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PREFACE TO THE

SECOND EDITION.

BY IGNAZ, RITTER VON SEYFRIED.

AvrnovcH the first edition of this book of instruction
met with a highly flattering reception, and was entirely
sold off some years ago, yet the editor feels it to be his
duty to explain fully, if he cannot justify, some few
wants which could not fail to exist in it. The first defect
observed, was a too apparent diversity of style, which
cannot be denied, but which may be naturally and clearly
accounted for. The first volune, a thorough-bass school,
had to be compiled to a large extent, as only a very small
portion of the necessary materials existed; on the other
hand the subjects of the latter volumes, ‘¢ Guide to Com-
position,” &c. &c., had been worked out with the greatest
precision by Albrechtsberger himself, who considered the
substance of more importance than the words conveying it;
therefore his manuscript reached the printer, writtenin his
usual unadorned style, and nearly in the terms of his
verbal instructions. On this account, it required =no
alteration, but only such additions as were rendered
necessary by the extraordinary progress made in the
instrumental branch of music during the lapse of more
than twenty years. In order to meet the wishes ex-
pressed on this point, much has been done—not fruitlessly,
it is hoped—in this second carefully revised edition.
A further reproof was thrown on the order of the rules.
Modern theorists place the study of simple and double
counterpoint immediately after each otler, and then
proceed to the fugue. Albrechtsberger, supported by
his oracle, Joh. Jos. Fux, was of a different opinion on
Simple
counterpoint merely demands a perfectly sure, gram-
matical correctness of composition. When this has been
steadily attained by the knowledge of certain rules, of
the restrictions concerning perfect and imperfect chords,
and of the almost despotic law which banishes all dis-
sonant chords—then surely it must prove a real intel-
lectual refreshment to the scholar, to throw off the
oppressive yoke, to free himself from the narrow shackles
of a chorale, and to write in the free style. Imitations of
all intervals, in two, three, or more parts, give him the
means to continue his ideas thematically, to order them

this point—and not without sufficient reason.

symmetrically, to place them in a melodious frame-work,
and form from them (in musical metaphor) a large or
small tone-picture according to rhythm and rule. Once
familiar with the inversions—able to produce the same.
thought in even new shapes and harmonies—to appear
manifold, though uniform—in short, capable of expressing
much by little means—thus armed and prepared, the pupil
may attack simple fugue, which does not require the aid
of double counterpoint. By an intimate knowledge of
formulas of this kind, he will become fitted for higher
development; double fugues, with two, three, and four
subjects, based on the secrets of double counterpoint on
the 8ve, 10th, and 12th, unveil their mysteries, while the
strictest of all fugal combinations, the canon, with its
manifold branches, forms, like a keystone, the crown
of his theoretical course. A long experience has also
determined the editor to retain this system of order; the
only change he has allowed himself to make is, that he has
placed Inversion immediately after Imitation, as they are
closely connected, and, also, he has transplaced from the
third volume into the second, the short rules on five-part
composition, as they complete the instructions on har-
mony, and belong to this part of the work. The Appendix
has received considerable, and, it is hoped, not unwelcome
additions. May it aid in fulfilling a former prophecy :
‘“ we may, perhaps, be able to express ourselves more
fully, by studying and remarking the practical results of
the separate and combined use of all instruments.”
Many circumstances tend to retard the fulfilment of this
promise; it must be especially remembered that a com-
piled work of this kind would become too voluminous if
it contained the examples which might be taken from the
best masters of all ages, to illustrate the dead letter of
the rules; while if containing none, it would not attain its
proposed object—that of furnishing practical knowledge,
and useful, progressive, and exemplified instruction.
May this work serve as a finger-post to indicate the
honorable goal which may be reached by one more
worthy, ’

Ienaz, Rirrer voN SEYFRIED.



BIOGRAPHICAL

Joun Grorcr ALBRECHTSBERGER first saw the light of
this world on the 3rd of February, 1736, in Klosterneuburg,
In his

seventh year, he was already treble-singer in the monas-

a town about two leagues distant from Vienna.

tery of regular canons, belonging to the town, where he
also attended the schools. Leopold Pittner, the curate
of St. Martin’s, in the lower town, b:came fond of the
good-natured boy, whose decided inclination for music
did not escape his observation; he instructed him in
thorough-bass, became his steady patron, and even
caused a small organ 'to be constructed for him; which
relic is still preserved in the village of Kahlenberger-
dorfchen, situated on the Danube, above Nussdorf, near
Vienna. Towards this first benefactor, Albrechtsberger
continued through life to entertain the warmest gratitude,
and endeavoured upon all occasions to instil the same
sentiment into the minds of his children. His great love
of learning was displayed when a boy, by his carrying
his little clavichord with him into bed, where he usually
played until he fell asleep, and awoke to find his beloved
instrument still with him. On one occasion, it being
Easter Sunday, he came to his master to beg for instruc-
tion; the latter would not give a lesson on such a holy
day, but as the boy persisted in his petition, he obtained
permission to practice by himself. Overjoyed by this
indulgence, he played so unusually well, that his listening
master not only praised him highly but gave him a hand-
ful of small coin in his delight at the boy’s talent. In
order to continue his studies, Albrechtsberger, at a later
period, entered the gymnasium of the Benedictine Abbey
at Melk, where, having finished his courses of humanity,
In this

abbey it was customary for the choir-boys to perform

he filled the post of organist for twelve years.

small operas during the Carnival, and it happened that
one of these representations was honored by the presence
of his Majesty, the Emperor Joseph. The little George
attracted the attention of the Emperor by hi.s peculiarly
beautiful treble voice, and his Majesty commanded that

the boy should be presented to him, gave him much
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praise and a ducat. When, in 1765, the august bride of
this monarch, Princess Josepha of Bavaria, travelled
through Melk, Albrechtsberger composed an ode, which
was sung in the monastery, and received universal ap-
plause. He continued to perfect himself as a profound
theorist by intense study of the works of Caldara, Fux,
Mann, Riepel, Pergolese, Graun, Handel, Benda, Hasse,
Bach, and others, kindly lent to him by Robert Kimmer-
ling, the director of the choir. Some years after, the
Emperor Joseph again passed through Melk, and attended
high mass on the Sunday. Albrechisberger played the
organ, and preluded, as usual after service: his per-
formance so pleased his Majesty, that he desired to
speak with him, and proposed that he should become
Court-organist, as soon as the post should be vacant.
While yet a boy, Albrechtsberger had twice the mis-
fortune to fall into the Danube, through inattention, but
At a later
period he became organist at Raab, and at Mariataferl ;

was luckily saved both times, by boatmen.

for some years he was music-master to a gentleman in
Silesia, and at last was engaged as choir-director by the
Carmelite monks, in Vienna. This fortunate change
of abode enabled him to realize hislong-cherished wish of
enjoying instruction from the esteemed Court-organist,
Mann. Gassmann, the brothers Haydn, and Reuter,
made his acquaintance, and the last conceived a great
respect for him, when lie heard him transpose at sight,
and without mistake, his (Reuter’s) mass in G, into G#
major, on an organ which had been tuned too low 1
In the year 1772, he at length obtained the

situation promised him by the Emperor; and when

pitch.

Leopold Hoffmann, chapel-master of St. Stephen’s cathe-
dral, died in the year 1792, Albrechtsberger was named
as his worthiest successor. From this time may date his
real influential sphere of acticn; his best and self-erected
monument is what he produced as composer and teacher;
his memory will be gratefully loved by contemporaries,
In 1798, he re-
ceived a diploma as honorary member of the Royal

and eternally preserved by posterity.
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Swedish Musical Academy, and in 1808, by the distinct
command of the Emperor, his new mass {composed
on the occasion) was performed at the coronation in
Pressburg. A short time previous to his death, he com-
posed a Te Deum, intended for performance after the
treaty of peace, and the return of our Emperor to the
A few days

before his end, he recommended his wife to preserve this

capital ; but death frustrated his wishes.

score until some especially solemn occurrence in the
Imperial family, when she was, in person, to lay this
Te Deum, the last work which God had permitted him to
finish, at the feet of the Emperor, declaring that, ¢ As
a true subject, he wished to do homage to his Majesty,
even with his latest work.” Could a more remarkable
event happen to bless the millions of inhabitants dwelling
beneath the mild sceptre of Austria, than the solemn
On this

occasion, when all hearts rejoiced, the widow accom-

espousals of Francis to Caroline Augusta?

vlished the desire of the deceased ; one of her daughters
presented the bequest to his Majesty, who, in remem-
brance of the great church-composer, most graciously
and affably accepted it, and some weeks after, not only
signified his content and gratification to the widow,
through the medium of Joseph Eybler, Court chapel-
All
Albrechtsberger’s works bear the stamp of simple gran-

master, but also awarded her an Imperial present.

deur and elevated dignity; they are simple, pious, and
religious, as he was himself. The so-called free style of
composition never became congenial to him, and he often
expressed himself on this pbint with humble sincerity :
¢ It is no merit of mine that I write good fugues, for no
idea ever presents itself that is not fitted for double
: He married, on the 31st August, 1768,
Rosalia Weiss, daughter to the sculptor, Bernhard Weiss,

counterpoint.

of Eggenburg, born the 30th of August, 1740, and mar-
ried in the Imperial chapel at Vienna. She bore him
fifteen children, nine boys and six girls, of whom eight
In his

familiar life, Albrechtsberger was generally serious, but

sons and four daughters are already deceased.

always amiable, affable, and, on proper occasions, even
" jovial; as a man, husband, and father, the stvictest per-
former of duty. His latter years were troubled by the
sad companions of weakened old age ; the hour of demise
approached on the 7th March, 1809—he died as he had
lived, with child-like resignation, and as a good Churistian,
in his seventy-third year; his earthly remains lie in the
same churchyard where his intimate friend and brother-
in-art, Mozart, found rest eighteen vears before, and

where in a few months the great Joseph Haydn, who

warmly appreciated them both, rejoined them, ¢ Sit illis

terra levis.”

J. G. Albrechtsberger had numerous scholars, many of
whom, to use his own words, * caused him true Jjoy.”
Among these may be mentioned :—

4 Ludwig von Beethoven, in Vienna (died 26th March,
1827). .

Peter Edler von Decret, in Vienna (died 1830).

Baron von Doblhof, in Vienna (died 1837).

Joseph E;}/\}’er, Principal Imperial Chapel-master in
Vienna.

Stephen Fra i, Member of the Imperial Chapel in
Vienna.

Johann Fuss, Composer (died March, 1819, in Pesth).

Johann Ginsbacher, Chapel-master at St. Stephen’s,
Vienna. .

John Nepomuk Hummel, Chapel-master to the Grand
duke of Weimar (died 17th October, 1837).

Baron Nic. von Krufft (died 16th April, 1818, in
Vienna).

M. J. Leidesdorf, Composer and Pianofor-teteacher in
Vienna.

Joseph Preindl, Chapel-master at St. Stephen’s (Al-
brechtsberger’s successor to the post), Chapel-master
at St. Peter’s, and free burgher of Vienna, (died 26th
October, 1823, in Vienna).

Ambros. Rieder, Choir-director and Schoolmaster in
Berchtoldsdorf, near Vienna.

Ignaz, Chevalier von Seyfried, Chapel-master a:d
Director of the Opera in Vienna.

Fr. Schreider, formerly Organist in the Monastery at
Melk.

Joseph Triebensee, Chapel-master of the State Theatre
in Prague.

Michael Umlauf, Imperial Chapel-master to the Thea-
tre in Vienna.

Joseph Weigl, Imperial Vice-chapel-master in Vienna.

A list of Albrechtsberger’s works, the scores of which
are placed in the musical archives of his Excellence the
Prince Nicolaus von Esterhazy-Galantha, &c. &c. :—

26 Masses.

43 Graduals.

34 Offertories.

Vespers (in C) de Confessore.

»»  (in A) de Confessore.
. (m Eb) de Apostolis.
5 (in C) de Beata Maria Virgine.
,,  (in D) de Beata Maria Virgina.
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4 Litanies.
Psalm (in D) Magnificat.
» (in D) Magnificat.
5, (in C) Dixit Dominus.
5  (in A) de Confessore.
Te Deum (in C).
' (in D).
. ’ (in C) for her Majesty the Empress Theresia.
" (in BY).
Veni Sancte (in C).
’ s (in D).
6 Motets.
5 Salve Regina.
6 Ave Regina.
5 Regina ceeli.
5 Alma Redemptoris,
Tantum ergo (in C).
o, (inC).
18 Hymns.
Alleluja (in C).

Miscellaneous Church-music :—
Chorus de Sancta Theresia (in C).

De profundis ,, ’ (in D-m).
Memento 2 ’ (in G).
Introitus ' 1 (in I).
» ” F2] (in D"ln)'
r I ” (in F)'

Circuitus (in C).
" (in D) de Beata Maria Virgine.
Tenebrze (in C-m).
Responsorium (in F).
6 Oratorios, viz .—
Die Pilgrime auf Golgatha.
Krenz-Erfindung.
Geburt Christi.
Applausus Musicus.
De Nativitate Jesu.

De Passione Domini,

Aria (in Bb) de Sancto Nepomuceno.
,y (N Eb) de Sancto Nepomucenc.
»» (in G) de Beata Maria Virgine.

-, (in F) de Beata Maria Virgine.
,»  (in D-m) de Passione Domini.

5, (in F-m) de Passione Domini.

» (in G) de Sancto Joanni Nepomuceno.
Duetto (in B?) de Sancto Joanni Nepomuceno.
Coro (in Eb) de Sancto Joanni Nepomucene.
An Operetta (with German text).

17 Violin Quartetis.

9 Violin Quintetts,

2 Violin Sestetts.
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Miscellaneous pieces :—
Serenade for 5 voices, with oboe obligato,
Quintett, with flute concertante.
Notturno for 4 voices, with flute obligato.

1 ) b
6 Divertimenti a quattro.

oboe obligato.

1 Divertimento »

1 b2l ”

Concertino '

28 Divertimenti for 2 violins and violoncelle.
Concertos for different instruments :—

Concerto for the harp.

9 5 Organ.

’ 5  trombone.

s 5  Dianoforte.

» 2 mandora (7 pieces).

Concertini for the harp (4 pieces).

Symphonies :— -

Symphony (in F).

» (in D).
» (in D).
” (in C).

A chorus for instruments,

Seventeen masses from the pen of this indefatigable
composer are not here mentioned, as some of them were
presented to the Emperor, who requested to have them;
and some of them, according to the will of the deceased,
have become the especial property of the choir to which

he devoted the last hours of his artist-life.

A list of J. G. Albrechtsberger’s works, which have
been published (with an indication of the publisher and
the price) :—

in C. M. f. kr. Publishers.

f4 0 Hummel.
U

Op. L. Fugen for the Pianoforte 45 Cappi.

» 2. Quatuors en fugues (in D, A,
Bb, F, C, Eb) p.2, Viol., Alt.
etVelle.. . . . . . .5 0 Hummel.

. Préludes et une fugue p.1'Org. 3 0 ’s

0 30 Cappi.

0 15 Spehr.

. Fuga: Do, re, mi, per I'Org. 0 30 Cappi.

. Fughe e Preludj per I'Organo 1 0 ,,

30 Mollo.

. Fugues pour I'Orgue . . . 0 50 Artaria.

>

. Fuga (in C) per I'Organe . {

. Fugues pour I'Orgue . . .1

-
M
© X D ¢,

. Fugues pour 'Orgue . . . 120 ,,

»

» 10. Fugen fiir die Orgel . . .1 0 Haslinger.
»» 11. Fugen fiir die Orgel . . .1 0 Cappi.
s 12. Prilud. fiir die Orgel, 1, 2, 8,

Lief. . . « . . « . .2 15 Haslinger.



LDIOGRAPUICAL MEMOIR.

Op. 13. Sextuors (in Ep, G-m, D-m)
p. 2 VL, 2 Alt,, Vell. et B.

Liv.1. . . . . . .2 30 Riedl.
sy 14. Sextuors (in D, F, C) p-2 VL,
2 Alt., Velle. et B. Liv.2 . 2 30 ,,

»» 15. Fuga (in C) p. Pianof. a4 m. . 0 30 Artaria.
»» 16. Fugues pour I'Orgue . . 1 30 Trag.

» 17. Fugen fiir die Orgel . .1 0 Haslinger.
»» 18. Fugues pour I'Orgue . . .1 0 Cappi.
,, 19. Quatuors (in G, Bb, Eb, F, C,

D-m.) per 2 V]ohm Alto et

Basso . . 2 30 Artaria.
. Fugues pour le Plano"orte .10 ,,

. Quatuors (in A, D-m., G, C-m.,
F, Bb) p.2 V1, Alte et Basse 2 30 Riedl.

Prélude et Fug. pour le Pianof. 4 4 m. 0 45 Haslinger.

Pirludien to be played with 3 or 4{0 54 Peters.
registers. 1 30 Weigl.

Versetten for the Planoforte . . . 045 Cappi.
Duos, instr. p. VL et Velle. Liv. 1, 2. 2 0 Peters.
Quintett (in C) p. 3. V1., Alt. etVelle. 0 45 Riedl.

Sonates & 2 Choeurs (in D, G, C) p. 4
Viol.,, 2 Alt. et 2 Velles. . . .2 0

vii

1 0 Peters.
Generalbass-Schule . « « . . 1 12 Artaria.
1 30 Cappi.

Méthode de I'accomp., trad. de I’Alle-
mand 8. ., . . .3 0 Choron.

Ausw eu.hungen von C dur und C-moll
in die iibrigen Tonarten

2. L. d

. 0 20 Haslinger.

0 45 Peters.

Inganni (Trugschlusse)
.. 0 36 Cappi.

Ausw.

Unterricht iiber dLn Gebrauch der {O 45 Peters.

vermind. u. iiberm. Intervalle. 0 30 Cappi.

3 Lief. d. Ausw. . . .

Kurze Regeln des reinstein Satzes,
(2Auvsg) . . . . . . .

Anweisung zur Composition
Méthode élément. de Compo trad. de

. 0 30 Haslinger.
. 4 30 Breitkopf.
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ALBRECHTSBERGER’S
THOROUGH-BASS AND HARMONY,

THoROUGH-BASS is the fundamental basis of all
music, and must be profoundly studied by all those
who desire to dedicate themselves to this beautiful
art. Without this science, we can admire the ex-
cellence of a composition by the physical impression
it may cause, but we can never worthily appreciate
its intrinsic merit. With innate talent we may
produce some not imperfect compositions, but we
cannot satisfactorily account for the matter created,
nor vouch for blameless immaculacy in regard to
grammatical technicality. Thorough-bass teaches
us to reduce to its simple, original, natural, and
derived chords, every composition,—for whatever
instrument it may be written, and however florid
the melody, accompaniment, or embellishments :
it grants us a view of the unveiled innermost sanc-
tuary,—shews the whole wonderful construction of
a work of art in a skeleton shape, stripped of all
ornamental garb: by a mere figured bass, enables
the initiated to follow correctly a composition of
many parts, throughout all its turns and modu-
lations: it is our sure guide and director,—orders
and binds ideas,— straightens paths,— chains and
unites that which without its aid would be separate
and erring. Therefore let us all become intimate
with this elemental science, as our great ancestors
were, and it will fare well with us !

1.
O~ INTERVALS.

The distance from one tone to another is called
an interval ; as, from ¢ to c#, from d to e:—
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The 1ntervals are smalle*' or larger, accordmor to
their relative distance from the fundamental note ;
therefore the smallest interval is a semitone—c¢, c%,
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Remark.—The unison is a number, but is not really an
interval, as it stands on the same grade as the funda-
mental note. The tenth, also, may be considered as the
third above the octave.

These intervals may be minor, major, diminished,
or augmented, according to their position.

The semitone may be minor or major ; minor
when it stands on the same grade with the funda-
mental note ; for example :—
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Minor semitones.
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major when it stands on the next grade; for example:
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Remark.—The minor semitone (the minor second) is
not considered an interval, as there is no change of grade
between it and the fundamental bass ; the major semi--
tone (the major second) is considered the first interval,
as it stands on a different grade from the fundamental
bass.

Two semitones, one major and one minor, make
one whole tone ; as, from ¢ to dis a whole tone ;
the two semitones are, the minor, c——cﬁ and the

major, c¢f—d; or the major, ¢—dp, and the
minor, dp—d. This whole tone is called @ second ;
for example :—
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An interval which contains four grades, is called
a fourth ; for example :—
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An interval which contains five grades, is called
a fifth ; for example :—
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An interval which contains six grades, is called
a sixth ; for example :—
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An interval which contains seven grades, is called
a seventh ; for example :—
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An interval which contains eight grades, is called
an octave ; for example =
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An interval which contains nine grades, is a second
above the octave, and is called @ ninth ; for example:
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An interval which contains ten grades, is a third
above the octave, and is called @ tenth s for example:
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In the same manner, follow—elevenths, fourths
above the octave; twelfths, fifths above the octave.
Intervals may be placed one or more octaves higher,
without losing their original name ; for example:

a second two octaves higher;

a third two octaves higher. The

second, fourth, and sixth are exceptions, as they
sometimes appear, as will be seen later, in the form
of ninths, elevenths, and thirteenths, and therefore
must be distinguished from the real seconds, fourths,
and sixths,

I1.

The unison is two-fold—perfect and augmented ;
for example :—
Perfect.
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The second is three-fold—minor, major, and aug-
mented ; for example :—
Ex. 15.

M inor.

Perfect. Augmented. Augmented.

Major. Major. Augmented. Augmented.
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Minor.

The minor contains a major semitone ; the major,
a whole tone; the augmented, one whole and one
minor semitone.

The third is threefold—diminished, minor, and
major; for example :—

Ex. 16.

Diminished. Diminished. Minor.
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Minor. MaJor Major.

The dlmlmshed contalns two maJor semltones; the
minor, one whole tone and one major semitone ; the
major, two whole tones.
The fourth is three-fold — diminished, perfect,
and angmented ; for example :—
Diminished. Dim[i’nished. Perfect. Perfect Augmented.
1 4 +
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The dlmnnshed contains one whole tone and two
major semitones ; the perfect, or major, two whole
tones and one major semitone ; the augmented, three
whole tones.

The fifth is three-fold—diminished, perfect, and
augmented ; for example :—

Diminished. Perfect. Augmented.
b5 5 45
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The diminished contains two whole tones and two
major semitones ; the perfect, three whole tones and
one major semitone ; the augmented, four whole
tones.

The sixth is four-fold—diminished, minor, major,
and augmented ; for example :—

Diminished. Minor. Major. Augmented.
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The diminished contains two vvbole tones and three
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major semitones ; the minor, three whole tones and
two major semitones; the major, four whole tones
and one major semitone ; the augmented, five whole
tones.

The seventh is three-fold—diminished, minor,
and major ; for example :—

Ex. 20.
Diminished. Minor. Major.
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The diminished contains three whole tones and three
major semitones ; the minor, four whole tones and
two major semitones; the major, five whole tones
and one major semitone.

The octave is generally only two-fold—diminished
and perfect; but it is sometimes augmented, and

then contains one minor semitone more than the
perfect octave ;
Ex. 21.

Diminished.

for example :—

Perfect. Augmented.
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The diminished contains four whole tones and three
major semitones ; the perfect, five whole tones and
two major semitones.

The winth is two-fold—minor and major ; for

gemitone), the minor second (the major semitone),
and all the remaining intervals; for example :
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ATl chords which are composed of these intervals,
are called discords. But a real consonant becomes
a dissonant, by being coupled with such an interval,
as—the perfect fifth with a sixth; the sixth with
a seventh ; the perfect octave with a ninth ; as may
be seen in the following example :—
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The tenth, which is, in fact, a repetition of the
third an octave higher, is threefold—diminished,
minor, and major ; for example :—

Diminished. Minor. Major
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There are (with respect to the sound which im-
presses the ear) two kinds of intervals—the con-
sonant, which produce an agreeable, perfectly sooth-
ing effect ; the dissonant, Wthh excite a painful and
aneasy sensation. The consonants are—the perfect
unison, the minor third, the major third, the perfect
fifth, the minor sixth, the major sixth, the perfect
octave, and the minor and major tenths; for example:

Ex. 24.
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All chords which are composed only of these in-
tervals, are called perfect or consonant chords. The
dissonants are-——the augmented unison (the minor

The consonants are subdivided into perfect and
imperfect. The fifth and octave are perfect; both
thirds and sixths are imperfect. Therefore it appears
that every chord over a fundamental note, composed
of three consonants, must be perfect or imperfect.
The common chord only is perfect—the third, fifth,

and octave, g, with its two transpositions — the
fifth, octave, and third, & 8, or tenth ; and the octave,
third, and fifth, f’é: or when a new position is
obtained, by omitting one and doubling some other
interval—the third, fifth, and third, 3 ; and fifth,
third, and fifth, E The imperfect consonant chord
is—third, sixth, and octave, §, with its two trans-
positions—third, octave, and sixth, § ; and octave,
third, and sixth, § : and the new positions obtqined
by omission and doubhnw—thlrd sixth, and tlnrd
and sixth, sixth, and third, & ; for example :—

_ » Perfect consonant chords,
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Imperfect consnn ant chords.
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When one or more dissonants appear in a chord,
it"always belongs to the class of dissonants, as—

third, fifth, and sixth, % ; fifth, sixth, and octave, § ;
second, fourth, and sixth, fi ; third, fifth, and
seventh, % ; fourth, fifth, and octave, § ; third, fifth,
and ninth, 2 ; third, sixth, and ocilz;ave, 2; also

when the third and sixth are minor, and the octave
perfect ; when the sixth is major, the third minor,
and the octave perfect ; when the third and sixth
are major, and the octave perfect ; for example :—
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These chords, although according to the rule they
would belong to the imperfect consonants, are ex-
cepted, as is also the chord of the major third, with
the minor, diminished, or augmented sixth ; for
example :—
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There are in music five principal kinds of chords,
viz. :—1st, common chords; 2nd, chords of the
seventh ; 3rd, chords of the ninth; 4th, chords of
the eleventh ; and 5th, chords of the thirteenth.
.The perfect common chord consists of the third and
fifth, to which is added the perfect octave in four-
part compositions. The twelve keys may be either
major or minor ; the first require the major, the
second the minor third, as is shewn in the following
table :—
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Major chords with flats.
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Ex. 33.

Minor chords with sharps
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Mmor chords with flats.
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As remote keys, with many sharps or flats, in-
crease the difficulty of reading and execution, it is
well to substitute the keys which stand on fhe same
grade; for instance—Db major instead of O% major;
Ab major instead of G% major ; B major instead of
Cb major ; and so forth.

1v.

The common chord is four-fold—the major, with
the major third :—

Ex. 35. ?Bﬁé_ﬂ‘é‘ﬂ_g_ﬂ H=flEgslf
The minor, with the minor third :—
Ex. 36. %ﬁ ﬂ-g—ﬂ—g” el a It
The diminished :—
Ex. 87, %—U—H-t? SEEEE
The augmented :—
Ex. 38. ﬁ—sg?-—ﬂ g a=l=
Every common chiord is capable of two inversions ;

the first is made by taking the third as the funda-
mental note, by which the chord of the sixth is

produced ; for example :—
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The second is made by taking the fifth as the funda-
mental note, by which the chord of the six-four is
produced ; for example :—
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From this it may be seen how, from a perfect
consonant chord, may be made an imperfect, or even
a dissonant one. When the perfect fourth is used
in conjunction with a minor or major sixth, it is
usnally called the consonant fourth ; when with the
fifth, the dissonant fourth ; for example :—

Ex. 41.

Consovmnt 4th. Dissonant 4th.

AND HARMONY. 13

Tt follows, from what has been already said, that
every chord, whether perfect, imperfect, -or dis-
sonant, may be taken in three different positions:
in the position of the octave, when the octave of the
fundamental note (the tonic) is highest; in the
position of the filth, when the fifth (dominant) is
highest ; in the position of the third, when the third
is highest ; for example :—

Perfect Chords.
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In this key, f'is the tonic, and e the dominant ;
being the fifth above, and the fourth below ; for
example :—

> Imperfect Chords.
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b is the tonie, f the dominant; for example :—
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It may be here remarked, that the common chord
is never figured, and that the third, fifth, and octave
are alw! ays to be played with an unfigured bass note ;
a # above it, expresses the kind of third,
and thelcby denotes a minor or a major key; for
example :—

Ex. 42.
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The #, b, or # always relates to the third; and it

must be understood, that whenever this is major,
the fifth and octave must be perfect.

V.

Of these four common chords, two are consonant
—the minor and major; ¢, ¢, g—a, ¢, ¢: and two
are dissonant — the diminished and the augmented ;
b, d, f—ec, ¢, g ; for example :—

Consonant. Dissonant.
ﬁ‘_“_ﬂ_é:—_ :(,: jo_ﬂ_
Ex. 43. I\Ia]or Minor. Diminished. Augmented.
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Tt will be almost superfluous to add, that the terms
of “position of the third, fifth, and octave,” must not
be used with chords, which, according to their pecu-
liarity, are without those intervals; the terms of
“first, second, and third positions,” must be stb-
stituted.

VI.

It has already been said, that all chords of the
second, fourth, seventh, and ninth, are dissonants ;
when these intervals are bound—that is, when the
note already heard is not repeated—they are called
prepaved ; for example :—

Ex. 47.
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VIIL

The second principal kind of chord, the chord of
the seventh, consists of a third, fifth, and seventh ;
for example :—

T 7
% %
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The chord of the seventh may be major, minor,
or diminished ; for example :—

Chord of the
minor 7th.

Chord of the Chord of the
major 7th. diminished 7th.

B 40, G S R

Each of these chords is capable of three inversions
—firstly, with the third for the bass ; secondly, with
the fifth for the bass; and thirdly, with the seventh
itself for the bass.

First inversion.

R

Ex. 50. bt b§ 1 8 7 5
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In this, the chord of the seventh becomes the chord
of the five-six.
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In this, it becomes the chord of the third, fourth,
and sixth.

Second i mversmn

Ex. 51.

Thll’d inversion.
== R
Ex. 52. g 3
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In this inversion, the chord of the seventh becomes
the chord of the second, fourth, and sixth. The
fourth thus formed is considered as a consonant;
but all chords of the seventh, with their inversions,
are dissonants.

=

VIIL

The third principal kind of chords, the chord of
the ninth, is formed when a note, a third below the
chord of the seventh, is added to it ; for instance, in
the chord of the seventh g, b, 4d, f add e as bass
under the g, and the chord of the ninth will be pro-
duced, consisting of a third, fifth, seventh, and ninth ;
for example —
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" In four-part accompaniment, one interval in this
chord is usnally omitted, either the seventh, fifth, or
third ; for example :—

E‘( 54. Without the 7th. wm out the 5 th, W 1lhout the Srd
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Although the ninth is played upon the same note
as the second, and represents, to a certain degree,
the same interval an octave higher, vet a decided
difference exists between these intervals; for the
ninth, in real chords of the ninth, is prepared above,
and descends ; whereas the second obliges the funda-
mental note to descend a grade, being already pre-
pared by a bind ; for example :(—
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N\ Chord of the ninth.

Chord of the second.

IX.

