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T O T H E

A D
T H E Efteem 1 ever had for

Mr. Simpfons 'Perfon, and’

Morals, has not engag’d

me in-any fort of Partiality to his

Works : But I am yet glad of any

occafion wherein I may fairly fpeak

a manifeft Truth to his Advantage 5

and at the fame time, do a Juftice

to the Dead, and a Service to the

Living.

This Compendium of his, I look

upon as the Cleareft, the moft Ufe-

ful, and Regular Method of Intro-

dudion to Mufick that is yet Ex-

tant, And herein I do but joyn in

a Teftimony with greater Judges.

This is enough faid on the Behalf

of a Book that carries in it felf its

own Recommendation.

Roger VEflrpige,
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THE

I
Have alwap Been of Opinion^ that ifa

Man hadmade any Difcovery^ hy which an

Art or Science mi^t he learnty with lefs

expence of Time andTravel^ he was obliged in

common Duty^ to communicate the Knowledge

thereof to others. This is the chief (jf not

only) motive which hath begot this little

Treatife,

And though I know a Man can fcarcely write

upon any Subjeli of this Nature^ but the Sub-

fiance wiS be thefame in effebl which hath been

taught before
;

yet thus much I may affirm ;

that the Methodis New ;
and {as 1 hope) both

plain and eafie : andfome things alfo, are ex-

plicated^ which / have notJeen mentionedin
any former Author.

' Imull acknowledge^ 1 have taken fome Par-
cels out a Book Iformerly publijffid^ to make
up this Compendium ; But J hope it is no

Theff to make ufe of' ones own ; This being in-

tended for fuch as have no occafon to u^e the

other. Alfo^ the FirH' Part of this Book
was Printed by it fe.lf upon a particular occa-r

A ^ Hou %



The Preface^

Jion : But with intenti&n and intivnAtion ^ ad*
ding the other Parts thereto, fo foon as they
ivere readyfor the Prejs.

^
Every Man is pleafed with his own Concepm

iions : hut no Man can deliver that which
fha/Ipleaje all Men. Some perhaps will he dif-
fatisfied with my Method, in teaching the
Principles of Compofition, the life of Dif-
cords, Figuratc Defcant, in three diflin£l

Eifcourjes, which others commonly teach toge»
ther, promifcuoujly : But, 1 am clearly of Opi-
nion, that the Principles of -Compofition
are hefi ejlahlifhed in plain Counterpoint

j
.Andthe 'Ofe of Difcords muPl he known, he^
fore Figurate Defcant can he formed.

Others may ohjehl. That Ifill up feveral Pa-
ges with things Superfluous^ as namely, my

. Difcourfe of Greater and Lefler Semitones

,

and my fhewing that all the Concords, and
other of Mufick, arife from the Di-
vifton of a Line or String into equal Parts |

which are not the Concern- of Pra.3:ica.\ Mulick.
^Tis Granted : But my Demonflrations of them
are Pratheal

^
and, though fame do not regard

'fuch things, yet others (/ douht mi) will he

both fatisfied and delighted with the Know-

ledge of them.

If this which 1 now exhibit fhall any way

promote or facilitate the Art of Mufick {of
which / profefs myfelfa zealous Lover) I have

obtained the Scope of my defires, and the end

of my endeavours. Or, if any Man elfe, hy

my



The Preface.

my Example^
fhall endeavour to render it yet

moreeafie^ which Iheartily wijhy Jjhallhe glad
that / gave'feme occafion thereof. There is no

danger ofhrmgingMufick into contempt upon that

accompt : The better it is known and under^

floodj the more it will be valuedand ejleemed:

And thofe that are moft Skilful^ may Jtil!fnd
new occafions {if they pleafe^ to improve their

Knowledge by it.

Twill not. detainyou too lon<^ in my Preface
j

only.^ let me dgfire you^ First, to read over

the whole- Difeourfe, that you may know the

Defgn of it. Next, when you begin whereyou.

have occafionfor InJlruHion, (ifyou deftre to be

Infiruiled by it) that you makeyourfelfperfeil
in that particular (and fo, of each other

) be-

fore you proceed to the next following By
which means your Progrefs in it voill he, both

more fure, and more fpeedy. Lajlly, thatyou
receive it with the like Candor and Integrity

with which it is offered to you, by
\

Your Friend and Servant

C. &



His much Honoured Friend

Mr. Chrtjldpber Sympfon,

SIR,

HAving perus’d your Excellent Compen-

dium of Mucjtk (fo far as my Time
and your prefling Oecafion could permit)

I confefs it my greateft ^ Concern to thank

you for the Produft of fo Ingenious a Work
as tends to the Improvement of the whole

Frame
;

(I mean as to the leaft and moft

knowing Capacities in the Rudiments of

that Science.) To ipeak in;a Word j The
iSubjedf, Matter," Method, the Platform

and rational Materials wherewith you raife

and beautifie this Piece, are fuch as will

ered a lading Monument to the Author,

and oblige the World as much to feryehim,

as he that is,

' Sir,
i

Tour moji Affectionate
$

e •

Friend and Servant,

John Jenkins,



T O

All Lovers of Harmony,
\

0
d

PRmccfs of Ordcr^ whofe eternal Arms
Puts Chaos into Concord, by whofe charms

The Cheriibms in Anthems clear and even

Create a Confort for the King of heaven ?

Infpire me with thy Magick, that my Numbers

May rock the never-Jleeping Soul in Jlumbers :

Tune up my LIRE, that when 1 fing thy merits

My fubdivided Notes may Iprinkle ipirits

Into my Auditory, whilll their fears

Suggeft their iS’oK/j are lallying through their Ears.

What Tropes and Figures can thy glory reach.

That art thy felfthe fplendor of all fpeech !

Mifterious MUSICK ! He that doth thee

Muft fhew thy Excellence by thine own Light :

Thy Furity muft teach ijs how to praife -.

As men feek out the (Swm with his own rays.

What Creature that hath being, life orfenfe.

But wears the Badges of thine influenced

MUSICK is Harmony, vehoit copious bounds
Is not confined only unto Sounds -,

’Tis the eyes objeB, for (without Extortion)
It comprehends all things that have proportion.

MUSICK is Concord, and doth bold allufion

With every thing that doth oppofe confufion.
In comely ArchiteEvre it may be
Known by the name of Uniformity ^

Where Pyramids to Pyramids relate.

And the whole Fabrick doth configurate ^

In perfeftly proportion’d Creatures we
Accept it by the title STMMETRIE :

When many men for feme deflgn convent.

And all (oncentre, ft is call’d cOA'iSiiiVr:
Where



Where mutual hearts in Sympathy -lo move,
Some few embrace it by the name of LOVE ;

But vvhere the Soul and Body do agree

To ferve their God^ it is D IVINITIE

:

In all Melodious Co7npojitious we
Declare and know it to be STMPHO NIEi

- Where all the Parts in Complication roll,

And every one contributes to the whole.
He that ca» Sett and Humour Notes aright^ »
IVill move the Soul to Sorrow^ to delight^

To Courage^ Courtefie^ to confolation.

To Love, to Gravity, to Contemplation :

It hath been known fby its magnatick motion)

To raifa Repentance, and advance devotion.

It Tforks on all the Faculties, and why ?

The very Soul it felf is Harmony.

MUSICK ! it is the breath of Second Birth,

The Saints employment and the Angels mirth j-

The Rhetorick oiSeraphims , a Gem
In the Kings Crown of new Jervfalem

:

TheyJing continually -, the Exposition

Muft needs infer, there is no Intermiffion.

I hear,fome Men hate Miijick , Let them Jlsow

In holy Writ what elfe the Aiigels do :

Then thofe that do defpife fuch Jacred Mirth

Are neither ft for Heaven norfor Earth.

THE
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PROEM.
*irHe OhjeB of this Science u Sound-, and that

Sound is two ways tt> be conjidered : As Firfl
whether Grave or Acute. Secondly, whether Long
or Short, as to Duration of Time. Thefrfl of
thefe is regulated by the Scale of Mufiek : The La-
ter, by certain Notes, Marks, or Signs inventedfar
that purpofe. And thefe Two (called Tune and
Time) are the SiihjeB of the frjl Part of this

Treatifc, and the Foundation upon which the other

Tarts are raifed. The Second fart fews, how
Grave and Acute Sounds are Joyncd together in Mii-

Jical Concordance. The third fart brings Dijcords

into Harmony : And out of thefe two (viz. Con-

cords and Difccrds) isformed the fourth fart na-

med Figurate Defiant. The Fifth Part leads Fi- .

giirate Defiant into Canon which is the Qulmen,

or highejl d egree of Mvfcal Compoftion.

Booksfold iy]o\m Cullen,
*

0 }{phcns Briunmcus^ a Colleftion of all the Songs ofthe

late Mr,
^

Henry FurcelCs ia 2 Books, Price Bound i 4
lo s, or the Firft Part alone

Harmoniti Sacraihc 2d Book being a ColleSlon of Divine

Songs and Dialogues, By Mr. Henry Purcell^ with

fome Latin Songs of Gratiams and Cmfmi\ Price Stkh^d

5
Wit and Mirth or Pills to purge Melancholy kl 3 Veil,'

Price 7
'

-1

The Dancmg-Mafter being a Colleaion of all the 01(J

and new Country-Dances, Danc’d at Court ahd other Pub-

lick Places with Direftions, Containing the 13th. E-

dition Price bound 3 ^ 6i.
. ^

A Collcftion of Original

New for the VioUa, Price i
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PR Act ICAL MUSICK.'
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the Firjl PART.

Teaching the Rudiments of Song. ,

: § I . Of the Scats of Mufick.
V

0

T H E end and office of i;he Scale of iJfa- :

jick is to fhew the Degrees by which a^

Voice Natural of Artificial may either

afcend or defcenji. Thefe Degrees are riumbfed by
Sevens. To Ipeak of the rilyftery of that number,
were to deviate frotn the bufiriels in Hand, Lee
it fuffice that Mufickmay be taught by any names
ofthings, lb the number of Seven be oblerved in

Afcending of Defcending by degrees.

. Our Common Scale, to rriark or diftiiiguiffi thofe

Seven Degree's, makes ufe ofthe fame Seven Let-

ters which in the Kalender denote the Seven Days
oftheWeek ^ viz. A, B, C, D,E, F, G. after which
follow A, B, C, Etc. over again, fo often repeated

B
\
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as the Compafs ofMufick doth require. Tfle Or-
der of thofe Letters isfuch as you lee in the ad-
joyned Scale ^ to wit, in A&ending we reckon
them forward •, in Defcending, backward. Where

note, that every Eighth
Letter, together with its

\CM -
degree of (whether

j
;

' you reckon upward or
downward ) is Ifill the

\ T.’nnt nature as

/ denomination.

>{ , .
Together vvith thefe

\ /r
Letters, ihsScah confifts

j
ofLines and Spaces, each

;/* ' Line and each Space be-

.ing a leveral Degree, as

you may perceive by the Letters Handing in

them.
,

Thofe Letters are called Claves^ or Keys •

becaufe they open to us the meaning of every

Song.

On the loweft line is commonly placed this

Greek letter T, which Gitido Jretimis^who reduced

the Greek into this form,_did place ^t the

Iwttom, to fignifie from' whence h'e did derive it ^

and from, that Letter the Scale took the name of

Camma^ or Gam-ut. ^
On the middle ofthe you fee three of

thofe Letters in' Different Charaftersv ofwhich

fome one is fct at'thebegining ofevery Song.Tfie

loweff of them is, the K Clif, marked thus an

which is peculiar fo the Bafs. The higheft is a.

G Clijfmade thus g5..and lignifies the ^eMe or

higheft part. Betwixt thefe two, itands the G
a^, marked thus f which is, a Lfttlr >eIow the

(j c7/f,anda Fifth alfo above theF Cli£ as you'

may obferve by compting the degrees., in the
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Scdle^ reckoning both the terras inclufively. This

C/j^ Handing in the middle, ferves for all Inner

parts. --

When tve lee any one ofthele, we know there-

by what part it is, and allb what Letters belong

to each Line and Space, which, though ffor bre-

vity^ notlet down at largcj are, notwithftanding

fuppoled to be in thole five Lines ^nd Spaces, in

liich order and manner as th'ey Hand in the Scale

itfelf.
' '

i Of naming the Degrees of Sound.'
'

'

'

BEfofe we come to the Tuning of thefe De-'
grees, you may obferve, that a voice doth

expirefs a Sound beftj when it pronounceth Lome
word or fylkble with it. For this caiile, as alfo
for order'and diftinftion lakcj fix Syllables were
afed in former times, vi%. Fa, Sol,

La, which being joyned with the Seven Letters,,

their Scab was let down in this manner, as- fol-

lows, • '

.

'

r

Four'
r



4
e la

d la

c folfa
bfa ^ ml

a la mi re

g fol re ut

ffa ut

e la mi

d lafol re

c folfa lit

bfa J mi

a la 7m re-

g fol re lit

F fa ut ve
—

E la mi .

Dfpl re

C fa ut

g-tm'.

A re

r j,t

A Compendium of Mujick.

Four of thefe, to’ wit, M,
Fa^ Sol^ La^ (taken in their

fignificancy ) are neteflary at
fiftants to the right Tuning
of the • Degrees of Sound, as

will prefently appear. Theo-
ther .itwo and jKe, are fu-

periiuous, and therefore laid

afide by molt Modern Tea-
chers.

We will therefore make ufe

only of Mty Fa^ Sol, La, and
apply them to the Seven Let-

ters, which Hand for the De-
grees of Sojntd. In order to

which, we muft firft find out

where Mi is' to be placed
j

which being known, the pla-

ces of the other ' three arc

known by conle'quence ^ for

Mi hath always Fa, Sol, La, above and h h
La, Sol, Fa, under it, in fuch order and

manner as you fee them let in, the Mar-
gin. I will' therefore only give you a

Rule for placing of Mi, and the work is

done.'
‘

j-i
A Rule for placing of,Mr.

fol

mi
la

fol

• ' '

Tffe 'firlJ and moft natural place for Mi is in

But if you find in that line or Ipace

which belongs to R, fuch a little niark or letter,

as this [fe] which is called afeflat, apd excludes

Mi wherelbever it comes, then is Mi to be plac-

ed in E, which is its feeond natural place. IfE
have allb a b flat in it ; then of neceffity, you

tnuft place your Mi in A-
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I have feen Songs with a fe Sanding in y/,

in jB, and in £, all at once ; by which means Mi
has been excluded from all its three places : but

fuch Songs are irregular, (as to that which we
callthe/o/->.2w^ ofa Song) being defigned for in-

ftruments rather than for Voices - However, if

any fuch Song Ihould be propofed to you, place

your Ml in D, withfa^ fil, la^ above and la, fol,

fa, under it, as formerly delivered.

§ 3. Concerning fc flat, and ^ (harp.

AS for the bflat welaft mentioned, take no-

tice, that when it is fet at the beginning of

•a Song, it caufes all the Notes Sanding in that

I.ine or Space, to be called Fa, throughout the

whole Song. In any other place,it lerves only for

that particular Note before which it is placed.

Mark alfo, (and bear it well in mind) that where-

Ibever you fing Fa, that Fa is but the diftance of
a Semitone oxHalfNote from the Sound of that
degree which is next under it ; which Semitone,

together with its Hi, mult ofneceffity come twice-

in every OSaw
j the reafon whereof is, that the

two principal Concords in Mufick (which are a
Fifth and an Eight

)

would, without that abate-

ment, be thruft out of their proper places. But
this you will better underftand hereafter.

There is yet another Mark in Mufick, necefla-

ry to be known in order to the right Tuning of
a Song, which is this % called zjharp. 'Ilusflmp
is ofa contrary nature to the fe flat •, for, where-
as that fe takes away a Semitone from the found
of the Note before which it is fet, to make it

more grave or flat j This $ doth add a Semitone

to the Note to make it more acute or fliarp.
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1

of a Song, it makes
all the, Notes standing in that Line or Space, to
hej!)arp ^ that is, half a Tone higher, throughout
the whole Song or Leflbn, without changeing
their Name. In any other place, it ferves only
for that particular Note before which it is ap-
plyed.

§ Of tuning the Degrees of Sound.

tuning is no way to be taught but ,by Tu-
ning i and therefore you mull procure fbme

who know hoiv to Tune thefe Degrees (which
every one doth that hath but the leaft Skill in
Mufick) to Sing them over with you, untill you
can tune them by your felf.

If you have been accuftomed to any Inftru-

ment, as, a Violin or Viol^ you may by the help
of either of thefe (inftead of an affifting Voice)
guide or lead your own Voice to the perfeU’

Tuning 6f them, for every Degree is that di-

fiance of Sound vyhich may bp exprefl by ri-

iing gradually Eight Notes taken from the plaiii^

Scale ofthe ‘

Violin-notes, beginning at Gfolreut

on the lecond Line, as you’l lee in the Exam^
pie.-

Example.

- H -1 1 9 r
-— \ -

J t f^ J •
1

u " r 11
G 4 BCD E F G

Ani
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And leafl: that fiiould be too high you may
begin &om Cfaut on .tbe Added Line, i/vs,

next below the Five ulual Lines.

Exa^le.

^ ....

* V 1

- — }'—

"

4
C D E- F -G A B C

Thefe Examples being fuited to the Treble and
Tenor Voice, it will' nttt' be amils to give you
feme for the Bafs, whieh Examples may be

Play’d.’-on, the Bafs-Viol:^ox, Hdrpjichord. -

,
-- -r ^ u - . » . -

’ '

-
’ Example, :

-
"

C D EFGABC '

There being compals of Notes in the latter

for any Voice which is to be perform’d by ftrik-

ing of thole Keys which exprefi aHy^ of the
fore cited Examples, beginning with either (j/oi-

reut, or, cfaut in the Treble-Clijf
; or, vvfth Cfaut,

or, Gfolreiit in the Bafs-Clijf, according to the
Pitch of your ownVoicey Either ofwhich you
will eafily find in the tplairi Scale for the.

chdrd with the lame Names, and ftandingQn the
lame Lines and Spaces, ,as you lee ’em ' in the

• f •'
V

'•

• 4 . f V (

r

• ' ^ ‘ * t
’ '

/ . t _jii

.

B 4.
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Having learn’t to tune them according to their
natural Sounds, you may then' proceed to tune
them when the Mi is removM according p the
following Examples^

* Example.

Treble. Mi in B.

:eXiz§z_;z“zz:dSrr:-I—
zZeToz®

Bafs.

Sol la mi fafol la fa fql Sol la mi fa fal la fa fit

Treble. Vi ' Mx in

gz-e-D-g. |^tv-„.gns
Sol la fa fol la mi Jafil Sol la fa fo] la m\fa fol

Treble. Mi in J. Bafs.

l2:zzzz::r5:D;®:93pr:z:z:zzzz:zs'-n:i

,^:ezq:g--^:z—aiiz
—̂

-joig^^

La mi fa fol la fa fil la La mi fafil la fa fol la

And here you may ohferve what . an ad-

vantage'thefe four Syllables do afFord us towards

the fight tuning -of the Degrees •, for_ as mi

dire£l:s apt and fitting places for /«, fol^ and la,

to ftand in due order both above and under it j

fo fa doth fhew-us where we a^e to place the

Semifotte ot halfNcte^whicbCas I faidjmuft have

two places ih each OSave, that the Degrees may
meet the tvvO Concords in their proper places.

