. %i y—- = i I

He Mi Va S Pa Bl Ta To Re I 3 Ta Bl Fa

Alto == e == ]

or = h.__‘ﬁ ":n‘“‘f—il:": —_

Cannler-lenor. - Rl — =:

Jlu Mi Fa Rel La 51 Ds Bo Me D 5| E& Bed Fa NI Fo

- e = = :
Fenor. i P j__ﬂ_...__u_. o i'_..ﬁ._.ﬁ._i_n__g_-
_-.—d—i_h. — i —
Es Mi  Fa fBa1 La Ei 2 Ho Te De 5 Ta % Fa NI B
' _!" 'L 'E. ""

| LT T ' il _I X 1 1 1 T "." i,
Lirss. az.i;__. . .’ | o P = i e—

e ~Mi  Fo Boil La 5§ BPe Te Ha D& Bi k4 sl Fa Mi s

ESE==- WF!:%*

PIANO.FORTE

- The Key of A or La.

reble

(E] e
4 = -':t:‘"' "I' 'F""' '-r:l."::‘:'—'ﬂ
Soprans . .__5_' ot T

La Bl Do Ma Ml Fa 2t La Lx Esl Fa Mi Tte D 5 [a

Alto o : E._.P p_._'_

_ﬂ;_
or e e ——— H
Counler-lenor, e = ==

ja Hi De Mg NI Pi el La Ta Kl Fu Ml Ro lW o EE

_‘lj"—l""" '!_r;_.‘ — e ]

I . s lar
Tenor. = p_f

la %I Ia Re MI Fuo 5o La Ia 301 Fa Ml Ta s EBl La

=== =un

i
r J — .—--"
i —

Hasso.

ja “Hi  Da Re MI“ P %1 La Ly Be Fa Ni He o £l I
I

- .
PIANO-FORTE, : W g H‘J_ R

RE— e il—D—F:‘E:F‘_';i_r“l_.. =)

e
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The Key of E or M.

T = [
e - =g _ﬂ_—.-.._l_ ._'_tf-:'i‘_ e T e
Soprano. &= - = = o —
S D¢ He ME Mi Ho dw o 8 La, Set . Ta M
Alto ﬁ:ﬁ_- = == —
" ]
ar e _ﬂ—"‘_F—'_.:m“H S
Cloentfer-Lenor., — e 2 — — O :
M Pa Bd la Bl In He MLl Re DBa 81 La %ol P2 3
y i .
T ; L= e =
cnor. '_'3—-1 P ——
J—— : fu— I - o
= ke = p—
Mi Fa  Fol. Ea B Do He Mi ML Me I 51 La Bl Fs M
e n—ﬂ—- _'_ﬂ_ ';-ﬁun-. + ..__,P--n
fiirss, ¥ o -_Fj_'_..E:E"‘ I‘—i | : s = —
ki ) 1 } |
Mi Fa Sl Cla @ Do fe M M1 Kg Bo bl La Fal Fa M
g I'I—:— = :5"'3: = o
= — W g — g —— %8 a8
e _L?-“r___E = -——rf L,
PIANULFORTE. b
—g- -
e afl e
e e e e —
s e e e e ey =
o e — 1 =
" - 1 -’-
I'he Key of B or Si.
Tredle = E_" o
o — — i
_ T T _;_ p—8 T B - T —
CrF .?_ S r—. ) ﬂ = =] o ——
Sepran. L'--b]—.'z—'l-‘— : . S
Al
£

Clonrpeter-femor:

Tewor,

Bassa,

PLANO-FORTE,
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The Key of P or Fag.

T'rebie [ R ==y
/ d*-"_ === -ﬁ e
or _.:'_;:$ i == i ! ==
-ﬁ'npr':rrm. ——-¥. 7 =
La "S- Ds 1ta My Fa Fa Ml Re D& 3 La Sl Ma
Alla e
T & i i, = =
gh = ——
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-
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The Key of I or Fa.
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: ¥, = — = _'_I_ T O ,._.._a_ 1| ]
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-
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Alto
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Clonnfer-tenor.

Tenor.
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PIANCG.FORTE,
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e
Soprae,
Ao

ar
Counter-fenor.

Tener.

Basso.

PLAN O-FORTE.
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The Key of Bp or S1p.
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The Key of Ep or Mip.
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The Key of Ap or Lak.
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Tihe Key of Dp or Rep.

2 ) et :ﬂ:._'.‘_'e_i‘? i‘. ] : o
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-

4 Weo take i for granted that the Tyro will find ro difficelty in fillisg sp this Bass stafl with tho eobes whish have bien conilfed
iy =3, mmore pspecially a1 Be hus fhe voles part for bis pulde,
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The Key of Gp or SoLh.

1 reble i e e e e
Cor e e
.ar.lf.u'u.'n.l. o) T =
Bod Ma Hi Me Mo MEC Pa Sal S Fa ML Je Do B La Bl
Ao i —r

Connler-lenor, |

L
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{5 o = =

L L —

’.‘I 'n:'mrr'.

Lierssn.

FLANOFOWTE,

g,
1
o -
|

Apprehensive af the mischief so frequently arising from the endeavour o impart
too much knowledge at one time, we have been prevented hitherto from stating that the
Diatonic senle may be written in two modes,t namely, mapor and minor.  In the major

maode, a2 already i‘.‘"-!:llu':mrLl, the half-tones are from the Srd to the dth, and from the Tilh
1o the fth, but in the minoe mode the lialf-iones must be situnted between the 2nd and

drd, and between the sth and Gth of the scale,

Let us for example take the minor seale of A, by comparing which with the white
kevs of the pianc-forie, it will be aseertained that the half-tones take place natwrally
without the assistance of sharps or flatz from B to C {the 20d and Hrird from A), amil from
I3 to I (the Sth and Gih from A}, according Lo rule.

Example.

TONE Bkl TOSE TR E LETY TONE — TONE

- ——

endeavour ln the course of Uiese leebuares 1o gealify (e pmdenl student to give & basa La wny melody, ta Al up
nalien af soundi, ird 15 sorreet aay fabie progremions of otlier ereges which will' secasionally eretp ints
- < ts : 5
y Lrliting ammement to Gl wp the seabe of e 1w Teoors asd the Base,

® s Bowill b ow
ihe bar
wapks of ti
t hlede, o

f dividing the 1

er i thus wo gay In two difeent sedss, measing two diferent ways, wilh respock ie 1B+ constitsiben aF manner

asblo diferemen mmong amcient weiters bn their deésilises, sl oms,
i wl that anectave, whihiall R inless
or oeder of thelr concinnoos paris; and oikors

v hadl Bkomise el ]
r. expresilng tho severa
frema the soveral (Gre iees where they aro w
nied by Thamyras of Thrace. The P&

ts, (e funeral sasis, was invented (Ir
oy Foaicy winl Mepp-Dorie, by Philoaenus
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Now, if G be taken for the key note, we must by a flat lower B half a tone ; likewise
E, to make the tones and half tones take place in their proper situations.

