F  aro KOLLMANN's.

,&« Vindlcatlon of a Pafsage n his- Practical Guide to Thorough— Bafs v
"
5 o T
3 ar against an Advertlsement of M M.P.KinNG .
London 1801. Printed for the Authot, Friary St James's Pa]ace, and to be had of Him,
; ' and at all the Music Shops.  Price .6l

§1. T have been astonished to see a severe Advertisement, dated April 18t.}' 1801 which

M? M.P.King has published, and added to his General Treatise of Music, in opposition

_+"“to some Remarks ;, made by me at § 5 of the Preface to my Practical Guide to'. Tho -
—rough Bass .

§ 2. The said remarks are as follows: I should have deemed it unnecessary to make the
above observations , (Viz on the system on which that work depends,) had not two Musical
-Authors recently revived the most confused and obsolete Systems,without even so much atten-
~tion to the Public, as to mention, whether they are acquainted with the described System, or
have a single argument to oppose to it . One of these Authors I am sorry to add, has taken
great parts of his General Treatise, from my essay on Harmony, without doing me the justice
of acknowledging it as is usual; but it appears that he did not perfectly comprehend what he
borrowed, as he has most faithfu]ly transcribed a Term, and a whole Period, which ought
to have been mentioned in a Table of Errata to the quoted Essay . . )

. §3. concerning the ahove Passage , MX King says in the Advertisement, that e of the
two Authors alluded to is unquestionably himself, because he thinks his Général Treatise to \
be one of the two only works on the subject of harmony, published by Englishmen , for a :
great length of time. How correct he is in the latter I will not examine; but since he will
have it so I readily admit the former, viz: that he is one of the two Authors in question,
and in particular that Author, of whom I speak towards the end of the remarks .

. §4.The Advertisement itself begins with mentioning « the very flattring manner in
~ which MIKings work has been received’”) This I do not envy him .

§$s5. M King then notlces,,,.the very FALSE and ILLIBERAL assertions which a M" B
Kollmann has lately thrown out against the established principlés of the highest authori - ' I

B3 _ties , a.dopted both here and on the continent, and which have formed the first harmo = ‘ g
-nists in Europe;,and quotes the remarks shewn above at § 2. He next proceeds.uthese i A“
p prmciplel which have never yet ceased to be followed, and which will still be the doctrine 'b
:% g3 of the gl‘eatest masters, after his (Kollmanns) Cobweb System is consign'd to oblivion, are .
3 absurdly and ignorantly called obsolete; and that which has never been disused is with equal
, A correctness said tobe revived.,, And towax:d\'the end of the Advertisement he says: that my inno-
§ -vating System .not only annihilates all the higher branches of harmony, but compared with the
. received principles, which I arrogantly attempt to overthrow and supplant, that the crude notions
© ' I'would substitute in their place, are at once puerile, ﬁnﬂacmus and incomplete.,, The merits, of

such argument, and of such language, I leave the Reader to determine , without offering a word
in caxﬁmtlon of them. ; e '
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§ 6. But when MT King- prouaedq to answer the charge of his having taken great parts of his.
General Treatise from my Essay on Harmony, he calls it a MALICIOUS and UNFOUNDED assertion, e
and adds: . when a charge of this nature,if true, could have been so easily substantiated by quo-
~tation, why did he (Kollmann) not do it? He could not.&c., Such accusations,added to those .
pointed out above at the beginning of §5, are of too serious a mature to be passed by unnoticed.
I ﬂlereforebegleave to lay before the Reader something in. my own defence,and begin with the fol -
-lowing abstracts frommy work as found in MF Kings Treatise: —mdnpposxte to them the ongmalpafsagvs
as they stand in my Essay .
Abstracts from Kollmann's Essay on Musical Harmony .
see King’s General Treatise of Music, |see Koilmann’s Essay on Mus1ca1Hmnony
Chapter XX1X . Of SUSPENSION. Chapter viL§3. Of SUSPENSIONS. .
1. A chord is suspended, when one or more Suspensions arise:when one or more notes of
parts of a preceding chord are introduced on a preceding chord, are carried into a succeed-
the Bass of one succeeding « .ing one, to which they do not belong. -
’ 2. Suspensions take place on the accented (Lipe 8) They always take place on the accen -
part of a Bar, and are resolved on the unac- -ted note or part of a note, and are resolvedon
-cented part of the same , : F the unaccented part or repétition of the same.
CHORDS by svsmmsr(m; EXAMPLES .
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See

- King’s general Treatise on Music .

