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MEMOIR OF CHERUBINI;

CHIEFLY COMPILED FROM THE FRENCH OF MONS. PéTI'S.

Tuis admirable composer was born at Florence, on the
8th Sept., 1760, and he received the baptismal name of
Maria Luigi Carlo Zenobio Salvador Cherubini. He
mastered the first elements of music before he was six
years old. At the age of nine, he had lessons of harmony
and accompaniment from Bartolomeo Felici and his son
Alessandro. On the death of these two masters, he ob-
tained instruction from Pietro Bizzari and Guiseppe
Castrucci, who promoted his studies in composition, and
gave him some idea of vocal art. The progress he made
was so rapid, that as early as 1773, before he had com-
pleted his thirteenth year, there was a solemn mass of
his performed at Florence. This work was fellowed by
several others, both sacred and secular; and the public
greeted with warm applause those early productions
of a genius already remarkable. The grand duke of
Tuscany, Leopold 11., a prince distinguished no less by
his enlightened taste for the fine arts, than by his mild
and benevolent rule,—denoted his estimate of young
Cherubini’s talent by granting him, in 1778, a pension
which should enable him to repair to Bologna and study
under Sarti. Four years were spent by the young artist
in this school, acquiring by assiduous labour a profound
knowledge of counterpoint and of ancient fugal style.
To Sarti’s excellent precepts, Cherubini’s extensive ac-
quaintance with the classical Italian composers is mainly
owing; while to this master's judicious system—not only
imparting to his pupils solid scientific instruction, but
exercising their fertility of invention by entrusting them
with the composition of subordinate portions of his own
eperas—may be traced Cherubini’s ready skill in writing
down his thoughts. Sarti’s scores contain many pieces
composed by Cherubini.

Before permanently quitting the tutelage of his master,
Cherubini wrote the opera of Quintus Fabius, which was
first performed in 1782, and which was followed by seven
other works, that made their appearance at Florence,
Leghorn, Romme, and Mantua. In 1784, Cherubini left
Italy for London. He here wrote La Finta Principessa,
an opera buffa; and brought out his Giulio Salino, of

He also con~
tributed several new pieces to the score of Paisiello’s
Marchese di Tulipano; after which he repaired to Paris,
with the intention of settling there. But he was im-
mediately summoned to Turin, that he might write his
opera of Iphigenia in Aulide, which obtained such
marked success, that Marshesi made choice of this work
for the autumn of 1788, at the theatre of La Scala, in
Milan. On his return to London, in 1787, Cherubini
filled the post, (and with the title) of composer to His
Majesty’s Theatre. Here he brought cut Cimarosa’s
Giannina.¢ Bernadone, and Paisiello’s Gl Schiavi per

which he had re-written several pieces.

amore, with other works, to which he contributed several
charming pieces. Burney alludes with eulogy to these
productions of Cherubini’s genius, in his History of
Music. At Paris, in 1788, Cherubini wrote his first
French opera, entitled Démophon ; it appeared on the
opera stage, the 2nd of December of that year, but met
with slight success. Many causes operated to occasion
this cold reception of a work, which was an experiment
in a style of composition where Cherubini seemed to
have relinquished those peculiarities of Italian music
he had till then cultivated. The chief of these causes,
was the interest taken by the public in Vogel,—the author
of another Dsmophon ; the overture to which had at-
tained considerable favor and celebrity. This young
musician had expired the same year, leaving his opera
completed. It was performed during the summer; and
although the remainder of the work did not keep pace
with the merit of its overture, yet the public regarded it
with a partiality which prevented due interest in Cheru-
bini’s production. In this latter, there was a creative
power superior to anything yet achieved in France;
which power being beyond the comprehension of the
opera-pit critics of the time, did not compensate, in their
eyes, for the want of spirit and dramatic interest that may
be alleged against the score as a whole. Of all its
composer’s works, Démophon is now the least known,
even to his admirers ; nevertheless there are pieces in it,
(particularly a chorus, “Ah! vous rendez la vie’") which,
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for skill of instrumentation, for disposa‘l of the voices, and
for purity of style, were, at the period when the opera
was written, truly original creations, and were the heralds
of a new school.

In 1789, an Italian opera was regularly organized in
Paris, and Cherubini was installed as its musical director.
The company’s first performances took place in a paltry
kind of building, called ¢*Le Théatre de la foire Saint
Germain ;’ and here were executed—with a perfection
till then unknown—the first works of Anfossi, Paisiello,
and Cimarosa, in which Cherubini introduced some ex-
cellent pieces of his own composition. All these pieces
bear the stamp of superior talent; and they excited
general admiration. Among them is the dclicious quar-
' (introduced into the
Viaggiatori felici ), and also the trio given in the Jtaliana
in Londra. Both these productions present a study full

of interest, if compared with Démophon, or, still more,

tett, ‘ Cara, da voi dipende’

with Lodoiska—a French opera written by Cherubini at
that period. Tley prove that their author then possessed
two distinct styles; the one, simple as that of Cimarosa,
or Paisiello, but distinguished by a purity of character
superior to all that had preceded it; the other, severe,—
rather instinct with harmony than with melody,—rich
in detalls of instrumentation, and constituting a type, as
yet unappreciated, of a new school destined to remodel
existing forms in musical art.

Lodoiska first appeared in 1791, This fine composition,
where the magnitude of plan in the concerted pieces, the
novelty of combination, and the richness of instrumental
beauty, are so remarkable,—caused a revolution in
French music, and was the origin of that music of effect
which composers of modern time have imitated through
so many varied modifications. Among those of the
French school, may be cited Méhul, Steibelt, Berton,

Lesueur, and even Grétry, as throwing themselves into '

this new path, with an implicitness only differing in the
several peculiarities that mark the style of each. It is
true that Mozart liad already revealed, in his immortal
compositions of Figaro and Don Giovanni, all the effect
to be produced by grand combinations in harmony, and
by fine instrumental accompaniment in conjunction with
the most exquisite melodies ; but these works, produced
before even Mozart's own countrymen were capable of
fully comprchending them, were at that time entirely
unknown to foreigners. There can be no donbt there-
fore, that Cherubini was indebted to his own inspiration
alone, for the new style which he introduced into France;
while a careful comparison between his manner and that
of his illustrious predecessor attests the fact beyond
dispute.

The revolution commenced by Lodoiska, was completed

by Llisa, or Mount St. Bernard, and by Medea. Unfor-
" P4 7

tunately, these operas, the music of which, after a lapse
of many years, excites the admiration of musicians, were
composed on libretti, either devoid of interest, or written
in a style of absurdity, that prevents their keeping pos-
session of the stage. As a proof that Cherubini needed
nothing else for the attainment of popular success, than
more interesting or more rational groundworks for his
music, the opera of Les deux Journées was received with
enthnsiasm ; its music is written on the same model as
Cherubini’s other French compositions, but its story pos-
sesses interest, and is well snited to the lovely character
of the niusic.  More than two hundred representations of
this beautiful work did not exhaust the delight of true
judges, yet, notwithstanding the high reputation enjoyed
by Cherubini throughout Enrope, his position in France
was not worthy of his great talent. The emoluments of
office, as Inspector of the Conservatoire, formed all his
income, and hardly sufficed for the maintenance of a nu-
merous family. The head of that Government which
succeeded the Directory, showed little favor to the man
whose name was revered throughout France. Fngland,
Italy, and, above all, Germany. Compelled at last to
provide for the means of existence, it was towards this
land of harmony that Cherubini cast his eyes, as a re-
source. An engagement was offered him to write some
operas for Vienna, which he accepted, and repaired
thither, with his family, in the spring of 1805. Arrived
in the imperial city, he wrote the score of Funiska ; the
beauties of which excited the admiration of all the
Viennese artists. Haydn and Beethoven pronounced the
author of this work, the first dramatic composer of his
time. The French musicians, and Méhul himself, sub-
scribed to this verdict. But scarcely had Cherubini begun
to reap the fruits of his snccess, and to plan new produc-
tions, when the war broke out between France and
Austria. The results of this war are well known; Vienna
was surrounded by French troops, the court of Francis II.
was compelled to leave, and the author of Faniska
found himself obliged to return to Paris, where he ex-
piated, in a forced leisure, the glory of a success whick.
had scemed to defy Napoleon’s disdain.

Meanwhile, some friends essayed to remove the preju-
dices and dislike conceived by this latter; they induced
Cherubini to write an Italian opera for the theatre at the
Tuileries, and Crescentini promised to sing the principal
part. The composer yielded to their persuasions, and
some months afterwards, the score of Pimmaglione was
completed. This charming work, written in a totally
different style from the other productions of Cherubini,
contains scenes of a most felicitous conception. Napoleon
seemed surprised when he was told the name of its anthor;
he evinced at first some satisfaction, but no amelioration
in the position of the composer was the result. So flagrant
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an injustice could not but carry discouragement to the
artist’s soul ; hut suddenly, in the midst of the neglect into
which he had fallen, unforeseen circumstances directed
Cherubini to a new course, which may be considered
as one of the most solid foundations of his renown. 1le
had just left Paris, to enjoy, at the resideuce of M. le
Prince de Chimay, a repose of spirit, a calm, that he felt
imperatively nccessary for him. He was in one of those
crises of disgust at Art, which are not of unfrequent
occurrence in the lives of great artists ; but in order that
his spirit might not lack aliment, he had taken up the
pursuit of botany, and seemed to have no other thought
than the diligent prosecution of this science. 1t so
happened, that a project was formed for getting up a
mass with music in the church of Chimay; but, for the
realization of this project one thing was wanting,—namely,
the music of the mass. They had recourse to Cherubini;
who at first refused, but afterwards, consented. It was
on this occasion that he wrote his admirable mass for
three voices, in F. The prevailing idea in this effort, has
nothing in commen with that which pervades all the music
of the ancient Roman school; that was conceived as an
cmanation of pure sentiment, apart from all human pas-
sion ; while Cherubini, on the contrary, chose that his
music should express a dramatic sense of the words, and
in the fulfilment of this idea,. he gave proof of a talent
50 exalted, as to leave him without rival in this particular.
A union of the severe beauties of fugue and counterpoint,
with those belonging to dramatic expression, and rich in-
strumental effects, is an achievement peculiar to the genius
of Cherubini. The European success obtained by this
fine work, determined its author to produce many others
similar in style. The restoration of the old French mo-
narchy, removing the kind of proscription under which
Cherubini dwelt, gave him frequent occasion to exercise
his talent in this way. In 1816, he succceded Martini in
his office of superintendent of the king’s music ; and from
that time forth, he continued to write numerous mnasses
and motets for the service at the royal chapel. A portion
of them only have been published; but the majority of
these works are considered by judges to be compositions
of a very high order.

Among the principal works of Cherubini may be num-
bered no fewer than 32 operas, 29 church compoesitions,
four cantatas, and several instrumental pieces; besides
the admirable Treatise on Counterpeint and Fugue, first
published in Paris, in 1833. This latter work is, in fact,
the result of Cherubini’s experience as to what was
necessary in teaching counterpoint to the pupils of the
Conservatoire for nearly a quarter of a century; and the
examples are models of that perfection of style which
distinguishes the productions of the ancient Italian
masters. After filling the post of Inspector of the Con-
servatoire of Music in Paris during a period of twenty
years, Cherubini was nominated Professor of Composition
there, in 1816 ; and subsequently, Director, in 1822. He
was created Chevalier of the Legion of Honor in 1814,
became an officer of the order, and chevalier of that of
Soint Michael. The Institute of Holland, the Academy
of Music at Stockholm, and the Academy of Fine Arts
in France, elected him among their members.

He resided in Paris until the period of his death, which
took place in 1842, at the age of eighty-two.

The obsequies of the great composer wete celebrated
with much pomp. More than three thousand persons
repaired to the Conservatoire, and attended the funeral
train to its destination at St. Roch. The whole school,—
professors and students,—accompanied the procession.
Mournful music, consisting, among otlier productions of
the illustrions deceased, of the piece formerly composed
for the obsequies of General Hoche, was played during
its progress to the church; where his solemn Requiem,
for male voices, recently written, was performed. No-
thing, in short, was omitted, torender this closing homage
complete. Subsequently, a subscription was veluntarily
entered into among the artists, with a view of erecting
a monument to his memory ; and a proposal was made,
to give the name of Cherubini to one of the streets in
Paris adjoining the principal lyric theatres.

He enjoyed the respect and attachment of his pupils,
the esteem of his intimates, and the highest admiration
from those best capable of appreciating his genius—the
first-rate musicians of his own time,
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A TREATISE

ON

COUNTERPOINT

IxTnobueTioxN.

Iy commencing this treatise, I suppose the pupil
to be already acquainted with the theory of chords,
and consequently, of harmony. I cause him, there-
fore, at omnce to enter upon the study of strict
counterpoint; not that which accorded with the
system of tones and modes observed by ancient com-
posers, but modern strict counterpoint, that is to
say, according to the present tonal system, which
will imperceptibly lead the pupil to familiarize him-
self with the art of writing fugue—the true founda-
tion of composing. It is needful that the pupil
should be taught to observe strict rules, in order
that when eventually composing in a free style, he
sheuld know how and why his genius—provided he
have any—has caused him frequently to liberate
himself from the rigonr of first rules. By sub-
jecting himself, at the outset, to the severity of these
rules, he will subsequently know how tc aveid with
prudence the abuse of license; and by this means
also, he will be able to form himself in the style
which befits the fugal art, a style the most difficult
to acquire. I would induce the pupil who aims at
becoming a composer, to read, and even to copy ont,
with attention, and with reflection, as much as he
can of the werks of the classical composers particn-
larly, and occasionally those of inferior composcrs,
with the view of learning from the former what
mode he is to pursue for composing well, and fromn
the latter, in what way he may avcid the contrary.
By such a preceeding, frequently repeated, the pupil,
in learning to exercise his ear throngh his sight,
will gradually form his style, his feeling, and his
taste.

The young composer, who shall carefully follow
the instructions contained in this treatise, once having
mastered those upon fugue, will have no more nced
of lessons, but will be able to write with purity in
all styles, and will with ease, while studying the
form of different kinds of compesition, acquire the
power of expressing clearly his cwn ideas, so as to
produce the cffect he desires.

Preuimivany PropesiTioxs.

Upon concords mhich should be employed in strict
counterpoint.

The ancient composers, since Guido Aretino’s
time, have admitted only two perfect concords—the
octave and the perfect fifth; and two 'imperfect.]
eoncerds—the third, and the sixth.

AND FUGUE

The first are called perfect because they are
immutable.

The second are called imperfect, because they
admit of being altered, and may be either major or
miner.

Upon discords to be employed in strict counterpoint.

The discords are, the second, the fonrth, the
seventh, and the ninth, These discords can only be
empleyed, when prepared by a concord, and resolved
by another, nnless they are used ‘passingly,’ of
which we shall hereafter speak.

The imperfect fifth, and the augmented fourth, or
tritone, were rejected by the ancients ; they should,
therefore, only be employed in strict counterpeint, as
passing discords.

Observation.—I here state, once for all, that in speaking
of modern strict counterpoint, I merely use the word
‘modern’ in reference to the tonal system; but, as re-
gards the chords themselves, I have invariably used those
met with in the ancient authors,—viz: the chord of the
third and fifth, the chord of the third and sixth, and the
discords above mentioned. It is only in treating fugue,
that the pupil can allow himself more latitude.

Upon various kinds of movement.

By the word ‘movement,’” the progression of one
sonnd to ancther, is understoed ; either meledially,
in a single part, or harmonially, where there are
several parts at once. DMelodially, ¢ conjunct move-
ment’ is the name given to a succession of sounds
proceeding gradually, thus :—

Example 1. . o
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‘Disjunct movement’ is the name given to
sounds succeeding each other by intervals :—

Harmonially, ‘direct,” ‘right,’ or ‘sirailar move-
ment,’ is the name given to the progression of two
or more parts ascending or descending in the same

direction :—
Direct movement in two parts,
Ex. 3.
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Direct movement n three parts.

 EX. 4.
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¢Contrary movement’ takes place, where one part
ascends, while the other descends :—

First order—note against note.
Ruee L

The commencement must be a perfect concord,
and the termination also; so that the first bar may
be either in fifth, in octave, (or in unison), and the
last bar should be simply in octave, or in unison.
Let it be borne in mind, ouce for all, that by the
word * fifth’ is also understood the twelfth ; and by
the word ‘octave,’ the fifteenth, according to the
relative distances of the voices employed ; and the

__Ex.5. same will apply to all intervals which may be
— B F? oo <-fI= | doubled or tripled
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‘When one or more parts ascend or deseend, while
one or more other parts remain unmoved, it is called
‘oblique movement’: —

In two parts.
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In four parts.
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The most elegant of these three movements is
* contrary movement;' ‘oblique movement’ holds
the second rank; of ¢direct movement’ sparing use
should be made, because it gives rise to defects
whieh will hereafter be pointed out.

1t may be added, that in all species of counterpoint
here treated of, as well as in fugue, the pupil shoull
write for voices and not for instruments. It will
therefore be necessary that he should conform to the
nataral compass of the different kinds of voices. He
will find therein the advantage of learning to pro-
duce effects with voices alone, a study not only
difficult, but too mnch neglected; and he will
afterwards find himself much more at case, in writing
for instruments, when he will no longer be obliged
to restrain himself within the limits of the voice.

Two-pART COUNTERPOINT.

Two-part counterpoint is the more striet, both in
the ancient and the modern system. “The reason of
this is plain: the fewer the difficultics to be van-
quished, the more the rules must be severe. Two-
part writing does not involve so many trammels, as
a larger number of parts progressing together;
50 that the strictness of this kind of composition
diminishes in proportion as the number of parts
increase. .

5 or 8 or T or unieon 8 or 8()6r uﬁ%n
- -
[©] E is 1t Hr— 1T — H
o= |z ——|{t
~

Ruwe IL

The parts should progress always by concords,
with endeavour to avoid the unison, excepting at the
first or last bar.

Observation.—The principal aim in eounterpoint being
to produce harmony, unison is forbidden, because it pro-
duces none. This does not hold good with regard to the
octave; for, although the octave is almost in the same
condition with the unison, yet the difference which exists
Qtween the grave and acute sounds renders it lcss devoid

of harmony than the unison.

Rowe IIL

It is sometimes admissible to let the higher part
pass heneath the lower part, always, however, taking
care that they shall be in concord, and not allowing
this method to continue too long, as it is only admis-
gible in case of extremity, or in order to make the
parts flow well, since the pupil should, as we have
just said, write for voiees :—

N Ex. 10. X X *
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These marks X indicate the places where the
higher part passes beneath the lower. It ecannot,
however, too strongly be recommended, that this
method should never be cmployed but with great
Teserve,

Ruwe 1V,

Several perfeet concords of the same denomina-
tion ghould never be permitted to sueceed each other,
at whatever pitch they may oceur; consequently, two
fifths and two octaves in succession are prohibited.

This prohibition is applicable to every kind of
strict composition, in two parts, as well as in more.

Observation.—A succession of octaves renders harmony
well-nigh void; a succession of fifths forms a discordancc,
because the npper part progresses in one key, atthe same
time that the lower part progresses in another. For ex-
ample, if, in the key of C, an upper part be added, which

gives a perfect fifth at each bar, thus—
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1t follows, that one part would be in C. while the other
wounld be in G. It is from this concurrence of two keys,
that the discordance arises, and consequently, the pro-
hibition to introduce several fifths in succession ; as, even
when the movement of the parts instead of being conjunct,
should be disjunct, the discordance not the less exists.

. Ex.12.
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Here is one of these defeets arising from ¢ direct move-
ment,’ which it was previously promised should be pointed
out.

Consecutive fifths have been, and still are, tolerated
in ‘contrary movement. because if they are of the

_same kind, this movement causes them to change
their nature.

_ Ex. 13. R s .
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In this example it will be seen that one is a twelfth,
and the other a fifth, which changes their nature.
Nevertheless, it is forbidden to use this permission
in two-part couuterpoint, particularly note against
note ; this method is tolerated in middle parts, when
composing for four voices, where there is difficulty
in making the parts flow well.

The pupil may meet in works of free composition,
—asoperas, syinphonies, &e.—with conseentive fifths;
but these licenses are only to be tolerated in this
style of eomposition.

L V.

Tt is prohibited to pass to a perfect concord by
direct movement, excepting when one of the two
proceeds by semitone. ‘Flis exeeption is tolerated.

Prohibited movements :

—n  Ex 14
Y 85 58 865 38 35 638

Tolerated move-
ment, because one
of the two parts
progresses by semi-
tone ;—

The movements in example 14 are prohibited,

beeause, supposing the distances formed by the
intervals are filled by notes of inferior value ascend-
ing or deseending, there would be cither two fifths
or two octaves—called two conecaled fifths or
octaves :—

Example 14 with the Intervals supplied by crotchets.
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Olbservation.—This rule, at first sight, seems ill-founded;
because, the intervention of crotchets not being written
down by the composer, the two fifths or two octaves do
not perceptibly exist. But the singer may add these
crotchets; and in that case, the two fifths or two octaves
are clearly heard. The ancient composers, in order to
evade the objectionable point which would arise from the
inconsiderate license that the singer might take, forbade
going to a perfect concord by direct movement. ‘Therule,
therefore, to use contrary movement in preference, is ex-
cellent,because it prevents falling into the defect—hidden
though it be—of which direct movement is the cause.
This rule, also, indicates yet another objectionable point
occasioned by direct movement.

As to the tolerated movement, instaneed in ex-
ample 15, there the case is different; inasmuclh
as by filling up with erotchets the spaces marked
by the intervals, there result, it is true, two fifths,
but one is imperfeet, the other perfeet.

Example 15 with crotchets,
.
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These two fifths are tolerated, because they are
not of the same nature, and because the discord
of which we have spoken, arising from perfect
fifths in succession, does not take place in this case.
The old composers avoided this method in two part
counterpoint; it was only in composition for several
voiees, that they availed themselves of it in one of
the middle parts, when they desired to eseape from
some perplexing point.