HXAMPLE:
T — j i ' :
o
Toaw, SEALF, TONN. TORE. BLLT. TOAE. TONE,

And if Cbe taken for the key note, B, E, and A, must be made flat, or we should
: have the scale in the wafer mode instead of the maor,

- EXAMPLE:
e - ] } :
i | |
S — S : g ——tp =
b/ P T — 1 I
o » ;
TONE. JIAEF. TONE: TN E, IALF, TOHE: TONE-

It is a peneral custom, in the ascending minor scale, to substitute the majer sevenlh
for that of the pear, in consequence of its produecing a more ugrmmhie effect on the ear,
by its closing better on the Tonic,® but the minor sevenlfi resumes itz situation in the
descending geale.

EXAMPLE:
- P — — - e —
| ARCEXTING BOALE, I 2 BEAIEXDERD B0 LE, |
S e e e e
v —] = — B b —y—o— s =
. o —o- T : 1 G

By thus introdueing the major seventh inte the minor scale, the distance from the Gith
to the 7th (AP to k) beeomes a tone and o half, which iz contrary to the law already
laid down : namely, that the Diatonic scale shall proceed step by step by tones and half
tones only. Some composers, therefore, as a salve to their consciences for indulging their
enrs with this irresisiible major seventft, substitute also (but certainly not likewiser) the
major sizth for that of the minor, which prevents the forbidden distanee of more than a
tone from onc note to the other.

EXAMILE :

L = I 5 ; : =
e e e e B T e e e
e e

By this line—and rule—measurement and over nice adherence to the very letter of the
law in making the Diatonic scale move by fones and haff’ fones only—the beauty, simplicity,
and natural pathos of the minor scale is totally destroyed, for by this crude introduction of
the major sizth the ascending seale is one half in the minor, mode and the second half in
the major mode.  Tartini appears to linve been the first theorist who hal suflicient courage

reffect om the ear, seciang Lo lead as it wers the car to expect

* Tho major seventh is peosrally ealled the Pading rete, from ils pocalis R - ; ! -
¢ some technically call it tha sexalble nofe; er stimolaling note,

thie note that fullaws,  Theso aro varioms eplthets applicd g the smjor seventh
and oikera the pointor, feam s Seeming Ls AINOUNOE tha sete 1o fallaw,

f A natural grocelicg o nbe, restores that whish was shevated by & sbarg oo depressal by s fat, to It omiginal silaatisn—the charzeler

khus | .

1 A pleader annoyed and irvitated by the riihy and quaint raplies of :.||I_\,|!r..r_'_l_'|r‘l,"-: 1_r_i|n;u.;_, wha imihe eoorio of |:h_cmu.-¢u|ui|u:|.|.—n.'\.
bad frequently made use of the tersm alss and Uikeneise, sarcastically said ta ki, ™ Pray, Sir, what da you mean by repeating those words so
aftem®  Tho (hor bear dilfecent meanias In your very. loarned eatimation, and if s, mill you snlighten us by vour definition 1™ 171 do my
it retoetod the ool humoored wilness, and thei £ " There,”' palnting to2n :f-wllr of great celebrity in ke Court, il a pleader,
the gentleman naxtis him ls & pleader fikocise, you sre o plrader alio but nob koo,

of Australia
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to burst asunder the fetters of custom and trend out of the beaten track—for without the

slightest compunction or remorse, he made no seruple in dispensing with this unwelcome

swafor stath, which he evidently looked upon as a diﬁagremblle intruder, by his preferring

the leap from A flat to B natural, the distance of a tone snd a-half, which is called an

Ilijtlti.‘:"-rnl of an extreme sharp second—and to our taste he displayed great judmment in so
CREILED,

We need not as yet enter into controversy respecting the prapricty or impropriety of
thus depriving the once acknowledged notes in o scale of their birthright, by introducing
foreigners in their places; and, moreover, since this very conscientiously-prudent,
sfueaimishly-scrupulous, introduction of the niajor sizth to countenance the niajor seventh,
chiclly regards certain laws in harmony, when the Diatonic scale is the basz on which a
melody s founded, and not when the melody is a Dintonic seale founded on a bass, the
voeal student will (withont the major sixth as o useless attendant, to intrude in a situation
already ably filled) receive the major seventh into the ascending minor scale as a visitor
that may be detained or discarded at will and plensure in the descending seale. We
shall now on this system give an example of the miner scale in thirteen different keys, to
the four clefs, as we did in the major mode.

The Key of La or A Misen—the relative 1o C Major.*

Lrelie
Ty =l i -

—
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The Key of M1 or E Misor—relative to G Major.
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The Key of Fa or F £ Minor—relative to A Major.
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The Key of Do or C# "Ilnuu—n.hm-v to 12 Majaor.
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The Key of Son or G Minon—relative to B Major.
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The Key of He or D £ Minor -rvelative to FI Major,
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§ It herd besomes necessary to atate ihat boaldes flarpe and foie, wo have abio doubls slerpe and doubls ety A double sharg, the
charasier thus « Taises (he nals 3L peecsdes ono whols tese, cosequintly & donble tharp pleeed befecs Frafies that noke b C nalaral, Iy

ke samo relo & deakde flal, the chamcer ibss DD lowers 1he nobe it precedis oos whole bone. A double st thesefore placed before 1t will
2l 1,

¢ In ikis inabanes wa o iz n patural belore dke sharp, boeanse F baving Just before been elovated, by n dsalls shargs, cas whols
toae, tbe Batural iakes off tho desble sharp, amd the sharp intimates tkat-the note is stll to be ralsed hall s tose ealy,  OF late years, however,
compeiar do not adhers to this rule; Uhey eesalder that nthw phaced biforn ke o + wafficient b0 imply that 3t b s loager affected Ly ks
double sharp. W have thireforg omiited the patoral, to conform with moedern practice.
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The Key of Re or I Mixor—relative of F Major.
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The Key of Sor er G Mixor—relative to B Major.
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The Key of Do or C Mison—relative to Eb Major.
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The Key of Fa or F Mrxor—relative to Ap Major,
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The Key of St or By Minor—relative to D p Major.
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The Key of M1 or Ep Minor—relative to G p Major.
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We have thus far given a Piano-forte accompaniment to thie whole of the six-anid-
twenty keys, in simple chords, without any variation in harmony, and without commenting
on the theory of ihose chords.  As we proveed with our Lectires, we shall make up for
this want of variety, by the introduction of every possible combination of harmony witl
which the Diatonic scale may be treated ; but we mwst still reserve all criticisms on the
theory until we lecture on thorough-bass,

Should the Tyro feel any doubt or cubarrassment in the endeavour to Liring to his
comprehension the true pitch of the different cleft notes in the foregoing illusiration of the
six and twenty Diatonic Scales, o reference (o the follawing Fiauo-forte table will tend (o
remove every abiscurity.