The fourth principal kind of chord, the chord of
the eleventh, 18 formed when a note, a fifth below
the chord of the seventh, is added to it; for instance,
to the chord of g, b, d, £, add ¢ as bass, and the chord
of the eleventh will be produced, consisting of the
fifth, seventh, ninth, and eleventh ; for example i——

78 :._—_I;:‘, H =
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Ex. 56. 3
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In accompaniment, one interval of this chord is
always omitted,—even two occasionally ; if the
omitted notes are the seventh and ninth, the three-
note chord containing the fifth and eleventh is called
the chord of the fourth and fifth ; should this be in-
verted, and the fourth taken as bass, the chord of the
second and fifth is produced ; for example :—

n . . P o Inversion.
— H H < H = H—< i
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>—H = H <> o—fj—e=—}

[ 1 1 The 5th omitted. The 9th omitted. The 7th & 9th
7 omitted.
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The eleventh and fourth are different; they are
differently accompanied, and peculiarly treated
will be shewn in the sequel.

H—e—I
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X.

The fifth and last principal kind of chord, the
chord of the thirteenth, is also formed from the
chord of the seventh, when a note, a seventh below
the fundamental note is added to it ; for instance, to
the diminished chord of the seventh g# b, d, f, add
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s wass the seventh below g#—-—-a, and the chord of
the thirteenth is produced, consisting of the seventh,
ninth, eleventh, and thirteenth ; for example :—
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One interval is usually omitted ; either the
seventh, ninth, or eleventh ; for example :—

Ex. 59. 7th omitted.

9th omltted llth omitted.
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The chord of the thirteenth, although similar in
sound, must be distinguished from the chord of the
sixth, from which it differs in its implied intervals
and in its resolution.

XL

The movement of consonant cliords is fourfold :
direct, when all the parts ascend or descend :—

Ex 60.
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contrary, when one part descends while the other
ascends :—

Ex, 61.

-az-—zre——a—ﬂ—ﬂ-e—n—n

oblique, when one pftrt remains stationary, or is re-
peated; while the other moves :(—

Ex. 62. f——p—ofl=—0—|
KA S S = = -~ - €D~

and parallel, when the parts remain on their grade,
and are continuously repeated :—

_Ex. 63.
"f\;r ii -Q—HT_T’T_J.‘M#_H
U888 o = e

~The following rules may here be given. The
contmrv movement must be used in passing from one
perfect consonant chord to another :—

Ex. 6 H —f]
x. 4. ﬁ-e—"li:o—_e—[l:
or one part may remain stationary :—
Ex. 65. #‘__?7_*‘9__“—9_&““
F VAR ©a o)

All movements may be used in passing from a per-
fect to an imperfect consonant chord ; for instance,
from an octave or fifth to a third or sixth :—

_AEX. 66.
o | e o _
o :;79' R === el

AND HARMONY. 15

The contrary or oblique movement must be used in
passing from an imperfect to a perfect consonant
chord :—

Ex. 67. ﬁ— Z’—H_r;——a—H—é_g—H_;T—E:

All f'our movements may be used in passing from
one 1mperfect to another imperfect consonant chord :

Ex. 68. jfm——g—u——ewu—g—-

Two consecutive perfect fifths or octaves must be
carefully avoided, as they not only sound thin, but
are extremely offensive to the ear :—

Ex. 69.

9 _jown 1 |

H:g:;,-:

Zraifais

In a composition of many parts, however, a suc-
cession of octaves may be used, and dispersed
through different instruments, partly high and partly
low; in this case, they are not cons1dered consecutive
octaves but doubled, trebled, and fourfold unisons,
and are by no means objectionable.

»ﬂa “ﬂ

A

%——Ha nz ?2"9“

XII.
Dissonant chords are used in a threcfold manner ¢
first, as passing notes :—

| | | [
—fra—e—f e —@—p— S —o——q=
Ex. 70. =74 =="=2= 5,,,_n-
LR -

F P T
In this example, the tenths, ¢ ¢, and the sixths, g b,
—¢, e, are consonant chords and both f's, d, and b
re<rular passing dissonants. Secondly, as chancrmfr
notes —

" - f‘. =

. 71 P
</

= o
In this example, Jf and d are changing notes in the
accented division of the bar, and are only suspensions

of the following consonants, ¢ and ¢. Thirdly, as

suspenswns —
V) 1} —; 1 17 ,_:—l i)
St § - S e § SN — i Jro—- - § by
Fx. 72. Gt} =g
[ To-
T i i l

In this example, the seventh, ¢, is produced by the
change in the bass.

XIIL

When two different notes are played to one chord
(cither in the lower or higher part), only one of
them belongs to the chord. When it is the first
note, and it falls on the accented division of the bar,
the second note, which forms the after-sound, is
called a passinn' note :—

4—,1——,1—[—4— =
G—g—g——3—

3

CEEESESS:
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¢ and e belong to the chord; 4 and f are passing
notes. When the second note is an interval of the
chord, then the first note, although it may fall on the
accented division of the bar, does not belong to the
chord, and is called a changing note :—

ﬁ—j—g =g

o

e and ¢ are part of the clord ; f and d are changing
notes. Three points must be attended to, in the
employment of dissonants by suspension : first, their
preparation; secondly, their percussion; and thirdly,
their resolution. The preparation of a dissenant is
effected by using it as a consonant in the even part
of a bar, before its real percussion :—
|

_, ~ |
~—5— _0—1 —9————,1—{- ——o—n—
2 ——a ( <D= —»
'*!:7 i L |
PR
P
Ex, 75. T e
N | - 9. L ,_t__G_H_
s - = L
~=p— B+ I B
N

Their resolution is effected by causing the dis-
sonant interval, after its percussion, to ascend or
descend a (rrade, on to a consonant —

2 3
Ex. 79. =g—=— :Eﬁj =
S
In the diminished ﬁfth the highest part is disso~
nant, and must descend one grade —

b5
5@_ N S N
E}\ O 57— g\‘_-—— ot F g E
9'\../[ ‘9- 'lp'

Although certain dissonants — for instance, the
minor seventh above the dominant; the diminished
fifth, with its inversion ; and the augmented fourth
—may be used without preparation in free style, yet
they must always be regularly resolved. In the free
style, one dissonant is often resolved by another;
but this license originates from a particular figure,
which we shall explain in the sequel.

XTV.

In order to facilitate reading, and a rapid general
view, it has become the universal rule not to figure
the fandamental bass with all the intervals contained
in a chord ; therefore it is highly necessary for those
who would become good figured-bass players, to
know the implied intervals which belong to each
figure. When the bass note has no figure, a perfect
common chord is always to be played :—

An exception to this rule is the major seventh, when
it is in conjunction with a fourth, minor sixth, mnth

Ex. 76. r B E B =F o soaadE | %ﬁg‘—- SeEce=is S Eg==8ay
v oo = o T — o g =t
This proves that the real ercussion, which is gene- | W — . c . -
rally I;)repaled is alwayspa. dlssonant but that the | F @T’E‘Tfﬂ— i’#ﬁ—a”k—u—f*“—f—“—ﬂ—
preparation and bresolutloxll dmu;t be (Izlonionan}‘i ™
.Further, it may be remarked, that in the fourt —y
seventh, ninth, g’leventh and th1rteenth the hln'hest ﬁ;—' e EEP E*ﬁ H* Bzh() —n_nj‘
part of the interval is dissonant and must descend | [ " 38 b N -
a grade for its resolution :—
)  a—— ¢ | |,r\-’l (Jlr l _—_F—tt—— —-H-PO——E—QG }—90 EZE()AH“
- e e e
N A [ { ‘ A b, T h indicates that the third is to be
Ex. 17 4, 3 .3 diminished, minor, or major. Zhe figure 2, the
&= ————f—le——ﬁ-f—f—f‘*F~[—6:H: second, always implies the fourth and the sixth :—
_\ L3 LU | § - C {1 -/1% /3
~0- 1 | —3—n #_Ew—ttﬂﬁ—gg_%g.g, gg-u
== 2] s 3 28 ¢ BT
o r = | N Py Py
9 8 | % _pyg‘p go,@,o‘—ﬂ F:E—F g'_ _E,a_
e T -9.- a N
_(\i"ﬁE‘ = S=E Should a fifth be written above the second, §, one

of these intervals, either the fifth or the second, must
be doubled :—

Doubled fifths.

eleventh, or minor thirteenth ; which must then rﬂ} £ s g_g:@_: =
ascend one grade :— R&3 3 t—H-o—t—o-—t-o—H-
5 —
__._!_ _r_g__“_9~ Ex. 83. 2 — A~ -p-,_-ta- @
6= 2= f:?-—[:3~1141 F’~—r:F:9 HE O e e e e e o e 1
N ) re ) ‘,' } re H { : =;
D T 9 ~
Lx. 78. 7 8 f’ﬁ Doubled seconds. .~
@=e Ces e E =l | [2 == =T
e ==EIE=S = g2 3=
N U_ _ o
In the second and augmented fourth, the lowest g = ~ e Ne- o, B
part of the interval is dissonant, and must, as a rule, &= e == A=
=—o_sd —5 "0 f £ H=
descend a grade for its resolutlon —

<

-
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Horizontal lines after figures, 37—, indicate that
both the intervals played are to remain on the
following fundamental note ; for as the bass, as we
know, must necessarily descend a half or a whole
tone, in order to resolve the second, which then be-
comes a third, a new figuring is thus avoided. By
the resolution of the second into a third, a new chord
is produced, which in four-part compositions is
accompanied by a fifth and sixth, and so formed into
a third, fifth, and sixth, or chord of the third and
sixth :—

- O
A= e
(P —2—I—53 =0 i (5|
B s =9 —H=x __Lk'z:__ -
R -'0— - - ;g: g
Ex. 84. 6 5 8
2 & 2 3
ettty
I T LY (9] L. - Ly

=<

XV,

The diminished third implies the diminished fifth
and diminished seventh :—

— 7N
/ ,)'\1{.D I3 : t \~ j I_ _‘I‘I—
Gt —g =g —rg—a—rio— |-
% -€>- o - -e-4 =
Ex. 85. 5 6 5 e
1 3 4 z VO
@_; 1 o [ | T N T L0 )
e o e o P ) e |
= 2. ) T Bt I L. O 1)

The minor and major third, we already know,
imply the fifth and octave, whether the fundamental
note be unfigured, or have above it a 3, in order to
produce the minor or major chord. Should it
happen that many perfect chords follow each other,
the player must use contrary movement, as in the
direct movement prohibited fifths and octaves would
constantly occur :—

Direct movement

—//\ J. 1 ’J 1

Fep——ad—r— == ——
ﬁ%—ig eSS =78 b= H~-g—§:‘b§~?§_ﬂ‘
Ex. 86. Bad. b Good. b
O i e e o | e S e 2 1

I H— & |
{mp— 1 |

Contrary movement.

‘When many successive thirds are marked above
a progressive bass, only the last and first chords are
played in four parts; the intermediate ones are
accompanied in three parts, and even in two, when
the time is quick :—

o
gizc = IF
— G — [
Ex. 87. T O - g
3 3 3 —
= I 1 = J—
Ci=m=ta———r -
N
1 ]
‘:t——"—i —1—t—:¥=#—-ﬂ —H ag—————
E—— - “I".-“ t—» H
3 —
@ S~ B - o fa]
e o ™ i il ,—_ e e H
N 5 - — e — T -

t 1 1 H-.

XVL
The diminished_fourth implies the doubled minor
gixth :—
1

5o

2353’—& E‘g“gi g_E—_g_HE
Ex. 88. e 8 6‘9 i
4 3 i 3
f}pjis:gf_;_r; _Ha___ﬁ“'s'_‘ﬁ‘
In this case, the fundamental bass takes the seventh
major grade, which is called the leading note. In
the above example, % is the leading note to the
scale of G, and c# the leading note to the scale of D.
The perfect fourth implies the perfect fifth and
perfect octave ; and is, in this form, eminently
adapted to the cadence —

7N

D
329:2\,, St
3

. O
I@b:[“__ t_u___'E___‘i,i_
o

Ex. 89.

If the sixth is to be used instead of the fifth, this
must be indicated by figuring :—

Ex 90 ~
T—f— = ] = — —f— H=
f = == = ===
avz - \'/6
4 ﬁ 4 E\
o= r e o
N F L. r &1} rs L. L

The augmented. fourth implies the major second
and the major sixth :—

_ L

Ex. 91. e

%~ 6
2

ggﬁzgg?’%jzﬁz

In case the minor third is to be used instead of
the second (especially in minor keys), this interval
must be indicated by its figure ; excepting when the
bass moves upwards a minor third, and 1itself indi-
cates the interval, rendering an especial figuring
unnecessary :—

e

Ex. 92.

XVIIL

The dimanished fifth, whether prepared or un-
prepared, implies the minor third and minor sixth;
the fundamental note, however, must stand on the
fourth or seventh major grade of the scale, and
ascend a major semitone to resolve itself upon the
fifth or eighth grade :— ’

s
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Ex. 98.

Prepared Unprepared

e e

7th grade. 1th grade. 4th grade.

F ﬂ is the seventh major grade of the scale of
G major, and leads to the eighth; ¢ ﬂ is the leading
note to A minor; and c# the fourth major grade of
the tonic G, which is resolved by ascending a major
semitone into the dominant. When it happens that
the fundamental note stands on the second grade of
a minor key, or on the seventh of a major key, and
moves away from it, the octave may be used instead
of the sixth :—

S
1 1,\
§E§—§§~— %——sﬁ_ ==
Ex. 94. vs # b
O
@ o 10/ 0] F ] =Y rL |
— e H
< g ¥
~A ] 1.' 8 ] 3 ] L
e L B e e e
=P8 2 g3t g oo |
i I ) bt T e s
bs b
s b oy T fp i i b1 £ -
Gt =2t —IF
= =]

A is on the second grade in the key of G minor,
but on the seventh in the key of B b major ; there-
fore the sixth is omitted throughout, and the octave
substituted.

The perfect fifth implies the minor or major third
and the perfect octave ; and forms, as we already
know, the perfect triad :—

Ex. 95.
Fime e s
5 b -] b'z ~
irh——] 55—F f—e—f l—z2—H=
P-b 1 iZ——t—e—t t—e—] H=

This interval does mnot require to be figured,
because all unfigured bass notes are accompanied
with common chords ; but the quality of the third
must be indicated, when it requires to be heightened
or lowered according to the key.

The augmented fifth, which usually only appears
after the perfect fifth as a passing note, always
implies the major third and the perfect octave :—

" : " ny
]

e alrg g e
ﬁi:égﬁdts"? et g g g

5 5 ks % 3 8
i@E’i«s——;— == i 'ﬁ—":i——e‘—i—g‘-ﬁ

The major seventh seldom appears as a suspension
of the octave.

@—,‘EEE’:% oo :E—H?T:;EI“E{ |

XVII.

The diminished sixcth, which occurs rarely, and s
always used as a preparation of the imperfect fifth,
implies the minor third and diminished seventh :—

e —-—;—F—_H-w
é‘:E:E“—E““g o=t —i—oli
Ex. 97. b —
be 7 3 ﬁ
=== :——Ln-

The minor and major Sixth imply the third
and the octave, or the third or the sixth may be
doubled :—

Doubled sixth. + Doubled third.

%‘L
.l
i
'Fé'
Il
e
[l

Ex. 98.1Y @ e o
Jé:hu—e—*t—n—f'—-?n H
= E

A third or a sixth may be played alone, without
doubling :—

/a. 1 N
ﬁiﬁgzﬁw&tj:"gtﬂ-
Ex. 99. T be 6

e
&/

Care must be taken not to double the major third’

or major sixth, when it stands on the seventh major
grade, and is the leading note; as it would then
become the octave of the Ffundamental note, and pro-
duce too sharp an impression on the ear; for example:

Ex. 100. Ex. 101.

=P — -
Ri=r=cre gl e a

be 6 be 6
g';:gx"z;*a:i::a:izg;g—jﬂ: @bﬁ—n"ET”FET_E'
~ AN &

B is the seventh major grade of the key of C, and
sounds disagreeably by belncr doubled. In example
101, the last skip in the hwhest part, from ab to b
is faulty,because the melod) is unnatural, and difficult
to execute. When many sixths follow each other, it
is well to choose the contrary movement in playmg
them, in order to avoid prohibited fifths and octaves;
it adds to the grace of their performance, also, to
omit an interval occasionally, and double some other:

| N
7N R R 2 o =
F-—O6——[570—y Eh) -+ ——H
I {a Y N4 D | (9 >
b \J74 — ol <. 1 gl L 2. L —— ’H_"
% { i 3 T ¥
8
Ex. 102. 6 6 b6 6 D6 ze 43
S SUNISRN RN — f L
e o
~ . ¥ T T

The augmented sixzth implies either a doubled
third, or a major third and an augmented fourth, or
a perfect fifth with a major third ; but this must not
be followed by a perfect, but by a chord of the six-
four, in order to avoid two perfect consecutive fifths:
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Ex. 103. ~
82 3 2 2 e o
ﬁqﬂgfo-ﬁ_efgg F()—H:bg ;ﬂb‘gﬂ F&S!:

1 . [ Iy

3
be
. ¥ & bt A z, 24 4
- ber— —pe2 m—;be— 'r';‘n————g-be_'::‘pzu;[:
= t ——t f t

o

DRSS NO)

::}
g

=

~Hrm

[
ey
e
o

=

/(.52 4@\

XIX.

Al sevenths, when employed as preparations, and
resolved by dcscendln , imply the third and fifth;

also the third and octave or a doubled third :—
~

e
[ § Ju— —
g =i a1
va l = | |
Ex. 104. '% 4
-o- — ~
e L I n—
R e e =) ==
N t t—t H=
— Diminished sevenths.
/’\
o =
v A 1) E > [ 1 | 8 paf #22 |' 5 E_’r —
zgzt:;;_niztﬁ:g—“—:e—“!—rn —] 9—*
‘P’v‘ TTE,&‘Y' — *r) ﬁ
P . A . S . -
) r ol i gt 4 T >
E=r—i— == mo—f-
R, S — — T | 0 t [ L
™~ Mmor 101 sevenths. Major sevenths.

The major seventh, which, when a leading note,
is resolved by ascending to tho octave of thc b%s,
. always 1mphes the major second and perfect fourth,
‘even when it occurs without preparation :—

Ex. 105.°

—n 8 ~

%jﬁ—gg—;f,g 0#8—3—0—#3 Eﬁv i
T l 7
5 5 oz 1 b 4
@:—_":Ezj:;i::‘o:i:ﬁi’::;’:g_—.th: =
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Ex. 107.

When many perfect octaves follow each other,
they are really heightened unisons, and are plaved

as such, without any accompanying 1ntervals Such
passages are marked. by the word “ unisons,” or by
a continuous horizontal line :—

Ex. 108.

Y . ~
i,g?” e e e
i Yo St~ e M | ) U g p—— | (1)

3 () S ) o-% i) ) &L (§)
oy o ¥ -a- ¥ =5
Unison
-0 . o
P ] E (% n
t@ﬁ:&:—g:}_‘,_m . ﬁ_. ae R r::i—‘* —t—I=
;

Small short lines signify to the player, that the
chord last struck is to remain unchanged, and
prolonged :—

Ex. 109.
s N
P— 24 <3 2
~ g: oIz f—— o=
L t t | %)
Be o o m— e e e e e -
e = e e e = —_ = — —
o2 o -0 2880 A
@5, ; fuud . .~ | E‘ 1 !'D. T TL oy —FT-S:.%.:’:FG— =
=il Sa— LA i B = ¢ (i v
T 3 — ) —- - L (1)
SN

The diminished octave is only used in oblique
movement, and implies the minor third and minor
sixth (—

?’
fe)__ —

¢ 2
VO
e e N e e i

The perfect octave belongs to the perfect and
. . 8§ . .
imperfect chords, i%’ 2’ 5, and 1s also sometimes
found with the minor seventh, especially when the
bass ascends 2 whole tone, and thus produces a chord
of the seventh :(—

L e iy en ~ The augmented octave, which is no real interval,
A28 e |28 =hg Eﬁg Hﬁ: __G_—H can only be considered as a passing note, or pre-
Pa i - ti_{ -5~ ;{;‘3 -3 paration to a note on the next grade :—

£ "4 & ¥ "4 % "4 o .

2 o 2 A 2 ”ﬁ:ezt 2—) F
@ﬁoi&:o—gf A i — ?;E:Z;H: ﬁ‘ -5 \;9—1:8##__?20———[3]
ES C (- @ a1 I & i s } X L — EX- 110 “S 2 g

"7 e
%74_ @ o [—%
2o — RO
T =2 2 2
—— -G — T2 [ _—e—[-—Ged—f—
g g o g g o
=4 <~ ~— 6
—~Fs A k8 A
e e

XXTI.

The two ninths, which, like fourths and sevenths,
must be prepared in the highest part, and resolved
by descending a whole or half tone, imply a third
and fifth. It is advisable, when the bass ascends, to
omit the fifth, and double the third, in order to avoid
two ugly consecutive perfect fifths :—

Ex 111.
= e e eane T
:] e S
s e R
& o o |
‘g 2 s -y
9 3 9 7 9 8 &
Zod ‘|/.\ [9) [ ) £ £ 1) [ [?)\’ﬂ
[ - QA S 1. <>
Ot e B e |
=
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Although the ninth sounds like a heightened
second, we have already become acquainted with
the difference by which we may recognise them.
Trirstly, the second is accompanied by the fourth and
sixth, while the ninth is accompanied by the third
and fifth.—Secondly, the second (unless a passing
note) is always a preparation to the bass; the ninth
is always prepared by the accompanying intervals.

XXII.

In order to attain facility in accompanying a
figured bass freely and wvithout fault, the scholar
will find it a very useful study to make himself inti-
mately acquainted with the following tables, and
vividly to impress on hLis memory the intervals
belonging to each fundamental note, in all keys.
An unfigured bass, unless marked by “ unisons,” or
“tasto solo” (which signifies the left hand alone,
entirely without accompaniment), implies in all cases
a common chord :—

—A.
v

Ex. 112.
_\ - 15}
—agEX' 113; -
The second implies [€F —i=2—l—
the  fourth and | 2 =
sixth t— @ —=a—3—o—
—\ . 13 )
_ Ex. 114
ey —
" The third implies [P g
the fifth and octave:— ot 3 ? i
—\ <> J. <> il
LEx. 115
e
The fourth implies & =5
the fifth and octave :— @8 A =
\ - 1)
S
The  augmented ?\j:“— J”#g“ﬂ——
fourth 1implies the 4
second and sixth :— 15 ql o §§
=
%;EX' 117.
The diminished EU '***%:{2758’_’—‘_"::
fifth implies the minor b e
;l:;lti . ix.ad the minor @g_ci____]_u_ﬁ
) . \ J. L]
v ? gEX' 118 . ]
The perfect fifth &> =8l
implies the third and 5
octave — @@= i
\ -y
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The sixth implies
the third and octave;—

The seventh implies
the third and fifth :—

The octave implies
the third and fifth :—

The ninth implies
the third and fifth -—

The tenth implies
the fifth and octave :—

Tix. 119.
P 3 =
'}/LZ 1) .g— o
6
GF—o—r—o—yp
- . H—
<
—, gEX' 120.‘ ]
J\'{r‘r\ 4— H
._j 7’ ;fg)_ | ¥
T
S o ] o) A
e 3 f
=
Ex. 121
e
y—= T——=——
o 2=E
8
g — 2 — o ——
— (5}
L-\ 0.
. gEx. 122.
S
</ .:E;_
9
B
JEx, 123,
o4 ; il
D —e—H
</ O
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m

N
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N
e

XXIII.

When two figures are placed over a bass note,

they are accompanied
intervals :—

" The minor second,
with the major third,
imply the fifth :—

The second. with
the fourth, imply the
gixth :—

The second, with
the fifth, imply one
of the same doubled :—

The second, with
the major seventh,

‘ imply the fourth :—

by the following implied

_ Ex. 124,
'749 T D> 1.
G =l
13
. _be
& : i
"\
_ Ex. 125 .
2 =8
G———d—o—j|—
v
4
2
{® - ) ]
N D J] > E}
E\\
. Ex. 126
I‘L ) » [ j— oy
A resi=sll—
</ (o4 o
g o

-A;EX' 127.
v 1. n
& ===
t% o—H
K 4
2




The third, with the
fourth, imply the sixth:

THOROUGH-BASS

_, Ex. 128
——Tpal—
34
P3
o]
=
Ex 129.

The third, with Bt S m—
the fifth, imply the § Eg __Hf() H

octave, or one in-

terval doubled :— @;a_f:azﬁ-a-ﬁﬁzz:ﬂ:n_HE

R
The third, with [

the sixth,imply the
octave, or one in-

Ex. 130.
— = j=a=aiE
—gz—t—eo—t—e—
8 =
3

terval doubled :—

The third, with the
seventh, tmply the
fifth or the octave :—

The third, with the
octave, imply thefifth:

The third, with the
ninth, imply the fifth:

The fourth, with
the fifth, imply the
octave :—

The fourth, with
the sixth, imply the
octave or the doubled
gixth :—

The fourth, with
the minor seventh,im-
ply the fifth or the
octave :(—

§;£::ZZ::%::ZI::HZ:ZI::HZ:IZ:::H%
~

— Ex. 131.

N

. Ex. 132.
2 =s=]
N -J (4}
8
3
. Ex. 133.
G — o —f——
.J' J. > 18]
9
3
C—— =
<
_/qu. 134.
-
5
2
L'_::zzr;—:[r::a:":—
_ Ex. 135r ]
—_‘__'Fzﬁzu—_‘“;: -—
Py >~
1
[ e | o { B
=
_/GEX. 136

AND HARMONY,.

The fourth, with
the octave, imply the
fifth —

The fourth, with
the ninth, imply the
fifth :—

The fourth, with
the tenth, imply the
augmented sixth :—

. Ex. 140.

21
7> fi—
Per-—lH—
R==
o=l
> ———H——
————— te—~e— | —
@_'n ———F—v3> —*EJ:E

[- —a¥y ——
__.‘Cf;?fiﬁ:_’H::

f=o—li—=

L)gtae)ﬁ 9120.1) L

The fifth,
with the % Eﬂo" :

sixth, imply
the third or

octave :— @_D_F_D_H a,E__

(l___ll_..‘l) —

The fifth, with the
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In the third position,

the fifth is highest, the

third is in the middle, and the octave is lowest :—
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Examples of minor triads are similarly given.

1.—In the position of the octave :—
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3.—1In the position of the fifth:—
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‘When many triads follow each other, care must
be taken—dfirstly, that the third, fifth, and octave
shall alternately stand on the highest grade;
secondly, to use oblique and contrary movement, in
order to avoid the error of consecutive fifths and
octaves; thirdly, to keep the chords as near as
possible to each other, and to avoid distant skips;
fourthly, to substitute the unison for the octave,
when the parts, and therefore the hands, come
immediately together ; for example :—
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In order to avoid, in direct movement, the fifths
and octaves, prohibited on account of the disagreeable
effect they produce on the ear, it is necessary some-
times to double some interval; and a player from
figured bass must endeavour to be able at one glance
to recognize what is required by the progression of
the fundamental part. Consonant intervals may be
doubled. Firstly, the minor and major third, when
the latter does not stand on the seventh major grade
of the tonic, where it is the leading note ; for ex. :—
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Ex. 163. iy
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L& n {1}
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ES

B is the seventh major note of the scale of C, and
must therefore not be doubled, as it already impresses
the ear more strongly than the other tones, being
the leading note. If the fifth d is added in ﬁve-part
composition, the defect is improved. Secondly, the
minor and major sixth, which, however, must not be
the leading note ; for example :—
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Ex. 164. 6 be

S b e
e
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Neither sixth, being leading mnote to C, may be
doubled. Thirdly, the perfect fifth. Fourthly, the
perfect octave ; but only when the bass regularly
ends on a perfect chord after a major seventh ; for
example :—
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The following dissonant intervals may be doubled.
Firstly, the major second when accompanied by the
fifth; for example :—
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Secondly, the perfect fourth in consonant chords of
the six-four ; for example —

e p——
o= z tt"“’*t a1tk
Ex. 167. s 1 ¢ & . 8
—o—a =g ZSIH-
~ &

Thirdly, the perfect fifth accompanied by the second ;
for example —
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Every skip to an augmented interval is unmelo-
dious, and therefore defective ; for instance—to the
auwmented second, from fto g %; to the anugmented
fourth from ¢ tof# to the augmented fifth, from
cmg#

Augmented 2nd.

Augmented 4th, Augmented 5th,
£

y.- ] - g _—‘H— —'“—
EX. 189. %9__” -'—5(’—h“|"___|"_|‘—‘—'l’]_

"It is infinitely preferable to use the inversions of

these intervals—that is, the same notes, but in
a different position ; for instance—the diminished
seventh instead of the augmented second ; the dimi-
nished fifth instead of the augmented fourth ; the
diminished fourth instead of the augmented fifth :—
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Diminished 7th. Diminished 5th. Diminished 4th.
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In the following exercise, the doubled third or
sixth is quite necessary, as, without them, two
octaves would follow in direct movement :—

" Ex. 171 Position of the third.
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XXXV.
When a bass part ascends or descends eight equal
grades, it is usual to meet with it slightly figured,

or quite unfigured.