Rure VI

All movement should be either diatonie or natural,
in regard to melody ; and conjunct movement better
suits the style of strict counterpoint than disjunet
movement. Aeccordingly, movement of the major
and minor second, of the major and minor third, of

\ |
Imp. sth\. Perf. Slth.

~the perfect fourth, of the perfect fifth, of the minor

sixth, and of the octave, are permitted cither in
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ascending or descending. The movement of the
superfluous fourth, or tritone, of the imperfect fifth,
and of the major and minor seventh, are expressly
prohibited either in ascending or descending.

Observation.—This rule is a very wise one; and the
ancient masters were all the more judicious in observing
it, since they wrote for veices alone, without accompani-
ment. They thus obtained an easy and correct melody,
where prohibited movement would have rendered it diffi-
cult of intonation. Nevertheless, this rule has been much
deviated from, in modern composition.

WWith regard to movement which should be em-
ployed in the case of one part respectively with
another, it is, as has been already said, contrary
movement that should be preferred to oblique move-
ment, and this latter, to direct movement. The last
should be very seldom used; for even when all the
rules are observed which have been laid down to
evade the objectionable points that arise from its
frequent use, another objectionable point would be
incurredl—not positively contrary to rule, but con-
trary to good taste, good style, and the diversity of
concords ; since by this movement, there would be
a long succession of either thirds or sixths—pro-
ducing an effect both trivial and monotonous.

Ex. 18. |
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This example offers throughout the same concord,
the same movement, and consequently the same
unvaried effect.

Observations.—As many as three thirds, or three sixths
in succession, at the utmost, may be used; but to go
beyond that number would be a wilful commnittal of pre-
stated error. )

Rore VIL

False relation of the octave, and of the tritone,
between the parts, should be avoided; these two
relations are harsh to the ear,—especially that of the
octave.

Observation.—Relation signifies the immediate affinity
existing mutually between two sounds, successive or si-
multaneous. This affinity is considered according to the
nature of the interval formed by the two sounds, so that
the relation shall be true when the interval is true; itis
false when there is alteration by excess or diminution.
Among false relations, these only are included, in har-
mony, of which the two sounds do not equally belong to
the key in which they occur. The diminished ectave, or
the superflucus octave, is a false relation in melody as in
harmony, however they may be used. The disagreeable
effect it produces may be mitigated, but not entirely de-
stroyed. The employment of this movement is therefore
prohibited in melody :—

False relations of the diminished octave and the superfluous octave.

a Ex. 19.
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In harmony, the use of these octaves struck simulta-
neously, and held down for some time, is inadmissible.

. Ex.20. -
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Nevertheless, there are modern composers who have
thought fit to employ it, thus :—
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In this case they consider the C b and the C £ but as
passing alterations, and as notes of little value struck in
the unaccented part of the bar.

It is a very great liccnse, which is only just to be tole-
rated in a style of composition of the freest kind, but
which should be rejected altogether 1n strict counterpoint.
There exists another case, in which the false relation of
the octave in harmony may be hazarded, between two
different chords, as thus :(—

. Ex. 22 _/,_ Ex.23. .
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The C natural in example 22, introduced with the first
chord in the upper part, forms a discord with the C 4 :n-
troduced into the second chord in the lower part. 1t the
sense of hearing be consulted on the subject, it will be
agreed that nothing can destroy, in this case, the impres-
sion which the ear has received from the sound of the C
natural ; because it still lasts while the sound of the C 2
is being struck, which produces nearly the same effect as
if these two sounds were simultaneous. If reason be
consulted, in its turn, it will be decided that the discord
formed by these two sounds originates in theirirrelevance,
and from the false affinity that exists between them, since
C natural and C ﬂ each belong to two different keys, and
the chords which severally contain them, cannot follow
one another in the succession in which they are here
placed ; unless other intermediate and relative chords, by
linking them together, be made to obviate the false rela-
tion. What has just been said respecting example 22 is
equally applicable to example 23.

In order to render the effect less harsh in the snccession
of these two chords—as it is impossible to destroy it en-
tirely—a softening expedient of protraction must be found
without employing other chords. The means are simple;
it must be so managed, that the part which has struck the
C natural must cause the altered C to be heard..

3 Ex. 24. 5 - = _/Q 4
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By these simple means, and other expedicnts, somewhat
similar, the unpleasant impression may be in a measure
mitigated or rendered scarcely perceptible, because the
car not being hurt so immediately in this casc as in the
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other, lends itself by degrees to endure the impression of
the false relation. Nevertheless, in & study of modern
strict counterpoint, this chromatic movement should be as
much as possible avoided.

The Tritone is always, in melody, a false relation ;
besides being a prohibited movement (see Rule 6th).

This interval produces also a false relation in harmony,
es]!l)ecially in two-part counterpoint of the first order,
when these parts are disposed in such a way that this
interval is visibly present.

This interval is visibly present, when the two sounds of
which it is composed are to be heard one after the other
in the two parts, and when the chords which contain then
cannot belong to the same key, either by their nature or
by the manner in which they succeed each other :—

. Ex. 25.
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Care should be taken to avoid entirely such kind of re-
lation, in two-part counterpoint more especially ; and if
they are not to be avoided, endeavour should at least be

/made so to mask them, in disposing the part which forms
the counterpoint, as that one of the two sounds which
constitute the Tritone may be suppressed, whether
a change be made, or the same chords be preserved :—

/. Ex.26.
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By the aid of these corrections, the relation is partly,
or entirely, veiled. In the other orders of counterpoint,
as will be seen, it is easier, than in this one, to avoid the
false relations of Tritone.

It now remains to be demonstrated, how and why the
Tritone is a false relation in harmony. WhatI am about
to state, applies equally to two-part counterpoint, as to
that in several parts ; and I here subjoin this demonstra-
tion in order not to have occasion hereafter for mentioning
it with so much detail.

In order thercfore to explain the course of this false
relation, I take the major common chord of G, which
I cause to be immediately succeeded by that of F:—

., Ex.27.
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The succession of these two chords instantly generates
the false relation of Tritone. Firstly, because the first
chord, supposing it to be considered as belonging to the
key of C, naturally tends to proceed to the tonic or to the
relative minor A, and not to the sub-dominant. Secondly,
sup{)osing, on the contrary, that this same chord belongs
to the key of G, the chord of F natural which follows,

becomes alien to it, since it would be requisite that the F
should be £, in order that the analogy between these two
chords shonld exist; and moreover this F § ought to carry
the chord of the sixth. Thirdly, by the same process of
reasoning, if the second chord be considered as belonging
to the key of C, or to the key of F, in the former hypo-
theses, it would require to be followed and not preceded
by the chord of G, and in the latter case, the B natural
of the chord of G, becomes necessarily and evidently
alien to it, since by analogy this B should be flat. Thus
then the F and the B being in open contradiction, the one
by the other, and the one with the other, the relation
which results between them is false.

Consequently, all successions of chords, of which one
contains an F, and the other a B, and vice versa, indis-

utably bring about the false relation of Tritone. Here
13 a succession of chords, which always present this rela-
tien, and which accordingly preduce a very harsh effect: —

s Ex. 28.
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Ruwe VIII.

Except at the first bar, and the last, imperfect
concords should always be introduced, in the course
of coraposition, in preference to perfect ones. The
object of this rule is to produce harmony by means
of imperfect concords, which are more harmonious
than the others. Nevertheless, the employment of
many imperfect concords of the same denomination
would lead to the abuse pointed out in Rule VI,
which should be carefully avoided. The composer
should know how to intermingle with taste and
discernment perfect and imperfect concords, in order
to give harmony to the counterpoint.

A Ex. 29.
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These examples are in conformity with the rules
of strict counterpoint of the first order. Imperfect
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cozcords are employed with varicty, and more
frequently than perfect concords. Direct, contrary,
and oblique movement, are judiciously treated ; the
false relation of Tritone is avoided ; and the melody
progresses throughout, diatonically, with ease and
elegance.

Observations.—In order to put in practice all the rules
above cited, the pnpil will receive from his instructor
a subject, which he should first place in the bass, and npon
which he should compose as many different melodies as
he can invent,—always employing alternately Soprano,
Contralto, and Tenor voices. Then he must place this
subject in the upper part, and compose to it scveral Basses.

This subject, which the pupilp receives from his in-
structor, is called the given-subject, or pluin-song; the
part composed by the pupil is termed Counterpoint.

There will be fonnd at the end of this treatise, several
different subjeets, for each of the orders of counterpoint,
which will give the pupil an opportunity of employing all
the resources of counterpoint.

When placing the subject in the upper part, the punpil
should employ the voice best adapted to this plain-song;
and sometimes he will iind himself compelled to transpose
its key, in order that he may employ the different voices
without transgressing the limits of their compass.

As the two last bars of the subject should always
progress from the second of the key to the tonic—for

example, for the key of C, @ZG——_EHE the last bar

but one of the part which forms the connterpoint must
always be in major sizth, and the last bar in ocfave, pro-
vided the subject he in the Bass; and if it hein the upper
art, the last bar but one of the counterpoint part will be
In minor third, and the last bar in octave. As thns:—

-7, Eiso'__ — riSubject car- <9 —~
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Counterpoint, | - F - upper part. / —l}=
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Before concluding the first order of counterpoint,
a word must be said respecting modulations ; and
the observations upon this head will be applicable to
all kinds of strict counterpoint.

Modulation should never be made, in any piece
whatever, excepting into those keys, the tonies of
which form part of the scale constituting the
original key.

Supposing the scale of C is the original key, we
can only modulate into G major, into A, the relative
minor, into F major, and into D minor ; and more-
over, we must only touch, in passing, the key of I,
because it weakens the principal key on account of
the B flat which destroys the leading note; the
same mode of treatment must be pursued with the
key of D minor, for the same reason as the key of I,
more particularly as it destroys the tonic, by the
C %, which is the leading note of thiskey. We may
also modulate into E minor, but not remain in that

key, still less than in the two keys above-mentioned,

on account of the F# and the D$ which are intro-
duced by it. The key of B is proseribed, because it
has no perfect fifth. Supposing, now, the scale to be
A minor, the relative of C.  We may first modulate
into ¢ major, _and touch, in passing, the keys of
F major, and of D minor; that of E minor may be

A TREATISE ON

sustained. 'T'he key of B is proscribed in this original
ley, for the same reason as in the original key of C.

All these modulations are natural and analogous
to the principal or original key. It is experience
and study, which will enable the pupil to introduce
these several keys, in a judicious and agreeable
manner. .

Two-parT COUNTERPOINT.
Second order—two notes against one.
Ruere IXL
In this order of counterpoint, two minims should
be placed over every semibreve of the subject, except-
ing at the last bar, where a semibreve should always
be put against a semibreve.
The first part of the bar which is occupied by
a minim, is called the accented part of the bar; and
the second part occupied equally by another minim,
is called the unaccented part of the bur.

Unaccented.

/A Accented.
-
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Ex. 31.
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Ruee X.

The accented part of the bar should be in concord ;
although there are cases, where this may allow of
variation,—that is to say, by employing a discord at
the accented part of the bar; but this can ouly be in
certain dilemmas, either that the melody shall not be
too disjunct, or to avoid other objectionable points.

The unaccented part of the bar may consist of
a concord, or else of a discord, provided this latter
be introduced betwecn two concords, and that the
movement of the melody be conjunct. In such
a case, this discord is called a passing one.

Note against note.

_{9 Ex. 32 Two notcs against one.
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Ruvre XL

The aceented parts of the bar are not in this
order subjected to Rule IV ; provided, however, that
the infraction of that rule be corrected in the unac-
cented part,—by which is meant: Firstly, that the
nnaccented parts shall strike another * concord.
Secondly, that from the accented part of the bar to
the unaccented, the procedure shall be by an iuter-
val of more than a third. Thirdly, that in pro-
ceeding from the accented to the unaccented part, it
shall be by contrary movement.

Demonstrations.—It is now to be seen, whether, in fnl-
filling the preseribed eonditions, several conseeutive fifths
may be saved.

Fault according to Rule IV :—

/N Ex. 33.
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By observing the conditions of Rule XI., the melody
ean only be arranged thus :—

. Ex. 34
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It follows, then, from these two methods, that the fifths
are not saved ; firstly, because, in demonstration 34, the
unison whieh oeenrs in the unaceented parts of the bars,
cannot, on account of its nullity, either mitigate, or de-
stroy, the effeet of the fifth whieh preeedes it, nor of that
which follows it; secondly, because, in demonstration 3,
the interval of a third which intervenes between the ae-
eented and nnaeecented partof the bar, is too insignifieant
to work the desired effeet.

There is 2 method by whieh several eonseeutive fifths
may be saved ; thus:—

Ex. 36.
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But this inethod is harsh and bold, inasmuch as between
the first unaccented part and the seeond aeccented part,
there occurs a movement prohibited by Rule VI. ’I'bis
expedient, thevefore, is available to save two conseeutive
fifths only, and not more; and even then, it must he in
cases where the melody and the harmeny violate no rule.

It may now be examined, whether, under favor of the
prescribed conditions, several suecessive oetaves can be
saved.

Fault according to Rule IV :—

Ex. 37.
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By observing Rule XI., these means may nat be
employed :—
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All the conditions are fulfilled by this method, and the
octaves are saved, at least aecording to the rule :—

— Ex.39.
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But even this method is not exempt from reproach,
since, in order to save several octaves, two fifths are in-
trodueed in the two unaecented parts which succeed each
other; and although whatever occurs in the unaceented
part of a bar is not regarded with extreme rigour, yet the
two fifths are not the less perceptible to the ear.

The following examples are better, because they offer
no sueh objectionable point, and because they de not
redeem one fault by another :—
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Notwithstanding, it is to be observed, that this method
of saving either two fifths or two octaves, was regarded
by the aneient precisians, as a re{)lrehensib]e license, in
two-part eountcrpoint. I am of the same opinion ; and
I think that two accented parts sueeeeding eaeh other in
fifth or in octave, whatever may be the intervening note
{)laeed on the unaecented part, the impression produeed
by the two fifths or two oetaves is not destroyed ; unless
indeed the movement be very slow, in which case each
portion being taken for an entire bar, the unaccented
paris may be computed by feeling, as so many accented
ones. This reasoning, however, is speeious, and should

+ not pass into a law.
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It is to be concluded, then, that the present rule must
be applied only to composition in more than two parts;
orelse to employ it in this order but very rarcly, and as
a means of eluding some perplexing point.

These remarks and demonstrations upon the subject of
two fifths and two octaves, have been sct down, not so
much for the sake of proving by example that they may
he saved in a stated manner, as to show the little force of
this rule, which 1 look upon as baving been added to the
severe rules of the ancient classical authors. Notwith-
standing its want of force, however, it may occasionally
be of some use.

Ruee XIL
In counterpoint of the present order, it is per-
mitted to have a single ehord in each bar, or to
introduce two. Accordingly, when a single chord
is taken, each minim must mark a different concord,
but both must belong to the same chord.

o]

ro ]

And when two chords are taken, the accented
parts of the bar will be oeccupied by a concerd
belonging to one chord, and the unaccented part will,
in its turn, eonsist of another evncord belonging to
a different chord :—
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Rure XIIL
With two notes against one, it is easier entirely to
avoid the false relation of tritone, and this facility
arises from the power to divide the bar into two
different chords.

‘Ex. 43.
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The chord of the § placed between the common
chords of E and F suffices to destroy the effect of
the false relation. The following example offers
a similar method for its avoidance :—
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Rute XIV.

In this order of ecounterpoint, whether the subject
ocenr in the upper part, or the lower, a minim rest
instead of a note may be placed in the accented part
of the first bar, provided the unaccented part consist
of a perfect concord :—
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This method is more elegant than if the two parts
commenced at the same time :—

RuLe XV,

In the first order, the disjunet movement of
a minor sixth is permitted ; iu the second order, it
should be employed ouly when the parts, by the
nature and pitch of the subjeet, approach eaeh other
too nearly, and that there would be a difficulty in
preserving their mutual distance otherwise than by
this movement. It is likewise permitted in similar
cases, as in the first order, to cross the parts—that is
to say, to let one part pass above or below the other.

All the other movements, permitted in the first
order, are retained in the present order.

Observation.—The leap of a minor sixth is here in
a measure prohibited, because this interval being more
difficult of intonation than all the other permitted inter-
vals, particularly in ascending, it becomes still more so in
this order, where notes of the smallest value occur, which
leaves less time for preparing the intonation than notes of
greater valuc.

Rore XVI.

When the snbject lies in the lower part, and that
it terminates, descending, from the second of the key
and the tonic (D Cin the key of C.) the counter-
point at the last bar but one should be (if possible)
a fifth in the accented part, and a major sixth in
the unaceented part of the bar :—

_/, Ex. 46.

H=n——t—o—|
VA
5 6 8

E=o=F==[f

&

Subject,

And when the subject lies in the npper part, the
connterpoint should be (if possible) a fifth in the
accented, and a third in the unaccented part of
the bar:—

/. Ex. 47,
Subject. |2 E =
{ =f H
J 5 o -
s = T —
be——=——1F
EIS

This rule forms a sequel to what was said respeet-
ing the two last bars of a snbject in the observations
which conelnde the portion that treats of counter-
point of the first order. (Vide p.12.)

Observations.—All the other rules of the first order
which may be nceessary to the present order, are retained
here in all their rigonr. It is therefore useless to re-cite
them, as the pupil can refer to and consnit them, or see
by the experience he has already gained, the cases in
which these rules serve to guide him.

Here follows the example of a lesson in the second or-

. der, that the pupil may perceive, at onc view, how he is

to proceed :—~—
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. Ex, 48. _{1} ; - - -
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e e e o s e A ztt::E

T e R

I~

It will be noticed in the above example, at the passage
where there is a *, that instead of placing the discord in
the unaccented part of the bar, aecording to Rule X, it
is placed in the accented portion. AsI have asserted that
this method may be employed, I have introduced it here,
expressly, for the sake of giving an example. I might
have contrived differently; but, by putting the discord in
the accented part of the bar, 1 obtain a more free and
elegant melody; and this is one of the objects which may
justify this infringement of the rule. In the coursc of
studying, the pupil will meet with other cases in which
this method may be employed. Upon going through these
examples, it will be seen how the counterpoint should
proceed, to be in conformity with all the rules, and to have
the melody easy, as well as in the style which suits with
this kind of composition.

Two-ParT COUNTERPOINT,
T'hird order— Four crotchets against one semibreve.
Rure XVII,

In this order of counterpoint, each of the two
portions of the bar,—the accented as well as the
unaccented,—are divided by two crotchets.

To be in conformity with the style of the ancient
composcrs, it i3 necessary, respecting these crotchets,
to employ, as much as possible, conjunct movement,
in preference to disjunct movement.

Rere XVIIIL

The first crotchet in the accented part of the bar
should always be a concord ; the second, the third,
and the fourth crotchet may be alternately consonant
and dissonant, provided each discord come betieen
two concords, and that the melody progress by con-
junct movement, as well ascendmg, a8 descendm"

Ex. 49.
3 ——F g e———x
Cr=—a—f——F = —d—p——s—Fo—j-
vy o4 »
5 4 8 9 6 8 9 3 4 3
&= 5 =i S o]
L 3. { P o

, destroy its effect? .

I bs)

= 1=
=

When the counterpoint is made to proceed hy
disjunct movement, the sounds whicl progress by
this movement must be all consonant —

.. Ex.50.

e S e e

3634 6 6786 3 3563 6

3 I

T
1
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s 3 oy i = — =
5+ 384 6 8658 5 87638 3
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{ Sy il e B |
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Upon examining these examples, they will be
found twice to contain the unison; this seems at
first sight a fault, but in the present order, the
unison is tolerated, on account of the slight value of
the notes,—excepting, however, at the commence-
ment of the bar.

Supplementary digression.—~When the second crotchet
of the first portion, and even of each portion, is dissonant,
the ancient contrapuntists occasional ypassed to the con-
cord by a movement of a third, ascending or descending.

/. Ex. 5l X °
¢ =S —;‘-1 = H=o—le ek
875 6 3465 3 3434 3
: "E——o—%'-g:—J;:FTG_ﬂ—o—n-—l =—F

3\11 H

q—_ﬁ::i:;:ﬁ-----.t.— EE=EE
3232 3 3434 6 3434 3

oo e o=y

= ] = i

i
n—o—'l—u—l-F---——-{—:j:s_F;'——n—E—ﬂ-H_
8739 5 8734 6 6739 5

—r-’--i‘_‘ S e e e e

By the multiplied examples of this exception to the rule
met with in classical authors, and the reiterated use made
of it by them, thereis warrant for thinking that this license
may be converted into a precept. But what end would
the present rule serve, were amethod admitted that should
Better far, that such a license should
neither be admitted nor tolerated in strict counterpoint,
These different passages from the old composers are sub-
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mitted for the inspection of the pupils, in order that they

may know what to believe, when, in examining the works
of the Classics, they come to passages where this license
has been practised. There is no tradition which transmits
the reason why these same Classics thus fanltily deviated
fiom the rule.” There is no comprehending why, instead
of doing thus :—

.. Ex. 52, s Ex. 53.
“e-m- oz ]]= they did not T%‘ZIF—“ =
E B e o | ~@ g2 A=
?ﬁ' L:E:ﬂ: srefer follow- § Xy —.'_‘.—?;ﬂ;
87566 6 ing the rule 8656 6
thus ;— -
] 1= * —Fe =
‘.E:—_—:%u: _é%é:t:ﬂ:
as in this case:—
_,. Ex. 54 \ I Ex. 55.
TSI ——[]- where they I5=F—H=
B¢ _i_—';‘-_'i:_;;—_ = might have "'_.1-_';%0—_5;
3434 3 done thus : 3443 38
H g == 9_—E§

In this latter example are two discords which sneceed
each other, and which brave the rule; but it is permitted
in certain cases to use them thus, provided these discords
succeed each other by conjunct movement: occasionally,
similar passages will be met with, where it is necessary to
introduce two discords in succession. To return to what
has been said above, there is no reason which may excuse
the classies for having employed discords by disjunct
movement, if it be not that, for the sake of greater variety,
and in consideration of the small value of crotchets, they
caused the discord to leap by the interval of a third, which
is the smallest,—with the exception of a second,—and
consequently easier of intonation.