Example of the exact piteh of the four Cleff Noics:

e fo Eampd ¢ S T TR £ TR I

B T B — e

(il

™ f'—-".'-“"":.ri- '\-‘.°II—-H- =

EFGOADBCDEFGAR CILE ¥

]

._r}‘———-—l- R
SOPRAND, f’] o

[ —z—.—d'_"_ g

COUSTER-TEXOR,

H
H
a
H &
2w owla L H

EFGABCDEE G DE FG

B e

We have hitherto made !-TU*.'II:H.'ILt wze of the ferm CONpInss willot Lh:ﬁl]iu;," 1ts mu=ical
import. The word from the French cowpees, has, in our English languaze (Lo the zreat
confusion of foreigners) various significations —for inztance, o small pocket dial, shewing
the hour of the day, is called a cogipnss 3 the same epithet is ziven o on instrument nsed
by meariners 3 the copnonen 15 likewise siven to an instrument nsed in surveving land ;
it is algo the name of an instrament used by cunners. Compuss again signifies 1o
plot, ta extend, to endeavour to effect, 1o environ or to approunid 3 the expression has
likewise reference to the extent or limit of anyihing either in length or brewdeh, thickuess
or shortness, all sides, round ubout, ar from becinninge t end : but in musie its shrnifiention
is confined to ‘lllﬂ”lh]r' U“i_'r' that iz, to the Blent ar range of keva, notes, or sownds
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comprehended by any voice or instrument. Thus the compass of n Piano-forte is conclusively
deseribed by a statement that it consists of five, five and a-half, six, or other nnber of
octaves, as the case may be.

The compass of the wood ent Piano-forte in our * Example of the exact pitch of the
four eleff notes,’” i2 only five octaves andl a-half—ecounting, according to custom, from the
white key at the lower extremity of the instrument, to the last white Key at the upper end.
Thus the compass of & Violin ( Fielizo), from G, the open silver string, up to B, prot uced by
pressing down the dth finger on the st strimg, embraces seventecn sounds of the Diatonic
scale. We do not include all the intermediate semitones, which can be most aceurately
produced on the violin.

7 2k giring, T ard Eiring. ||| oed Steimg | T Lt Bering
0 1t Zsoe 3ne | 0 len. Za@c3ae.| 0 lax Jan Hem | O Daw oo Zam.dmn

s B .
: it g
YIOLIN, h —|——|! —|: :J'.I_._.‘ Iﬂ: :."‘-—d i Iﬂ :I i [ i * =
- H ..._;.. i L e

v - j_lli'q_“ﬂ: —a—

Several notes higher than the compass above noticed may be produeed on this
instrument, by shifting the hand along the finger-bioard, towards the bridge—for example;
shift the hand seo that the 1st, instead of the 4th finger, be placed on B —in that case,
the 2nd finger will be used to produce C, the Srd finger for I}, and the 4th finger for K,

)

More notes may be gained in like manner by shifting the hand one or two notes higher
18 OCCABIGN MaY require.

The compass of the Tenor Violin { Finla), Trom €, the open sound on the lowest string,
up to LI, produced by pressing down the dth finger on the Ist string, embraces also
geventeen soumdds,

—'{.r.é.':.}':.._T_i’ i S = St i
1 0 lar, 2xp. Inp. 1] wn. Jam dri. |
s
- - _-l_ T
T = = I_I-«--— - _'_F_H:::E_r_ —_
VIOLA, lEi_l__I = 3 Hee } .__H
= -_d: = = — = —
- & [ ]

The compass of the Violoncello, like the Viola, comprehends seventecn gounds—only
its pitch is exactly one octave lower.

I.. 41N Sreing. |

Pl el | '|=:.. R, i
| 0 1sr. 2xp 8no. | 0 Jar. 2xp. Sne..| O Mo, Z23ps Zeps drme ]
=% R
| S caslaes
VIOLONCELL: ks S : ]
RS -
& The letter & siands for opsa vefng—1, 2,3, J.'r._-'l ), Bor gsl, second, Ehird, said foorih ingers, X
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The compass of the Double Bass ¢ Busso) is equal to the V ioloncello, only its ]i:'uch is
just one octave lower than the Vieloncello—that is, its intonation is one octave below the
wrilten notes.

gw . 9 1 ¥ - F AT
I'he compass of the Bassoon [ Fazolie; comprehends (hree ockives, embracing in its
scitle cvery semitone.®

HASZOON, Dl-—. =

— e
by ac® &

The tone of this instrument assimilating se much to that of the Hautbey er Uboe, is

considered, sud often rendered, its natural bass,

The Clarinet also comprehends thiree octaves, -
o 2% ot

e = o

i — ;
e T e e L—:-F-—L|_'._. S B ) T
CLARINET: e A #—w—ﬂ— == H
7 Fon i e e M £ L e e e
] 0 e | =
i = [ B b

A =ood solo performer can ascend higher still on this instrument. Though the
compass of the Clarinet iz zbove three oelives, and includes every semitone within its
extreniest its intonation is defective. -the performer eonsequently ling not {ree choice in its
keys. The musie for the Clarinet is gﬂ-m!r:lll}' written in € and F, these being the keys in
avhich this instrument is lieard mostto advantage. There ave alzoc I3 flar Clarinets and A
iClarinets, and-on the Continent they have likewige 17, 13, and G Clarinets.

The compass of the Tauthoy, comprehends sixteen sounds.
- R
- R =

1 1 I i [

ORaE.

—— 1

A good solo player can produce two or three notes higher. Ttsscale embraces all the

semitones, between its extremes, except the sharp to the lowest C, The tones of

(]
ei—

: o : o Ze L
the Hautboy in skillul hands, are erateful and soothing, and particularly effective an
pastoral music.

