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ALBRECHTSBERGER’S
GUIDE TO COMPOSITION.

Every musical composition consists of chords,
which, ruled and ordered by the laws of truth and
beauty, form a complete and self-contained production.
The art of music, or knowledge of composition,
is a comprehension of certain rules, by which ideas
created by the inventive faculties may be arranged
and connected in & natural manner, so as to please
the ear, and form a perfectly correct whole.

CXXVI.—Ox INTERVALS.

In the preceding instructions in thorough-bass,
the number of intervals, with their appropriate
names, has been already given and detailedly ex-
plained ; therefore, we know that when one or more
of these intervals are placed above a fundamental
note, & chord in two, three, four, or five parts is
created ; for example :—

Two-part chords,

Four-part chords.

HEEREE

| Y Pnndnmcut(d note.

Intervals
s
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These intervals are, as has been &fore remarked,
capable of the following modifications :—

U Thirds.

: or. Aug. Dim. Minor. Major.
__ bb bs

~Dim, Per. Aug. Dim. Perfot. Aug  Minor, Major. Aug.
bse 4 4+ D3 85 &5 b6 6 e

'

Octaves. Ninths.

b o

Dim. Minor. Major. Dim, Perfect.  Minor. Major.

Sevenths.
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The figuring used in Examples 551 and 652, is not
general ; in them, the figures merely denote the real
position of the imterw In usual figuring, the
smaller interval must be written beneath the larger;

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

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

«3 98 65 28 98 or33 84 87

100 14 83 83 87 34 ako §¢

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

CXXVIL—Ox CorsoNANTS ARD DissoNANTS.

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

# A diminished sixth is now also made; but those who allow of this,
must also admit of the augmented third, in double counterpoint of the

octave. I have made them both in the manner :—
Ex. 554. "
b gbs $3 — o
% §°8 = .8
m Inverston, fFr——— —H=e.
CONB. NB.
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OXXVIII.—Ox MovemexT.

Every interval, with its accompanying chord,
TO, 8 by movement, which has been classed into
three kinds; the direct, the oblique, and the contrary.
(The fourth, or parallel, is here omitted, as we skall
show further on, that in simple, strict counterpoint
one identical note may never be struck continuously.)
Direct movement is the most dangerous, especially
in 8 two-part strict composition, where no hidden
fifths, octaves, or unisons are admissible ; in other
cases, it is often good. This movement occurs when
two or more parts simultaneously descend or ascend,

either by grades or by ekips ; for example :—

n In two parts.
E. o

ﬁ_l ¥ ﬂ_e! ¥ ;ﬂ
Bl | . s
_L =
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et by Sttty
N v &e.

In three parts,

Oblique movement occurs when one or more parta
remain stationary on their notes, and the other, or
others, move onward, ascending or descending either
by grades or skips ; for example :—

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

Ex. 557.  Contrary movement.
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CXXIX.—Ox Musroar. Mopoes axp Krys.

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

D, e, f, g, 8, b, ¢, &.—Thisscale was called Modus dorius.

E,f.g,ab,c, d, e.— ” » ’ Modus ph g'll!.
Fv 8»8‘0 bv c, dl ©, f.— ” " ” Modus fydrlyl]l.

Gr & b' c, d’ e, fl g— ” ” ”» Modus mixolydius.
A, bv <, dy e, f’ y B ” ” ”» Modus solius.
C,4,¢,f,8 8 bc— ”» »  Modus jonicus.

These were their authentic modes, when they ended
the composition by descending a fifth, or ascending
a fourth (which is the same thing), in the funda-
mental part ; for instance, g, ¢, to which notes were
taken perfect chords, as is still usual, unless the major
third on the penultimate note is suspended by a
fourth. They acknowledged six other relative keys,
formed from the six authentic modes, a fifth higher,
and these they called plagal modes ; they concluded
the fundamental part with two perfect chords, and
descended a fourth, or ascended a fifth (which is
again the same thing) ; for instance, ¢, As in
these twelve keys, and also in their derivatives, it
was necessary to guard against flats and sharps,
nothing very vocal could be produced. When any
foreign semitones were introduced into the above-
mentioned twelve modes, they changed their cha-
racter and were called genus chromaticum, that is,
semitonic; when quartertones were introduced, they
were called genus enharmonicum, or quartertonic.
The ancients, however, made little use of these rari-
ties 80 common in our day, but contented themselves
with the above keys; their compositions consisted
principally of whole tones, and belonged to the class
denominated natural or simple (‘genus diatonicum ).
‘When all three species were used in the same com-

* When, in the present day, a conclusion is made in the
it is wsual to suspend the octave in the penultimate ¢l

manner,
by the ninth,

83

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

BP major. G'minor. Fb major. D .
A willilnis sl  pipor _
———] —
<’

Should a scholar ask how many keys he might use
in a long piece—for instance, in the first or last part
of a symphony, of a concerto, of a quartett or quin-
tett, in a chorus, or in a long fugue—my answer
would be: “Only five analagous keys, which, as-
cending in major, and descending in minor keys,
with their natural thirds, may be found in the fol-
lowing order, which need not be retained in the
composition iteelf ; for example :—
Ex. 560.
Principal key.  Analogous keys.
C major.

Princ; . Analogous keys.
o=l !

LS a4 6o f & 3 3 &

Thue C major and A minor have the same analogous
keys, G major the same as E minor, and eo forth in

all major keys with their relative minors. The
commonest manner, however, of proceeding to ana-
logous keys, is, in major keys, from the principal
key to its fifth, with the major third; then to the

+ Although this normal rule may have shackled the creative genins
too much half a century ago, at hors have p ded to the
antipodes, and seem to e that the highest point in art is gained by
modulating through every key in a single composition. Extremes are
always to be avoided; the middle course is always best. Good eom-
posers, however, have more than sufficlently proved that it is possible
to t e h

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

OXXX.—Ox THE ANOIERT AND MopERR Scarrs
or A FuNpaAMENTAL ParT.

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

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

Ex. 563.

by Ascending. y Descending.

These two scales serve for all possible keys, in striet
composition. Secondly—the scale of the moderns
in C major, which, ascending and descending, is ac-
companied by three perfect, two imperfect, and three
dissonant chords :—
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The three u parts may equally be inverted, if
desired. Thesep::vo scales seive for all possible keys,
in free composition. These examples may be taken
as models for all major and minor keys, which may
be modified according to the following tables—for
tastance ; slow scale in C major, in which two different
chords are formed over each fundamental note :—

The five NB point out the five objectionable fifths,
which must be always avoided in accented divisions

of a bar :—

An example, faulty on account of too many hidden
fifths :—

And s0 forth in the remaining major keys.

Slow Scale in C minor.

Position of the fifth,

The NB in the bass points out that it is better for
the bass to move downwards a diminished seventh,
than to move upwards an augmented second, from

a tobu:—
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Position of the 3rd.

In three-part composition, perfect and imperfect
chords (5—6) merely alternate in ascending; but in
descending, with the exception of the first bar, 7—6
alternate, to which the third is constantly taken as
complementary interval ; for example :—

Position of
the 5th.