Rute XIX.

Neither a single crotehet, nor two, nor sometimes
even three crotehets in two-part counterpoint, avail
to save two fifths or two octaves ; although in certain
cases, contrary movement is employed, or a leap
greater than a third.

Example of a crotchet.

notes, and of the short time which the voiee has to
prepare for assuring the intomation of harsh
intervals.

The interval of tritone must also be avoided as
hard of intonation, and as disagreeable to the ear;
even when it can be reached by filling in with con-
juuct sonnds, ascending or descending.

Ex. 57,
__ Tritone. Tritone.

22— =% T——-a—3
G =t
\hars& l\mrsh.

~ N/

pu— T—F
: > 1 I
. By & ¢
ol 1 T

=2

Y
_ Tritone. “TIritone. [ Tritone.} /Tritone.”
A e e
—e—"v i T ——imeit——e % e j e T ] e
harsh, harsh harsh. harsh.
\ / \

[©©] —=—— Tt 3 ———]0o “
e 2 o | = j_
Y

The harshness of these passages arises from the
circumstance, that the B and the I always oceur at
the extremes of pitch in the lower or upper points of
the melody; and as the extreme sounds make more
immediate appeal to the car than the intervening
sounds, it follows that the ear, in the cases here
shown, is sensible of the harshness of the tritone,
while the other sonnds can neither totally efface it,
nor cven effectnally dissipate it.

There are cascs where the tritone, ascending or
deseending by gradnal notes, may be introduced,
without the objection denoted in the above example.
It is when the two sounds which form the interval
of tritone, (o not occur at the two extremities of the
melody, and arc thns contained in a series of
conjunct sounds.

_ Ex. 56. , ) /ﬁ,‘lEx. §8. - / Eri!une. \ _ -

7 —& = —3= == F—p—" a—p——J—i—g—F=3 »—

. .;g?‘trﬁtﬁ:ﬁ_:j:;ﬁi‘:—::—;iiﬂﬁ_. :i':fﬁ L= " —e—a —tg—e—t+—

o —o s not harsh.

8 8 5 5
/ \ / \

-—— 1 | — 1 mn= Ar r

5 3 3 == | |& o=t —n—|

N Fault. Fault. ~

Example of two crotchets. -

/—gj — ,p¥ 0 === === A f Tritone. \_’

G e e | (A e e
5 8 5 5 : :."-- —e T — =
| \ \ \ Rmut harsh./

T — :
e e e
3 3 = —— o ] t —F H=
Fault. Fault, =— = e ] |
Example of three crotchets. ~ -

o)
7 T
1

- = — =
[C=EEEsEsss e |
8 8 5 5
A\ \ \
—
~ Fault. " Fault.
Reve XX

If in the preceding orders of the two-part counter-
point, leaps of a major sixth, or minor sixth, and
those of a tritone and of a false fifth have been pro-
Libited, they are still more strictly forbidden in the
present order, on account of the slight value of the

\

=II:

1t will be seen by these two examples, that the
tritone is concealed between the two extreme
sounds, with very softened effect ; and that by this
means the disagrecable impression it produces, is far
less perceptible, if it be not altogether destroyed.

Ruwe XXI.

In this order of connterpoint, in the same way as
in the preceding order, a rest at the first bar of the
part which forms the counterpoint, may be used;
this rest will be of no longer duration than a crotchet,
and the note which follows it must be a concord.
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Ex. §9.

Rt - r : =
Gt — |5
.j L > _;l_ il &>
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Cre—g——u—rrem =
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Rure XXIIL

Tn the bar before the last, the first crotchet of the
counterpoint should be a third, if possible. If the
counterpoint le in the upper part, it will ascend by
degrees to the octave or unison of thelast bar; andif
the counterpoint lie in the lower part, it will descend
by an interval of a third, again to ascend by degrees
to the octave or unison of the last bar.

F/9 Ex. 60. . !
=T e S S
2 8 3 8 3 Unison
: T T et it e Ean # o
O o e
=

This rule is not stringent; and another method
may be pursued when the subject is so constructed
as not of necessity to demand this procedure,

In concluding this present order, a model of four
crotchets against a semibreve is subjoined.

_/ Ex. 61,
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Two-parT CoUNTERTOINT.
Fourth order— On syncopation.
Rure XXIIL )

This order of counterpoint allows of two minims
only against a semibreve. By syncopation, is meant,
a semibreve of which the first half occurs in the
unaccented part of a bar, and the other half in the
accented part of the following bar.

—n Ex.'62. N S =~ S
=== |G rREelbEE
or | syncop. THid. Ibid.

- ---L~F~ ) '-o-,,_._ PP

- RoLe XXIV.

Syncopation should always have a concori at the
unaccented part of the bar, while the accented may
be either a concord or a discord, at pleasure. 1f
the accented portion be a concord, the composer is
at liberty to malke the melody progress by degree,
or by interval.

_ Ex. 63. o~ —~ - ~__n
3 - A7 e o—1— = LI ‘_E O—t—=H:
= F — L3 | S 1 =1 H
- I o [ i2 fw. a
6 3 8 3 6 3 8 3 6
@ T <—F F— ] H=
X I 1 <> - ¥ r e} 11
73—t 1 — t H
5N
_ A~ —_ —
i | T ——— =
HE= o=-—o—r——n——P—t—p-——0]
{‘ — { 1 T 11 L L 11
6 5 6 5 6 5 6
:ig '[ [ T 1T
s > t P=d E 3 t—"_—— -
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If the accented portion be a discord, the melody
must . descend by degree upon a concord, and not
otherwise. This is called resolving a discord,—as
the pupil must be aware, if he have studied harmony.

_ Ex. 64. o~

Fa = /\ J.
Gy

!
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3 7 6 7 6 7 6 8
e O — T — T H=
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RuoLe XXV,
Discords on the accented portion must be prepared
by a concord, and resolved, also, by another concord.
Ex. G5.

-{# 2. £ 2
o —
Concord of Discord. Concord of
preparation. resolution.
‘;ll< - —— ‘l[ & 2 ﬁ
fa————— =E

In a succession of dissonant syncopation on the
accented part of the bar, the concord of resolution
naturally becomes the concord of preparation to the
discord that follows it.

Ex. 66.
=2 d+n-_o/-_—|:p _— ~— r
Y ~t Fot—— ¢ oI

i et e t
Preparation Disc. Resolution Disc. Resolntion. Disc. Resolntion.
Preparation. Preparation,

F > s ) r
rod I
E i 2 5
2 £ [ 2

These discords are only suspensions of the con-
cords ; since by leaving out the discord in eaeh bar
of the preceding example, this progression becowes
no other than a succession of concords.

HiT

>

Ex. 67. -

—_— 2 —— f— —_—— — [ B ] | I
e
3 8 6 6 8

F [ > { T g
<> :L t o] ’E E [ o] IE P §

It will at once be perceived, therefore, by this

; means, upon what concord a diseord should bo

I
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resolved ; consequently, it is prohibited to make
a succession of seconds resolved upon the unison, or
a snuceession of ninths resolved npon the octave.

Ex. Gu
Ter—— .___l)_ _D_
lﬂf =2 3-‘4"—"4]?7 ezt
3 2 Unison 2Umson 3 9 8 9 8
E—o—[———u——{»—r)——-ﬂ -O—E—(I—E—o

By leaving out the discord in each bar of these
examples, there will be a succession of unisons, as
regards the seconds, and a snccession of octaves; as
re<mrds the ninths.
Ex. 69.

Femg s e s =

8 Unison Unison

%—O‘H):F_ ():H&-— ‘,-E_U~E—o_—i£

The same prohibition exists, when the counter-
point lies in the lower part, and when it might
be believed that such suecessions could be employed.
As a consequence of this precept, successions of
discords, such as these in the following example,
must not be introduced :—
_/ Ex. 70.

15

RS e
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By leaving out tho syncopation, a prohibited suc-
cession of concords appear :—

Ex. 71.
- : o o
e e F : F i
— =T < 1 e H
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S —F—*7 t—< b E H-
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Without nsing discords, the danger of making suc-
eessive octaves, as well as fifths, may be incurred :—
Fx. 72.

Tt will be seen, in short, that in order to ascertain
whether all the preseribed laws of this order are
fulfilled without committing a single fanlt, there is
nothing needful but to leave out the syncopation in
each Dbar, which affords complete proof.

RoLE XXV
In two-part eounterpoint of the present order, it
is necessary, as much as possible, to abstain from
employing the discords of the fourth and the ninth.
That of the seventh is preferable to these, when the

counterpoint lies in the npper part ; and that of the
second, when the counterpoint lies in the lower part.

RuLe XXVIIL

The law of synecopation shonld be observed in
cach bar. If, however, this constraint render the
melody not easy to be sustained at a mediunm piteh,
and that the syncopation carries it too much above,
or too much below; or if it induee similar phrases
too nearly allied; or, in short, if it involve the
introduetion of passages too perplexing ;—then,
syncopation must be deferred for one, or two bars,
at most. This expedient should be employed ouly
after all possible mathods of syncopation have been
tried in vain.

Rore XXVIIL

In this order, at the last bar bhut one, the syncopa-
tion of the seventh should invariably be introduced,
when the counterpoint lies in the upper part; and

the syncopation of the second, when the counterpoint
lies in the lower part.

Ex. 74
o Jui =
:.( ,,-‘ ”_"_F_

S
F==a: tﬁt‘—z =

Rure XXIX.

As instaneed in counterpoint of two minims
against a semibreve, so in the order now under dis-

]
&
@

Subj(’ct.

Fx. 73

r./ cussion, a half rest at the first bar, may be employed,
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Two-PART COUNTERPOINT.

Fifth order—florid counterpoint.

This order is one composed of the four preceding
orders, employed alternately in the part which
forms the counterpoint; and in addition to the
characters of notation already recognized, quavers
and dotted minims are ineluded.

Rure XXX,

Quavers should suceeed cach other by conjunct
movewnent, and rarely by disjunct movement. In
order to follow the style of the ancient composers,
no more than two quavers should be placed in each
bar. These gnavers mnst never oceur in the first
half of a sub-division, but in the second.

Ex. 76.
J"tE

=g -
——
:_gz:__.__._c._;c £
If four quavers be employed in a bar, they should
be distributed between the two latter halves of each
sub-division, and not follow each other consecutivcly.

Ex. 77,
et R e

In general, itis well to use this eharacter sparingly,
and not to mu]tlply quavers too much; else, the
counterpoint becomes too jumping, and uncongemal
with thie style appropriate to this kind of composition.
Otherwise, quavers are subject to the same laws that
govern crotchets, as regard passing discords, Tt will
be scen, hercafter, how they are to be employed with
respect to prepared diseords.

Rure XXXI.

Care should be taken to give as much elegance as
possible to the melody, without, however, perverting,
as has been already said, the scvere character of the
style which distinguishes striet connterpoint. It
will not be out of place, to repeat here, that contrary
and oblique movement—and conseqnent]v synco-
pativn—are the best weans to employ for ensuring

It is likewise essen-

ND FUGUEL. 19

admitted characters of notation, they should be
interspersed with taet, in order that a too frequent
recurrence of the same forms may be avoided.

Rurr XXXII,

The dot serves as a diminution to the semibreve,
inasmuch as it converts it first into a dotted minim,
and then into a crotchet, or two quavers.

First diminution Second diminution
or variation. or variation.

=rof Gt

Ex. 78,
Simple aspect.

Diminutions or variations of this kind, may also
oceur in syncopations, and by their means, the dura-
tion of the discords is lessened. "These dnmnntlons
give much grace to the melody.

Ex. 79.
_~, Simple aspect.  1st Variation. 2nd Var. =~ 3rd Var.
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3rd Var. 4th Var. 3th Var. fth Var.
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Rore XXXIIIT,,

The counterpoint, in this order, is subject,— with
respect to the last bar but one —to the same rule as
in the preceding order; Rule XXVIII should there-
fore be consulted, where mention is also made of the
first bar, which should be similarly treated in florid
counterpoint.

Example of a lesson in the present order.

_/ Ex. 80.
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TurEE-PART COUNTERTOINT.

First order—note against note.

Three-part counterpoint is not so strict as two-
part counterpoint. It may even be said that rigorous
strictness, belongs, in fact, only to this latter. The
severity of the rules relaxes, in proportion as the
difficulties multiply ; and these diffienlties increase
in exact ratio with the number of parts that are
made to progress together. Nevertheless, this is no
reason for entire emancipation from the severity
which marks the kind of composition in question;
for there is a wide difference hetween the facilities
granted to this kind of composition, and those which
have been assnmed in the system of modern music.

Rone XXXIV.

In this order of connterpoint, the harmony should
be complete in each bar, as often as may be, without
rendering the melody too disjointed, and consequently
too difficult. It will therefore sometimes be neeces-
sary, instead of always emplaying complete chords,
to snppress a note of a chord, and double one of
those that remain, in order to obtain a more flowing
melody in the parts, and at-the same time more
variety of effeet,—a variety which is produced by
the mixture of complete chords and incomplete
chords.

| s— & } P )
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Ex. 81.
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Each Thord “of this example is compléte; but
althongh the parts sing tolerably well, they sing still
better in the following example, where the chords
are not complete throughont :—

_» Ex.82.

== ooy
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Example 82, less complete than example 81, ir,
for that very reason, more easy as well as more
elegant,

° Roe XXXV,

The first bar should, generally speaking, consist
of the common chord ; it may, however, happen,—
on account of the diapason or compass of the voiees,
or else on account of the bar which follows—that

. . 5
instead of employing the common chord thus,§,
. . 3

it may be necessary to use it thns, 3, and even to

In such
forms of usage may be

curtail it of some one of its members.
a case, the following

8 8

adopted : as 3or§ord ordor z?; this latter, from

offering throughout the same sound, produces tho
same effect as the unison. It is permitted to com-
mence in this manner.

As to employing the eommon chord in the last

Dbar, these are the forms to be adopted : % or ?or?l;

or or‘?, as much as may be possible; but it i3

frequently difficult, and sometimes even impossible,
to employ either of these forms when the subject
lies in the lower part; and in this case, the third
and the octave must be used to conelnde with. The
ancient composers nsually finished with the major
third, whatever might be the nature of the principal
key; and they gave as a reason, that the minor
third being more imperfect than the major third, the
latter was preferable to conclude with.
Rure XXXVI.

The parts should be preserved at a suitalle
distance: from one another, but the nearer they
approach, the better will be the effect they produce.
There are cases where this rule admits of exceptions;
but the endeavour should be to use them rarely, and
80 to manage as to avoid their neeessity, unless this
is absolutely impaossible. In order to facilitate the
means of observing this rule, it is permitted, in
a diffienlt position, to make one of the upper parts
pass below an under part.

Rute XXXVII

It is prohibited, in three-part counterpoint, as in
two-part counterpoint, to make concesled fifths or
octaves either between the two extreme parts, or
between the intermediate part and one of the two
other parts.

It is allowable, but very rarely, to deviate from
this rule (as regards the intermediate part alone) in
a case where the strict observance of this prohibition
would impede the progress of the two other parts, or
give rise to some still greater objection in the
following bar.

There is no exception, as regards the extreme
parts with each other.

Qbservation.~—It is useless to mention here the rule
whieh prohibits the two fifthsandtwo octaves in succes-
sion, since this rule applies to all kinds of composition.

In like manner, the prohibition against the introduc-
tion of two concealed fifths or octaves between the two
‘extreme parts, halds good likewise in all kinds of strict
composition.
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Ruine XXXVIIL — e —
. e o2 e ——F-> —F
In the cmployment of inecomplete chords, the Subject. %“Tﬁit : t S £
third or the sixth must not be heard in two parts at . o o
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ployment of ineomplete chords on account of their
perfeetion. This rule, nevertheless, is subject to | [ig o : n
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which, for the eake of good harmony, and in order | |, :
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to avoid important faults, the doubling of imperfect * ; g ottt =
concords is allowed, if all means of managing other- I S ] .
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Rue XXXIX. e e e e e
: . I I t £ t : H=
The upper parts should never form fourths with s
the lower part; consequently, the chord of the i =z ——f———t—a—p-
fourth and sixth must never be employed. A fourth | I —t t t-@—t—"—t t HZ

between the intermediate part and the upper part is
tolerated, as, for example, in the chord $ orin the
inecomplete common chord, according to this form,g
as it may be employed in the first bar and in the
last bar.

RuLe XL.

The chord should always be complete in the last
bar but one.

In conclusion, an cxample of a lesson in three
parts, of this order, is hera presented to the view of
the student :—

Ex. 84.
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TuREE-PART CoUNTERPOINT.
Second order—two minims against a semibreve.

Rurz XLI.

"This order of counterpoint is subject to the same
laws as the seccond order of two-part eounterpoint ;
with this difference, however, that under favor of the
two minims sustained by the eomplete common
chord, two fifths placed each in the accented part of
the bar may be saved, as indicated by the following
cxample :—

_ Ex. §5.

10 r o J T —fnN=

1 — =

— =

e =

i —o——a—{—
5 3 5

(=% I

= t ~Z——H—=

5N

The melody of the middle part, which would be
prohibited in two parts, is here tolerated, on aceount
of the higher part, the harmony of which conceals
the defeet of that in the middle part. This license
is not admitted in the extreme parts, and although
tolerated in the middle part, it should not be abused,
but should be taken advantage of in the most difficult

_predicaments alone.
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RuLe XL1L
The two minims against one semibreve, should be
placed in each bar in one single part only at a time;
the two other parts should eontain only semibreves.
_ Ex. 86,
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Rure XLIIL
Douliling the third at the accented part of the bar,
shonld be avoided ; this prohibition does not hold
good in the unaccented part, where the third may

be doubled.
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third upon the aceented part of the bar is unavoid-
able; Lt these cases are—or shonld be— extremely
rare.

Subhject.
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RoLe XLIV.

A unison upon the accented part of the har
is only permitted, when it is actnally impossible to
contrive otherwise ; it is allowed at the first and the
last bar. It is tolerated, upon the unaccented

portion.
_ Ex. 88, "
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T1SLE ON

Rrre XLV,
The part which introduees the two minims,
! should commence on the unaccented part ol the bar;
the accented portion will be oceupied by a hull-rest,
—it Leing more elegant to commence thus :—
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Rowe XLVL

TWhether in the present order, or in those which
follow, it is allowed—as was remarked in the pre-
ceding order—on occasions of emergency, to cross
the parts; viz: to cause the upper part to pass
below the lower. At the same time, the power to
do this, is only granted for the space of oune or two
bars at the utmost.

Rewe XLVIL
It has been prohibited, in the seeond order of
two-part counterpoint, to strike the same sound
twice in the part introducing the two minims. "T'his
prohibition holds good in the present order; although
this rnle is subject to exception, and the exception
is even authorised by the example of classical
authors. The exception affects the last bar but one
—aund no other; it is intended to obviate the objec-
. tionable points which might arise out of the natuce
of the given subject—as in the following example :—
_  Ex.90.
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Counterpoint eonstrueted in the manner shown in
these two examples offers on the one hand,* the
unison upon the accented part of the bar with the
upper part, and on the other hand, the same objee-
tion * * with the lower part.  In order to avoid these
defects, here are two other examples which get rid
of these objectionable points, at the same time
fulfilling all the preseribed rules :—

Ex. 91.
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et e ],

In this way, by taking advantage of the exception
just cited, the objectionable points which occur in
the preeeding examples are avoided ; and since there
exists no express law to prohibit syneopation in this
order, it may be introduced without reprehension,
* Provided it be employed no where else than in the
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last bar but one. At the same time, if this discord
can be digpensed with, it should not be nsed. 'The
following examples serve to show that there are
many oceasions where it is very easy to avoid
syncopation in the last bar but one.

Ex. 92.
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There are other metheds, not indicated here,
which are left to the pupil’s own discovery.

Model of & lesson in the present order.
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Third order—four crotchets against a semibrece.

All that has been enjoined in the third order of
two-part counterpoint with respeet to four erotehets,
should here be recalled. * Inthe present order, they
are affected by the same precepts.

Rure XLVIIL

It should be endeavoured, as much as pessible, to
canse the complete common chord to be heard at the
beginning of the accented part of the bar; and if no
means are to be found for this, it is indispensable to
let it be heard at the commencement of the unac-
cented portion.

Although this rule is, in some sort, of absolute
necessity, yet there are cases where it may admit of
exceptions ; since it oceasionally happens that the
complete chord can neither be introduced at the
commencament of the aceented nor the unaccented
part of the bar, and when moreover the unaccented
portion may begin with a passing discord. However
this may be, pains must be taken, if possible, to tulfil
the rule in nll its rigour.

Ex 95.
—» —r—E—‘—E—-—H—-—E—-—l—P. l]

»—

)

S R e e e e
e R |

—nyw
ll
A
L\
R
N
N
RS TR

B

<> -
3
3

SRRy
<

H

3(9—L——C='—i— et——H
>

o - o
% £ 2 =
% -l oa -l
2 2 A
% F 2 3
° g L
P Py -
ul_‘ Lo} = H—2 f ”_
i E 1 i
o .

v
I




Rowe XLIX.

In the preceding order, one single part introduced
the two minims, while the two other parts had only
semibreves ; in the present order, the sume restric-
tion must be observed with regard to the four
erotchets.

RuLe L.

Syncopation, which was allowed at the last bar
but one in the preceding order, is inadmissible in
the present one, beeause it cannot take place here,
on account of the four crotehets. Iere are several
examples of divers ways of concluding :—
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After the pupil shali have gone through these
exercises, alternately placing the erotchets in each
part, he may intersperse the preeceding order-—viz:
—by the two minims, with the present, in the man-
ner indieated in the following examples. In this
case, the part occupied by the minims commences
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In this mixture of the two orders, it is almost
impossible but that one of the two parts must be
almost eontinnally disjunet. The rigour of the rule,
therefore, must here be . dispensed with, which
eujoins the employment of conjunct movement in
preferenee to the vther.