~ $2 of anTicIPATION .

1. A chordis anticipated , when one or more
parts of a succeeding chord, are introduced
on the bass of one preceding.

2. Ahticipatibn‘s take place on the accented
part of a bar, and their resolution on the un-
-accented part of the same,

CHORDS by ANTICIPATION .

See 5

Page 49 .§13. Of ANTICIPATIONS .
Anticipations are: when one or more notes
of a succeedihg chord are introduced in the
precedmg one . :
(Lme 3) They always appear on the accented .
part of the bar or note, and are resolved on the
unaccented part of the same fundamental bass ..

EXAMPLES

Kollman's Essay on Musical Harmony,
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. 8. had not the second chord on each bass
been anticipated by the notes at h,i, k,1, the
above progression would have ran thus:

Pldte 10.N°2,a.

: Explanation of this example, with the fimdamen-
-tal bass underneath (Page 50 line 8:)
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4. A succession of sixths in gradual progres.
-sion, can only be admitted on the principle
of anticipation .

JT'r_l.

of the Sixth on a bass ascending by gradation,as
at c:

(Pagve 49, and 13, line 8?) See a series of chords .
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. 5. For if the sixths at m, n, o, i), q,were
reduced to their fundamental bass,as at 1, s, t,
v, w, the disallowed ﬁmdamehtal progression
immediately lppem

6. Therefore the principle of Slxths in progres-
-sion is this: thit every sixth is a supposed an.
~ticipation of the next which would properly
follow if an intervening chord took place .

. (Page 49, §1 line 9) if fhe fimdamental basses.
are set to these chords as at d, the progression
contains dlsallowedﬁﬁhnand octavesmqvely
chord .

(Page 49,813 hne 18 ) 'rhxs progression there-
_fore must be understood ad at e, where itap -
_pears, that every dhord at ¢ consists of two
essential chords drawn into oneby anticipating

in every first, the Treble of the second chord . s
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‘ lilngs general Treatlse on Musui.
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See

Ko]lmanns Essay on Musua] Harmony
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7,’Ihus the above progression m,n,o,p,q,real]y
' nfeans the one at i".yw s hh, the groper fandgment-}
v-al bass of which,is5not that.at TSt wahut
: that at kk‘}l mm,nn, 00, g
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‘ A ) - TRA‘NSITION. ” £
1, 1fin pggnng from any chord to another, one or
more intermediate notes are introduced,which do
not belong to ﬂ)eﬁlmfamental"ﬂannon} such intro-
-duced notes are called transitions . ACh
2, Transition is either unacgented or R
_accented . N L o= @ T

i ’
o

b

3 UNACCENTED TRANSITION takesglgce on
. the unaccentea d part of the Bar qrbasséowdnch

it belongs .
O Kot RS

| sixth at-c, appearf at f, where the fun

(Page 49,5813, line 17) That this is the true ex-
"_planation 6f the progression by chiords of the
ental

ass added to ssion .
 Re ef are tk aevery grogre
$ i m Vo FHE
" Pages0 Q?u. Of TRANSITIONS +

Transient chords arise: when in passing from
one chord to another, some intermediate notes
:are introduced wl;uch do not belong to'the fun-

|%danfentil Harmony . 5 g

(Lme 7) There are two sorts of transmon to be dis-
ishedin Composmom Viz: regular andirre._

; g{\{:‘ ones.The formerare those iniwhich the UNAC -

-GENTED notes are transient, & the latter those in

which the ACCENTED notes are transient .

- (MBhis bs begn saids just ngw Y.