T

6 Y6 T 6 7T6 Y 6 76 7 6
#E'——FP EEE:.FF:FEE

=

This kind of three-part accompaniment to a figured
bass is unusual, but sometimes necessary, and pro-
duces a beautiful effect in piano solo-paun%s. e
following are two examples in three parts in D minor :

— b5 —
sebr1e6 7 6 7 8 716716 76 ~
e o e
It must further be remarked, that in the 12 minor

keys, the sixth and seventh must be made major in
ascending, to ensure a better melody (see the NB

under £4 and g§, in Example 564,in A minor). In

descending, they remain unchanged. In all minor
keys, this alteration takes place also in the upper
part :—

Ex. 574.

i Ascending. Descending.
e e
=== S=

Good masters have left the sixth unchanged in as-
cending, when the measure is slow; but in quick
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runs it is always heightened like the seventh; for
example :—

We must remark that minor and major scales of
modern composers cannot belong to the first class of
strict composition, because all unprepared dissonants
are forbidden, excepting in free style; in this latter,
even chromatic passages may be introduced into
minor and major scales. The question now arises,
what is to be done when the bass does not proceed
entirely through the eight grades. The rule then is,
always to accompany the concluding note of the
passage, with a perfect chord, unless we wish to use
a deceptive cadence ; for example :—

In C major, according to strict composition.

@ SESS=g=E==c=2!
0 - -
‘g 53“’5 ”3: 6 6 _3

r &e &e.

If it is asked how a bass is to be accompanied when
it moves in skips, the answer is—should it ascend a
third or descend a sixth, the second note must be
accompanied by s chord of the sixth in oblique
movement ; should it ascend a fourth or descend a
fifth, the second note must be accompanied by a per-
fect chord according to the key—the same should it
ascend a fifth or descend a fourth ; should it ascend
a sixthr or descend a third, sometimes a perfect,
sometimes an imperfect chord may be used ; should
it ascend a minor seventh or descend a major second,
the second note must be accompanied by the chord
of the second, augmented fourth, and major sixth, in
obligne movement—the same should 1t ascend a
major seventh or descend a minor second, when they
are passing notes, but when they are intrinsic notes,
and ascend instead of descending, then they are ac-

companied with the imperfect fifth and minor third
and sixth; should it move a whole octave, the same
harmony may remain ; for example :—

Ex. 678.

The skips in the under bass-stave are only local in-
versions of those in the upper bass-stave, and are
therefore accompanied by the same¢ harmony. The
inversions of double counterpoint are somewhat dif-
ferent, as will be shown in the sequel. It often
happens that a bass and inner part must be made to

an upper part which moves in ski Should it not
pass through any given chord to which other parts—

or at least the bass—might not remain stationary in
oblique movement, then the following accompaniment
may be used :—

Ex. 579. Skipping nppbl' part.
~ Ascending.

As many kinds of accompaniment may be used to
every scale, especially in free style, it is allowable
also in this case to employ other chords ; for if in
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the violin part, were not the commencing note, the
fundamental note might be either ¢, the third below,
b, the sixth below, or ¢, the fifth below, in which case
the inner parts would require a different disposition ;
these three fandamental notes, and the octave below,
are the only consonant intervals which may be taken
alternstely beneath an upper part, in the first four
classes of strict compostion. In the second class,
when the Canto fermo requires two notes against one,
the oblique movement is preferable to the others; no
lees g0 in the fourth class, wherein four, six, or eight
notes are placed against one.

OXXXI.—Ox Strior axp Free CoMPosITION IN
GENERAL.

Strict composition is that which employs voices
alone, without any instrumental accompaniment. It
is more restricted by rules than is free composition,
because a singer cannot produce tones so easily as an
instrumentalist. It is mostly used in churches or
chapels (therefore also called Stilo alla Capella),
when it is accompanied by the organ, or occasionally
by violins and oboes in unison with the treble—by
trombones in unison with the alto and tenor—and by
double-basses, violoncellos, and bassoons in unison
with the bass or organ. When instruments are
omitted, as is usual in Passion-week in royal chapels,
no dissonant skips are permitted, excepting skips of
the diminished fourth and fifth, when they are well
and soon resolved ; it is also forbidden to skip from
or to a dissonant. In two-part harmony, hidden
fifths, octaves, and unisons are by no means admitted,
in the five classes of strict composition,” above or
under a simple chaunt (Choral, or Cantus firmus);
some few are allowed in three-part, and more again
in four-part compositions, &c., but they must be es-
gecially guarded against in the upper part. The

rat class admits no dissonant chord, whether the
harmony be in two, three, four, or more rsnrta; it
contains only perfect chords and the chords of the
minor or major sixth. Not even in compositions of
many parts is the chord of the fourth and octave
tolerated. The second and third classes admit dis-
sonants when they are regular passing notes, that is,
by grades and on the unaccented division of a bar.
Exceptions to this rule are made for certain changing
notes, with their inversions, by which it is permitted
to skip from a seventh, in the upper counterpoint, or
from a fourth, in the lower counterpoint of a chorale,
Strict composition does not admit of unacknowledged
notes (Note abject®), which may often be used
with advantage, in the third and fifth class of free
composition, especially in violin parts. An wunae-
Fkmowledged note is one which is passing, skipping,
and foreign to the chord ; for example : —

ALBRECHTSBERGER'S

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

b ht:er:mhmm'::e' s

- - ) e wi—
o S .

Free composition, in all its classes, admits of un-
prepared dissonants, occasionally introduced in imi-
tations, counterpoint passages, and fugues, and on all
divisions of bars; but these discords must always be
properly and naturally resolved. In both styles of
composition, all occasional Fa-notes are resolved by
deseending a semitone, and all Mi-notes are resolved
by ascending a semitone, unless a deceptive cadence
is used (for an explanation of Fa-notesand Mi-notes,
see page 90). In free style, a composer seldom re-
stricts himself to one of the five classes, but uses all
kinds of notes, both for the melody and accompany-
ing parts. A rest, or short pause, may be occasion-
ally employed in vocal or wind instrument parts, in
order to facilitate respiration. Appoggiaturas and
other graces may be introduced, when the beauty of
the melody is increased by them. The same note
may be repeated two, three, or more times in one
bar, especially in instrumental pieces. Free style
also allows dissonant skips, particularly in violin,
viola, violoncello, and bassoon parts, provided these
are not introduced in an unnatoral manner. Free
composition is used in three styles—the church style,
chamber music style, and dramatic style ; for instance,
in masses, graduals, offertories, psalms, hymns, &.,
accompanied by the organ; also in fugues, when
dissonants are unprepared, or when suspended are
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resolved, as retardations, by ascending to the next
grade,—for instance, when the second of the upper
part riges to the third, which requires, in three-part
harmony, the fifth and sixth, §3 or g;, and in four-
part harmony the perfect fourt?x nd major seventh,

In our present time, we find a thousand ex-
amples of free style more easily than twenty of strict
composition, especially in arias, duetts, trios, sym-
phonies, and dramatic choruses; also in airs alla
camera, with accompaniments for pianoforte orviolin;
intrios, quartetts, quintetts, and concertos for various
instruments. Therefore, I need not show models of
this kind, but only advise all those who would devote
themselves to composition, to put into full score many
examples, taken from good masters, in the style for
which they feel the greatest inclination. As it is
impossible to attain the requisite purity in either
s?le‘without principles of counterpoint, it will be
advisable to commence by the study of strict
composition in two parts.

CXXXII.—F1rsT ULASS oF STRIOT COMPOSITION, IN
Two ParTs, cALLED NoTE AGAINsT NoTe.