Now, as you have leen the three places ofmi

in the Gfolreht zniFfaut-CUff, vyhich are the Tre-

;

“ '
' l: bk
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bh and Bafs-, ’tis requifite 1:0 give you an Exa^l#
of them in the Cornier Tenor

^

and Tenor-Cliff.
'

'

f

'

Sol U mi fA fol Itfa fil Sol h taifa/ol It ft fol

Sol itftfol It miftfol Sol It ft fol It nilft ‘fol

Lt jni ftfol It ft fol It Lt mi ft fol It ft fol It

When you have brought your Voice to rile

and fall by Degrees in nianner afbrelaid, I would
then have you exercife it to afcend and defcend
by leaps, to all. the diftances in an OSave^ both

and /wrp in manner as follows :

Examflt,
I



4

Example.

Sol ft fol mi,folfifol fol,foi kfol fa,-jbl.fa/olf0l.

P
;; -tee-

23: ..0—

Sol li fal fa,/ol fal fol fi,fol mifol ft, fol U foifol.

. Having Ipoken of Naming and Tuning of

founds, it now comes in order that we treat of
their length or quantity, according to meafure

of Tmcj"' which is the lecond Concern or con-

fideration of a found. - '

,

' 4

^ Of Notes, their Matnes eifid

Chara^iers.

THe firft two notes in ule, were, Noia Lmigct

& Nota Brevh, ( our Long and Breve ) iri

order to a long and fliort fyliable. Only they

doubled or trebled their Longa, and called it

Larga, or Maxima Ndtd, which is Our Large.

When Mufick grew to more perfeftion, they

added two Notes more, under the Names of

femi brevh and Minima Nota y ( o\xt Semibreve

and Minim) which later was then their Ihortelt

Note.
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To thefe, later times have added Note upon

Note till at laft we are come to Demtfemiqmver,

which is the Ihorteft or' fwifteft Note that we

have- now in pra£lice. The Chara£lers and

Names of fiich as are moft in ule at prelent

are thefe that follow.'
-

. Semibreve. Minim. Crotchet.
.

^aver. Semiquaver. Demtfemiqmver.

The ftrokes or marks which you fee let after

them, are called Paufes or Refs ; (that is, a cefla-

tion or intermiflion offound) and are ofthe lame
length or quantity (as to meafure oftime) with
the Notes which ftand before them-, and are like-,

wife called by the lame names, as Semibreve Ref^
- Minum Ref^ Crotchet Refis^ &c.

And now from the Names and Charaflers

of Notes, we will proceed to their meafures,

quantities, and proportions.
.

§ 6, Of the kntient Moods or Meafures ef
Motes-

TN former times they had four Moois^ or Modes
5 of meafuring Notes. The firft they called Ver-

fe3 ofthe More, (Time and Prolation being imply-
ed) in which' a Large contained three Longs, a
Long three Breves, a Breve three Semibreves, and
a Semibreve three Minims ; 1q it is fet down in

later
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later Authors, though I make a doubt whether
Semiht&ves and MiMtons ^at leaft Minuws) were e*
ver ufed in this Mood. Its fign was this, @ 3

.

The fecond Mood had the name ofPerfeS of
the Lefs, In this, a Lavge contained two Lovgs^ a
T.o«g two Breves, a Breve three Semibreves, ^nd a
Semibreve two Mimims. TheTime ot Meafnre-Note
in this Mood was the Breve, the fign or mark of
the Mood was this, O 5

.

The third. Mood was named ImperfeS of the
More. In which a Large contained two Longs, a
Long two Breves, a Brexie two Semibreves, and a
Semibreve (which wasthe T/we-Acts in this Mood)
contained three Minimis.

,
Its mark or fign was

this, 15 ?-

The meafure of thefe three Moods was Tripla,

of which more hereafter. To tell you their di-

ftinflion Mood,Time,ini Prolation,weteto lit-

tle purpole ; the Moods themfelves wherein they'

were concerned, being now worn out ofufe.
The fourth Mood they named ImperfeS ofthe

Lefs, which we now call the Common Mood, the

Other three being laid afide as ufelefs. The fign

of this Mood is a Semicircle, thus, C, which de-

notes the floweft Time, and is generally fet be-

fore grave Songs or Leflbns : the next is this ^
which is a degree falter, the next mark thus f
or, thus Q, and is very Faft, and denotes the

Quickeft Movement in this Meafure ofCommon
Time : as fot Triple Time, I fhall Ipeak ofit here-

after. In this Meafure of Common Time, one Se-

mibreve which is the longell Note, contains 2

Minums, 4 Crotchets, 8 ^lavers, &c. which (for

your better underftanding) is prefented to your

View in the following Scheme,

Example.
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.j.

Example.

Common-Time
\ • »

Semibreve
s
o

Mittums

Crotchets
* * •

JJJJ U J'

Semi^avers

' V '

« • >

Note, that the Large zni Long are now of

tie ufey being too long for any Voice or Inftru-

mentXthc Organ excepted) to hold out to their

full length. But their Refls are ftill in frequent

ule,. efpecially in grave Mufick, and Songs of

many Parts*

You will fay, if thole Notes you named be.

too long for the Voice to hold out, to what pur-

pole were they uled formerly ? To which I an-

Iwer ;
they were ufcd in Tripla Time^ and in a

quick Meafure; quicker ( perhapsj than we
now make our Semibreve and Minum. For, as

After-times added new Notes, lb they (ftill)

put back the former into fomething a flower

Meafure.
‘

T

I
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^ 7. Of keeping Time.

OUr next bufinefi is, to confider how (in fuch
a diyerfity of long and ftort Notes) wecome to give every particular Note its dueMea-

Jure, without making it either longer or Ihorter
an It ought to be. To elFeft this, we ule a

conftant motion of the Hand. Or if the Hand
be otherwife employed, we'ufethe Foot. If that
be alfo ingaged, the Imagination (to which thefe
are but affiftant) is able of it lelftoperform that
omce. nut in this place we mtift have tecourle
to the motion of the Hand.

This motion ofthe Hand as lOoipa and TJh IIic-
cefli^vely and equally divided. Every Dowl and
Ifp being called a Time ot'Meafjrre. )\nd btthis
we mealure the length of a Semibvcve

^ which is
therefore called the Meafnre-Note, or Time-Note;
And therefore’, look how many of the fhorter
Notes go to a Semibreve^ (as you did fee in the
Scheme) fo many do alfb go to every Tikett Mea-
ftire. Upon-which accompt, two Mimiins make a
Tme," one down, the other up; - Four Crotchets a
Tnne^Vwo down, and two up. Again, Eight ^n^-
vm a Time, lour down, and four up. And fb you
may compute the reft.

But you may lay, I have told you that a iSrsn-

vreve is the length of a Time:, and a Tike the
length ofa Semibreve^ and ftill you are ignorant
what that length is. .

To which I anfwer, (in cafe you have none
to guide your Hand at the firft meafuring of
Notes) I would haveyou pronounce thefe words
£Ow^, fipo, three. Four] in an equal length, as you
would (leifurely) read them : Then fancy thole

four words to ue four Crotchets^ which make up
tte
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J

the quantity or length of a Semibreve, and Gon-

fequently of a Time or Meajvre : In which, let

thefe two words [Oma, tipo] be pronounced with

the Hand Down ^ and [Three, Pour'] with itUp.
In the continuation of this motion you will be

able to Meafure and, compute all your other

Notes. Some ipeak of having recoule to the

motion ofa lively pulfe for the meafure ofCrot-
chets -, or to the little Minutes of a fteddy going

Watch for ^tavers, by which to compute the

length of other Notes ^ but this which I have

delivered, will ( I think) be moft ufeful to you.

It is now fit that I let you Ibme ealie and Ihort

LelTon or Song, to exercile your Hand in keep-

ing Time -, to which purpofe this which follows

lhall ferve in the firft place,; with Mi in B, ac-

cording to what hath been delivered : where ob-

lerve, that when you fee a Prick or Point like

this
(i‘]

fet after any Note, ThatNote mufthave
halflb much as its value comes to, added to it

That is if it be a Semibreve, that Semibreve, with
itS/Prick, mutt be holden out the length ofthree'
Mhnim: If it ttand after a ittlKaw, that Mimm .

and the Prick mutt be made the length of three
Crotchets ; but ttill to be Sung or Played as one
entire Note. And lb you may conceive ofa Prick
after any other Note.

«

.

*r

«

X
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1334 5 6

Sol . mi fi filfa mJ fol fa, mi la [ol

12341234123412341234 1234

12341234123412 341234 1234

Here you have every Time of Meafure diftin-

guifhed by ftrokes eroding the Lines-, vvhich'

ftrokes (together #ith the Spaces betwixt them)

are called Bars. In the third Bar you have a Mi-

mm with a Prick after it ;
which minim and Prick

muft be made the length ofthree Crotchets In

the Eight Bar you have zMimm Se/ which you

muft (lilently) meafure, as two Crotchets-, ac-

cording to the two Figures you fee under it.

The fecond Staff or Stanza is the fame as the

firft 5 only it is broken into Crotchets, (four of

which make a Time) by which you may exafl-

ly nieafare the Notes which ftand above them,

according to our propofed Method.
^

When you can ling the fbrmerExampIe in exact

Time,you may try this next, which hathiMi in E.
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12^3^
4 ^

,

I

^

^

Sol li fit fi mi lit ft mi U h fit

pa^ . m —H-

1

12341*34 1234 12341234 1234
I 0 i

7 8 Q io II I'i8 9

^z=“tz;zy:t;:ti;i;-~zzt#a§itz;e;rt
Li fi fol la la fa fafolfa fol

pi^Si|p
# #

1234 12341234 1234 1234 1234

In theeight iaroftliis Exampleyou fiavea if/-

jttan ReJ} and a Crotchet Reji Handing both toge-

ther,which you may reckon as three Crotchet

according to the Figures which Hand under them.
This mark 5^ which you 1^ a;t the end of the

five Lines, is fet todirea us where the firft Note
ofthe next five Lines doth Hand, and is there-

fore called a BireSer.

We will now proceed to quicker Notes, in

which, ’Ove muft tumour dividing into

^tavers’. Four whereof muft be Sung with the

Hand ifomw, and four with it
:

Your Example (hall be let with a G Cliffy and.

Mi in that you may be ready in naming your
Notes, in any of the Cliffs.



Hear you have a Priclt-Crotchet(ot Crochetwith.

a Prick after it) divided into three pavers, in

feveral places of this Example ;
exprefled by the

^tavers in the under Staff: which ^taversl

•would have you to ling or play often over, that

they may Teach you the true length of your

Trkkt-Crotchet^vih\ch is ofgreat ufe for Singing

or Play ing exaflly in Time.

When you lee an j4}'ch or jStrcfedrawn over or

under two, three, or more Notes, like thole in the

lower
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lower StafF of the late Example, it figpifies in

Vocal Mufickjfo many Notes to be Sung to one

Syllable-, (as Ligatures did., in former times) in

Mufick made for Viols or Violins, it fignifies fo

many Notes to be played with one motion of

the Bow.
Two ftrokes through theLines fignifie the endof

a Strain. Ifthey have Pricks on each fide thus,:|;

the Strain is to be repeated. • “

This Mark -^fignifies a Repetition from that

place only where it is fet, and is called a Repeat.

This Mark or Arch is commonly fet at the

end of a Song or Leflbn, to fignifie the Clofeor

Conclufion. It is alfo let, fometimes, over cer-

tain particular Notes in the middle of Songs,

when (for humor) we are to infill or fta3r a little

upon the faid Notes j
and thereupon it is called

a Stay or Hold.

§ 8 . Ofdriving a Note.

^Tncope^ or .Driving aNote, is, when after fome
w Ihorter Note which begins the Meafure or

Halfmeafure, there immediately follow two,

three, or more Notes of a greater quantity, be-

fore you meet with another Ihort Note (like

that which began the driving) to make the num-
ber even -, as when an odd Crotchet comes before

two, three, or more Mimms -, or an odd ^laver
before two, three, or more Crotchets.

To facilitate this^ divide always the Greater

Note into two of the Lefler^ that is, if they be
iUzKi/m, divide them .into two Crocthetsa. piece

5

if Crochets^ into two ^tavers.

ExaJnple:



fol fa mi h fol fa fit ft fil

this Exatnp?e, the firft Note is a Crotchet
which drives through the MinuJti in Z), and the
Meafure is made even by the Crotchet in C.
The Second begins with a Prich-Crotchet

which is divided into three ^uavers^ in the lower
Staff; as formerly iliewed. In the fame Bar the
Crotchet in (7,is driven through three JHinums^ vvx,,

thofe in Z:, 73, C, and the number is made even
by the Crotchet in7^,whichanlwers to that Crotchet
which begun the driving. The fifch begins,
with a which is driven through the three
CVot6-hta,v,ftanding in C, 5, and is made even by
the Quaver inCr,which aniWers to it,and fills up the
mealure. All which is madeeafie by dividing them
into fuc-h lefler Notesas vou fee in the lower Staff.

§ CoK~
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§ 9. Concerning odd Refls.

ODJ we call thofe which take up o'nly^

feme part or parcel ofa Semibreves Time 0/
Meafure, and have always reference to fome odd
Note j

for by thele two Odds the Mealiire is

made even.

Their moft ufyal place is the Beginning or

Middle ofthe Time,yet fometimes they are fet in

the latter part of it, as it were, to fill up the Mea-
fure.

If you fee a fhbrt Reft fland before one that

is longer, you may conclude that the fhott Reft

is let there in reference to Ibme odd Notewhich
went before : For there is no fuch rhing as driv-

ing a fhorter Reft through a longer, like that

which we fhewed in Notes.

When two Minum Refts ftand together (in

common Time) you may fuppolethat thefirft of
them belongs to the foregoing Time,and the%
cond to the Time following

;
otherwife they

would have been made Semibreve-Refts.

When we have ciMimm-Reft with zCrotchet-Reft

after it,we commonlycount them as xhxteCrotchet-

Refts. In like manner we reckon a Crotchet and a
^aver-Reft as thiee-^iaver-Refts 5 and a ^laver
and Semiquaver as three S'emi'quaver-Refts.

Concerning the AhwazB and Crotchet- R.eftft
x\ee<\

iay no more, fuppoling you are already well e-

nough informed in their meafure, by what has
been delivered .* The chief difficulty is in the o-

ther two
5 to wit,the ^laver and the Semiquasm-

Refts ; which indeed, are. molt u?’d in Inftru-

mental Muiick.
Your belt way to deal with thefe atfirft, is to,

play them, as you would do Notes of the fame
C 3 quantity/.
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quantity
: placing thofe fupppled or feigned

Notes,in fuch places as you think moft conveni-
ent. I will give you one Example, which being
wdl confider’d and praftis’d will do the bufinefi.

Pra£lice this Example,firft according to the ft-

eond or lower StaftV And when you have made
that perfeft, leave opt tile 'Notes which have

Daggers over them (and inlnftrumental Mufick

the Bovys which did exprels thern) and then it

will be the fame as thefirlt Staff. By this means

you will get a Habit of making thefe ftort Rejfs

in their due meafiire.

Ihe Notes you fee with one dafh or ftroke

through their Tails, are ^tavrrs. Thofe with

two ftrokes are Semiquavers. When they have

three, they are Demifemiqiiavers.

§10 (Y
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§ 10. Of Tripla Time.

Triph-Time

Mimm

Crotchets

Quavers

Sejniquavers nsm

^3

WHen you fee this Figure [^9^
fet at the

beginning ofa Song it '^ligriifies^ that the

Time or Meafure rauft be compted by Threes^

as we formerly did it by Fours, as in the fore-

going Scheme.
Sometimes the TnpJtJ! confifts ofthree Minums

to a Meafure. The more common Tripla is three

Crotchets to a Meafure.

In'tholetwo Ibrts ofTripla, we compt or ima^

gine thefe two words \One Tjpo'] with the Hand
down and this word [Jhree~\ with it up, fee the

examples following with their proper Figures

fix’d to ’em.
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Tripla of Three M. a Meafure,

f
r-y-P-P-Q-t _

^ 2 3 li 12 3 12 3

D_

? 2 3 |2 3

OZ
—

I

z:z=^-iz:^

23 123

‘f r

]

z ( »

;

«

1

1

>
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Tripla of three Crotchets to a Meafure.

I 2 3 12 3 12 3 123

1 2 3 12 3 I 23 123

I 2 3 12 3 I 2 3 12 3

1 2 3 12 3 I 23 123

There arc divers Tripla^s of a fliorter Mealiire,'

-^which by reafon of their quick movement, are
u.^jally meafuted by compting three down, and
three up, vvith the hand •, fo that of them it may
be laid, that two Meafures make but one T/we,

and thole quick Tripl'a’s
, are prick’t fometimes

with Crotchets and Mmums
5 and fometimes with'

^layers and Crotchets. I will let you one Ex-
ample ptick’t both ways, with heir proper
Moods fixt to ’em, that you may not be igno-
rant of ekher when they lhall be laid before
you. ' - • '

Tripla
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Tripla offix Crotchets to a Meafure.

/

Tripla of fix Quavers to a Meafure.

Befides theie ieveral Ibrts of Tripla^s before

mention’d, you will meet with thefe ieveral

Moods which • follow, as. 3 ^lavers in a Bar,

whofe Mood is mark’d thus, § \bs[ine ^lavers in

a Bar mark’d thus ? and is beat 6 down, and 3

up. Twelve Quavers in aBarmjrk’d. g
and

is beat 6 down- 6 up, the lame you havp in Crot-

chets, as the laft two mention’d, which carry

the lame Moods and is beat the fame way.

The
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The like may be underftood of any other

proportion, which proportions,ifthey be of the

greater inequallity, (that is, when the greater Fi-

gure doth ftand above) do always lignifie Dimi-
nution ^ as 1 call’d proportion, which
lignifies a Tripla Meafure of three Notes to two,

fuch like Notes ofCommon Time^ or as ^ which
fignifies a Meafure of fix Notes to four ofthe
like Notes in Common Time. '

which in this acceptation is the lelTeniDg, or

abating Ibmething of the full value ot the Notes,

a thing much ufed in former Times, when the

Tripla Moods wete in ufs.

*

§ n. OfDimimtion informer praaice.

Diminution (in this acceptation) is the lef

lening or abating Ibmething of the full

value of quantity of Notes ; a thing much ufed
in former times when the Tripla Moods were in

fafiiion. Their firft forts of Diminution were
by i\bte-,by Refl-,znd by Colour. By Note

y as
when a Semibreve {oWowtd a Breve., ( in the Mood

'

PerfeS of the Lefs ) That Breve was to be made
but two Semibreves, which otherwife contained
three. The like was obferved, ifz Minum c^mo.
after a Semibreve, in the Mood named ImperfeB of
the^ More, in which a Seimbreve contained three
Miniims.

By ReB
; as when fuch Rcjlswete let after like

Notes.

By Colour, as when any of the grea ter Notes,
vvhich contained three of the lefler, were made
black •, by which they were diminiflied a third
part of their value.

Another fign of Diminution is the turning of
the fign of the Mood backward thus f (being
*

'

t .

“***

f
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ftill in ufe ) which requires each Note to be
play’d or fung twice fo quick as when it ftands

the ufual way. Alfo a dafti or ftroke through
the fignoftheMood thus f is properly a fign

of Diminution
;
though many dafli it lb, withr

out any fuch Intention.

They had yet more figns of Diminution 5 as

Croffing or Dquble-dafhing the fign oftheMood

;

allb the fettihg of Figures to fignifie Diminution
in Diipla, Triph^ ^tadrupla proportion

; with o-

ther fuch like, which being now out of ufe, I

will trouble you no further with them. And
this is as much as I thought neceflary for Tu-
ning and Timing ofNotes, which is all that be-

longs to the Rudiments of §ong,

*
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The Second PART.
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TEACHING

the Principles of Compofition.

§ i. Of Counterpoint.