On account of its direct pro-

; therefore the student must diligently

, it requires an accompaniment in contrary
practise this formula in all major and minor keys,

and in its three positions, as the knowledge of it is
highly necessary for preluding.

gression
movement
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Ascending scale in minor keys:—

Position of the fifth. '

/‘\
2] RS 7 e o |

A
G=5-ta—ai E:«Lﬁ =2
v | Il

_ Position of the octave. ~ =5 =
e : B e
—osgp—ia—g-lgg— o g » ¢
oS o o 5t © 5 6 3 # 2 e 3 ~
7= 4 3T > (% 1
4 6 g, 2 6 ug ~ o= E——r —r -__d_t_,,_{_n_ﬂ_
N 1 1 —E _ﬁ()___E_;a__E €P—n— EN L = L
@ —s—do—as=fr : E [E
5
XXXVL
B 1"““}"“ °m‘f third. A When the fundamental part slowly ascends or
ﬁ a & ; descends, the accompaniment is more graceful and
—o— "’” . varied if two chords are introduced over each note,
‘] . . .
€ __6_ 5 OO S S these being suspended dissonants resolved into har-
X} 3 ) t 1 e — S . = o § .
@:;j::;;‘:t‘—d““’“ﬁg— Fe—= 5| H= | monious consonants; for example :—
™ ~5.
T T L
y _ [Fe=amss = .
_/ Position of the fifth. @ ﬁ_()_u 1= o Tzl -E=
o R e e e S e
; 6 6 6 6 6
<l b D il o=
(1= r o] l > E: 2 1 I —
\ J. 1 L L
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) | H > S —gp [
—;;—ﬂ J-Gg-—E g_ H~l9~l“—t-9~-.0f&—g—g:t_
Descending scale in major keys :— ~— LT e
5 ) 6
B 6 5 oy 8 T _6 7T 8
/ Position of the oc;tave. ‘ ~ @ o ] 2 r 0 [ 2. =
. A =y E| I 1} r I [
— {},, e —| L (1) L. L. A
‘,E_ﬂ::a“_jﬁ ')ui—- oy § N
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]
5 _él\} - 3 3 — A=
o 5 % 28 3 : CogZ 5o o o=
/oy Com— |y ¥ 0 g ety S —— fov—— —f= Rt 2 L % S & yrar s S O py S
= = "fE’r“ ! !rE i ." q}“1’>‘_1:rz: = l 4 VTY)- 'F" (f‘v‘z _Ig' o
\ ki 6 ks 6 7 6 k4 6 N
=] : i
| Position of the third. = 3 ] ] fee— — -~ =
n H 1 ]
—B——oo—|- 6“zzg*ﬁ _?,‘_.ﬂ — ,._: . . .
? e eSS f : < = Although we have said that the lowest interval in

Descending scale in minor keys :—

Position of the octave.

e Position of the third.
~n

the augmented fourth must be resolved by descend-
ing, yet this rule only applies to the fourth which is
placed next the bass; when it is placed in the inner
part, it forms an exception ; for example :—

' O
[ m— i . — N— — 2
’%-. — o Yag— g g
Ix. 174 &
LX. L4,
@ —— E <z T C‘; A
3 E I H
£ { i

In this example the augmented fourth, f' ﬂ—-——c, is
not resolved into the sixth, g—¥a, but by ascending
to the fourth, g—d :—

Ex 175.
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In accompanying the major sixth, we may sub-
stitute for the octave or doubled third, a fourth;
and this interval is even preferable, as it is the
octave of the note to which the major sixth forms
a major third, but to which the minor third only
forms a seventh, and should therefore not be doubled,
according to strict rule, although innumerable exam-
ples by the best composers sanction this exception :

-/’ﬁ | - [ =

: EéEFEpE§£§~g: =
Ex. 176. s

{ . -\6- I((i l‘f F l.l H

=

B

When many sixths follow each other above an
uninterrupted ascending or descending bass, they
may be played in three pmts with onl‘y “the third :—

Ex. 177,

7o
-85, —I ‘J—n'—:r—'l'—"i-r‘ . A
?mw‘“ By a et
6 6 6 6 6 6 6 6 6 6 6

1 o
CISsisdmE S BiET R el

ot the third, sixth, and octave may be alternately
doubled, to obtain a full four-part accompaniment :—

AND HARMONY. 29

Ex. 178.
n e e g e
E)—E_Li'—ol gg 'grg- '—'_g_ ('lo
6 6 66 66 6 6 6 6 6%

féﬁfl?iEgiﬂ?ﬂraF.T:gii:ﬂ?%E’:p EZ, E H
= T Eomd o S i ol oo § it e = —2 o
_\ i (o t

But the first method is preferable, as in four-parts
hidden fifths and octaves are produced, and although
occurring in the inner part, are prohibited in strict
composition. These successions of three-six belong
to the passages which most easily induce the fault of
consecutive fifths and octaves ; because although the
fizures placed over the fundamental bass indicate the
intervals of the chord, yet they do not decide the
precise position of the octave where the chord is to
be played ; for instance, violins execute the following
figures :—

_ Ex. 179.
Vio. 1. — — i g— — o_ RS | 9 ) '8 )
Vio. 2. F--LS grep s SE=SEES
I T [ ! ! 14 I
6666 6 6 66 6 6
N =y "‘1_ DL & " &
Basso. (@ —g-cp—f-—p-| 00— e ]
Xy 'V7 = 'E A L r fI L 18)
B

the organist, meantime, finds nothing in his part
more than the figure 6, which indicates that he is to
play chords of §. Unacquainted with the distance
at which the mstrumc*xts accompany, and obedient
to the rule of keeping chords as near as possible to
each other, he chooses the middle position :—

Ex. 180.
-/G x. 180 T £ Rz
) l;‘Jl j\iI | lL J s .‘ e t {4-—‘]
= - s . g ot g e ig o
6 6 6 6 6 6 6 6 8 6
@ a Pt o[ e e [T
= B e e e B

and, without his dreaming of such a thing, the
following ear-splitting fifths and octaves crash out
into existence :—

Ex. 181.

= EEEEE e BEs ST
@ 4 s P = "7—|" *’*?"I —t—=——H=
=

XXXVII.

The case just shown, leads us to speak especially
of the siw hazardous progressions, which must he
carefully avoided, in order not to fall into similar
errors. These hazardous progressions occur—firstly,
when the second is the lowest interval of thesaccom-
paniment, and is consequently mext the bass; for
example :—

@’—f::—gzézlE‘ ()O—E"‘g__ﬁ‘
x. 182, 6
EX 8 2 I ° [ 7o

N
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Another position must be iaken, or an interval
omitted ; for example :—

_ Ex. 183. __ ~ ~
TN BT e P o i
:§‘ :gtngzéA(‘,’ H d_E b3 E Sl E:B:ﬂ

2 g ~ be D%
- r_é?-_[_a_r:(’_‘.n"_e?_g_r_n__r_gt

S =t

=

If one of the fifths be perfect, and the other im-
perfect, this progression may be used in free style ;

but it is always more advisable to change the
position of the latter chord in such a manner, that
the second must descend ; for example :—

Ex 184. N ~
Gfataotgirg oo
av@\/— -
6 6
/\2 5 PO /:\2 . i L
@5_ Q_E_ GAE‘ﬁn”E’G_ﬁ_e—E——Q:mGIEE‘—Q;H
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Secondly, when the augmented fourth forms the
innermost of the accompanying intervals; for ex. :—

Ex. 185. ~

=== S =EETEeE

T

P g 6
{@i—¢ I——f—o——e—f—e—fbto—|-
==p 1 t H t in oz
'~ v/ o/

This bad position may be avoided, either by omit-
ting the second, or by descending from the first

chord to the chord of the augmented fourth ; for ex.:
. Ix. 186. o 5
S—o— S s o
g8 |ag ag
h4
b4 6 17 — 2 6
g;—9~}—94~I§—n—lt|~:9:E*9__—t:bzz:E
= %
YO
< B b =S
T == = =i
By —q 2% E <> {u ] t
14 24
P 6 b _~* 6
=) L. E. [ A £ =" | - 1 8)
e =1 : Fro—j-
7 L. [ L ) L. o.
=~ o/ o/

Thirdly, when a chord of the sixth follows a com-
mon ehord, or vice-versa, over a progressing bass ;
the only manner of avoiding the harshness thus pro-
duced, which not even contrary movement can
mollify, is to omit the third interval—that is, the
octave of the fundamental note ; for example :—

LEx. 187.
N

Sataaeiglgeatat gl

6
6 5 — 5 ~ 6 I:i - g ‘:/’\ .
- [Fe-H— —t’)—t— —Feo—f=
@“—“LE*‘“ e e e —

Should the sixth be followed by a triad containing
a dissonant diminished fifth, then in every case the
accompanying intervals must ascend in contrary
movement to the bass; for example :—

pEaS EUETS:
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An equally objectionable case, is when the sixth
follows the fifth, because two pelfect fifths are pro-
duced in the upper part; the sixths therefore must
be doubled, or the interval taken in another position ;
for example —

Ex. 189.

Better t]ms

Instead of.
g"{'— B_E;;, HegEs: Héisﬂ gﬁzﬁ
6 6 6 8

A ~ ~
(OF o e | e e | n—F—OMH—n“HS‘—
— =l — £

)

=
An imperfect fifth may not proceed to a perfect fifth,

. Rk . c0o € —b
either in ascending or descending, , even when

the imperfect fifth forms a chord of ‘the sixth by the
position of the fundarsental note; therefore, an in-
terval must be omitted, or a differ ent position chosen
for example :—

Ex. 190.
Imtead of. Better thus

§6—5*3:35H %E:/‘«;iﬁ o ch: (55 F(‘H—cﬁeﬂ

TFourthly, when many sixths follow each other in
direct movement, by which, sometimes consecutive
fifths, and sometimes consecutive octaves to the bass,
are produced ; for example :—

Ex 191
————— ——— ]l ! ‘(z_ -
S S gl gte = 88
6 6 6 6 626 6 6 6 g:
o e e e =
.\ { U L & LN [ o a L0}

This bad position may be remedied by contrary
movement, or proper doubhng, for example :—

g = Li‘ r— —p—- ] 1 ,g_ S—p=
—oong-aalsl glog | SSESAL
R A i

[+

6 6 6 6 ;6 6 6 6 4
u— 2 = G—n oy ¢ S » it =t s
@ e TP — I

L V) L (1) L

t
F L LI

Fifthly, when sevenths occur, accompanied by the
h1rd and fifth, and are resolved on a perfect triad ;
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which produces a prohibited succession of fifths ; for
example :—

Ex. 193 ~ ~
PomiEE seies ==
IE e

7 o1 7 4 7

lo ] ¥ P >
14
N & & 34
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rvr
—
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o

Therefore, the position must be changed, the con-
trary movement used, or, sometimes, an interval
doubled ; for example =

=042 /8\: =3 "/:94 — _.:_._ -
ﬁ%‘éﬁ?&ﬂ%@g—-ﬂzﬁ;ﬁ%ﬂa
T

Ex. 194, 8 o1y %
@%_EGT—Q—"{*Q—{—Q—HQQT Q-ﬁ:

L \t/‘ll L w | ¥ ) L \y
S EsE =Bty
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[% F ff; H Eﬁ — e g lt—g
k4 - 4 - k4 4

@ﬁrﬁe’r— e =2 g Cyer—n
o | < (1} |8 rl 7 9 lI | - \:/ R U )

Or the intervals may be divided into the two hands;
for example :—

N
i‘%ﬁ—a— S 2—p— Z E_gg — 22—
—r ] H il ﬂ“ll“_—f_
T%V t—zz—0 £
£x. 195. X F & 4 X
Py #8 = o S =
izggg =l (" -e2 (" A=% T
2y = i f
13 L. (8) I (8} L
<
8 - ~ o N
PErs sttty
[
b a, x 7
-ﬂ_“ggg—*—n < 2 “fz- (9 3 a
eg—s |} t ~—H £ o —
5N k1 a L (1} { o ¢ ol

But in this manner, hidden fifths must be guarded
against ; for example :—

DG
Ex.196.|7 .+ &
P = S o ! o J——
@345_‘-‘5 ——i
=

zz #_{ # here it would be better to double the third,
and to make c# ascend to d# ; thus :—

~
F%%FSZFBE;ZE!:
Ex. 197.|” E Y
R rm—
-\ k. \.J 18}

To obtain contrary movement, it is not allowable to
resolve the leading note by descending :—

=g—l=
Ex. 198. v £
. ke 2
@i — =}
ey ===
=

as c# is the seventh major tone of D, and in this
character always requires to be resolved by ascend-
ing one grade, for example :—

Ex. 199. v "
> o
===

Sixthly, when either of the ninths lie in the upper
or inner part, and a chord of the five-six, with the
diminished fifth, is produced by a rise of one third in
the bass, by which two perfect fifths follow each

other ; for example :—
— ’\d‘ | /T O
O —g——— L
Al S e pas s
e oo bedlamtso
4 M
Ex. 200 6 6
9 5 _ LIPS
. =y T .y A=
—-I1- Pkttt o Bt —l{=
@t ot ettt
—F =
J"ﬂ___i r== it /:3 1) _J = [ ﬂj\
=82 —o=Ee—ll-g-g e 2=
(74 G50 Es 8 I i [0\ Z
6
e 5 9 5
O i o e e T | e et |
] [T . ) | § i | ) | S | n—
C. [ | § J— L T L
=<

This error, which is likely to occur principally in
the position of the fifth, may be avoided—firstly, by
omitting an interval, and doubling another consonant
e ; for instance, in minor keys, the perfect fifth is
omitted and the minor third doubled ; in major keys,
the fifth may be retained, but the third in the follow-
ing chord of the five-six must be doubled, and the
qlxth played afterwards; or this chord must be
divided, and the fifth mtroduced after the sixth :—

Ty P e
2 - “E’*ﬁaj

————() (0K & Rl g

Ex. 201.

6
9 5

o T m‘ r /.\
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Secondly, by playing such a succession of ninths in
three parts only, in the same manner as successions

The scholar must transpose the following exercise.
into all keys, according to the above example :-—

red four and seconds ; for ex:
of sevenths, prepared fourths, conds ; fo Ex. 205. .
T T
F—b—0 r I . ﬁ D 6 ”
%9——0% oo ttoC o s H?,,—il O e e e et e e Bt i
Ex. 202 ' { [ [N | N - b t = t o~ - t t 11
. . 9 9 9 d
i 7
Ch P9 i o giaant, 2 St 0 St Yoot S~ msasaan
CrEEa e P ek
%4 [ L L [ L { i T " 4? - J—
S Qir==rme e Ee
Il | M L L I3 L. : \F 1 (7?/ (1]
9-—h . r =f2—p
[ T s 1} 1) 7
e R
~1 et | TB‘ gg- - -  s—ry [ (s l, . T o
, ke b g e e e e
9 9 b3 i ; Sy & o T LY 7 s o = jor's { o .
!_t_ ) T 1 ) (n T —— -
St —e T el 4
ES —€ [O% k¢ ﬁ 6 ﬁ oS
. Gl Ty o _t:n._ = ——
Should the player desire to use four-part accom- @gﬁg o l: a‘_ﬁ—t = E—'——--{: E H
paniment, then, thirdly, contrary movement is the
surest method, and cannot be too highly recom- T 1 % 6 %
mended in most cases :— @grﬁ [ — — e
S ot — oo —a
ot o T T € o =o—— “;I H
/'\ b I T
GIP o e S o o= ;
kv F ! I ! — 3 R T 7 1 6 n
9 "’ 9 ﬁ 9 g =T 9 - T £ n
Dl bl YT T T ) r
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50O P LI e hT= b
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e e .
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Er et e e P e a ]
,{r’} b T r (" o (1| = p——- L L ! L\g d
= EEE .
(O — e e e e | et
N A i T B 6 &
6 6 ‘J_ » . ~
o | 5 ko % F = o bh I f—d—o—f— =11
e J e~ o—~d | = B e e e e e i S e
| O e St -6 t FFo=—{=— -~
P—F )ln —F‘x < b o t—5 3} 4
i i o T 7 -3 6 &
' O e e e e S S e e |
T XT CTI0 P SR © SO W oMty SR W & S - R W & S — |
XXXVIIL S=b-h——t b= - i —r—e-H
We will now treat of the chord of the seventh, 7
and its appropriate progressions. In examining the T P
following example, we shall pergeive, firstly, that in — a— = == —J—F—QL > = = f;:l?:lzh
the second chord the fifth @ is omitted, and the’ o
octave of the fundamental note substituted, in order 7
to avoid consecutive fifths, viz.: . Secondl s L
o avoid consecutive 8, viz.. o oo Secondly, | mm—m—re—tra—rp—o— o
. e e e =S
that in the second chord, the seventh ¢ has been pre- ¢
pared by appearing as octave in the first chord, and
XXXIX.

is resolved, in the third chord, on b, the third of the }

fundamental note, g ; while the f, which formed the
third, becomes the seventh of the present bass, g.
Thirdly, that the third ¢ in the fifth chord appears
as the seventh in the sixth chord, and by changing
to b, becomes the fifth of the chord of L minor, in
which, however, the third ¢ is doubled and the
octave ¢ is omitted, to prevent an imperfect fifth
following a perfect fifth in direct movement, ;#:2 :

d = ¥ — e
. _12‘" (2 ‘: —H=
[ T
X v !

5 T # 6 QJ T~
Al ek

< T - -

Whoever is sufficiently acquainted with these
progressions of the seventh, also knows the treat-
ment of its derivatives; as the fifth in the chord of
the five-six, the third in the chord of the three-four-
six, the second in the chord of the two-four-six
(when it is placed next the bass), must all be treated
in a similar manner, as will be clearly seen’in the
following examples. We will first change theso
two sevenths :—

' 1 ) -
o ——a S —fF
ng S—F Gl
Ex. 206. i
20 7 7 O
@ 13 lll l T T,—
L a_k_r____l__._}._a_.u_.



By altering the position of the intervals of the
first chord of the seventh (reckoning among them
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Ex. 210. ¢ ¢
kS 3 [ T ‘.Li 6
O e | (O S S 1

4

the omitted fifth, a,),;ﬁ we create the chord of the

three-five-six :—

-/rl} _;J ] J‘ ) 'J"—n—'
%g:j:&:ﬁ::l:‘é: -
T o “o-
Ex. 207. 6 6
5 2
=
=~ o/

The former minor third, £, is now taken as funda-

mental note, above w lnoh « forms a third, ¢ a fifth,
and d a sixth. The following chord is also natu-
rally produced from it —the original seventh, £,
remains as bass; ¢ becomes the second; b the
fourth ; and 4 the sixth. The bass retulns one
grade to ¢, and requires a chord of the three-six as
a half—cadcnoc instead of the former perfect cadence:

Ex. 208.

e e e e e |
o/

=== =c

‘We will now convert the first chord of the seventh

_ 7% B 6 8 2 o into a chord of the second :—
G e @ ol | Ex 211,
C | — 1\./ o & \'/—u_ /T\
’—d d;—:—_t :1"' =
. ‘,g 2 6 5 2 6 ﬁ —t— ’:_’( :tfg: = A J‘ H_
. [ A2 iy
Gt O e . 1o N
et “',,::arife— = H‘ (< n]-:] n‘:j,;,,ﬁ~aj:
) 5 2 o g 2 6 ‘ N ’
_:%E#F:?F—E:f—’“ —or—rerptol—rr——~——n= | The seventh, ¢, which is placed above, becomes a
—=f-t— S 77 == 8= | prepared second in the bass; the fundamental note, d,
becomes the real contiguous second to it ; the third,
y 2 6 ¢ . 6 /> becomes the fourth; and the fifth, @, the sixth.
@g},« ——T—walé-ﬁ%éﬂﬂi. @bh— =2 | The suspended bass, ¢, true to its nature, descends
o RN "<&~ | one grade to &, and draws after it, in parallel motion,
6 5 & L the sixth, ¢, on to g ; while the other intervals change
Ry e e B | (Ol :h::l:‘zgzg:nz t!xeil‘ names, but nevertheless occupy the same posi-
e e 2= tZ—t= | tion; thus, the fourth, f; becomes the fifth ; and the
6 6 second, d, becomes the third—whereby the full chord
= *h——i—E—5-2*|:“6 g L0 2 6 of the three-five-six is created, which is resolved on
ot .*H S b———o—a———{l= | the perfect tonic, as a complete termination :—
L N7
. Ex. 212, 5
We will now convert the second chord of the 2 5 ~ 2 5
. : : COUT-Si% ? — o S
scventh into a chord of the three-four-six : %__T; —E n« ——"‘—F—ﬂ—ll g ro—oo ?i
E_\- 209 . 1§ v L i
-5 NI R N 2 & 2 &
i:, -t;"—~a— e %E SEEec s e e S
: =g [pmgtee—=etgall | @Rra o e [[&nt TP ]
6 i '
4 6 6 6
~s—— —1714r i & ot Y ‘—|—r—7 3 r,;\ = 2 o 2 5
Erp-[o—t—a ﬂ_ L —— ‘?—IQ: —ﬂ—ﬁ-— @6 s e [ :-;\u e o =
— = ol z_ﬁ:géi;_é‘:}}tﬁfdt -
. . . 6
In order to do this, we must, in the first chord of e 20 2 4 ~
the seventh, omit the fifth a, and the octave d, and | "o oo o @ bh o o 1 —F
double the third. While the seventh ¢ descends, | ———f—r—i—trm—r—t=m =m0 S P =
according to rule, upon J, the bass remains upon the g 8 2
former fifth, ¢, and the other intervals change their o T £
. N .S bbb ——f—— ‘ﬁg‘l —— ——|
positions : the seventh, f; becomes the t'hlrd ; the | =bp—g-lma—5~ F~n—H'———T?1?E—-EEZ _.?:F_zz: =
fundamental note, g, the fourth; the third, &, the ~ . a
sixth ; the bass rises a whole tone, and again re- 20 A /\2 9

quires a sixth :-—

o
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We have already shewn that the chord of the
ninth proceeds from the chord of the seventh, as it is
created by adding a third below the fandamental
note ; for instance, place under the intervals of the

f /
chord of the seventh, Z, the third below,e, o, and
g 9
€
the chord of the ninth is produced :—
~ 7N
| | - |
—@— g —g—h= =8 B=
:g— :g:,,: = U’Eﬁ‘n— - ——‘('*H—
l L)
Ex. 213.|" x ,'\ - 2 .
3~
@:“—"-”:E"ﬂ- === Nt

~

As this ninth is really only the seventh of the
original chord, it is to be treated in the same manner.
The f, which formed the seventh to the original
bass, g, becomes the ninth when ¢ is taken as the
fondamental note ; and the former fifth, d, becomes
the seventh. But as the chord of the ninth is not
always used in five parts, and as the fifth or seventh
may be omitted at pleasure thus :—

o J g
# % G B o
% ‘%—g :[? (‘)—g-— “Elgk |
|
Ex. 214. 'g 6 ? . _5;) s
s O 3 D 0
St el e
-~ r 3

it will be very useful to practise the following
exercise in all keys, and in both manners :—
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The chord of the eleventh, which is produced by
adding a fifth below to the chord of the seventh,

#—‘s’ ===
Ex. 216. )
T 5

e e =

requires the same treatment, and may be played in

four parts, by omitting the fifth or ninth; for ex, :—
./’Il\ b ) (B)
=g—=t—8s-l1—
Ex. 217. 191 171
7 5
=

The following example will serve as an exercise
on the different positions. It is to be remarked that
in figuring, the number 4 is used instead of 11, as
the eleventh is merely a fourth an octave higher :—

Ex, 218
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In the following example, the ninth placed above

Exercise on the first manner :—

the fundamental note may be resolved either by Ex. 224. With the 9th omitted.
ascending to the tenth, or descending to the octave. Or‘gmﬂ‘ Ch‘“d ~ AR L~
‘When the seventh is omitted, the harmony of the ﬁ _ggE:dgriﬂ::_q: =
eleventh is usually and best prepared by the chord 3- '3 g‘ —g—- 888
of the seventh, of which it is a derivative by in- v - T A
version ; for example :— e e e e e § AN 1 e §
o—{—& —{ == —|
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4 n /"\ SSRP S A 7 S—h w— = ' D]
“H&"ﬁ ﬁ_g .5.'_‘ —t?— Ex. 225. .
With the seventh and mnth omitted, and the octave doublcd

In order to shew the origin of the harmony of the
eleventh as clearly as possible, we will again take

c
the chord of the seventh as a model, f:—
d

A —r—f=
%:g: o

Ex. 220. k4
G
=

Change the f'nndamentﬂ note to the fifth below, g :—

Eg:ﬁ_
Ex. 221. 7
E===1

-

and we shall produce the incomplete chord of the
eleventh, ecither with the ninth omitted, or with
the seventh and ninth omitted, in which latter case,
the octave of the bass must be doubled. This in-
complete chord of the eleventh is generally called
the chord of the four-five :—

or
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The chord of the thirteenth also proceeds from
the chord of the seventl, and therefore requires the
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same treatment. We have said that it is produced
by adding a seventh helow the bass; for instance,

7 f

add to Z the fundamental note, @, viz. :

9%

EELS

./n___,;—‘ —‘,_— —
%_ﬁﬁ_¥ﬂzgg:t{:

Ex. 226. £9
T
===

~~

and the seventh, £, will become the thirtcenth (or
sixth above the octave) ; the fifth, &, will become the
eleventh (or fourth above); the third, 4, will become
the ninth; and the former fundamental note, g#,
will become the seventh, or leading note: the
eleventh, d, must be resolved by descending ; but
the ninth, 5, may be resolved by descending or
ascending.  As the chord of the thirteenth is some-
times reduced by omitting the seventh or the ninth,
it is usually prepared by the harmony of the seventh,
from which it is derived, that the Intervals may be
present, and capable of being used as suspensions;
for example :—

Ex. 227.
Ex. 228.
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XL.

The correct figuring of a bass is so important
a point, that we shall treat of it now in detail. The
signs which are placed above fundamental notes, to
denote the appropriate intervals of each chord, are—
firstly, the numbers from 1 to 9 (that is, from the
unison to the ninth) ; for the intervals requiring two
figures, the eleventh and thirteenth arc marked an
octave lower, as fourth and fifth, to facilitate quick

reading. Secondly, the signs #, x, D, bb, and ,ﬁ,
sharp, double sharp, flat, double flat, and natural,

which are used to raise and lower intervals, or re-
duce them to the original grade indicated by the

-key. Thirdly, successive short lines, — — — — which

indicate the repetition of one and the same interval,

XLI.

The advantages and principal qualities of a full-
figured bass, are, ease and correctness. It will be
easy, if marked with as few figures as possible, be-
cause many figures weary the eye unnecessarily, and
confuse the gencral view; besides which, they are
useless, as all those who have studied thorough-bass
properly, will know every interval implied by one
or more figures, according to given rules. It will be
correct, if the different and characteristic chords are
marked by such sufficient and clear signs, as shall
render it impossible for the initiated to mistake one
harmony for another.

XLII.

If a chord cannot be sufficiently indicated by one
figure, two or more must be used ; these are usually
placed perpendicularly above each other, and over
the fundamental note, but sometimes beneath it when
room is wanting :—
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; XLIII.
If chords are to be repeatedly struck above one
bass note, proper signs must be used to indicate the
same :—

Ex. 230.
3': :']: l: —é . - 8 or: 7 - g
S | o (3]
=" F-— et ——lre——to—1|
i | { [ 1 ¥
XLIV.

If a harmony is to be struck on a changing note,
this must be indicated by a transverse ascending
line, and the figure is placed above the real funda-
mental note of the chord :—

' ) |

F—o—B——
g——F b=
Ex. 231. g 3

@:ﬁ:ﬁ:_g:;:ﬁ:
= }

XLV.

The common chord requires no figure, or merely
a single figure, 8, 5, or 3 ; the major third is indi-
cated by a #, the minor third by a b or ﬁ, according
to the modulations made by the fundamental har-
mony to foreign and unrelated keys. The diminished
triad is often marked in the manner of Telemann,
thus :(—

Ex. 232.
b (O e |

= — ]

This sign is called the Telemann curve.

"XLVI.
The chord of the second is sufficiently indicated
by the figure 2.
XLVIL
The single figure ¢ requires the third, with a
doubling of one of these intervals, or the octave
added as a fourth part.

The chord of the fourth and sixth is indicated by §
" " fourth and fifth ” ]
” ” fifth and sixth ” $
” > fifth and second ’ 3
” » ninth, with the third or fifth o
» R ninth, with the seventh 2
’ » third and fourth » 4
’ " thirteenth on the funda- ﬁzi

mental bass » 1
" o seventh, with the fourth 3
" ’ ninth, with the fourth ,, 2

XLVIIL
When all the parts progress in unison, the bass
alone is played, or may be doubled in the right
hand to produce forte. The word tasto, or tasto solo,
indicates that the note is to be held on, and only to
be again struck when it begins to weaken or to
cease.

XLIX
In case the position of the right hand has become
too high or too low, and the player should desire to
change it to a more appropriate situation, he can
only do so in consonant harmonies. :

L.

Although it is a general rule to accompany in fom
parts, yet many cases present themselves, in which
an accompaniment in three, or even two parts, pro-
duces an infinitely better effect. But judgment on
this point can only be gained by mature experience ;
therefore the student must keep strictly to the rule,
and diligently practise in four parts.

LL

An accompaniment is in four parts, although only
three different notes appear, when an unison is sub-
stituted for the octave, in confined space, or when
an interval is doubled according to the rules of
progression.

LII.

It is hardly necessary to remind the student, that
those who would devote themselves to the study of
thorough-bass, must have acquired the knowledge
and habitual practice of playing in all keys.

LIIL
All consonants may be doubled; but no disso-
nants, as they sound disagreeably, and produce con-
secutive octaves in their resolutions.

LIV.
At every principal division of a bar, a chord must
be struck ; according to this rule, four chords are to
be struck in a bar of common time :—
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Two chords are to be struck in every bar con-
talning two divisions, viz. :—in bars of alle breve,
or two minims ; of two crotchets; of six crotchets ;
and of six quavers—when, in quick time, these are
accented by two beats ; for example :—
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J[EEErE e
6 [5]

ol Yk 2 . P _® o VoY
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LVI.

Three chords are to be played in every bar con-

taining three divisions, viz. :—in bars of three

quavers ; of three crotchets; of three minims;

and of nine quavers—when the movement is slow ;
for example :—

' .
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LVIL

These rules remain unchanged, even when the
figured bass is divided into many small parts, or is
1nter1‘uptcd by passing mnotes. Whether the bass
proceed in quavers, pass through the harmony, or
roll on in semi-quavers or even shorter notes, the
chords must always be struck on the real division of
the bar, unless especml fignring indicate the contrary;
for instance, four, in a bar of common time ;—

Ex. 236.
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Where a bar in triple time is to be played in quick
movement, two chords are sufficient—one on the first
and last crotchet or quaver; for example :—

_ *('un brio. —3—¢ . ‘_F: —
— e el o—3—[]=
A== S=e==
v
Ex. 238. _ 8 6 8
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W ith triplets, a single chord is to be played on the

In No. 1, the original chord of theseventh, £, d, b, g,

is changed to its derivative, the chord of the fifth

and sixth, before it is regularly resolved into the

common chord of C major. In No. 2, the chord of

the fifth and sixth is changed to its original position,

the chord of the seventh. In No. 3, the chord of
b

the second, fl is changed to its derivative, the chord

of the third and fourth, :‘;-

LIX.
In frec style, an unprepared dissonant may be used
in two cases. Firstly, when one dissonant is resolved
into another ; for instance, a ninth or a seventh :—

first note ; for example :—
Andante.
A | | ) |
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LVIII.

We have already learned that every dissonant
must be resolved into a consonant, but it is nowise
necessary that the resolution should follow imme-
diately ; it may be prolonged or suspended by re-
maining on its grade, and be changed into a newin-
terval before being resolved qccordinor to its rule :—

I 13 275
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In this example, ¢, which is the fourth above the <~ - R I B
bass, ¢, in the third chord (§), becomes a fifth, when | _ L o '
the bass descends to /> and thus its regular resolutlm; ﬁbﬂb_-ﬂ;‘zgﬁf}: F_H _ﬁéjz;!g%'ggg = H
into the consopant third, &, of the perfect chord,'g rr 2. Ii

g
is postponed from the fourth to the fifth chord.
Another manner of prolonging dissonants is by trans-
position of the harmony, that is, by introducing the
same chord in another position of the intervals, and
thus changing a dissonant origiunal chord into an in-

5
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version, or an inversion into an orivinal chord :— 215
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é e o = S - — | the seventh, which, in its turn, is resolved into the
e e ! § o et HE=2——o—] | imperfect ffth. In order to perceive clearly this
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process, we must imagine a passing consonant
between the two dissonants ; for example (=

Fe=re=tos

-»- 3

Ex. 243. . . 5 T
===

The imaginary octave, g, forms to the ear the tran-
sition of the ninth to the seventh, or a seventh which
is resolved into an augmented fomth —
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In this example, the imaginary sixth, &, forms the
consonant link between the seventh and fourth :—

Ex. 245 5
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Secondly, when a dissonant is taken immediately

after a consonant chord. This usually occurs in ca-

dences with the seventh ; for instance, from C major

with the seventh, to A minor—from F to D minor : —_—
kf K

% bt ¥ ~

Ex. 246. @—n——"—é-ir——ﬁ;—%—r———l——'%0~ﬁ-

e

With the derived and inverted chords of the fifth

and sixth, the third and fourth, and the chord of the

second ; for instance, from C to A minor, from F

to D minor, with the chord of the fifth and sixth:—
\

=

Ex. 247 &t

or, the same progression with the third and fourth :—
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and from the consonant sixth'above ¢, through the

chord of the second to the same interval above ¢, a,
and f:—
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Ex. 249. @—p—5- 51 ==
I F L e 3 > L. Yo 15}

With the minor seventh in major keys, or the di-
minished seventh in minor keys, which is placed on
the seventh major grade; and with its derivative
chords ; for example :—
Ex. 250. o +
0_u7 b5 br OB
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‘With the minor chord of the seventh, placed on the
o

second major note in minor keys; for instance, gin

A minor :— b
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‘With the minor chord of the ninth, over a bass
placed on the dominant of a minor key; for

d

e

'/_Eﬁz, T e e

%ﬁg‘—_%":'jzgg*_!.. ==
Ex. 252. ; § 81 4

Ee=———rrt—f

And with the major chord of the ninth, over a bass
placed on the dominant of a major key; for

a
I
instance : @
b
y !
e g
53 et
o ; -
9 8 =7 9
Ex. 253. g% _6_ 5 1%
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LX.