The following rules apply to this class :—

Rule 1st.—When two notes, contained in the latter
of two chords, form e perfect concord, direct move-
ment must be avoided in moving from the first to
the second chord, and oblique or contrary movement
employed ; in which case the first chord may be
perfect or imperfect ; for example :—

Contrary movement.

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

./, _ Consecutive fifths.

Ex. 684.

The hidden fifths are—from z to d; the first octave
contains the fifth, / which, though not struck, is
supplied by the ear. Also, from %to J, the implied
ifth, d. From %0 % themmi{&h,ﬁ &.; in the

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

—t -+ t

Oonsecutive octaves and fifths must be Tunded
against, even in contrary movement, especially when
the accompaniment is performed on an organ having
pedals, on which an organist generally plays most of
the fundamental notes, and often changes an ascend-
ing skip of a fourth to a descending skip of a fifth,
or vice-versa, and thus produces consecutive

and octaves.

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

As, in the sequent four classes, dissonants are 'algo
used, they may be ranked with imperfect consonants,

!

'
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and add the following to the two rules above : the
first chord may be perfect, imperfect, or dissonant.
Rule 3rd.—Commencements and conclusions must
be made on perfect consonants, care being taken that
the counterpoint above sliould mot end, and the
counterpoint below should not commence on a fifth.
In the first case, the conclusion would sound thin
and unsatisfactory; in the second case, the fifth,
d as fundamental note, would indicate a foreign
1nstoad of the principal key.

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

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

Rule 6th.—When a chorale lies in the upper part,
the penultimate note of the counterpoint below must
have the minor third or tenth ; the former ends on
the unison, the latter on the octave, in the concluding
bar. When a chorale lies in the lower part, the
counterpoint above must have the major sixth above
the penultimate note, which concludes on the octave.

Rule Tth.—Two major thirds must not follow each
other in the progression of a whole tone, either as-
cending or descending ; but may do so, in the pro-
gression of a semitone. Neither may they follow
each other in & major-third ekip, as an unharmonious
transverse position would ensue (Mz contra Fa {5
but they may do so in a perfect-fourth skip.
ancient nomenclature, M3 always indicates the lower
and Fa the higher tone ofy' a8 major semitone.
Therefore, Mi-Fa are the ascending, and Fa-Mi
the descending half tones of a major semitone; for
instance, in consecutive notes :—¢ £, a¢ &, bD ¢, ¢, a,
b, are Mi-notes ; aud f, bb, ¢, are Ya-notes. In the
system of the Benedictine, Guido von Arezzo, the
note ¢ is alone called Mi. In a major-third skip,
two notes are Mz, and the other two are Fa ; this is
what is called M contra Fa. We may also consider
that Mi-notes indicate and Fa-notes b keys ;
therefore, when one of two chords belongs to a
key, while the other belongs to a b key, a hetero-
geneous succession ensues, and produces an unhar-

monious transverse position, od M contra Fa ;
for instance :—
b ... .. . g

g - - - e ep
‘b and g are Mi-notes, and belong to the scale of G.
and ep are Fa-notes, and belong to the scale of
Eb ; therefore, this is a case of M contra Fa, as is
the following, reversed :—

. . .. b
gb. ' Sy }Famtralﬁ.
S §

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

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

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

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

_/.Geod in cancluding.

W
—rr— :: :_f:ﬂ:n:% ¥ > —

Rule 9th.—Skips of all augmented and most di-
minished intervals are forbidden, both in ascending
and descending ; also skipe of the three sevenths, as
these all belong to unvocal intervals, difficult to en-
tone. In a vocal composition, unsupported by in-
struments, everything must be avoided which could
endanger its easy and firm execution ; for example :
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As no skips beyond the perfect octave are used in
the four vecal parts of choruses, the following inter-
y;la only remain for permitted use; for instance,
in g :—

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

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

of the major seventh and ninth, through three or four
notes, are incorrect, and produce harsh and difficult
melodies ; for example :—

~

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

Ex 693 P et
- Good. Good, =~

equally well in the under part; for example :—

£

Ex s —Fato¥f

Good.

Good.

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

91

OXXXIII.—CoRTINUATION OF THE ABOVE.

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

Ex. 596.  Chorale in C major. o 1

1 3 3 4 s @
=i f ——=—=—F =1

8 9 10 11 13 13 14 15

¥— S pmeeT st ]
) " g 1 L { p— g ¥ L

In this example, the first and last note are rightl
laced in the chord of C, when they are accom ie({
e second and third notes are derived from Gl major,
and the fourth and fifth from O major again; the

} 1 sixth and seventh belong to the chord of A minor;

the eighth and ninth, considered together, to E minor.
The tenth is derived from A minor, the eleventh
from D minor, or both, taken together, from F major.
The twelfth note may be considered either the octave
to G major, or the dominant of the chord of C major;
the thirteenth may be considered the principal key-
note, or the third of A minor, or the sixth above
e, when the counterpoint is written below ; the four-
teenth must be considered as the dominant of
G major, which g must first appear in the penulti-
mate bar, in three or more part harmony; in two-
part harmony, only & is added to it, for in the five
classes of two-part composition, our two cadences,
¢ ¢ and b3 1, are only half cadences. The follow-
i!}llg r:llwrds may be written above and beneath the
orale :—

Ex, 597.

1__ 38 8 3 & 10 e

e

10 6 10 6 10 3__1
== ==
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‘When, as is right, the chorale is transposed—that is,
when the subject which has formed the lowest part
is treated as the upper part, or vice-versa—it is ne-
cessary to form the counterpoint from new intervals,
different from those already used, in order to produce
other harmonies, as the mere transposition an octave
higher or lower does not create a change of chords.
The same applies to harmonies in three and four
parts. The first class of composition in'two, three,
and four parts, admits only perfect chords and chords
of the sixth (see Rule 4); therefore we may use,
for two parts, the minor and major third, the minor
and major sixth, the perfect fifth, and perfect octave
—also the minor and msjor tenth, which are then
considered thirds—also t{xe perfect unison, but only
on the first and last bar, or division of a bar (see
Rule 5). For instance, in a choral written in an easy
key, and forming the upper part, should the note e
occur, the following permitted intervals may be
placed against it in the lower part, alternately;
should the same ¢ occur in the choral below, then
the same number of intervals may be used in the

upper part ; for example :—

‘With three parts, the following consonant chords
may be placed under ¢, when it oocurs in the upper
pl't —

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

A,

and the fourth note, especially in major keys, shounld
descend to the third, which need not always be ac-
companied by the expected chord, as deceptive ca-
dences are more effective, and preferable until the

real conclusion ; for example ~—
cad Doventive Cad

Ancient masters expelled the Ottava battuta from
pieces in two or more parts ; I should not wuse it in
two-part compositions, in the strict or free style ; it
is admissible 1n three ; it is more so in four
parts, especially when the double counterpoint of the
octave participates. The Ottava battuta, is that
which is struck upon the accented division of a bar;
in a bar of two or three divisions, it occurs on the
first note ; in bars of common time, it occurs on the
first and third crotchets; in bars of six divisions, on
the first and fourth ; in bars of twelve divisions, on
the first and seventh. The remaining divisions are
called unaccented, and will be spoken of more de-
tailedly in the third class. When the upper part

moves from an unaccented to an accen ivision,

by a descent of the fourth, fifth, or sixth to the per-
fect octave, while the lower part only ascends a half
or whole tone in contrary movement, an Ottam
battuta is produced, and may happen in the
following manner :—
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Perhaps it was forbidden on account of its vague
effect and its likeness to the unison; for example :—

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

Ex. 609.
_~ Counterpoint. 3

. 2
P XN
p———— ga— o mum e —sm 4 C
"o~ P ——f———F
——t——t{——F
(] 8 3
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The following is an example of the first class :—
_/ Canto fermo, or chorale.