The eompass of the Trompet ¢ Fromba) is limited to particular notes ; the following
are-the natural sounds whicly this instrument can with ease produce

-
i o == = i
— Ih.—l-n\ _|—_I!-'l_'_
TRUMPET. S e _H

4 from: the lakin—semi from semis, o Aol and tone from fesuf, 85

¥ [y priuifoned v seean halfroasds, The tores remitess 38 0 com
i in page 14. Thas gessitone 1s a technleal pliras
amcant uppermesd,  (igat nedl kgt that s tize lomest nnsl iy he pat, ravost asd acsteat notes of any scalo,
parts, aed all soamils Betwean Lhose iwe eXtremer are wiihool alFectalion brmed the drfermediate porfs, 5o nkin we
1o bighest nead lowest moles ane e two ecirenien, aed (ke fnr nofes betw e them are e fmlermedicls nobes

tralia
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A good =olo performer enn alsn produce B flat =28 —: and, by aid of the modern
o=

invented slide, many other notes which could not formerly be produced.

Compass of the Horn
e

——— e ] ———— e e ———
P b === ——
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—— ——— e ety Sl f __—.-_'..._
e e B e e ol — e
iy
The intervals of the Horn ¢(Core) are conformable to those of the Trumpet, except

that its pitch iz one octave lower. Whatever the key of a musical composition may be. the

Haorn parts are always written in the key of C, the pitch of the Horn being formed and deter-

mined by the application of different moveable crooks. This simple process to effect a

change of pitch will at once accommodate the intonation of the Horn to any key. Hence

composera have only to intimate the particular key in which the Horns are to perform,

and by fixing on a crook the object is gained. Az the following melody, kuawn

throughont the British empire, and by every Englishman in every part of the globe

who has ever witneszed the eharm of % Littic Bo-peep,” upon the smiling infant’s ear,

must fully illustrate :
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A similar table, for the nse of young eomposers, will be given in the course of these
Lectures for the Clarinet ane every other wind instrument.
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Compass of the Trombone.  Of this instrument there are three kinds, viz., Alto, Tenor
and Bass. :
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This powerfully sencrous instrument is particularly effective in chorurses—its tones
are exciting, and capable of producing effects warlike grand, solemn or awiul.

The regular compass of the Serpent is from thirteen to fourteen notes, from C up to
B flat. The last note or two are not easily attained by young practitioners, but experienced
hands ean produce sounds still higher.
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Fruee ¢ Flauto ).—The compass af this instrument iz three octaves, and can also pro-
duce all the intermediate semitones ; the two highest notes are not easy to execute
by young performers. &
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We must here conclude this, onr second Lecture, and resume the subject in
our next.

——— e -

® Be.....e Foplies an ociave higher, consequently all notes over which this signlfeation sxionds, are ta ba farmad oot kizh
than written. ‘Thiz Heeoss provents the ﬂli:ﬂf wtw of axtra lioes so very high ibgﬁ\'h ko stalf : b P e Ve
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LECTURE THE THIRD,
DELIVERED. AT THE SYDXREY  COLLEGH ON WEDNESDAY, 3ier JULY, (184,

BY I. MATHAN,

Wi concluded our last Lectirre dizsconrsing on the compass of the different mechanical
musical instruments, which subject we shall enlarge vpon considerably, when we lecture
on the scienee of part-writing, and orchestra arrangements. We shall now moke a few
observations on the compnss of that best ef all possible musical instruments—the human
vaolee !

Madmme Grassini, who could uniy command o seale of seven notes in singing, is saidl Lo
have '|:|11_x":-'|_:'_\-"-'|,‘_|,l buta small congrrss of voiee: in fact lier SO pitsE ditl not exceed seven
notes.®  Madame Catalani, on the contrary, had an extensive conpess of veice, because

it -extended from 15 helow the bmes clef note EF__ = p to 17 above the treble

stall, e

a contprss of more than three ovtayes.  She is thus said to havve find &

|,'|.I,l,lr;_lf:.a;;.' af three and twenty nates, VW e ot here tnehude all e seneftones Detween the
exfrentes of her compass.

The avernge compazs—that is the common range of sounds which the human voice
is supposed by natere to eommand, iz about thirteen nmotes of the Dintonic scale, which
was formerly considered o friv compass.  There are seven diffevent qualities or species of
voice, namely, the Soprano, Mezzo Soprano, Contralte, Counter-tenor, Tenor, Darytone,
and Bass; theormanization of these seven different voices is so wonderfully contrived by
the bountiful wisdom of the Most High, that they each gradually rise in piteh one above
the other, step by step, by regular degrees of two intervals, from the gravest to the most
pente sound which the human voice can with ease pozsibly arrive at.

1 Liper
ey Ehus by in inately foreisg her

tralia
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Modern writers mention only six species of voice. They consider the Contralto and
Counter-tenor equal in compass and quality of tone—but this is an erroncous opinioi— .
there is a striking difference as well as a great distinction hetween the two both as
recards quality and compass.

The following is a fuithiul table of the compass of each voice, aecording to ils
peeunliar genus ;i —
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Having given a correct scale of the compass of the dillevent voices, we next recom-
mend the student in the exercise of his voice, carcfully to cultivate such tones only as may
be commanded with comfort and ense —and to be satisfied with nature's perfect gift without
atrnining 1o attain uofes which from their impurencas of quality, may not only excite
sorpreig contempr in the listener, but may :Llﬁp. in a physical point of view, prove t:u:ﬂ Loy
the sineer, by bringing on consumplions, inflammations, and  other diseases ol dari-
rorous tendeney—Iikely to result from over sirinimg the voice and organs of sound—
Facta sufficiently proved by Dr. Brassaveli, Dr. Hamazzini, Dr. Scheuck, Morgagni,
Fallopius, M. Patissier, anid many others of the faculty of modern date.