BEfore Notes of defferent Mealiife were in

ule, their way of Compofing was, to fef

Pricks or Points one againft another, to de-

note the Concords •, the Length or Mealure of
which Points Wras fung according to the quantity

of the Words or Syllables Which were applied

to them. And hecaule, in corhpofing ourDeftant,
we fet Note againft Note, as they did Point a-

gainft Point, from thence it ftiil retains the

name of Counterpoints

#

In
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In reference to Compofirion ‘m Counterpoint t
unto you the Bafs^ as the Ground-

romnn?r— T” all Mufical
Compofitionis to beereded: And from this Barswe are to meafure orcompute all thole Diftancw

, ^ z. 0/ Intervals.

An in Mufick is that Diftance or
Difference which. is betwixt any two

oounds, where the one is more Grave, the other
more Acute^

In reference to Intervals^ we are firft to confi-
aer an Unifon j that is, one, or the fame found j
whether produced by one lingle Voice, or divers
Voices founding in the fame Tone.

This Unifon^
^

as it is the firft Term to any In-
terval^ lb may it be confidered in Mufick as an
Unite in JrJthmetkL or as a Point in G6emetr%
notdivifible.

’

As founds are more of I'efs diftaht froth any
fuppofed Unifon, fb do they make greater orleT
for Intervals-^ upon which accompr. Intervals

may be laid to be like Numliers, Indefinite. But
thofe which we are here toconfider, be only Inch
as are contained within our commbn Scale of
Mufick, j which may, be divided into lb' many
Particles or SeUions (onlv) as there be Semitones

or Half Notes contained in the laid Scale j That
is to fay. Twelve in every OSave^ asinay be ob-

forved in the ftops of fretted Inftrurnents, or in

the Keys of a Common Harpfichord^ or Organ;
Their Raines are thefo that fbiiow.

Unifon.
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1 2. Diapafoti:

II, SemediapafoH.

II. Sept, major.

lo. Sept, miftor.

Hexachordon ma.

8; Hexachordon mi.

y. Diapente.

6. Semidiapente.

6 . Tritone.

5. Diatejfaron.

4. Ditone.

3. Semiditone,

2. Toki?.

I. Semitone.

Unifon.

12 . O&ave or Zth.

1 1. Def^live Sri.

II. Greater ytA.

10. Lefler •]th.

9. Greater

8. Lefler 6th.

7. Perfect 5t&.

6. Imperfcft jtA.

Greater Ofth.

'

5. Perfe£l Ah.
•4. Greater 34/.

3. LeflTer

2. Greater 2</.

I. Lefler 2d.

One Sound.

Where take notice,-that the DefeSive Stb. and

Greater -jth. are the fame Interval in rhe Scale of
Mufick. The like may befaidof theDefeilive $tb.

and Greater ^th. Allb you may obferve, that the

Particle Semi^ in Semidiapafon.^ Semidiapente.^ &CC.

doth not fignifie the Half of luch an Interval, in

Mufick ^ but only imports a deficiency, as want-

ing a Semitone of Perfeftion.

Out of thefe Semitones or Half Notes, arife all

thole Intervals or Diftances which we call Con-
cords and-Dilcords., . y

.

*

§ 3. 0/ Concords,

COncords in M slick are thefe, 3i. $th. 6th.

8tb. By which I allb mean their OHaves 5

as 10th. i2th. i-^th. i%tb. See. All other Intervals,

as 2d. 4.th. -Jth. and their Oftaves, reckoning
from the Bafs, are Difeords 5 as you fee in the

following Scale,

As
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Cmordt.^ Concords. Difcords. Asyou lb the

Concords and
DifcoMs com-
puted here from
the lo'weft line

upward; 16 are
they to be reck-

oned from any
line or Ipace

wherein any
Note of the

Baff doth ftand,

6 0 20u
4- 0

Jr/" Z 0 \6
% 7 0 14
^ 0 IZ /I., 1

3 0 io
-2i

—

0—

^

r» rw
m 8 0

n - 6 0
"

^ w

•> U
5^ n 4. 0— __Q 1- -e ‘

Perfea. Irhperfea. Difcords.

Again, Concords are of two- forts ; Perfeff
indlmpeyfeB^ as you.dee denoted under the Scale.
Terfeiis are thefe, ^th. Sth. with all their Oa-
aves. ImperfeBsate a 3 (?. 6th. and their Oaaves,
as you fee in the Scale.

ImperfeBs have yet another diftinaion •, to wit,
the Greater and Leffer ^d. as alfo the Greater and

6thi

§ 4 . Paffage of the Concords,

Firft take notice thatPerfeBs ofthe lame kind,
as two $ths. or two ^ths, riling or falling

together, are not allowed in Compolltion
; as

^hus,
t V

- 1 •

Not allowed. Not allowed.

-p

—

-P—pZL^
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. But iftheNotes do either keep ftill in thefame

line or fpace,or remove (upward or downward)

into the Oftave-, two, three, dr morePerfedsof

the fame kind may in that be allowed

.

» I

Examplei

Allowed; . . Allowed.

——

—

IZ3 za::x

Alfb, in Compolition of many Parts (where
heceffity fo requites) tWo 'yths. or two
may be tolerated, the Parts p'affing in contrary

Motion, thus

:

Allowed in Compofition Ofmafty Parts.

Thepaffagefroma 5th. to an 8t&. or from dfi

to a <)ib. is (for the molt part) allowable
;
fo that

the upper Part remove but one Degree.,

As for 9 if. or which are Imperfect Con-
cords;- two, three, or more of thern, Afcendingor
Deftending togetlier,are allowable and very ufual:

In fine you have liberty to change ffdm any one,

fd any other different Concord. Firft, when one,

D ' 4



ofthe Parts keeps its place. Secondly, when both
the Parts remove together, fomeW paffages ex-

,
cepted, as being lels elegant in Compofition of
two or three Parts though in more- Parts more
allowance may be granted to them. The paf-
lages are thefe that follow.

/

Paflages not allowed in few Parts.

i5 8 6S 313 S

The reafon why thefe Paffages are not allow-

• ed, fliall be (hewed hereafter.

§ 5. Concerning the Key or Tone.

1
7 Very Compofition in Mufick, be it long or

-j (liort, is (or ought to be) defigned to fome

one Key or Tone, in which the B^^j-doth always

conclude. This Key is laid to be either Flat or

Sharp : not iii relped of its felf; but in relation

' to the Flat or Sharp ^d. which is joyned to it.

To (iiltinguidithis, youarefirftm confiderits

5^/;. which confilts always ofa Lefierand a Grea-

ter ^J.asyoii (ee inthele two Inftances, theKey

being in G.
,

Greatev
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^Gr^dter 3d.

ZLLeJjkr 3d.

^LelJer 3d-

^^Greater 3d,

If the leffer ^d. be in the lower phce next to

the Key, then is the Mufick faid to be fet in a

flat Key : But if the Greater 3i. ftand next to

the Key as it doth in the fecond Inftance, then

the Key is called Sharp'.

I will Ihew ydu this Flat and Sharp ^i.apply-

ed to the Key ih all the ufual places ofan 0£t-

ave; to which may be referr’d fuch as are lets

ufual;' for however the Key be placed; it muft

always have its 'yth. divided according to one

of thele two ways ; and confequently, muft be

either a Flat^ or a Sharp Key.
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As the Bafs is let in a Flat or Sharp Key- • io
mult the other parts be fet with Flats or Sharps
in all the Graves above it.

§ 6. Of the Clflfes or Cadences helongiMg to
the Key,

• V -

TJ|Aving Ipoken oftheKey orTone; it follows,'
..I J. in order that w.e Ipeak ofthe Qofes or Ca-
dences which belong unto it. And here we muft
have recourle to our forementioned $th. and its

two 5 J5. for upon them depends the Air of every
Compofition

; they lerving as Bounds or Limits
which keep the Mufick in a due decorum.

True it is, that a skilful Corapofer may (for

variety) carry on hisMufick,(lbmetimes)tomake
a middle Clofe or Cadence in any Key ^ but here

we are to inftrufl a Beginner, and to ftiew him
what Cloles or Cadences are moft proper and
natural to the Key in which a Song is fet.

Of thele, the chiefand principal is the Key it'

lelf; in which (as hath been laid) the Bafs muft
always conclude ^and this may be ufed allbfor

a middle Clofe near the beginning of a Song, if

one think fit. The next in dignity, is the ph. a-

bove ; and the next after that, the 3 J. In thele

three places middle doles may properly be made,

when the Key is fat.

Example,
Key Flat.

4 .



Frinciples of Compofition,
'

3 7

But ifthe Bafs be fet in zfarp Key ; then it is

not fo proper, nor eafie, to make a middle Clofc

or Cadence to end upon the fiarp id. and there-

fore (inftead thereof) we commonly make ufe of

the iph, or -zd. above the Key for middle Clofes.

Exivjiph.

Thus you lee what Cloles belong to the Key,

both/at andfarp : and by thefe two Examples let

in Cr,you may know what is to be done,though the

Key be removed to any other Letter ofthe Scale,

§ 7, Hoio to frams co Bafs,
•

1,T Et the Air ofyour Bafs be proper to theKey
J—/ defigned. 2. If it have middle Clofes, let

them be according to the late Examples. 3. The
longer your Bafz is,the more middle doles will be

required. 4. The movement ofyour ^4/} mult be
(for the moll part) by leaps ofa id. /\th. or ith.

ufing degrees no more than to keep it within the

proper bounds and Aire of the Key. Laftly, I

would have you to make choice pf a flat Key to

begin with ; and avoid the letting offiarp Notes
in the Bafs., for fome realbns which lhall appear
hereafter. Let this fliort Bafs which follows lerve

for an Inftance ^ in which there is a Clole or Sec-

tion at the end of the lecond Bar.

P 5 Ex.mipk.
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§ 8. How to ]oyn a Treble to the Bafs.

The Bafs being made, your next bufinels is to.

joyn a Treble to it : which to efFeO:, (after

you have placed your Treble Cliff) you are to let a

Note of the lame quantity with the firft Note of
your Bafs ^either in a ^d. $th. or Stb. above your

Bafsffot we leldom begin with a SthAnCouitter-

point.

Now, for carrying on the reft, your fecureft way
is, to take that Concord; Note after Note,which

may be had with the leaft remove : and that will

be, either by hoping in the fame place, or re-

moving but one degree. In this manner you may
proceed until you come to fome dole or SeQ:-

ion of the ftrain •, at which you may remove by

leap to what Concord you pleale
;
and then car-

ry on the reft as before.

By this means you will be left liable to thole

Dilallowances formerly mentioned, moft ofthem

being occalioned by leaps of the upper part.

Only let me adverrile you, thatwe feldom ule

Zths: in two Parts, except Beginning Notes, End-

ing Notes, or where the Parts move contrary .•

that is, one rifing, the other falling.

If you let a Figure under each Note as you

Prick it, to fignifie what Concord it is to the

as you fee in the following Examples, it will be

Ibme cafe to your Eye and Memory.
’

' Exajnple.
A*



IVsW?.

Exaynple i beginning v>lth a $th.

Safi-

treble.

,
5 ^

ii#'

3 5

8. J_

izdi

.
Examp

J-.

le 2 be^

?Z3z: :

35383 58

Bep

Sc
'

~~ I

3 ,8 3 8 3 658 3 8

.-0 - tt

Jrtble,

Example 5 hegiming with an ^th:

\;Eg
zgz

863 3.5 8 63,5 8

Bifs•fe
2ZZ1I
H

— tri

Take notice that the Bafi making a middle
Glofe at the end ofthe lecond Bar,your Treble may
properly remove by leap, at that place, to any o>

ther Concord, and then begin a new movement
by degrees 5 as you lee in the firft Example.

I propole this movement by degrees,as the moll:

ealie, and moll natural to the Treble part in plain

Counterpoint: yet I do not lb confine you thereto,

but thatyoumay ufe leaps when thete fliall be any

P occa»
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occafiotii or vyhen your own fancy ftiall move you
thereto: provided thofe Leaps be made into Imper-
fect Concords, as you may fee by this Example.

3 3 5 3 5 3 3 3 5 8

Having told you that we feldom ufe Zths. in two
Parts, ’tis fit I give you fome accompt of thole in

the late Examples : The firft is in the third Bar of
the firit Example, where the Treble rneets the Bafs

in contrary motion •, therefore allowable. In the

fecond Example are three The firft in the firft

Bar, theTreble keeping its place, and therefore al-

lowable, The fecond meets in contrary motion j

the third keeps its place. In the third Example are

two Sths. the firft begins the Strain, the fecond the

Latter part thereof in all which beginnings an8t&.

may properly be uled.La{lly,allthole 8t/i5.which

you lee at the Conclulion of the Examples, are

not only allowable, butmoft proper and natural.

As for thole two Sharps which you fee in the

fecond Example j the firit ofthem is difputable,

as many times it happens in MuHck -, in which

doubts the Ear is always to be Umpire. The o-

ther Sharp depends more upon a Rule ;
which is,

that jvhen the Bafs doth fall or rife a'/\th j

that Note, from which it fo rifes or falls^ doth corn-

fnoTily require thd Sharp or greater to bejoynedto

it. And beinghere at the conclulion^ it hath a fur-

ther concern which is, that a Binding Ca-

dence is made of that Greater 3^. by joyningpart

of it to the foiegoing Noie^ which is ^ frequent
<

. . V .

‘

-J.R
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in Mufick at the Clofe or Gonclufion, as

Amen at the end of a Prayer. Examples of it

are thefe that follow

:

a&ilS
Gruter 3d. Cadence 3 d’

tdii: lie
Cadence 3 d.

1
11
1*
1

)

• 4
f
T1!!!

zo:
0—

’

•
i
11

4
1
1 —0 — i

~u~ -

Cadence gd. Cadence 3d.

iiiiiiiiSiii;

'—'f*’©’

•0 '

Cadence 3d.

1^1
=

e-f

This Cadence may be uled by any Part

which hath the ^d. in the next Note be<

fore a Clofe.

There is another fort of Cadence frequent iq

Mufick (but not at Conclufion) in which the

Gremter 6th. doth lend part of its Note to the

Note which went before ; the Bafs Defcending

a Tone or Semitone, thus

;

;

'
* #

This alfo is appliable by any Part, or in any
Key where the Greater 6th, is joyned to fucli

Notes of the Bafs, I
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I would now have you frame a Bafs ofyour
own, according to former Inftru£lions, and try

how many leveral ways you can make a Treble
'

to it.

When you find your lelf perfeQ: and ready
therein, you may try how you can add an Inner

part to yonrTreble and Bafs : concerning which,

take thele Inltruftions.

§ p. Compofitian of Three Tarts.

Firft, you are to fet the Notes of this Part in

Concords different from thofe of the Treble.

2. When the Treble is a yth. to the Bafsy I

.would have you make uie either of a 3 or an
8tZ>. for the other Part ; and not to ufe a 6th.

therewith, until I have fliewed you how, and
where a yth. and 6th may be joyned together 5

of which more hereafter. 3. You are to avoid

^ths. in this Inner
,
part likewife, fb much as

you can with convenience. For though we ufe

%ths. as much as Imperfefls, yet we felcfom

make ufe of Sths. in three Parts, unlefs in fuch

places as we formerly mention’d. The realbn

,why we avoid Sths. in two or three Parts, is,

that Imperfefl Concords afford more variety

upon accorhpt of their Majors and Minors ^ be-

sides, ImperfeQis do not cloy the Ear fo much

as Perfefts do.

We will make ufe of the former Examples,

that you may perceive thereby hovv another

part is to be added.
* . V . ^

' ’

Example.



Treble^

Example i,

N

Treble*

Example 2

Example 3.

^ 6 ^ 3$ 86358
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That fc /at which you fee in the third Bar of
all the three Examples of the Inner part, is let ||

there to take away the harlhrefleaion o^Efiarp
againft fe flat the foregoing Note of the Bah :

which is that we call Relation Inharmonkal^ of |
which I lhall fpeak hereafter. As for the Sharps
I refer you to what I faid formerly ofthem : On-
ly take notice that part ofth^Jharp ^d. in theTr^-
ble Part of the lecond Example, is ioyned to the
foregoing Note, to make that Binding Cadence
we forinerly mentioned.

"
^

' V

§ 10. Compofiticn of Four Parts.
f V

I
F .you delign your Compofition for four Parts,'

I would then have you to joyn yoiir id. Tre-

ble as near as you can to the Treble
5 which is

ealily done by taking thofe Concords (Note af-

.

Kr Note) which are jiext under the Trebk.^ 'ui

manner as follows.

Example.

5 3 5 3 ? 38358

» «*

1
t
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I iTicikc the 2i?. Tvcbls 3nd Tvcbls cnd^both in

the fenic Tone j
which, in injr opinion, is better

than to have the Treble end in thi fiarp ^d. a-

bove^ the Key of the Compofition being /af,

and the fiarp 3^. more proper for an Inward

part at Conclufion.

I will now, by adding another Fart (viz. a Te-

nor) fhew you the accomplifliment of four

Parts : concerning which, thefe Rules are to

beobferved.

Firft, that this Part which is to be added, be

fet in Concords different froin the other two

upper Parts. That is to fay, ifthofe be a $th.

and 3d. let this be an Sth ;
by which you may

conceive the reff.
_

Secondly, I would have you joyn this Tenor as

near the 7d. Treble as the different Concords do

' permit ^
for the Harmony is better when the

three upper Parts are joyned clofe together.

Thirdly, you are to avoid two Sths. or two

$th. rifing or falling together, as well amongft

the upper Parts, as betwixt any one Part and the

Bafs ; ofwhich there is lefs danger, by placing

the Parts in different Concords.

Exawphi
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Here you may perceive each Note ofthe new-

ly added Tetmr^ fet in a Concord ftill different

from thofe of the other two higher Parts 5
by

which the Compofition is compleated in four

Parts. And though I have fhewed this Compo-
lition, by adding one Part after another, which

I did conceive to be the eafieft way of giving

you a clear underftanding of it • yet, nOw that

you know how to place the Concords, it is

left to your liberty to carry on your Parts

(fo-many as you defign) together j
and to dif-

pofe them into leveral Concords, as you fliall

think convenient.

§ 11 . Hop}



Tnncipies oj compoption, ^
§ 11 . How a Jth. and 5th. may fiand toge*

ther in Counterpoint.

I
T is geaerally deliver’d by moft Authors which

I have leen,that how many Parts foever a Com-
polition confiftsofi there can be but three leveral

Concords joyned at once, to any one Note ofthe
Bafi ; that is to lay, either a 'yih. and 8th. ora

3 i. 6r&. and 8tb j and, that when the $tb. takes

place, the 6tb. is to be omitted ^ and contrari-

fy, if the 6th. be uled, the $tb. is to be left out.

Our excellent and worthy Countryman Mt.Tbo,
mas Morle/, inhis Introdudion to Mujick^pag. 143.

teaching his Scholar to compofe four Parts,ufeth

thcle words, But whenyouput in d 6 th. then offores

THuJl the Jth. be left out ^ except at a Cadetice or

Clofe where a Difeord is taken^ thus : \

gxizDifco^:

—— ...

..D—Q .

which is the hejl manner

jQZOZlt of clojing.^ and the only

way oftaking a 5th.aK^
6th. together.

4-4 —

.

1iM MM**9 <

|—^e- :xiza: ^:n:
5

bsza:] B
^*-0—

—

:zz§:'

All this is to beun-
derftoodas Ipeakingof

zperfeB yth. But there

is another ph in Mu-
fick, called a falle, de-

fective, or imperfeCt

pb. which necelTarily

requires a 6th. to bejoyned with it: And tho’ 1
never heard any approved Author accompt it fc*
a Concord, yet is it ofmolt excellent ufe in Com-
polltion

; and hath a particular grace and elegan-
cy, et^en in this plain way of Counterpoint. It
IS commonly produced by making the lower term

or



cj mujtcK.
• ••

or. Bafs‘Note^ Sharp
^ as you fee in the two In*'

ftances following.