Tureg-rart CoUNTERPOINT.
Fourth order—on syncopation.

Tn the order about to be discussed, what has been
said with reference to the analogous one, in two-part
counterpoint, must be borne in mind; sinee the
same laws serve here as a guide. It remains but to
indieate the wmanner in whieh a third part during
syncopation is to be introduced.

RuLe LI )

Tt has been already said,—and it is necessary to
repeat it here—that in the system of strict ecounter-
point among the ancients, the svneopation, or discord,
is but a suspension of the concord. On this prin-
eiple, it follows, that the syncopation does not
destroy the nature of the chord in which it is placed,
but that it merely suspends a consonant member of
that chord.  Consequently, the discord must deseend
gradually on the concord it has suspended, after
having been prepared by another eoneord, forming
part of the preceding ehord. The other parts,
therefore, should be, at the moment of the syncopa-
tion, in eoneord with the resolution of the diseord.

Example without syncopation,

~» Ex.98.
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1t is seen, by this latter example, that the two
other parts are always the same, whether the syneo-
paticn be employed, or not; and that while being
struck with the diseord, they naturally form a eon-
cord with its resolution.

Observation.—What has been said in the preceding
rule, in reference to the syncopation placed in one of the
two upper parts, equally affects the syncopation placed
in the lower part. Nevertheless, if eertain precautions be
not taken, objectionable points might arise. and such
faults a3 are about to be placed heneath view of tle pupil,
from the commission of which he mnust escape with skill
and discernment.

Suppose, for instance, a succession of syncopations,
such as this:—

First form.
s Ex. 99.
# e r—F T f T )
gt T 2 T [ F—=> F———l=
= L — 1
B ——— s aatitve—] . ] —I:—T;~——+—:—H-
) e N N TN N !
& e e e e e e e ey | =
= L2 8 L | SR S W— | - i hd
pua— | L | S — i | 141
™
Leaving out the syncopations, this second form is the result.
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According to the system that discords are but suspen-
sions of concords, the result offered by the second form is
faulty, in consequence of its presenting a succession eof
fifths, which is forbidden. Although this result is de-
fective, the first form is not so, according to the authority
of the Classies, who made no scruple of emnploying synecepa-
tions in this manner, affirming that the discord, in this
case, saves the fifths which result. It is true, that they
never employed so prolonged a succession of discords of
this sort; but however that may be, their opinion appears
to me erroneous, notwithstanding that custom has sane-
tioned it; for, on the principle that the discord is a mere
suspension of the eoncord, it should not destroy the
natnre of a ehord, it ean only suspend the effect: but
since the classics have pronounced judgment, we inust of
course submit. Not being able, therefore, to denounce
a sanctioned error, the least that can be done is to endea-
vour to use it rarely, in difficult dilemmas, and only
to take advantage of this disposal of a syncopation during
two bars at most, avoiding a longer succession of them,
The following example is in the same class with the
preceding one ; subject to the same objections, and to the
same needful precautions.

Ex. 100.
A —_ N

e

These same classical authorities, who have given their
approval to the examples of syncopation above-cited,
condenn a succession of discords in the procedure here
stated.

Ex. 101.

The move perfect concords are (in their parlance), the
less harmonious are they; and discords prepared by con-
cords, such as the octave or the unison, cannot save the
objectionable poiut which is the result. This objectionable
point is striking ; since, by leaving out the syncopations of
example 101, there will be a succession of octaves between
the two extreme parts.

Ex.102.
—6 I : -
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The amount of all this, is, that discords, according to
the Classics, and notwithstanding the severity of this kind
of composition, may save consecutive fifths, but they
never can save cotscculive oetaves., -
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In this order, all the diseords may be employed;
viz : —the discord of the second ; that of the fourth ;
that of the scventh ; and that of the ninth.

The discord of the second should be accompanied
by the perfeet fourth; and can oceur only in the
lowest part.

. Ex.108.
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There are cases, where the discord of the second
may e accompanied by the fifth; this manner is
even more in conformity with the true principles of
strict counterpoint, which prohibits, in some neasure,

A TREATISE ON

Rure LIII.

When by the nature of the given subjeet, by tho
progression of the harmony, or by the disposal and
manner of singing the parts, it would be impogsible
to syncopate, either with the discord, or withont the
diseord, without falling into reprehensible defects,
syncopation may be dispensed with altogether, or
a half-rest in the middle of the piece, and even an
entire rest at the commencement, may be adopted.

sl EX.108.
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- It is known that discords must be prepared, and
é resolved, by concords. There arc circumstances,
, ~~ however, where a discord can Dbe prepared and
= —s———: ¢ - .
‘ﬂ:g_—‘—- o3—e—n— 2=f=Z—p—]f | resolved by another discord.
1 b ¥ I + o 1§ — i [ § Jony hd
o -, Ex. ‘09"\- ~ b
The discord of the fourth should be accompanied | [FRA==prp=p-Fo—5=F ,j:a:i:;_..n_ E
by the fifth; and this discord may occur in the | | =t S ===
middle part, or in the higher part. - — - _
E — > e ——— — iz
_ Ex. 108, o —~ , o ——cr—t E F=o—t—o—
H=— o —F >—H] ——n—f—D
= ==le=—r=r== | |u : .
had 5 %_ o éﬁ;—' —H)—i-'—r)——i'—n—'?—““ —1=
5 1 3 — —F £ F—o—||3;
} 1 «> 5 — . .
2 — O —— i ——f—* = These combinations can only take place when the
tr o | § o’ E 2~ ”‘ 3 : 3
] o] lower part sustains the saine sound during several
=

The discord of the seventh shonld be accompanied
by the third, and resolved upon the sixth; it can
only occur in either of the two upper parts.

S EX 106, —

bars in suceession ; and provided the first discord *
be prepared by a concord, and the last discord * * be
resolved by another concord; all which oceurs
between those two extremities may be cither con-
cord or discord, alternately, without following the

= —t—o—5—| -—Ff fI= | prescribed rules, upon condition, however, that the
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admit of it, the discord of the seventh, when the
subject lies in the lower part; the diseord of the
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Here is the exaniple of alesson, whiel may serve as a model to the pupil, when he essays the present drder :—-
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Aftm' the pupil has gone throngh this exereise, he may mingle the gecond and third order with the present,
by placing the sulject alternatelv, in each part, and adopting either of the other two orders for the other
two parts,
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TurReE-PART COUNTERPOINT.
Fifth order—florid counterpoint.

It is superfluous to add fresh rules to the present
order, since it is composed of all the others; there-
fore, all which has been hitherto said, must serve as
the basis for treating of florid counterpoint. I will
merely give a model of this order,—with the remark,
that after having gone through the exercise accord-
ing to the manner denoted in the following example,
the pupil may mingle the second order with the
fifth, and then introduee florid counterpoint into
those parts which do not form the given subject.

Plorid counterpoint in one part.
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Example of the 2ud order of combined florid counterpoint.
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Example of florid counterpoint in two parts.
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A TREATISE ON

I'our-pant COUNTERPOINT.
First order—note against note.

If the rules of three-part eounterpoint are not so
gevere as those of two-part counterpoint, there is yet
greater reason why they are still less rigid with
respect to the counterpoint now in question; and
relative to which, there will be found, even among
the wnost classical composers (particularly in PaLEs-
TRix4), such instances as might seem at first sight,
aetnal faults, or, at least, too great licenses; but the
different diffieult positions in which these passages
ocenr, and the frequent use these masters have made
of them, prove that these passages are only thus ar-
ranged, under favour of an abatement of severity in
the rules; which abatement, as has been observed,
accrues in proportion with the increased number of
parts: thus, these examples, which at first sight
appear faulty, eventually pass into authoritics.

Rure LVI
The chords of % and of ‘E being composed of three

members only, it is necessary to double one of these
members in four-part counterpoint ; thus in the chord
:i all its members may be doubled alternately, accord-
ing to the position of the parts, but the octave and
the third should be doubled more frequently than
the unison or the fifth. If one or other of these
chords be employed when incomplete—iwhich is
permitted, and which is often indispensably necessary
—it is then requisite to double two of them, or triple
one of them, an expedient to which recourse should
be had only in perplexing situations.

Observation.—~The employment of the unison in_ the
present order, should be avoided as much as yossible,
especially between the npper parts, where, however, it is
sometimes tolerated. It 1s permitted between the two
under parts, provided this permission be not abused, and
that it be employed only after having attempted ever
means of avoiding it. It is open to no reproach, with
{egard to all the parts in the first bar, as well as in the
ast.

In the same way, all the members of the chord b
may be doubled; but the preference should be given
to doubling the third, rather than the others. Ix-
perience, and the application of this rule, will instruet
the pupil low to select with taste the member of
each chord which it will be most advisable to double.

Observation."~1It would be difficult to assign a positive
reason for the preference to be given towards one mem-
ber of a chord rather than to another, in doubling it.
It seems, however, that by doubling the third more
frequently than the other concords, a more harmonious
combination is attained, and that a considerate ehoice in
these doublings, imparts more or less elegance and natural
grace to the melody of each part, besides leading to the
avoidance of defective procedure between one part and
another,
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Exampics of different aspects of the common chord, and of tho chord of the sixth complcte; or incomplete by doubling one of thelr members.

These two chords will have more or fewer different
aspects, according to the pitch of the note in the un-
It is for this reason, and because of the
particular movement in each part, that there is a dif-
ficulty in employing the complete chord in-each bar.
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ther too distant from

especially towards the nnder pqrt
employment should be avoided, as much as posslblo

_ >~ 8 8 5 8 — 8 5 3 3 3
& — __.H_ = === —_fO-
s § _:_.j.—_o_u = f e —f——l——1Iiz %—oﬂﬂ—o =M=
zs 5 8 3 5 g 5 3 3 5 2 ﬂ_f
=§ F——i—a—7—e—jJ <> = = I—a—f—o—] . = :.; = E"O =
"-z‘: }%n:‘ﬁ ek )] ﬁ—:ﬂ: .:é’,, 3‘?}: r>—1i 1 ) = ,g 1'v"IJ—‘H —f——H-
23 Octave ] =
ES. 4, 93 . 5 and uniso;. ‘Si_ - 3 3 5 3 = N 3 5 5
£x == I o HY a7 T —<—hg= 2 1 b)) —f=
e e ==t
@3 is permitted 2 g
b 1 inthizcase. - 1 1 1 5 1 1 1
B iy -
1) FSUT——— | S—— —TT——n—\-of- i T ) 2]
5 @—aﬁj—{dm:g:nzﬂ— %—n—ﬁ——n—ﬁm— —a— ?;:aﬂ:a:ﬁ:a:ﬁ:
_ 8 8 o s 8 8 3
H] — :_ rr— —— S A==
& ﬂ === 1 ”% H— = ===
2 toleirated > polétated 2
: unisen unison, =
g2 8 38 3 8 5 5 g 8 8 3
-5 lmg= — 7 Y T—<—n b —— —e—Jl—oe—H-
EE j,%‘:(—):ﬂ_o—ﬂ _e;gﬂﬁ_f ﬁ—(} === =—l= BT =<2 1 u’:
<% £5
o 3 8 8 1 1 5 8 23 3 3 8
£9 —— —n— et et p—— — g ° 1 T n
gé : —:41"‘(1 ﬁ e ﬁ ()—_ﬂi —E % ”J = UH: '; —= —ﬂE
i R e, en Rt = PeTes
e 1 1 1 ., 1 1 1 o & 1 1 o
=] OR 1T 7 1T 1 ) T T A= S N ——= =R=
S L?:xﬂ:o:ﬁm:ﬂm:ﬁ:mﬁ:a:ﬁ:ﬂ:ﬁj}:ﬂ; g %m:ﬂ::a::ﬂ%a:n:
2 . 8 5 8 8 3 6 8 3 8 6
> 7z 1] fi= g —— ~2— B o t— =
z {‘Ii}—:ﬂ—o—ﬂ == < === G=o=i—o= ===
o £ tolerate
E 5 ‘ s . P ;S 6 ] 3 (3) ,5; ) um:;;on. 3
S ;i .. n—<—n— B — e —=22—= =) . — P —y .
== Ll e
e 3 T tolerated 221" = G o t—=
2a unison. EL =
= N T efl, 8 ¢ 8 et S 3
| eaaa=E s i%o—uu o e e
g :3 z
3 1 1 1 & 1 1 1 1 1 1 1
z _C\@E-_—Eg:a:g:a:i e e e ;@_:sﬂrizﬁ—:ezﬂé
~
-/ 6 6 3 o 3 8 2 — 6
—£r = "‘? T ro ! A= ~ —_———n=
%:—— _()—:ﬂ——- -_H— a3 #— i i H= = %:— =
<Y T2 S
s 6 3 6 2% 8 3 3 % 8
% b — = i E e s e e e 2 "=z
s #},T 2—4 4 fl 2 3 # H £ =
3], 3 6 6 =3 3 3 8 5 6
3 —_— BE T I «<—n= s |EF—e—
E L%_Tn:ﬂ:():ﬁloznz 25 (== = H: E —<—l=
= -2 2
F 1 1 1 ZE 1 1 1 < 1
< = K <

Ruie LVIIL
Tt should be so contrived, that the parts are nei-

nor too near—
above all, the

one another,
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of scveral successive thirds between the tenor and
the bass. Indeavour must be made, to keep the
parts at a medium and appropriate distance from
cach other.

Observation.—When the parts are too nearly bronght
together towards the under part, they produce a dull and
heavy effect; when they are too much dispersed, by
being too distant from each other, the effect produced is
feeble and indefinite.

Rure LVIIIL

As was done in two-part and three-part counter-
poiut, so in the present order, from time to time,
may be done—especially when the case absolutely
requires it—with regard to allowing an upper part
to pass below an under part, for the space of two or
three bars at the utmost. This method may effect
the avoidance of many faults, and may induce an
casy melody in the parts.

Ruwe LIX.

Two octaves, and two fifths, in succession, by direet
movement, are invariably prohibited between any of
the parts. But two fifths are tolerated, by contrary
movement in the three upper parts between each
other, and in the two middle parts with the bass.
They are sometimes tolerated between the two ex-
treme parts, but the permission must not be abnsed ;
it is when other means have been in vain attempted,
that they may be employed.

Rere LX.

1t is permitted to pass to a perfect coneord by
direct movement in the two middle parts between
cach other, and in these same parts rclatively to the
soprano and to the bass. This permission does not
extend to the two extreme parts, unless its exercise
is alwolutely needful to avoid the commission of
a greater lault,

A TREATISE ON

Rure LXI.

The complete common chord should be employed
at the first bar; but if this restriction prevent the
obtaining an undefective flow of melody in all the
parts, when passing to the second bar, and even te
the third, it would not be wrong to commence with
the incomplete chord. This permission may even
be extended to the employment of the same sound
in all the parts. with the understanding, however,
that this method shall better suit the procedure of
the parts, with respect to what fullows.

Examples of this latter disposal.
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All that has been just said may serve also to esta-
blish the relation of the last bar with the one that
precedes it, and with the one which comes before
that; and the examples above-cited may be so applied.

Observation—DBy the aid of the rules in this order,
and with the assistanee of the precepts set forth in two-
ﬁart and three-part counterpoint, the pupil may, after

aving gone through the exercises in the first order,

proceed to the second, and then to the third, without
need of additional rules. By examining the following
examples, it will readily be perceived, that all which has
been hitherto said, respecting the three first orders, is
quite sufficient.

Example in four parts.—Note against note.
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Example in four parts—four crotchets against a semibreve,
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After having studied thesc three orders, by placing the given subjeet in each of the parts alternately,
the pupil may “set himself the task of min. sling these three orders together, after the method indicated in
the following example :—

-
— ) —f=
T

e

_—-—[——()—[— V'S Sy :)——5() E

S e
e o R e
e e e e e e S e e
e e il

Subject.

e e

Four-PaRT CoUNTERPOINT.
Fourth order—on syncopation.

Besides the established rules for syncopation in
two-part and three-part counterpoint, and which
should serve as a guide in the present order, there
are other preeepts and injunctions to be added to
those which have been herctofore laid down with
regard to syncopation.

Rure LXIL
In the first place, the chord should always be
complete in a bar, either when the syncopation forms
a digcord, or a concord; in the latter case, if the
eliord be not complete on the accented part of the
bar, it must nccessarily be so on the unaccented
pottion.

RuLe LXIII.

All the discords may be employed;
manner, is here seen :—
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Observation.—It was said in rule LXII. that the chord
should he complete, when the syncopation formsa discord; [ —f———F f == HE
and upon examining the preceding examples, it will L {t . = t

appear, at first, that the chords are not complete at the
moment of the oceurrence of the discord; nevertheless,
they are so, if it be remembered that discords are merely
suspensions of concords. According to that, the discord
need only he left out, and the resolution substituted, in
order to make it clear that the chord is complete upon
the accented part of each bar.

Extension of the rule.—It has just been secn in what
manner discords should be introduced into four parts, by
letting there be but one chord in a bar; there will now
be shown anotlier manner of accompanying them, which
necessarily produces two chords in a bar, and which
sometimes alters the resolution of the discord, by causing
it to descend upon another interval than that upon which
it is usually resolved.

Employment of the fourth. Employment of

Inversion of the parts. Inversion of the parts.
N

Y==rrr—mnpi=r e

@ e 1 1 ‘& b— 4 3 =1 (s4 I S—— Iz
et e Lo =
=S

—n Employment of the second. Inversion.

G=——f=o—t e P EF

—

——x—yr —r>—y T -
t H t I {——
ﬂ# t i : it 3 H
&
s T 20
H f-or—E-H Feo—f——=—3——}F
pi¥a i (8 T s H
& — t 1 !

~ * P S

the scventh.
_ 1. Ex. 10 2. A; — ~ o
F_—:i:’ —ﬂ 7 I e Jemp— #—n— . _"l’ﬂf
i 1. a_u —: " § g-iir\u' --L JFZE—() e -//‘ - 7 o . — > — -
[V A K4 ' - '.(:r,—Eo n:ﬁ:xt:,!_[—ﬁ'-v— Eﬁ—ﬁ—;gaiﬂ
—— 2 = v o =" -
D:Fﬂ)_(,:ﬂ ] et St o
| S o s w1 1+ —ts T Er; = 2P — O - = dp—
1 I n)nida —t s o 3Pq: - 14 e i é:F_ Q—E__O:H
& ED F i3 I f = —

o

S e e e |

= rplapr o eatoa
= . .
ag



24

These cxamples include two kinds of discords; one of
which kinds are always suspensions, but the concord
upon which the suspension is resolved belongs to a chord
whieh is not that upon which the suspension occurs, as
in the examples marked 1 and 2. The others are not
suspensions, they are discords introduced into the chord,
and which form part of it, as in examples A, B. C.  Thus
those composite chords are obtained, calted chord of the
dominant seventh, of the seventh, of the second, &c. By
these different examples, it is seen, that the discord of
the fourth may be resolved upon the fifth, or upon the
sixth ; that the seventh may be resolved upon the sixth,
or upon the third and the fifth conjointly; that the dis-
cord of the ninth is resolved upon the octave or upon the
third, or upon the sixth; and that, lastly, the discord of
the second may be accompanied either by the fourth
alone, either perfect or superfluous, or by the fourth and
sixth at the same time.

It should be remembered what has been said in Rule
LIV. respecting the manncr of introducing discords upon
a sustaincd sound in the under part called a Pedal. It
shall be reverted to here, as a reminder that they may
be introduccd nearly in the same way in four parts;
the fourth part which supervenes, occasioning no differ-
ence, in what has been said.

Former example.

e Ex Bl o> /r\ 4= —r— ot
e e
A\"4 | T 1t T —uz
< ~— ~—~
WF T p (&) T T o
*B: Zr % T L __i_._(J_.__g-
= | : — -
) ¥ 4 I T L =
o
- o> J—
=== =k
__— ) o (o i kI =
—_—— ——
0 (o] ( r o) T [ & S el & M wvws & Jmmae { i
= ——— = E t it}
; = t b=
Latter example.
./J\ ]
7 T 1T r 1 g
G——o—o=F F : HE
B & I 2 c—=<2 >—=H:
v
=== c—-%Z F—c2» F—z> o =
- 1 pr— | T T A E i § b
L | i i . L 14
.53
P2 Lt
b e e e e T
% = te et —F z
e ———
m—— o J C OF y = TI T2 I B=
===t F—=——F F=o—|
—C C L C —uz
N

By leaving out the pedal from these two examples, it
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The use of the imperfect fifth is also
vided it be introduced thus : —

permitted, pro-
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It might be thought, at first sight, that all these com-
binations are inadmissible in the present order, since, in
imitation of the same order in two-part and three-part
counterpoint, minims should not be employed here ex-
cepting in the part where the syncopations occur, while
the other three parts should have but one semibreve in
cach bar; but in this order of four-part counterpoint, it
is allowed, when the case requires it, to substitute occa-
sionally two minims for the semibreve, in the parts which
do not forin the given subject. This mcthod may be
employed for dissonant syncopations, as well as for con-
sonant syncopations, therefore, by the help of this per-
mission, it is possible to introduce discords whenever they
may occur, in the manner pointed out in the preceding
examples, and thus easily escape from some cmbarrassing
passages. These means should however he employed
with reserve, and withont abuse of the permission. The
example of a given subject, accompanied by three other
parts, will show the proper mode of operation as regards
the present order.

Quoted from Fuchs.
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COUNTERPOINT AND FUGUE.

As may be scen by this example, the two minims substituted for a semlbreve, are not prodigally used; and this
must be observed, in order to become accustomed to overcome the difliculties of having only setnibreves in all the
parts, exceptingin that which contains the syucopations. See the following example :—

» Subject transposed. Ex. 125.
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These examples present some unisons, upon the unac-
cented parts of the bar, between the two middle parts;
these unisons are, in some sort, tolerated in this order, on
account of the restraint which arises from the obligation
to have all the syncopations in the same part. At the
same time I would recommend much discretion in the

use of these unisons, which should only be introduced after
all means of avoiding them have heen fruitlessly tried.
After having gone through all the exercises sufficiently,
in the way denoted in this order, theorders of twominims
and of two crotchets may be mingled with syncopation;
giving, alternately, to each part, one of these orders :—

Example from Fuchs.
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The crotchet part may be ﬁﬁgﬁﬁ

commenced by a rest, thus— 37
aud the minim part, by a bar-and-a-half rest, in order
to give more elegance to the introduction of cach
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Ex. 127, Four-PART CoUNTERPOINT.