Although all these dissonant chords may be in-
troduced without preparation, yet they must be re-
solved according to rule. The use of unprepared
dissonants proceeds from a figure, called anthpatwn
from its causing an interval to appear before it is
expected, while the ear supplies the intermediate
links. For instance, in the following example of
sevenths, let us add in imagination the omitted
crotchets which are underlined, and all dissonants
will become consonants; these latter belong to the
order of regular transitions. The apparently un-
prepared introduction is thus not only justified, but
entirely obviated :—

EX. 254.
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Above we used the words, “the interval is placed
upon ;” and we will now speak detailedly of the
term. Many chords have their appropriate place, or
natural position, and this is always reckoned from
the fundamental note of every minor and major key.
The seventh always has its place on the dominant
(or fifth grade) of the real key, viz., on g in C major,
and on ¢ in A minor :—

e
===
7

Ex. 255. . 1
== =

=

Tts derivative by inversion, the chord of the fifth
and sixth, has its place on the seventh grade, viz., on
bin C major and on g$ in A minor :—

ﬁ:—_‘a__ﬂz.—;_—_ﬁ_
Ex. 256. g 8
St =

=

Its derivative by inversion, the chord of the second

p— (v}
(unless it be again inverted), has its place on the
fourth grade, viz., on_f in C major, and on 4 in

u

A minor :—
_/ Or on the second inversion.
¥ ) (s} A _)_:H:
:g;:%:u:gg:u:g;:ﬂ:gz;_ —
EX- 257. 4 -4 4 ﬁr
2 2 3 3 o
C—= ) (1)
E——jo o ==
=

On the seventh grade is also produced from the choré
of the fifth and sixth, a chord of the seventh, with
the minor dimiuished triad ; for instance, on b in
C major :— -

) = -

H—o——
EX- 258. 7 -

G —f—

In minor keys, a diminished chord of the seventh is
produced, which has its place ; for instance, on g#
in A minor :——

i—§: — =
@Eﬁ_a_—z—__:gz

Ex. 259.
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And lastly, the chord of the augmented second,
which always hes its place on the sixth grade of all
minor keys ; for instance, on f* in A minor :—

—/a 3
{ l T 1 (%)
I N —H——
:;;—-E s —— __H::
3 G-
ix. 26 - 4 7
Ex. 260 6 4 i
{® N [—o o—F— H—
~— = Tt T 41
[ 3 L L. re 4 L.
—~ [ 4

The augmented sixth has its place on the same grade,
in minor keys :—

. ~
IV i L I} 0
5—< z t g‘___i:i—
7 - L PN § phw—
viTgr v S
Ex. 261. & #
o— ) §
N~ ) 1 —
1) | 181
~ &

The chord of the eleventh, consisting of a fifth, se-
venth, ninth, and eleventh’ (or fourth above), alw ays
has its phcc on the tonic or fundamental note; for
example :—

ALBRECHTSBERGEL'S

In contrary movement.

Ex. 265. - ~
O e =

N Posmon of the octave.

In this exercise, we must observe,—firstly, that when
the fundamental bass ascends a fifth, as in the con-
cluding chords, f and ¢, the accompaniment must be
made in contrary movement; secondly, when a pro-
gression is made in contrary movement, the position
of the octave Is preferable, as both others, especially
the position of the third, frequently produce hidden
fifths, which distress a fine ear :—

]
&£

Ex. 266. ’\
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The chord of the thirteenth, which, besides this in- | 1y 2g7. A T#‘ -
terval (or sixth above), consists of a seventh, ninth, == o=——o Edﬁ ==
and eleventh, has its place, without exception, on e el
™ Telemann’s curve.

the tonic of every minor key; for example :—
J Ex. 263. With the seventh  With the ninth

e

In this exercise, we must observe,—firstly, that con~
trary movement must be used in this progression, as
the direct movement wonld produce hidden fifths
and octaves, and a skip to an augmented second

6 ﬁg r 2 b'e ﬂg would oceur in the two penultimate chords. Secondly,
= 4 : & L & B e 525 | on this account, the position of the third is preferable
& === | to the others

A
.3 1) N : I ’ 5 ﬁ l Lo II
LXII. Ex. 268 @f=p=b o ——s—— 51—
In recapitulation of all the rules given, the fol- - A < o
lowing examples of all the intervals should be dili- 5 ¥ A
B . .. . . o
gently practised, in all positions and in all keys. | T =t—t—or =P ——¢ == ==—f
3 - ' N m re ) + {——-
The student will find this the surest method of be- ™ = - 3 o=l
coming a ready and practical player from figured A
3 N e F
bass. O e e
Common chords in major keys :— = Pk e 1 =
_ ~ 1 7 o AR
| 1 ~ g d iy . o o - N
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Ex. 264. - 5 x
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Chords of the augmented second :—
Posmon of the third. Position of the fifth.

g g:ause ﬁv—-uzﬁt—gél:z—é‘ 4
¥ #2 # “ e % z_ 8
Rlg= 2 —F—p-i—{i‘“‘ Hemsre—ree=to=
‘\——d { |8} O -
Posxltmn of the octave.
; |
——gF%s——a—|| =
==
—~ 2 ﬁ— 6'
o e e e e
~ ¢ i
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o2 i‘F -6 i- e
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kg k- 6 2 8- 6
SR, [ sl
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Chords of the prepared fourth, in major keys -~
Ex. 276.

Position of the fifth.

_zi S— %—H— -_-a/_—:\_zi):%g::"%éﬂ

Position of the octave.

43

43 <~
hEEe o d
4.3
C—— :E'—‘f—{;'éﬂ‘:% E
» [ 4

Chords of the prepared fourth, in minor keys :~—
Ex. 277.

Position of the octave,

|
e gﬂrﬂ"d_[:a‘i "gsq zz_H—gz= -gsji_g H
_‘ .*() —( )—- —, i

Position of the third. Po:itiun of the fifth,

6 4 p
S E—ﬁ n—H:.:F— —:é'_-ﬂi = *_ﬂ;— f

3rd Remark.—The third or the sixth must always be
doubled in the chords of the sixth which here occur,

. . —0
otherwise consecutive fifths, al -

| %— d'_’—:!oﬁ'—%uo:H

6 4 %
= ——|F
=

)
t—e»—H.

Iix. 278.

<
AY

or consecutive oectaves with the bass, {:s will be
produced :— v

Ex. 279.

4th Remark.—1If the augmented sixth is used, the third
must be doubled, and the positions of the octave and fifth
are to be used, but never the position of the third, to avoid
committing the above error :—
1y
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Cliords of the augmented fourth, with the s2cond
and sixth —

Ex. 281.
Position of the 3rd. Position o[‘ the Sve. Position of the 5th.
— > | .
/ H_—_%;fg_i_g: :a-:g~ —e—A—T——] i1
—]— = PO -—aG—Po———
i i - Tﬁgfi'.a."u:
& o
L I L R
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s pu— ¢ Juio S5 a—H=
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Remark—In a succession of many sixths, contrary
movement must be principally used, aninterval sometimes
omitted, and the third or sixth duubled when this last is
not placed on the seventh major grade; occasionally, the
fourth is substituted for the octave as a fourth interval ;

b—b

for instance, instead, {l:; —

d—d

Chords of the sixth :—

666 6
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6 66 6 66 6 6
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g1 ;JH, T 1"51 666 666 666 666 6
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O e e | i § W s et | o vy 1 2 ]
Chords of the augmented fourth, with the minor | Ii—F-————Hr="= E=lie - ‘E _H'ji'-:
third and major sixth :—
Tx. 282 6 6 6 g 6 6 6
g o AW Sy - A ] ———— e
o 0| S o
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b Chords of the prepared diminished seventh :—
le=ssEa-c=rrrE Ex. 281,
= / Position of the octave. Position of the third.
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Chords of the minor seventh, with the third and
octave, or with the doubled third :—
Ex. 285.

Position of the 5th.

Position of the 3rd.

Position of the 8ve.
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ALBRECHTSBERGER'S

b 8T A a8 8% 676
Sttt o s =
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S e e )
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o 7N D

WEFE:'::F,“"‘*E-T'—

¥
Remark.—When the fundamental part ascends a whole

tone to the prepared seventh, the fifth must be omitted ;

should it descend a half or a whole tone, the octave 1s

omitted, or the sixth itself is doubled in the preparatory
chord of the sixth ; for example :—
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Chords of the major seventh, which take a doubled
third instead of the fifth or octave, with an ascending
bass :—

Ex. 288.

Position of the 3rd
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Position of the 5th. Posmon of the Sve
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é}; In a succession of sevenths above a bass moving in

alternate fourths and fifths, the first seventh is ac-
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Remark.~—In a rolling bass, one chord is played to an
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A
equal run in a bar of even measure :— ann:,, == E
— _ N A 7.2 (S & =
. %Z “‘()—i F’g 8‘— I < N
; AP — € t-< l 22— - ke
rpé s ‘—q—!-“_'<.‘- 1J‘ 7
= g:é_j_"¢4F Eeme e S 7_-"--. 0'3—11
Y
With an unequal run, a chord is played on each division ;
of the bar :— o2 s ]
7 ]
— o > k4
e ere— — *Hj C_E i — —h- "
[or) AT O m— S S § Q*‘iaﬁ.*——r—'*#"r— 11— M— __‘—'j'_ —
~ TR ——m A I p=——-%& o =
(] o2 B T — - C
v ~ ™ LA T ¥ 2’ o
e e — =
H @$—— . 'r—r!-.‘"j’n-ﬁ: 7 ! = :
= Er =S5 G —g—o—
. o= o S &
because, in the first case, the fundamental harmony of | |* b b4
C major remains unchanged, but in the second, is altered _f7 QU — 6
at each division; for instance, C major—F major ; O e e e e
A minor—E quol In bars of uneven measure, one | |- 3T ———p e —
chord is played to equal or unequal runs :— e
Ex. 296 ~5—] e o ~
o Bix. 2906, = - t—o—————— i,:,(z__l:l_
G3=5 = =5 : £ —g —EgliE
v l;, l'~’ ]J. (. 5 —
4 3
S— [ (5}

7o
) |
-49‘“‘77! ’ », ——i—H
GE—— oy
D i

=

Also, when the bass rolls through a perfect harmony :—

Ex. 297.

2er =
——raeC pr "._._ S— =
= __":E,_._—_-E-t: Lo |-
But, when the fundamental part modulates to different
keys, every note which is not a passing one should be
properly figured, and accompanied with its partlculal
chord ; for example —

Ex. 299.

) |

g1 = =g e

ﬁ; 1o = B == === ——
-o- — -f;\- 6 6 G - % 6
@ S s e | 5-—.—-+-“4'+-—.—--! et e

T —— —-'Lt o i o —t——H i o e S tI___ ESEe e ;Izvf e

S

| L —~_|

- -
— 2$:a___ 5;____{ v} (0N
oo ——r F=—F
Ex. 298. o 4 f

- € - 0
=
S

5 ~——
4 32 3 [
N
@—F——' E—r—r——i—ﬂ ‘T'."—L!___!T?ﬁ 0=
:,\ = -_-l |9 ‘L . o __’:‘t___g = : | 9 ] ru|_
LXIIL

The following and concluding exercises may serve
as models for the student, who may compose similar
ones for himself in all keys. He will sooner attain.
his ultimate goal, if he refuse the aid of the written
accompanying chords, and follow the simple figured
bass, which will be, in all cases, his surest guide,
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LXIV.
Exercise on chords of the prepared second :—
- Ex. 300.
0D 4.
——F St er—-F F T —F
=St Pt So-to D_g'_is_f_',_szi:u;_g‘?};‘_t
| 1
8 6 6 8 7.4 —
.2 5.2 5 2 5 6532 —
@-j-_‘r?;r_ 22 B O Py W
0 L Y A e Y | El i | ——) l.“
o e e e
=
- — ~ ~
74 =1 - 19} T | o q
Gortitasa oo aal
B S St > R = "’s:q': S
- o«
6 -
6 1% S~ 8 —5%2 — &
i >-
e i=rstal
PO ]
& ——~—g-F— H
llEa E= 45_..-._-{9_
6 6 —5 ﬂz — 8
- (s ) TS h —
—rrH“ﬂ"gq"r?——-.—' IJT(]‘H
(3} > | -

LXV.

Tixercise on progressions of chords of the third,
which are generally unfigured :—

Ex. 301,
'
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LXVIIL.

Exercise in four parts, on chords of the prepared
fourth :—

Ex. 303. %
4
A T e——F—|
2 )I_;" ¥ { F L H-
™ >
LXVIIL

Tixercise on chords of the unprepared fourth and
sixth :—

1 ]
\l
2 £ g—g_E_
gr—% =groso- :;»-H S
a
Ex. 304 6 5
6 4 3 6
fEir—d—e— P —[———e—f—
— (24 [ { 1——¢ CI_— ¥ = .
L 18 = L L.
=
=g =B=yf=s=rd
o S ——[—E3—H- G —
B e =t
o T T
6 5 ¢
o ;i s f m"n ] —'r—z%“‘;‘
=t
—— =
N
LXIX.
Exercise on chords of the prepared fourth and

sixth :—

Exercise in three parts, on chords of the prepared
fourth, wherein the fifth must never remain, but must
move to the octave; the last is an exception,
leads to the conclusion, while the other octaves

O e e sy e e | B S e
i ol Tt oltat e

\

LXX.

‘When these chords resolve into the harmeny of
the diminished fifth—which, by its nature, already
requires the minor mxth—the sixth must be doubled
instead of the octave :—

preparations of the fourth — D‘““’“She‘i M”‘"
| - e 83 T’—" c’z / A
[ b, = T
.. = = | Ex. 306. 6 5 G 5
. 43 43
43 L4i3 43 43 1§ @‘:T:,?ﬁ?a::ﬂ—e—ﬂ b _ﬁo___gp—*:
b ——Fe—d—fFe———— _Q‘H \C o ; ] H | o e et o
o o J
N “ Diminished. Minor.
| I o
:t‘jl "» = E; H; = u.(nl :i ;E j : } Ei
— g — e — st €3 -7 1
SEsESS | PGSBS eE g
4 3 1% g3 ' i 3
& ~ ~
- b fF—e>—f] {@a_5 g ¢ ] —F ] H
I | § DO N LT 2L N o )
L1 &) J ) F | . {§)
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Exercise, in four parts, on various chords.

Remark.—When figures are not placed immediately

ALBRECHTSBERGER'S

Therefore the middle fifth forms the
consonant fourth to the octave :—

And so forth in different positions: for example :—

above a note, the chord indicated must be played between EX 3921.
that and the following note :— _—
— —5—] —r)_ o —f—o=
o . %—f» =g ==l a==
% 5 5 g = Consonant
Andante. 2 3. _._azé ,ﬁ o 2, Consonant Consonant
€ fourth. fourth, fourth.
Ex. 319, Byttt meteowe || WA e
E t g b [Ch H I H n_ i ”
==o=1 =iz l——=
76 16 ¥
o 430 13 WL gerd | -
@gﬁ : o _)::E"'.‘.!_ —f =] 7 e
= LE S=ESimamsest == @:’9———11:”— === =ll=g-l
7 6 — - Consonant Consrnant Consonant
v . 5 — fourth. - f()_u!:t‘t_]. fourtk.
ren T 1 = "“ o= = ’E":_ @ A =2 === I
=== EITEs EQ—E —F | |@= 1 i i i) i i
1N
6 6 I . . . .
9 . 28 958 9838 9sz2ac 433 Also in this imperfect chord of the sixth :—

@t e et

{— |

I

6—59810
kr4—343 6

SEO3

2 6 106 573

I -~ P I

Sttt bt O

6 6 Iy

6 5 T 43 5 5 51%
@_"‘ j_—l T f‘;!-ir—te'cj'r' horﬂt
oiCreega et o e AP

"—;7: 8-%=

5 41 % ¢ 43 A Qe S o
@g—‘t‘j—ﬁp‘tﬂ——y_i: P — s
RS s e e

T ——
§-3=8-3-3-3=525 8 1 38

LXXXIV.
When a composition in three or four parts consists
only of perfect and imperfect concords, and contains

S et ‘

no consonant fourth, it is said to be written in pure |

harmony.

to the sixth in imperfect consonant chords; for

instance :—
-/ e
| “H_H
—g——

Ex, 320.
[
~
=
Tliis g % =[] is the fifth of the bass: [~
=os

And the ¢ in the upper part is its
octave :—

This consonant fourth has its place from
the fifth to the octave in perfect, and from the third |

g:a—_“ p—
—o_—H—
Ex. 322.
ﬁ:___zz—:: —
'\‘——'—‘_— .
This & %TE is the third of the bass :|* 3
ta—
—
- "‘fa_:
and e %EH is its sixth:— a 6
— L —

Therefore between the third and the sixth stands
the consonant fourth :—

Ex. 323.
—H#__o>
E=B—p o ————H
r—=2—=i=—=—l=5—t =g =li=g—H
4 o < "0‘
Consonant Cousonant Consonant
fourth. fourth. fourth.
I & it § i— et _ i & Ia—(f E— A ———
e === el=
N
—n 2 e
He—s—p— o fImo= —z:ﬂ———
G—=g=l=g=li=—— =3-l—5—
Consonant Consonant Consonant
foun,h fourth, fourth.

—

E==E===t =

Although theseintervalsareundoubtedly consonant,
as far as thelr relative distance to the bass is con-
cerned, yet, as we have shewn, their mutual posxtlon
1s such as to form fourths to each other, which im-
press a fine ear as dissonants, and therefore are not
allowed in pure composition. In order to avoid this
error, it is best to take the chords in a position where
the interval cannot form a fourth to any other, but

9——"
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shall always appear in the quality of fifth above the
unison or octave of the bass; for example :—
Fifthtothe  Fifth to the

octave of unison of
_/, _the bass the bass
. I (9 MR § " & m—
== S EEe s
o
i3] —r
= §~— === ===

Gl A
= a‘eiawﬂ_mzféﬂ‘"’ﬁ _%ﬂ 3y

—y 1 ! _J‘ A | L
o s you
é‘;___g_ {EZS;FEE_”‘ —E_g_ —
v gor—T—e
Ex. 329.| ! ' ~
- e . -&-
NE) Il [ ~ i) a2 — Iy
(@ ¢ s i (o T
ved . oy L2 — E D a
= o L L (0 )
=<

As this method is very restricted, license is given to
use imperfeet chords (chords of the sixth) among
consonants ; but care must be taken to change the
consonant fourth into a fifth, in the following manner :

thus : Instead of: thus: or: or:
_aZ:H:

EmEeasaaaas

Iy — _OA_L_.Q___H_,() i S & e § ey & e o

$o-

— Instead of :

In this method of procedure, we must observe,—
Firstly, that the third must occasionally be doubled,
in order to avoid comsecutive fifths, although in
many-part composition hidden fifths are allowed.
When the third is doubled, the octave may lie in the
upper or inner part; for, as the fifth is omitted, a
consonant fourth cannot possibly be produced :—

'dé Eﬂ—— _&B__ 59— 12 - ;‘F’*ﬁgg_ﬂ_
& g‘_:"_ﬂ"‘:ﬂ%ﬂ%éﬂ@n%ﬁ@ﬂﬁgg

Secondly, that, to avoid consecutive octaves and
unisons, the fifth must occasionally be doubled :—

< == “_Hﬂﬂ_ﬂﬂ_d =l e =l

==y

'1h11'dl_v, that thirds may be doubled with the fifth,
in three-part—

ot

7)“

Ex. '326.

NS

Ex. 327.
Y ~ A o~
#" LE (o) E (j H #‘;‘L“"—‘ _i'i_'l j_ﬁ
5 g6 ‘-:9—*5 SE—o—5— -8 _;J
or
oI o
’15-51§:“—r—5-'f1n'—ﬂ {@®: ﬁ‘u““)‘—‘ﬂ—’:—n'—ﬁ
! — ——=H ——H-F—+—H
R i “~ ¥

as well as in four-part composition :—

Ex. 328.
3'—H_H—H—"—H Sa—l=n—=lo=t-

CEEE RSB R
=

Of course these thirds must never be leading mnotes.
A composition, however, which only contains perfect
chords, without doubled thirds, is always the most
pure and clear; for the sake of variety, the third
and the octave may alternate with the third and the
fifth,—but the doubled unison, or octave above, is
onlv fitted for the final cadence as this two- part
harmony would sound too thin in the middle :—

"Ex. 830.

% I oo ot
/A or: or: 2;: 1 4

z%;‘mﬂ@pt—ﬂznzﬁ;_?;_ :“:__ = H_ =

@ *9__H—ﬁa—ﬁzt_’_: a'_‘(ai“ﬂ%’:,—; = Sfa’:ﬂ:g,—

g.(,, 1 _0 (o __ > Q

ﬁ:_a Hoelsizale H(Eoi =il
. S

@f” Fai" £= it

/:\

O

Y] m ~

_—_S:E? E_z_§ = H‘G--E—”—*;“n—jif_é’—:
o

‘-

er— T s S e

6 6
g_"—g—_p—n_qaﬁ 0 o o B 5
@ 2 St s _PL:‘T’“ E"?)"‘ e ——

=
As,in pure harmony, the consonantfourth, the chord
of the fourth and sixth, and all other dissonant in-
tervals are excluded, it results that only the perfect
major and minor chords, and the chord of the sixth,
8 8 8 8
5 5 6 b6, remain for our usc;
3 43 £3 b3
forming the consonant fourth, in the first case, the
octave—and in the second case, the sixth—must
never lie in the upper part. In chords of the sixth,
we must not only guard against diminished and
augmented sixths, but also against,—Firstly, those in

in order to avoid

which the third is major, but the sixth minor; for
example :—
=a—p=
=i
Ex. 331

===

becanse in them is contained cither a diminished
fourth—

Ex. 332. %E:Z—EHE

or an augmented fifth :—

1
Ex. 333. %Z—__ﬁ_an_gﬂé—
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Secondly, those in which the third is minor, and the
for example :—

sixth major;

Ex. 334.

e e

N

because they contain either an augmented fourth—
Ex. 335. d%:“g—”‘ﬂ:—_g;gEHE
or an imperfect fifth :—

Ex. 336. f=o=|=o—|F
==

Example of pure composition, consisting entirely
of perfect consonant chords :—

;g eI o eooot o

i
[

;
et apec-ca-to me - 0 me-0 munda me.

9 PO -2 2 (> B> 2 O Sy - Je
#k r |r —F Eﬂ ~Fr= —t= i— E‘ H
I ¥ (. g
L L L} C [ L. L I

et apec-ca-to me - 0 me-0 munda  me.

I— TSN Er"n TR (4 _!’;;:_L,
e e F_ EE=
et apee- - to me - 0 me-og
6 — 6_35 6 3
f—-¢ 4 (T *r*—|“:|”ﬁ

] u A i ot [o .
e oo
™ et apeu ca-to me -

r— E‘“‘T)L‘H
o meo mun-da e,

HYMN (without the consonant fourth.)
Ex. 339.

- Andante. By the same.

Gree e e e
< Lauda Sionsalva - to - Tem, Lxuch ducem ct pasto -

‘*‘_L: — 2 ﬁ- 1'“# o-m-
o= :-F = t—r = EEmE =F

Lauda. Sion salva to - rem, lauda ducem etpasto -

MISERERE. —— ﬂ Jgg: — «.— oY
== SF =2
7 By ALBRECHTSBERGER. c
_/Ex 337. =R Laudu. Slonsalva to - rem, lauda ducem Ltp“lStO -
% —]— "i‘t‘“‘lF_‘;‘*F"—*‘"‘-f'_n ET””— .3' ,,_,,E
; < > e[~ TR | MR e e gp - e R e e e B
e T | e e
Mi-se - re - ¢ me-i De - us: se-cundum -
~ ™ Lauda. Swnbalm - to - rem, lauda, ducem et pasto -
% G—G»E—o- “n'E 9—[6 }.—o E - H——_';-Fi-j—()—o[:
i it = t L t 1 r L S _/ ~—~
Mi-se - re - re  me-i De - us se-cundum —;—:*p—,'“ghp_,_a_,.?,_-________
— oo 3= ( ey =
%}'/ S e s e & h\'" - £ -)‘t - H;.ﬁd_:]ﬁd S rem, i1.1 hy‘m-ni.s e-t can - ti-cis
Mi-se -re -re mei De - 1;;;: se- cundum s 4 ; o
» ( L 7 d
ﬁ L= - .
———= { @ I v—— T o) Y - Tem in hym-nis et can - ti - cis: Quantum
E & -oolfol—trel_—Fol=ptoef ’ ) Py
N Mi-se -re - 16 me-1i ¢ - Us: se-cundum %h_l’*—‘—ﬂ 5?—-:—5 F"-—ﬁ'—pﬂ-—g—r——?——L
e e e e e e S
_ - Trem, in h\;m nis et can - ti-cis:
jon #*
#__ _p—uﬂ P’l—_Fa —"F U‘E" ID E-o Edefi= < o P—f——*i\*‘h'c—a - | =
& Enawealllc === m it
e -
magnam mi-se-Ti -cor - dl'am tu oo - am. ™ - rem, inhym-nis ¢t can - - ti-cis:
T e ¢ S 3 1 ot s B e = e e ot St P £ B
< 1 1—1 T =1 T | - = | 1<
i% B £ t = t £ H -V A N A—-N
magnam mi-ge-ri-cor-di-am tu - - - am. %b_é ; —5e— BE F— ﬁ‘_*i\'d“‘“ ;_; ; r:
TS [v . L
uan-tum po -tes tantum au-de,qui-a major om -ni
b ee e e r O e P ooty | [T Quatumpo-tes e Y
A™ ] ¥) i §
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Quan -tum po- tes, tantum au -de,qui-a ma-jor om-ni

Example of pure composition, consisting of perfect = -
= fod P =
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EX. 338, By the same. Quantum po-tes, tantum  au-de,
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A—

A

1 7

i 7 g7 gl

B EE L s

Amplius la-va lau-de,qm -a ma-_]or om-m lau-de, neclau -
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ncclau da-l(, suf fi-cis.
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suf - fi-cis,
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- da-re suf - fi-cis,lau - da -re suf - fi-cis.
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- da-re suf - fi-cis, lau - da. -re suf - ﬁ-cb
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neclau-da - re, lau-da-re suf - fi -cis.

LXXXYV.

Great care and caution are necessary to compose
in the pure stvle, with none but consonant chords ;
while a certainty obtainable only by practice and
experience, is equally necessary to the proper use
and introduction of dissonant, diminished, and aug-
mented intervals. To promote this end, we will
again treat of these important intervals, and add
much matter worthy of attention.

LXXXVI.

The diminished third, which only occurs in minor
keys, has its place on the augmented fourth of the
fondamental note; for instance, on c¢ ir G minor,

and on a# in b mmor —
s N N = _
g’;}%i;ﬂf =
Ex. 340 ﬁ" Ex. 841. |’

@t

This diminished third must always be prepared in

distinguished from the minor third by being marked
with the Telemann’s curve—and is accompanied with
the imperfect fifth and diminished seventh ; asshewn
in the following example :—

__ Ex. 342, ~ ) A
(e g
1 o

3 A 6
é\ G -€-, 3 é #
e 0;_514—;1,@5‘5{ :%E’— =

It may be also considered as the substitute for the
minor third in the chord of the diminished seventh,
and is often found in this character, as sounding less

harsh ; thus :—
Ex 340 N
e Sigaze Al
n 6 H %ﬁ

/N

i

VO ~6- .
| e e =
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LXXXVIL
The diminished jfourth, which is naturally only
the prepared third of the chord of the fifth and sixth,
or chord of the diminished seventh, has its place ot
the seventh major tone, or leading note, of all minor
keys; as:—

Ex. 344. )
In G minor, @E@_:TT_:H on f# @EE$_ ~_B
Ex. 345. .

C=f] ondj

and is, in all cases, treated in the same manner as the
diminished third ; like thelatter, it must be prepared
in the preceding chord, and isresolved by descending;
for example :—

In E minor,

%b_r: ! —n
. SJWQZE—— O —— *tj E DT it —I:-rr — =
[P e
1

@ 5 g =

b § 3 3.3 o
Rl pte— e =ao— 1 —:
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_/, —h | /-_\i o¥ _ 7
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! e Y T~
[ 6 5
. 4 3 /_}_ S 4 3 /N
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= — —
= 5 —H— T /g A 1 T mr—'u‘
G—g— o o lg oo
VT ol o e o

6 — T ot

5 — 5 —

" i1 3 ~ 4
@-ﬁ:?:?#ﬁ:ﬁ%,‘l! B u_._E goﬁ_A z s‘L :
N —

LXXXVIIL

The diminished or imperfect fifth has its place on
the seventh major grade, in major and minor keys.
It is accompanied by the minor third and s1xth——m1y
be used with or without preparation ; but in the latter
case, must be resolved by descending; fr example:—

- oy b >
o8 = Sl o =gt ==t §
s e ll-ac—=g-l2e=a=
H IO
o 6 ) 6
e e e e e e
1Y o e i § = du— n—< I =
alc i ===
== = =
i ~ PO O S
—p ; e B S S
G—g=——g =52 g-ll=2e—t—s |
[ & AN o o
6 6 (5]
" 5 D 5 ~___95 r~_
@it o fss—i—o—|lgo——=—|F

LXXXIX.
The minor fifth has its place on the seventh major
grade, in major keys, and is accompamed by the
minor third and perfect octave. In minor keys, it
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has its' place on the second major grade; always
presuming that the bass moves in skips, and that the
harmony is in four parts. This diminished triad is
usually indicated by the “ Telemann’s curve,” and
as this fifth is considered an imperfect consonant,
preparation and resolution are unnecessary; for
example :(—

g 3 g———o ;31—1—,,]———1—,—/3

o ﬁé. —E — a ::":3-8:.? =Fo—H:

<f ! l |

)

" 5

S k- —_ __e- Po VO

Al T e e e e E

o L — =t 37 L_F___.U_

—/ngﬂ_ ! (ll l___ (; __j (m ! rq

feS =S mes e e =

U | I | | .10 | | l
Y o 5% o~

O e s e = E
e e e

X0.