Thus you lee how a ')th. and 6ih. may be uled

at once In any other way than thefe I have

mention’d J do not conceive how they can Hand

together in Counterpoint ; but when oneoftheni

is put in, the other is to be left out, according

to the common Rule.

• § Hi Cowpefition in a jharp Key.

W E will now proceed to a jimp Key *, in

which, 6tii, are very frequent; for there

are certain Notes of the Bap, which necef-

iarily tequire a lefl'er 6th. to be joyncd to themi

As namely, i. The Half-Note, or lejfer si. under

the Key of the Compofition. 2. The greater 3^.

above the Key. 3. Allb the under it; requi-

ring Ibmetimesthe^rMter, and fometimes the lef-

fer 6th. to be joyned to it, as you fee in the liib-

lequent Example ; in which the Notes of the

Bafs requiring a 6th. are marked with a Dagger

under them^ Treble;



Vrfiiciptes of Compojwon.

8338 35 8836 38

Things to be noted in this Example are thele •

I . When the Notes of the Bafs keep Itill in the
iaffle place, it is left to your liberty ro remote the
other Parts as yOu (hall think fit : Ah Inftance
whereofyou have in the next Notes after the be*
ginning. 2. Take notice (and oblerve it- hereafter)'

thatthe Half-Note orfiarp Second under the Key,
doth hardly admit an Zth. to be joyned to it,

without offence to a critical Ear^ and therefore
have I joyned two 6ths. and a to that pdip
Note ot the Bafs in F. 9. In the firft part of the
lecond Bar, you may lee the Treble lending part
ofits 6th. to the foregoing Note, to make that
Binding Cadence which we formerly mention’d,
pag. 41. 4. You may oblerve that now I permit
the Treble to end in a fiarp ^d. which I did not
approve when the Key was fiat.

The Figures fhew you which Parts are 6ths. to
the Bafs.^ as the marks, which Notes ofthe Baji

.E
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require them : whereyou muft know,that the Bat's

in all fuch like Notes, doth afliime the nature of
an upper Part

; wanting commonly a fome-
times a %th. ofthat Latitude or Compals which
is proper to the true nature of a Bafs'.

,

To demonftrate this, we will remove the laid
Notes into their proper Compals

; and then you
will fee thole 6ths. changed into other Concords ^
the upper Parts remaining the fame they were,
or elfe ufing thole Notes which ths Bafs alTumed
before.

Example.

TrebJs.

am
.u.

o 585 <^8^5.8 3 s 3

a Treble—

8358 3 5 33 5 8^ 3 8

Tcmr —

—

I'-
ll

« ’Si'jSzza
t-i

ZD

58 33 83' 8835 '8,

5

Bafs

S±.-Ba:
: zpzg: hh- 1 '-e^ •

t t t t

Here you may perceive, that by removing thole

Notes of the Bafs a ^d. lower, all the 6ths,zte

taken away, except that 6th. which made the

Binding Cadence: and that alfo will be taken quite

away, ifwe remove its Baft-Note into its full La-

titude, which is a ytb. lower 5
as you will eafily

lee by the Inftaiice next following.

By
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By this which hath
been fhewed, you lee

where 6ths. are to be
ulcd in Compofitionj

and hdw they may be
avoided when you
pleafe. But I would
have you take notice.

that Baps conffling mich of Notes which requirei

<5ths. to bejoynedto ihem^are more aptforfew^ than

for many Parts. The xlike may be laid of Baffes

that move much by Degrees.

\

§ 1 j. 0/ Tranfjlioh, or Breaking 'a Note.

ONe thing yet remains, very necelTary (fome-

tiriaes) in Compoiition : and that is, to make
imooth or Iweeten theroughnelsofaLeap,by a

gradual Tranlition to the Note next following;

which is commonly called the Breaking ofa Note'.

The manner ofit you have in the follovving Ex-

amples, where the Minum in 5, is broken to a

£^h. and fth. both downward and upward.

' '
, ... ,

'

In like rhanner ttiay a Semibreve be broken into*

fmaller Notes. Where take notice alldj that two,

E 2 threCj;
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threc,or more Notes,{landing together in the fame
Line or Space may be confidered as one intire
Note

,
and conlequently capable of Tranfition.

I

Example.

In which, y on have no more to take care of,but
that thefirit Particle exprefs the Concord,and that
the laft produce not two '^ths. or 8t/w. with fome
other Parr. To avoid which (if it fo happen) the
following Note of the other Part may be alter-

ed, or the Tranfition may be omitted.

We will take the late Example with its 6ths^

and apply fbme of thefe Breakings to fuch Notes
as do require them, or may admit them.

Example,
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The Breakings are rharked with little Stars un-

der th?m i which you will better conceive ifyou

' caft your Eye back upon their original Notes.

In this I have made the i/. and 2d. Treble end

both in the fame Tone, that you might fee the

Tenor fall by Tranfition into the Greater id. at the

Clole.

Thele Rules and Inftruftions which I have now
delivered, being duly obferved, may (I doubt not)

fuffice to fhew you what is neceflary for Compofi-

tion of’Two,Three,or Four Parts,in Counterpoint,

I have let myExamples all in the lameKey,(z)2z.

in G.) that I might give the left difturbance to

your apprehenfion •, which being once comfirm-

ed you may let your Compofitions in wfvit Key
you pleale, having regard to the Greater and

. Lejfer 3d. as hath been fliewed.

^ \i\.Compofit'ton of 5,-6, and 7 Parts.

By that which hath been fhewed, it plai niy ap«

pears, that there can be but three different

Concords applyed at once to any one Note of

the Baft, that is to fay, (generally fpeaking) ei-

ther a3i, and 8th. or a 3 6th. and 8th.

Hence it follows, that ifwe joyn more Parts then

three to the Bafs, it mult he done by doubling

feme of thofe Concords, v. g. If one Part more
be added, which makes a Compofition of Five

Parts, fbme one of the faid Concords muft ftill

be doubled. Iftwo be added, which makes a
Compofition of fix Parts, the duplication oftwo
of thaSConcords will be required. IfThree Parts

more be added, which makes up Seven Parts •

then all the three Concords will be doubled. And
confequently, the more Parts a Compofition con-

lifts of, the more redoublings of the Concords
vyill be required. Which redoublings muft be ei- -

E 3 ther



ther in their Oaaves^oi in their Unlfons. I men-
tion Unlfom^ becaufe many Parts cannot ftand
within the Compafs of the Scale ofMufi^k, but
Ibme of thole Parts muft of neceffity meet Ibm-
times in Unifon.

That I may explicate thefe things more clear-
ly, I will let you Examples of 5, 6, and 7 Parts

j

whh fuch obleryations as may occur therein : And
being able to joyn Ip many Parts together in
Counterpom^, you will find lefs difficulty to com-
pofe them in' Figurate Delcant ^ becaule there

you yyill have more liberty to change or break
off upon the middle ofa Note.

' ^

j Jfehle—

'

Example ofFive Faxts.
. . . ,

•

-pzl

353835383 58
z Treble^—

'.L iiEriEZs:

:

83858 3 85

pZEZ£:k!^zp::

3 8

jit. g-z-P-
1’ T3I

U

7cnor

fl-i

5 8 5 3 5 8 5
*3

5 85

QZe-

U *

858 5 8 ‘5 8 58 53

zqzdzt

;

..ift

::azdz34:q:izg:j;_

Here you lee Ibme one of the Concords ftill

doubled, as may be oblerved by the Figures

..
'

.
•X 'which



Principles of Compojiim.

which denote them. Your next (hall be of Six

Parts j
wherein two Concords will ftill be doubled

to eacn Note of the Bafs.

Example of Six Parts.

8 5 8 5 8 5 S 5 8 53

Hereyou fee two Concords doubled ;
in which,

all you have to oblerve is, how they remove leve-.

ral ways ^ the one upward, the other downward;
by which means they avoid the Confecution of
Perfects of the fame kind.

1 . '

Exam-
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Example of Seven Parts.
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Obfervationsin this Example are theft,firft that

all the three Concords are, cither doubled or it

any one Hand fingle, (as that which makes' the

Binding Cadence mult always do) it doth rieceili-

t ite Ibme other Concord to be trebled. Secondly,

rliat though theParts do meet fometimes in Uiiijon
• •

when
4 . ^ <

I •
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when it cannot be avoided ;
yet they muft not re-

main fo,linger than neceffity requires. Laftly take

notice, that the Notes of one Part may be placed

above or below the Notes of another neighbou-

ring Part i
either to avoid the Confecution ofPer-

fects, or upon any voluntary defign- The Notes

fo tranfpofed are marked with little ftars over

them, that you may take better notice of them.

,§ I y. Of two Ba£es, find Cornpojttion of

Parts.

TV^Any Compofitions are laid to have two Baf~

(becaufe they are exhibited by two Viols

,or Voices) when, in reality they are both but one

Bafs divided into leveral parcels; of which, either

Bafs doth fake its Part by turns, whillf the other

liipplysthe office ofanother Part. Such are com-
monly defign’d for Inftruments. But here we are

to Ipeak of moBa/fes of a different nature ;
and

that in reference to Compofition ofEight Parts;

which, whether intended for Church or Cham-
ber, is ufu'ally parted into two Qu ires ; either

'

Quire having its peculiar Bafs^ with three upper

Parts thereto belonging.

Thefe two Quires anliver each other by turns;

femetimes with a fingle voice
,
fometimes with

two, three, or all four ; more or left, according
to the fubjeft, matter, or fancy ofthe Cpmpofer.
But when both Quires joyn together, the Com-
pofition confifts of Eight Parts, according to the

following Example. In which you will lee two
Baffes^ either of them moving according to the
nature of that Part

;
and either ofthem alfo,iffet

alone, a true Bafs to all the upper Parts of either

Quire
; lor fetch ought the two Bajfes to be, which

here I do mean, And though it be a thing which
- '

few
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Jew ofour chiefCompolers do obferve, yet I caiv,^

not but deliver my opinion therein
5 leaving the"

skilful to follow which way they moft alFeft.

Example -

ofEight Parts.

1

1 Tevor.

2 Tenor.

I Baft.

2 Bifs. t ^ 1
•““"t

«—-tr“’
1
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As concerning the concordance of thefe two

gaffes betwixt themfelves *, it muft be, in every

reipeftive^ote, either an OBave^ an Unifon, a

Third, or a Sixth, one to the other : not a Fifth,

becaufe the upper Bafs (being let alone, or

Ibunding louder than the orher^ will be a

to all thofe upper Parts which were OBaves to

the lower Bafs. But where the Bafes are a

one to the other, if you take away the lower

Bafs, the Sths. are only changed -into 6ths: A-

gain, ifyou take away the lower Bafs where they

!
are a 6th. one to the other ; thole upper Parts

which were 6ths. to the lower Bafs, will be Sths,

to the higher. Where the Baffes found in Unifon

or OBave, the upper Concords are the lame to

either. .

The realbn why I do not alFe£l a ytS. betwixt

the two Bajfes in Choral Mulick is, that I would
not have the Mulick of one Quire to depend up-

on the Bafs of the other, which is diftant from
it

;
but rather, that the Mulick ofeither Quire

be built upon its own proper Bafs, and thole

two Bafes with all their upper Parts to be fuch .

as may make one entire Harmony when they

joyn together.

One thing more concerning two is, that

though they may often rpeet in ^’ds. yet if they

move fucceflively in limple they will pro-
duce a kind ofbuzzing,in low Notes elpecially,

fas I have Ibmetimes oblervedj which is not to
be approved unlels the Humour of the Words
Ihould require it.

What we have laid of four Parts in a Quire,
the famemay be underftood if either Quire con-
lift of live or fix voices. Allb, if the Mulick be
compoled for three of four Quires, each'Ciuire
ought to have its peculiar' independent of

’
, .

- the
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'

the other ; And the' more Parts the Compofi-
tion confifts ofwhen all are joyned together in

a full Chorus
; the greater allowances may be:

granted : becaule the multiplicity of voices doth :

drown or hide thofe little folecifmes which im
fewer Parts would not be allowed.

This is as much as I think necelTary to be

fliewed concerning Comterpoint, or plain Defca7it,

which is the Ground-work, or (as I may-layj

the Grammar ' of Mufical Compolition. And
though the Examples herein fet down (in which
I have endeavoured no curiofity but plain in-

ftruftion) be fhort, luitable to a Compendhm^
yet they are (I hope) fufficient to let you fee

how to carry on your Compofitions to what
length you Ihall defire.
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PRACTICAL MUSICKo

Tke Third PART.

TEACHING
The Vfe of Vifcords,

§ r. Concerning DifcoTds.

Dlfeords^ as we formerly laid of Intervals

are Indefinite •, for all Intervals^ except-

ing thole few which precifely terminate

the Concords, are Difcords. But our concern

in this place, is no more than with thefe that

follow, viz. The Leffer and Greater Second. The
.Lejfer., Greater^ and PerfeB Tojirth. The Leffer^

‘Or DefeBive Fijth. The Lefi'er and Greater

Seventh. By thele I alfb mean their OTaves.

§ z. How
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§ z. How Difcords are admitted into Mufick:

Difcords are tvi^b ways (chiefly ufed in Com-
.pofition. Firft, in Diminution

^ That is«
wheri two, three, or more Notesof one Tart, are
jet againftoneNbte of a different Part. Ahdthisi!
is commonly ddne in making a gradual tranfi-

tion from one Concord to another
; of which i

you had fome intimation tag. ei. where I fpokc ;

of Breaking a Note.

In this way of pafTage, a Difcord may be al-
'

lowed in any one ofthe diminute Notes, except
the firft or leading Note, which ought always
to be a Concord.

Exaf^le;

5 432 3456, 3 43

To which may be referred all kinds ofBreak-

ings or Dividings, either of the Bafs it lelf, or of

the Defiant that is joyned to it ;
of which you

' may
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may fee hundreds ofExamples in my Book na-

med The ptvifon Viol, Partj the.jwhole dit

courfe being upon that Subjeft.

Here again take notice, that two, three, or

more Notes ftanding together in the feme line or

Ibacemay beconfidered as one entire Note ^ and

may admit a Difcord to be joyned to any of.

them, the firft only excepted.

3 4 56

Although in this Example, I fliew what liberty

you have to ule Difcords •, where many Notes

ftand together in the feme line or Ipace, which

may properly be ufed in Vocal Muftck, where

both the Parts pronounce the feme words or lyl-

lables together 5 yet it is not very ufual in Mu.- '

lick made for Inftruments.

§ 3 . Of Syncopation.

THe other way in which Difcords are not on-

ly allowed or admitted •, but ofmoft ex-

cellent ufe and Ornament in Compofition •, is, in

Syncopation or Binding* That is, when a Note
of one Part ends and breaks off upon the mid-
dle of the Note of another Part 5 as you fee in

the following Examples. .

Sjn-
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Syncopation in two Parts.

0 - :pt0#i
pF:

875 6 5 43 467 6 8 343 43 43 238

g-p-r>; #p~2: 9.
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’ Syncopation in Three Parts.

< 6 1 6 % i 5765768

.9__ :
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656 565676 5 8



Thefe Examples do fhew you all the Findings
or Syncopations that areufuallyto be found as

7t/ji',with 6ths
5 6t/w, with $ths-^ ^tbs.vAth:^ds-.

with 'zds

,

*1^ hy Sths^ and ^ths, are exempt
from Binding with their neighbouring Difcords
ihall prefently appear.

In this way ofBinding,a Difcord may be apply-
ed to the firft Part ofany Note ofthe Bafs^ ifthe
other Part of the Binding-Note did found in con-
cordance to that Note ofthe Bafs which went be-
fore : and fometimes alfo without that qualifica-

tion wherein fome Skill or Judgment is required.

§ /}. FaffAge of Difcords.

Difcords thus admitted, we are next to confi-

der how they are brought off, to render them
delightful

;
for Amply of themfelves they are

harfh and difpleafing to the Ear, and introduced

into Mufick only for variety; or, by ftriking the

lenfe with a difproportionate found, to beget a
greater attention to that which follows ; to the

hearing whereof we are drawn on (as it werej
by a neceffary expeftation.

This winding or bringing a Difcord off, is al-

ways belt effected by changing from thence into-

fome Imperfebb Concord, to which more fweet-

nefs feems to be added -by the Difcord founding

before it. And here you have the Reafbn why an
^th. and a do not admit of Syncopation or

Binding, with their neighbouring Difcords: be-

caufe a yti.doth Pafs more pleafingly into a 6th.

as alfo a $th. into a lath, or -^d. And as fora jtA

though it Bind well enough with a 6th. (as you
did fee in fome of the foregoing Examples) yet

with a Afth. it will not Bind fb well, becaufe a

doth Pafs more properly into a 3 d.

Thefe



Theje little windings and bindings with Dif
cords a«d ImperfeO: Concords after them, do r^ery

much flight the Ear
:
yet do not fatisfie it, but

hold it in lufpenfe (as it were) until they come to

a perfe£l: Concord •, where (as at a Period) we
underftand the fence of that which went before.

Now, in palling from Difcords to Imperfeft

Concords,we commonly remove to that which is

neareff, rather than to one that is more remote
5

which Rule holds good alfo in palfing from Im-
perfea Concords, to thofe that are more PerfeSf.

§ Of Difcords, Note againfl Note.

' A Lthough we have mention’d but two ways
'LX. in which E)ifcords are allowed •, that is, in

Diminution, and Syncopation
^

yet we find a
third way, wherein Skilful Compofers do often

life them : which is, by fetting Note for Note of
the lame quantity one againft another. i\nd

"though it be againft theCommon Rules ofCom-
pofition

;
yet, being done with judgment and

defign, it may be ranked amongft the Elegances
of Figurate Mufick.

The prime or chiefofwhich, for their ufe and
excellency in Mufick, are a Tritone and a Se7mdia~

pente that is, the Greater or ExceJJtve ^th. and
the Lejfer or DefeSive $th. Which according to

the Scale, where we have no other divifions or

diftindtions than Se7nitones or HalfNotes, leein

to be the lame as to proportion offound,
either of them confifting of fix Se7/iitones

^ but
their appearance in praHice is, one ofthem as a
c\.th -, the other like a jt/j

^ which, if placed one
above the other, compleat the compals of an
OBave, in manner following.
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rmo»e,

Semtdkpente'.
\

Unmet Semiditpetite',

I 23456 12 3456
Their uft in Figurate Defcant is very frequent^-

both in Syncopation and Note againft Note, as
in Counterpoint. The Tritone paffts naturally in-

to a 6th. the Semidiapente into a thus

:

Tritonc. Semidiapsfite.

The Parts or Sounds which they ufually re-

quire to be joyned with them, either in Binding

or without it ; are’ a Second above the lower

Note of the Tritone
j

and a Second above the

higher Note of the Semidiapente
;
which makes

that 6th. we mention’d pag. 47. as necelTary to

be joyned with an fniperfeB $th.

/
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Trims. Sgmiikpgtits,

f 6. Of pifcori/s in double Tranjitionl

I
Shewed you formerly, (pag. 5 1.) how a Note
is fometimes broken to make a Tranfition by

degrees to fbme other Concord.
Thefe Tranlitions or Breakings are commonly .

expreis’d in ^tavers or Crotchets-^ Ibmtimes
(though leldom) in Mimms. The Examples I

gave you were let for the Treble^ but may be
applyed to the Bafs allb, or any other Part.

Now, if the Bafs and an upper Part, do both
make a Tranfition at the lame time, in Notes
of the fime quantity, and in contrary motion,
which is their uliial PafiTage j there muft (of ne-
ceifity) be an encounter of Difcords, whilft ei-

ther Part proceeds by degrees towards its de-
figned Concord. And therefore, in fuch a Paf
fage, Difcords (no doubt ) may be allowed Note
againft Note.