Llifth order—on florid counterpoint.
The rules established by the five orders of two-
part, three-part, and four-part eounterpoint, must
suffice for studying florid counterpoint, without need

L, Ex. 128,
part:— M@; of addtingdnew rules. Here is an example of the
o7 present order :—
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E 0 Example quoted from Fuchs.
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When the pupil has amply gone through these exercises, florid counterpoint should be introduced into two
parts at a time, and, finally, into all the parts, with the exception, of course, of the one which eontaing the

given subject.

. Ex.130.
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Example with florfd counterpoint in all the parts.
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COUNTERPOINT IN FIVE, SIX, SEVEN, AND EIORT NEAL
PARTS.

By the term recl parts, is understood, several parts
proceeding together, each possessing a distinctive
melody of its own.

It has already been observed, that, in proportion
as the number of parts increases, the austerity of
the rules lessens. It is therefore necessary to pre-
adinonish, that in the different orders about to be
treated of, unisons are tolerated, as well as two
fifths, by contrary movement, even between the two
extreme parts; notwithstanding, much reserve should
be evineed in the employment of these licenses.
Two-fifths, by direet movement, are likewise tole-
rated, when the one is perfect and the other imn-
perfeet, as in the leaps of a major sixth,

In counterpoint in seven, or cight parts, the two
lower parts may procced from tlhe unison to the
oetave, and from the octave to the unison.

In seven parts. In eight parts,
—~ Ex.z 7 S
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It is appropriate to mention here, that in florid
counterpoiut in from five parts to eight, when two,
three, or four parts only are made to proceed at
onee, the same striet preeepts hold good, which were
laid down in two-part, three-part, and four-part
eounterpoint; it is only when five, six, seven, or
eight parts proceed really together, that any abate-
ment of severity in the rules comes into operation.

There are two methods of composing in eight
parts; the first, is by placing the two trebles im-
mediately after one another, and the contraltos, the
tenors, and the basses, in the same order. The se-
cond, is by dividing the eight parts into two choirs,
each composed of four parts, viz.: a treble, a con-
tralto, a tenor, and a bass. 'These two separate
choirs should be combined in such a way, as that
one of the two may proceed alone, in order that the
two may alternately interrogate and respond; then,
the choir which is silent while the other proceeds,
shou!d take up the point before the other ¢omes to a
¢lose, in order that they may eonelnde by proceedinz
together. Thus, the two Iizsses may also enjoy the
privilege indicated in the above example, of pro-
eeeding from the unison to the oetave.

" The ancient anthors, when they composed for two
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choirs, took care to render the harmony complete in
each choir; as much, at least, as the nature of the
subjects they treated, and the disposal of the parts
would allow. They impused this obligation upon
themselves, on acconnt of the distance which fre-
quently separated the choirs, amd in order that the
auditors who might chance to be situated nearer to
one choir than the other, mjght receive a ore
agreeable impression, from hearing the harmony
complete. At the same time, this condition is not
strietly indispensable.

The old masters have written eompositions for as
many as six choirs at once.* DMuch skill and atten-
tion are requisite in overcoming all the difficulties
which result from so numerous a combination; but
everything may be accomplished by diligent labour,
joined with a flexible organization.

When four-part counterpoint shall have been suf-
ficiently studied, the pupil should advance pro-
gressively, through counterpoint in five, six, seven,
and cight parts, commeneing by note against note,
on a given subject, and then by writing, on this

ore
(2]

same subject, florid counterpoint in all the parts,
without going throngh all the detail of ininims,
crotchets, and syncopations. The habit should be
acquired, in writing for five voices, of using now
two trebles, now two contraltos; then two tenors,
or two basses; for six voices, now two trebles. or
two contraltos, then two ¢rebles, two tenors, or two
basses, &e., &e.; for seven voices, the same alter-
nation, until composition in eight parts is attained,
where each voice is alternately doubled.

Here follow examples of given snbjects, for com-
position in five, six, seven, and eight parts; first in
note against note, and then in florid eounterpoint.
The subject may be placed in whichever part is pre-
ferred ; nevertheless, in the assemblage of so many
parts, ‘the subject might become md)stmet, were it
placed in one of the middle parts: the effect will
therefore be hetter, if the subject be placed in one of
the two extreme parts. But the pupil will do well,
for the sake of practice, to place it also in one of the
middle parts, in order that he may acquire the habit
of vanquishing all sorts of difficulties.

Example for five volces—note agains{ note.

_/. Ex.133.

J ) ) pl 3 1 3 } ¥ 1} —H_.
o—a—— oo —fo— — —— =
‘\ju T ") 3 ] | 1 b} - ) U=
23 3 1 = 3 ) = } = i
OG-% e e P — e ———a——l
> =

e L
2 (<3 . > 1 — l— o —F——0 ] —
1 1 < 3 p—

e —p—— | 3 i | j 3 —
| p— )  p— ) I3 5! 72— A=
j&é n———:l:b EI—:G—-——J—“—%—- 1 - 3 r -] ] “—H=

__ __ Subject

4 " Pomt— qd J f & 3 3 PEE— .| H
G == —=—o—] = o — =
I.\—' p 3, ») T 3l 3.

Example in five parts—florid counterpoint,
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Example in six parts—note against nole.
Ex. 134.
«>—
€P— $53 [ <> T f shouann) >3 14 T = —5 f o e
5" T — s —f— 2} f——f—r2——bo—} = —=F——|I:
t — t t T T 1  — =
Ve > _%’Q > : .
= f Fo J—=<2—— = — [y e 1 —F—g2— -
bc E "l i k | 14 14 — E
y & L. - i L L. 1§ 3. )
o—
s fo] 4 T —r—— e —r—— P r——a> i 2
& P —Ft—x> 1 E F E t E—ra—F — == + =
2. T b | E L r F I E | = H
4 1. i 1 14 . L - 1§ {e)
o
5 (O S S £ S— [ — T &> r r (o3 T (o} ) L I —=
@a 4 -1 ac + —t—g—1—%  — F F = (i <> u:
sl 14 J 14 L L L A~ L 1 L
F —
oot
subject E J 1 4 T ' & 3 —L 3 ia @ J A =Y I r o
5 1< J—F— + ¥ s t P— —2—+ o H=
K 4 1 ==X —¥} § =F 3 14 = t H=

¢ They have often exceedcd 1his number; an example is lo be

met with in Marpurg, of & canon for 24 choirs—{liat is tu say, for $€ voices,
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Example in six parts—florid counterpoint
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Example In eight parts.—Note against note.
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Observation.—The last bar but one of this example,
presents a method of employing the suspension, to which
the particular attention of the pupil is drawn. The two
parts marked with a cross 4, form at once the suspen-
sion and the suspended concord. The second soprano
sounds the fourth to the bass, which fourth is prepared
and resolved according to rule; while the second tenor
sounds the third. The only method of judiciously em-
ploying these two intervals, one of which secms to ex-
clude the other, is shown in this example, viz.: the part
which forms the discord must pursue 1ts regular course,

while the other should contain the concord in a series of
ascending notes by conjunct movement, without stoppin
on the concord. ~ This rule equally applies to the sixt%
struck with the seventh, the gctave with the ninth, &ec.
It should be observed that these two parts ought always
to be placed in two different octaves; that is to say, tge
concord should never have the suspension in the second,
but in the ninth, or in the seventh. It is ncedless to add,
that the employment of this method is only tolerated in
composition for a large number of voiccs—as many as
seven or eight parts,

Example 137.

Of the 6th struck with the 7th,
T

Of the 8ve with the 9th,

Of the second.
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Example for {wo choirs, in florid counterpoint, without given subject.

All the examples here given, present a view of
the manner in which counterpoint shoutd be treated,
according to the number of parts employed. It will
bo scen, in the examples of note against note, that
unisons are not to be avoided in certain cases, any
more than.direet movement between extreme parts,
for passing to a perfect concord. This likewise holds
good in the examples of florid counterpoint ; but, as
in this order there are more means at command for
the proper disposal of the parts, than in the other,
it should be so contrived, that when the unisons are
unavoidable, to introduce them only in the unaccented
_part of the bar. The classical ancient masters always
paid attention to this, especially when composing for
more than fonr parts.

Ox InmiTATION,
Imitation is a musical device : it takes place when

one part, called antecedent, proposes™a subject, .or’

melody (or theme); and when another part, calléil
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consequent, repeats the same melody, after some rests,
and-in any interval, continuing thus to the end.

Ex. 139.
Antecedent. s
p— £ ry - i1 T n=
L =it e 2o re——|-
Imitation -
In the Consequent.
unison.
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In an imitation, the consequent is not always obliged
to respoud to the antecedent through all the extent of
the subject it proposes ; it may only imitate a portion,
and the eonsequent proposing thus a new melody,
becomes, in its turn, the antecedent.

_. Ex. H0. Consequent.
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COUNTERPOINT AND FUGUE.

@rdug— i

Antecedent.
EE TR e
Consequent.

Imitation may he effected in various ways. It is
called regular or restricted, when response is pre-
cisely made to the nature of the intervals proposed
by the antecedent ; that is to say, when there is exact
correspondence maintained between the tones and the
gemitoncs. In this kind of imitation, response is
made to a minor second by a minor second, and to
a major third by a major third, and so on.

This imitation is naturally obtained, when the con-
sequent imitates the antecedent in the unison, or in
theoctave. 'The fourth and the fifthsomewhatapproack
to an exact correspondence of the intervals; but
occasional accidentals are requisite to render it per-
fect; and it is almost impossible to effect this identity
upon the other degrees of the scale.

Imitation is called free or irregular, when this
correspondence i3 not maintained, and that leave is
taken to respond arbitrarily to the intervals of the
antecedent, according to the key in which the eon-
sequent happens to be ; in this kind of imitation,-
response may be made toa major second by a minor
second, and a minor thn‘d by a major third, &c. That
is called smitation by similar movement—as the name
indicates—which fo{ows the ascending or descending
motion of the antecedent ;
are by similar movement.

Imitation is Ly contrary movement, when the con-

the examnples above cited

sequent responds by ascending motion to the descend-
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ing motion of the anteeedent, and vice versa. This
imitation may, as well as the preceding, be reqular
or irregqular.

. Imitation by retrograde movement, is that which
imitates a period or a member of a penod by taking
it backwards; that is to say, the consequent begins at
the last note of the’ period of the antecedent to be
imitated, and returns to the first note.

This retrograde imitation may likewise be regular
or irregular; and may equally be treated by similar
movement or by contrary movement,

There are still several other sorts of imitation, of
which there will be occasion to speak hereafter.

At present, each of the above-mentioned kinds
ghall be discussed, beginning with imitation in two
parts.

Imitatioy 1x Two Parts.

First section—imitation by similar movement.

All imitation, of whatever nature it may be, can
only be effected in as many ways as there are inter-
vals in the scale, viz.: in the unison, in the second,
in the third, in the fourth, in the fifth, in the sixth,
in the seventh, and in the octave, as well above, as
below the tonic.

By Example 139, the manner of treating imitation
in the unison has been seen; and now will be given,
consecutively, examples of imitations in all the other
degrees of the scale. At the end of each example
will be seen the word Coda (the Italian term for
“tail’), which signifies the conelusion. The coda
commences only when the imitation is quitted pre-
vious to finishing,—without which, it might go on
for ever.

., Ex. 141. Imitation in the second above.
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Imitation in the fourth below,
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The student should work some time at all these
different imitations ; but it may just be stated, that
he is not rigorously compelled to treat the intonations
always at the precise distance of asecond, athird, &ec.
He may, without fear of altering the nature of the
intervals, transpose to a higher or a.lower pitch:
that is to say,—treat the imitation of the second as

a ninth; that of the third, as a tenth; that of the
fourth, as an cleventh ; that of the fifth, as a twelfth;
that of the sixth, as a thirteenth ; that of the seventh,
as a fourteenth; and lastly, that of the octave, as
a fifteenth, or double octave. The unison, alone,
cannot be displaced.
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Dinrarion v Two Parrs.

Second section—imitation by contrary movement.
On free or irregular imitation by contrarymovement.

In order to have a fixed starting point in this kind
of imitation, the composers in the classical style of
writing, availed themselves of the following method :
they placed opposite to a scale composed of an octave
(for instance, the scale of C), commencing by the
tonic, the same series of sounds in a contrary
direction ; thus :—

L Ex. 142 Semilone.
P fin ¥ = r &4 —x
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By this method, is obtained, free imitation by
contrary movement, as shown in the following
example :—
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This method may serve for thc major mode, and
for the relative minor mode.
___Relative minor mode.
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It may be seen, by these examples, that in the
system of the first scale, when the antecedent com-
mences the imitation by a C, the consegqnent must
respond to the C by one in the octave; if the ante-
cedent commences by a B, a G, or an A, the con-
sequent must respond by a D, an E, or an F, &c. In
the system of the second scale, when the antecedent
commences by a 0, a G, or an L, the consequent
must respond by a G, a C, or an E, &c.; once let
the first note of the response be found, and all the
other notes naturally follow.

OXN REGULAR OR RESTRICTED IMITATION BY CONTRARY |
MOVEMENT.

For this kind of imitation, it is necessary to adopt
a method like the one employed with respect to
irregnlar imitation; but the scales which must be
laced opposite to each other upon this occasion, are
different. They must be two scales in which the
gemitones occur upon the same degrees; so that, in,
the imitation of the tones and the semitones, they
shall correspond exactly. :
. Ex. 144,
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Inorder to find the same correspondence of tones
and semitones in the minor node, this is the way
in which this scale must be disposed :—
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This scale gives the imitation denoted in the
following example :—
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It is needless to observe that each time there is a
change of key. these given scales must always be
referred to the key in which the imitation is made,
both for mnajor modes and minor modes.

All that has just been said, applies equally to re-
trograde imitation by contrary movement, which
also may be either regular or irregular.

Retrograde contrary imitation, which consists, as
has been said, in commencing with the last note and
retrograding towards the first, pursuing a contrary
movement, may be effected in two ways, viz.: bar
by bar, or period by period. Here are examples of
these two kinds of imitation, which will explain their
mechanism better than words : —

E;.HS.
lar.
_, Regular

N - +__ L, * .
e e T

Ibid of the Coda.
second bar.

Examples of the first manner, bar by bar.

Imitation of
the first bar of
the conseguent
by retrograde
contrary move-
ment.
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/, Irregular.

T !—."
B e it B i S o S e o S e
v
[ - T
e q ==
—_— # Bl |
£
'
= T T—T ] —H

Example of the second manner, period by peried.
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ment; as to that by similar movement, the mere
remark may be made, that it can take place vpon all
the intervals, as is the case with the imitations of
which the first scction consists. Examples on this
branch of the stndy may be dispensed with; as
pupils will take the pains to practise themselves in
1t, by searching for methods of accomplishing their
object, without the aid of models. Besides, these
retrograde imitations by similar movement, are not
so difficult of treatment as those which have been
shown in the above examples.

Such are the rules of the four principal ways of
treating imitation, viz.: 1stly, by similar movement ;
2ndly, by contrary movement ; 3rdly, by retrograde
similar movement ; and 4thly, by retrograde contrary
movement.

ON SEVERAL OTHER SORTS OF IMITATION.

The other sorts of imitation which remain to be
mentioned, are, imitation by augmentation, and by
diminution ; with reversed aceents; interrupted;
convertible ; periodic; eanonic; &e.

All these nmitations may be effected alternately
with the four movements indicated, and may be
treated regularly, or irregularly; provided this can
be done, however, without falling inte defects that
would fetter the melody or the harmony.

Observation.—The imitations, heretofore cited, as well
as their denominations, are taken from the Treatise on
Fuague and Counterpoint by Marrpure, which can be con-
sulted for instruction and knowledge of such imitations
as may have been omitted here. Marrurc's work,? with
regard to Imitations, Fugues, &c. &c., as well as to all
devices of composition, is one of the most complete of the
kind known, which is the reason of its being so much
esteemed for reference.

Imitation by augmentation takes place when the

Examples have just been given of several methods
of treating retrograde imitation by contrary move-
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__Regular.+ . antecedent proposes a theme, and when the con-
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medern works, may be censidered to have superseded its nccessity,
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. Ex. 149
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Imitation with reversed accents is that which is
effected when the parts follow each other npon oppo-
site portions of the bar; that is to say, when one
part commences upon the accented por'non of the
bar, and the other responds by commencing upon
the unaccented portion. It is frequently by the em-
ployment of syncopation, that this device is obtained.
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Periodic imitation takes place when a portion only
of the melody or theme proposed by the antccedent
is imitated. Here are two examples:—

et e i e

&r:- s RS et
Interrupted imitation is effected hy suspending, | ...
through the medium of rests in the consequent, the #——"E—#—“:E"’—ﬂ:ﬂﬁ-e:: —
continued progression of the notes proposed by the | [oF——— -
antecedent. -
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Convertible imitation is the name given to a period
written in such a way that the parts may be inverted
without any change ; that is to say,—the npper part
may become the lower part, or the Jower part beconie
the upper.  In order to secure such a way, care must
be taken, never to employ the interval of a fifth;
because, in its inversion, this interval produces that
of n fourth. This kind of imitation is, properly
speaking, a double counterpoint, as will be seen
hereafter.

s
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Canonic imitation is that where the consequent
responds to the antecedent, note for note, from be-
ginning to end. This imitation, which, by its very
denomination, becomes what is called CAXoYN, may he
treated in two ways, viz.: finife, when it is “finished
by a coda, or conclusign ; infinite, or circular, when
it is combined in such a manner, as to return from
the end of the imitatien to the beginning, without
ceasing.
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a1, iluiteEaucaie imitation: i  Thestudent should endeavour, as much as possible

= : to acquire practice in all these imitations, by all tho
gf.i = ’E‘E- ._:—ng“‘g-ﬁ'_ :l;‘&.p_r_—ﬁjr' ¢ . g

4 = = '-f movements, and in all the intervals. What has been

02 demonstrated in the first and second seetion, with

—--——_t——l—ru— —F—F- Fo— == cam. P W
% < = LE FE=—2—fr———% | rcspect to imitations, must suffice; and now, imita-
\ tions in three and in four parts will be discussed.

g D attSaty ﬂ——-“-t_.j;-_ii‘yrio:i_:(}-«izg Third section—imitations in three and in four
voices.
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1.55"_ FH All the kinds of imitation mentioned in the two
L _ | preceding sections, may be treated in three, four,
Eﬁ':n:—j_:_ Za .._E(_ “‘}g“ia_‘_gt [_Fz:n and even a larger number of parts. Azzopardi, a

ot Maltese composer, made use of two given subjetts,

35—;_—_1 —*-‘1‘1—n—+n—ﬂ¥p'~a {p'—'“'-f—:rf—-‘u upon which it is good practice to write all sorts of
z g S =3 imitations, either in an interval above, or in au

interval below. This method may first be pursued ;

Of infinite canonic Imitation.

2, Ex: 151 . it can be no other than extremely advantageous in
z& f *ﬂ-ﬁ’jjo'?r*-*—i‘];;-’??_{fa‘fif.ﬁ the study of imitations, and will help the pupil in

his labour.
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Examples of imitations, from Azzopardi, in three, and in four psrts, on these subjeets,
viz. imitations In two parts, on this given subject.
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In this latter example, there iz one part which | proposed by the antecedent, in the same interval, or
merely appertains to the whole, and las no analogy | in a different one. After having practised treating
with imitation; wherefore it has been called ad | imitation upon a given eubject in two parts onlv,
libitum. This will be requisite, when four parts | with or without the fourth part, ad libitum, from
are taken, and when no more is written upon the { imitation in the unison, up to imitation in the oc-
given subject than a single imitation between the | tave, inclusively, the exercise, above stated, must
two other parts. If three parts in imitation upon | be undertaken, viz.: to introduce the two con-
the given subject be written, there would then be | seqnents, by means of which a double 1m1tatlon
two consequents, which both would imitate the theme | will be attained.

A Antecedent or Theme. X P Ex. 153. —~
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2nd Consequent, or
Imitation in the 5th below.
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Before proceeding, it should be remarked, that [ in three, and then in four parts, upon a given subject
this given subject may be written, if needful, and if | of lis own. It will be necessary, that he should

judged fit, in semibreves, thus :— consult Marrura's work, on this point, in order to

er—r——___ | see all the combinations of the intervals, by means
,@—a_:;i—_o;: St—ft——t-——f-wx-||= | of which imitations may bc made. Tt is for the sake
: - R - of having a great number of examples beneath the
instead of being writteu in breves. view, that the pupil is advieed to consult Manrruro’s

When once the pupil shall have sufficiently worked work. Here are two examples of imitations, one
on imitations between twou and three parts upon the | in three parts, and the other in four, which will suf-
twogivensubjects, heshould practise treating imitation | fice as a sketch of this kind of exercise :—

Example in three parls,
/. Ex. 154, Canonic initation.
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Ex. 155. Example in four parts.—Regular canonic imitation. G. ALBRECHTSBERGER.
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The pupil should also practise treating imitation
in five, In six, in seven, and in eight voiees, either
upon given basses, or by inverting imitations without
any of these basses; that is to say, by himself com-
posing the whole. Parts ad likitum, or parts of ac-
companiment, might be mingled, if the student
cannot snceeed in making regular imitations, in all
the parts.

Before elosing this seetion, mention will be made
of another kind of imitation, whieh may be intro-
duced in eight parts, by means of two choirs. This
imitation comes under the denomination of znverse
contrary imitation,

Erplanation.

A Theme is proposed in four parts, in one of the
two ehoirs; the response should be made by the
other.