The diminished sizth has its Place on the aug-
mented fourth, and only occurs in minor keys; for
example :—

Ex. 349, @@ty

EogrE
«t o |

It is met with in the chord of the diminished seventh,
where it appears as a suspension of the 1mpelfect

fifth, and must be prepared and resolved by
doscmdum —
-/n . 1,
b —g— Eh === —F H
: y— g S (,-_\;;u OO D —t—<¢
% P -.?_ E O, r)-ﬂ' K o
@ b1 |
- 6
] be "z5 & 4 % ~
Rler == : i
B~ > D e 2 ¢ o J— ) t <> r ﬂ
\-\ kS L 'ﬂ_ L Py L C P!

As the imperfect fifth may be suspended by the di-
minished sixth, so also the diminished seventh may
be suspended at the same time, by the diminished
octave ; for example —

l~ i 7
,,1 —E—»n d—fﬂ'“—v B e
,__'. ‘ r—*&z)—e—'t ot
1D I
« :" H 2 z 6
b ke " - £ 4 4 %
=B e ‘o e O
E=ar=2ste— = —=ro

XCIL

The diminished seventh, which can only be used
in minor keys, has its place either on the augmented
fourth, or on the seventh major grade, or leadmg
note ; for example :—

Ex. 352. ggh%:lﬁzg—ntH::Ezﬁg_‘HE

It may be used with or without preparation ; in the
first case, it is usually accompanied by the minor
third and imperfect fifth ; it must always be resolved
by descending :—

Ex 353.

e Hﬁ_:gztg_ﬂ
kaa—ﬁgs_}-a ﬁg‘?Tu'ﬁ@ﬁ §§:E"Q~ﬂ
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4 r e Z
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O e e e |
1% ) [ §) et A <~
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XOCIL

The diminished octave, which is (as may be seen
from the above) a suspension of the seventh which
immediately follows it, has its place on the augmented
fourth, both in major and minor keys; it is accom-
panied by the third and fifth, and must be prepared
and resolved by descending ; for example :—

‘é“‘ ;i;ﬂ jﬁ* e ng_E‘g_H
Ex. 354. 2—52%;6 .t

] Y T
S )
. — o — Z-’]w‘__—-[—e_

N e I B - : ~n
VPK—g——f—:—ﬂ—i t ——e:-r—éL—— Fes H
e ! —-e3—]|
@ =P =8~
9 8 —7 -
7T 6 —5 3 4 3 ~
- —— Wy f-e I—F o—F —
By M— | P P —t—d——F—F-&— |5
-~ o

XCIIIL.

The augmented unison may be considered, to a
certain degree, as a regular passing note. It has its
place on the unison, or tonic, in all keys—is accom-
panied by the third and fifth, or by the fourth and

sixth—and is resolved by ascendm ; for example :—
./ P— LB S
e e O
M
Ex. 355. 21 r g #1 g
|
&/
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XCIV.

The augmented second has its place on the minor
sixth, in minor keys; it 1s prepared in the funda-
mental part, and is resolved by descending ; this
dissonant interval is accompanied by the auvmented
fourth and major sixth :—

Ex. 356
Mt & _Jo —
%—s htat
[ (2 [
T
6 & — 6 e¢fs —e
T o- PO - = . N
ot PO e ]
— e £ ere—f]

XCOV.

The augmenml third has its place on the minor
second, in all minor keys; accompanied by the major
second and augmented fifth, it is an anticipated chord,
which changes into the thud augmented fourth, and
sixth ; for example :—

) ta 2 ! PO

Y A 173 T H " T I (2)

D e —a2o—I-rer—r—3—H=

g nea—oll
Ex. 357. 5=
6 3 £3—

1y 2z — A _

{2} ——*—2 =2 —H=

=51 = = H

XCVL
The augmented fourth has its place on the perfect
fourth of every major or minor key, when in con-
Jjunction with the second or minor third and the
major sixth; it may be used without preparation, or
as a passing note, and must always be resolved by
ascending ; for example —_

g S=p=z= £=
. %g;g;gggg;z;ﬁzsa&ﬂfﬁiﬂ
g /g —— 2 < b .

-4 6
52 .) 1-:% ( g- B ¢ t %_L“:;;—'H
S e =
l ~ - S
.:(‘4’;9—*3—‘t Hzﬂ:3~ﬂ—g g—o—

o N O T

6 ba /f‘( 9 : 2

o——

J"‘” it T J—_Q‘ﬂ— ’\ J' T__ J’ T T
] t i D-Re Fﬁ 6 gt B
——gg‘_ﬁFg _l:.' __q:gtl:/ ‘p—":,,_\ _gg—ﬁ_ ? = e-tz.Fg —gjg Ui—gﬁﬁ:@ﬁ:ﬂ
1 5 . b — 2 6 4 6 ’44 6
b 486 ¢ 4 £ o e a4
A 1 SIS B S\ S el o [ e
@5 _oﬁl—t; = E’.H‘_‘—,i—i—'“—HE =" i e (— o

When, however, this interval occurs in minor keys,
in conjunction with the fifth and octave, or as a sus-
pension, with the augmented second and major sixth,
it has its place on the minor sixth ; for example :—

0¥ ; —
.. i} 1.
. e e e i S ~——
o @ Bop g2 e g— g —
3 |
éa . 27 3 ¥ g 4 D
Gt ————7
< -
-/ng 1 s N H
1) 1 T 1 —1. T —
:_134‘—1;2{;*‘77!— 5—F - I—= =
= _5.—‘#,.@‘—\ = 3—l — lg:";‘g—“l'—é"“ -
6
- 2 3-8 b ~
] il
== 1 i
— —
XCVIIL

The augmented fifth has its place on all major
triads, in major keys, and on the minor third only in
minor keys, when 1t is accompanied by the third and
octave. Both as a prepared or passing note, it is
resolved by ascending. When it is found in con-

junction with other dissonants, the accompanying

intervals must, of course, be changed :—
Ex. 360.

K I8/ \dma S B
PigpeTs Bia nﬂ" B gty 3%giﬁ?,zgegoz
<« Nz [ 5

#5 55 £% 6 43 o 6 45 6
S e e
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it P e i s | = e 7
o olg fagﬂf’ EEeml e
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56 b gﬁsfs\ bﬁ-ﬂg;‘{ b%:gg
R & S 7[L - — - i-f
=l aEsta =
XCVIIL

The augmented sizth has its place on the minor
sixth of minor keys, and is always resolved by as-
cending. JIts original chord is the doubly diminished
triad. This interval is accompanied either by the
doubled major third ; for example :—

%:Bzﬁa‘— "S)—'H_
o 7
Ex. 361. 2
__'Q".__‘ 0=
ng:a— a—-l-“::— —[r!~
— 1%
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or by the major third and angmented fourth, which
latter, however, must be already prepared as a fifth;
for exawmple :—

The same applies to minor keys; for instance :—

Trom A minor to C major (the minor third above).

| A, Eminor (the dominant).
/%gjggl:»n)/\ —ii5) J :a: - A, Gmftjor (the r_ninor seventh above),
=8 Fa s g A ,,  Dminor (the fourth above).
' 5 & A ,,  Fmajor (the sixth above).
Ex. 362. [ S '
@2 2 S N "And from thence home again :—
(& ;:‘—']E‘i | — o~ § °
SN . - . Ex. 365.
: A minor. € mz’or, E minor.
or (when a chord of the fourth and sixth follows it) 289568 8 684 62 8
by the major third and perfect fifth, in major keys; | f@i=8—S=f¥er@—-o—po—seopo—————rg S E
for cxanlple — e ————=siEe===t - =il
— | L VO . .
i 4_4 Y 0 S N N . Y- % vt R © i — G major. D minor.
b—2 ﬁu*ﬁ;;fg‘: 1} 5:H_ gff;_ 086 6 . _tv v 2 R
~ . — -&X3- 65 & beb7 L PR "~ #& De_ |
Ex. 363 6 | et g et et
X. 363. « 4 & E T e Py e ———F
o 5
‘({e}:ﬂ T { ] A a2
= I" E Z : j] = ﬁ G— :L A minor,
= o _ LN DR o S —D pe—| —
—A— ,;’ Eg ﬁ?ﬂ A ——hs F,,,_u,v.~‘k*;;’:H£ - ————
4 - (%4 -6~ i ~— |
~ e -G hf'r l
8 % 6 b3 "4 4 3 ~ C
7= 12} E "y L [ A- *
Crpieto—to o ——o——J| .
5 " <—! The most natural method of modulating to another
and relative key (say the dominant) is to use the
XCIX. chord of the minor seventh belonging to that ey,

Although every composition has a principal key,
in which it begins, and must regularly end, yet it
would be wearisome and monotonous were it to re-
main always in the same key. “Variety is pleasing!”
is an ancient and true proverb; therefore, when a
phrase has been worked out in the principal key long
enough for the ear to distinguish the tonic and re-
cognise it firmly, the laws of variety require a change
to other keys, and this is called “ Modulation.”
Modulation is the art of connecting near or distant
keys, by an apt, easy, naturally flowing, or occa-
sionally by an unexpected and surprising succession of
chords. From every key there are five simple mo-
dulations to relative keys; for instance :—

From C major to G major (the dominant).

c IE minor (the third above).
¢, A minor (the sixth above).
c ., D minor (the second above).
c F major (the fourth above).

Which return to the key from which they started,
viz., C major :—
Ex. 364.

c m‘l_‘|0r E minor.

LE-

Gmajor
2 59 6 5

e %Eﬁ = bEE r-::* Eﬁg&:ﬁﬁﬁﬂ

A minor. F major.
6 [
66—’4“"-—60-1‘;.56259%[%55 6 265

e s e

D minor.

F
Cma]or
6 545--
26 77 5 3643

e P e

or one of its inversions; for example :—
From C major to G major.

Lx 366.

(z:?:z),ﬁ:o

7N
3= E():EZ E’pAtt)-%—(v‘—E §~E»<) H

-; :84L(9 ey e
6 -4
6 5 o 2 _6 1 & N
r r I3 k.
Gt b E~-e—n~~—--o E k- o—F
=

The harmony in this example remains in the original

key—~C major—during six chords; in the seventh,

it changes to the dominant, G major, through the
a

chord of the augmented fourth and second,{l , which

4
4
is an inversion of the chord of the minor seventh, ;# :
5
Or, from A minor to E minor.
DX 36T7. .
‘0‘ —# TIES T TR SLLF
5 S
(e ne i
h‘
e § % 1
¥ T ]
S e )

In this example, also, the modulation occurs in the
seventh %hord by the harmony of the fourth and
ag .
second, }#, which is an inversion of the chord of
g a
the seventh, g

fg, which leads to the key of E minor.
b

f



THOROUGH-BASS AND HARMONY.

Cl.

Another leading chord is the imperfect fifth with
the sixth; for instance, from C major to A minor :—

Bx. 368.

Or: from A minor to F major.
Ex 373.
3 ’E O(l | 1) . 8
= —0: B3 L3
:E‘(;_E_o_ oia Ej S:E:(,;::

6
2 g 2 6 5 %

~ O = PR — € T r ) - ol
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g e '8 8 o & 6 .
. o . . c . 2 FO
The modulation begins with the sixth chord E I 0 e e e i = £ r T A
=4 ’a X =€ T T I Bz —I—e3— H
C. L - -} Le L. . A ¥ )
~ [ o4
a deceptive cadence here occurs, for the ear expects . . .
a cadence of Grmajor; but the following chord of the Or: from C'major to D minor.
g _ Ex. 374, ~
fifth and sixth satisfies all doubt, and leads | | A=B—Foo T3 o0 [t o
X, g ﬁ:e:t;ﬂiilg:t:(7;;4:@;:{;.%3:%,7{2:F;( =
Jr . 6 6 )
unexpectedly to A minor :— 5 6 U 5
Y IS - ‘)__Q—E - E
. . a__E ﬁ“" (»—f——‘ ——f——fF——~
Or: from A minor to C major. =
/. }_w_‘i,%g a— P Or: from A minor to G major.
—H »—F-ez—F C et vt S §. i
GBtg—ametgra Ol | g
e st —— p—
2 g 9 8 6 & 2 S _p:f?o@ B*ﬁ*fg: = :;0—3:8:E
e Pl > 2 e D EP—— =P — L1 S S
@ —f= FFI‘“ - f E E f n= 6 9 6 P
st e — el v t £ = —e— 2 > 6 5 - Ll ——r
- @& S e —o—g—o ] s
f = = . L ) ) J [
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The sixth chord | prepares the following chord
o =t P r 3 =
¢ . " o S . o i W4 e 2. Tt VY. & ) Ny 2 —. |
of the fifth and sixth, ¢ and this leads most natu- | < o— o o S——ig—t—g—i-
)
b, O e
rally to the harmony of C major :— %-* E —e—f—o—] e

Or: from C major to F' major.

EX. 370 ~
) i St L7 =T 1 e |
RY :é:E:g:E_lég‘ 3= L —E _g_:ﬂ:

2 6
S P o be [D5 o
- = - s > e
e | F—=m—to—=r=-
L L | - C. L L .
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Another leading chord is the major sixth with the
minor third ; for example :—

From A minor to D minor.

o
Fu. L. =
—erﬂ"—“ zm*H_
€ ~
t-a3—Ff =
18 e —H-
L L.

Or: from C major to E minor.
_ Ex. 372. A

SiEDemecen e

In the eighth chord of this example, the chord of
the fifth and sixth already hints at the direction of
the modulation ; but the sixth in the eleventh chord
really and decidedly indicates G major.

CIL.

The diminished seventh is very well adapted for
modulation into all keys, by the means of some
intermediate chords ; for example :—

From C major, to D major or minor.

_/AE}L 376. ~ ~
e |
—S —_—& X j— =

<7 8“\—/1" o g'a— Fg—Htg:
by o s a4 % % &
NE) T 1 | n
i 2] H B
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to E major or minor.
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_ Ex. 378, to F major or minor, R _ Ex. 886 to C sharp major or minor
5 A | s - —-()
= _Pz—pzno- vg_ﬁ_gg;i_ ;B?g—ﬂfg fg%_g;f»-a ﬁae 1542 Eﬁﬁejﬁﬁ?iﬁ 23 Fﬁg 55
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to G major or minor.
_,Bx. 379, ! ~ . CIIL
%ﬁ‘ééﬁgaq“’w E()*E»”Giﬁ? Eﬁg_ﬂﬁg H This chord, which is called enharmonie, is capable
9 8 b of four transformations, by means of whlch we can
. ik b b _ 4 D B modalate to all l\eys—for instance, with the dimin-
[ ; Ef = {_ *E E_G_E ——H——1l | ished seventh, imperfect fifth, and minor third ; for

" -
—~ _\.D

¢ ﬁ#g‘f#g:ﬂ;fs erenaatalig]
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- C=3 example :—
Ex. 380 to A major or minor, D Ex. 887.
— N ~ d LTS P
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EX agl. to B major or minor. CIV.

‘With the major sixth, diminished fifth, and minor
third ; for example :—

2 : N A y Ex. 388. ol
7 (174 T -) [T &> R ¢ —— i PP —
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t - : o tre—liie= With the major sixth, augmented fourth, and minor
= ' hird ; for exampl ©
third ; for example :—
o to A flat major or minor. P
_, Ix. 383, E%’_SSQ
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CVIL

By skilful management, it is possible to modulate
from one and the same perfect triad into all keys;
for example :—

b " e h iy
P =S S Esae e =8
[V
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Ex. 415. to D minor.

~
3

e
S tr i & Jouk wamt et o 63
§Eg_g_5 EJg,E SR SIES TR )
b bg 6 9 8 "
Srd 2 —— 2 rgrg- ] — 1 n . - LD
e e
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e 408 to G minor. Ex. 416 to E flat minor.
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'\ L C ( [ C. L l] ‘( F ht,o
—
 Ex. 409 to G sharp minor Ex. 417, to E minor.
* * TN N
IR e 3: ‘
:gf —go:@:g L“ﬁﬁ‘f’*gao_tﬁyg £ %:H % 831 ‘p‘o‘f“g_égj‘gg Eggg =23 J{:?Fw 30ﬂ
kv . b L i S
3 4 . =3 x_ A b 4 I e n
T ¥ T =, g
o e ] - b on i E.5 S s 4 S
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i to. E major.

Ex 422, _ wAmmon Fx. 429, or R
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CVIIL

It now only remains for us to speak of cadences,
by which compositions, or divisions of them, are
really or apparently concluded. Cadences are four-
fold—perfect, imperfect, interrupted, and deceptive.
The perfect cadence, which concludes a composition
with perfect satisfaction to the ear, returns from the
dominant in the fundamental part, to the tonic; for

; succession of regularly-connected chords, concludes

in a foreign key. the hearer is surprised, disturbed,
and deceived in his pre-conceived ideas; hence these
cadences are called “ Inganni.”

To those who are proficient masters in the art of
modulation, it will be easy to create these deceptive
cadences in an endless variety of shape; for it is
possible to modulate from every interval, as through
a labyrinth, to every key ; for example :—

example :—
— PO .
%Eg‘ E_gz{*gixf*{}:oi gitgégggé = Through the chord of the minor second.
6 i N 4 3 . Fx. 441. From D minor to B flat major.
_..DAL‘()__ B & o e § [ 2 Se—S— | [ /',l‘_ N P o
= s N sEte e
S ~— S
The imperfect or half cadence moves from the 4 bz be p$ s 3
tonic, or from the sub-dominant, to the dominant; -:“:E—f’ e o & o= o s By o e
for example :— = P f—i it
_ Ex. 438 . .
= ; /:\_ Or: from D minor to E flat major.
xﬁ?-oi R EﬁngzE:bth gratgll | Ex 2 - ~
2 3 P ot WA & 2 1211 e o sl o 1 [
o 8 o o _ | [erEreE e E B re s e
E e e N AN I
= O e
Also, in minor keys, from the sixth to the dominant; | ‘< . Eae— . ; pmexte—t—ll
for example :(— . .
B 4P9 Or: from A major to F major.
x. 43 A Ex. 443.
A oreT R e | B o5
B—rFer 3 = o “) o ~ = =
TS = 28 Pg E g SEdsiensanias s
& 6 Y © & .
S oY 1;4
@ E——F Srol =] AL 8 A
N f & ) O — o } U0 I (z‘ "o L U': — ;Li_*g % > Er :E > FBO__ _n:,- H
=N o

The interrupted cadence occurs when, after proper
preparation for a perfect chord, the expected con-
clusion is replaced by another chord which changes
the progression of the harmony ; for example :—

Ex. 440.
-

CX.
Through the chord of the major second.

From C major to E minor.

- — ‘S Ex. 444,
bamr e o T | —
> C D - | — | ()
<> tod O (o4 2 f-HB~T - ’fcL pa 3= E_ —H
¢ b : e et rie e
4 3 2 6 5 : #
e e e I o F- 5
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= & C=mt—F— Fo———i— |l
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8 Or: from C major to A minor.
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A r @ - ) i —< |8 &) 1-D, B § r @) N e
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The deceptive cadence is, to a certain degree, an in- o 2 & _a 1B 4 8 &
terrupted one; but includes mauvy amplifications. | |(@&: T ———F o] i
When a composition, consisting of a well ordered | < a— —e e o=
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Or: from O major to D minor.

Or: from C minor to F minor.

_ EX. 44'-:_'. /\ /r\ ~ o EX 454, —
—, <> <> E = t—e-— g X g f I~z f— e3—
~§—#—g E Fo— oS — || $‘§g _ﬁ%g—t_o —hE t:szE— S— _ug_.ﬂ
6 —_—
- 2 © 4 ‘:ﬁ ~ (9- i - 4 4 b ~
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CXI. Or: from C minor to A flat major.
Through the chord of the augmented second:— | _ Ex. 455. ~
From C major to G maj or. s :hg__}::&géngﬁizga— =% 8= —=g3—||
_ Ex. 4&8 P Yo be v
— b5
Fesee s s || N N B N B
\'/ (@) —— f f I3P=Y L { @ 3 f B
-4+ b7 - e £ E=pa—H
-3< rge- 1 ﬁlﬁl- b_ 8 4 T # T }i\ L\ - - “
&t e f=2—] —e—t—|) . 436, Or: from C minor to D minor.
™ - o X. b.
Or: from C major to A minor. = s o
_ Ex. 449, ﬁ g_f:fg*fjfﬁ_ SIS
—SB—se—Hg—
Feiase e e e by ] P
4 o | b 2 " 5 b . ~
e N T PN e e e
T Ea e | K - =
B " ¥ N Or: from C minor to A minor
From C major to B minor. . /,Exf 457 . ' A
| e - | (S8 g=ngrg g et
(g [T B B8 6
B 9 6 b % &b o 4 A
b3 3 i ¥ 2 % % @"“n i 'E =z lrE }-—Q‘I-—-———Q-—;,:
M @ {E T3 _; YTy :r s }L i: N gl
== t = ,(,_4 Bx 4 8 Or: from C minor to G minor.
~5 5 Fo——p
" [ e =] wc T~ 5
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ﬂ Lo’y ﬁ (" s T s T n
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Ex 451, Or: from C major to D minor. _Ex. 259 + from C minor to E flat major
o— T . b § 4
2 —th- PP DG’::: PS> h
s gea;g;a:?g;@ng_ﬁ Goab Al g ]
i 6 6
= 7 2> b bs t nd
e Ce=====srssee=—= 2
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Or: from C major to I sharp minor. Ex. 460. Or: from C minor to K minor.
E‘{ 452, n P N ~
_‘ = ()—5 =5 _‘\_ () ol 2 S S P o B ()i -‘53 —x
B raa Es?zgaigﬁgﬁﬁgﬂ e=sistis —anin= =
B = k$ ﬁa = g
=1 ?; v #5 «*‘i ¢ b b - b1 F A SN
e no | [Seame T e e s
=N p— _ —
CXII. CXIIT.

Through the minor triad :—
From C minor to B flat major.

Through the major triad :—
From C major to B flat major.

EX 453 EX- 4‘61.
N TN 7N - ~~ N ~
’*9 T T (® L { L T 0 - r D a
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Or: from C major to F major.

Or: from C major to  shiarp minor.

.40
_Px. 462, A | _ Ex 470,
P e e e e = =
v - - ﬁ_é—gﬂﬂg“gﬁro 3“'§—‘#§ o—— fﬂ' "g
— 17(3 T ‘g' (=~ 4 | _é,- J”‘3~' (" w s ot
= — oo ——12| A S I :f,:
<~—= e e e B Ert s
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Ex. 463 Or: from C major to G minor. < R TS L
-~ - /_; TN
I — -
% g:g:a—f_vgvﬁ—"‘ ,;«r,‘ao# CXIV.
1 :
O Through the chord of the perfect fomﬂ' with the
6 I be 5 4
b ¥ & 2 % u fifth :—
o} (5 {p—— T s i . “
g Eo—f—o—t 3 f—e—t J__ﬂ From D minor to B flat major.
=~ -&>- o ol Ex. 271.
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Ex. 47 2.
/ S,
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Tox. 469, Or: from C major to F sharp minor.

the major second :—
From C major to D minor.
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Or: from C mnjor to A minor.

P
T
==
)

=

CXVL
Through the chord of the augmented fourth, with

Ex. 475. ~ “Ex, 481. Or: from E minor to B flat major.
-~ < —~
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Ex. 476. Or: from C major to C minor. Or: from A minor to IE major or minor.
Ex. 482.
=—] _6.._- o= -,
._.()——hg car; fE;e) Egg—— %%Egj— EE—#KG‘AEZ;;E&K EC!B = Hgé “ﬂ
-4 6 =8 ‘
5 4 3
o5 E = F Ec, F — F =2 /T\—_ =23 E ‘3 r'gz; T T % T /—\ 1]
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Or: from C major to E minor or major. Ex 4gg, Or: from E minor to G major.
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Or: from C major to A major. Ex. 484. )
IEX‘ 4 8 ‘13% T (s r r r C ,;1“1}
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Or: from E minor to C sharp minor.
oo fr : : . Ex. 4835.
Or: from C major to G major or minor. ~
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CXVIL

Through the chord of the diminished fifth, with
the minor third and sixth :—

From C major to C minor.

the minor third :— Ex. 486
~
. : = B e o > -
From E minor to A minor. §§;E§_E‘G' a—i]:m’—f—e = U—lE E Eb f
L0}
() L ‘\)
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: f = E ] [T 2| H
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O e Eo=bo—r | N
e L 1 i T T . .
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Or: from D minor to G minor or major. CXVIIL.
Ex. 488. ‘ —~ ~ - Through the chord of the third, fourth and sixth :—
L2 _ & — AR LD D PO o N o N . .
K 2= -2-E‘it—g?—*ﬁzfs:izgtfrfiggfésﬁzgzﬂfggiﬂ Ex. 495, From C major to A minor.
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s -+ . e i | (O8RS e Bty g8
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, . CeEe—f oo 1 —=e=
Or: from D minor to D major. < = - -
5 DS, Lo Ex. 497 Or: from C major to A major.
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Ex. 491 Or: from C major to A minor. = — = H
Ix. 491. — o
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 Ex. 492, Or: from C major to D minor. ~ = .
U—L l?:E - % Or: from C major to G sharp minor.
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Ex. 493, Or: from r major to D minor =< — »
o gl o’ 37 e > - Or' from C major to F sharp minor.
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Or: from D minor to C major. — =
Jix. 494, A~
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Or: from C major to E flat major. Ix. 508 Or: from A minor to I minor.
%, Il = e
enas Peaa [ e e
o z N v L
Ex. 502 g bg — — s ~
= b5 = ¥ 5 @ 5 £
e S jca===cce=u=
'-\ —_— o \ L. L L s
.._/‘_A /:l? /——'-\ /—? O .
e S ek OXX.
YN — ~ i Through the chord of the diminished seventh :—
9 s ba 3 - : i inor.
= — ez o - Ex. 509. TFrom D minor to G minor
~ £ 1;7(9- 22 : - H= & =3 rhes—¢ 1 ¢
%p—wﬁ-gﬁ“’—t :B—r—o—r—tﬂ =5
Or: from C major to B flat minor or major. < & b
_ Ex. 503, S~ ~ bt _v_ 6 t e &
ﬁzz:{szé—wa_{y e Pa o [f | | S et e =l
Gt ng ng_ﬂ_r‘g: RN >
Or: from D minor to T major.
3 5 ba L ,f'\ A _ Ex. 510. ) ~
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Or: from C major to D minor or major. 2. b b5 4
" ===
gg—— == zz :[';;(,:E -
Ex. 504. g 9 8 B 511'Or: from D minor to G minor or m'lJOI‘.
O T - r r ) ) ] e r
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™ — ~— e
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CXIX. v — % b 4 iq e
Through the chord of the augmented sixth :— (O e S e O e e Eﬁ:f;é’tﬁ
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%a—jf’ ?‘ 24 99—% nojia _Er; -/EX' 513 4
- gv . 1 | [Ge3 j.bg-aﬁvafﬁhbgfkwa; (sjnﬁ
O ot (N 5 r———r 4 F_f_ ba il o bﬁ
G| br_vs P Pa IO
" = - e oo 1o fio b —— 22 |
Or: from A minor to C major. N ~ ve>-
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Ex. 507. Or: from A minor to D minor. Or: from D minor to B minor.
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Or: from C major to D minor.

_Lx. 516. ~
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_Ex. 51T. Or: from C major to F sharp mm/o\r
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CXXI.

Through the chord of the dominant seventh :—
I‘rom C major to I major.

_Ex. 518. =

%_g_i:ﬁei BUe"ﬁig‘ba*b&cf_g i
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Ex. 519. Or: from C major to F minor. _
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__Ex. 520. Or: from C major to C minor.
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Or: from C major to B flat major
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CXXII.
Through the chord of the major seventh :—

From C major to D minor.
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S & _Jumm sy —.
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Through both chords of the ninth =—

Aix. 521. ~ From C major to E minor.
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oo ToT——~o~ (072" | gained, when the intervals are taken by both hands,
always maintaining the distance required by their
rules. This mode of playing is called divided ac-
» companiment. Every perfect triad, with the doubled
Ob-— 5 P = octave, may have six different positions, with refer-
SO fgiﬁo tﬂgh[ﬁ‘ E i té"oq\; ence to the bass. The three first positions, which
T e o are wsed in close harmony, are known to us as having
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The other positions are used in dispersed harmony,
and may be taken in the following manner :—
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- Ex. 537. 1.

Fifth. }
Octlave. 24;'— ——o—— H 5_2—-—'5' p=re—
</ - tod

R

Third. - n 8-

el c=== = s e
~

o — Ex. 538. 2.

ctave. p— — r___ —

:ﬁf~a*t¥5 el

Fifth. a0 —

e | =2
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Third. [ 539.

Third. _____u—‘— —€ b———n=

Fifth. —— ﬂ — :H'b —

Octave. — (4} n

Bass. \@ azﬁ"@— H5 e “D_O—H

The derivatives of these perfect harmonies—the
chords sixth, fourth and sixth, seventh, third and
fourth, fifth and sixth, and second—are equally
capable of six positions; for example i

Chords of the sixth.

_~. Inclose harmony. __~ In dispersed harmony.
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|
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if
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Ex. 540.

,‘_4 HE=E @_—?_.Hnﬂ [

Chords of the fourth and sixth.

_/, _In close harmony. _In dlspersed larmony.
Gl [Tl
Ex. 541. e

=

Chords of the seventh.

Chords of the fifth and sixth.

r/" In close harmony. In dispersed harmony.

Ex. 544.
= — Cee e
Chords of the second.
F/" In close hnrnlorjy_ - _ In dispersed harmonv
%}Eﬂ‘gﬂé = [oatel2E
Ex. 545.

g&%ﬂéﬂﬁz E

Divided accompaniment employs these dispersed
intervals; an exercise on these positions, will con-
clude our examples. The following phrase, accord-
ing to its figured bass, would be played thus :—

X
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L . 1 C T L e 3 LL
\ 13

but should dispersed harmony and divided accompa-
niment be used, then the intervals would be placed
in the following manner :—

In the first position.
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Chords of the third and fourth.
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ALBRECHTSBERGER’S
GUIDE TO COMPOSITION,

Every musical composition consists of chords,
which, ruled and ordered by the laws of truth and
beauty, form a complete and self-contained production.
The art of music, or knowledge of composition,
is a comprehension of certain rules, by which ideas
created by the inventive faculties may be arranged

and connected in a natural manner, so as to please:

Four-part chords.

—n }
g o —F
yo— —i—i'e';—q‘n—q—rrqﬂ—ﬁ
| e
3| .
Ei %b é'?"l“?) To-eo-l-o—t-ao—1- -
E| :
|

D 2
the ear, and form a perfectly correct whole. Ex. 552. = =
FE o ataalelolor
OXXVI.—Ox INTERVALS. 5 ¢ &z 2 &8 8 8
In the precedi.ng instructiqns in _thorough-b‘ass, e e e e e e e e
the number of intervals, with their appropriate 2 e
. - ™\ Fundamental note.
names, has been already given and detailedly ex-
plamed therefore, we know that when one or more =5 e —
of these intervals are placed above a fundamental ( #\ﬁ‘n‘jn‘i“n‘ 3 <= :‘ n-ﬂ == 1
note, a chord in two, three, four, or five parts is | 4l v - o
created ; for example :— EI e e e e e e e
. o | jApH— P —— ] —— 1>
=" —
- - = - -
Ex. 550. Two-part chords. I i}%:b-e—q IS S - N - .- .
ety
_/Natural Intervals. 1 p ) ) ] ™ 1 ) 11
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i - —— —e=— -T2 |- 3 3 3 6 3 5 6 3
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\Fundamema.l note.

Three-part chords.