F ? Example]
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Example, /

t3

Befides thefe which depend upon the Rule of
Breaking andTranfition,there may be other ways

wherein a Skilful Compofer may upon defign fet

a Difcord, for which no general Rule is to be

given ; and therefore, not to be exhibited to a

Beginner
;
there being a great difterence betwixt

that which is done with judgment anddefign.and

that which is committed % overfight or igno-

rance. Again, many things may be allowed in

flavors andCrotc^eti (as in thefe Examples that

I have i'hewed) which would not be fo allowable

in Minnm^ or Semibrevet:. I
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I toll you formerly that Difcords are Left

broughtV)fF, when they pals into LnperfeB Con-
cords : which is true Doftrine, and ought to be

obferved (as much as may be) in Ipng Notes and
Syncopation : But in fliort Notes and Diminu-
tion, we are not lb ftriftly obliged to oblervance

ofthat Rule. Neither can we Alcend or Defcend
by degrees to a $th. or to an 8th. but a ^th. will

come before the one, and a jth. before the other.

Again, a -jth. doth properly pals into a $th.

when the Parts do meet in contrary motion, as

you may lee in the Example next following.

And here you may lee two jths. both Parts

Defcending, betwixt the Bafs and higher Treble

not by overfight, but let with defign.

^7, Of Relatim Inharmonical.

After this dilcourle of Dilcords, I think it

very proper to lay fomething concerning
Relation Inharmonical, which I formerly did
but only mention.

Relation
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Relation, or Reli)e£i:, or Reference Inhlrtnoni-
cal, is a harlh refleftion of Flat againft ^hdrp in a

crofs form ^ that is, when the prefent Note ofone
Part, compared with the foregoing Note ofano-
ther Part, doth produce fome harlh and dilpleaf-

ing Difcord. Examples of it are luch as follow

:

The firft Note oftheTreble is in E Jharp ^ which
confidered (crofs-wifej with the lecond Note of

the Bafs in E ftat, begets the found of a Lefer

Second, which is a Difcord. The lecond Example

Js the lame Delcendihg. ‘ .
'

'

The third Example, comparing E Jbarp in the

Bafs, with B flat in the Treble, produces- a falle

<;th. which is allb a Dilcord. The like may be

j&id of the fourth Example-

The, firft Note of the Bafs in the fifth Exam-

ple ftands in Bflat: which compared with the

laft Note of the Treble, in E fljarp, produces the

IbUnd’of a Tritone or Greater e^th. which is allb

a harlh Dilcord.
* .

Though thele crofs Relations found not both

together, yet they leave a harllinels in the Ear,

which is to be avoided ;
elpecially inCompofitioii

cf few Farts.
. a ci-

' But you muft know, that this crols reflection

of Flat againft' Sharp, doth not always produce

Relation Inharmonical.
'

'

Example.



For it is both ufual and proper for the up-

per Part to change from flat to fl)arp when the

Bafs doth fall a Lejfer as you fee in the firft

and fecond Bars ofthis Example. Alfo that re^-

fle£lion ofFfliarp againft b flat, in the third Bar,

which produces the found of a Leffor ^th. is not

Relation Inharmonical. The reafon thereofyou

fliall prefently have. But firft I will give yoii

a clearer Inftance thereof, by comparing it with

another t^th. flat againft fliarp crols-wife, that

yourown Earmay better judge what is,and what

is not. Relation Inharmonical.
^ J t

Example.

Good. Good, Bid, Bad.

Harmonical. Inharmonical.—n- ~

The firft two Inftances fliew a Relation ofF
fliarp in the Bafs, againft Bflat in the Treble, which
begets the found of a Lejf^r ^tk. and is very good

' and

s. .. . .. nn ^ _ ^ t;! n ^
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andufual in Compofition. The other tvJlo Inftan-
ces are Fflat in the Bafs^ againlt Bflmr^ih the Tre-
,hle, which makes a Greater or Excegive fth. a very
harfh Relation. And here (by the way) you may
obferve three different ^ths. inPra^ical Mufick,
vh. I.From Ffljarp to Bflatnpwatd

; 2 . From F
Flat toB flat 5

and 3 . From Fflat to B fiarp, thus
exemplified.

---©- •

idzrzi:zdzzrz: : :zDzz~zffcidzzrfpa—rzttra
4th.. Perfi^ Greater 4.th,

As to the realbn,why Fflmrp againft feflat doth
not produce Relation Inharmonical, we are to
confiderthe proportion oi its Interval

j which (in-

deed) belongs rather to the Theory of Mufick

:

for though the Ear informs a PraQiical Compofer,
which founds areharfli or pleafing; it is the Ipe-

culative Part that confiders .the Reafon why fuch

or fuch Intervals make.thofe founds which pleafo

or difpleafe the Ear.

Butwe will reduce this bufinefsofthe Lejfer/^th.

into Practice ^ that thereby we may give a reafon

to a Praftical Mufician why it falls not under Re-

lation Inharmonical. To which purpofe we will

examine itaccordingtoour common Seal ofMu-
lick i

and there we fhall find it to coniift of no

more than four Semitones or- Half-Notes ;
which

is the very fame number that makes a D/towe or

Greater ^i.ThisExample will render it more plain.

Lefer 4th. Greater 3d.

ttd: :a:
lafedtd:§i ::-PP ~

i i

Ipipip:?;;;::

1234
Now

1234
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' Now Muppofe that no Praaical Mufician will

fay that^e two Terras of z Greata ^d. hpe

any harfh Relation one to the which

grLted, doth alfo exempt the other (being the

like Interval) from Relation Inharmojical, tho

in appearance it be a 4^^. and hath^t againft

By this you may perceive that diftances in

the Scale, are not always the fame m ^und,

which they feem to the fight- To iHuftrate this

a little further, we will add a Leger ^d. to the

former Leger ^tb. which m appearance will

make a Lejfer 6th. for fo the degrees in the Scale

will exhibit it in manner following*

4ti&. 6th-

Lb0-— izzz^fes:}!
Ml I

. .. -

But this 6th. in fight, is no more in found than a

common %th. which we may demonftrate by the

Scale it felf: For, ifwe remove each Term zSmi-

tone lower (which muft needs keep them itill at

the lame diftance) we fhall find the 6th. changed

into a ytZ/. in fight as well as found; and the

Leger 4t&.likewife changed into 3. Greater ^d. as

you may fee in this Example.
i . And ifwe remove the

:z:5Z±5^& :
threeNotes again,

§^ztd:pzbttd:_'-f:-u and fet them a Semitone

higher by adding a fiarf to each Note, thus ; that

which in the firft Inftance

was T) fiat^ is now become C
fiarp-^ andlikewifcJB flat now
changed into Afljarp.

This removing of the Concords a Semitone

higher or lower, as alfb the changing them into
' Keys

:

tnzt2Z
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Keys which have no affinity with the Jcardinal
Key upon which the Aire of the de-
pendeth

; does many times caufe an Untunable-
nefs in the Concords,as though our Strings were
out of Tune when we Play upon Inftruments
which have fixed Stops or Frets : And this alfo
happens amongft the Keys of Harpfichords, and
Organs, the realbn whereof is, the inequality
of Tones and Semitones

^ either of thenj having
their Major and Minor ; which our common
Scale doth not diftinguiffi. And this has cau-
ied fome to complain againft the Scale it felf;

as though It were defective. Concerning vi?hich

I will prefume no further than the delivering of
my own opinion j to which purpole I muft firft

fay fbmething

§ 8. Of the Three Scales of M'ufck.
I

THe Three Scales are theie. i. Scah Diator

pica. 2 . Scala Crojnatica^ 3 . Seala Enhar^
fnonica. The Diatonick Scale, is that which ri-

les to a ')th. by three Tones and a Semitone-, and
from thence to the Sth. by two Tones and one
Se?nitone : vvhich Semitone is denoted in both pla-

ces by Fa
5 as I fhewed in the beginning of this

Treadle.
' '

This is (in effe£l) the Old Grecian Scale, con-

lifting of four Tetrachords or /[ths. extending to

a double OHave ; which Guido Aretimis, a Monk
•

of
s
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of St.' BmM's Order (about the year of our

Lord 96 o\. changed into a form in which it now

is j
fetting this Greek letter f Gamma at the bot-

tom of it, to acknowledge from whence he had

it : and This (for its general ufe) is now called

the Common Scale of h^ufick.

The Chromatick Scale rifes to a by a Tone

and five Semitones j and from thence proceeds t©

an Zth. by five Semitones more.

Example.

Some perhaps rnay find fault with this Exam-
ple of the Chromatick Scale, as being not the u-

liial way of letting it down but I thought it the

heft Inftance I could give a Learner of k, as to itt

ule in Praftical Mufick *, in which it is fo fre-

quently mixed with the Diatonkk Scale, that the

fc flat and ^ Jharp which formerly belonged to B
only, have now got the names of the Cbrofnatick

'

Signs, by their frequent application to Notes in aH
places of the Scale ; and the Mufick which moves
much in Semitones or Half-Notes, is commonly
called Chromatick Mufick. And ftom hence it is

that an OBavei is divided into 12 Semitones.

The Enharmonick Scale riles gradually by Deijes

or Quarter-Notes ; ofwhich 24 make up an OE-
ave : and is lo far out of ule, that we fcarce know
fibw to give an Example of it. Thole who en-
deavour it, do let it down in this mannej.
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But, as to its ufe,in Praflical Mufick,! am yet:

to ieek. For I do not conceivehow a natural Voice :

can Afcend or Delcend by fuch Minute degrees,

and hit them right inTune.Neither do I lee how
Syncopes or Bindings with Difcords (which are ;

the chief ornaments of Compolition) can be per-

formed by Quarter-Notes. Or, how the Con-
cords (by them) can be removed from Key to

Key, without much trouble and confufion. For
thele reafons I am flow to believe that any gOod
Mufick (efpecially of many Parts) can be com-
pofcd by Quarter-Notes^ although I hear lome
talk much of it.

Only one place there is, where I conceive a
Quarter-Note might ferve inftead ofa Semitone

j

which is, in the Binding Cadence of the Greatet

^d. and That, commonly, is covered ordrowned
either by the Tril of the Voice or Jhake ofthe
Finger.

But fome do fancy, that as the DiatonicJi Scale

is made more elegant by a Mixture of the Chro-

tfiatick
;
fo likewile it might be bettered by help

of the Enharmonick Scale, in fuch places where

thofe little Diflbnances do occur.

I do not deny but that the flitting of the Keys

in Harpjichords and Organs as allb the placing of

a Middlefret near the Top or Nut of a Viol or

Theorbo^ where the Ipace is wide may be uftful

in lome cales, for the Iweetning of luch Diflfo-

nances as may happen in thole places : but I do

not conceive that the Enhar7nonickSc3\t is there-

in concerned^ feeing thole Diflbnances are fome-

times more, fometimes lels, andfeldom that any



of them io hit precilely the Quarter of a Note,

Now,'«s to my opinion concerning our com-

mon Scale of Mufick ;
taking it with its mix-

ture of the Chromatick 5 1 think it lies not in the

wit ofman to frame abetter, as to all intentsand

purpofes for Praftical Mufick. And, as for thofe

little Diflbnances (for fo I call them, for want

ofa better word to exptelsthem) the fault is not

in the Scale, whole office and defign is no more

than to denote the diftances of the Concords

and Difcords, according to the Lines and Spaces

ofwhich it doth confift ^ and to Ihew by what

degrees of Tones and Semitones a Voice may rife

or fall.

For in Vocal Mufick tholeDilTonances are not

perceived, neither do they occur in Inftruments

which have no Frets^ as Violins and wind Inftru-

ments, where the found is modulated by the touch

of the Finger j but in fuch only as have fixed

Stops or Frets
j which, being placed and fitted

for the molt ufual Keys in the Scale, leem out

of order when we change to Keys lels lilual 5

and that fas I faid) doth happen by reafon of
the inequality Tones and Semitones^ elpecial-

ly of the latter.

Concerning which, I lhall (with fubmilfion

to better judgments) adventure to deliver my
own fence and opinion. And though it belongs

more properly • to the Mathematick Part of
Mufick, yet (happily) a Praftical explication

,
thereof may give feme latisfaftion to a Prafti-

cal Mufician, when he lhall foe and underftand
the Reafon.



§ p. Of Greater and Leffer Semjlfbnes;

I

FIrft, you muft know, that Sounds have their
Proportions as well as Numbers.

^
Thofe Proportions may be explicated by a

line divided into 2, 3, 4, 5, or more equal Parts.

We will fuppole that line to be the String of
Lute, ot Viol. Take which String you pleafe, lb

it be true ^
but the Imalleft is fitteft for the pur-

pofei

Divide the length of that String, from the

Nutt to the Bridge, into two equal Parts •, flop

it in the Middle, and you will heat the Sound
of an OBave., if you compare it with the Sound
of the open String. Therefore is a Diapafon laid

to be in dupla proportion to its OBave.

Next, divide the String into three equal partSj

and ftop that part next the Nutt, (which will

be at the Fret[h'2 if rightly placed) compare the

Sound thereof with the open String, and you
will here the difference to be a $th. Thence
is a ^th. laid to be Sefquialtera proportion j that

is, as 2 is to 3.

Again, divide your String into four equal

Parts i
flop that Part next the Nutt (which will

be, at the [/] Fret) and you have a to the

open String. Therefore a ^th. is laid to be Sef-

quitertia Proportion, as 3 is to 4. By thefe you

may conceive the reft towards the Nutt.

If you ask me concerning the other half of

the String from the middl^ to the Bridge : the

middle of that half makes' another OBave •, and

lb every middle one after another.

, We will now come a little nearer to our bufi-

mefs of the Semitones. To which purpofe we
— m. m #*~1 m <

muft divide the OBave it felf into equal Parts.'
- <=>

^Firft;
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Firft in,ihe Middle which will fall upon the

Fret [/'\ Examine the Sound from [/ j to

(which isznOBave to the open String) and you

will find it to be a ’)th. Try the other halfwhich

is towards the Nutt, and you will hear it is

but a 4^h.

Next,dividethat5tl>.whichisfrom [/] to[w]

into two equal Parts 5
and you will find that half,

which is towards the Bridge, to be a Greater

and the other half to the Nutt-ward, to be a
T-e^er ^d.

.

'

Then divide that Greater into tvvo equal

Parts, and you will have a Greater and a Lejfer

Tone. Lalfly, divide the Greater Tone (which was
that half next the Bridge) into two equal Parts,

and you have a Greater and a Lejfer Semitong j

the Greater being always, that halt which is nea-

rer to the Bridge. ,

By this you may perceive that all qur Mufical

Intervals arife from the Divifion of a Line or
String into equal Parts

j
and that thole equal

Parts, do Hill produce unequal Sounds. And
this is the very Reafon that vve have Greater and
Lejfer Semitones.

Thereupon, is a Tone., or virhole Note (as we
term it) divided into Nine Particles, called Com-
ma's : five of which are affigned to the Greater

Semitone
; and four to the Lefs. The difference

betvvixt them is called ’Awilojua, which lignifies

a cutting off. Some Authors call the Greater Se-

mitone., Jpctpme;, That is (I fuppole) becaufe it

includes, the odd Comma which makes that Jjo-
tome. Thus you fee a Tone or Note divided in-

to a Greater and Lejfer; Half but how to divide
it into two equaf Halfs, I never lee; determined.
The iamons Kircher in his Learned and Ela-

bomc Murfurgia Vniverfalis.^ pag. 103 treating

G o.f
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oftheMathematick PartofMufick, tfivhichhe’
handles more clearly and largely than-^w Antimr
(I think) that ever wrote upon that'LbS
doth (hew us the Type of a Tone cut in themid-
dle by dividing the middle Comma into two Schl
fms. But that Co7nma (being divided Arithmeti-
cally) will have kh6reaterind a i-#rhalf(asto
Sound) as well as any greater Intervalfo divided.

The neareft Inftancelcan give you ofa Sound
parted in the middle, is an Offeree, divided int;oa

Trhone. and a Semidiapente either ofthem con-

lifting of fix Semitones
5
as I (hewed 68. and

yet there is (ome little difference in their Ra-

tions or Habitudes.

I will give you yet a clearer Inftance, by which

you may fee what different Sounds will arile,

from one Divifion of a Line or String into equal

Parts. To which purpofe, divide that ’yth. which

is from the Nutt to Fret, into two equal

Parts, with a pair of Compalfes
;
(the middle

whereofwill hit upon y]Tf^^,if it be not placed

with (bme abatement, for thereafons beforemen-

tioned ^ ) and you will find, that the fame wide-

nefs oftheCompafs which divided the -yth. in the

middle, and fo made a Greater znd a Lefer gi. the

fame widenefs (I lay) applyed from [A] towards

the Bridge,will, in the firft place from[^>] produce

a 4th. in the next place, a jth. and in the next af-

ter that, an 8th. according to this Line

:

lets jd.lGrext c;a.[ fourth \. Fifth |
Pizkth

|.

ii
n V

trj

a

But feeing you cannot conveniently hear the

iound of that 8th. it being fo near the Bridge 5

akethe widenefs of the ph. horn the Nutt to

h] and you will find that the fame



j
ZJfe of Dijcordsi

which rnakes a $tb. doth make an Zth. in the

next plai^ after it according to tiiis Line

:

• \

Ekit I

V
ctfc ,

If you pleafe to try thefe diftances Wpon the

Treble String ofa Bafs Viol, you will have a pro-

duftion ofthefe Sounds.

Firfl Line, Second Line,

_— -- - - — . „ . ..

1

^ znz zor:
wCl- f-Q-la— i

d b 7t V b

1

V

By this you may -perceive that every equal di-

vifion of a Line or String, doth ftill produce a
greater Interval o^ Sound, as itapproaches nearer

to the Bridge : And, by this which hath been
fhewed

j I fuppofe you fee not only the Reafbn,
but Necellity, of Greater and Lejfer Semitones,

Our next bu'finels is to examine.

rb. Where thefe Greater and Lejjer Semi-
tones arife in the Scale oj Mufick.

THis depends upon theKey in which a Jong is

fett
; and upon the divifion of its %ih. into

the Greater and Lejfer '^d. and the placing of
thefe

; which determines wither the Key be flat
orJI}arp, as hath been (hewed. We will fuppofe
the Key to be in G.
Th& Diatonick Scale hath only two places in each

OBave, in which a JmhoKe takes place. One is in
rifing to the pb. The other in rifingfrom thence
to the Btb. And thefe two places are known by
the Note/«

5 as formerly fhewed, Thefe two
G 2 Sounds
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bounds denoted byfa^ are always the Lcffir SemU
to7te frorn that degree which is next un«er them.
So that from Ato B is a Leffisr Semitone : and
betwixt Bflat znA. B fljarp (which makes the dif-
ference ofthe Lefler and Greater ^d.

)

is (or ought
to be) always the Greater Semitone.- The like may
be underftood of-the higherfa.

I- know that Ibme Authors do place the Greater
'Semitone from AioB flat., and the Leffer betwixt
Bflat and jB flmrp ; but I adhere to the other opini-
on, as the more rational to my underftanding.

By this you fee where Greater and Lefcr Semr-
tones take place in the Diatonkk Scale. We will

now cafl our Eye upon them as they rife in the
Cbromatkk ^according to the Example I gave you
of it. In which the Greater and Lejfer Half-Notes
do follow each other fucceffively, as fhall be here

denoted by two letters
j

Z for Lefer, and for

Greater ; ,

Now,ifwe fhould remove thisExample a Semi-

tone higher or lower ^
the Leffer Semitones would

fall in the places of the Greater ; and contrarily,

the Greater in. the places of the Lefer : which

tranfpofition, is the chiefcaufe of thoife little DiE
Ibnances, -which' occafion’d this difcourfe.