EX. 607. 5 1 8 Py 8 4
1 8 3 ¢
Counterpoint.

6 6 6 6__6__10 g 8
~N —— [ []
In this, theré are six faults, pointed out by the
npumbers below. The first is, that the commencement
is not in the same key in which the Canto fermo
closes; in the key of C major. f must not be placed
as fundamental note. The second. fault is occasioned
by the unison, which is only permitted in opening
and concluding bars ; the third fault is the cadence-
like octave, preceded by the major sixth; the fourth
fault is the angmented fourth, becanse no dissonant
is admitted into the first class ; the fifth fault consists
of a too long succession of sixths, which, like man
thirds or tenths, sound trivial, as has been remarked,
and contrast disagreeably with the simple severity of
this unadorned class of writing. The sixth fault
(even without mentioning the hidden octaves) is oc-
casioned by the cadence of the bass-part; for in two

the penultimate note must always appear as
the minor third below, even though the bass be used
instead of the alto. Unless free style be employed,
the following manner is better :—

Ex. 608.
Subject. .
o e

N

Y

.t
E

Counterpoint.

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

_ Ex. 610. _ _
=

Hidden ootaves. NB. NB.
6 8

N Bad. Bad.

The two NB point out that b is contained between

¥ and ¢, and forms, in both cases, the hidden, as the
ollowing ¢ is the consecutive octave; the errors

marked dad are as great as consecutive octaves, E

would be. This explanation will also serve for

hidden fifths and unisons. All these prohibited oc-
taves, fifths, and unisons may be discovered by com-
pleting the intermediate space of a skipping part
with small notes ; for example :—

L 3 1 1%
===
——t. =

p—
Hidden unisons.
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Fault 3—is the diminished fifth, bp above 6, which
is a dissonant. Fault 4—is also the diminished fifth,
f above b. Fault 5—is the chromatic progression
from g down to e ; these semitonic ll)lassages not being
admitted into the first class, without instrumental
accompaniment. Fault 6—is the minor third above
the penultimate note, which must always be the
major sixth. Fault 7—is the fifth placed above the
last bar, which must always have the octave or unison.
The following is therefore better :—

_~ Counterpoint. NB.
—e— porre—rosrTe-r
Ex. 612.] #
5 8 [} 3 3
>
=~ Bubject.
_/ NB. 3 3

—— X

HI s 5 6 3 3 & e 1
-~ — NB. NB.
The first NB above /4§ in the alto points out that the
is introduced intentionally, as it is permitted to
modulate frequently to analogous keys. The second
NB above d in the alto points out that even more
than three thirds may follow each other, when one or
many of them are placed so as to cross the parts.
The two NB beneath the tenor point out that the
parts may cross each other with consonant chords,
especially if they are already approximated. They
also point out, that sixths must be marked instead of
thirds above # and d, as no organist playing from
figured bass may cross his hands; for, were two
thirds to be marked in succession above the tenor,
to which thirds belong the fifth and octave, in four-
part harmony, the. result would produce the chords
of E minor and D minor, instead of the inverted
chords of C major and G major.

Another example in E minor.

_ . aCounterpoint.
%Eg:nﬂf_ﬂﬁ%
- ) —. - . . ) - -y

Ex. 618. [figeg e oy

N\  Counterpoint.
—
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‘We have already stated that the Greeks and ancient
masters acknowledged 12 peculiar keys. Their key
of E, called Modus Phrygius, appears to be merely

Ex. 614.

ALBRECHTSBERGER'S

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

_for example :—

Analogous keys to G flat major.
—

Ex. 615.

=S

6 17 635
Here it may be clearly seen that G[> major leads to

5 7 []

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

CXXXIV.—Ox THE Seconp CrLass oF StricT
Coxposrrior 1N Two ParTs, 1N wrIcE Two or
Taree NoTES ARE PLACED ABOVE OR BELOW ONE.

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

Ex. 616.

8 7T 53 109 3,3 3 4
t + =

8econdly—-the penultimate bar in upper counterpoint
must have the perfect fifth and major seventh, or the
minor tenth and major sixth, in succession; which
major sixth moves to the octave for conclusion. In
lower counterpoint, the penultimate bar always re-
quires the perfect fifth and minor third or tenth,*
and the last bar concludes with the unison or octave;
for example :—

Ex. 618.

Bad NB.  8c.  Bad.
The four NB point out errors, which consist of skips
from or on to dissonants. It is also allowed to intro-
duce dissonants, even those which are diminished or
augmented, between two similar notes, which mnust,
however, be consonants ; for example :—

It results, therefore, that in this class, as in the first,
the sixth and third are the intervals which lead to
the conclusion, and must be prepared only by the
fifth. Thirdly—it is forbidden, even in contrary
movement, to move from a perfect fifth, octave, or
unison, to another perfect fifth, octave, or unison,
between which a skip of only a third oceurs; as two
fifths, &c., of this kind, introduced in descending or
ascending, produce as sharp an effect on the ear, as
two consecutive fifths, &c., in direct movement; for
example :—

* Those who would employ the “m mode—vis., e, wulont,_.
must, in lower counterpoint, take the
5D has no place in this mo'ae. and the naked b would be an incorrecy
diminishad fth, in an accsnted division of the bar.



Correct, as the skips are in fourths.
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Ex. 623.

EEsEs B

Ex. 620.

ety

“When the fifths, octaves, or unisons occur in unac-
cented, while the thirds or sixths occur in accented
divisions of a bar, the error no longer exists; for
example :—

But I ghould recommend a beginner not to introduce
too many such fifths and octaves, as they impress the
ear di eably in two-part composition. Now for
a needfal word on monotony : this continuation, or
repetition of a few notes, is forbidden in this class,
although: often met with in free style, where good
masters add a different bass or middle part, or change
the instruments and vary by {orte and piano, or by
transposition to an octave higher or lower. The
following example shows this evil, although the
identical intervals stand in proportional difference to
the subject :—

Fifthly—ekips with two notes, beyond the perfeot
octave, to the three sevenths, to all augmented and
most diminished intervals, are prohibited in this, as
in the other classes. Those dissonant skips, however,
which were admitted in the first class, when passing
from bar to bar, if in one part alone, are also per-
mitted in this class, in one bar, or from an unaccented
to an accented division. The same with regular
passing notes, which occur in unaccented divisions ;
or, in free style, on accented divisions of & bar. All
the rules of the first class (excepting Rules 4 and 5,
of oourse) are applicable to the present class.

Counterpoint. NB.
7 1 3 3 4

4
s 43 3¢ 35 346535

EES===—=

Ex. 624.