In order that the response may be inverse, the
bass of the Theme must be placed in the soprano
part of the response, the soprano part placed in the
bass, and the part of the eontralto in that of the
tenor, and lastly, that of the tenor, in the contralto.

. TIn order that the respouse may be eontrary, each
part of the response must respond by contrary move-
ment, and in the order stated above, to the parts
whicl have proposed the Theme.

In compassing this deviee, the following rule must
be observed: no one of the lower parts must ever
form a fourth with the soprano, unless this fourth
proceed by degree as a passing diseord. With re-
gard to eontrary movement, it must be obtained by
means of the scales mentioned in the seecond section,
when this contrary movement was under diseussion ;
for the sake of elearer comprehension, however, in
the use that should be inade of it, they shall be re-
produeed in the following order:—

Correxpondence of the psarts, when inverting by contrary movement.

15t Form. -

Here are other seales, not adduced, when treating
imitation by contrary movement in two parts; and
which scales may be employed when the chromatic
style is adopted for modulating.

€hromatic by sharps.
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Scale (3rd form) may be used when from the key
of C we wish to modnlate into its dominant; and
Secale (4th form) may be employed when from the
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Before giving an extensive example of this kind
of imitation, it will be necessary to pre-state that it
is indispensable the inverse contrary response should
commence before the period of each theme termi-
nates, or else just upon the close of it; the theme, in
its turn, should re-commence either before the res-

ponse, or upon the close of the response.

49

According

to this rule, it will be perceived that the harmony
and the parts must be combined in such a way that

they shall adapt themsel
several commencements.

ves to this disposal of the
The example will convey -

fuller comprehension of what has here been said.

Example of a regular piece, composed in inverse contrary imitation.
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Ox DousrLE COUNTERPOINT.

Double counterpoint is a class of composition, of
which the skill eonsists in so combining the parts as
that they ghall, without ineconvenienee, be transposed
from the higher to the under part, if they be placed
above the theme, and from the under to the higher
part, if they he placed below it; while the theme
itself undergoes no change in its melody, whether
it oceur in one of the extreme parts, or in one of tho
intermediate parts.

These inversions may be made in seven ways;
eonsequently, there are seven kinds of double coun-
terpoint, viz.: in the ninth or second ; in the tenth
or third; in the eleventh or fourth ; in the trnelfth
orfifth ; inthe thirtcenth or sixth ; in the fourteenth
or seventh; and in the fifteenth or octave; those
which are the most frequently employed, are those
in the tenth or third; in the twelfth or fifth; and
in the fifteenth or octave. - :

Bafore speaking of each of these seven kinds
eeparately, it is necessary to observe in general:

1stly, that for a double counterpoint, the parts must
he distinguished from one another, as much as pos-
sible, by the value of the notes; that is to say, if the
theme be composed of semibreves or minims, crotchets
and quavers must be opposed to it—as many, and in
the same manner, as with regard to florid counter-
point; 2ndly, that part which forms the counterpoint
should commence after the theme; 3rdly, that the
parts must not, at hap-hazard, or without due reason,
be made to ecross, beeause then the intervals would
not change in the transposition or inversion of the
eounterpoint fromn the higher to the lower, or from
the lower to the higher; 4thly, that in all dounble
counterpoints, except that in the octave, it is not only
permitted, but it is even needful to alter the intervals -
by inversion, particularly when the modulations re-
quire this.

First section—double counterpoint in two parts.
e Inversion in the octave.
‘Wheu the inversion or transposition of a part takes
place at the distance of an gctave or a_fifteenth, the
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counterpoint takes the denomination of double coun-
terpoint in the octave.

In learning how to construct this counterpoint, it
must be known what are the intervals to be avoided,
that the inversion may be correct. For the acquire-
ment of this knowledge, two rows of figures, not
exceeding the number of eight, should be placed one
row against the other, thus :—

1.2.3. 4 6.6.7. 8
8.7.6.5 4 3.2 1.

The figures of the upper row indicate the intervals
of the counterpoint; those of the under row, the
intervals which resnlt from its inversion. It will be
seen that the 1, or unison, changes into an octave;
the second into a seventh; the third into a sixth;
the fourth inte a fifth, and so on, reciprocally, with
the others,

The octave and the unison should not be too much
employed, becanse they do mnot produce sufficient
harmouny ; excepting, indeed, at the commencenent
and at the close of the theme, and when syncopation
is employed.

EX 158, —( _
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= Inversions.
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The fifth should be avoided because it becomes a
fourth. It can be employed only as a passing note,
or when it is used as a syncopation,

. Ex. 159.
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The fourth being open to the same objection, and
to the same exceptions as the fifth, it should be
avoided and admitted in the same way.

All the other intervals may be employed, hy sub-
jecting them to the laws which affect them. Placing
the parts at a distance beyond the octave should also
be avoided, as the intervals which exceed this limit,
undergo no change by inverson; that is to say, the
third remains a third, the sixth remains a sixth, &e.

. Ex. 160. = o
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Here is an extended examp]c of double connter-
point, by which it may be seen how all the intervals
shounld be employed, so as to obtain correct inversion.
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_ Ex. 161

Ge=rhrd ot o i

A

ettt r':F"ﬁE—"-E“—e‘E?—F

[z

AV ~~
it H‘?i%:—%:H

o= T ese TS EO-QEQ}%E =

Tt

=

Different ways of introducing inversions, with
respect to the preceding example.

1st manner.
Invert the counterpoint an octave, from higher to lower.
__ Ex. 62
Theme. %6—9—-—;—- —— _,_,!:": =
- C ll —C ey
Inversion inpF = ————5 (T - — e ———[-
the octave. PII—C I -{E + ?—% —h-

=

2nd manner.
Thal the counterpoint may be in the fifteenth, it must be inverted thus,
a fifteenth lower.

T [ s— R _[—

Theme. ﬂF—'C’?_o — | — E’[’ l ‘H_

’a L - — 1
o T

Inversion iu {vv:!‘w 1 —f—= =t 'l:

the 15th. —*'!“—-—"—r—“——f)'—t——“———l =
N N~

3rd manner.

Transpose the theme an octave higher, and the counterpoint an octave
lower.

Theme —
transposed F =] f ; H"-
an octave 13 t-F—E 1

higher.

Counterpoint} A~
transposed {1H p— e —l— =
an octave SC—"——[F . £ H=
lower. T
4th manner.
Tranzposze the theme an octave hlgher, while the counterpoint remains
in its place.

Theme .
transposed S — _—___—E_—G——E- ﬂ:
an octave ; 4 )

higher.

Counterpoint} —/—
remaining in ~ __—‘—‘I‘I—IFH‘ ——'r‘”—g—a—‘—ﬂ:
its place. |~ T
N

Before passing to another kind, it is essential to
observe that the discord of the ninth cannot be em-
ployed in double counnterpoint in the octave, because
it cannot he inverted; double counterpoint in the
octave is one of the counterpoints most nsed.

Tnversion in the ninth.

When the inversion of a counterpoint takes place
in the ninth, either in the higher, or the lower part,
the counterpoint takes the uname of double in the
ninth or second. The combinations of this kind of
counterpoint arc attained by the method already
employed for that in the octave, which consists in
placing one against the other two series of figures,
each series of which should be limited by the ﬁgure
indicated by the denomination of the counterpoint ;
that is to say, each series in the counterpoint in the
octave being composed of cight figures, and in the
counterpoint in the ninth—which is here in question
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—each series should be composed of nine figures;
for that in the eleventh, eleven; and so on, with the
rest. This explanation is given here, in order not
to be obliged, hereafter, to speak again of it, when
discussing the kinds which ensue.

These are the series of figures, therefore, which
belong to double counterpoint in the ninth :—

1. 2. 8.4 5.6.7.809.
9.6.7.6.6.4 3.2 1.

By this demonstration, it is seen that the unison
changes into a ninth ; the second into an octave, and
so forth. The fifth forms here the principal interval;
it merits particular attention, whether in preparing
or saving, not only dissonant intervals, but even those
which become so by inversion. The discord of the
Jourth resolved into the third; the discord of the
seventh resolved into the sixth; thai of the second,
&c. These are the proper means for combining a
double counterpoint in the ningk, which should be
confined within the extent of a ninth, for the same
reasons that that in the octave should not exceed the
limits of the octave.

Exainples taken from Marpurg,
_~ Ex.163. Counterpuint.
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Other examples.
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Among double counterpoints, that in the ninth is
one of the most limited, one of the most ungracious to
treat, and one of the least used; when it is adopted,
it should only be employed doring very few bars.

Inversion in the tenth.

At present, double counterpoint in the ¢enth or
third will be discussed, commencing by the usual
rule, of the two rows of fignres:—

1.2 3.4 5.6 7.8 9. 10.
10. 9. 8. 7. 6. 5. 4 3. 2. 1

By these two series, it will be seen that two ¢hirds
or two tenths in succession, must not be made; since
there will then be two octaves and two wnisons.
Neither must two sixths in succession be employed,
because their inversion would produce two fifths.
Nor must the fourth and the seventh be employed,
except as passing discords (L.), unless the fourth be
resolved into a fifth or into a sizth (IL.), and
the seventh be resolved into a fifth (IIL.)

By — I —— o Zo ) . . , Ex 166, (11.) 4
=" v d—a—— = swe——ag e | [ZE= el =2
~ 6 — - I o
By transposing the theme an octave higher, and | | 4 Y : LA <
the counterpoint a note lower, the double counter- | |{F=F=ad-F=F—1 - _H:V'EE;—?_:&E
(>4 --¥ T

point in the gecond will he obtained.

By transposing the theme to the second above, and
the counterpoint to an octave below, the following
inversion will be obtained, to which accidentals niust
he added, on account of the change of key.
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From this analysis —with consideration, intelli-
gence, and application—the pupil may acquire prac-
tice in this kind of double counterpoint, of which
lere is given an extended example :—

. EX. 168

fa=—t=rs s Ea s g

be analysed by the usual method of two rows of
figures :—
1. 2.3. 4.5 6.7 8 9. 10 11.
11. 10. 9. 8. 7. 6. 6. 4. 3. 2. 1.
From this view, the sicth is in this counterpoint
the principal interval, and it is by that one, we shonkl
commence or finish; itis by that one, that not only

This counterpvint may be inverted in several

ways, viz.:—
Ist manner.

By transposing the counterpoint a fsnth below, while the theme remaius
in its place.

O—f-—r):‘t—u‘ﬂ:

_ Ex. 169.

— €P——
Lt X
a4

Theme.

Counterpaim

below.

2nd menner.
By transposing the theme a third sbove, and the counterpoint an oclare
below.

Theme

Th .
3 R Iy e—rr——2—es o2t | the discords must be prepared and resolved, but also
i =——x + ! i t=——t | the concords, which are changed into discords by
. - inversion,
. . ~
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° $rd manner.
Dy transposing the counterpoint & third below, and the theme an octarve

befow.

Counterpoint] = ——-f=
2 third EESCBd e A
below, -
Theme T T T e ——[]=

an octeve a2 !}:
below, T L : ! b

4th manner.(
By transposing the counterpolnt, and the theme, a third higher.
A~
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The interval of the eleventh forms the limit of

this counterpoint. A developed example is hercby

given of a counterpoint of this kind :—

. Ex 171~
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In all the inversions and transpositions of this.
example, it will be perhaps necessary to add some
accidentals, either to the theme, or to the counter-
point; and, sometimes, even a third part, in order
to render the whole more correct: at the same time,
nothing has been indicated of this, secing that a
counterpoint can be constructed in such a manner,
a8 there need be no such alterations, nor any ad-
ditional parts. The short examples, set forth above,
have only been given to show in how many ways a
double counterpoint in the tenth may be inverted.
This counterpoint is one of those most used, as well
as that in the octave.

Tnversion in the eleventh.

Double counterpoint in the eleventh or fourth, is,
now to be discussed, the combinations of “which will

G
Inversion in the eleventh.

- — N - - ————e ) —
Ce=rprr eyttt
< SEEE e e e

Ex. 172 2nd Inversion.
Transpose the theme a fourth abbtlave. and the counterpoint an octave
elow,
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8rd Inversion,
Tranepose the theme a fifth below, while the counterpoint remains In fts

r/ P place.
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4th inversion.
Transpose the theme a fourth above, and the counterpoint a /A helow.

v
Cr

13t manner of inverting.
Txanspose the counterpoini a fom'th below, while the thcme reinaina
m its place.

) r—T - i 4
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5th inversion.
Transpose the theme a fourth shove, or a fifth below, and the counter-
peint a fonrth above or a fifth helow,

- ENER P e
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Double counterpoint in the eleventh, is of all double
counterpoints little used, that which may be employed
with the fewest objections and diffienlties.

Inversion in the trelfth.

These are the two rows of figures which should
be compared together for obtaining the inversions of
double countcrpoint in the trelfth .—

.2 3456 T 8. 9. 10. 11. 12.
12, 11. 10. 9. 8. 7. 6. 5. 4. 3. 2. 1.

It will be scen that the umson or octave changes,
in counterpoint of this kind, into a trelfth, the se-
cond into au eleventh, &e.

The sixth, which by inversion becomes a scventh,
should be prepared either in the upper part, or the

lower; and the bass should then descend one note
or degree.

E_’x_ 178, Examples from Marpurg.
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2nd manner of inverting.
Transpose the theme a {welfth below, while the connterpoint remains
in its place.
— a8
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$rd manner of inverting.
Transpese the theme an ecfave above, and Lhe counterpeint a £fth
~ . below.
W r ] T ]
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4th manner of inverting.
Transpose the thenie a fifth above, and the connterpoint an ecfave

e

, below
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This counterpoint is one of the most used, and one
of the most fertile in resources.

Inversion in the thirteenth.

Double counterpoint in the thirteenth or sixth, is
obtained by the same method as the other double
counterpoints; that is to say, by the two scries of
figures. These arc they which belong to the coun-
terpoint in question :—

1. 2. 3. 4.5 6.7 8 9. 10. 11. 12, 13.
13. 12. 11. 10, 9. 8. 7. 6. 5. 4. 3. 2. 1.
It is easily seen that two sixths in succession must

not be employed in this kind of counterpoint.

Sinee the seventh cannot be resolved in a regular
manner,. it must be employed as a passing discord.

The seeond, third, fourth, fifth, and nintk, must
be prepared bv the sicth or by the oetave, cither

56 5 6 above or below, and be saved by ore of these .
—a = — o—p intervals.
ﬁ . ,”—".ﬁ:":ﬂi——-ji-n—ﬁr—fr—*::n X175,
7 s 7 e e e
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— e ey
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— 2 /. Ex. 178, . Magzruna.
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The interval of the thirteenth serves as a limit
to this counterpoint.

An extended example of double counterpoint in
the thirteenth, or sixth, will now be given. This
counterpomt is less frequently used than the coun-
terpoints in the octave, in the tenth, and in the
tnelﬂh

Ex 176.
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1st manner of inverting.
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2nd nanner of inverting.
Transpose the theme a eeventh above, and the counterpoint an oclave
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This counterpoint is inverted, by first transposing
the upper part in the thirteenth, below the theme.
"['hen the theme should be transposed a sizth higher,
or a third lower, while the counterpoint does not
stir; the theme may also be transposed a third lower,
and the counterpoint a third higher; &e. &e.

Inversion in the fourteenth.
It remains, finally, to speak of double counte*pomt
in the fourteenth ov sevemth. Here are the two
series of figures which give the inversions:—

1. 2. 3. 4. 5. 6. 7.8 9.10.11.12.13. 14.
14.13.12.11.10. 9. 8. 7. 6. 5. 4. 3. 2. 1.
Aceording to the above combinations, two thirds
in suceession must be avoided, particularly by similar
movement ; since, in transposition, they produce two
Jifths. Every concord, as well as the octave and the
swrth, which Decome diseords when inverted. should
be prepared and resolved either by the third, or by
the fifth.

—n Ex. 77,
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3rd manncr of inverting.
Transpose the theme, and the counterpoint, a zeventh below.,
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Second scction—triple and quadruple counterpoint.

Double counterpoint is naturally in two parts, as
has been seen in the preeeding section; triple coun-
terpoint is in three parts; and quadraple counterpoint,
in four parts. In discussing the counterpoints now
in question, only those mostly used will be spoken of;
viz.: in the ocfave, in the tenth, and in the tnelftk
The rules about to be given for these eounterpoints
will also instruct how to treat those not mentioned.

Triple and quadruple counterpoint in the octave.

There are two ways of composing these counter-
points; the first and most easy, consists in adding to
a double connterpoint, one or two parts proeceding in
thirds, either with the lower part, or with the upper

art.
P Double counterpoint, in order to be susceptible of
reccwmg these two parts in thirds, or even a single
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one, must be constructed according to certain con-
ditions ; viz. :—1stly, it should not contain—through-
out—either two thirds, or two sixths-in succession,
and consequently, it should be written entirely in
contrary movement or in oblique movement. 2ndly,
it should contain no discord, excepting passing ones.

- —————— -,
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GL e =3 E= =3
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/., Ex.179.
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In order first to transform this dounble counterpoint | [{€i=m—; Ef e e H:
into triple counterpoint, no more nced be done, than | L<— . == — -

to add a third part, either a third above the upper
part, or a third above the lower part.

Then the parts of this counterpoint may be inverted
in several ways, as the following example shows :—
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. L2 ——t-F C —
N

In order to convert the same double eounterpoint
into quadruple counterpoint, there must be joined to
the two principal parts, the two parts just added;
the one, a third above the upper part, and the otlxer
a third above the lower part

-/A 2.

Gt e | e e
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The other way of introducing ¢riple and quadruple
counterpoint in the octave, consists in combining the
parts in such a manner, as that they may be inverted ;
that is to say, so that each part can be placed above
or below, without changing the melody at all, and
without there arising the least objectionable pumt
or the least infringement of the strictest rules. Itis
indispensable, to ensure this, that the parts shall
never form between each other either a_fourtk, or a
Jifth; excepting in the case where the melody pro-
ceeds by conjunct movement, or in that where only
discords prepared by the sccond the fourth, and tho
seventh are employed. The discord ‘of the prepared
ninth is impractieable in this kind of counterpoint,
as has been already said with regard to donble coun-
terpoint in the octave,

=
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Examples of a triple counterpeint of this kind,

Ex. 180.

2nd.

1st inversion.
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This kind of counterpoint, oy its nature and its
regularity of inversions, may be applied to the
counter-subjects of a fugue as will be secn when
that sort of composition comes under diseussion.

Triple and quadruple counter pomt in the tenth.

By observing the rules laid down in the first sec-
tion on the bulgect of double eounterpoint in the
tenth, as well as the laws whieh ordain the necessity
of employmg contrary movement and o0dlique move-
ment, triple and gquadruple counterpoint in the fenth
will be obtained.

anple of a double counterpoint in the tenth.

_rEx. 192 . . MaRPURG.
f; ——H--—.---w =i —o——fp—eF
2 o —— o

bt R e

In order to obtain guadruple counterpoint, the
following example of a double counterpoint in the
tenth is first proposed :—

_ Ex 184, MARPURG.
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Of this double eounterpoint a triple counterpoint
is formed, by adding a third part at the distance of
a tenth or a third from one or other of the two exist-
ing parts; and by inverting, alternately, each of
these parts in the manner worked out in the cxample
of quadruple eounterpoint in the octave.

—~n 1stly.
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In order to convert this double eounterpoint into @ o KF—ETA:E%}
triple eounterpoint, nothing is required but to add to | L= = == o
these two parts the inversion of the upper part a
tentk below, or that of the lower part a fenth above. _ 2ndly. ey
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Ex. 186.
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By adding to this same double counterpoint the :
two parts in thirds, in the following manner, a qua- —| g_- 24 59 ey
druple counterpoint in the tenth will be obtained : (p=—=c =21 E====E
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This counterpoint—at least, as it is combined in
the above example—gives but few inversions exempt
from reproach.

Triple and quadruple counterpoint in the trelfth.

Tn order to obtain #riple and quadruple counter-
point in the twelfth, it will be necessary, after first
combining it according to its appomted rules, to
proceed in the same manner as already done, swith
regard to counterpoint in the octave ; that is to say,
by taking care to avoid discords that are not passing
ones, and by scrupulously observing contrary move-

ﬁ:::v{-‘siﬁ.i‘ eIt

And for transforming a double or triple counter-
point into a geza(lruple counterpoint, the following
cxample will afford a guide :—

1st Part Ex. 187,

:?El:a——‘
%‘F;:u-__&—"-'f-: :—Z'Es‘.::su EES=E=s e
p=re =t

;—m;rf"——?t-p,—r—n Ero—r

=

— - 2 8
_._!'n =2 e ==
___1__._!!_ - : ;[ | s i_'<

*;:—;:.{r__n —._1:,2:

E=

Inversion in the fifth

below of the first part 3 Fuurth part in the fifth above.
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1st part inverted ln the fifth.
== =Tq

—,

ment or obhque movement.
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Exmnple of a double counterpoint in the twelfth,
185.
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Inversion in‘the twelfth.
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In order to form a &riple count;%omt Gotn a
double one, there need only be added a third part,

either a third below the upper part or a third ahove
or below the lower part.
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: Conclusion.

All these examples suggest an important remark ;
which is, that notwithstanding the denominations of
triple and quadruple couuterpomt in the Zenth, or in
the ¢welfth, there is no true triple or quadruple
counterpoint save that in the octave.

And in fact, the combinations of this kind of coun-
terpoint alone permit the composition of a piece, in
three or in four voices (or even in a greater number
of voices), in which the parts can admit of complete
inversion ; in a good quadruple counterpoint in the
octave, the parts can, without difficulty, chauge
places, and supply a multitude of fresh aspeets, by
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being transposed to the upper, the middle, or the
lower part, while the lower ascends from the middle
to the upper part. But it is,—so to speak,—impos-
sible to compose in three or in four voices, upon
condition that each of the parts may, in its turn, be
transposed to the third or to the tenth, above or
below, to the fifth or the twelfth, above or below,
without eccasing to be in harmony with these three
other parts; it is therefore necessary to use some
ingennity for the obtaining of so-called ¢riple and
guadruple counterpoints in the fentk and in the
teelfth.