* e have heee plaeed the ¥ clef. upea the (hind Boc, merely 10 sanform, malt angipnlk usaga—wistn compoers who mrate exclualrely
far Rarylonn wobses, to signify Uhele object, placeditha elofl s Lhat sibuntbem to divtinguish it from the Tham.

of Australia
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Moreover, when we are by M. Dodard informed that a variation in one of the chicf
organs of the sound (the glottis), not exceeding the fifty-fourth part of a silk-worm’s thread,
or one three hundred and fifty-fourth part of a hair, will occasion a difference of tone, the
student may easily form some judgment of the eaution neceasary to be shserved in exer-
cising the vaice, which will render uniecessary any further advice from us as to the policy
of avoiding violent exertions, for the purpose of endeavouring to extend a good compass.*

From the forezoing examples of the scales in the major and minor modes, it will easily
be nscertained that every mujor seale has a corresponding minor seale formed. Loth as regards
intonation and number, with the same identical neturils, sharps, or fais: now, it is from e
affinity of these two seales to each other in this respect, that they are ealled relatives. For
instance, the key of A minor is the relative to the key of C major, because both alike have
neither sharps nor flats, By the same rule, the key of E minor is the relative to G major,
because there is only one sharp in either the one or the other: thus the key of D major
with two sharps, and the key of B minor with two sharps, are relatives. The keys of
A major with three sharps, and F # minor with thres sharps, are relatives. E major with
four sharps, and C# minor with four sharps, are relatives, B major and G # minor, both
having five sharps, are relatives. Fg major and D ¥ minor, both having six sharps, are
relatives. F major and D minor, both having one flat, are relatives B} major and G
minor, both having two flats, are relatives, 1 b major and C minor, both having three
flats, are relatives. A b wajor and F miner, both having four flats, are relatives, D b
major and B p minor, both having five fluts, are relatives. And G b major and E p minor,
both having six flats, are identified as relatives.t There is plaintive-wailing-quality in
the minor mode which must at once distinguish it from the major mode, which is animating
and bold, as may be heard in the example already given, amd that which we are now
about to give, for exercising the voice, in the thirteen major keys modulating into their
thirteen relative minor keys.

Should the Tyre's ear not be sufficiently cultivated to deteet the difference
between the major and minor modes, he must  trust to his sicht, which cannot fail in
indicating to his imagination a certain method of distinguishing the one from the
other. Without dwelling on the law already laid down, that the halt tones in the minor
mode must take place between the secoud and third, and fifth and sixth of the seale—there
are two visible guides for distinectly aseertaining the difference. The first pu:u]i::rit]y
which at once characterides the ininor Trom e major mode, is iis third, which
is one half tone nearer to the key note than the major third. The minor third, for instance,
15 only the distance of three semitones (half tones) from the key note: but the major third
is four semitones distant from the key note, as the following example with the progressive
ntermediate intervals of semitones will illustrate.

o -

| Aimer drd. | A Minor Sed icith the fefer- | | Mafes 3rd, | A Mafor Ird with thé inters |
medials semiranes. | | | gty infereals, |

I |
Fﬁ:ﬂ:.‘a_ﬁ_—i‘ ELes E(E:L”—ﬂ:il,.g*f :;i.i__-Jr"—”“H
v/ = </

* We here refer €0 our * Musnrgia Voealin paze 139, %o, for furiber information on the Formatien nnd Eilding of the voles,
Tha Windoos, mha comidee masic inventod for the porpase of ealilng 15e mEad by, deratlo to ik Felleity ofthe DNvine nature, have sir

Tailkfully Banded down by thele ascestors bn sie pastraa ; Where Ihe whols science of harmony Is parssnified in six Hfepar, whish wo wonld
call modes =to each of which s attsehed sz Reguis, or minor modes, reproseating &3 many Princes, with six wives to sach. Thirt oore
oxistad, oy tho Hindeor, & muoileal sisds belonging to Lreipea op Cupid, the laflamer ; but bt is now lnat, ani & =wsiclan wha atlemptid o
reatore it was esssumed with five from Bloaven,

The Follawing ludicraus azaonnt of the Hindoos, given in the Shenserit Ianzusge, of the erigin of musle may, by tha carioes, be comlilared
lataresting 1" The Buprese God," they say, * haviag created ths world by tho word of hls mouth, fermed & fomaly deir numed Bawaney,
wha, in an enthedasm of joy and peaise, beought foril throe cgzs  From thess wers prodused ihreo mdo deities, pamed Brimsh, Vishoos,
2ol Shegrah,  Brimzsh was eadawed with the pawer of eveating the thiags of this world, Vishnoe with that el elerishing them, and Shearsh
with aat of restraining and eocrecting them. Soraswate], tha wile of Itrizsab; presides over musle, harmiony, snd clequetice ; she & alg gid
ta be o inresiross of the lettors exllml Doransgay, by which the Divine will was fest promulzated amons mankind, This godideas s ap-
pased £o have & nasmber of inferioe delifos, called fencay or Raged, astiagz in subsedinatisa 1o hor i they preside over each made, The Ttagre
are accompaniad with Beo Magnfar ar Rageir, femabe doities or nyephs of harmony; thoy have each £yl 8005 or pesil, and o distinet sraksa
in appointed for the music of ‘cach Ieg, duriag which enly it can be sung or played, and i35 at disinee znid stated hoors of the day or nighi,
To Nared, the ssn of Brinsah, b sscribed the iavention of & Fretted instroment named Heye,
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The second peculiarity which characterises the minor mode, is the introduction of the
major seventh in the ascending seale, and this major seventh will be sure to make its
appearance in every tune or movement in the minor mode about the second or third bar,
sometimes sooncr, sometimes later.  Now, in the following exercizes for the voice, which
commence in the key of C, it may be enzily ascertained that the G sharpin the harmony
of the last crotehet in the second bar, becomes the leading note or seventh to A minor,

the already acknowledged relative to C major.

L
RELATIVES.

The key of A minor.

i_ The key of C major.
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* This modulation, tursing sz ,x_\,!:, into abx Aats, 1s efected by means of ike Enlarceomic IHenly; of which we shall speak more fully
whan we leéture on the Enfurmiofes Sealy,
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Whilst the pianist may benelit, both in theory and practiee, by the foregoing pro-
ereasion  of the mgjor and minor driads,® the voealist may likewise greatly
fneilitate his ubjﬂct in the caltivation of his voice, as regands improvement in dedoaedfor,
articnletion, cxpression, and gecibility.  Tntonation will be improved by sonnding cvery
note in correct tune—streictly attending at the same time to the swelling and dying of the
voice, that is by geadunlly raising the voice in power from the softest possible sound,
without departing from the true piteh of ench note, anid then as graduoally {I.elpmssin: it to
its ariginal softness—and this should be done without any break, roughness, harshness, or
inequality of tone. dArficefaiion will be improved by attention to the distinet delivery of
every syllable placed under cach note, by the elear and articelate pronunciation of both vowel
anid consonant ; for instance, when singing Do, it must not be proneunced so that it
might be mistakea for To, which will be the case without particular attention, for hoth 1)
and T are sounded by the snme movement of the tongue; the only difference in the pro-
iluetion of these two letters isin giving a strong expulsion of breath to D, and a suppresse:l