Subject,

Fourthly—after a distantekip of two notes, the third
note ought to return by a skip of a fourth or third,
when it cannot do so by grades. Three or four
‘skipping notes should never contain in themselves a
chord of the ninth or major seventh, even though

the Canto {ermo in the fundamental part should
furnish good chords. 8kips of three or four notes,
containing a minor seventh, are seldom good; the
diminished seventh may be tolerated :—

9_3_“:4 sgees s!o 50_33
N1 8 3 4 5
A o B =t
et Py
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Eight faults occur in the upper counterpoint of
Ex. 624. First—the beginning note, &, which com-
mences on the third, an imperfect consonant. Second
—the following note, d, because dissonants are for-
bidden on the accented division of a bar. Third—
S after g, in the fourth bar, not because this £ isa
skipping diminished fifth, and is resolved as usual by
descending to the third, but because of the skip of
a seventh, which is only permitted in free style.
Fourth—~g in the unaccented division of the fifth
bar, because this g, although a fourth below, and a
dissonant, is not introduced by grades. Fifth—b in
the eighth bar, considered in conjunction with the
ensuing f, where the two notes make a skip of the
augmented fourth. Sixth—the same £, which is an
unprepared skip of the seventh, and a dissonant.
Seventh—the unison, ¢¢, in the accented division of
the eleventh bar, which unison is only permitted on
unaccented divisions, excepting in the first and last
bars. Eighth—the perfect fifth, a, introduced in
direct movement in the penultimate bar. The NB
above ¢ in the seventh bar, points out two thi
firstly, that a skip of the tenth is forbidden in all
vocal counterpoint ; secondly, that if the upper part
(with the violin cleff) were not intended for a violin,
oboe, or German flute, but for a treble voice, the high
¢, and the following &, are too high.

Twelve faults occur in the lower counterpoint.
1. The first note, ¢, which, being the sixth of ¢,
forms an imperfect consonant, with which it is for-
bidden to commenee or conclude. 2. f%g, in the se-
eond bar, which makes a skip from the preceding ¢
to the augmented fourth. 3. ¢, in the fifth bar, which
forms a cadence-like octave to the treble, on account
of the preceding major sixth. 4. g, in the sixth bar,
a8, in this class, it is forbidden to use direct move-
ment in progressing from a dissonant to a perfect
consonant. 5. The diminished fifth, 5, a diesonant
on the unaccented division of a bar,* introduced by a
skip. 6. The open perfect fifth, g, after the dimi-
nishedfb'___% in direct movement. In two-part com-
position, it is not good even in descending, and would
progress thus: gjb". 32 , and 8o forth; in three
parts, it is tolerated. 7. a, the fifth above d, in the
pinth bar, which fault is not remedied even b
contrary movement after a skip of the third.
8. b above e, in the tenth bar, is a similar error.
9. ¢ above f; in the eleventh bar, is a similar error.
10. The unharmonious transverse position cansed by
the relative position of the same f towards the pre-
ceding b in the treble. 11.The hidden fifths from the

eleventh to the twelfth bar, o: which are produced

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

* In two- composition, it is utterly prohibited on the accented
In pert division of a g-?

Counterpoint.

The NB on the last note, ¢, of the alto, points out
two things—firstly, that this ¢, and the d next to it,
are not too high for an alto voice ; but personal ex-
perience has proved to me that boys can seldom in-
tonate loudly the f on the lower line, or the npeigh-
bouring g: secondly, that this same ¢ renders allow-
able and correct the skip of the major seventh made
by the preceding four notes, ¢, 6, g, b, as it forms the
octave to the preceding ¢, and resolves the leading
note, b ; thus the three last bars of the counterpoint
contain in themselves a good melody.

Another example in E minor.
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CXXXV.—Ox~ THE THRD CLASS OF STRICT CoM-
PosITION IN Two PArTs, wrICH ADMITS OF FoUR,
8ix, or Eeur Nores aove OxE.

In addition to the rules given for the preceding
clasges, the following must be observed in this third
class, The first note must always be consonant in
measures of equal or triple time; the rest (taken
separately) may be dissonant, when introduced by
grades, and pﬂced between two consonants; for
example :—
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We must here remark that it would be very un-
melodious to skip a third into a new bar, after one
containing three or four notes ascending or descend-
ing by grades ; for example :—

Wider skips, also, after such progressions, are
seldom good ; for example :— .

o aaa el

Gooﬁaunnthochmmmlv T‘ {
the same. Bad.

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

Ex. 630. Py T

1t follows that in bars of this kind, suspensions may
be introduced in two manners * for example :—

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

In two parts. &c. or 6.
8 7T56 3

3465 38 &

Ex. 634.

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

tedeedleed, or 1 g 3 &

Ex. 633. FE‘-@M_

1323345686 13
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. &c.
In all the above measures, the notes are only sub-
divisions of the bar. The first note in all cases is an
accented sub-division, and the second or passing note
is an unaccented sub-division. In the bars of § and
Alla-breve time, No. 1 is an accented, No. 2 an un-
accented, No. 3 an accented, No. 4 an unaccented
sub.division. In the bar of 3, No.1 is an accented,
No. 2 an unaccented, No. 3 an accented, No. 4 an
unaccented, No. 6 an accented, No. 6 an unaccented
sub-division, In the first bar of common time, No. 1
is an accented, No. 2 an unaccented, No. $ an ac-
cented, No. 4 an unaccented, No. § an accented, Nos.
6 and 7 an unaccented, No. 8 an accented, and No. 9
an unaccented sub-division; in the second bar,
No. 1 is an accented, and No. 2 an unaccented sub-
division of the bar. In short, every note which
suffices for the beat of a bar, is a division ; all notes
which form only the half, third, quarter, or still less
portion of a beat, are considered sub-divisions. As
in this class of counterpoint, we shall make use of
Alla-breve time, in which four equal short notes
(four crotchets) are to be placed against one slow
note, I shall here explain, what is understood by the
two changing notes, o called on the authority of
chapel-master Fux, the celebrated author of the
universally-translated book of instruction called
“ Gradus ad Parnassum.” to which all his suc-
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Other good masters have used these two changing
notes, the seventh above and the fourth below in-
verted, although these inversions produce hidden
fifths, in three and four-part harmony; forexample:

_/In two parts. NB.

= m—_—_——

Ex. 681.
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_/,, In three parts. .
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Ex. 638
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In under counterpoint, the following cadences,
prepared by the third, may be used :—

or in the following manner, in which they prodace,
in addition, an unprepared chord of the fourth and
sixth, which is only allewed in free style; for
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These latter manners are, on this account, less beau-
tifal, and ought to be seldom employed in strict
composition. In this class, also, the last note of the
penaltimate bar, must be the major sixth, when the
counterpoint is above, and the minor third or tenth,
when it is below. In upper counterpoint, the fol-
lowing cadences, besides many others, may be used ;
in them, the sixth is led to by regular gradual pass-
ing m;t]es, or by notes skipping on to a consonant
nterval :—

The last two cadences are faulty, as in them two
unisons and two octaves occur on aecented divisions
of the bar, and produce a progression offensive to
the ear in direct movement :—

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

Example in E minor.
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Fault 2nd—is the last note of the second bar, d,
which is again a dissonant (a fourth) introduced by
a ekip. Fault 3rd—is the f% in the third bar, be-
cause, in the first ghee, it 18 a dissonant introdueed
by a skip and not by grades; and, in the second, be-
cause minor seconds offend the ear, in this ease, by
rising to the unison on the following note, ¢ ; and in
the third place, because three notes follow each other
to this /4, which complete a ninth, and therefore

form a bad and harsh melody. The ssme unmelo-
diouns progressions occur also when three notes con-
tain in themselves a skip of the major seventh ; for
example :—