: S o ® 5 o -

£ ~

§ A : 03 T Plate 10878 - ~NO 4, '
'I'he unaccented tramnent notes are those at” (Page 50, §15, Tine 4, &10\ Afi“ﬂ‘ie]ast of

‘ h, l,k ),m n, o.p, qr. L | evary two notes is tmn..lentmthebass,md

{25 =3 oue |8 st indhe greblen, - S

" 4 .More than one, and even all'the upperpart!‘

of a chord may be transxent as at v, w, and

v

<(Lme'!2 Rpgular transmonsr.:m two Parts see
at c; (Page 51,line 5\ amr those in three parts
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- King’s general Treatise on Music .

5. ¥ all the chords in the example x, y, are
lengthened as' at 2, then the chords themselves
become transient .

. 6. ACCENTED TRANSITION, takes place on
‘the accented part of the bar or bass to which
it belongs ; and differs from Suspension in not
being prepared .

— k
N

See 5 ,
Kollman’s Essay on Musical Harmony . - |
(Page 51, Line 1) When this sort of transition is
used with notes of greater length, it produces i
transient Chords ,as at e . - . 4
(Page_50,§ 14, line 9} the latter are those in )
which the accerited note-is transient . (Line 4.) *
they are different from suspensions in this par-

-ticular: that the notes of which they consistneed
not always be contained in the preceding chord .

a

. 7. The single accented transitions are those at
h, i, k,1, The double accented transitions those
at m, n, &c. And the transient chords those at
q,r.

8.CONCLUSION . From ‘what has been said of
unaccented, and ; accented transitions, it must be
obvious in such a passage as this :
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(Page 51,$ 16) Trregular transitions in one part
~of the harmony, see at ‘a; and in two parts at
b . The same examples with augmented notes see
at c, &c. ETE ; : :
(Page 26,line 4°) In composition the above two
sorts of tramnsitions are commonly used intermix.
-ed, as’in the following example :

Plate 27,N%9 a;_ b N78,a
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that the notes marked thus 'I-are transient ,
and those marked thus 11 or thus "' are mix .
~tures of unaccented, and accented transitions .

9 Unaccented transitions have ﬂ:e’preeminence
over those which are accented , because the for -
-mer are most natural , and most frequently
used in composition .

| transitions, and

| ted “transitions IRREGULAR

1
here the notes marked with r are regular ' ‘
those marked with i irregular-.
@.B._ this is nothing more than saying that un~
-accented transitions are REGULAR ,and accen-

R ones, as I have -

caHed them )~
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§»7. The above quotations will as I hope convince the Reader, thai at least one whole .
chapter of MY King's work, (being there no less than four pages m folio ,)is entirely taken
from my work. And in a similar manner great parts of other chapters appear to be tran-
-scribed from my work, which I also could have shewn by quotations had I thoué-hf ﬂl_e .
Reader would desire it . I therefore may now proceed to that ‘passage in my remarks,where
I say: it appears that he did not perfectly COMPREHEND what he borrowed, as he has
faithfully transcribed a Term and a whole Period,, which ought to have been mentioned in

~a Table of Errata to the quoted Essay (on Harmony) oy

 $8.7he wrong TERM ‘alluded to is TRANSITION . Concerning this a re#péctab]e Review.

-er justly remarked that . English musical writers do not use it in the sense in which I had
{

taken it, but generally make it synonymous ‘with modulation, or passing from one Key to .

- another.,, (See Monthly Review for September 1796, Page 29 ) MT King: ﬂlerefore as an En.

o~ d

=glishman, who even lays hold of what he thinks an improper Term of mine___, indulged,
_(ﬁlough he is also mistaken in 1t> would not have adopted a Term for which I as a
foreigner had been publickly censured, had he clearly comprehended what he borrowed .
-The wrong PERIOD which he also transcribed, is that of his Chap: 29,§2, N2 2,

~» Anticipations take place on the ACCENTED part of a bar, and their resolution on the

UNACCENTED .,, This period, (which is riothing but a repetition of what I had said of
Suspensions ) has escaped me by oversight ; and it should be exactly the opposite to what
it is . Nothing can therefore be more striking, than that MY King,(\\ho even ventured to
alter a few words in this perlod and consequently gave it some consideration,) did not
find the whole to be wrong . : .