These intervals are, as has been before remarked,
capable of the following modifications :—

— . . Unisons. Seconds. Thirds.
Y A
%i( = e I % e o pe—to—to||fa—ba=to]
E[ % Perfect. Aug. Minor, Major. Aug. Dim. Minor. Major.
iy S\ P e g 3 & b2z 2 b ba g
Ex. 551. dles = = =
P s % 3 § i S : ’
5 L i 4:6- 2 Fourths. Fifths. Sixths,
S | [ topoio=toy %e-ﬁo—ﬁo—q
Fundamental note. H L
Dim. Per. Aug. Dlm Perfect, Aug - -Minor. Major. Aug.
/ _ba 4 - bs_g 3 bsa 6 6 _
i (%ZPZP%_G_H:_q_(’_:‘#_]__H == =22 R
[} - — 13 . | — o i | . . u
— AN . - ) 3. —. . - 3 . (1]
gl </ ~
£
3 S D - o O S , Sevenths. Octaves. Ninths.
(=] ) | ] 1 ] =" - . H rY be- - 2. [
= -t to fo 5 ﬁ =i
p s~ . . k4 ]
2 g % % .f ‘% g g g Dim. Minor. Major. Dim. Perfect.  Minor. Major.
i e T - - - -€>- bt 7 2 bs 8 P9 9
5 =) 3 ] 1 ] 3 =) H @———"———“—u—ﬂ--“——u'—ﬂ—“—“—ﬂ
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The figuring used in Examples 551 and 552, is not
general ; in them, the figures merely denote the real
position of the intervals. In usual figuring, the
smaller interval must be written beneath the larger;

for example:—§ 3b§ % §—andnot _%. Q_bé é 8,
&c. Tt would also be incorrect to write the figures
of a perfect chord above the first or last note of a
bass; because every thorough-bass player knows that
most pieces begin with a common chord (unless with
the chord of the sixth on the third grade), and end
in the principal key, and consequently, with the
perfect chord. Furthermore, it would be superfluous
and unusual to write two threes, fives, or sixes above
the bass note, in four-part passages, where the third,
perfect fifth, or sixth may be doubled. The perfect
chord, when it occurs unexpectedly in the minor or
major, is sufficiently indicated by a #, b, or ff. Most
chords, especially consonants (the chord of the fourth
and sixth excepted), are indicated by one figure, as
those who have studied thorough-bass know what
implied intervals belong to those expressed. The
second and third figure is only added, when the in-
terval is foreign to the chord, or requires a %, D, or

, not marked in the original key.
chords are marked with one or two figures, when
preceded by a dissonant suspension or a prepared
sixth, or when followed by a dissonant in regular
succession ; for instance :—

98 98 op 32 54 87
43 98 65 43 186

34 89 87 57 54 glso 36
109 12 34 32 32 332 34

Other harmonies of this kind, which are derived from
prepared or unprepared retardations, are easily dis-
covered by letting one, two, or all three notes of the
preceding chord remain on to the next, which must
then be figured, in slow measures.

CXXVII.—Ox CoxsoNANTS AND DISSONANTS.

We also have learnt that all intervals must be
either consonant or dissonant—thus called because
the first gratify the ear, and the second more or less
offend it. The perfect unison, the perfect fifth, and
perfect octave, are perfect consonants; the minor
and major third, the minor and major sixth, and the
minor and major tenth, are imperfect consonants.
The remaining intervals-—viz., the augmented unison
(which is also called the minor semitone) ; the minor
second, or major semitone ; the major and augmented
second ; the diminished third; the three fourths;
the diminished and augmented fifth; the augmented
sixth ;* the three sevenths; the diminished octave;
and the two ninths—are dissonants.

* A diminished sixth is now also made; but those who allow of this,
must also admit of the augmented third, in double counterpoint of the
octave. I have made them botl: in the following manner :—

Ex. 554.
eb ebs4s 3£3 — 6
8 ou¥ By 33 = b

o e Sy
| ;
NB. NB.

*

Lastly, perfect -

CXXVIII.—Ox MovEMENT.

Every interval, with its accompanying chord,
progresses by movement, which has been classed into
three kinds; ¢he direct, the oblique, and the contrary.
(The fourth, or parallel, is here omitted, as we skall
show further on, that in simple, strict counterpoint
one identical note may never be struck continuously.)
Direct movement is the most dangerous, especially
in a two-part strict composition, where no hidden
fifths, octaves, or unisons are admissible ; in other
cases, it is often good. This movement occurs when
two or more parts simultaneously descend or ascend,
either by grades or by skips ; for example :—

_/ In two parts.
F

=2 f

F
et

A r L 0
H [ N 1]
L LS u
V& sl S~

3 3 3 3 3 3
%@:‘,—_E_ :EﬁHﬁE:Q:F_G
=8
=7,
¥ 5 L. H T. E B 2 4 3
———_ He—Ft—2—t—a—1r—1-
U L &) L
3
3 6
3 3 o
= oo — =
= (8 1 i 1 aZeull Hi )
5 L 0 L L - I
=N ' &c
—~, 1n three parts. _. In four parts.
" T (" g 0 _“H—_—'G'— —
i :3:@:3:[;:6: = —Ss—g—-
&e.
8 6 6 &ec. 8
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Oblique movement occurs when one or more parts
remain stationary on their notes, and the other, or
others, move onward, ascending or descending either
by grades or skips ; for example :— ‘

Ex. 556.

., In two parts. ~ . | —~ '
=l arli=at-o]
8/_\5 8687/-\65353456
e e e e e e |
In ﬂ‘ﬁ‘iﬁm'

i
I

i

In four parts.

. P
SHetsille=—2"132
(Y4 N——
5

Q#k\ J
1 |

=E

N—
H $ § = ¢ ¥

Contrary movement occurs when one part ascends
while the other descends, or descends while the other
ascends; the same applies to many parts. All these
movements may be used together, as is necessary and
usual in compositions of many parts :—

Ex. 557. Contrary movement.
.. Intwo parts.

8
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In four parts.
|

%:§~ ¥.~4 H—=53— J_'Lﬂz"!:"—é:l%lr* -

gl a=g [ —2-
[% e 13 I8- T h 1 0

6 5, 6,

@ —e o= a—{F
_-\_L_ ’ 0} i} a =7

Ex. 558 ‘Various movement,

In three parts.
7 NS T D B Ve U R
—Z—6 .d:}‘,‘ti 0 —6— f:ztﬁfi‘gjzﬂizgz—ézﬂ

T R D ] § s o S —
T

3333 ge65 98 38 63 3
%, Pe) e — 1A F p r P Ae P f -y )
R - j,_:t_:tﬁ:ﬂzﬁ;:,,_:kr:—'_"u:&lp:ﬁ;:: —
In fou‘r parts.”

L 1 ) 1 ‘
R e 2]

OXXIX.—Ox Musicar. Mopgs Axp Krys.

Our ancestors contented themselves, many hun-
dred years ago, with the following six keys, which
probably originated in Greece :—

D, ¢, f. g, a, b, ¢, d.—Thisscale was called Modus dorius.

E,f g ab,¢cde— , , , Modusphrygius.
T, g, 4, b, ¢, d: e, fi— 2 " I Modus lydius.
G,a, b,¢,d, e, f,g.— , , , Modusmixolydius.
A,b,c,d,e,f, g, a— 5 »  Modus zolius.

C, d; e, f, g, a, b, c.— ” ” I Modus ionicus.

These were their authentic modes, when they ended
the composition by descending a fifth, or ascending
a fourth (which is the same thing), in the funda-
mental part; for instance, g, ¢, to which notes were
taken perfect chords, as is still usual, unless the major
third on the penultimate note is suspended by a
fourth. They acknowledged six other relative keys,
formed from the six authentic modes, a fifth higher,
and these they called plagal modes ; they concluded
the fundamental part with two perfect chords, and
descended a fourth, or ascended a fifth (which is
again the same thing); for instance, ¢, g.* As in
these twelve keys, and also in their derivatives, it
was necessary to guard against flats and sharps,
nothing very vocal could be produced. When any
foreign semitones were introduced into the above-
mentioned twelve modes, they changed their cha-
racter and were called genus chromaticum, that is,
semitonic; when quartertones were introduced, they

were called genus enharmonicum, or quartertonic.

The ancients, however, made little use of these rari-
ties so common in our day, but contented themselves
with the above keys; their compositions consisted
principally of whole tones, and belonged to the class
denominated natural or simple (‘genus diatonicum ).
‘When all three species were used in the same com-

# When, in the present day, a conclusion is made in the plagal manner,
it is usual to suspend the octave in the penultimate chord by the ninth.

position (which was seldom), this was called the
mixed species (genus miztum ). Whoever desires
greater knowledge of these antiquities, should read
the seventh section of the first part of Mr. Marpurg's
work on the fugue. In the present day, 24 keys are
acknowledged, which may be multiplied to 42 by
means of additional flats and sharps. But as the
most remote may be indicated by different and fewer
accidentals, and the same effect produced on the ear,
24 keys, 12 major and 12 minor, have been estab-
lished. In order to discover the 12 minor keys, it
is sufficient to descend to the minor third below the
major key-note. To begin, for instance, on C major:

C Ir(lg)j?r. A minor. G major. E minor.
Ex. 559. @Tg:&:—_g_":n — o
e —— AE——" & ) . > L -‘5- .

D major. B minor. A major. F: minor. E major. Cﬁ miner.

,@Eﬁ,ﬁ%%—;féiﬂ??é%§E§§zﬂ§§?§'§§§&§§§ﬂ§

G B “ F‘;," major.
s o ad T
@_g :ﬁ:-_:: :ﬂ:g:ﬂ:‘éﬁ?ﬁ:;g:i::‘): =

e

B major.  GH minor. DZ minor.

GD major. Eb minor. Db major.  Bp minor.
X o X >
». ' & ) - A 1 > T “> 0
2 = (o | § PR LY b L > L § oy

Hf’bﬁ——v—ﬁr——g—u- P

AP major.  F minor. EDP major.

S ¢

C minor.
—€>-

BD major. G minor. Fb major. D ipjnor.
Er—g=—r—g—|| =8=—==
B ——g —lii—g—I—o

Should a scholar ask low many keys he might use
in a long piece—for instance, in the first or last part
of a symphony, of a concerto, of a quartett or quin-
tett, in a chorus, or in a long fugue—my answer
would be: “ Only five analagous keys, which, as-
cending in major, and descending in minor keys,
with their natural thirds, may be found in the fol-
lowing order, which need not be retained in the
composition itself ; for example :—

Ex. 560.

Principal key.
C major.
]

Principal key. Analogous keys.
Analogous keys. A minor.

I ) J e &
= Ef gs—f=fp—=2 J’E‘:Ff"iﬂ
[

| P —
I 1 T I .y S
E 4
; =
c, d e f, g a a,

1} . 0 = I L
g f, e d ct

Thus C major and A minor have the same analogous
keys, G major the same as I minor, and so forth in
all major keys with their relative minors. The
commonest manner, however, of proceeding to ana-
logous keys, is, in major keys, from the principal
key to its fifth, with the major third; then to the

+ Although this normal rule may have shackled the creative genius
too much half a century ago, at present authors have proceeded to the
antipodes, and seem to Imagine that the highest point in art is gained by
modulating through every key in a single composition. Extremes are
always to be avoided; the middle course is always best. Good come
posers, however, have more than suificiently proved that it is possible
to connect even heterogeneous keys in a flowing, harmonious manner,
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sixth, that is, to the sixth grade, with the minor

third; then to the fourth grade, with the major
third ; then to the second grade, with the minor
third; lastly, when desired, to the third grade, with

the minor third. It is necessary, after these wan-
derings into analogous keys, for the composer to re-
turn by a melodious and beautiful transition to the
principal key, in which, after a long or short modu-
lation, the piece must conclude. For instance, it is
usual to proceed from a commencement in C major
to G major, thence to A minor, thence to F' major,
thence to D minor, thence to E minor, thence for
conclusion to C major. Minor keys have a different
order. In them, it is more usual to proceed from
the principal key to the third note, from A minor to
Cmajor; thence to the seventh, G major; thence to
the fifth, I minor (which the ancients also used as
the first analogous key); thence to the fourth,
D minor; thence to the sixth, I' major; and lastly
back to the principal key, A minor. But the above
orders of modulation are not to be considered laws ;
a refined taste and correct feeling—above all, the
profound study of good models—will be the surest
guids as to what ought to be imitated or avoided.
It is to be furthermore remarked, that the seventh
minor or major grade, in major keys, and the second
grade in minor keys, are not analogous ; in the two
keys mentioned above as examples these would be
bb and b. When use is made of the enharmonic
transition, it is advisable to put a slur in the part
which makes the transition, especially if it be for
wind and stringed instruments, in order that the or-
chestra may not clash tco much with the organ,
which, on account of its fixed temperament, has no
quartertones. Ior instance, a violin or hautboy part
has, ascending or descending, g# and ap, or d # and
eb, in immediate succession; these two notes, which
formerly made a quartertone must be alike in sound
when performed, though not the same in notation ;
for example :—

CXXX.—Ox T2z ANciENT AND MoODERN ScALES

oF A FUNDAMENTAL PART.

The question: “What chords are required by the
ascending or descending scale of a fundamental part?”
may be thus answered: ¢ The ancient and modern
accompaniments may be equally employed, as both
are good and useful in different cases.” Firstiy—the
bass scale of the ancients in C major, above which
they placed only perfect chords, or chords of the
minor and major sixth :—

. I N :
SRS R TR R

et ettty

od
[3)
0
s %«—?:EEL £ **:;Lﬂffﬁfg 5 Eﬁ
6 6 {
T ey
N Ascending. Descending.

The three upper parts may be inverted,in this, as
in the following examples :—

In A minor.
)

§§J~ﬁ“"ﬁ"ﬂ—‘—!‘ﬂﬁ'§ﬁ:§*’--—ﬂ

ettt e ey

et ﬂ—-—o—h——ﬂzf—'eg-:?ﬁ? =]

Ex. 563.

S ety

NB NB.

Ascending. Deﬁcend mg

These two scales serve for all possible keys, in strict
composition. Secondly—the scale of the moderns
in C major, which, ascending and descending, is ac-
companied by three perfect, two imperfect, and three
dissonant chords :—

Ex 564.

Ex. 561.
L my = %EIE&E—F:?—"E—-—H#—EE** ===
D——e—g——ﬂbag F=ElE=—me=iE e .
] S S e ety
s B s __ _ Y-
@;ﬂe—k —E:F&'Ff?—ﬁl-r—-—-— ] %é"ﬁg—"{_fﬁ‘g“rﬂ?"—jﬁfﬁ'ﬁﬁ— ==
g T o1 3.1
AR N — @e—rq_g—ag— -%t&té—gzpm_.ﬂ
M — A~ S -G S — A 1___ '—'*:"‘ Asc ndm Descendin,
A —'.—?—T”:t _«’“_—#_F == e In A minor. e
Largo - —E:HJ L—g—P:‘E—F —F*F"'H
_@— _F__Imﬂgﬂ_g_r; ; = = -L!- .|'~ IrE— %e ; = "y
= = H%g_gwﬂg—;ﬁ#im:—_g tefesery
o
L N e N
ﬁ‘é*:hbl._d._d—d._if——'-&?——ﬂ—b—’—————— jg- 614“!‘53—{_!_" P}T—{T_E‘;’—Ef? 'ﬂ
~——F l s .
o o o a_be &e. 2 '5’ £ 685 6.6 % fc%
O = @e?é—i‘-":% = B BT
=~ NB — v Ascending, F--NB NB. Descending.
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The three upper parts may equallv be inverted, if |

dealred These two scales serve for all possible kevs
in free composition. These examples may be talen
as models for all major and minor keys, which may
be modified according to the fo]lowmg tables—for
instance; slow scale in 0 major,in which two different
chords 'lre formed over each fundamental note :—

Ex,565.

Ex. § 61 B. NB. NB. NB.
=, L o oy
%E o1 *’ ' "ﬂ—' e eE
-.__1_1_._F,_” a_h,g__krd___
UL [ I o v
2.6 %8687 628 7T 676 7T 8
@ ——— —e—n—fs—3
. £ ., T Of (% ]
"\ —

- 2 A~——-"‘ The five NB point out the five objectionable fifths,
# _j‘ﬂm—l“ i_Z_i:E":E_.__.jE which must be always avoided in accented divisions
Position of I "" l" T" ! .I.— | l' l I I of a bar —
the fifth. o
- B 656 56 565 656 Ex 568.
'E-a | i L" { lt’ d i = = 1 —
N Ascending. ' i__ :! ﬁ —.\\_ﬁ_‘r——* P it :—_654
Position of o -
_“/\1 ‘Al | ’ | the actave. 6 51' 6 5 6 5 P
M ,g_ P TN E >
f——t—ri—¢ E @é o——o—— ¢ i =5
t__[‘"['lhﬂi _—E‘—l'“_[' Ascending.
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In three-part composition, perfect and imperfect
chords (5—6) merely alternate in ascending; but in
descending, with the exception of the first bar, 7—6
alternate, to which the third is constantly taken as
complementary interval ; for example :—

.
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It must further be remarked, that in the 12 minor
keys, the sixth and seventh must be made major in
ascending, to ensure a better melody (see the NB
underf# and g#, in Example 564,in A minor). In
descending, they remain unchanged. In all minor

keys, this alteration takes place also in the upper
part i(—

E‘{ 574.

Ascending.

:#L[E:ﬂ*ﬂ"F—r- E‘@g-&ﬁ"

Descending.

e
iR TS =l
%E'tﬁzfzg [5;:1: == -*Z'E—“i-Ej%gi £
Cess ey

Good masters have left the sixth unchanged in as-
cending, when the measure is slow; but in quick

:q"
"
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" runs it is always heightened like the seventh; for
example :—
.Andant/'

Ex. 575, %“—I::E&—IZEH_. d,—»_ ._:E-H

‘We must remark that minor and major scales of
modern composers cannot belong to the first class of
strict composition, because all unprepared dissonants
are forbidden, excepting in free style; in this latter,
even chromatic passages may be introduced into

companied with the imperfect fifth and minor third
and sixth ; should it move a whole octave, the same

{ harmony may rewmain ; for example :—

p Ex. 518
= Hﬁt};h,_ P :555 Sa=ctis]
6

minor and major scales. The question now arises, 6 5 3 6 & 3 5 8 3
what is to be done when the bass does not proceed e o § e
. . . TZT‘ET,A:"[:—_’E:":EZ ::__ e |
entirely through the eight grades. The rule then is, £ —F H.b EH 2 E EEE = :Lﬂl
always to accompany the concluding note of the also’
passage, with a perfect chord, unless we wishtouse | . ) o or: |
a deceptive cadence ; for Vexample — M g H—:~"i*-ﬂ 1! ‘F'I" ZE__g H_E— -
In C major, according to strict composition. $ 6 - 3—6— 6 :; s —
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In A minor, according to free style.
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If it is asked how a bass is to be accompanied when
it moves in skips, the answer is—should it ascend a
third or descend a sixth, the second note must be
accompanied by a chord of the sixth in oblique
movement ; should it ascend a fourth or descend a
fifth, the second note must be accompanied by a per-
fect chord according to the key—the same should it
ascend a fifth or descend a fourth ; should it ascend
a sixtlr or descend a third, sometimes a perfect,
sometimes an imperfect chord may be used ; should
it ascend a minor seventh or descend a major second,
the second note must be accompanied by the chord
of the second, augmented fourth, and major sixth, in
oblique movement—the same should it ascend a
major seventh or descend a minor second, when they
are passing notes, but when they are intrinsic notes,
and ascend instead of descending, then they are ac-

therefore accompanied by the same harmony. The
inversions of double counterpoint are somewhat dif-
ferent, as will be shown in the sequel. It often
happens that a bass and inner part must be made to
an upper part which moves in skips. Should it not
pass through any given chord to which other parts—
or at least the bass—mlorht not remain stationary in
oblique movement, then the following accompfmlment
may be used :—

Ex. 579. Skipping upper part.

Ascending.

%ﬂg 3::1: ;E :‘GE—FT 7—i—éﬂ—: _H—:‘Iﬁ
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} 5 6 . h | 6
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Descending.
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As many kinds of accompaniment may be used to.
every scale, especially in free style, it is allowable
also in this case to employ other chords; for if in
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the violin part, were not the commencing note, the
fundamental note might be either ¢, the third below,
b, the sixth below, or ¢, the fifth below, in which case
the inner parts would require a different disposition ;
these three fundamental notes, and the octave below,
are the only consonant intervals which may be taken
alternately beneath an upper part, in the first four
classes of strict composition. In the second class,
when the Canto fermo requires two notes against one,
the oblique movement is preferable to the others; no
less 80 in the fourth class, wherein four, six, or eight
notes are placed against one.

CXXXI-—Ox Srtricr axp Free CoMPosITION IN
GENERAL.

Strict composition is that which employs voices
alone, without any instrumental accompaniment. It
is more restricted by rules than is free composition,
because a singer cannot produce tones so easily as an
instrumentalist. It is mostly used in churches or
chapels (therefore also called Stilo alla Capella),
when it is accompanied by the organ, or occasionally
by violins and oboes in unison with the treble—by
trombones in unison with the alto and tenor—and by
double-basses, violoncellos, and bassoons.in unison
with the bass or organ. When instruments are
omitted, as is usual in Passion-week in royal chapels,
no dissonant skips are permitted, excepting skips of
the diminished fourth and fifth, when they are well
and soon resolved ; it is also forbidden to skip from
or to a dissonant. In two-part harmony, hidden
fifths, octaves, and unisons are by no means admitted,
in the five classes of strict composition, above or
under a simple chaunt (Choral, or Cantus firmus) ;
some few are allowed in three-part, and more again
in four-part compositions, &c., but they must be es-
pecially guarded against in the upper part. The
first class admits no dissonant chord, whether the
harmony be in two, three, four, or more parts; it
contains only perfect chords and the chords of the
minor or major sixth. Not even in compositions of
many parts is the chord of the fourth and octave
tolerated. - The second and third classes admit dis-
sonants when they are regular passing notes, that is,
by grades and on the unaccented division of a bar.
Exceptions to tliis rule are made for certain changing
notes, with their inversions, by which it is permitted
to skip from a seventh, in the upper counterpoint, or
from a fourth, in the lower counterpoint of a chorale.
Striet composition does not admit of unacknowledged
notes (Note abjecte), which may often be used
with advantage, in the third and fifth class of free
composition, especmlly in violin parts. An wunac-
knowledged mote is one which is passing, skipping,
and foreign to the chord ; for example :—

+ o+ + ==
ettt |l |
EX. 580 ——j——_r“-‘—‘H'—”—“———"“
V.- -
+ "i'""' +

Furthermore, in striet composition, all suspended
dissonants (which are first admitted in the fourth
class) must be prepared by a consonant, and resolved
by descending on to the mext half or whole tone.
Chromatic and enharmonic passages are also prohi-
bited. To strict composition, therefore, belong the
five first classes, as presented in this and in Fux's
book of instruction. For the sake of convenience.
the examples given are almost all in alla breve mea-
sure. Other kinds of measure may be used. Strict
composition comprehends church-style imitations,
solemn and serious counterpoints, with or without a
choral, simple and double fugues, and lastly, canons;
in short, to this style belong all counterpoint ¢impo-
sitions, alla capella for voices, especially these un-
accompanied by instruments. No class of strict
composition permits a note of the same denomination,
as ce, dd, to be repeated In succession during one
bar; there exist two exceptions to this rule,—the
first, in the fifth class, on an interrupted suspension
—the second, in vocal pieces, when, on account of
many, especially short, syllables, one note may be
divided into two, and even the slur over asuspension
omitted ; for example :—

The organ part, howewr, must

Ex. 581.
be written thus:—
st

e Samae )

Do-na no-bls pa-cem.

—n
e g?n—f:hn:g:iz:gzn—ﬁ =
u T

- Do-mi-ne Fi-li

u - ni - ge-ni-te.
Organ

TN | 1
#@ :l—'d_tdb—é_[: = — __:&:u:
4 P

Free composition, in all its classes, admits of un-
prepared dissonants, occasionally introduced in imi-
tations, eounterpoint passages, and fugues, and on all
divisions of bars; but these discords must always bé
properly and naturally resolved. In both styles of
composltion, all occasional Fu-notes are resolved by
descending a semitone, and all Mi-notes are resolved
by ascending a semitone, unless a deceptive cadence
is used (for an explanation of Fa-notesand Mi-notes,
see page 90). In free style, a composer seldom re-
stricts himself to one of the five classes, but uses all
kinds of notes, both for the melody and accompany-
ing parts. A rest, or short pause, may be occasion~
ally employed in vocal or wind instrument parts, in
order to facilitate respiration. Appoggiaturas and
other graces may be introduced, when the beauty of
the melody is increased by them. The same note
may be repeated two, three, or more times in one
bar, especially in instrumental pieces. Free style
also allows dissonant skips, particularly in violin,
viola, violoncello, and bassoon parts, provided these
are not introduced in an unnatural manner. Free
composition is used in three styles—the church style,
chamber music style, and dramatic style; for instance,
in masses, Q;radudls offertories, psalms hymns, &c.,
accompamed by the organ; also in fugues, ‘When
digsonants are unprepared, or when suspended are
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resolved, as retardations, by ascending to the next
igrade,—for instance, when the second of the upper
part rises to the thlrd which reqmres in three-part
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—n Consecutive octaves,
7 | A P —— BT P
et o)
&ec. &c.
5 5 8 8 8

harmony, the fifth and sixth, 33 or §3, and in four-
part harmony the perfect fourth and major seventh,
;;‘ g In our present time, we find a thousand ex-
amples of free style more easily than twenty of strict
composition, especially in arias, duetts, trios, sym-
phonies, and dramatic choruses also in airs «alle
camera, with accompaniments for planoforte orviolin;
intrios, quartetts, quintefts, and concertos for various
instruments. Therefore, I need not show models of
this kind, but only advise all those who would devote
themselves to composition, to putinto full score many
examples, taken from good masters, in the style for
which they feel the greatest inclination. As it is
mpossible to attain the requisite purity in either
tyle without principles of counterpoint, it will be
wvisable to commence by the study of strict
jomposition in two parts.

JXXXII.—FirsT ULass or StricT COMPOSITION, TN
Two Parrs, caLLED NorE AcainsT NoTE.

The following rules apply to this class :—

Rule 1st.—When two notes, contained in the latter
>f two chords, form a perfect concord, direct move-
nent must be avoided in moving from the first to
‘he second chord, and oblique or contrary movement
:mployed ; in which case the first chord may be
perfect or 1mperfect for example :—

Contrary movement.

Ex. 582.
A 5 8 8 5 3 5 16 5
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Oblique movement.

" Ex. 583.
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According to this rule, the following examples would
be incorrect in two-part harmony, on account of
open and hidden fifths, octaves, and unisons :—

_ Censecutive fifths.

%’;&@Etz{z ==

Ex. 584.

- supplied by the ear.

3 U:f_—i—, —72— lf_é,_H—D_ 44 . 1W{J_E—_‘A ”
e/

TSNS YO S S S S S
e R e e BB

The hidden fifths are—from ¢ to l; the first octave

contains the fifth, f which, tholWh not struck, is
Also, from % to -Z, the implied
fifth, d. From Z to d, the secret ﬁfth,.]‘; &e.; in the

same manner, hidden octaves and unisons may be
discovered :—

Hidden octaves.

5[ e [FoE e oo
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3
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Consecutive octaves and fifths must be guarded
against, even in contrary movement, especially when
the accompaniment is performed on an organ having
pedals, on which an organist generally plays most of
the fundamental notes, and often changes an ascend-
ing skip of a fourth to a descending sklp of a fifth,

or wice-versa, and thus produces consecutive fifhs
and octaves.

Rule 2nd.—When two notes, contained in the
latter of two chords, form an imperfect concord, all
three movements may be employed in progressing
from the first to the second chord, whether the first
be perfect or imperfect ; for example :—

All correct.

—3 == ¥ & —F=
& ?rS T ol 2 e = El
i)
% 8
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HlE= EtEéH6E~7”G—E_ —eer=]
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& oo H*—Pa-ﬂ—k——ﬂﬁimﬁ = g-

As, in the sequent four classes, dissonants are alse
used they may be ranked with 1mperfect consonants,
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and add the following to the two rules above : the
first chord may be perfect, imperfect, or dissonant.

Rule 3rd.—Commencements and conclusions must
be made on perfect consonants, care being taken that
the counterpoint above sliould not end, and the
counterpoint below should not commence on a fifth.
In the first case, the conclusion would sound thin
and unsatisfactory; in the second case, the fifth,
placed as fundamental note, would indicate a foreign
instcad of the principal key.

Rule 4th.~—All bars, or divisions of bars, should
be marked by consonant chords, more often imperfect
than perfect. The latter are—the perfect unison,
the perfect fifth, and octave; the former are—the
minor and major third, and the minor and major sixth.

Rule 5th.—The unison is always to be avoided,
as sounding too thin, excepting on a first or last bar.

Rule 6th—When a chorale lies in the upper part,

" the penultimate note of the counterpoint below must
have the minor third or tenth ; the former ends on
the unison, the latter on the octave, in the concluding
bar. When a chorale lies in the lower part, the
counterpoint above must have the major sixth above
the penultimate note, which concludes on the octave.

Rule Tth.—Two major thirds must not follow each
other in the progression of a whole tone, either as-
cending or descending; but may do so, in the pro-
gression of a semitone. Neither may they follow
each other in a major-third skip, as an unharmonious
transverse position would ensue (Mi contra Fa) ;
but they may do so in a perfect-fourth skip. In
ancient nomenclature, M7 always indicates the lower
and Fa the lurrher tone of a major semitone.
Therefore, Mi- Fa are the ascending, and Foa- M3
the descending half tones of a major semitone ; for
-instance, in consecutive notes :—e¢ 1, a b, bP ¢, ¢, a,
b, are Mi-notes; and f, bD, e, are Fa-notes. Inthe
system of the Benedictine, Guido von Arezzo, the
note ¢ is alone called M7. In a major-third sklp,
two notes are Mz, and the other two are Fl ; this is
what is called M contra Fa. We may also consider
that Mi-notes indicate %, and Fa-notes D keys;
therefore, when one of two chords belongs to a
key, while the other belongs to a D key, a hetero-
geneous succession ensues, and produces an. unhar-
monious transverse position, called Mi contra Fa;
for instance :—

A 4
g .. o.oep

b and g are Mi- notr,s and belong to the scale of G.
¢ and eb are Fa-notes, and belonn' to the scale of
Eb therefore, this is a case of Mz contra Fa, as is
the following, reversed :—

Z b Z } Fu contra Mi.
S S

Two consecutive major thirds are equally prohibited
with a perfect-fifth skip in both parts, not on account
of MM contra Fa, but because a major seventh then
is placed across these two bars or notes, and is always
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B

difficult to sing, whether it ultimately ascend or
descend :—

Ex. 587.

. Bad. Bad.

Good.

g;:—a-,f-iﬂﬂn—pro-haw—‘&e =]

Bq‘d Good
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e~ ]

3 3 3 3

e ey
%

Choral. Choral.

—/n

e eae ety

In a cadence of three or more parts, two major thirds,
ascending a whole tone, are permitted, as may be
seen in the last examples

Rule 8th.—Whole or half cadences are for bldden
in the course of a piece; in the last two concluding
bars, a half cadence is permitted ; for example :—

PrE e e e

%ﬁ&ﬁ I——H:EG_ mm—

SN

Ex. 588,

. Good in concluding.