In this example eleven faults occur in the counter-
point above. Fuult 1st—the second note, d, because
in no book of instruction can we find a permission to
skip to or from a dissonsnt (the two changing notes
of Fuzx excepted, with their inversions) in striet

composition. Such a seventh would be no error in
free style, when we are bound by no chorale ; it is
considered as a regular transition when accompanied
on the organ or pianoforte ; for example :—

Ex. 645.
Canto. P
&e.
Ao, *&:ﬁ:ﬁﬁﬁ%
&e.
[ _%' . 8 7 rﬂ.." g
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A skip of the minor seventh is, on the contrary,
always good. Fault 4tA—is the second note, ¢,
which is introduced as a diminished fifth, by a skip,
and is not properly resolved by descending to b; it
also forms a dull melody with the ensuing three notes,
d, a, g. Fault 5th—is the d in the sixth bar, because
it is a dissonant occurring on the accented division
of a bar, which is forbidden in this, as in the pre-
ceding class. Fault 6th—is the entire seventh bar,
which, though harmonizing with its fundamental
note, f'%, is monotonous with the previous bar.
Fault Tth—is the unison, g, on the accented division
of the eighth bar; it would be correct, if it were
the second note. Fawlt 8th—is the ¢, in the same
bar, which causes a skip of the fourth. Fault 9th—
is the ¢ in the ninth bar, in which four notes, as-
cending by grades, are followed by an aseending skip,
which is a fault against good melody. Fault 10th
~—is caused by the hidden unisons, from the unac-
cented division of the tenth bar to the accented
division of the eleventh bar; viz., b, ¢, a, &c., to 3,
a, of the chorale. Fault 11¢th—is the unprepared
fourth, 4, in the penultimate bar.

In the counterpoint below, thirteen faunlts occus.
Fault 1st—is the second note, 5, a fourth introduced
by a ekip. Fault 2nd—is caused by the hidden
octaves, from the unaccented division of the first bar
to the first note, @, of the second bar, which progress
in direct movement from an imperfect to a perfect
consonant, that is, from a sixth to an octave. Fault
8rd—is caused by the open consecutive octaves, from
the end of the second to the beginning of the third

bar; viz., aa_ﬂg’ &c. Fault 4th—is the unnecessary

chromatic progression in the counterpoint of the
third bar, which progressions are only allowed in
free style. Fault 5th—is the unnecessary skip of
the diminished fifth, with the following cadence :
b= Fault 6th—is the repetition of an identical
note, b—3, in the same bar, which is only permitted
in free style (as is, also, a repetition of an identical
note, as last of ome, and first of the mext bar).
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Fault Tth~—is the g in the eighth bar, which makes
& bass-cadence with the preceding d; vis. /7, d.

Fault 8th—is the g} in the ninth bar, which forms
an unharmonious transverse position with the pre-
ceding g of the alto, and also a minor chromatic
gogreuion in the counterpoint itself—g, g%, a, &e.

ault 9th—is the b in the same bar, becaunse it does
not gscend to the next ¢; for when, in two-part
composition of this class, the perfect fourth does not,
in three notes, descend or sscend by grades on the
third note, but is merely enclosed between two simi-
lar notes, the effect on the ear is that of a dissonant,
and this is as faulty as to skip to it with two minims

in the second class; for instance :— =

4
Fault 10th—is the ekip of the angmented s:eond in
the tenth bar, from g§ down to f; this skip being
seldom vocal or permitted even in the free style.
Fault 11th—is the skip of the major seventh in the
eleventh bar. Fault 12th—is caused by the hidden
fifths between the twelfth and thirteenth bars, viz.,
from the sixth to the fifth, in direct movement,

% :, &c. Fault 13th—is caused by two unisons,
between which there is only a skip of a third from

the penultimate to the last bar, SE=C 1 the

following example, both counterpoints are improved :

CXXXVI1.—Ox e Fourtr OLass oF StRIOT
CowposrrioN 1IN Two ParTs.

The syncope, or suspension admitted into this
class, is divided into two principal kinde—consonant
and dissonant—but these contain manifold varieties.
Dissonant ions are made by binding any of
the following notes :—the three seconds, or fourths,
or sevenths, the two ninths, a diminished or aug-

ALBRECHTSBERGER'S

mented fifth. Consonant ions are the fol-
lowing :—a perfect unison, which in this class is
permitted on the accented division of a bar, 8 minor
or major third, perfect fith, minor or major sixth,
perfect octave, and a minor or major tenth. Seconds
are always resolved in the bass forming the coun-
terpoint below by descending a half or whole tone
to the third. The three fourths also are resolved by
descending to the third, in the counterpoint above.
The three seventhe also are resolved by descending
half or a whole tone to the minor or major sixth, in
the counterpoint above; and the two ninths also
descend to the octave as suspensions in the upper
part. The perfect -and augmented fourth, when
suspended in the lower part, must also be resolved
by descending to the next note, the fifth, It is well
known that the diminiehed fifth is best resolved on
the third below, but in this class it is not to happen
immediately, especially in the upper part; when it
appears suspended in that part, the minor third or
sixth must be interpolated in the unaccented division
of a bar; for example :—

| : ) g— I e —d
Bad, In two parts, without the descending resolution,
Consonant suspensions may be resolved by moving
to another consonant by skips or grades, which last
can only take place correctly with the perfect fifth
and the two permitted sixths ; for example :—

sonsnt g_m_g_elglgm. N

— 2 N\

Ex. 649.
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The bound fourths in the under counterpoint are
not real suspensions of the fourth, but an accompa-
niment to the suspended second, which must be added
in harmonies of three or more parts. InFux's Latin
book of instruction, there is an example (sec his
Gradus ad Parnassum, page 72) of a ninth intro-
duced into the lower part, which is also not a real
ninth, but a second above the octave, as is proved by
its resolving on to the third above the octave, called
the tenth. The same master (see same page) forbide
us to resolve a seventh on an octave in the lower

part, which is right enough in two parts, but we
know that other celebrated composers have often
used it as a suspension of the perfect chord in
compositions of many parts; for example :—

No. 1.

No. 2.

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

L Y ) ~~

) — X —C

N’
8108 10 8 3 8 10 8
|

Ex. 651.

Remark.—Although the precedent of many com-
posers may sanction the above progression, which
has been acknowledged correct, even by severe
rigorists, yet we would dissuade beginners from using
it, as a succession of such fifths and octaves, in two
parts, impress the ear too sharply—the more 8o, that
this class admits of suspended dissonants on the ac-
cented divisions of bars, which thus may sound more
like unaccented divisions; while the unaccented
divisions upon which the resolutions are completed
by consonants, sound like accented divisions—by
which the disagreeable effect of this progression is
made more sensible, For this same reason, the fol-
lowing three manners of suspension should be avoided
in succession, in pieces of two or more parts, both in
strict and free style. The fourth manner, however,
in which the suspended ninth is prepared by the
octave, is forbidden even when not in succession, as
it produces nearly consecutive octaves ; for example :

/. No.l.