Your beft way to avoid them, is, to fet your

Mufick in the ufual and moft natural' Keys of

the Scale.

A
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PRACTICAL MUSICK.
, \

Jhe Fourth PART.
%

—— II. ^ I

T E A C H I N Q

The Form of Figurate Defcant.

> § I. What is meant Ij Figurate Defiant,

F
igurate Defcant is that wherein Difcords
are concerned as well as Concords. And,
as we termed Plain Defcant, ( in whicl^

was taught the ufc ofthe Concords) The Ground-
work or Grammer of Mufical Compofition, Iq

may we as properly nominate This, the Orna-
ment or Rhetorical ’Part ofMufick. For, in This
are introduced all the varieties of Points, Fuges,
Syncope’s or Bindings,Diverfities ofMeafures, In-
termixtures of difcording Sounds ; or what elle

Art and Fancy can exhibit-, which, as different

Flowers and Figures, do fct forth and adorn the
Compofition -, whence it is named MehthefaJlori-

da vclfigurata^ Florid or Figurate Defcant.
G

3 i
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^

§ z. Ofthe Greek Moods, andlAim Tones.

BEfore we treat of Fignrate Defcant, I muft
not omit to lay Ibmething concerning the

Moods or Tones. Not lb much for any great ufe
we have of them,>as to let .you know what is

meant by them
j and that I may not appear lin-

gular ; for you Ihall Icarce meet with any Au-
thor that has writ of Mufick, but you will read
ibmething concerning them.
The Moods we mention’d in the firft Part of

this Treadle, were in reference to Notes, and
Mealure of Time. Thele are concerning Tune.
That which the Grecians called Mode or Mood,

the Latins termed 1 oiie or Tune, The defign of
either was, to Ihewinwhat Key a Song was let,

and which Keys had affinity one with another.

The Greeks diftinguilhed their Moods by the

names oftheir Provinces
; as Dorick^LidianJonick^

Thrigian^ &'c. The Lathis seduced theirs, to eight

Plain-lbng Tunes j and thole were let in the Tenor:

To called, becaufe it was the Holding Part to

which they did apply their Defcant.

Thele Plain-lbngsdid leldom exceed the Com-
pals of fix Notes or degrees ofSound : and there-

' fore were Ut and Re (as I luppofe) applyed to the

two loweft, that each degree might have a leveral

appellation : otherwife, four , names, as now we
tile, viz. Mi, Fa, Sol, La, had been,both more
eafie, and more fuitable to the ancient Scale,

which confifted of Tetrachords or e^ths. two of
which made up thcCompals of an OBave.

From thele fix Notes, Ut, Re, Mi, Fa, SolLa,

did arile three properties of Singing; which they

named B ^uarre, B Molle, and Properchant or Na-

tural B ^uarre.w'di when they SungAi? inB-, that

. Cliff
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Clilfbeing then made of a Square form thus, ^

and let dt the beginning of theLin^, as we now

fet fomeone of the other three Chp. B MohwiS

when they Sung Fa in B. Properchant was when

their Z7t was applyed to C; lo that their fix

Notes did not reach fo high as to touch S either

flat or fhaYo, But in our modern Mulick, we ac-

knowledge no fuch thing as Properchmt every

Song being, ofits own nature, enhetflat oxfiarp:

and that determin’d (not by B]sjlat oxjimrp, but)

by the Greater or Lepr bemg joyned next to

the Key in which any Song is let*

Thefe Moods or Tones had yet another diuin-

£lion • and that was JnthenticLpx Thgal This

di=d upon the dividing of the OHa^e into

its ph. and ^tb. Autbentick was when the -^tb.

flood in the lower place,according to the Harmo-

nical divifion of an OBave. Phgal, vvas when

the 'ytb. pofleft the upper place, according to the

Arithmetical divifion thereof

Exafnple^

Authsmici. plagah

Harmonic xl*

'

JrithmeticaL

Many Volumes have been wrote about thefe

Moods or Tones, concerning their ufe, their num-

ber^ nature and affinity one with another ;
and

yet the bufinefs left imperfeft or obfeure, as to a-

ny certain Rule for regulating the Key and Air

of the Mufick, though one of the greateft con-

cerns of Mufical Compofition.

Mr. Mfjrley (upon this Subjea) in his. Introdn-

Bion to Mitjick^pzg. 147. his Scholar making this

Quacrie, Haveyoa no gsneralRiiU to be givenfoy an

G 4 Fi-
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JnJbruBionfor keeping of the Ke;/ > anfwers, ^ZVo -^foy

it 7nujiprnceed'only of the judgment ofthe Compofer-,
yet faith he) the Church-men for keeping of their

Keys have devifed certain Notes commonly caded the

eight luncs^ &c. of which he only gives Examples,
and lb leaves the bulinels.' And no marvel they
could give no certain Rule, fo long as they took
their fight from the • in which cale itmuft
of necefhty be left to the judgment oftheCom-
pofcr or Singer ofDefcanr, v/h^iBaJs he will ap-

ply unto it. But, according to the Method for-

merly deliver’d in this Treatift, vvhere’ we make
the Bafs the foundation of the Harmony, upon
xvhich the Key folely depends, as alfo the other

Keys vvhich have affinity therewith, the bufinels

is reduced .to a certainty of Rule, both plain and
eafie. (lee pag. 34. Concerning the Key orToiie.)

And though in Figurate Defcant we often have

occafion to apply undef-Notes to an upper Part,

as you will fee hereafter, yet the whole conduft

of the Compofition, as to the Key and middle

Clofes thereto belonging, is the very lame, and

therefore' to be obferved, according to what vye

th^re delivered.
'

I give you this brief account of the Moods and

ToMej, that you might not be wholly ignorant of

any thing that belongs to Mulick .• To which
purpolel have contrived' this little Table: col--

lebled’ out of fuch Authors as number 12 Tones
*

. y w>.

the Greciav

Moods
^
viz.

fix Authen-

iick^ and fix

PlagaL

AnthcvticL PlagaL

D I Dorick . 2 [{ypo-Dorick

E Phrygian 4 Hypo-Fhrygian

F 5 Lydiait 6 tlypo-Lydian

G 7 Mixolydian 8 H^po-Mixolydiavt

A 9 Aeolian IC Hypo-AloUan
‘

C [ j ^ovick 12 Hypo-Tonick

The
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The firft Column Ihews the Keys in the Scale

of Mufick to which thole Tones and Moods are

alTigned.'The fecund exprefles the order ofthe
Jttthevtknones

:

known by their' odd Num-
bers ; as I, 5, 5,0’c. The third Column contains

the names of the Grecian Authentlck'bAood^. The
fourth Ihews the Plagal Tones j

known always

by their even numbers
^
as 2,4, 6, ^c. The Lift

or fifth Column contains the names of the Gre-

cian Plagal Moods 5
diltinguilhed by the Par-

ticle Hypo.

Where you naay obferve, that B mi^ is exempt

from having any Tone or Mood alTigned to it;

becaule Ffa^ doth make an hnpcrfeS •yth. there-

to.'' Howbeit, Bfa., is become a Key or Tone now
much in ule, elpecially in Mufick compoled for

Inftruments.

Blit, whereas vye read fuch ftrange and marvel-
lous things of the various affections and different

' effects ofthe Grecian Moods ; we may very pro-

bably conjecture that it proceeded chiefly from
their having Moods of different meafure joyned .

with them
; vyhich, we find by experience, doth

make, that vafi difference betwixt Light and
Grive Mufick ; though both let in the 'lame'Key,

and confequently the lame Mood or Tone.
I

- •

^3.0/ Figurate Mufck in general.

Figurate Defcant (as I told you) is that where-
in Dilcords are concerned as well (though

not lb much) as Concords. You have already
been taught the uleofbothin Compolition ;and
Thele are the Two Materials which mull ferve
^u^for the railing of all Structures in Figurate

To give you Models at large, of all thole leve-

1
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raJ Stru£lures,_were to write a great Volume
not z Cojiipendiiim. It will be fufficientthat I let
you fee the Form of FigurateDefcant-, and that
I give you fome fhorc Examples of fuch things
as are of moft concern

^ with Inftruftions (fb
near as I can) for their contrivance. We will
begin with fetting a Bafs to a Treble^ as we for-
merly did with making a Treble to a Bafs.

^ ^ How to fet a Bafs to a Treble.

5
N this you muft reckon your Concords from
the Treble downward, as in the other you did

from the Bafs upward. Which is but the lame
thing ineffeft ;

for, a gi. ph. 6th, and Sth. are

ftill the lame, whether you reckon them upward
or downward.
. But, whereas in plain Counterpoint, I did order

the Bafs to move on, for the moft part, by leaps

of a 3, 4, 5, &’c. (which indeed is the moft pro-

per movement of the Bafs in that kind ofCom-
polition •,) here you muft know, that in Figurate

Defcant, thole leaps are frequently changed or

broken into degrees •, as you may ealily conceive

by this Example.

And therefore it is left to your liberty to ule

either the one or the other as occafion lliall re-

quire Only take notice that if(in thele Break-

ings) the Parts do Afcendor Deftend together by

de-
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degrees, it muft be either in '^ds. or 6ths. If

they move contrary by degrees, ( that is one ri-

ling, thd other falling) you have liberty to pals

through Difcords as well as Concords, according

to what I Ihewed of DifcordsNote againft Note.

For the reft I refer you to the Principles former-

ly delivered in Compofition of two Parts. And
if your Treble do chance to hold out any long

Note, you may let the Safe, during the time,

pals on from one LnperfeB Concord to another ^

as from a 3 i, to a 6th. or the contrary. The
like may be underftood of the Treble^ When the

Bafs holds out a Note.
f

Example.

Allb your Compofition will be more neat, if

you can ule Ibme formality in your Bafs, by irni- '

rating and anfwering the Notes of the Treble in

fuch places ^s will admit it.

We will now fuppofe a Treble made by Ibme
other perfon, as indeed, this was, which I am'
about to Prick down (made by a Perfon ofQua-
lity ) and given to have a Bafi let to it.

1 V (
•

I

I J

Exa7nple.
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Example of a Bals made to a Treble.'
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Here you fee the Bafi ftill anlwering and imita-

ting the TreHe^(ib near as the Rules of Compo-

lition do permit) Ibmetimes in the OSave, asyou

fee in molt Part of the firft Strain ; and fome-

times in other diftances, as you may obferve in

the beginning ofthe fecond Strain •, but ftill keep-

ing clofe to the Rules of Compofition, which

muft be chiefly obferved. This is as much as I

think neceffary for fetting a Bafs to a Treble.

And by this yoa may perceive how difterent

the Form and Movement of the Parts in Figu-

xate Defcant, is from that ofplain Coicntafoint

For, in That, the natural paffage of the Treble

is, for the moft part by Degrees, In This, you

may ufe what Leaps you pleafe, fo they be airy

and formal.

§ y. TJove Parts pafi throu^ one another^

A Gain, in Comterpolni, each Part does ordina-

rily move within its own Sphere. In Fi-

gurate Defcant, the Parts do frequently mix and

pals .through one another : Inlomuch, that if

there be two Trebles, you lhall have Ibmetimes

This, fometimes That, above or below, as you
fee in the following Inftances.
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Tfie likemay be underftood ofthe Inner Parts,
or of the Bajfes^ when the Compofition is defign-
ed for two. Howbeit the higheft Part for'the tima
being is ftill to be accounted the Treble : and the
loweft Part, whatever it be, is (during that time)
the Bafs to all the Parts that ftand above it.

Laftly, whereas in Counterpoint I commended
unto you thejoyningofyour upper Parts foclofe

together, that no other Part could be put in a-

mongft them .• in Figurate Mufick (elpecially for

Initruments) that Rule is not fo ftriftly obfer-

ved ; but each Part doth commonly move accor-

ding to the Compals of the Voice or Inftrument

for which it is intended. But the Principles of
Compofition, as the choofing, ordering and plac-

ing of the Concords, are the very lame we deli-

vered in plain Counterpoint: that is to fay, In two
or three Parts you are to avoid 2iths. except in

liich places as there mentioned : In Four or more
Parts you are to difpofe thofe Parts into leveral

Concords, as much as you can with convenience.

• • /

§ 6. Concerning the Confecution of Terfels

of the jawe kind j and of other Difadow-

antes in Compofition.

I
Told you {pag. 52.) that Perfefts ofthe fame

kind, as two ^thp or two Bths. rifing or fal-

ling together, were hot allowed in Compofition.

Alfo {pag. 3 3, 34.) I fhewed fome other paflages,

prohibited in few (that is to fay, in two or three)

Parts. Here I will give you the reafon why fuch

paflages are nor graceful in Mufick .• And firft

concerning the Confecution ok'^ths. and %ths.

Thefetvyo are called Concords
;
not on-

ly becaufe their Sound is more perfed, (or more
per-.

1
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perfeftly fixed ) than that of the other Conlo-

nants which are fubordinate to them-, but alfo,

becaufe'they arife from the firft two Proportions

that are found in Numbers, viz. an ^th. from

Duph^ and a $tb. from Sefqiiialtera^ as I fliewed

fag. 79, and 8®.

Now, as to the Dilallowance of their follow-

ing one another of the lame kind •, you may ob-

ferve, that our Senfes are ftill delighted with va-

riety ; as we may inftance in this: Suppofe an

excellent Difh ofMeat, prepared with greatefi: in-

duftry to pleafe the Talt, were let before us to feed

on •, would it not be more acceptable to have Ibme

variety after it, than to have the lame over again?

The very lame it is in Sounds prelented to our

Ear j for, no man that hath skill in Mufick, can

hear two perfefljtfer. or two betwixt the ftme
Parts, rifing or falling together,but his Ear will, be

difplealed with the latter of them^ becaufe he
expefted in place thereoffome other Concord.

This Realbn againft the Conlecution of $th^.

and Sths. being admitted, we will now proceed
to the other Difallowances which, upon due
examination, we lhall find to arife from the very

lame conlequence.

For the better underftanding ofthis •, you muft
know, Firft, that every Dilallowance doth end
either in an 2th. or in a •yth. fby thefe I allb mean
their OBaves.) Secondly, that a Dilallowance is

commonly generated by both the Parts moving
the lame way. Thirdly, that every leap in Mu-
fick doth imply a Tranfition by degrees, from
the former to the latter Note, by which the Leap
is formed. Laftly, that thofo implicit Degrees,
(by reafon of both Parts moving the lame way)
do always produce a Conlecution of two ( if
not more; Perfefts of the fame kind.

To
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To render this more clear,*we will takefome

of thofe Paffages not allowed in pag. 34. and
break the Leaps into JDegrees, accordingto what
I 51 ^ 52. of breaking a Note^ as you
lee in the following Examples

;

By this you lee, that ifboth the Parts move the

fame way, one of them by, a Degree, the other

by a Leap ^ that Leap (I fsy) being broken inm
Degrees, begets a Conlecution of twp Pe^fe£^s

of the lame kind : And where both Parts. Leap
the lame way, if you break thole Leaps into De>
grees, there will arile from thofe Degrees, Three

of the lame Perfects. And this implicit Confe-

cution of 8tbs. and ariling from thole De-
grees,^ is that which renders fuch PalTages Ids

pleafing to the Ear, and are thereupon named
DifallowaJices.

Thefe which I have Ihewed may ferve for your

underftanding ofthe reft ;'for they are all of the

lame nature, excepting One,- which Mr. Morley

and



and others call hitting an 8th. on the

face 5 that is, when an upper Part,

meeting the Bafs upon an 8th. doth

skip ufffrom thence into fome other

Perfeft Concordj
thus:

But whereas I told you, and have

fliewed, that a Difallowance is com-

monly generated by bothParts moveing the lame

way; you muft know, that all Paflagesof that

ibrt are not DilalloWances ; for, you will hardly

find a Difallowance where the Treble removes but

one Degree ;• except that which I IheWed in the

firft inftanceofthe late Examples, where the Tre-

ble falls by Degree from a 6th. to an 8th, or (per-

haps) where the Bafs lhall make an extravagant

Leap (as it were fet on purpole) to meet the

Treble in a -yth. or 8th. In any other way, I do
not fee how a Difallowance can occur, whilft

the Treble removes but one Degree, thoi^h both

Parts rile or fall together. But if the Treble or

upper Part do skip, whilft the Bafs removes but

One Degree, (the lame way) you rnay conclude

it a Dilallowance.

I will give you Examples of both thele vvays,

that you may compare them by your Eye and
Ear ; and fo you will better perceive what is,and
what is not allowed.

, Examples.

Pajfages iitto the Sth. Pajfages iiito the yth.

D±::k:
-I—-'

—

—
Good^ Bid, Good. Bid^ .

Good. Bad, Good. Bad.

zza mv- Ql
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Ifyou try the Sound of thefe two Ways with*
an Inftrument, you will perceive that thofePaf.

feges wherein the Treble removes but ohe Degree
are fmooth and natural ^ but in the Other where

the Treble doth Leap, the Palfage is not fo plea-

ling no the Ear.

The Reaibn whereof (as I conceive) is, be-

caufe Leaps are the proper Movements of the

Bafs^ and Degrees more natural to the Treble

part, as I formerly delivered in Plain Counterpoint-.

And therefore, fo long as both Parts proceed in

their natural Movements (the Bafshy Leaps, and

the Treble by Degrees) the Confecution is not fo

perceptible, becaufe it gives no oflence to the

Ear 1 for that which is proper and natural can-

not be difpleafing •• But if you diforder this na-

tural Movement, by makeing the Bafs tornove

by a Degree, and the Treble to Leap the fame

way into a Perfea Concord, the Confecution

thereof prefently begets a Difallowance.

Laftlv take notice, that moft of thole Palfages

we calfbifallowances, may be

Tenor or2. Treble,(being covered by ah#™
-hough in the highelt Part, it felf, they would

tot be allowable : And therefore whenyour

»

or higheft Partlhall make a Leap, (which is fre-

quent in / higheft Part(compared

aI te not 2y S' anyW|o»-
With tl«W J Hanger, if the

ffwh ch there can be no danger, 1

Leap be made into anJmpaKt^^maae imu " up, them
That you may

,hefe two Headj:

Bifallowances may be interred ^

j.Vhen the higher F'
,
f j.Whe.

whilft the eafi remiwe ^ „
1- Pnrf-c clrin out tilC lvinic_ ;

wnint tne *"‘7 r^me way into a jrw. v*

both Parts skip out the ianj
y ^

2tb. And this isas-much as I thmK

-«;v,rr TljCillorpanee.
cerni) «>
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§ 7. Concerning the Confecution of 4thSr

and 5ths.

1
Formerly (hewed you (p^r^. 74.) three diffe-

rent js^hs. vh. a Leffer^ a Greater, and a Mid-

dle 4th. named Diateffaron, which for diftinftion

I call a PerfeQ: a^th. becaule it ariles from the

perf^ dividing of an OSave into its 4th. and ph.

as well according to the Arithmetical as the Har-

monkal Divijton thereof.
' Thele ^tbs. are lb neceffary,(or rather unavoid-

able), in Compofitionj that you (hall (carcely

iee Two, Three, or more Parts joyned to any

Bafs, but there will frequently one of them
betwixt (bme two of the upper Parts.

Again, Three Parts cannot Alcend. or De(cend

together by Degrees in Mufical Concordance,

but there muft (of ncceflity) be a Confecution

of (b many /^hs. betwixt Ibme two of the up-
per Parts.