* Tiiad, ln England calied 3 esmsesa chord, b the Basmony of thros soundi heand: togather, consisting of 3 firedneen ol aote—ite 3rd

glve us the elerd-of the ming:

tu el aa th faregalng emereles of all the major and mings triady will ibe,
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etyle of breath to T.  1fany doubt on this point should be entertained by the Tyro, let him
wihisper D and it must sound T.*  Having gained the correct articulation for the D, caution
is necessary to retain the true sound of 0, g0 that it may not be mistaken for any other
vowel. This monosyllable is not pronounced like our English word do, but like the first
syllable of the word da-awr, and care must be taken to preserve an unaltered position of the
lips during the time the vowel is intended to be heard, for the slightest variation in the
formation of the mouth would cause the do to sound somewhat like do-oe: care should also be
obgerved not to depart from the troe piteh of the note during the process of articulation,
After Do comes Re; here we simﬂ require the active tongpue of o Spaniard or an
Italisn to raitle out the R in good style, whilst the formation of the mouth is not
ueglected for the yowel E.  Next comes i, calling into play both lips for the consonant
M, whilst the mouth is kept in a smiling form for the vowel I.t We now have the conso-
naot F in Fa, which can only be ::orrecfl].r articulated by placing the upper teeth vpon the
under lip, and then throwing the mouth open to A as i Father. We ?JEI.'I.'-E next to attend
to the Elfﬁﬁillg sound of S in Sol, amd the liquid sound of L in La, to ::mn{ﬂnte i
perfect acquaintance with the true manner of articulating all the seven syllables to
the scale.  FEaxpression, an  essential requisite in a singer, can be acquired by
singing all the notes of the irind in the major and minor wodes to one syllable as
written, in a smooth, gliding manner, free from brenks, forming as it were one chain of
linked sweetness, painting in the imagination some beld animating subject when singing
in the major mode, and some pathetic plaintive subject when singing in the minor mode—
making a language of sounds, that will speak ‘and convey to the heart sentiments
of joy or grief without the aid of words. In executing the {riads in the major and minor
mades, on one syllable, the singer is recommended to commence very softly, and swell
gently to the second note, preserving as much as possible the quality of the first; then
gradually decline =0 that the third note be soft, yvet still retaining some portion of the
colouring of the second ; let the voice melt still softer on the fourth nete, and econclude
with o sound of distant softness, gcarcely to be heard, ** like the wind that hath died on the
Lill.” It is this beautifully clear blending or uniting one sound with another, free from

the slightest break or rou hness, swelling into full richness of rower, without strainine the
g I} E g

voice, and dissolving by the same ratio into liquid softness, me

ting on the ear and stenling
a'er the genses like o charm, which is the basis of eXpression.
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Crescendo, from crescere, to increase, is the term used by the Italians for a gradual in-
erease in strength of sound, and is often expressed by the following eharacter — denoting
that the voice or instrument is to increase in power as the figure widens. Dimimtendo,
from diminnere, is the term used to indicate a eradual decrenze in atrength, very often
expressed by merely reversing the character for ereseendo thus =—=— signifying a gradual de-
creage of sound as the figure closes.  When the two characters are thus joined—— it
implies a gradual fuerease and decrease of sound of the note or notes over which it may
extend.s  After this explanation it is hoped the Tyro will understand the object of the
character placed over the notes in the above Example, pamely, that the singer will
increnge and decrease the power of his voice in proportion as the fizure opens and closes.

® We shall not, it is hoped, be aceused of arrogance, if we here refer the Tyre to oz M usurgia Yoenlks," page 100, chap, vil,
whiro we have deveted soveral pages 1o the suhbject of crtfemlation.

# The Iia Ialisn b presoonced ke csr !'!s' Afi thereborn s proneamesd Mee.  F bas the scand of our narrow A, ns in fiels, table, &c.
M thist booomes Mo, liko our fiest ayllabbe in Booven.  The Dinkian A always broad—the A Berefose in Lo anl Fir must both Bave the
saze gound a8 our brosd A in Folber,

1 Hea cmr ¥ Muzsrgia Voealls," ekap. 5, on Tone or Souwd.

& There are aleo other notifications for different degrees of soft snil loud—tbe letler p or ja, (57 bslance, is &= abbresiation of (he
word piano {zodt), implying tbe note or passage where the werd or the nbrevistion may ke ploeed, to be sung or played s, PP or
Bianiug, the abbrovistion of Manisars, the superlativo of Ploso as its siznificatben desster, namely, rery sort

The lefter Fy from ibo lealzan term Ferfe, implies the noto er passage aver which it i placed to be sumg or played fowdliy.  FF, o
Furieat, from Fortirnimo, ilve suportative of Forfe, as ils signlBeation indicates, very fond,

MF<abbreviated feom Meszoforie—ratber loud, AP —abbrevisted from Mezzo.pianc—rather soft,

stralia nla. mus-:
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LEICHHARDT'S GRAVE,
AN ELEGIAC ODE,

O the once douhiful fate of the amiable and talented Matoralist, Lumcoiannr, whose life, thers was reason 1o
fear, had Leen sacrificed in the cause of Fcience, whilst endeavouring to find an everland route 1o Porr Essixoros,

OPINIONS ODF THE PRESS:--

A posaibility, though seircely o fope, exisls that De, Leichhardt may atill be alive. In (his case, shoold the Doctor
retirn fo Sydney, he will lave the satisfaction of hesring his own requiem, ehaunted in a siyle too, which as regards both
the poeicy and ﬁac msic, would not be unwerthy any of the famed poets and musicians of his own country.  Every stapza
hias s own music, at once displaying vaciely of effect and unity of design,"— Weekly flegister, Sydney, Sept. &, 1515,

Lezcunannr’s Grave—This exquisitely plaintive diege is now within reach of all lovers of true harmeny,  Mr. Lyod
has sunp the I:'EILII:III.'HL of the HcrlLEr: Maturalist with a delicale pathos worthy the pen of e poet and the feiend 3 whilst Mr.