In composing—as has been said —a double coun-
terpoint in one or other of these intervals, by con-
trary or oblique movement, o as never to have two
suecessive thirds, and avoiding all prepared discords,
it is possible to add to each of these two parts another
part in thirds, and the counterpoint becomes #riple
or quadruple, by the addition of one of these two
parts, or both at a time.

But in guadruple counterpoint in the fenth, ob-
tained by this mecasure, an inversion in the tenth is
no longer possible; since it is the inversions them-
selves which, proceeding with the principal parts,
are to form the four parts: but this counterpoint can
be inverted in the octave; that is to say, it is possible
to change the places occupied by the different parts,
if carc have been taken to observe the rules of doubdle
counterpoint in the octave.

Quadruple counterpoint in the #welfth is more
real and more varied : that is to say, among the four
parts thus combined, there will be always two which
may aetually be transposed, the one a fifth above,
the other a fifth below ; these two are the two prin-
cipal parts, which on that account are not the less
able to proceed in thirds with the two added parts.

Before concluding this section, a series of examples
will be given from the learned Padre Martini, rela-
tive to thesc counterpoints; in which will be scen
the employment and the use that should be made of
them,

Ex. 188,
/ACuunterpoim in the upper part. 1st order,

AND FUGUE.

.. Upper part a third above.
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contrary movement,
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Lower part a fifth above by
contrary movement.
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fifteenth above.
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2nd order.
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<

él Middle part a sixth above,

= oo 7 St e’ § = T v r —=
el e ety | = S
& —+ ~7 < i
Lower part. Upper part an octave above. Middle part a f°;m’ above.
P =2 - P
@:u_io >— a:——ﬂ__@'_-':rr_OEﬂ;firo [ 'H ! - —=F f pndm— { ot
= =l e : 1=
_ Upper part a third above. Upper part an octave above. | | _Cpper part a twelfth below.
=9 = cdom | FA=F— 12— v 0 o-n “ T | E j 1 H=
e o=l Gt ae || feeme———a ===
: Lower part an octave above. Lower part an octave below, | Ad libitum, ibid. _ — -
rr 3 13 8 T T "
e el : € e
11 == i —u=
B — o O —> HERa



62 A TREATISE ON
Middle part a sixth above. Upper part a sixth.above, ’ oA Middle part an octave above.
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Ibid.
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Middle part. - The word Fugue (FUGA) is ancient. It isto he
= = f—=c= > {i= | found in the old composers’ works; but they did not

apply it in the same sense as it is used now-a-days.
They called by this name, connterpoints in imitation,
whereof the cantilenas of plain-song furnished the
themes, and in which canons are oceasxonal]y to be
met with. In the present day, the name of fuyue
has been given to a developed and regnlar composi-
tion, unknown to ancient composers, and which, in-
deed, could not be known to them, since their Tonal
gystem did not assort with what we call tonal fugue
—as wil! be seen farther on.*

Fugue, notwithstanding the ancient origin of the
word, is, then, an invention of modern times, which
has been introduced into church-musie only sinee
emancipation from the self-imposed restraint of con-
trapuntists to write always upon Plain-Song.

Such as it exists at the present time, Fugue is the
perfection of counterpoint. It should comprise, not
only all the resources supplied by the study of the
different kinds of counterpoint, but many other de-
vices besides, proper to itself, of which there will be
occasion to speak hereafter. '

Fugue may be considered as the transition between
the system of strict counterpoint, and that of frec
composition ; accordingly, the pupil is here warned
that in the examples of Ifugue now to be given, he
will meet with many chords not hitherto employed.

All that a good composer ought to know, may be
introduced into fugue; it is the type of all pieces of
musie, that is to say, \\hatever the picce composed—
50 that it be well conceived, regular, and eonducted
with good intention—it should, without bearing
precisely the character and form of a fugue, at least
possess 1ts spirit.

There are two principal kinds of fugne from which
springs a third; and again out of this latter are ge-
nerated all the rest. The two principal are, tonal
Jugue and real fugue. The third is_fugue of imi-
tation. Al the others,—offspring of caprice,—are,
irr(l’(/nlarﬂzgws of imitation, or pieces in fugal
style.

JI‘he indispensable conditions of fugue, are, the
subjret, the response, the counter-subject, zmd the
stretto. There may be added to these conditions,
that of the pedal, which is almost 'xlwavs employed
in a fugue of any extent.

All the devices that ean be introduced into & fugue,
depend upon the knowledge, the skill, and the judg-

* Vide what fa sald on this point by Padre Martini, in his treatise on
Counterpoint.
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ment of the composer ; and, at the same time, upon
the nature of the sunJEeT and of the COUNTER-SUB-
srcr, which may offer more or less scope for these
devices. These said devices consist, firstly, in the
employment of imitations, formed by detaching
portions either of the susskct, or of the counTER-
suBsEcT ; secondly, in the transposition of the subject
into different keys, and in the advantage which may
be derived with respect to this from double counter-
points; thirdly, in the inversion of the sumsEer by
contrary movement ; fourthly, in a new suBsecT that
may be introduced, which may be combined with
the first sunsect, and the first coUNTER-sUBJIECT;
fifthly, in the manner of combining the sTRETTO in
several ways, each time more and more closely ap-
proaching the respoNskE to the suBsEcT ; sixthly, in
the means that may be employed to let the sussEcT
be heard simultaneously with its inversion by con-
trary movement; seventhly and lastly, in the method
of combining the suBJECT, the COUNTER-SUBJECT, the
sTRETTO upon the pedal, and in the skill and taste
with which these devices are interwoven and brought
in throughout the extent of a fugue.

All these combinations may be employed, and still
more, in a study-fugue; but there should be a jndi-
cions selection of them, in a fugue intended for the
public. Without this precaution, it would be too
long, and consequently tedious.

And now follows the explanation of each of thesc
denominations above-mentioned.

Theme, or subcht.

Ex. 190. —_—
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Ox SusJEOT.

The subject, or theme of the fugue, should neither
be too long nor too short ; its dimensions should be
such, as that it shall he easily retained in the me-
mory, and that the ear shall readily seize upon and
recognize it in the different parts and different keys
where the anthor causes it to recur.

Here is the cxample of a suhject of proper
dimension.

Py

The subject being conceived, the entire fugue
should—so to speak—be comprised in its extent, and
in that of the counTER-suBJECT which serves as its
auxiliary.

The suBJECT may also be called ProposITION, AN~
TECEDENT, oF GUIDE; and the parts which succeed it,
may be called RESPONSES, ANSWERS, O CONSEQUENTS.

The composer is at liberty to choose whichever
part he pleases, wherein to propose his subject. The
ancient composers, however, were accustomed to
observe the following method. When a subject
commenced with the octave of the Toxic, and then
descended upon the pomixanT, they took the highest
partin which to propose it, in order that the response
which was to descend from the poMINANT to the
Tox1o might be made by a lower part.

PADRE MARTINT.
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On the other hand, when the subject commenced by the Toxic, and then ascended towards the poaixasT,
they chose, for the same reason, the lowest part for proposing the subject, in order that the response, which
from the poMxANT was to ascend to the ocTAVE oF TnE ToxIc, should be made by a higher part.
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The method of the ancient composers, just shown,
is not of indispensable observance; it is simply
a rational and judicious plan, well suited to the dis-
tribution of the parts in reference to the nature of
the subject.

This plan nced only be carried out with respect to
TONAL FUOUE, as will be seen when' this kind of fugue
conies to be discussed.

Ox Resroxsk.

The RESPONSE, ANSWER, Or CONSEQUENT, imumedi-
ately follows the subject; it should be in all respects
similar to this latter, but in another key. It will be
explained, farther on, in what key, or at what inter-
val from the subject it shonld be, when the different
kinds of fugne are dis¢nssed. It may be said, that
the responsE decides the particular kind and nature
of the fugue.
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lRespoqse.
R e e

Ox CoUNTER-SUBJECT.

The melody which aecompanies, either the susseer
or the respoxsE, is called the coUNTER-SUBJECT ; as
the COUNTER-SUBJECT is intended to be mtroduced
above and below the supsecT and the rREspoxsE, the

neeessity will be pereeived of eombining it by double
counterpoint in the octave, that it may bs snseeptible
of inversion either from high to low, or from low to
high, without inenrring risk of defect or necessity
for any change :—

* It is not, however, absolutely indispensable to
preserve the exact ldentlty of the coUNTER-sUBJECT
in its transpositions and inversions ; and some notes
of it may be ehanged, should this be decmed advis-
sble for the sake of purity in the harmony, and
strietness in the eounterpoint.

In a two-part fugue, there can be only one coux-
TER-SUBJECT ; in a three-part fugue, two COUNTER-
sUBJECTS ; and in a four-part fugue, three couNTER-
suBJECTS. The numbher of couNTER-sUBJECTS may
inerease in proportion with the increased number of

Ex. 194,
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parts; and it is to he understood, that, there ean only
be as many counter-snbjects as there are parts, ex-
elnsive of the part whieh contains either the svsszer
or the rEsroxse. WWhen there is only one eounter-
subjeet, whatever the number of parts may be, those
that aceompany the susecT and the couNTER-sUBIECT
jointly, are called Ap niBiTUM parts, of which the
melody may be varied each time they intervene,—
whether in the lower, the higher, or the middle
part :— '
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It is needless to say, that in a fugne in five, eix,
seven, or cight parts, several Ap vLisITTM parts must
he had, ou account of the difficulty, and even impos-
sibility, of finding a sufficient number of counTrr-
SUBJECTS ; that is to say, of parts in double counter-
point, for so large a number of voices.

The cousTER-3UBIECTS in a fugue, may be placed
immediately and simultancously with the sumszor.
For my own part, I cannot say that this disposal
appears to me to be the best. I think that greater
variety in the union of the parts is obtained, by so
contriving the couNTER-suBiecT as that they shall
enter successively ; and by allowing the subject first
to be heard, by itself, or accompanied at the imost by
a single counter-subject, if the fugue be in three
parts, or by two, if it be in four.

Whatever the number of parts may be,—when a
fugue is commenced by accompanying the suBJECT
immediately with a couNTER-8UBJEOT, this disposal
gives to the fogue the name of a Fuaue ox Two
SUBJECTS.

Example of what 1s called s Fugue on two subjects, whatever be the
number of parts.
15t Counter-subject, or 2ud subject.

=2 li‘
fr——0——H|
L. 19

When a susszcer is accompanied by two couNTER-
suBJtCcTs, the fugue is called a Fuoue ox Turee
BUBJECTS.

Examplc of what is called a Fuguc on three subjects, whatever be the
number of parts, beyoud three
2nd Counter-subject, or 3rd zubject.

|
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sunsect. Therefore, according to this principle, a fugue,
which by habit is ealled a fugue on two subjects, should
be named a fugue on one subject and a counter-subject ;
that on three subjects, shonld be called a fugue on one
subject and two counter-subjects ; and lastly, that on four
subjects, should bear the name of a fugue on one subject
and three counter-subjects, &c.

As a farther convineing proof that this should be so,
suppose that these different subjects, instead of being all
at once and simultancously employed with the principal
subject, should be so only successively by the parts which
enter in turn; these different accompaniments of the
subject or of the response, which were named subjeets
when employed at the outset, would in this case be called
counter-subjects ; now, becanse all these counter-subjects
might be introduced at the saine time that the principal
subject is first proposed, it does not follow, that they must
therefore change their denomination,

It should however be observed, that, in case a fugue be
so disposed, as that several counter-subjects are introduced
at the same time the principal subject is proposed for the
first time, these counter-subjccts should be invariable in
their iuversions, during the whole coyrse of the fugue.

On the contrary, when these different counterpoints are
employed only afterwards, either during the sudject, or
with the response, and that they have not heen introduced
at the beginning, with the subject itself, there is free leave
then, either to preserve their identity each time they
recur, or to alter them a little, by changing some few
notes, according to the exigeney and situation of the
parts.

In every case, it is important and indispensable, always
to combine these counter-suljects according to the laws of
double counterpoints, so as to be able to use them under
all circumstances, and in order that they may afford scope
for the differeni devices in which it may be desirable to
employ them.

Ox SrreTToO.

___ Ex.19%. . : L )
e = _EE STrETTO is an Italian word, signifying crosn; it
— & —— == *—e> has been adopted into onr language, and 1is eniployed
Principsl subject. ] o | to indicate a device which congists in approaching, as
ﬂﬁ?,&—o — = ez ———a i1 closely as possible, the entrance of the response to
& .
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two, on three, and on four subjects, be generally adopted,
this denomination (to my thinking) is improper; and
1 base my opinion respecting this point upon the eircum-
stance that a fugue eannot, nor onght not to have more
than a single principal subject as its exponent; -all that
accompanies the subject, is butaccessary, and cannét nor
ought not to bear any other name than that of couxrer-

The stretto is,—as has been already observed,—
one of the essential requisites of a fugue; the place
which it should occupy will be indicated when the

“ entire contexture of a fugue comes in question. The

art of judiciously employing the stretfo, consists in
L
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the manner of varying its aspeets, and in inventing
means, each time the stretto is introduced, of
approaching the entrance of the response more and
more closely to the commencement of the subject.
T'he effect which this produces is extremcly attractive,
and at the same time very appealing.

It is sometimes permitted,—when impossible to do
otherwise,—in order that the entrauces of the re-
sponse and subject may be brought closely together,
to change some notes of either the one or the other;
or, if not to change the notes, to change their value:
but these alterations can take place in the supsEcT
only after the entrance of the nesroxsr; and in this
latter, only after the re-entrance of the sunsrct, and
soon. All this admits of many exceptions, which
are allowed, according to the existing dilemnia,—
as will be seen, in studying fugue.

It is also permitted,—when the sumsect, by its
nature, is not well snited for combining the sTrETTO
in a manner quite natural,—to commence the STRETTO
by the nesroxse ; butif neither the one nor the other
be adapted for obtaining all the aspects desired in the
STRETT0, we must content onrselves with making the
nEsPoONSE enter after the susiecT, or this after the
other, at any place we can; and, as a last resonrce,
employ the permitted changes either in the notes. or
in their value. Moreover, practice will indicate
better still, the means of successfully eluding difficult
cases of this kind.

A good fugal subject should always give scope for
an casy and harmonious STRETTo; in composing
a subject, therefore, the difficult combinations of
sTrRETTO ought to be carefully pre-considered.

Ox Pepar.

The repat isa note prolonged and sustained during
several bars. It may be placed either in the highest
part, in one of the middle parts, or in the lowest
part; it can be made—whatever its position—only
upon the Toxtc, or upon the pomizaxT ; but the best
pedal—the one from which the most advantageous
effect may be drawn, and the one most generally used
in fugue—is that of the pomINaNT placed in the lowest
part. 'The property of the PEPAL is to emancipate
the composer from the rigour of the rules; that is
to say, he can, while the period of its duration
continues, introduce nnprepared discords, and even
modulate, provided the parts which effect this oper-
ation are combined eacg) with each according to the
rules, and as if the rEDAL did not exist, save in the
first and in the last bar, which ought always to be in
harmony with the rEpaL note.  In accordance with
what has just been stated, the composer should cause
to be heard uvpon the repaL:—the suBJECT, the
NESPONSE in 8TAETTO, the COUNTER-SUBJECTS, and, if
possible, some of those ingenious devices that may
have been introdnced in the conrse of the fugue.
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As there are ordinarily requisite, at least two parts
to execute work npon the repar which shall fulfil all
the prescribed conditions, it follows that the rEDAL
is not necessarily in a two-part fugue. This is why
the pEDaL does not form one of the indispensable
attributes of a fugue.

Ox Tovavr Fugue.

A so-called ToNaL FraUE, i3 a fugue of which the
SUBJECT, at its first outset, passes from the tonic to
the dominant, or from the dominant to the tonic; the
response, in this kind of fugue, is not identically
gimilar to the subject, and it is governcd by laws
here set forth.

If the susECT commence by the tonic, and ascend
or descend towards the dominant, the REsroNsE
should commence by the pouixaxy, and descend or
ascend towards the Toxtc.

Snbject. Ex. 200. Response.
——— 1128 (s)
.4 i pubit g § puwy
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Subject. Responae.
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If the supsEcT commence by the pomisaxT, and
ascend or descend towards the ToxnIc, the REsPoNsk
should commence by the Tox1c, and descend or ascend
towards the DOMINANT.

Subject. Ex. 201. Response.
P — & J— { 11 - Sv—— ——H=
5—c> ﬂ% H=
Subject. ’ Responae.
{71 > =0 ——H=
e B e — =

Here follow examples of suBJEcTs more florid and
more extended than the preceding ones; but still
conceived on the same principle, in order that the
stndent may become accustomed to find the exact
n1:8roNsE to & SUBJECT of TONAL FUOUE.

Example of & subject, which from the fonic descends towards the doms
nant : and of the response, which from the dominant ascends towarde
the tonic.*

Ex. 202. . Respanze. | Coda.
2= B e e—ran
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® These di{i‘erérﬁt examples are presented under the form of afretho ;
that 1s to say, the response is brought ss close as possible to the sudject,
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Example of 8 subject, which from the fonéc descends towards the domi.
nant; and of the response, which from the dominant ascends towards
the tonic.

i | Subject. | Cudﬁ s
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Example of & subject, which from the dominant, descends towards the

tonic; and of the response, which from tbe fonic, descends towards
the dominent.

_/ | Subject. Coda.
Pt}
_:—('-—;—J_v-'_".j:‘l—'x—a—(i-odqé_)r
Responne. l Codﬁ
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Example of a subject, which from the dominant ascends towards the
tonic; and of the response, which from the fonic ascends towards the
dominant.

_/,L | Subject 1 Coda, » -

GEo=pow—o—apr=o-o|
| Response. | Coda.
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Example of a subject, which from the duminant ascends lowards the
tonic ; and of the response, which from the fonic ascends towards the
dommonl.

[ Subject. Coda.
3;1; e e
{ Response.
L 1*7:- 5 E"f-

| Coda.
|
Before concluding, one remark is offered, which
may serve.as a guide: it is, that all the phrases of
the melody of a sussect, which belong to the chord
or to the key of the Toxic, should be repeated in the
response, in similar phrases, belonging to the chord
or to the key of the povixayrt; and that all the
phrases of a subject, which bear analogy to the chord
of the poMinaxT, shonld be repeated in the nEsroxsE,
in similar phrases, bearing analogy to tlhe chord of
the Toxic.
To demonstrate this, the following suhject is pro-

posed %ﬁ‘—?}_’ﬂ according tothe immntable rule

the simple interval C, G, belonging to the chord of
the pomivaxT,—that is to say, in the key of (,—
ghould be repl.u,ed in the rEsroNsE by the two notes
G, E, belonging to the cliord of the Tovic,

Here again ig another suByECT—

In G‘; inC InC i
S e e e
et =

where thereghould be no other change in the REsFONSE,
than from the first to the second note; becanse the sup-
sECT, which commences by the pomiNaxT, does not
proceed towards the Toxic in the first phrase; this
1s the RESPONSE ;—

~ . Inc. 1 I'na.
S

Here is another sunscr, in which the melody does
not proceed, in the first phrase, from the ToxIc to-
wards the poMINANT; but it proceeds so at the com-
mencement of the second phrase: —

IncC. InQG.

e e

The D which terminates the first phrase, belong-
ing uaturally by its descent npon the pomivaxT, in
the key of G, the rEsroxse should change into a G
from the first note C of the sussEcT, in order to
conform to the law of ToxAL ruavg, and replace the
D of the subject by a G which will descend npon G
in the key into which will be transposed all the rest
of the sumsecT in the RESPONSE :—

ln a. l | IncC.
F_g? -r)‘H

Subject,

Response, __]::,t‘_:_,‘._l_‘_"‘i

It is snperfluous to adduce a greater numbher of
sUBJECTS ; with the methods and explanations that
have been demonstrated, the pupil will be enabled
to find the rEsroNsE to any sUBJECT of TONAL FUGUE
that might offer,

Ox Rear Fuovk.

ReAL FucUE is of more ancient date than Toxat,
reGUE. It is that in which the suBsecT commences
by the Toxrc, and then proceeds towards any other
chord than the noMIzaxT; and of which the rEsroxse
should be made in the fifth of the principal key, and
be in all respects similar to the suniecT.

The ancient composers recognized two sorts ot
REAL FUGUE,—TFREE, and LunTeD. They ealled it
FREE, when the rEspoxsE, whieh onght to be precisely
similar to the part imitated, was not so beyond the
duration of the suiEcT and of the couNTER-sUBJECT.

Ex. 203,
F/ I SubJect.

PADRE MARTINE,
] Cmmzer Suhjnct

e
T a—f—p

1] r =4 - 14 s ek (n i oy
I L L & 4 " { g o

AT S— | T L —_——

of tonal fugue; the response is this:—
But if from this simple sunscT a more complicated
one is deduced 3 %‘H— _.,_:L“ accordmg to what

has been said above, the RESPONSE is = “ '“’—'ﬁ
for the two notes D, B, added- betwoen the I Iumts of

1 flmnahouonhe counter-subject.)

Eritsiae— e ey

'D:E
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But if the nEspoxsE were similar, not only to the
sUBJECT, but to all the notes of the ANTBECEDENT part
from the beginning of the fugue to the end, then the
REAL FUGUE took the name of LiaiTED ; and this sort
of fugue was no other than the piece of musie, to
which nowadays is given the name of canox,—as
has been previously said.

At present, these denominations are no longer
used ; and what the ancients called FREE REAL FUGUE,
is the only REAL FUGUE adopted as a model.

It may happen that a suByEcT of FUGUE offers, in
the earlier bars, all the charaeters of REAL FUGUE,
and suddenly, towards the end, terminates in ToNaL
rreuk. The nespoxsk should, in that case, follow
the condition of the sussecr ; that is to say, com-
mencing as REAL FUGUE, it must terwrinate according
to the rules of TONAL FUGUE.

Et 204. Tonal fugne,

4' €D 1—€IP py— >
e

ft 0 é{A—EF—u—- -"";l [Ea

P

_  Real fugue,

;f-‘._ BZﬁLF"—‘Er——r——

Subjeot.