Now, if that Con(ecution eonlift ofdifferent

4tJr. mixed one vvith another, it is very good .•

But if the 4tbs. be of the lame kind^ the Con-
iecution is not (b allowable. The Realbn there-

ofiSj that 4ths. are the Relemblances or Relb-

nances of jtJj. as may be leen in This j that if

you tranlpole the Partswhich exhibitthole 4tJr.

by placing the Lower an OSave higher, or let-

ting the Higher an 08ave lower, thole ^ths.

will be changed into ^tbs, as you may lee in the

following Inftances.
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Example,

^ ^ ^ %

¥ ¥ ^

i(^ m % *

.4 P-b= r -T-rj—

r

,^S-p—p^P-4
Three 4^^f, betwixt the

2 Treble and Tenof,

Three f^ths. betwixt

the I Irehle and lenor.

The Notes tranfpofed are thofe oftheT^w in

the firit Inftance •,
which being placed an Ochve

higher, and fo made the Trd?le or higheft Part

in the fecond Inftance, begets three $ths. inftead

of the former three 4^. .

The queftion now is, whether thefe three 5tw.

being ofdifferentkinds,benotallGwable inOam-

pofition. (Ifthey be alloweTthere is lefs doubt to

be made of the4t/;r. they being alfo difterent.)

Here is no Confec.ution of Peffeas^of tte fame

kind- for the middle $th. islmperfea - Neither

kthieanyharlh-nefsordiironanceo^^^^^^^

Vnr fo near as I can perceive. And thougn ivir.

jifoWi-v'in Msharoiiiamfti!.. yjO'?'!'*’ P'

J

Perfeaarld an Impcriea y*'
“

'”“eU
arelv one the other; yet later Auuhor > .

Wi'lters ai» CompoIerSj do both uIeandapprot|>^



,
• Figurate Defiant. lot

See Kircher^ in his Mufitrgia Univerfaiis pag. 62 r.

Delicentia diianim ^intanpn •, where he cites Hi-

eronimuiRapfierger, a vcty excellent Author,ufing

two fths. one after another, in divers places ofa
i Madrigal, -with much Art and Elegancy

; and in

the very beginning ot the lame, naakesnp fcruple

,
of letting four $ths. PerfeU and ImperfeSi one after

another. The Example is this which follows.

As for my owi? opinion, I do not only allow

the Conlecution oftwo one Of them being

.

ImperfeB, buffbeing rightly taken) efteetri it a-

mongft the Elegances of Figurate Delcant.

This I lpeak,fuppofing them to be in IhortNotes.

But if the Notes be long, as Semibreves, and Ibme-
times alfo Minims, I Ihould then rather choole to

have the '^th. to hold on,till the other Parc

feraov.e to a6tb.before it change to an IjnperfeB'yth.

As for Example.

Not thus, but thus, or thus.
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§ 8 . Confecution of ^ds. and 6tbf,

TWo Greater ^is. can hardly follow one the o-
ther,without Relation Inharnjonical

5 yet in
xifing by degrees to ] ,

“
a Binding Cadence —g-

they are allowable,

as thus

In which an In-

ner Part will pro-

perly come in, as

you fee in the Ex-
amplel

4nd, by this you
may perceive that

td:lr§rtD:

3876 5

l<

"

Relation Inharmonkal is Ibmetimes dilpenfed

'with i which inuft be refered (next after the

EarJ to the, judgment of the Compofer. \

Two Le^er ‘^ds. may follow one another in

degrees, as thus

:

c—p^9_: isiozll

ft

But in. Leaps they

will not do lb well.

ir •— . !•

Greater 6ths. are anfwerable to Lejfer ids. and

therefore may follow one another, as you may
fee next following

:

—
; ture toGreater ids. and there-

^ fore' the Confecution of

them is liable to Relation
?Tr

2^0
I m 1

zq: i-fZJ-vU

„ ,
* w

may



‘may follow one another when they are ofthe fame

kind. As for their change from Greater to Lejfer^ot

the contrary, it is lb natural, that you cannot A-

Icend or Defcend, either in ^ds. ox 6ths. but it

muft be by a ftequent changing from the Leffet'

to the Greater^ or from the Greater to the Leffer.

Now, as to their PalTage into other Concords^

the moft natural is commonly that which may
be done with the leaft remove.

Hence it is obferved, that the Lejfer 6th. pafles

more naturally into a ^th. and the Greater 6th.

into an Stb. as you fhall lee in the following

Inftances.

lejfer 6tK Greater 6fi&.

Cadence of the Greater 6tb^

Thele little removes by aTowe or Semitone, do
conne£i: or make fmodth the Air of the Mufick,
in palling from Concord to Concord ^ which, by
greater removes, would often feem disjoynted.

I will now Ipeak of a Fuge •, which is the

prime Flower in Figurate Delcant,

Hi
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§ 9. O/Fuga or ivige.

THis is fpme Point, (as we term it in Mufick)
confifting of4, 5, 6, or any other number of

Notes; begun by Ibme one Angle Part, and then
feconded by a following Part, repeating the lame
or fuch like Notes; fometimes' in the Umjbn or
OBave^hut more commonly, and better, in a ^tb.
or ’ith. above, or below the Leading Part.

Next comes in a Third Part, repeating the
lame Notes, commonly in an OBave or Utiifon
to the Leading Part.

Then follows the Fourth Part, in relemblance
to the lecond.

The Fifth, and Sixth Parts (ifthe Compofition
confift offo many) do follow or come in after the
fame manner, one after the other; the Leading
Parts ftill flying before thofe that follow ; and
from thence it hath its name Fuga or Fuge. The
Form of it you have in the following Example.

Example of a Fme.
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Here you may obferve, that though the lead-

ing Part begins with an even Note, yet any fol-

lowing Part may come in upon an odd Note ^

with an odd Reft before it, when the ,Fuge doth
I'equire it, or permit it.

Likewife take notice,that you are not lb ftriftly

obliged to iradute the Notes of the leading Part,

but
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but that you may ufe a longer Note inftead ofa
fiiorter or the contrary, when occafion lliall re*
quire. Alfo, you may rife or fall a oph. or <;ih. ei-

ther inftead of the other ; which is oftentimes re-

quilite for better maintaining the Aire of the
Mufick.

§ I o. 0/ Arfin and Thefin.

Sometimes the Point is Inverted, or moves per

Arfm and Thefnfas they phrafc it
; ) that is

where the Point riles in one Part, it falls in ano-
ther, and likewife the contrary ; which produces
a pleafing variety : A Figure of it you may lee

in this Inftance of the former Point.

Arfm. fhefw.

An Example of it you have in that which folr

lows.

ExaynpJe ofa Ftige per Arfin 8c Thefin.
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Thus you fee the Point per Arfm O' Thefn, lb
near as I could contrive it in fo fliort an Ex-
ample : only in the jih. Bar, the Tenor doth
not precifely exprefs the Point

j which I note

unto



Io8 A Compendium of Mufich.

unto you, as being better (ofthe two; to injure
the Point, than the Aire of the Mufick ; the de-
fign of a Compofer being to pleafe the fcar ra-

ther than to fatisfie the Eye. Here the Point
was expreft both ways in each Part

5 but it is left

to your liberty whether you will have one Part
maintain the Point per another per fhefn^
or what other way you (hall think fit to mix
them i e?ery m^n being Matter of his own fan-

cy- ’
*

Sometimes the Point is Reverted, or turned
backward thus :

But then it mnft
be fuch a Point
as hath no Prick-

note in it 5 be-

caule the Prick

will ftand upon
the wrong fide of
the Note when
the Point is Re-
verted..

§ II. Of Double Fuges.
I

S ometimes the Mufick begins with two or

more different Points, which the Parts dp
interchange by turns, in fuch manner as they

did in the late Inverted Fuge per Arfin Cf Tljeffi:

An Example whereof you have as follows.

Exatfiplt.



By thefe Examples you fee what a Fuge is. I

will now lead you towards the forming thereof;

as Children are led when they learn to go.

. § 12. How



t

§ 12 . I3ow to form a I'ugei,

HAving made choice of fuch Notes as yotj i

think fit for your Point, Prick them down
in that Part which you defign to begin the j

x uge.

That done,confider which Part you will have i
'

to follow next 5 and whether in a or ytft. r

above or below the leading Part. Perhaps the >

latter end of the Fuge-Notes which you have*
Ptickt down, may agree therewith. If not, you r

may add fuch other Notes as may aptly meet :

the follovving Part at its comeing in.

Next, prick down the Fuge-Notes of that ;

following Part •, and add what other Notes may
he requifite for meeting of the third Part, which t

, (properly) will come in u^n the OBave to the ;

heginniug of the leading Part.

Then carry on the third Parr, by adding fuch

Notes as may meet the beginning of the fourth

Part,as it comes in upon an OBavc to the be- •

ginning of the lecond Part. Andj if you rightly
•

conceive my words and meaning^ your Scheme

will appear like this which follows, according

to the firft Platform of our firft Example of &

fingle Fvge,

f
t-
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Exa')n2h ofthefrft Platform of a Fvge.

Having done this, you may fill up the empty

places with luch Concords and Bindings as you

think fitteft for carrying on your Compofition 5

until you repeat the Fuge, in one ofthofe Patts .

that begun it •, which may be done either in the

fame, or in any other Key that will heft main-

tain the Air oftheMufick for good Air is chief-

ly to be aimed at in all Mufical Compofition.

And this repeating or renewing of the Fuge <x

Point, feems always more graceful when it

comes in after fome Paufe or Rejl

:

by which

means more notice is taken of it ^ as of a man
that begins to Ipeak again, after fome little time

of filence.

The lame method I have (hewed in four

Parts, may alfo ferve you whether the Parts be

more or lels.

I

§ 13 - Of
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. § Compofedfor Voices',

THe ever renowned Defcartes^ in the Beginning

of his Compendium ofMufck^ infinuateSj that,

of all Sounds the Voice ofMan is moft gtatefbl
j

hecaufe k holds the greateft comformity to our
Spirits' And (no doubt) it is the belt ofMulick;
if compofed and expreffed in PerfeBlon.

More certain it is, that of all Mufick, That
ought to have the precedence which is defigned

to ling and found forth the Praile and Glory of

the I ncomprehenlible SOURSE, SO UL^ E S-

S E NCE, and AUTHOR of all created

Harmony.
To this intent, Hy7nnsy TfaJms^ Anthems, Ver-

fcles, Refponfaries, Motets, &c. are fet and Sung

in Mufick : of which no man is ignorant that

hath frequented either the Churches beyond

Sea, or the Cathedrals in England.

Of thefe forementioned,lbme are Compofed in

Plain Counterpoint; others in Figprate Defcant,

with Points, Fuges, Syncope’ s. Mixtures of DiF

cords, Cfc. according to what we have fhewcd

and taught in this prefent Treatife.

In this divine ufe and application, Mufick

may challenge a preheminence above all the o-

ther Mathematick Sciences as being immediate-

ly imployed in thehighelt and nobleft office that

can be perform’d by Men or Angels.
^

-

Neither, in its civil ufe, doth it feem inferior

to any of the reft, either for Art, Excellency, or

Intricacy*

Whether weconfideritin itsTheoryox^the^

Tnatick Part^ which contemplates the AiFeaionSy

Rations, and Proportions of Sounds^ with all

their nice and curious concerns.
. • Ur
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Or in its PraSlck part, which defigns, con-

trives, and dilpoles thofe Sounds into lb many
ftrange and ftupendidus varieties- and all from
the confequence of no more than three Con-
cords, and Ibme intervening Dilcords.

.
Or in its or Mechankh Part, which

Midwifes and brings forth thofe Sounds
^ either

by the excellent Modulation of the Voice, or by
the exquifite dexterity of the Hand upon feme
Inftrument

;
and thereby prefents them to our

Ear and Underftanding 5
ihaking fuch Impref

! lions upon our Minds and Spirits, as produce

I

thofe Itrange and admirable Effefls, recorded in
' Hiftory, and known by Experience.

Any one ofwhich three Parts of Mufick, con-
‘ lider’d in it felf, is a moft excellent Art or Science.

;

But this is aSubjeft might become a better Orator.

OfVocal Mufick made for the folaceand civil

delightofman, there are many different kinds; as
namely, Madrigals^ in which Fuges and all other
Flowers ofFigurate Mufick are moft frequen t.

Of thefeyou may fee many Setts, of 9,4,
and 6 Parts, Publilhed hoxh.hY EvgliJI) and Italic

att Authors.
.
Next, the Dramatick or Recitative

Mufick ; which (as yetj is Ibmethinga ftranger
to us here in England. Then, Canfonets', VildneU
la\ Jirs of allforts

;
or what elfe Poetry hath

0ntrived to be Set and Sung in Mufick.
. Laftly,^

Canons and Catches.^ (6f which we ftiall fpeak
hereafter) are commonly fett to Words : The
firft, to fuch as be grave and ferious : The lat-

ter, to Words defigried for Mirth and Recreati-
on. Of thefe you may have Examples fuffi-

cient in aBook ' of Catches fold,by John Cullen.,

a t theBuck between the two Fleet-

ftreet. ‘
;
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§ Of accommodating Notes to Words,
«

’^7Hen you compofe Mufick to Words, your
chief endeavour muft be, that your Notes

do aptly exprels the Senfe and humour ofthem.
If they be Grave and Serious, let your Mufick
be fuch alfo : IfLights Pleafant, or Lively, your
Mufick likewife muft be fuitable to them. Any
paffion of Love, Sorrow, Anguifh, and the like,

is aptly exprefs’d by Chrornatkk'Notes and Bind-
ings. . Anger, Courage, Revenge, tfc. require

a more ftrenuous and ftirring movement. Cruel,

Bitter, Harfh, may be expreft with a Difcord 5

which neverthelefs muft bebrought olfaccording

to the Rules of Cornpofition. High, Above,

Heaven, Afcend : as likewife their contraries.

Low, Deep, Down, Hell, Defcend, may 'be ex-

prcfled by the Example of the Hand ; which

points upward when we :^eak of the, one, and

downward when we mention the other 5 the

contrary to which would be abfurd.

You muft alfo have a refpeH: to the Points of

your Words ;
norufing any remarkable Pai//e or

Rejf^ until the Wordscometo a full Point or Pe-

riod. Neither may any Ref, how fliort fbever,

be interpofedin the middle of a Word •, But a

S’gh or Sob is properly intimated by a Crochet

or ^lavev Ref.

Laftly, you ought not to apply feveraj Notes,

nor (indeed) any long Note, to a fti’ort Syllable,

nor a ftiort Note, to a Syllable that is long.

Neither do I fancy the fetting of many Nptesm
any one Syllable, (though much in fafhion in

former times-,) but I would have your Mufick to

be fuch, that the Words may be plainly under-

ftood.
§15.0/
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§ of Mufick defign‘elfor Inflruments,

muft'now fteak a little more of Mufick

made for Inftruments*, in which. Points,

Fuges, and all other Figures of Defcant are

in no lels (ifnot in more) ule than in Vocal

Mufick.

Of this kind, the chief and moft excellent, for

Art and Contrivance, are Fancies, of5, 5, 4, and

3 Parts, intended commonly for Viols. In this

Ibrt ofMufick the Compofer (being not Limited

to words) doth imploy all his Art and Inventi-

on folely about the bringing in and carrying on
of thefe Fuges, according to the Order and Me-
thod formerly fliewed.

When he hastryed all the feveral ways which
he thinks fit to be ufed therein ^ he takes fome
other Pointj and does the like with it .• or elfe,

for variety, introduces Ibme Chvoimtick Notes,

with Bindings and Intermixtures of Difcords 5

or^ falls into Ibme lighter Humour like a Ma-
drigal, or what elfe his own fancy fhalllead him
to •• but ftill concluding with fbmething which
hath Art and Excellency in it.

Of this fort you may foe rnahy Corppofitions

made heretofore in Englmtd by Alfonjo Feralgofco^
_

Coperario^ Litpo^ jrhite,7Fard,Mico^T)r.Cohnav^

and many more now Decealed. Alfo by Mr.
JenUns, Mr. Lock^ and divers other excellent

Men, Do£tors and Batchelors in Mufick.
This kind of Mufick (the more is the pity) is

now much neglebled, by reafon of the foarcity

of Auditors that underftand it : their Ears being

better acquainted and more delighted with light

and airy Mufick.

I 2‘ The
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The next in dignity after a Fancy, is aRittw?;

which fome derive from Padua in Italy j At firft

ordained fora grave and ftarely manner of Dan-
cing, (as molt InftriimentalMuficks were in their

feveral kinds, Fancies and Symphonies except-

ed) but now grown up to a height of Compo-
fition made only to delight the Ear.

A Pavajt^ (be it of 2, 4, 5, or 6 Parts) doth

commonly confift ofthree Strains-, each Stain to

be play’d twice over. Now,, as to any piece of

Mulick that confilts of Strains, take rhefe fol-

lowing Obfervations.

All Mulick concludes in theKey of its Com-
polition -, which is known by the Bafs^ as hath

been fliewn. This Key hath always other Keys

proper to it for middle Cloles. (ieepag. 36, 37.)

IFyour Pavan (or what elfe) be of three Strains

;

the firft Strain may end in theKey of theCom-

polition, _as the laft doth : but the middle

Strain 'mu’ft always end in the Key of a middle

' Clole.
_

Sometimes the firft Strain does end in a mid-
'

’

die Clofe ^
and then the middle Strain muft end

in ibme other middle Clole 5
for two Strains

following immcdiatelv one another, ought not

to end in.the lame Key. The reafon thereof is

obvious 5
to wit, tlie ending ftill in the lame

Key, doth reiterate the Aire too much ; and

different endings produce more variety. There-

fore when there are but two Strains, let the firft

end in a middle Clofe that both Strains may

not end alike.
r- . c r 1

•

I do confefs I have been guilty my felf of this

particular fault (by the Example of others) m
fbme things which I compoled long nnce j

but 1

tvillingly^ acknowdedge my error, that others

m»y avoid :t.
•

• •
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Next In courfe after a Favajt follows a Gallard^

confifting Ibmetimes of two, and Ibmetimes of

three Strains. Concerning_ their Endings, I re-

fer you to what was latt laid ot a Pavan. This,

(according to its name) is of a loftly and frolick

movement. I'he Mea lureof it, always a Tripla,

ofthree Mimms to a Time.

An Almane (lb called from, the Country

whence it came^ as the former from Gallia) is

always let in Common Time like a Pavan -, but

of a quicker and more, airy movement. It

commonly hath but tw'o Strains, and. therefore

the firli ought to end in a middle Key.

In thele, and other airy Muficks of Strains,

which now pals under tliefoommon name of
Aires, you will often hearfome touches ofPoints
•or Fuges

; but notinfifted upon, or continued^

as in Fancy-Mufick.
• I need not enlarge my Difcourle to things lb

common in each ones Ears, as Corartts^ Sara-

bands^ Jiggs^ Coimtrey-DaJices^ &c. of which
Ibrts, I have known Ibme, who by a natural apt-

nels and accuftomed hearing of them would
make fuch like (being untaught), though they

had not lb much Skill in Mufick as to Prick

them down in Notes.

Seeing this Compendium canuot contain Ex-
amples of all thele which I give you account of^

I would advile you to procure Ibme, of luch

kinds as you moft affeO: -, and Prick them down
in Score, one Part under another, as the Exam-
ples are let in this Book : That they may ferve

•you as a Pattern to imitate.

But.let them be of fome of the beftetteemed

Cbmpolers in that kind of Mufick.

. I 5 Tou
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_

You need not feek Outlandilh Authors, efte-.

'

cially for Inftrnmental Mufick
^ no Nation (in

my Opinion) being equal to the Englif, fn that
way ; as well for their excellent, as their vari-
ous and numerous Conlbrts, of ?, 4, 5, and <5

Parts, made properly for Inftruments, of all

5yhich CasI laid) arethe chief
'

«

A
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PRACTICAL MUSICK,

The Pjfth PART.

. te aching
The ContTivunce of Canon.

§ I. Concermn^Canon.