5 Nathan's investiture of the elegiac verse is rife with the rarest inspirations of that genins which rendered him so long a prowd
and all-prominent favourite amid the Jdistinguished eomposers of the metropalis of the world,  Whatever is touched by a

= man of genins is certain to be imbueed with a portion of his brilliance, and in the present work, Mr, Nathan, it is evident,

_ has given full scope to the riches of his luxueiant faney- The karmony is enchaoting; aml, as if the composer were
tharoughly imboed with the poet's fond iwaginioge, the meledy is marked by deep and power(ul tenderness, it plaintive
straing varying with the varying character of the words, gliding, almost imperceplibly, from the sepulcheal to the gentle
wails of sarrow, whilst ghe accompaniment desaribes as it were the birds, the fowers, and other features of the i1|lugiu.‘| ry
boarne of the lost traveller's repose.  This monedy will, we dodild not, be classed with Nathan's prouwdest teiwmphs, nnd
allain a cicculation commensurate. with ils author’s deservings,  Wetrnst, speedily; to heéar it adequately performed,—
Awstralion Jowrnal, Sydoey, Seplember 9, 1845,

Lzcunsror’s Grave—{Our readers will most of them remember some beautiful lines on the probable faie of poar
Leichhardt, which appeared in the Henain some weeks since § they have been set tomusic by Mr, Nathan in his best style,
which we conceive W be saying no little of the composition, The melody, of course, in keeping with the words, &5 not
lively, but pleasing—it consists of vorious movements; nccording with the spirit of the Jines ; and the effects aro throughout
enriched with most scientific and splewdid combinations of harmony. The composition shaald cerfainly be placed in the
lilrary of every lover of pood music.— Moruld, Sydoey, Seplember 4, 1845,

Very appropriately baa the compozer/illustrated the pathetic theme of the poet’s muse.  "Che Arst movement, Reciteuie
con dolere, is a fine introdoction tothe subject, and Frtp:.rta the ear for the sweet oblignto accompaniment of the secoml
movement; which Lreathes of Bowing streama, and the feathered tribies of Northern Auatralia, whilst the melody, in the voeal
part, expresses its feclings in a plaintive strain of melancholy.  'The composer har summoned a1l the resaurces of his art, in
order tolo full justice to his theme, and were we fo attempt a description of cach movement, sur notice would swell into =
treatise.  We cannol, however, refrain from noticing his very scicntific mode of treating the fourth and Gfth movementes.

- In the former, which iz in 6.4 line, fepatissios gustase, e whole of the barniony is a thorough bass arcangement, aml
classical dispersion of every variety of chords, but so disposed, that they may be pesformed by any plano-forte player, who
has poceived six mopths peod iosteuctior.  This movement, commenciog in L micer, by skilful modulations, and Ly
scienlific and patural fransilions, closes, Ly meons of (ke extreme sharp sixth, in six sharps.  In tle Dnlter movement
¥ allegro non fanta, in I, the composer has endenvoured do hmpact o more cheerful tone 1o the subject, io illustrate, as it
were, |lope smiling throegh tears.  There is & singular pasage in the melody which, commencing in I two sharps chanpes
at the end of the eightl bar inte E Mat, an effect produced by what is teemed the Eoharmonic Diesie.  We rarticularly
recommetd the mode of efectiog this change to the study, of young musiciens,  They need oot be told, pechaps, that it is
deemed irregular for anauthor o wander very far frem his original key. ln the present case he begins in © miner, which
lias three Maty, it relafive major B fat has theee flals also; therefore in this pussage, Nathan, instead of going inte D shagp
which has nine sharps, cleverly madulates, by the enharmonic change, into E flnt, and finishes in that key, We eordinlly
recominend Dhis composition nut only on account of ils high merit a5 o classical Ode, bat 33 o very scienfific and graceful
specimen of the musician s art.—Eramines, Sydney, Seplember G, 1515,
We have here s manly but feeling heart owlpouring its peicl in steainsat once simple and afecting.  Whilst, however
we fully sympathise with thoss who mourn the sopposed fale of Leichhardt, we yel enterfain o hope that thejy grief i;.
premature, and that be may yet sucvive and enjoy the very unusaal privilege of hearing his own funeral dirge,
Every one who peruses 1his Ode, will ackoowledge that the lices possess 3 more than ardinacy degree of merits and
the musictan will as readily adimit that every shade of sentiment expressed by the poet, has been equately rlnl.rudielll (i
to speak) by the composer.  The praciised eye will discover proofs of this in almest every line of the music.  Wiiness |f-n
sombre character of ihe opening passage, * Ye who prepare,"—wiloess the harrowing effect produced on ithe word |
“murdered,' at the end of the first line, second page—witness the sweetness of the andarifne movement, * Tt shall Le Eoi j
stream.”" And near the conclusion of the succeeding page, the musical student will ficd one of the Gnest passages i TR
eotire composition, ** When ye have made his narrow bed.,” The fine moving bass in this prasage, Maved in o mﬂrﬂ‘_“;
style, pives il am air of grandeor, whilst the fegors kept up in the dight band at the same e, preserves e mouratal
b= character. Those whoe seek for fsolated beauties, will do well 10 look at the fmitelfo on ke fifth pafe, ob the words
4 But ye shall heed," and likewise the passage onthe sixth page, at the words, ** To'sit ot eve, e, where the “'ﬂ,me'
parts procesd by semitones in uuntr:l-ri,' motien, Ipdeed, we speak withio bounds when we say, (hat Nathan has coe w Hiiea
anything in this Colony equal to f Leichbardts Geave ;" and it is very doultful whether any uf his earlier produciians
excel it.  We are awarethat it would require Nathan's self 1o ceiticise Nathan's compasitions as they decerve s Lot we m"'m
not refrain fram Lhos 'I||'i.r||‘l|I ;IIu.l].i.ng to same of the TELEY henuties in this -:uu||!u:|li.u4|, And we now dismiss e subiect
an the expres condition that every ane of our readers, with the :!igil!e’s: pretensions o ke considersd musical, wil] i.ulju:r.-l
diately oltain a copy of this (de, and test the aceurpey of our observations — A usiralinn, September 20, 1545, 4
Elcniarnt's Fravie—We take some Ulame (o oorselves fur oot baving noticed this very classical preduction—az
-y regards buth the poetry and the music—long ece this, When Mr, Lynd's very elepant and touching lines first made (heig
appearance, they deservedly attracted very general admiration, amd the lovess of geaivs may look upon itas o singular
piece of good fartune, that the setting of them to music fell into the hands of so distinguished o composer ns Nathon,  Both
the poet and the mnsician were, we beliove, intimate friends of Leichhands, and 1o this circomstance, are e, in ;;-]
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prubability, indelied in some measure for the great alilily which tkey bave both evineed, | Their heart was in their work,
ant hence aroze the excellence of thelr performances.  OF the musie it ks acarcely necessary that we =honld sy anyiling,
seeing that ils repuinticicisalready establisked.  18is uidosktedly the finest piece of composition ever produced in the
Colony, nud we believe that My, Tatlian himsell values il higher than anything that he Ess dose since the Hebrew Melodies.
In seieatific nreangement and adaplation Lo its subject, it equally excels, ond yet its shmplicity is so great that o very
moderate share of musleal knowledge is adequate to its performance,  In these daya.of difieult ond impossible Music, we
lock upon thisas a lligh recommendation, and we EEEE.I to hesitation in saying, that this Ole iz destined to enjoy an
extensive and Jasticg reputation in the music and litersture of the conntry.—difias, Scplember 27, 1515

THY GREETING HOME AGAIN,
A PEAN,
0N LEICHHARDT'S RETURN FROM PORT ESSINGTON.