Resp

Ox Fugue or IMiraTiON.

Frave oF 1y1raTioN is that, of which the rEspoxsk
is very nearly, but not entirely similar to the susskcr,
the composer being at liberty to introduce some
alterations, and to curtail it, if he think fit.

Fugue of imitation possesses still another privi-
lege; which is, that the CONSEQUENT or RESPONSE
has no fixed time or interval for responding to the
ANTECEDENT OF SUBJECT, but may enter at the most
favorable opportunity, or in any interval.

Thus the rEsroxse may be made, not only in the
UNIsoN, in the FirTH, in the rovrTu, and in the
0CTAVE ; but it ay be likewise in the Tuirp, in the
sixTn, in the secoxp, in the seveExTH, and in their
compounds ; by these means, that variety, so desirable
in musie, and so much admired by listencrs, is
produced.

It has been already said, that the sumsecr of

2nd portion of the ‘

"07’ 4 suhject

Ex.
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a Frauk should be of judielous dimensions, neither
too long, nor too short; but in the kind of rravs
now in question, the sussect should always be very
short, so that the nespoxse shall not delay being
heard.

When treating a suBJEcT of FUGUE of 1MITATION,
it is possible to change into a fugue of this name,
even a TONAL FUGUE ; by responding to a sumiect of
the nature of this latter rucug, with the freedom of
a fugue of imitation.

Subject of tonal fuguve. Ex. 205.

#aﬂ::{s#ﬁfﬂ; E=ro=rreptal
Response of fugue of imitation.
—E t o er":Err--D——_E'

iz 5 —r‘r——
Bt
_  Inid,
=== e o)
F I,b,ld ——1—,—51—1_—{—}—,,——#:%0-“
u._ _T—'—‘l—t_

There is no FUGUE, either rEAL, or ToNaL, which,
in several passages of its extent, is not liable to be-
come transformed into FUOUE of 1IM1TATION, on account
of the mopuraTioxs, and in consequence of the mi-
TaTioxNs which may beintroduced, by taking a portion
of the sussEcT, or of the counter-subjects; examples
of this will be addueed, when the entire composition
of a FuGUE is in question. In accordance with what
we have said, when a sUBIEOT occurs—even of FUGUR
of muiTATION, composed of more than one portion, as
thus (—

i 1st portion of the |
Ex. 206. | suhjec!. | | 2nd portion of the subject|

Fa'y
—o—u "—-‘“‘L—‘—tl‘
a

1V ey o

E__—_i I,.'_t. [:-

sonmetimes one, and sometimes the other of these two
portions may be taken in the conrse of the FucuE,
for making the imitations, and for inverting them by
contrary movement, in order that from the conflict
arising between the parts with these devices, a more
learned as well as agreeable effect shall be produced.
The following litde fugue by Pavre MarTixi, will
serve as an example, and give an idea, of rucuk of
IMITATION i—

2nd pomon of the I
— | subject. I 1bid.
| M) ry » Joam -

R

T;j (2] {‘l‘—f - F—-—"”—‘d t:‘-'—';;—n—a—;l é

lst pamon of|
the subject, '

=Eda *#‘o.__t
N—"

e e e—
Imitation

ist portion of the

in the fourth| | Modulation into

| 2nd portion of the ’

. respaonse, response, below. the relative minor.
S - JU— POl —- P — —y——— —
‘E_:"_v'@ X [: x ii—._—()_.(; [ ot ] SR i) v—s:’*l F "".‘.5;:1_
2 t | e ———= = o I — et

1st portion of the subject 2nd portion ol
which modulates. subject.

%"_,jafi‘? S

the l
| Tbid mudulatmg. }
“5 ()

Response l
Modulatmg‘

e :h—-ﬂf—"—:t:r# p=o2

p

& ,{:::!

Response in stretto. , - response

m

nd portion hy con-l

‘ lbid modu)ating | trary movement.
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Fe=rr



COUNTLERPOINT AND FUGUEL.

2n¢ por- 2nd portion
{1at portion of | |tion con-| |direct mave-
r/ g_j the subject.| |trary. ment. Ibid. . N
= TRy e EErT———e
mﬁﬁi S s =g S
Imltatlon in the 4th. Response in l Imitation in . 1bid in the Coda and conclusion.
‘T:. . stretto. the octave umson ’ 2o o
i v - o— (2 — 7 0—9—77—: ==
iffd o ‘Fﬁ-——o ::}EE—i r—L—‘_Eﬁ_EI:!'.-].d—lE" E ASs=a=0 = fl

Before proceeding to what concerns the entire
composition of a fugue, it is essential to enter into
some rather more circumstantial details relative to

the copa or coxcrusioy oF A suBJEcT, which has |

only hitherto been simply indieated; and then to
speak of the digressions in the fu@ue and lastly of
MODULATION.

Ox e Copa.

The coda is that portion of the sussect, by wbich
it is continued after its second compartment; and
which serves, at the same time, to prepare the en-
trance of the response, and to bring in the couNTER-
8UDJECT.

Ex. 208. i

A 1<t portion. | |2nd portion. | | Coia,

& T - T T e oo T =
G< =: — =t .-1_.4-.-5,,%,9_?—? EEE&%H___,:H"
o i——

Response.
i lat p_igtion. { | 2nd puruon I ﬁoda, ! ot
BT e ——— 2 e[ R g — ot~ OI.‘_—l:__:F:._,,“_ ,F' l:_T':..ﬁ MR _gT T — |-
e fra et EE ?f e e i
Subject. i Counter-subjcct. —— !

There are cases where the copa itself becomes the commencement of the COUNTER-SUBJECT, and so inti-
mately joins with this latter, as that the copa and the cousTER-sUBIECT form an undistinguished whole.

. Ex.20.
' T T T Ny — — -~ >
&e E S s e e PR s P o
#"‘
Coda and conmer-subject joined.
[ s ~~ e
tetee e bty s o ——p=
—— T —— ‘err-_nrﬁjx i i —— §

e - '
Coda and counter subject joined.

Here is another example of the same kind, in four voices, by Padre Angelo Predieri :—

’_/ Ex. 210, Response. Coda and countur subject joined. 4 libitum part.
_9' ) ol T *1_' T - ‘ a—‘»_ —»-
55 F Fr—asa—r—FFf—p 11—--7
A\’ L 1 | — I | g . |n
[ f
Subject. Coda aud counter-subject Jjoined. ad libitom part.
2 — e R =
- sz ,I‘I-T-,_ 'P__:::.‘F"—{_ —E } l-'———;'———EP ':vo—=- .1?—- = E —F
S — e o et i ._u—.._
e o
Response, A~
1 o T r T = ———r3 Fo _—R_—T
L= F===t ; E = =it
Coda and counter.
snb]ect Jomed
3 T Y (s T =_- — _A__J‘
Te E E f Semre—r = ﬁ-q-rEgE
N -
A Snbject. Coda and counter sub]ect jomed
- e a— = - i n s £ o — 22—}
gl‘ el 1L —Joy -2:-_—0‘__4'_%_'_'-_,.‘.*._‘__25'&&:!- —e- 1:1 bk = ;Lq]:
p T oy p— ps :
= .a-—%&-—:»-—-g;?—#i;.&ua BiE
Reaponse. Coda and counter subJect Jomed
., b opmiay 7 veman = —
! > f-«:’—’ (.‘Et——F‘ ; —Fr —a—fa—2-l-
- e = t ¥ ,—- ]
C S M Sub]ect. N—"
—
{Q :E—bt:_‘—gg":'—”’ :? 5_1;_1:3 — _.__;_(_. Sy r_z_J— i i ] et o oy |
- - _‘“'Ei;_ .,J:‘ 2_+ ,: 1 r- : %‘[ f } L Q'_E F J e H
N Ad nlbmnn part
In modern fugues, it is the habit to prolong the } subjects and responses too closely brought in; it

contributes to the elegance and good conductmg of
this plan is wise, and should be maintained. It has | a fugue, and it may also furnish an additional theme
the double advantage of causing the re-entrance of | to the imitations and digressions.” "This applies to
the subject to be desu‘ed and of imparting variety | every kind of fugue, —wlhiatever its number of parts,
to the composition, by breakmg the monotony of T :

copa of the resroxsg, before the sussecT re-enters;
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Example of a second attack of the sxbject immediately after the response without the coda.

~.  Ex. 2. R 5 ; .
¢ T - | N=F A — L TV e 24 | p— gt
F f—=——J——a-1 o —f8 fuf o 4 o—L—t1 T —T 1 Fa =
- 1 - P & B gy L i e e U g TR g Ly .(!4 =
v — - v O~ g 8"

» éﬁ—'——ﬁ‘:—':"— E: =2 .!J _"d

Example with the coda.

Re.entrance of the suhjecl

r =] ==
[zg—c .L -——F—" “—-‘—1—.&]-' 2. e — ——[_‘n __—P‘ﬂ-:‘ﬁr‘ﬂ ez a" %
é‘ ; _— v Coda prolonged before the re-entrance
ool ooy by,
—o o ST P —a— B [Co—g e 239
%E-}'—*‘:-—TE“‘[‘:L_F‘J—E"‘:‘:(:‘LLQJ—N-C ot et | = ;L—EJ e ?_E

’{9 . __——\ —
¥ . - - —pg——1
o= e == = T s e s —q——, EES _,_H
7 . . bt -o- 8- "
of 1he subject. -y 8 —— N
T e prem—p— :f - —T-A—d— v i g — R=-d=z— ) ) = — =
e i ey :::,._ —r::v‘;‘—“{-——r"——rzﬁr_t_.ﬁ — i et —Ad =l

It will be seen here, that the latter example has
the advantage; and that the intervention of the
coda, between the response and the rE-EXNTRANCE of
the subjeet, has a very good effect.

O~ Digressiox 1¥ Fuaus.

The pIGRESSION, OF EPISODE in & FUGUE, is a period
composed of fragments of the supsect, or of the
COUNTER-SUBJECTS, (at the composer’s own choice),
with which imitations and devices are formed, and
during which he may modulate, so as to introduce,
in other keys, the PRINCIPAL 8UBJECT, the RESPONSE,
and the couxTER-8UBJECTS.

The digression may he, aceording to need, either
ghort or long; and in the course of a rFrate. there
shonld be more than one piGrEssiox, each time
varying the choiee of method in their treatment.
When the entire composition of a fugue comes to
be discussed, the places will be designated where
these digressions—to which may he also given the
Italian name of AxpamMexTi—shonld oceur; and at
the same tine will be shown the manner of com-
bining them. This simple explanation of the
DIGREsSION, must at present suffice.

Ox MoburLaTION.

The method that has been for some time employed
for dircetion in the choice of modulations, consists
in being regulated by the pratoxic scatk of the
key in whicly the composition is, without modulating
into chords alien to this same ke) Thus, we may
modulate inte the nomixawnt, and into the sub-
dominant, of which the keys are naturally masor;
and into the secoxp, into the MEDIANT or TmnD
and into the sixr, of which the keys are mturally
minor. We cannot modnlate into the sevexTH or
leading note, heeanse its fifth is not naturally per-
fect. That which has been here laid down, apphes
to the scale of the major key. ¥When a piece is in
question, that is to be composed in a minor key,
these are the methods of modulating, —into the
BUB-DOMINANT, and into the poMINANT, ‘of which the
keys are vaturally minor; and into the mEpIaNT,
and into the sixTg, of which the keys are natmallv

major. We cannot modulate into the stcoxp, be-
cause its fifth is not naturally perfect; and modu-
lating into the sEvesTH should also be avoided.

Modern composers have held themselves cxempt
from observing, in their compositions, this simple
and rational method of modulating, adopting, in its
stead, a mnch more free, and frequently incoherent
one. But if such derivations are tolerated in modern
works, it is essential, and it is even expressly re-
commended, not to follow these erratic courses, with
regard to a style of composition so severe as that of
FUGUE.

Thns, when a FUGUE is in a MaJor key, the key
into which we should modulate first, is that of the
poMINANT with its MaJorn TuirD; then, into the
sixTi,—the relative minor key of the principal key;
after that, into the major key of the sus-pomixaxT,
to the anxor KREY of the sEcoxD, and to the MEDIANT,
also mivor; and then return to the key of the
pOMINANT, in order to proceed to the conclusion,
which should be in the prineipal key.

It is permitted, in the course of a Fuoun in a
MaJon KEY, to change the principal key into the
minor; but this permutation should be employed
only for a few moments, and merely to bring ina
suspension on the poMINANT, in order afterwards to
attack the PRINGCIPAL MAJOR KE1.

When a FucuE is in a minor key, the first modu-
lation is into the MERIANT MaJomr REY, which is the
RELATIVE OF THE PRINCIPAL KEY; then we modulate
alternately either into the pomixaxtT minor key, or
into the s1xTH MaJoR KEY, or into the suB-poNANT
minor key, or into the SsEVENTH MaJOR REY; and
lastly, by means of one of these keys, return to the
principal key. 'That we may terminate in the like
way with the ¥rerE in a Majon kEy, the minor
principal key may be changed into minor, under
the conditions that were shown with regard to the
FUGUE in & MAJOR KEY.

This is what refers to the modulation of a picee.
The chief diffienlty in the art of modulating, is the
choice of the chords in their succession, in order to
go from one key into another, in a manner that shall

"be natural-and snitable to the onc into which we are
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passing ; and so that there shall be nothing in these
transitions to hurt the ear or the taste.

Experience, that practice alone can give, will
smooth those difficulties to which the want of both
gives rise.

Ox e ExTIRE ConposiTioN oF A FuGuE.

Having passed in review all that relates to the
elements of a fugue, there remains but to treat of its
entire composition. It has been already said, that
the indispensable conditions of a Fuauk, are, the
SUBJECT, the RESPONSE, the COUNTER-SUBJECT, and the
STAETTO ; the ACCESSARY or EPISODICAL condmons
are, the nnraTioxs formed by FRAGMENTS OF THE
SUBJECT, or of the couNTER-sUBJECT, and with which
are composed the different DIGRESSIONS OT ANDAMENTI
which should occur in the course of a Fugue: all
these elements suffice for the construction of a short
and ordinary Fiigue.  But if, in a composition of this
gort, other combinations and devices be introduced,
a more extended and varied whole will be the result.
It is difficult to determine the number of devices that
may be introduced into a FuauEe; their choice and

RPOINT

AND FUGUE. 7l

amount depend upon the nature of the suBsrcT, of
the couxrtrr-subiect, and upon the eomparatively
experienced skill of the composer. There is no
FUGUE, which does not differ from another, either by
its mode of conduct, or by its combmatxons; this
difference and variation are the effeets of fantasy, and
of an imagination and invention more or less fertile ;
industry, the facility it gives, and the experience
derived from both, by ecultivating the imagination,
directs a composer in the choico of ideas and of
means for the judicious eonstruetion of & rrour.

Each composer bears—so to speak—his own
distinctive mark, in this respect; it is requisite,
therefore, to examine and analyse many rucugs of
the best masters. in order to become thoroughly
versed in this style of composition.

Here are given different examples of ruaue in
Two, in TH&EE, and in ¥our parts. These examples,
enforced by remarks, will suffice to demonstrate how
the plan of a simple and ordinary Fugue should be
constructed ; and how that of a FuguE more extended
and more compliecated, by the introduction of several
devices.

Example of areal fugne In two parts.

, EX. 212, Response in the dominant.
- —— F { 3 [ 4 — PR —
o= : E 3 E ==t SE==EE=EE
Subject. €oda joined wilh the counter-subject. N ,
X (4 { o2 g — dAx-=x Y | (o D1 _2, p————— ;)
O e e e e e e e e e e e e e e e S R
T X abu = s - X T = 1y r ) T o g (s I ts =
_/, Re-enlranee of the :ubject in the higher part
B ——— :{ I— —z3 e ” _E g ‘—E
:@-J i—‘—i—{-F—F—'—'-F—n—T-':Ft'——L'—-P 2. r Z £ { = =
v Coda prolonged ln the two parts,
soas to cause lhe re-entrance of
the subject to be desired. Counter-subject. .5 .
11— Y = — - pu— =
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Re:pome in the lower part,

ngression taken from the 2nd portion of the eubjeet, whlch modulates
into the dominant at its termlnation, so that the upper part re-enters for the
response, because the fugue began by the subject in the lower part.

2 -
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Counter-subject. ubject. i
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mmor key of the pnnelpal key.

ngresswn eomposed of a poruon of “the sub :ubJect snd counter-subject, in whlch
there is modulation, terminating by modulation into the sixth, the relative
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Subject in the key of the sixth.
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From this pauage to the stretto the mgue
takes the character of s fugue orhmtanon

Response in
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» * Digression formed by a portion of the subjeet, and which,
modulating thraugh different keys, finishes by going into
- - the dominant of the key of A minor. : the minor key af the second. 5 .
e MO g — P By M T W ¥y e g [y —
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~7 Subject in the minor mode of the second. Modulation. - by
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s Snbject in the sub-dominant. N = i - »
— — ——p— R — — R ¥+
b I— F=—¢ ‘—ﬁ:"’_&—l——j:r;-——;j” T e —
b i . =
F— - ; Interruption of the subject, to commence modulating another
digress'xon,/c_o\mbined with a portion of the counter-subject. .
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7 ' End OT the digression; STR'E‘I‘TO
L repose on the dominant. (*) Subjeet.
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GENERAL REMARKS,

On examining the foregoing example, it will be
evident that the development of a FrGuE is entirely
dedueed from the svpsect, and from the counter-
BUBJECT ; it is that which forms the unity of a piece
of music of this kind.

As it is neeessary to give to cach of the parts—
whatever be their nmmber—a repose, or eessation, in
order to vary the effects, these reposes, or cessations,
shonkl take place in a part before the pagsage where
the strircT or the REsPONSE is to enter. \When these
cessations are emploved under other cirenmstances,
the part which ceases, should never re-enter idly,
withont reason, or by fillings-up; but it should re-
enter, either to respond to some 1vMIraTION already
proposed, or to propose one in its turn.

* Itis not of absolute neecessity to inmtroduce & ‘repnse’ or ceseation
hefore the entrance of the stretto; hut when introdnced, it makes this
entrance tell better, hy isolating it from that which preeedes; and thus
produces a very good effect. Neitler is it indispensable, In making the
indicated repose, or cessation, to have {t npon the ascertained key of the
domirant; i\t depends on the fancy of the composer either to make It
upon this dominan{, or upon the asceriajned relative minor key, or npon
the chord of the dominan( of this minor key, or upon the asceriained minor
key of the mediant, or, \astly, upan the dominant of the principal key
ehanged into the minor; for here—afier having prepared it some bars
in advance—is the praper place for introducing this minor key into a
yonur. Thet which has just been stated with reganl to the reposc in

guestion, epplies to every kind of rugux, whatever be_its number of
goinpppent parts, .

It is also partienlarly reoommended, to eschew
monotony in the choice of ideas, and in that of the
design and phrases; this defect is blameable in every
kind of music; but it is one into which it is easy to
fall, in composing a FUGUE, if all the ideas forming
the whole be derived either from the susseer, or
from the couNTER-sunsEcT, with a vicw to the too
strict preservation of that unity in character, above
mentioned. In order to avoid this defeet, attention

-must be paid, when planning a piGrEssioN, not to
employ the same fragments of suBIECT or COUNTER-
suBJEcT, which were used in the preceding DIGRES-
stoN. With this preeaution, and by skilfully varying
the modulations, and the aspects of imitations, by
inversion, monotony will be avoided.

Anothier remark that should be made, is, that
in a Fuoug, whether rEAL or ToNaL, of which the
REsPONSE is always in the FiFrn of the Toxic, all
the imitations In the conrse of the FucuE should be
made in the same interval as the response; or in
the rourTn, which is an inverted Firrh.

As to a FucUE of narraTiox, if the response is
in the rFipTn, or in the FourTH of the sumsect, the
same law which served as a guide in rEaL and
TONAL-FUGURS must be ohserved with regard to .
Jmiitations; but if the rEsPoNsE be in the srcoxp, or
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in the TuRD, or in the sixTH, or in the sEvexTH, or | be the kind of rucur, and in whatever (1 gree or
in their compoundq the imitations during the rucue | interval the RESBPONSE may be.

should always be made at the distance indicated hy From these observations, the examples may be
the nEspoxse at the commencement. It may be | continued without necessity for adding anything
added, that, the introduction of imitations in the | more to that which las already been s:id on the
uxisoN and in the oorave, is permitted, whatever | subject of Fucur,
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OBSERVATION.

Mention has not been made until now of pLacaL cadence: which is frequently met with in ancient
compositions.

The ancients gave the name of autuexTic cadence to that which we at present call PERFEcT cadence;
that is to say, the progression from the dominant to the toniec.

They calied PLAGAL cadence, that progression from the sup-poMiNANT to the ToNIo; and often terminate
their compositions with this sort of cadence, by taking the chord of the tonic major, whatever might be the
key in which their picce was. This cadence was p<,cnlmr to-the plagal tones of plain chant.
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o Pedai, upon which the elosest STRETTO of the subject is heard, as well as the counter-sudjects.
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leads to the conclusion of the figure.
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* The ! Credo” of which this Fugue is the finale, was begun by Cherubini in Italy In the year 1778.9 (while studying under Sarti) and finlshed at
Paris in 1806. M. Fétis, In his work on Counterpoint and Fugue, saya of this nolle plece of composition by Cherubini:—* This fugue~in which all
the devices of its peculiar style are introduced with rare felicity, notwithstanding the extreme difficulty arising from so large a number of voices—
had no model} of proportionate development. The dread of wounding M. Cherubini's modesty prevents my giving utterance to all the eulogy that
t!ﬂl fine progluctmn eserves. 1 can only urge all those who study the art of comnposition to examine it attentively, returning to it again snd again;
:g]cceente}:‘ecy will be unable to discover its full merlt upon a first inspection, or to comprehend ali that such a fugue contains of scientific and artintie
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Rear Fueue 1v Eignr Parts, ror Two CHoirs, By JosepH SArTI
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