. § 9. But MY King endeavours to insinuate in the Advertisement, that my whole charge

against him, may at last be found dwindled into the above Term and Périod, I think it
therefore nécessary to shew how he misunderstood at least his whole quoted chapter 29
.This appears first, from almost all the little alterations he has ventured to make in the
transcribed doctrines or examples, as follows : :
. At his §1 NO 1, the alteration, that suspensions are introduced ON THE BASS does not .
include those IN THE BASS, and yet in the examples at 1, m, n, o, p, q, r, he faith-
=fully transcribes my Bass Suspensions,, wluch contradlct the alteration he has made in
the: quoted words . / . Gt

_At his § 1, N92, the alteration, which confines Suspensions to the accented part of a Bar,
precludes those on the wmaccented part, or those in the second third or fourth part of
a bar, whlch is a gross error.

At his §2,N21,2, it is as bad as in the above quoted places (See also the ahove §8)
At his §1, Examp: g, h, i, k, o, p, q, r, he removes the essential discord to the accen-
zted part of the bar, which is contrary to the nature of the principal chord of the Seventh .
(See my Essay on Harm0ny chap: 6, §35,) )
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. At his §2 N?8, 4, 6,in the exzmples, see ﬂ)e remarks in my ongmal examples  oppo-
zsite to them .
At his §8 N?8, Ex: b, c, he pomts out the essentla] Seventh as well as the ‘Octave ,- as
TRANSIENT in the harmony of the chord of the Seventh. That this great error is no mis-

=print, appears from his explanationy that ,those notes marked thus ' or thus '"' are mixtures -

of accented and unaccented tramsitions,, for the only place where he has pointed out ﬁlree..
transitions together, contains the ‘error . '

_At his $1, Ex: ¢, d, k, 1, m, n, o, P, 8, x see how shockingly his alteratlons have spoil-
zed the Signatures over the bass . :

: And at his §1,Ex%: ¢, d, he does even not know what is entlre ‘suspension, for he considers
" every tied note as suspended though in both cases the G on the second [iné is' not suspended

but an essential note . \
Secondly MY Kings not perfecfly understanding the \shole dlapter in qthstmn,:qmearl ﬁom

- comparing it with his ‘doctrine of chords by Supposition, from chapter 21 to chapter 26. .

For at the conclusion of his chapter 26™ he says:,Here end all the material chords in
harmony . Others certainly exist, but they are generaﬂy very extraneous , and arise from
thesuspenslon anticipationy or transition, of the regular chords, as will be shewn.,, And
where does he shew this ? in the quoted chapter 29M There his OTHER chords are the .
VERY SAME. ones he has g'lven as Suppositions ; instead* of EXTRANEOUS ones he
exhibits the most NATURAL ones; and what he means by his MATERIAL and REGU - .
=LAR chords, he does not shew at all . :

.But it is more strange than all the above, that MY ng does not perceive the chapter n .

. question to be a striking confutation of his whole doctrine of chords: by Sunpontlon and a

cdlear proof in favour of what he terms my.Cobwed System , which,, as he predicts, shall be .
consign'd to oblivion, when his , established principles,, (whldl he himself mm‘ixte:)“m1l still

" be the doctrine of the greatest Masters.,, Can there be any greater proofs than all the ahove,
. of his not perfectly mmmhmMg what he borrowed ?

§10 I belleve the numerous provocations in the advertlsement in question,would now ﬁﬂly

* justify me, to shew also,that MY King seems to comprehend almost all the others parts

of his General Treatise, as imperfectly as the quoted chapter 29; particularly his doctrine
of chords by Supposition, and his Analysis of Composition . But my only intention is to vin-
=dicate the Remarks quoted above at $2, and I flatter myself, that what I have stated will
be suﬂ'iclent to convince the discerning Reader , that the said remarks contain nothing but
just complaints, which it was my duty, to the Public as well as myself, to make; and that
they have been set down with as much moderation, as doing justice to my own cauge .
would permit . SR :

T therefore conclude this Vindication, with appealing to the ‘Public, to decide: whether the

. Remarks in question, as far as they aliude to MY King, are censurable or not?and whe-
sther the hitter invectives thrown out by him in the Advertisement , are applicable to me,

or to himself? |
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