Canon is a Fuge, fo bound up, or re-

ftrained, that the following Part or

ja. Parts muft precifely repeat the fime

Notes with the fame degrees rifing or tailing,

which were expreffed by tte Leading Part ^
an

becaufe it is tyed to fo ftriO: a Rule, it is there

upon called ^vrpT
'

Divers of our Country-men have been excel-

lent in this kind of Mufick: but none (that 1

mSt with; have publiih’d any Inftruaions fei

making a Canon.

I 4^
Mr;
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’

Mr. Elway Bevin profcfTes fair, in the Title-
Page of his Book

; and gives us many Exam- '

pies of expellent and intricate Canons of divers
forts j but not one Word of Inftriiftion how to
make fuch like.

'!Nlr. Morley in his IntrodiiSion to Mujick^mg.
372. fays thus \_A Canon rnay bemadc in any di-

fiance comprehended within the reach of the Voice
as the '2, 5, 6, 7, 8, % lo, ii, 12. or other, but

for the Compofition of Canons no general Rule can
be given, as that which is performed by plainfight,

wherefore Iwill refer it to your own Study to findout

fuch Points as you fiiall think fittefi to be followed,

andfojrarne and make themfitjor your Canon.l

If, as Mr. Morley fays, no general Rule be

given, pur Bufinels muft be to try what helps

we can' afford a Learner towards the making of
a Canon, I am the more inclined to offer un-

to you this little Effay upon it, becaule the Ex-

ercife thereofwill much enable you in all other ,

kinds of Compofition-, elpecially where any
thing of Fuge is concerned, ofwhich, it is the

J*rincipal. And I will direft you in the lame

Method which I did before-in cohtrivirigafingle

Fuge : that is, firft, to let down your material

Notes-, and then, to accommodateyour other

Defcant to thole Notes. •

'

' ' ' /
•

' •

§ Canon of Two Parts.
j ^ I

•'t ‘

I

will, for more eale, begin with two Parts

;

arid I will take the firlt two of
a former Fuge^ to let you lee the way and man-
ner of it. The Canon lhall be let in a ^th. above,

and then, your firft Notes will ftand thus .-
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Contrivance of Canon. ill

By $th. 6th. ^th. &c.

above or below is under-

ftood the diftance of the

Key betwixt the begin-

ning Notes of either

Part.

Having let down your

—s-i-tzra;

d *

-0—

that vacant fpace in the feeond Bar, with what

Delcant you pleafe •, which may be done in this

manner.
Now, feeing that the

following Part mull al-

io ling the lame Notes

in a $th. above ; it ne-

ceflarily follows, that

you mull transfer the

laid new Notes, to the

upper Part •, and apply new Defcant to Thehi

alfo : and in this manner you are to' proceed

• from Bar to Bar
;

Hill applying new Defcant to

the lalt removed Notes.

In this manner you may continue Two Parts

inDne, towhatTength you pleale. Alhort Ei{;-

amplemay fuffice to let you lee the way of it

:

Exa7nple, •

:fe-i ;;d:

Take

culli

1

1
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Take notice, that the Canon ends where you I

fee the little Arches over either part. The reli
is only to make up the Conclulion, as iVe com-\
monly do 5 unlefs we defign the Parts to begin
over again, and lb to go round without a Con-
clufion.

In the foregoing example the following Part
came in above the other Part ; we will now take
a view of it coming in under the leading Part,
and after a Semibreve Refi, The method is the
lame ; only in This, we mull remove- the new
added Defcant downward, as before we carried
it upward ^ ftill making new Defcant to the
laft removed Notes.

Example.

Whether your following Part comes in after

a Seynibreve or Minim Reji^ more or lels, the me-
thod is the lame ; as you may lee in this next

following : In which, the lower Part comes in

after a Minvm Ref.

Example.
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Exavtple.

•

_

Neither is there any more difficulty in let-

ting your Canon a -jth. ^th. or any other diftance

either above or below, than in thole which I

have already Ihewed
; as • you may lee by the

next following fett in a ^th. above.

Example.
'

I . 1

This, I fuppofe is fufficient to let you lee.
With how much eale (being a little exercifed in
it) Two Parts in one may be carryed on to
what length or ffiortnels you pl^lb.

‘

§ 3 , Ca.‘
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k 3 • Canon of Three Parts.
*.

Tz:

jjfe

will now make tryal of Three Parts in

.One, carryed on by the lame Method. In
which the Notes ofthe leading Part muft be re-

moved upward or, downward, according as the

following Parts come in, either above or below
the Leading Part. •

.

I will firlt let down the Beginning Notes of
each Part, as I formerly did

of a lingle Fuge, that you
may lee the firft Platform

thereof, thus:

: 'That being done; the

firft bufiliels is, to fill up the

iecond Bar pf the Leading
Part, vvit^ Ibme Note or

Notes which may agree

with that Part .which came
in next after ft ; apd add the laid Note or Notes
to each of the other Parts in this manner

:

Then fill up the third

Bar of the Leading Part

with Ibme Note orNotes
which paay agree with

Both the other' Parts;

ftill adding the laid Note
or Notes to the other

Parts. And thus you
are to do from Bar to

Bar.

1

"4
D^Z: :zzzi~——'f—

But ifyou perceive that your following Parts

begin to run counter one upon another by thele'

additional Notes ; you muft then ' try Ibme p-

ther way ; either by putting in a Reft,or by altq-

ring
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\'ing the courle or Notes of the Leading Part

:

in this particular it is ( as Mr- Mrley laid

)

thatCanon is performed by plain fight.

Example of Three Parts in One.

•

Ifyou would have your Canon to go round j

the conclufion muft be omitted ^ and each Part

mull begin again, when it comes to that Note
which is marked with a little -Arch over it,

where the Capon ends : And' the Refts which
are let at the beginning, before the following

Parts, muft be left out. And then the ufual
way of Pricking it down, is only the leading

Part, let alone 3 with Marks direfting where
the other Parts come in, as follows :

• \

A ^d, Canon hi the ^th. below and above.

3M‘~ZD. ———4— -•.A——

-

:::3=:jE;::z§; p;|:gzg::

if

Hear tne 0 Lori, avi Jet my Cry cone to thee.

§ 4 * Of
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^ of Canon in Z/niJon. ^
'

« t

THe lame Method might lerve for a .Canon
in linifon : That is to fay^ The leading

Part miift be accommodated to the following
Part, when it comes in-, and to both Parts
when they found together.

But I will give you a nearer Notion of it: In
reference whereto, you may confider, that fee-

ing each Part doth begin in the fame Tone, it

necelTarily follows, that the foregoing Partsmuft
move into the Concords of the laid Tone ; ei-

ther Afcending or Defcending
; and by this

means the Sound ofthe lame Tone will be con-
tinued lb long as the Parts move in the Con-
cords of that Key.

• •

.As fcv Example:

By this you fee what Concords your Canon
mult move into

5
your- care being no more than

to avoid the conleciuion ofPerfe3s ofthe lame

kind, and to difpofe your Parts (To much as

you can) into differenj Concords.

Exampki



Cantrrvance of Canon'. ^

Example of Canon in Unifou.

^ S' Syncopated or Driving Canon.

THere is another fort of Canon in tlnifon,
in which the following Parts come in up-

on a Crotchety
'

or upon a Minum Refl, one after

another ; and this kind ofCanon may be applyed
to any Ground or Plain-fong confifting of Semi-
breves, or of 'Breves, ifyou double the length of
the Delcant-Notes.

, I will firft (hew the way of it upon Semibreves,
moving by Degrees,.

’

Example.
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The Figures Anew the Concords of the Lead-

M ing Part to the Ground both iiftending and

^ Delcending. If the Ground confifl Breves^

t
the length of the Defcant-Notes muft be dou-

V bled. And this I think may fuffice, m let you

lee the order of v-oui Delcant, in thole Places
*

' where the Ground of Plain-long Ihall rile or fall

f
1 by Degrees. !

ij.' I will how let you lee how to order your De-

,|i fcant when the Ground lliall move by -Leaps.
,

In which the movement of your Delcantmuft

•A
- be from to ^d. and your leading Part muft

' fj allb meet each Note of the Ground in a.jd.

jj- both which areealily aftefled, as you may fee

!i,|
; by the following Inftance?.

Alfo
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, Allb you Ifave liberty to break a Mlnmi into

two Crotchets^ and to let one of them in an OBavs
above or below, when there lhall be occafion for it.

You lhall now fee the former degrees and
ihefe leaps mixed one with anothet in this fol

owing Example.

^ 4 . Canon in Unifon to a Ground;

Xm.

t. t

• 1
“—

;

Cp. ^ .

"" L-i Q— J
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I-fere you fee the Leading Part ftill beginning.

'*

upon a?i. to each Note of the Ground ; AlfoJ*
a 6th. and yt/j, following after the -^d. tp
the next Note ofthe Brfs when it rifes one de-
gree-, according to what was Ihewed in the Ex-
ample of Degrees.

I will now letdown this Canon in plain Notes,
that you may better perceive, both the Syncopa-
tion, and alio how the Parts move from to
excepting where the Bafs removes but one degree;
in which places they make a leap to a Ofth. Alfo
you may obferve, in the leading Part (and like-
wife thofe that follow) two places, where a Mj-
Tium is broken into two Crotchets.^ and one of thena
fet an OSave lower, for better carrying on theAire
of the Defcant, and keeping, the Parts wiithin due
Compals*

Example:

We will try one Example more in this way,
upon longer Notes of the Ground ;

the Defcant

Notes being made proportionate thereto.

A'



Lumummi

In thele Syncopated Canons youmay obferve,’

that Two of the Parts do move up and down in

an evcnMeafure
j and the Other Part (by reafba

of its coming in upon an odd Reft) doth drive

©r break in betwixt them.

K 2 Aft^'
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After the lame manner of Syncopation or dri-

ving, Canons may be made (though not upoi^
Ground) the Parts being fet a ^th. ^tb. or

from another
^ as you may fee by thefetwo fol-

low'ing, made by the excellentMr. Matthew Lock^
Compoler in ordinary to His Majefty.

A 3. Canon hi the Sth. and d^h. below.

A 3 . Canon hi the 'yth. below and above.

The Rule or Method ofwhich is this
5
that the

Parts (whether Amending or Defending) proceed

from 3 to %d. like theformer two Canons inl7w/-

(on : Andbreak off to a 4th. the contrary way,to

keep the Canon indue decorum-, which otherwile,

would Alcend or Defcend beyond due limits.
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'1 The pofition ofthe Parts, is according to the

rtasQionical Divifion of an OBave, which hath its

’ith. in the lower place. The Driving Part is the

Sub-oBave •, as you may perceive in their Exam-

ples.

§ 6. Of Canon a Note Higher or Lower.

CAnon a Note Higher,is when each Partcomes

in a Tone or Note above another ^ as you

may lee in this next following •, made by the fore-

named Mr. Mat. Lock (to whom I do acknowledge

my lelf much obliged, both for his fuggeftions

and afliftance in this Treatifc.) This depends up-

on fight; and therefore no Rule to be gii'en

;

excepting the helps formerly mentioned.

Canon a Note Higher.

Canon a Note Lower, is when the Parts come
in a Tone or Note undereach other ; as you may
lee by the next following ; made by our firft pro-
pofed Method ; with fome little reference to

fight.
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Which may be Prickt in one fingle P^rt, and

marked in manner as follows.
I ^ I

3

A 3. Canon a Note lower.

U-M--

|iE=:p!tfz^ftorp^F
--Fgg-h-h-—FpyhF

""i

Where Note, that the fol-

p
^-H~P~F~~~P|t Ipwing Parts come in, as they

r-h-pF— ftand in backward order, be-

hind the leading Part. And this is the belt way
ofMarking a Canon

j
eip’ecially, when the fol-

lowing Parts come in upon leveral Keys j
which
may



’
.. Contrivance of Canon. 135-

«^fnaybe known by the leveral Cliffs, which de-

nosfi^hofe Keys, and do alfo fliew the compals.

of the Canon.

§ 7. Of Canon Rifing or Falling a Note.

THere is another Ibrt of Canon which Rifes

or Falls a Note, each time it is repeated

and may he Compofed by our firft Method ^ on-

ly you mull contrive it lb, that it may end apt-

ly for that purpofe.

Example.

Canon Rifng a Note each Repetition.

Canon Falling a Note each Repetition.

^ S. Of Retrograde CanoHy or Canon
Rede & Retro.

SOme Canons are made to be Sung ReSe & Re-
tro (as they phrafe it ;) that is Forward and

Backward j or one PartForward and another Back-
K 4 ward



Ward. Which may feem a great Myftery, and ai.
bufinefsof much Intricacy, before one know t]^
way of doing it : but that being known, it'ifthe
eafieU of all forts ofCanons. This which follows
ifhall forve for an Example of it.

Canon Re£le & Retro.

Reverted thus.

Either ofthele alone, is a Canon oftwo Parts;

one Part finging forward
;
the other, beginning

at the wrong end, and finging the Notes back-

ward. The Compofition whereof is no more
than this which follows.

paipiili
Only the end of

one Parr, is joy to

the end of the other

in a retrograde form ;

as upon examination

you will eafily find

\p \&M jf you look back up-

on the ftroke which you foe drawn through the

middle of either. And after the lame manner yout

may add more Parts to them if you plcafe.

There is another way of Compofing Mufick

to be play’d or fung forward and backw.ard(much

to the fame effe£l) which is, by making the Parts

double', as'two Trebles^ two Bajfes^ &c. as you foe

here following.
r - ^ Exa7nph,

i i
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Here you have two Trebles and two Baffes j

which, as they now ftand,in3y be played or lung,

as well backward as forward j and will refemble
a Leffbn oftwo Strains : the firft forward ^ and
the fecond Strain backward 5 as upon trial you
will perceive. But ifyou would have one Part
tp be fung Backward, whilft the other, lings for-

tyard
;
you muft then turn one of the Trebles, and

iikwileone ofthe Bafes, the contrary way •, and
joyn them together, lb, that their two ends may
meet in the middle of the Leflbn

5 as you lee in

the following Example : and then the Harmony-
will be right, whether you fing them backward
or forward •, or one Part forward and the other
Part backward. Likewile, two may ilng the Tre-

' ble
i one forward, the other backward and o-

ther Two, the Baffe in like manner
j and then,

it is a Canon of lour Parts in two.
>

Exmj)le.
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In' like manner you may compofe Six Parts in

Three or Eight Parts in Four, by adding two
Alts^ or two 'Tenors^ or both •, and then joyning
their ends together, as we did thefe TrMes and
Bajfes.

By this which hath . been Ihewed, I fuppofe

you fee the way of Retrograde Defcant. But I

muft advertife you, not to let any Notes with

Pricks after them, in this way ofRe&e df Retro
;

becaule the Pricks, in the Retro, will ftand on
the wrong fide of the Notes. Allb, you muft be

wary how you ule Diftords therein
;

left, in the

Revert or Retro, they hit upon the beginning in-

ftead ofthe latter part of the Note.

k 9- Of Double Defiant.

I
T is called Double Defcant when the Parts

are lb contrived, that the Treble may be made
the Bafs, and the Bafs the Treble. I will give you

an Example of it in Canon
5 per Arfn & Tbefn,

that (for brevity) I may comprife both under

one j as in the Example next following.

9 *

0 I

DoubU
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Defiant on Canon per Arfin & Thefin.

This may leem
a difficult bufinels

to one that is not
very ready in his

fight, but I lhall

render it as plain

and eafie as I did
the firft Examples of Two Parts in One

j for it

may be performed by the fame Method. Only
in this, you muft invert the Notes as you place
them in the following Part; accommodating
your New Defcant (Bar after Bar) to the Notes
fo inverted ; as you may eafily perceive by this

P3:<l:dz3

But I muft give

you one Caveat-,

which is, that you
muft not ufe any
Sths. in this kind
of Double Deft
cant, unlefs in Paft

fage or Binding like a Difeord
; becaufe, when

you change the Parts, making That the Treble
which- before was the Bafi (which is called the
Reply) i^fiofe sths. will be changed into

'

The



140 A Cmpeudium oflijuflei'.

The Canop begun in Unifon which, in the

Reply, is changed into an Sth. But the lame Mer
thodleryes in what diftance foever it be fet.

§ 10. OfCanon to a Flam Song propofeJ.

I
Shewed you formerly how to Compofe a Can-

on in Unifon to any Ground of Plain-fong

conlifting of Semibreves ox Breves-^ and gave you

Rules for it. But this which I am now to fpeak

pfj cannot be reduced to any Rule, (that I know)

as depending meerly upon light ; and therefore,

ail we can do, is only to give you what help or

alliftance we are able, towards the efte£ting ofit.

We will take (for Inftance) one o^Mx Elway
Bevht's not to be named without due praile for

his excellent Book of Canons, Printed 1631.

where you have Examples of Canons upon the

lame Plain-long,' in . all the diftances contained

in an OUave j of which this is one .*

Now,



Now, as fo tlie Contrivance. Firft you are to

confider, what Notes will ferve your prelent pur-

pole for the Leading Part, and alfo fute your fol-

lowing Part in reference to the next Note of the

Plain-Song. When you have found outNotes that
Ivill fit both thefe occafions, Prick them down

;

and then your beginning » p
will Hand in this manner, zii

15

Then you are to fill up
the vacant Bar oftfieLea-
ing Part,with fuch Notes
as may alible tve the fol-

lowingPart in referenceto

the next fucceedingNote
ofthe Plain-So’ng

; thus.

-D-n-

.It.-—I

ssrzQzl (

1

c111

1

[-0—

1

1i1i'
1

1

1

1

1
1

!1

And in this man-
ner you are to pro-
ceed, from Bar to Bar;

ftill filling the empty
Bar of the Leading
Part, with fuch Notes
as may agree, both
with the prefent Note
of the Plain-long, and

, lerve



ferve the following Part for the next Note
the Plain-long allb.

The fame Method is to be oblerved thengh
the Plain-fottg be placed betwixt, or above the

other Parts. As alfo, whether your Canon be

iet in a A^th. 6th. "jih. ^th. or any. other diftance

either above or below ^ as you may fee by thefe

two following Examples:

Canon In the l ith. below.

Canon in the ^th. above.

§ II. Of



Cotiinvance oj i,mon.

^ 11. Of Catch or RonnJ.

I
Muft not omit another fort ofCanon, in more

requeft and common ufe (though ofleft dig-

nity) than all thofe which we have mentioned ^

and that is, a Catch or Round : Some call it aCa-

non in Uttifon ; or a Canon confifting ofPeriods.

The contrivance whereof is not intricate : for, if

you compofe any Ihort Strain, of three or four

Parts, fetting them all within the ordinary com-

paft of a Voice-, and then place one Part at the

end of another, in what order you pleafe, fo as

they may aptly make one continued Tune ;
you

have finilhed a Catch

Here you have the Parts as they are Compof-
ed -, and next you lhall have them let one at the
end of another, with a Mark direfting where the
following Parts are to come in j as you lee in
this following Example.

A



A Catch of Four Parts.

»- 1
^

Having given you thefe Lights and Inftruft-

I ions for the Contrivance of Canon, which is the

laft, and ('efteemed) the Intricateft Part ofCom-
y

'

pofition i I muft refer the Exercife of it, to your

P own Study and Induftry.

i And now I have delivered (though in brief) all

f fuch Inftruftions as I thought chiefly neceflary

: foryour Learning of PraBkal Mufck. But it refts

I

on your part to put them in praftice : without

which nothing can' be elFetted. For, by Singing

;; a man is made a Singer ^ and by Compofing he

becomes a Compoler. ’Tis Praftice that brings

Experience 5 and Experience bOgetts that Know- '

ledge which improves all Arts and Sciences.

. F 1 N I S.

i

i