~~ —~ o~ ~~
ﬁ ! Li I ' . ir Tt _ﬁ
&eo.
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Alse bad.
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In this class, the first bar of both eounterpoints,
in harmonies of three or more parts, should com-
menee with a pause or rest equal to a whole division,
and the first up beat, or unaccented division, should
contain a perfect consonant. All unaccented divi-
sions must contain consonants, as in them are pre-
paved the suspensions, which, in this class, are all
made in the accented divisions; the suspensions
themselves may be either dissonants resolved down-
wards (in striet style), or consonants resolved upon
others, by grades or skips. The penultimate bar in
upper counterpoint must always have the suspended
minor seventh resolved upon the major sixth, after
which the last bar concludes with the octave. In
the Phrygian mode, employed by Fuz, the chorale
concludes in the two last bars with f, ¢, when the
major seventh is natural and necessary, and must be
resolved upon the natural major eixth, viz., the sus-
pended ¢ on to d. Therefore an organist commits an
error if he resolve this major seventh on the aug-
mented sixth, d§, when playing the short sympho-
nies hetween the verses of Vespers in this key (the
fourth church mode), which, in chorales, has no %,
and he may by this mistake confuse the singers, who
are obligeg in this key to sing 4} unalterably. The
organist also is in error, or ignorance, who makes
the responses of the verses, beginning in this prin-
cipal key, with the fourth, a, instead of the fifth, 5.
Thus much on the cadences of upper counterpoint.
The cadences of under counterpoint, must consist of
the suspended second resolved on the minor third
for the penultimate bar, and the unison or octave for
the concluding bar—the latter, if the second lies
distant. In free style, the following licenses are
given :—The seventh may ascend or descend to the
third by a ekip, when the melody gains grace
thereby ; for example :—

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

ALBRECHTSBERGER'S

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

Ex. 655.
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The NB above the upper counterpoint points out

that, although the diminished fifth, £, ascends instead
of descends to its resolution, yet, as the g in the
unaccented division may be considered as merely a

ing note, this fifth is really resolved on ¢ in the
g’lﬁwing bar. The NB of the under counterpoint
points out that ' and b produce the fault of AMi
contra Fa, which is excusable, as leading in the
following bar to A minor, and not to O major.
Altogether, the excessively shackling restrictions of
this class require occasional exceptions.

Example in E minor.
cwnhfpoln’t‘.\ — ar:
e

! 4 3
Ex. 656. Egﬁ_:!:e#:!:n:p
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CXXXVII.—Ox TrE Frrra CLass oF BTrIOT
ComrositioN 1IN Two ParTs.

This class comprises ornamental counte:gomt
it admits

Contrapunctum floridum )—so called, as

{he use and admixture of all kinds of notes. Besides
the rules of the previous four classes, the following
are to be observed :—In writing the counterpoint,
the division of a bar ought not to contain four rapid
notes, but only two, occasionally, and then not on the
beginning of a division ; for example :—
Ex. 657.

= Es=ra=se==a
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is that which continues for half a division—and the
shorter is that which continues for the quarter of &
division of a bar, whatever be the measure indicated.
The following examples will remind or inform the
student, of the four suspensions just named :—

This class only admits the long and the short
suspensions. In upper counterpoint, the major and
minor seventh, the fourth, and the ninth—and in
under counterpoint, the major and minor second—
may be varied as long suspensions in the following
manner :—

In order to avoid dull and wearisome melody, the
second class ought not to be employed longer than
four divisions, the last of which should be tied to the
fifth division ; for example :—

Neither should a long note occur on the unaccented
division without being bound on to the next bar;
for example :—

but it should occur on .the accented division; for
example :—

W S=SSS==ct
Good, ar:

The third class should not be employed for longer
than five divisions, and the first clags is not used ex-
cept for the last bar. In addition to a beautiful and
bright church-melody, the composer should now
strive to introduce various long and short suspensions,
such as exist in counterpoint, and are familiar to all

ical students of music. I call these suspensions,
ong, longer, short, and shorter. The long is that
which continues for one division—thae longer, that
which continues for two whole divisions ; the short

6 76 6 10 98 &
s = ey Ta—F G;E
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Should a composer wish to employ these variations
after a chord of the octave, the second aund seventh
manner are least advieable, as severe critics might
condemn these two variations, as producing conse-
cutive octaves. Fux has used them in the following
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way, which, notwithstanding his great fame, is not
held up for imitation :—

Ex. 663. a ——
—— L =  —
W ==
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The commencement and conclusion of both coun-
terpoints in this class, must be made with a perfect
consonant; and it is still forbidden to commence the
under counterpoint with the fifth below, and to con-
clude the upper counterpoint with the fifth above.
The first bar of both counterpoints must begin with
a rest, equal to one division of the bar, as in the
preceding class. The penultimate bar also has the
suspended seventh in the upper, and the suspended
second in the lower counterpoint.

Example in O major.
/ﬁ E,Ea? EE'”:‘.E- Eié 'é_—:if“ %’
Ex. 664. 8 1008 4 3 6 3 31
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Fault 1st—is

Nine faults exist in this example.
the unprepared fourth, g, in the third bar. Fault
2nd—is the dull melody produced by using the
second class too long, that is, for three bars con-

tinuously. Fault is caused by the two quavers
on the first division of the sixthbar. Fault 4th—is
that, in one bar, two similar notes are written in
succession (a a, in the seventh bar) ; this would be
no fault in a vocal part, where one long note may be
divided to accommodate syllables ; for example :—

ALBRECHTSBERGER'S

are not admitted in this class ; such a fault can only
be remedied by an ensuing bind, or by dividing the
notes, in the following manner :—

Bections ending with a minim on the accented divi-
sion are permitted, and often necessary for vocal and
wind instrument parts, as breath may be taken un-
observed after these unbound notes. Fault Tth—is

the diminished fifth, f; in the first accented sub-
division of the tenth bar. Fault 8th—is the seventh,
a, introduced by a skip, in the tenth bar. Fault 9¢h
—is caused by the four quavers in the eleventh bar,
which do not belong to this class; the case is dif-
ferent if a pieee which might be marked by % or
common time, be written, for the sake of convenience,
in Alla-breve measure, in which quavers would
represent semiquavers.

An improvement of Example 664.

Fault 5th—is the skip of the seventh, which is only
permitted in free style, for the sake of elegance, after
the suspended ninth. Fault 6th—is the too lengthy
minim, ¢ (after the two crotchets, ¢ and d), on the
unaccented division of the ninth bar, which sections
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In the third class, wealready remarked that four,
six, or eight notes of equal va{ue might be written
against the chorale, and examples now follow of all
five classes, on the same chorales, in O major and
E minor, in two sorts of triple time, which ought to
be a8 familiar to the student as measures of equal
time. Whoever can guard against all faults com-
prehended in these five classes of two-part compo-
sition, in equal or unequal measure, may feel assured
that he will easily compose melodiously in three or
four parts, as it is certain that the fuller the harmony
becomes, the greater in proportion are the deviations
from striet rule.

The number 3 in the treble above the seventh bar,
draws attention to the a of the alto, which forms only
a third above the treble, but which must be marked
bya6, as all intervals must be counted upward from
the fundamental part.

We may commence with a crotchet rest in the
second class, or a quaver rest in the third class, when
writing in triple time. The following is an example
of eight short notes above one of the chorale, which
is changed to Alla-breve time, in the under counter-
point, for greater convenience :—
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Viol. t&mtcrpo!nt.