Me Natuasn’s Kew Somo—e are happy to see Mr, Sylvesier’s beavtifu] Iyric peem on ihe relura of Lhe Austral-
Giepman traveller, aided inits fame by the musical powers of such o man as Natban, & genileman whe acquired o s
seputation sz a velary of Apolle, in the great Betropolis of the world,  The ideas of Sylvester peyuired noaid, "“tmr”Fr
froen sound); yet lh:}' are enriched by 1he sentimental melody of 1he Kind-hearted velesan of musie who ormamends the
anciety of Sy L{ur_y at o firab=rate man in the science of w@osic. I §stror we enjoy only his sutumeal labours, which are
wob plentiful, like Wossems ; but the fruit is delicicus and whelesome,  The words of Sylvester glowed nith right feeling—
the potes of Nothan ave in delightful unison a8 the two song'of the Muser march togetber, conversing on the incidents of the
vovage. M3 leng ns poetey and music skall sway the sens snd daughlers of Australia, ike glories of Leichbandy, as sung
by Bylvester and Nathon, will excite and delight.—Awstralion. Juoe 30, 1340,

Taprs 1o D Lecikmakor ox s Wervex, vy B, K. 8. —This beawtiful effusion has Leen scb &0 music by M,
Natkan, and we'bave much pleasure in Learing flestimony fo ils excellenee.  The sentiments of the poet are faithiully nnd
topchingly represented by the mosician.  The composition is, 08 it were, o perfect landscape—=all ihe ebjects, in thelr
appropraote light and abadaw, are duly reflected.  For ourselves, we view this effort of Mr, Kallan lo be the most snecessful
B has imade since bis sojourn among vs,  In England this composition would weet a cordial reception.  We trust thiat the
Australisn community will nat show leas tnate of 1he beautiful, nor less desive to encourage f—.d tlas, June 20, 1516,

4oy Gmeerse Howe Adoars, —The beautiful poem by B, K. 5, which appeared in our columas seme time since, s
the suliject of Mr, Nathan's music—nnd we do ot know how in fow words 1o convey Lo our readers o mare cosrerk idea of
the composition than by expressing vor feeling, that never were poetry and musie mare worthy of cachother  The bac-
imenies, and their adaplation, are rich and masterly. The compeser I-u{ibeu‘i:.e displayed much management and akill inthe
effects prodiced by changes of key apd time. We alrongly recom mend it 1o the sotice of cur readers,—Herald, June 2T,

THE LORD'S PRAYER,

e Compesed : for one or four Veices, and zespectiully inseribed to the Hight Rewr, Wictias Gasxr Brovomrox, Ib D,
Lord” Bishop of - Australis.

“Thig is by, fartie best of Kathan's colenial preductions, and will live with the Helbrew Melodics, even if nll the rest
shosld be fergotten,  The piece is arranged’ so that it may be sung cither 25 o sole or quartetio,  The melody Bs almple
and appropriste, pud the harmony faultless, — T8 erkliy Tlegister, Sydney, Oecker 18, 1543,

Proliabily, antid the infinity ‘of the indefatipable XMban's creations, there is nont o sirpass thig, the latest offapring of
iis teerning hieain, Tho Lard's Prayer." The mind' half recoils os if ‘thete were profenity and impiely othe daring
sieempl Lo sl o music the dnspired laoguage of onr Enviour and oue Guide—and yer whilit ligtening to the teader, solemn
ssrabis of this grand, this sonl-subdiieg Anthem, we feel ot only impressed Ly he 'a-m"-l‘;' af its hiliness, bot amazed that
1he Tight = bich ‘inspired Mr. Mathan shoold never have illomed the mieds of any of Dz great predecessors,  Had M:
Foathan never before Bave wrillen one nete, this mapaificent Anthem alone were suffcient Lo/ have banded dewn his nante
1o imemorial fame, © Itis a Eriliinmt gem of pure ecclesiastical music; nnd e have mo doubl' its ﬁ[’iTH'l‘-’ll:'ll'.tlﬁn harmoiiies
will 1leid] through the sacred absles, mel cnly of Amstralin, Lut ke veneralle Cathedral fanes of aur 4 Pareut Land."'—
Auseralien, Sydney, Oelober 23, 1518,

Tur Loro's Proven—Mr. Nathans beantifol arrangement of this prayer has reconciled many seruples swhich we liad
1o ifs Lebne 264 10 tusic ol bl s e feel Lound o confess that we have gone irsaph it with considernlile pralifieation.
Plere is much plabntive and expressive melaly in it, Blended with harmonies of the fest order | and we healtste wob te say,
{Eat we cannet enll to recollection o sacred piece of modern composition that has pleased s mare.—fferald, Oct. 13, 1815

SIR WILFRED HE MOUNTED HIS WAR STEED TRUEL,
{(Fron the admired Ploy of P Quees's Love")

S WoiLrnen e ssonxTen s Was Sveen True—This graceful Romance, set Lo music/ Ly Mr. Nathan, b o deli
compesition in A 68 time, anil the Composer has given o the simple aml characleristic melody such harmony as s
i 0 use i the Elizabethan day. For this hisipeic reason he for exnmple, at the end of the elevemh bar of the
dy, gives lhe sixih s it was accompanied in these days, and oot the evfreme ahaep sizel, which is of comparatively

i The whole of le wodiulations and progressions aré in perfect keepiog with the style which, nson

Mr. Nathsn deemed approprigte tothe froveeres of Queen Anne’s Court, apd we must highly com-
pliment Bl on the tasle evineed 1o ils treatnzent,—Jfimaminer, Sydoey, Oetober, 4, §815.

The little somance sung by Mes, Ximenes inthe early partof the ™ Queen's Love,” oaglt o become o great favoriie,
und e would seriously recommend the compoer, inthe midst of his many publications, te favor the puldic with *F Sir
Wilfred he mounted his War Steed True."=—dlegisfer, Sydney, Oelober 4, 1545,

My, Mimenes pave delightful effect to Mr. Nathan's music, in ihe pretly romanee, Y Sic Willred, "—.dugdrmdnae,
Sydner, Ootoher, 1540,

Just pudlished, THE CUORRENCY LASSES o National Soner.
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