‘ ﬁ_e _E:zz:H—G‘!E:n:H:'ilﬁ:n:H::—:
v

(
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Rule 9th.—Skips of all augmented and most di-
minished intervals are forbidden, both in ascending
and descending ; also skips of the three sevenths, as
these all belong to unvocal intervals, difficult to en-
tone. In a voecal composition, unsupported by in-
struments, everything must be avoided which could
endanger its easy and firm execution ; for example :
_/ Bad. — — Bad.
o e e e tef e}l
“be & b ¢ % b 3

e e e B e e e e

F—H——t—H——F——ll——1—22—|
=7 Choral. or:
Bad. Bad.

%ﬁe_ Eafiard: ng_H“"_Ez = Hhﬂ

3 3 6 hﬁﬁb 3 b
i%“aﬁ 2ottt

Chors.l. or;

Ex. 589.

bE oo o hawr I

e e e e e
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Choral.

== ___E—a-ﬁ

As no skips beyond the perfeet octave are used in
the four voecal parts of choruses, the following inter-
vals only remain for permitted use; for instance,
in g :—

Ascending and Descending.

Ex. 590 36 el | o]
e e e e

CXXXIII.—CoNTINUATION OF THE ABOVR.

No student can add one or more parts to an
invented or given melody until he have carefully
examined and studied the keys which it contains in
itself, or into which it naturally modulates. It is
true that we commence by the simplest chorales in
one of the eight church modes, or in the easiest of
the established 24 keys; but all the notes of the
written subject do not remain in the original key
(which is indicated by the last note), which often
changes to its analogous keys; for example :—

Ex. 596 s 7
5

%g—e—t—n—t—:: ===

9 1() 11 12 13 14 15

Chorale in C major

"The following are only permitted in free style, or
with instrumental accompaniment :—

Ex. 591. :
o § M— =t 2
§0~!:——-H£9—t——t-———}——%9mll——k—9—b—— -H

Rule 10th.—1It is not well to use (without neces-
sity) more than three successive thirds or sixths in
direct movement, because such parallel progressions
of thirds and sixths destroy the dignity of a serious
style, and find their proper sphere only in lively or
operatic songs. The eounterpoint, in two-part com-
position, should not continue stationary during more
than three bars (even of alla-breve, two crotchet,
three crotchet, or three minim measure), in order
that the progression of the harmony may not become
sluggish. Of course, an exception to this is the
Tasto solo in pieces of three or more parts. Skips
of the major seventh and ninth, through three or four
notes, are incorreet, and produce harsh and difficult
melodies ; for example :—

Stk

The minor seventh, on the contrary, may be used ;
for example :—

Ex. §9 3%:—%_—6;:E_5_‘2:Hi‘?_—‘ﬁ—7;§: ﬁ:
[

€~ Good. Good, -€*-

equally well in the under part; for example :—

__E__g_ =

Ex. 5941 @—D——F 3 ——

L @ 0 § My
Good.

Good.

The augmented fourth is also forbidden through two
or three notes, as it is difficult to hit, and altogether
unvocal ; for example :—

Ex. 595.
e G el

e g ey

E "’%; e |

In this example, the first and last note are rightly
placed in the chord of C, when they are a.ccompamed
The second and third notes are derived from G major,
and the fourth and fifth from C major again; the
sixth and seventh belong to the chord of A minor;
the eighth and ninth, considered together, to E minor.
The tenth is derived from A minor, the eleventh
from D minor, or both, taken together, from F major.
The twelfth note may be considered either the octave
to G major, or the dominant of the chord of C major;
the thirteenth may be considered the principal key-
note, or the third of A minor, or the sixth above
e, when the counterpoint is written below ; the four-
teenth must be considered as the dominant of
G major, which ¢ must first appear in the penulti-
mate bar, in three or more part harmony ; in two-
part harmony, only & is added to it, for in the five
classes of two-part composition, our two cadences,
¢ 8 and b3 1, are only half cadences. The follow-
ing chords may be written above and beneath the
chorale —

Ex. 597.

T
Ty

Bad, Bad Dac.

., Counterpoint.  —~ —~~
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—o= t £ 3 : f—F
or 3 5
e 6 3 8 8 2 o>
d— — S —f—f3—f f—o—=f—0—F T c
=< 3 f f £ E——=F
=
e —~
'*9““‘2_1 o T e[ p— & g
e oe o g R
.\ L. L. L. Ly C (8]
o e
(g 10 3 6 3 )] 6 8
T r > ‘E i €3 (4 4
; o —(—s et
- N ( L L (s L
4 Choral. . o o
&z F—>—Ff | — >—F t E
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6
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= —f—zz—Ff f f—o—F =
B § o [—a—L { [ =
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When, as is right, the chorale is transposed—that is,
when the subject which has formed the lowest part
is treated as the upper part, or wice-versa—it is ne-
cessary to form the counterpoint from new intervals,
different from those already used, in order to produce
other harmonies, as the mere transposition an octave
higher or lower does not create a change of chords.
The same applies to harmonies in three and four
parts. 'The first class of composition in two, three,
and four parts, admits only perfect chords and chords
of the sixth (see Rule 4); therefore we may use,
for two parts, the minor and major third, the minor
and major sixth, the perfect fifth, and perfect octave
—also the minor and mejor tenth, which are then
considered thirds—also the perfect unison, but only
on the first and last bar, or division of a bar (see
Rule 5). For instance, in a choral written in an easy
key, and forming the upper part, should the note e
occur, the following permitted intervals may be
placed against it in the lower part, alternately ;
should the same ¢ occur in the choral below, then
the same number of intervals may be used in the
upper part ; for example :—

- E in the cheral.

===

e

q
Ex. 598. 3 6o 5 s 1
.ﬁ::_[E‘_H *n‘EhrrH:——c%t: —:%-:Eé
-\\‘ k3 “ H (&4 ]
7y ; >
EZ;rFEZG:FGQ:H‘WG_H: — =
3 *u" [$] hid 5 3
——e-—ﬁ—e H—UAE——G-—-H—Q——EE——Q Ej

~" Ein the choral.

With three parts, the following consonant chords
may be placed under ¢, when it occurs in the upper
part :—

E\{ 599

Ein the choral

el s

gkﬂsssgandbﬁclo

2 i e e ]

and the following when it occurs in the fundamental

part :—
ﬁ ?qﬁséyﬂ—z RS
§ ¢ ¢ &
@“u:k:zz:ﬂ“ __E_a:[:l._a:f:u_q_.
N E in the choral.

The same may be used in four parts, with the addi-
tion of a fourth interval, which will generally be the
perfect octave, the perfect fifth, the doubled third, or
the doubled sixth. The laws of good melody must
be observed'in the counterpoint as well as in the
subject itself; one of these laws is, to re-descend
after ascending a sixth or octave, and vice-versa—
another demands that the leading note, or seventh
major tone, should ascend a semitone to the octave,

Tx. 600,

and the fourth note, especially in major keys, should
descend to the third, which need not always be ac-
companied by the expected chord, as deceptive ca-
dences are more effective, and preferable until the
real conclusion ; for example :—

Cadence. Deceptive Cadences.

FE= = =

Ex. 601. s 3 6 3 3
CES e ===
N
. :
6 x%za:ﬂ:g:?:a;ﬂ:;{@:a:ﬂ;ﬁ:a :ng*_]i_—a:ﬂ

&

6 6 6 8 @ R e F

R e R e e B lﬁiﬂ

"N Instead of
%— 2 reron- ‘?'E"D_"_()‘E a"ﬁ"er—H_G—E a:ﬂ;
——t——H—=—t—H—t—H——H——H-

8 3 8 3 8 5 6 6 6 6
=T Fa‘n—‘—’q*tfn—

5N C a Kl “—H"
= (o] 2—r=e» *—12—
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3 &e. ¢
8 6 3 6
et e
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Ancient masters expelled the O¢tava battuta from
pieces in two or more parts ; I should not use it in
two-part compositions, in the strict or free style ;
is admissible in three parts; it is more so in fom
parts, especxally when the double counterpomt of the
octave participates. The Ottava battute, is that
which is struck upon the accented division of a bar;
in a bar of two or three divisions, it occurs on the
first note ; in bars of common time, it occurs on the
first and third crotchets; in bars of six divisions, on
the first and fourth ; in bars of twelve divisions, on
the first and seventh. The remaining divisions are
called unaccented, and will be spoken of more de-
tailedly in the third class. When the upper part
moves from an unaccented to an accented division,
by a descent of the fourth, fifth, or sixth to the per-
fect octave, while the lower part only ascends a half
or whole tone in contrary movement, an (ttava
battuta is produced, and may happen in the
following manner :—

/.~ 1st class of strict composition, Free style.

z £ (5] T 1 4 n:
===t ==
Nej
g'slsuerslcstws
M @—7)—4"—6—H-n—l"9"|'|"?7—i‘G—Hﬁu :E:H_:_

0 L - L N L. 0

. 2nd class of strict romposmon Free style
Hi==ss dlgeial= el
QD- or
rﬁ . 6 3 bt 8
M @__a_gg_ﬂ—a re—ﬂ_ﬁa—ﬁeﬂﬂ—ﬁn_ﬁ_ﬂ
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Ex. 604.

8rd class of strict composition. - . ] —— o

'ﬁ—}?—giﬁiﬂ'? 2 j‘f:’;* = r ﬁii’ﬂ Oomo—2o t ' ===i8
131 . E’, . 6 . 6 3 10

Y T VRN = == =S -

/. Freestyle. |

ek
bt 8

e

Ex. 605.

.
FEL/

/| s

™.

Perhaps it was forbidden on account of its vague
effect and its likeness to the unison; for example :—

Ex. 606.
V%gf~~ el e e
BES e ettt e—
e And so forth

1 6 1 6 1 6 1 inall keys.

'The N'B to the seventh bar points out that the under
part may cross to above the upper part, and vice-
versa. 'The subject may be transposed an octave
lower, and appear as tenor: and the counterpoint be
written in an upper part; for example :—

jg__'e_.

The following is an example of the first class :—

—e el o odlia ol

_/ Canto fermo, or chorale
O U E—— S P SS——— E—
GE=Z=Eot—2fetroi—F
<
EX. 607 » 1
5 6 6 8 4
) TF] E [ D Rm— E
a— Foe=o-3t
Counterpoint.
7{‘9'_‘ F T F F W S & shap=yenl s a-
Gt o tototoroio o
VAN

,,_F:D—EWE—“ E‘f’ e

[n this, there are six faults, pomted out by the
numbers below. The first is, that the commencement
is not in the same key in which the Canto ﬂ7mo
closes; in the key of C major, /" must not be placed
as fundamental note. The second fault is occasioned
by the unison, which is only permitted in opening
and concluding bars ; the third fault is the cadence-
like octave, preceded by the major sixth; the fourth
fault is the augmented fourth, because' no dissonant
is admitted into the first class; the fifth fault consists
of a too long succession of snths which, like many
thirds or tenths sound trivial, as has been remarked,
and contrast dlsacrreefxbly with the simple severity of
this unadorned class of writing. The sixth fault
(cven without mentioning the hidden octaves) is oc-
casioned by the cadence of the bass-part; for in two
parts the penultimate note must always appear as
the minor third below, even though the bass be used
instead of the alto. Unless free style be employed,
the following manner is better :— .

Ex. 609. 2 3
_~ Counterpoint. 3 _—,Q. be- o
A I — HA i S (— M -
%é«vﬁw i ————
1 L L. L. |y
1 3 2 6 8 sb 3
P e e S etk
- - AL L i L L  F o
RN hub)ect
57 5 6 5
# A e e
[ . 1 | A )
o L { C L L L u
Wy Al 5? 3 3 3 5
.- S — = — SN & S N e |
b ety
<

Seven faults occur in this example, pointed out by
the numbers above. Fanlt 1—A skip of the ang-
mented fourth, from ¢ to f$ between the second and
third bars of the upper part. Fault 2—In the fourth
and fifth bars of the upper part, ¢ to ¢ produce hid-
den octaves; these, or hidden untsons and fifths, are
produced, as we have already explained, when, in a
skipping progression of these perfect intervals, one
of them is contained in the empty space between it
and the consecutive octave, fifth, or unison; this will
be seen distinetly by filling the empty space of a skip
with its intermediate intervals; for example :—

Eh 610. —
gf,ﬂ o[ ]
Hidden octaves. NB. NB.
6r 8 ”6 18 ‘:8:_7710 — -
%mﬁ*ﬁ;”:n ‘:379, H ’**'*F:QL g:g*i—E‘

™" Bad. Bad.

The two NB point out that b is contained between

g and ¢, and forms, in both cases, the hidden, as the
following. ¢ is the consecutive octave; the orrors

. b—c
marked bad are as great as consecutive octaves, e

would "be. This explanation will also serve for
hidden fifths and unisons. Al these prohibited oc-
taves, fifths, and unisons may be discovered by com-

pleting the intermediate space of a skipping Paiews

with small notes ;

, Ex. 611.

LR H“’_i‘“ ﬂ“ == Ofﬂ“j =

o
5

— e e

for example :—

Ex. 608. = E,zz G—H
_/. _ Subject. ~ Hldden fifths.
- ‘I_G —f f—e E__o [—>—Ff 3 — o |
Q?# =2 =ft——F t 'L_et{:a:E %:[::":f E‘*a Oﬁ‘t — 22— “u*!tiﬁ_(g_.ﬂ‘
3 8 3 6 3 S 5 5 - o
= [ i —e— i See— — 5 3 1 3 1 _1°%*
% S ==t £ 2 % [=] E E g Q_A%EL_H e =
'\ (,ounterpomt NB. — —*—|] H- b E

L\ Hidden ur umsons
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Fault 3—is the diminished fifth, bp above ¢, which
is a dissonant. Fault 4—is also the diminished fifth,
J above b.  Fault 5—is the chromatic progression
from g down to ¢; these semitonic passages not being
admitted into the first class, without instrumental
accompaniment. Fault 6—is the minor third above
the penultimate note, which must always he the
major sixth. Fuult T—is the fifth placed above the
last bar, which must always have the octave or unison.
The following is therefore better :—

_ Counterpomt NB.
%;-91 E#Q-E"’—E~e—:|_
EEe—
Ex. 612. 4
5 ] 6 3 3
—9~E"T—'E“‘(L‘—”n""-9 J=—=F
E = e —— "
"\ Subject
P NB. 3 3
—F [ [ & ¥ T <> I E ) —
| N . E_C it L. <> F B |
T | E <« | N 60 S N S v § |
L. L C L L a2 a
35 6 3 3 6 ¢ 1
| (N [ I R > E < — R e
%:,——kwrfi—(’ === F E 5!—3‘—’E:ﬂ

NB.  NB.
The first NB above % in the alto points out that the
is introduced intentionally, as it is permitted to
modulate frequently to analogous keys. The second
NB above 4 in the alto points out that even more
than three thirds may follow each other, when one or
many of them are placed so as to cross the parts.
The two NDB beneath the tenor point out that the
parts may cross each other with consonant chords,
especially if they are already approximated. They
also point out, that sixths must be marked instead of
thirds above ¢ and ¢, as no orgamist playing from
figured bass may cross his hands; for, were two
thirds to be marked in succession above the tenor,
to which thirds belong the fifth and octave, in four-
part harmony, the result would produce the chords
of E minor and D minor, instead of the inverted
chords of C major and G major.

Another example in E minor.
s 5Counterpomt

o—— r &2 - [— - —
el T ed o e

Suéject 5 3 6 6 -(,6;_ }'3) 6

ﬂ7w0 1 <> J TF ] '_.__ N & R
Ex. 613. E e

6 - 6 ]10 10l 6 _
% ﬁ::g‘f’"q?_q Tod =t

Counterpoint.

??:g—u—Ffz e

3 8 £ 6 3 10 & s
“___\We—lp—t—~4-"—t S lely

i Ll

6 10 10 10 8 3 8
I

—
%&‘a_j—n—*tha-—F‘ekf_n‘?—n U'O:Ljal:_ﬂ

VVe have already stated that the Greeks and ancient
masters acknowledged 12 peculiar keys. Their key
of E, called Modus Phry ygius, appears to be merely

a composite. It is remarkable that Fuz, in his ex-
amples, commences its accompaniment with the minor
third, and ends it with the major third, like other
minor keys. But his fame remains immortal, and he
was master and model to many hundreds. He is not
to blame, if, in our day, much has been changed.
The remaining authentic modes would be still ad-
missible, if marked with the flats and sharps necessary
to beautify their melody. I shall, however, retain
the established 24 keys of modern masters through-
out all five classes. But I recommend that in remote
keys, the less difficult should have the preference—
for instance, GP major instead of F# major—as the
former leads to analogous keys, which are more easy.
I will only give a gencral example of the six analo-
gous keys of Gb major and F# major ; but from this
it will clearly be seen that G major, on account of
its more easy analogous keys, is less difficult for
performers than F# major, although both keys with
their modulations "have the same effect on the ear;
for example :—

Aualogous keys to G flat major.

B :5" —=F _ ==
R

Ex. 614. S
s
~ v $ 55 61 75 @

Ané]ogous keys to F sharp major. .

o8 B L

_Es,g‘_z‘__‘ 1_r 1L :_4_1 'ﬁ~;l-_
ﬁ;‘#‘iﬁ?i:@:? —_F;_ g
Ex. 615, rrr T

—H~ ¥ ¥ |
@%‘*s*#-;f@—#* =R

S 77 e 5 5 7

Here it may be clearly seen that GP major leads to
easier keys than does ' major. Let the student
examine the numbers marked below the bass, which
do not indicate chords, but the number of flats and
sharps required by the new analogous key contained
in each bar, and he will perceive that Gb has two
analogous keys with seven flats, and three with five
flats ; “while F# has three with seven sharps, and only
two with five sharps. T will not even mention the
double-sharps, which would be required with the
dominant of these major keys, when used in conclu-
sions. It follows that Gb major is much more easy
and natural to singers and instrnmentalists, as com-
mon sense will tell every one that it is useless to
employ much, where a little attains the same end.
‘When the first class has been sufficiently practised in
various minor and major keys, the second class may
be studied with the same Chorales.

CXXXIV.—Ox Tue Seconp Crass oF Stricr
CowxrpositioNy 1y Two Parts, 1v waicH 'T'wo or
THREE NOTES ARE PLACED ABOVE OR BEL W ONE.

In this class, we may remark,—firstly—that the
counterpoint may begin without or with a rest equi-
valent to a division of a bar ; but in both cases, the
beginning note must be a perfect consonant. In the
remaining bars, the accented divisions must always
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consist of perfect or imperfect consonants ; the un-
accented divisions may contain either consonants or
dissonants, even the unison, which is admitted in this
class, on any wunaccented division, but on accented
divisions, only on the first and last bar. Dissonants,
however, such as the three seconds, the three fourths,
the diminished and augmented fifth, the three
sevenths, the minor and major ninth, must not be
introduced by skips, but by grades; for instance,
between three descending or ascending notes :—

_,All correct.
=) I L & 2 I8 T
E&é-t»ﬂ—bﬂ——ﬁ»rﬁkt—ﬂ—e%—n—p—
v I —

T

) fuct | — - {
7T ILII:II E

e e e

_"“'D

—L:E:EHﬂiéskﬁﬂﬁiﬁ?ttﬁ‘éﬁtééﬁ%ﬁ
&e.

k§ 3 #2256 54 68 6 5 856
et S o e e e rey
| gL

. t 6
™~

Iix. 616. 8 7T 53 109 3.2 3 4 Secondly—-the penultimate bar in upper counterpoint
j‘%j, f——F f——=—r—er—r | must have the perfect fifth and major sixth, orthe
T T - . - . . . - .
sl 5 t £ t C | minor tenth and major sixth, in succession; which
major sixth moves to the octave for conclusion. In
A o o lower counterpoint, the penultimate bar always re-
D0 2 —H-o0—- —-B . —- . : . . . v *
ﬁzt": t_: h e—ea— HL:__;- E—C = 3‘—:: H quires the perfect fifth and minor third or tenth,
o o g and the last bar concludes with the unison or octave;
6.7 10 g;s 3,1 6 5 32 6 3 for example :—
e ——— [ —— T —_—f= - 11—
= I f Ha=tza—i—==}|
- L $1] ‘/
™~ s i .) n
Gt —a ]
0. P ors
e e e e e e ] Ex. 6181 5 s §__ 10 6 __8
P t a € re i 1St ﬁ o3 E_q(,)E.:ﬁ
109 6 8 7 3 b5 5 4 617 10 ~
| e e e e ]
%—0—(ﬂ 1*‘ “ h i e e . (m H —n
S v | e e
?{;‘ =1 {2 ) { e (1) T Laved &
_ NB. &c 1, or
T e — — =
Go———l—o=—=—5 a—r=—p—|| 3 6 _8 5 3 bla S0 s
. o, T | e =l =
3 2 3 5 34 6 8 5 7 3 ~~
prm—o | f’ CoE n"ﬂ‘?‘ﬂ_ET o I— ‘—Te—‘ﬂ . . . o
L —" et § e et i £ H | It results, therefore, that in this class, as in the first
|1 Ly n L t a. {4 ) > y
-~ " Bad. the sixth and third are the intervals which lead to
. NB ge. NB ge. | the conclusion, and must be prepared only by the
= o ] fifth. Thirdly—it is forbidden, even in contrary
:57@7 H-t——t——H f movement, to move from a perfect fifth, octave, or
s 1 3 s 4 10 3 2 3 unison, to another perfect fifth, octave, or unison,
% p=3 e ’ ] | between which a skip of only a third occurs; as two
B e i e | t—=—H F i | fifths, &ec., of this kind, introduced in descending or
~\ Bad. NB. &c.  Bad. Bad. ascending, produce as sharp an effect on the ear, as

The four NB point out errors, which consist of skips
from or on to dissonants. It isalso allowed to intro-
duce dissonants, even those which are diminished or
augmented, between two similar notes, which must,
however, be consonants ; for example :—

two consecutive fifths, &c., in direct movement ; for
example :——

) Al bad.
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Ex. 619.
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—>—-¢ : H—== E H—a—F H must, in lower counterpoint, take the minor sixth mstuad of the fifth, s
{ = t = 8] L v} {my 5D has no place in this mode, and the naked & would be an incoriec,
c.
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diminished fifth, in an accented division of the bar.




9b ALBRECHTSBERGER'S

a2
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Correct, as the skips are in fourths.
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‘When the fifths, octaves, or unisons occur in unac-
cented, while the thirds or sixths oceur in accented
divisions of a bar, the error no longer exists; for

example :—
_ Ex. 621 ‘
?f%é‘d efa Aot dfl ta—;-ﬁi’—E*H
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But T should recommend a beginner not to introduce
too many such fifths and octaves, as they impress the
car disagreeably in two-part composition. Now for
a needful word on monotony : this continuation, or
repetition of a few motes, is forbidden in this class,
although often met with in free style, where good
masters add a different bass or middie part, or chanrre
the instruments and vary by forfe and piano, or by
transposition to an octave higher or lower. The
following example shows this evil, although the

Ex. 623.
Pyl ¢ v i & 2 et i I s § 2 Jemm o, i
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Trifthly—skips with two notes, beyond the perfect
octave, to the three sevenths, to all augmented and
most diminished intervals, are prohibited in this, as
in the other classes. Those dissonant skips, however,
which were admitted in the first class, when passing
from bar to bar, if in one part alone, are also per-
mitted in this class, in one bar, or from an unaceented
to an accented division. The same with regular
passing notes, which occur in unaceented divisions ;
or, in free style, on accented divisions of a bar. All
the rules of the first class (excepting Rules 4 and 5;
of course) are applicable to the present class.

identical intervals stand in proportional difference to Countgrpoin 3 N N
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Fourthly—after a distantskip of two notes, thethird | _. 6 <o 3 e

note ought to return by a skip of a fourth or third,
when it cannot do so by grades. Three or four
skipping notes should never contain in themselves a
chord of the ninth or major seventh, even though
the Canto fermo in the fundamental part should
furnish good chords. Skips of three or four notes,
nontammg a minor seventh, are seldom good ; the
diminished seventh may be tolerated :—
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Eight faults occur in the upper counterpoint of
Ex. 624. First—the beginning note, ¢, which com-
mences on the third, an imperfect consonant. Second
-—the following note, d, because dissonants are for-
bidden on the accented division of a bar. Third—
f after g, in the fourth bar, not because this f isa
skipping diminished fifth, and is resolved as usual by
descending to the third, but because of the skip of
a seventh, which is only permitted in free style.
Fourth—g¢ in the unaccented division of the fifth
bar, because this g, although a fourth below, and a
d1sbonant is not introduced by grades. Fifth—b in
the eighth Dbar, considered in conjunction with the
onsuing /o where the two notes make a skip of the
augmented fourth. Sixth—the same f; which is an
unprepared skip of the seventh, and a dissonant.
Seventh—the unison, ee¢, in the accented division of
the eleventh bar, which .unison is only permitted on
unaccented divisions, excepting in the first and last
bars. [Eighth—the perfect fifth, @, introduced in
direct movement in the penultimate bar. The NB
above ¢ in the seventh bar, points out two things—
firstly, that a skip of the tenth is forbidden in all
vocal counterpoint; secondly, that if the upper part
(with the violin cleff) were not intended for a violin,
oboe, or Grerman flute, but for a treble voice, the high
¢, and the following &, are too high.

Twelve faults occur in the lower counterpoint.
1. The first note, ¢, which, being the sixth of ¢,
forms an imperfect consonant, with which it is for-
bidden to commence or conclude. 2. /j:, in the se-
cond bar, which malkes a skip from the preceding ¢
to the angmented fourth. 3. ¢, inthe fifth bar, which
forms a cadence-like octave to the treble, on account
of the preceding major sixth. 4. @, in the sixth bar,
as, in this class, it is forbidden to use direct move-
ment in progressing from a dissonant to a perfect
consonant. 5. The diminished fifth, b, a dissonant
on the unaccented division of a bar,* 'introduced bya
skip. 6. The open perfect fifth, g, after the dimi-

nished- b g in direct movement. In two-part com-

position, it is not good even in descending, and would

9f

7

parts, it is tolelated. 7. a, the fifth above d, in the
ninth Dbar, which fault is not remedied even by
contrary movement after a skip of the third.
3.0 above e, in the tenth bar, is a similar error.
9. ¢ above f, in the eleventh bar, is a similar error.
10. The unharmonious transverse position caused by
the relative position of the same f'towards the pre-
ceding b in thetreble. 11.The hidden fifths from the

eleventh to the twelfth bar,

progress thus : d , and so forth; in three

——( .
a which are produced

by passing from a fourth or other interval to a per-
fect fifth, in direct movement. 12. The fifth, g—d,
in the penultlmate bar, introduced after the tlnrd
c—e, in direct movement. Both counterpoints may
be improved as follows :—

* In two-part composition, it is utterly prohibited cn the accented
division of a bar.
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The NB on the last note, ¢, of the alto, points out
two things—firstly, that this ¢, and the 4 next to it,
are not too high for an alto voice; but personal ex-
perience has proved to me that boys can seldom in-
tonate loudly the " on the lower line, or the neigh-
bouring g: secondly, that this same ¢ renders allow-
able and correct the skip of the major seventh made
by the preceding four notes, ¢, ¢, ¢, b, as it forms the
octave to the preceding ¢, and resolves the leading
note, & ; thus the three last bars of the counterpoint
contain in themselves a good melody.

Another example in I minor.

Counterpoint.
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CXXXV.—Ox tHE Tuirp Crass or Stricr CoM-
rosITION IN Two Parrs, wHaicH apMITS OF Foug,
Six, on Eigar NoTes apove ONE.

In addition to the rules given for the preceding
classes, the following must be observed in this third
class. The first note must always be consonant in
measures of equal or triple time; the rest (taken
separately) may De dissonant, when introduced by
grades, and placed between two consonants; for
example —
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Good for the cadence.

Wider skips, also, after such progressions, are
seldom good ; for example :—
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We must here remark that it would be very un-
melodious to skip a third into a new bar, after one
containing three or four notes ascending o= descend-
ing by grades ; for example :—
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C.

to examine the divisions of bars, their quality and
quantity, in order to compose with certainty according
to rule. Divisions are generally indicated by the
upper number of the time marked—for instance, a
bar of two crotchets contains two divisions; the
down beat, or first crotchet, is the accented—the up
beat, or second crotchet, is the unaccented division.
A bar of usual Ala-breve time, has also two divi-
sions—the down beat, or first minim, being the ac-
cented, and the up beat, or second minim, the unac-
cented division. A bar of three crotchets has only
one accented (the first crotchet), and two unaccented
divisions (the second and third crotchets). The same
applies to a bar of three minims, and to all bars of
triple time. A bar of four crotchets, or common
time, has, it is true, four beats, but is really only a
double bar of two crotchet time. The first crotchet
is the first accented, the second crotchet the first
unaccented, the third crotchet the second accented,
and the fourth crotchet the second unaccented divi-
sion of the bar. In bars of six beats of equal length,
the first note is the first accented division ; the second
and third notes, unaccented divisions; the fourth note
is the second accented division; and the fifth and
sixth notes, unaccented divisions. In bars of nine
beats, the first, fourth, and the seventh notes ave ac-
cented—the second and third, fifth and sixth, eighth
and ninth, are unaccented divisions. In bars of
twelve beats, the first, fourth, seventh, and tenth
notes are accented, and the second and third, fifth
and sixth, eighth and ninth, eleventh and twelfth
notes, are unaccented divisions. When this last kind
of bar is treated as a bar of four crotchets (in which
case, the dotted note only counts as one beat, although
containing three equal parts), then the first beat may
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be considered an accented, the second beat an unac-
cented, the third beat an accented, and the fourth
beat an unaccented division of the bar; for example :

Ex. 630. :%152—- =

It follows that in bars of this kind, suspensions may
be introduced in two manners - for example :—

Ex. 631.

1st manner.

%‘%ﬁé -2

~§ ;:_}T—-—-;h—‘t—':??:?%-;? =

cessors apply for theoretical knowledge. The Aigher
changing note, he calls that which descends from the
minor or major seventh on to the perfect fifth on the
second note of the down beat ; the lower changing
note is that which descends from the perfect or aug-
mented fourth (the last, however, should seldom occur)
on to the minor or major sixth. This seventh
above and fourth below, as second notes, both skipped
from in the character of dissonants, may be employed
in four notes in the following manner, in pieces of
two, three, and four parts, although forbidden in the
former class ; for example :—

‘When, in a bar of equal or triple time, more notes
occur than belong to the beat, all those which occur
on the beat are accented, and those that occur with-
out the beat are unaccented subd-divisions, for
example :—

In all the above measures, the notes are only sub-

divisions of the bar. The first note in all cases is an
accented sub-division, and the second or passing note
is an unaccented sub- dlvmon In the bars of % and
Alla-breve time, No. 1 is an accented, No. 2 an un-
accented, No. 3 an accented, No. 4 an unaccented
sub-division. In the bar of 2, No. 1 is an accented,
No. 2 an unaccented, No. 3 an accented, No.4 an
unaccented, No. 5 an accented, No. 6 an unaccented
sub- diwision In the first bar of common time, No. 1
is an accented, No. 2 an unaccented No. 3 an ac-
cented, No.4 an unaccented, No. 5 an accented, Nos.
6 and 7 an unaccented, No. 8 an accented, and No. 9
an unaccented sub- division in the second bar,
No. 1 is an accented, and No 2 an unaccented sub-
division of the bar. In short, every note which
suffices for the beat of a bar, is a division ; all notes
which form only the half, thlrd quarter, or still less
portion of a beat, are considered sub-divisions. As
in this class of counterpoint, we shall make use of
Alla-breve time, in which four equal short notes
(four crotchets) are to be placed against one slow
note, I shall here explain, what is understood by the
two chcmgmg notes, so called on the authority of
chapel-master I'ux, the celebrated author of the
universally- translated book of instruction called
“ Qradus ad Parnassum.” to which all his sue-
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Other good masters have used these two changing
notes, the seventh above and the fourth below in-
verted, although these inversions produce hidden
fifths, in three and four-part harmony; for example:

_In two parts. NB.
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These latter manners are, on this account, less beau-
tiful, and ought to be seldom employed in strict
composition. In this class, also, the last note of the
penultimate bar, must be the major sixth, when the
counterpoint is above, and the minor third or tenth,
when it is below. In upper counterpoint, the fol-
lowing cadences, besides many others, may be used ;
in them, the sixth is led to by regular gradual pass-
ing notes, or by notes skipping on to a consonant
interval :—
Counterpoint.
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of the bar, and produce a pror*ressmn offensive to
the ear in direct movement :—

Example in C major.
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In this class, the best two, three, and four-part
counterpoints are those which retain one kind of
chord in each bar, as they are serious and steady,
appropriate to the church style, and even in quicker
times are performed with greater precision. Never-
theless, it is not forbidden to introduce a different
chord on each beat, providing the first chord be
perfect, as also the last. It is preferable to retain
the perfect chord throughout the whole of the first
bar, as the auditors are thus instructed and confirmed
as to the principal key ; in the ensuing bars, an un-
accented division may contain occasionally a dissonant
chord, introduced by grades; the accented divisions
must all commence with a consonant chord, as may
be seen in the above counterpoints.

Example in E minor.
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In this example eleven faults occur in the counter-
point above. Fuwlt 1st—the second note, d, because
in no book of instruction can we find a permission to
skip to or from a dissonant (the two changing notes
of Fux excepted, with their inversions) in strict
composition. Such a seventh would be no error in
free style, when we are bound by no chorale ; it is
considered ag a regular transition when accompanied
on the organ or pianoforte ; for example :—
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Flault 2nd—is the last note of the second bar, d,
which is again a dissonant (a fourth) introduced by
a skip.  Fault 3rd—is the f% in the third bar, be-
cause, in the first place, it is a dissonant introduced
by a skip and not by grades; and, in the second, be-
cause minor seconds offend the ear, in this case, by
rising to the unison on the following note, ¢ ; and in
the third place, because three notes follow each other
to this f#, which complete a ninth, and therefore
form a bad and harsh melody. The same unmelo-
dious progressions occur also when three notes con-
tain in themselves a skip of the major seventh ; for
example :—

Ex. 646.

Bad.
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&c.

Good. _
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A skip of the minor seventh is, on the contrary,
always good. Fawlt 4th—is the sccond note, ¢,
which is introduced as a diminished fifth, by a skip,
and is not properly resolved by descending to & ; it
also forms a dull melody with the ensuing three notes,
d, a, g. Fault 5th—is the d in the sixth bar, because
it is a dissonant occurring on the accented division
of a bar, which is forbidden in this, as in the pre-
ceding class. Fuult 6¢h—is the entire seventh bar,
which, though harmonizing with its fundamental
note, f%, is monotonous with the previous bar.
Fault Tth—is the unison, g, on the accented division
of the eighth bar; it would be correct, if it were
the second note. Fault 8th—1is the ¢, in the same
bar, which causes a skip of the fourth. Fualt 9th—
is the ¢ in the ninth bar, in which four notes, as-
cending by grades, are followed by an ascending skip,
which is a fault against good melody. Fault 10th
—is caused by the hidden unisons, from the unac-
cented division of the tenth bar to the accented
division of the eleventh bar; viz., b, g, a, &c., to b,
a, of the chorale. Fault 11¢h—is the unprepared
fourth, §, in the penultimate bar.

In the counterpoint below, thirteen faults occur.
Fault 1st—is the second note, b, a fourth introduced
by a skip. Fault 2nd—is caused by the hidden
octaves, from the unaccented division of the first bar
to the first note, @, of the second bar, which progress
in direct movement from an imperfect to a perfect
consonant, that is, from a sixth to an octave. Fault
3rd—1is caused by the open consccutive octaves, from
the end of the second to the beginning of the third

@:E:j:j:j:ﬁ:;:g:gg-

bar; viz., Z:g , &c.  Fault 4th—is the unnecessary

chromatic progression in the counterpoint of the
third bar, which progressions are only allowed in
free style. Fault 5th—is the unnecessary skip of
the diminished fifth, with the following cadence :
b —a
gh—a o
note, &—3d, in the same bar, which is only permitted
in free style (as is, also, a repetition of an identical
note, as last of one, and first of the next har).

Foult 6th—is the repetition of an identical
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Fault Tth—is the ¢ in the eighth bar, which malkes
a bass-cadence with the preceding d; viz. ,{;ﬁ ; &e.
Fault 8th—is the g# in the ninth bar, which forms
an unharmonious transverse position with the pre-
ceding q of the alto, and also a minor chromatic
progression in the counterpomt itself—g, r/ﬁ, a, &e.
Fault 9th—is the b in the same bar, because it “does
not ascend to the next ¢; for when, in two-part
composition of this class, the perfect fourth does not,
in three notes, descend or ascend by grades on the
third note, but is merely enclosed between two simi-
lar notes, the effect on the ear is that of a dissonant,
and this is as faulty as to skip to it with two minims

—a

in the sccond class; for instance :— %&; |
4

Fault 10th—is the skip of the augmented sgcond in
the tenth bar, from g% down tof, this skip being
seldom vocal or permitted even in the free stvle
Fault 11th—1is the skip of the major seventh in the
eleventh bar. Fault 12th—is caused by the hidden
fifths between the twelfth and thirteenth bars, viz.,
from the sixth to the fifth, in direct movement,
Z:Z, &e.

between which there is only a skip of a third from

Fault 13th—1is caused by two unisons,

—¢
the penultimate to the last Dar, S ; . In the
fadge

following example, both counterpoints are improved :

Counterpoint.

h) - 1
$’6E”tt8-f5!--5 e
Lﬁ v jr > -
wa S S S — . S A—— Filz_.,E 4.__*4:
CQ' 1 #? = F IFV77 7>7i |
éﬁ hd Sub_]cct
[T e
~ éountcrpomt
e Freas "EE I:*__E
desrmrm ettt
,_{ >

'
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mented fifth.  Consonant suspensions are the fol-
lowing :—a perfect unison, which in this class is
permitted on the accented division of a bar, a minor
or major third, perfect fifth, minor or major sixth,
perfect octave, and a minor or major tenth. Seconds
are always resolved in the bass forming the coun-
terpoint helow by descending a half or whole tone
to the third. The three fourths also are resolved by
descending to the third, in the counterpoint above.

| The three sevenths also are resolved by descending

half or a whole tone to the minor or major sixth, in
the counterpoint above; and the two ninths also
descend to the octave as suspensions in the upper
part. The perfect anl augmented fourth, when
suspended in the lower part, must also be resolved
by descending to the next note, the fifth. It is well.
known that the diminished fifth is best resolved on
the third below, but in this class it is not to happen
immediately, especially in the upper part; when it
appears suspended in that part, the minor third or
sixth must be interpolated in the unaccented division

of a bar; for example :—
Ex. 648.
N 1 ﬁ TN 1~~~ ~
— = i | | A — ¢ B
%‘——(, |E = —_{ :! re ] o !JIi !: e H—E"d_?_i‘: =
L ) t o4 L. P [ & )
&c &e.
NB.
e W S R | | /_\ i 1N 1
Yy ] 1 f—e ¥ %}
25 1= fo] F—or T H=&ec.
H=2"1=7 — o i

[ Bad, in tw 1) pdrts, without the descending resolution,

Consonant suspensions may be resolved by moving
to another consonant by skips or grades, which last
can only take place correctly with the perfect fifth
and the two permitted sixths ; for example :—

_~Consonant suspensions.

%%$ S —ote—a- o]
Ex. 649. 65 6 5 6 5 &
=
L7
—n

=

7 L [ [ (1] T
ot oo a1

5_6 5 6 5__68 g8 5 6 3

L. T ! | § p— SR U A —
b=t el

I
=

ILL N 3. d T
e i o BT i o ~ ~
PSS e e e R
5N
__17 S ow— — p—
oz - %Y‘E" =o- o=t =r=r=ad]
- i —— —— o -y s @ ¢ [ N
‘::E‘!—ll-f 'Pi‘! '—F‘i EB"EIE['[E— ﬂ‘ 8 1 3 3 1 3 3 5 3
1 = L | — 1N £ | {al o> n’\n >
7 F j ' E | ) [ [ #2 R £ @ ] n
! i e— : i
PRNS J— 2 r —z= i t 1 L Y t H
A i L. < a
- & : e £ =
E_j;ﬁ_ng_t:E:_.k[:_ = ﬁ——-—‘*F*ﬂ—O*H#—n:/;a._g_ -Az;—?_p a‘i
Ll - [ £40) o ¥ ! B S—
%ﬁ E"! &Eﬁ #j E_Ej 5 ] 2 SSa—= = £ =
o ol 3 6 8 6 3 10 8 6
N 51% = ——s—f—e—1{ t—=-—H
OXXXVI.—Ox trE Fourta CLass oF StRICT = = H ! H=——t ]
ConrosttioN 1y Two ParTs. o
The syncope, or suspension admitted into this ~/Io =T o p q a
class, is divided into two principal kinds—consonant | FEF—o=—H H—r—3] == ——=
and dissonant—but these contain manifold varieties. 4 5 &c
Dissonant suspensions are made by binding any of 5 __8 6 3,\‘1 ber S~ 5
n r o G S & _JN—"—
the following notes :—the three seconds, or fourths, %"-—u;‘pn 2 12— ﬁ—-~r—§f~-¢—ﬁ
. J L (8) J.
or seventh< the two ninths, a diminished or aug- | *<= '
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. Dissonant suspensions. — ~~ —n s L~

— 17 TN — o | (=) = |
ool el = o e e o

o/ : o ~ N—

6 1 6 5 3 5 3 5 8 5 3 5 3.5

%?—(} Ef—-—H—‘L—F—b-‘:H,,,—f—" E e o e |
E H E Haea— b ! E E i

The bound fourths in the under counterpoint arc.
not real suspensions of the fourth, but an accompa-
niment to the suspended second, which must be added
in harmonies of three or more parts. In Fux’s Latin
hook of instruction, there is an example (see his
Gradus ad Parnassum, page 72) of a ninth intro-
duced into the lower part, which is also not a real
ninth, but a second above the octave, as is proved by
its resolving on to the third above the octave, called
the tenth. The same master (see same page) forbids
us to resolve a seventh on an octave in the lower
part, which is right enough in two parts, but we
know that other celebrated composers have often
used it as a suspension of the perfect chord in
compositions of many parts; for example :—

—/, No. 1 No. 2.
_*%#——F—(r—u =
= #—%ﬁ g_l—:g —g—t—g— - —g—d—a—
w0 4 v —

. 4 — — 7T —
é 5 2 — 6 — 2 — 6 — 2 —
N 1—F i) - = 1 ..
CEE=—a o0 || b0 || == ea

< 13 (5 o L o : L I ; a

The harmony of the sixth, in No. 2, is better.
The following examples are also good, especially for
pieces in three and four parts, although they appear
to contain octaves and fifths :—

'/n ¥ 2 n E. T
p—— — ) S—— : H - —F t——f—5 r —H
#V"*E <3 !! < E— — H L\ 615 o} t <z t t 1 2 H
3__5 3 5 2 3
3/\ 4 5 6 N 4 5 i _L\ D ('/[\ﬁa‘?() r 2! pla—
e | B e | e e e e e |
- = % T + 'd = IL = I H it - = L C L L a
~ \

Remark.—Although the precedent of many com-
posers may sanction the above progression, which
has been acknowledged correct, even by severe
rigorists, yet we would dissuade beginners from using
it, as a succession of such fifths and octaves, in two
parts, impress the ear too sharply—the more so, that
this class admits of suspended dissonants on the ac-
cented divisions of bars, which thus may sound more
like unaccented divisions; while the unaccented
divisions upon which the resolutions are completed
by consonants, sound like accented lelSlOllS—by
which the disagreeable effect of this progression is

made more sensﬂ)le For this same reason, the fol-
lowing three manners of snspension should be avoided
in succession, in pieces of two or more parts, both in
strict and free style. The fourth manner, however,
in which the suspended ninth is pr@pdled by the
octave, is forbidden even when not in succession, as
it produces nearly consecutive octaves ; for example :

_/, No.1. —~~ —~~~ o~ ~~
— P Y [ |- -2 oo 5—lpn-—H
R R e e s e B e e e |
" —— =22 t o : [ y
- Y = Ex. 652. &e.
Ex. 651. 5 6 5 6 5 b 5
810 8 10 8 3 8 10 8 % e A, ] A’ & S S—> S— t I
I =y e N 5 NS S ! T T -
%’ﬂ?“————tﬂ——i——;‘—> S ——— G — t L L
I N %‘Lkﬁe—h“ﬂo % oo r———n
-0 == ——f—e— I - ¥ [ {5}
Gt lee— e | [$ ! )
) g. g @ 6 5 6_5 6 5. 45 4 5
3 8 ~ 8. .6 8 6 8~68 T wmeioed ——y——-&—r—‘—“—l-—"’fo~H—% i v i 8
o A (T S 0 oy # S _-,C~t_t:-,i:_ -;:_‘:_H
J— — - = —F— — _p_ 11 | aoe v . =T [ = U S R
e e e e ey | (R
~ v : ~
-+ Good in three parts. No. 4. Bad.
=5 (3] (" —p— a =2 —&—t—f f F H ~--j—ufl:ﬂrs_:-g
17 4 T T 7 i £ T p— — = — S A~ — i
b—o——o———l—as-ote o | [S e =E=8—rg-lfgeCF
< ~ b 4 —4— 4
&e. 3 g ¢ g&e.
8 10 8 10 8 8 6 8 6 8 - g?;, 6_?f, =2 58 9 8
o — H —a— e [:‘2 .t a:E
_‘T?—j—t-};‘—'a [_a*“‘— :"___tm E_.Q H % © t ——f E=F= e H—$ F E

55 S
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. Alsglad. N
§$'_‘.Alpft{z 2= :Et;’—ni—az —e2——
8 7.8 % vs&c' 8,9 8 ‘f — 6
=== —"Hl—p e 3 ,:42?— ==
- T <2

Bad.'

In this class, the first bar of both counterpoints,
in harmonies of three or more parts, should com-
mence with a pause or rest equal to a whole division,
and the first up beat, or unaccented division, should
contain a perfect consonant. All unaccented divi-
sions must contain consonants, as in them are pre-
pared the suspensions, which, in this class, are all
made in the accented divisions;" the suspensions
themselves may be either dissonants resolved down-
wards (in striet style), or consonants resolved upon
others, by grades or skips. The penultimate bar in
upper counterpoint must always have the suspended
minor seventh resolved upon the major sixth, after
which the last bar concludes with the octave. In
the Phrygian mode, employed by Fux, the chorale
concludes in the two last bars with f, ¢, when the
major seventh is natural and necessary, and must be
resolved upon the natural major sixth, viz., the sus-
pended ¢ on to d. Therefore an organist commits an
error if he resolve this major seventh on the ang-
mented sixth, d%. when playing the short sympho-
nies between the verses of Vespers in this key (the
fourth church mode), which, in chorales, has no #,

and he may by this mistake confuse the singers, who
are obliged in this key to sing dff unalterably. The

organist also is in error, or ignorance, who makes
the responses of the verses, beginning in this prin-
cipal key, with the fourth, a, instead of the fifth, &.
Thus much on the cadences of upper counterpoint.
The cadences of under counterpoint, must consist of
the suspended second resolved on the minor third
for the penultimate bar, and the unison or octave for
the concluding bar—the latter, if the second lies
distant. In free style, the following licenses are
given :—The seventh may ascend or descend to the
third by a skip, when the melody gains grace

thereby ; for example :—
v —_~ o~
ﬁ;gﬁ:r_z:rjt'rg_;gi:!?: EE":,HZ -
Ex. 653, V

T r — T n
g§——o—t 1 [—e—F H=
(— & J C L P= 3 Lt

\\

The diminished seventh, which has its place on the
geventh grade of minor scales, and the dominant
seventh, which has its place on the fifth note of major
and minor scales, may skip to or from each other and
their approprlate intervals, the third and diminished
fifth, or to their inversions ; for example :—

_ Ex. 654.

O > 3. ~ N ~ N
6 ,.._,_:%:f_—'_,_"":!::[ﬁ’;‘z,‘!:‘n H = :I:EA 3 E—f;_.,,,
Ay !

e~ o~

&= :3% T O e

Lastly, if successive suspensions should not be
agreeably effective, it is allowable to introduce once,
or at most twice, into the counterpoint an unsus-
pended consonant on an accented division. In this,
as in the previous classes, a beautiful, flowing melody
1s a requisite :—

Ex. 655.
Counterpoint.
—Y e ,? ol e et e e r o) r\[ /-f\‘
7&@--@@-4 Eeoso=re e
5.[ Ny L L [ R T E ) T T
7T 6 31 36 53 8 6 56
———r - r (o——— o
**a"t—zr—f—**—[‘* St t——f——F
L L C >. T f &) =
Qub]ect
6 8 65 6 8 3 5 63
T A et Sy @ Ju G ¢ S - < 7 -
==o-fmeer i L ot S B e o
- L § I L L8 r L % 9 8 «
™~ Coummpomt ~

-

==

~ ) NB.

The NB above the upper counterpoint points out
that, although the diminished fifth, f; ascends instead
of descends to its resolution, yet, as the g in the
unaccented division may be considered as merely a
passing note, this fifth is really resolved on ¢ in the
following bar. The NB of the under counterpoint -
points out that f and b produce the fault of Mi
contra Fa, which is excusable, as leading in the
following bar to A minor, and not to C major.
Altogether, the excessively shackling restrictions of
this class require occasional exceptions.

Example in E minor.

Counterpoint. or:
- ~~ N .
% = 2 o=t “F ‘l-_“]“’l:
L) T [ + F T (0] 1
A\IZS 1 g L1 1! i L i T
</ i T ~
3 8 5 3 4 3 4 3
Subject o .

Ex. 656.

N
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~ N 45 o= is that which continues for lLalf a division—and the
o A ) shorter is that which continues for the quarter of a
i’ . T . o division of a bar, whatever be the measure indicated.
) v L I The following evunplw will remind or inform the

A e =22 = | student, of the four suspensions just named :—
s .. 2 2 8 /., Shorter. . Short. —~ s
== boss e |- | |Gt e
(8 i) | - 1 I {2} [Ne} d - e IR JO § I C \‘ L) .

-~ O - < &c.

. 6 7 6 8
M S— =y (o | £ RS &
; A e fEg==—Ff—= B
CXXXVIIL.—Ox trE Frrra Crass oF STRICT 7 t L& L - =

Varied.

Coxrositioy 1x Two Parts.
T} 1 3 tal ¢ ¢ _ Long. Longer.
his class comprises ornamental PO o~ ger. ~

s prises ornamental counterpoin e | M & £ ;a-(,fal:H_n-- S
( Contrapunctum flovidum )—so called, as it admits e e

the use and admixture of all kinds of notes. Besides
the rules of the previous four classes, the following
are to be observed :—In writing the counterpomt
the division of a bar ought not to contain four rapid
notes, but only two, occaswnally, and then not on the
beginning of a division ; for example :—
Ex. 657.
St ety

Improved and good.

Eee—rejgoopot faiper——1ony

SN

This class only admits the long and the short
suspensions. In upper counterpoint, the major and
minor seventh, the fourth, and the ninth—and in
under counterpoint, the major and minor second—
may be varied as long suspensions in the following
manner :—

srfell aJ—-At.;—-Jﬂ! =fE | _ Ex. 662
G- —— —[“R o
Improved and good. ﬁ;—:ﬁ “'—D H"-;:—E_&__,_::H—'—;:“ _';'::r—:
1 -
=g =e—q x . 6 1 6
i —a—®— e —f QG 6 QG 6 il
Improved and good. S _':_—GLE_ -:E:-:f)-j{}‘ —E—_Q..___‘_—E
N ion.  Var. 1. Var. 2.
In order to avoid dull and wearisome melody, the Long suspension dl o
second class ought not to be employed longer than | /. o —
D {2} [~ ™
four divisions, the last of which should be tled to the u;;:_g j—ﬂ— —-—1; E ﬁ—:ﬂwﬁ—-—ﬁh—-rfﬁf‘:
fifth dwlswn, for example :— Y
Fx. 658. 6 7 6 671 6 1.6
e O e L | [EEEEe e e
B e r [} o-f] g o[- ®-o—g-| P t 4} L (1} i s}
B e = H-o— 25—+ 4 ~ Var. 3. Var. 4. Var
-2 [z
Good. Bad
—
] 1 | 73 5= Pyt o ) < g o =
b= o e e e e e
— o3 —e> (] ] .
‘Worse. &ec.
o ’ 6 1.6 6 7T 6 71 6
Neither should a long note occur on the unaccented % e et = R | 1 —vf—u~7k —!91—-I-|—
}hvmlon wllthout being bound on to the next bar; | &5 s SN Var. 8. :
or example :—
e |
Ex. 659. Xr== e o ﬁé’—"f—fé Cll===t f
00
but it should occur on the accented division; for . 8 6 10 &9 8 SA.H__
. H ro .
example :— ¥ H £ H
S o -] — H_ —~"Divided suspensions (Ligatura rupta).
E‘{. GGO :é?_j-'ﬁ~i_l!_[’l~—.—_‘_i B=
Good. or: =5 ymoma ] B F H
: ——— 2 ————F—<2——}f
The third class should not be employed for longer | &
than five divisions, and the first clags is not used ex- 6 43 3 3 2 -
cept for the last bar. In addition to a beautiful and E— f fl E—F=F—Tt—Hf
. {4 )
bright church-melody, the composer should now | K& : 8 =

strive to introduce various long and short suspensions,
such as exist in counterpoint, and are familiar to all
practical students of music. I call these suspensions,
long, longer, short, and shorter. The long is that
which continues for one division—the longer, that
which continues for two whole divisions; the short

N

Should a composer wish to employ these variations
after a chord of the octave, the second and seventh
manner are least advxsable, as severe critics might
condemn these two variations, as producing conse-
cutive octaves. Fux has used them in the following
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way, which, notwithstanding his great fame, is not
held up for imitation :—

Ex. 663.
x p— e e

|

o= e r

%"Tér T o2 r )
= & == o4

|~.L lJ_ T
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are not admitted in this class; such a fault can only
be remedied by an ensuing bind, or by dividing the
notes, in the following manner :—

EX 666. .. o Orreversed.

hd [ R ——g ——-—i
! 275 1 6 2 3

The commencement and conclusion of both coun-
terpoints in this class, must be made with a perfect
consonant ; and it is still forbidden to commence the
under counterpoint with the fifth below, and to con-
clude the upper counterpoint with the fifth above.
The first bar of both counterpoints must begin with
a rest, equal to one division of the bar, as in the
preceding class. The penultimate bar also has the
suspended seventh in the upper, and the suspended
second in the lower counterpoint.

Example in C major.

proe, Lo 2
ey
.
Ex. 664. 8 1098 4 3 6 3 31
%rb—e‘—-F—-——E—“—E—n‘E—G——E
‘-\

S5 6 8
_/__3.’,-1_‘;_,_7—!2—10—.—'—-1—-’— m e —r 7~ ——m
= = ES==s=FEi==3=t

3 565 3 987 543 5437
T I F- = —
= e e e
A>J r &3 L ! L L
=
- 9 2 N0 5 HJol
e B e i
e f E i
5 ¢ 3— 2 6, 7T 6 8
% 'F ol
( C 13 .

Nine faults exist in this example. Fault 1st—is
the unprepared fourth, g, in the third bar. Fault
2nd—is the dull melody produced by using the
second class too long, that is, for three bars con-
tinuously. Fault 3rd—is caused by the two quavers
on the first division of the sixth bar. Foult 4th—is
that, in one bar, two similar notes are written in
succession (¢ a, in the seventh bar) ; this would be

%EE-».——»I—-E—*:_—E ﬂE{! -ﬁﬁz—"'-"‘ EE:ﬁ:ﬂ?Q =

¥ Good. ' &c. Bad.

E=re ':’—E-Hpﬁﬂ:séﬂj%#p-

"Good. Good

Frr e e e
Bad &e.  Good. &c. Good.  Good. Bad.

Sections ending with a minim on the accented divi-
sion are permitted, and often necessary for vocal and
wind instrument parts, as breath may be taken un-
observed after these unbound notes. Fawlt Tth—is
the diminished fifth, £, in the,first accented sub-
division of the tenth bar. Fault 8¢h—is the seventh,
a, introduced by a skip, in the tenth bar. Fault 9tk
—1is caused by the four ‘quavers in the eleventh bar,
which do not belong to this class; the case is dif-
ferent if a piece which might be marked by 3 or
common time, be written, for the sake of convenience,
in Alla-breve measure, in which quavers would
represent semiquavers.

An improvement of Example 664.

(,oumerpomt

) L 1 =
%@- = -
L1t J.
Subject.
EX. 667. %% F—= - 2 [ (o £
- | . t &
Counterpoint.
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no fault in a vocal part, where one long note may be jﬁ— p ‘.;'rrn e
divided to accommodate syllables ; for example :— === T —F f = —d
. ' . T 6
nE}&. 665 o - . . et = > E F—= e = 8|
v —f—o—F—a = £ = { £
;SV i { S L L LN . 2 3
In te con - -fi - =~ do e e 5 deal
S e R g e — S (i =
e y———————————————
:(j@"’ (o) & a 1{ (j r’ il L F:F F_a L} Ert—n—-n— ~ = o
Li-be-ra mnos Do - mi-ne, Do-mi - ne Example in E minor.
=5 : =t : = J#“5$—C0“f201?t'—~ e sre=s—
o e G o e
Fawlt 5th—is the skip of the seventh, which is only __#s"tief_ 2 —e S
permitted in free style, for the sake of elegance, after | EX. 668. %_* 3 E F £
the suspended ninth. Fault 6th—is the too lengthy
minim, ¢ {after the two crotchets, ¢ and d), on the 4 -
{ ) S et e

unaccented division of the ninth bar, which sections

]mmt
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In the third class, wealready remarked that four,

g -
e et e

i Q%\:L\ ]
X

six, or eight notes of equal value might be written ; fre———fo——F— ~§E
against the chorale, and examples now follow of all ‘ ' — -+ i
five ‘c]asse.s, on the same .chor%les, in C major and ====r= 'ﬁ _IF_ —o- _#_,E,._,_ = ;_.,.E;::E
E minor, in two sorts of triple time, which ought to =t P e L
be as familiar to the student as measures of equal
time. Whoever can guard against all faults com- | _, ~
prehended in these five classes of two-part compo- #‘?b"—f‘?’“ P ——fo-
o, . . L
sition, in equal or unequal measure, may feel assured s ' :\ T or ' -
that he will easily compose melodiously in three or | | _ et . :-g: Y E =R
four parts, as it is certain that the fuller the harmony —t| | it w8 t———ﬂ—,
becomes, the greater in proportion are the deviations | =~ N
from strict rule. —,_ Upper caden .
i i 9 ot ¢ e §
_,. 1st Class. ﬁ—j:‘ EE IE ( H E; E_E’ £ E( ps—
= S| E ke.
{5 o s | — L =
—— L 9 L Lu |y ]; H E ]
Subject. Mo Stk Sl ey § o S—s g e S | p———
Ex. 669. 8 3 8 3, 6 3 %\: b == oo L \:———L
P - = | [ ~
O M. | o i = 4
%2-2_ t t I r t E - . .
'~ Counterpoint. We may commence with a crotchet rest in the

second class, or a quaver rest in the third class, when

=3 e Fo F writing in triple time. The following is an example
S S [ s — & . -
et A= S o 3 b H of eight short notes above one of the chorale, which
Y e 3 3 6 6 10 s is changed to Alla-breve time, in the under counter-
e D 1 AT - " 1 -
fives o g o e S e point, for greater convenience :—
~ __3rd Class. She- 2. .
1 ——-—‘J—V““P‘- e e g e e
The number 3 in the treble above the seventh bar, e =
draws attention to the @ of the alte, which forms only | Ex. 672. Coumerpomt == o
a third above the treble, but which must be marked - [ —
. : —— ——F
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GUIDE TO COMPOSITION.

CXXXVIIL—Ox ToE First CrLAss oF STRICT
ComrosrtioN IN THREE PARTs.

This also is called *note against note,” or division
for division. Now must be put in practice what was
learnt by the study of thorough-bass—the art of
accompanying every chord according to rule. We
must therefore remember what third interval is im-
plied by two others which are indicated. To the
perfect unison (the augmented unison seldom occurs
in this class) belongs a third, and, in the first bar,
the perfect fifth also; to the minor second, mostly
the perfect fourth or fifth, and sometimes the major
third ; to the major second, also the perfect fourth
or fifth; to the augmented second, only the aug-
mented fourth; to the minor and major third (the
diminizshed third seldom occurs, and only in the chord
of the diminished seventh instead of the minor third)
belong the perfect fifth or perfect octave ; to the di-
minished fourth, the diminished fifth or minor sixth ;
to the perfect fourth, when a suspension, the fifth or
sixth, according to the key—when not a suspension,
always the sixth ; to the augmented fourth, the major
second, or minor third, or major sixth—also, when
a suspension, the perfect fifth; to the diminished
fifth belongs the minor third or sixth; to the perfect
fifth, a third, according to the key—also a sixth,
when the fifth is a suspension, and is resolved like a
dissonant, by descending to the third, with an as-
cending bass, or to the perfect fourth, with a sta-
tionary bass; to the angmented fifth belongs the
major third or major seventh; to the minor sixth,
the minor or major third, the perfect octave, or uni-
son ; to the major sixth, the minor or major third,
the perfect octave, or unison (this last but rarely) ;
to the augmented sixth, the major third—in a few
cases, the perfect fifth—and in still fewer, the avg-
mented fourth; to the diminished seventh belongs
the minor third or diminished fifth; to the minor
seventh, the minor or major third, the perfect fifth,
or octave ; to the major seventh, when unprepared,
and ascending to the octave, belongs the major second
or perfect fourth—when prepared, and resolved by
descending, the major third—rarely the perfect oc-
tave, and still more rarely the naked unison ; to the
diminished octave belongs the minor sixth, and some
rare times the minor third ; to the perfect octave, a
third, according to the key; to the minor ninth, the
minor or major third or the minor sixth; to the
major ninth, also the third or the major sixth; to the

two tenths belong the perfect fifth (rarely to the

minor tenth, the diminished fifth) or the perfect oc-
tave, or third similar to itself. The following notes
and figures clearly represent to the eye the above
directions :—

n Accompaniment.

.
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