Organ. Bubject.

510 53 8 5108 108 6

Counterpoint, with or without organ,
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In three or four parts
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OXXXVIIL—Ox tax Fizst Crass or STRICT
CoupogrTioN IN THREE ParTs.

This also is called “ note against note,” or division
for division. Now must be put in practice what was
learnt by the study of thorough-bass—the art of
accompanying every chord according to rule. We
must therefore remember what third interval is im-
plied by two others which are indicated. To the
perfect unison (the augmented unison seldom occurs
in this class) belongs a third, and, in the first bar,
the perfect fifth also; to the minor second, mostly
the perfect fourth or fifth, and sometimes the major
third ; to the major second, also the perfect fourth
or fifth; to the augmented second, only the aug-

mented fourth; to the minor and major third (the |

diminished third seldom occurs, and only in the chord
of the diminished seventh instead of the minor third)
belong the perfect fifth or perfect octave ; to the di-
minished fourth, the diminished fifth or minor sixth ;
to the perfect fourth, when a suspension, the fifth or
sixth, according to the key—when not a suspension,
always the sixth ; to the augmented fourth, the major
second, or minor third, or major sixth—aleo, when
a suspension, the perfect fifth; to the diminished
fifth belongs the minor third or sixth; to the perfect
fifth, a third, according to the key—aleo a sixth,
when the fifth is & suspension, and is resolved like a
dissonant, by descending to the third, with an as-
cending bass, or to the perfect fourth, with a sta-
tionary bass; to the augmented fifth belongs the
major third or major seventh; to the minor sixth,
the minor or major third, the perfect octave, or uni-
son; to the major sixth, the minor or major third,
the perfect octave, or unison (this last but rarely) ;
to the augmented sixth, the major third—in a few
cases, the perfect fifth—and in still fewer, the aug-
mented fourth; to the diminished seventh belongs
the minor third or diminished fifth; to the minor
seventh, the minor or major third, the perfect fifth,
or octave ; to the major seventh, when unprepared,
and ascending to the octave, belongs the major second
or perfect fourth—when prepared, and resolved by
descending, the major third—rarely the perfect oc-
tave, and still more rarely the naked unison ; to the
diminished octave belongs the minor sixth, and some
rare times the minor third ; to the perfect octave, a
third, according to the key; to the minor ninth, the
minor or major third or the minor sixth; to the
major ninth, also the third or the major sixth; to the
two tenths belong the perfect fifth (rarely to the
minor tenth, the diminished fifth) or the perfect oc-
tave, or third similar to itself. The following notes
and figures clearly represent to the eye the above
directions :—

/. Accompaniment.
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Intervals.
Ex. 675. ¥ :
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The chords of the second, fourth, seventh, and
ninth, and also those marked NB in the above ex-
amples, are dissonants, and therefore cannot be em-
ployed in the first class, which, in three and four
parts, only admits of the two perfect chords and the
three-fold chord of the sixth, which, however, must
never be the diminished or augmented sixth. The

chords of the third and fourth, bz’ of the fourth and
. b

sixth, ¢, and of the dominant seventh, }, are also

atill excluded. The following only are Mﬁnitted into

the first classes of strict composition ; for instance,
above ¢ :—

"N Perfect chords.

HIPEY

The three NB in the above example point ount
that the incomplete chords, § §, may only be written
in the first bar. When the perfect fifth and minor
or major third are added to the fandamental note, a

fect harmonic triad results; when the minor or
major third, with the minor or major sixth, are added
to the fundamental note, an imperfect barmonic triad
results—but when the major third is taken with the
minor sixth, the triad becomes dissonant, and belongs
to the same tribe as chords of the second, fourth,
seventh, and ninth, together with all diminished or
angmented intervals whatever, and their acoompa-
niment. When a fundamental note is doubled by its
octave, or a third or sixth be doubled, which is per-
mitted in three and four-part composition, the chord
is called a doubled two-note chord, when in three
parts; and a doubled triad when in four parts; and
are no longer forbidden, when used to avoid errors.
In this class are admitted two hidden fifths, octaves,
or unisons, especially when contrary movement is
employed for the third part, or when the fundamental
part makes a skip of a fourth. When these licenses
are used, the upper of the two parts must move by
grades ; for example :—
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It is more hasardous to use two major thirds suc-
cessively in three-part than in four-part harmony,
especially when they form part of a ect chord.
Two successive augmented or diminished octaves
produce an unharmonious transverse position, even

when one third is minor and the other is major, or
when both are minor ; for example :— '

This class admits the cursory use of half cadences,
such as, Ilglg H !l! “ In the last bar, the octave

may bg doubled, but when the chorale is in the
lowest part, one of the upper parts must have the
third and octave, as may be seen in Example 682.

The commencing and concluding chords must be
perfect. The penultimate bar or chord must be the
perfect triad, with major third and perfect fifth, when
the chorale is in the upper or middle part, which
occurs on the dominant of the fundamental part.
When the chorale is in the lowest part, the penulti-
mate bar should contain the imperfect triad of the
major sixth and minor third, as the chorales are ge-
nerally placed on the second grade, in the penulti-
mate Zu ; the second grade of a fundamental note,
which descends or ascends a tone, always requires
the major sixth, a8 we learnt in the study of scales.
The remaining bars usually contain only the follow-
ing chords:—§ §, or § a},}or 10 f, when these last
are not leading notes. Here follow examples, in

which the line =ms points out the permitted hidden
fifths and octaves :—

E 4 o T .o ' - E

) ¥YOoXy 8 § § $ 3
= = ¥ f—— f !

The NB point out that it is no fault, in simple
counterpoint, to introduce two or thres chords of
the sixth successively, because they are notinverted ;
in double counterpoint, it would be an error, because,
were the treble written an octave lower, and the
fundamental note an octave higher, two perfect fifths
or a perfect after a diminished fifth would occur in
direct movement ; for example :—

__ Bad. Bad.

Ex. 683. iy
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It was formerly a rule to keep a succession of
sixths near together, in order that the successive
fourths in the upper part should not offend the ear;
for example :—

or:
— D

~a

=y
4 4 4 4 a4

Ex. 684 e ll— _ﬂf—_Fo_;E
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§ 8§ ¢ ¢ 3§ 8§

but, in the first place, it is not always possible to
move the treble and alto suddenly downwards, or the
bass upwards, without disturbing the melody ; and, in
the second place, the chorale, fugue-subject, or
counter-subject often occasion the sixths to be writ-
ten at a distance, as is the case in Examples 680 and
682; therefore, this rule was arbitrary, and could
seldom be complied with.

Chorale in E minor.
@I@W__
e
i g 8§ 3 g 1

Ex. 685.

——f——F-o]

™~ Subject. .

The NB point out that it would not be an error
to double either of these Mi-notes, as neither of them
are the leading note, d§. We may add that Handel,
Sebastian Bach, and other good masters of strict
composition, have often used the three following
phrases, wherein hidden fifths occur. But the re-
maining ones, when the three parts progress by
direct movement, or the two upper parts make
simultaneous skips, even though the bass progress
by contrary movement, are almost all forbidden.

_/, _No.l or: L

Ex. 686.
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6 6 ¢ e §
F—+ _-ﬁ

Better.

N Good,

OXXXIX.—Ox TrE SECOND CLASS OF STRICT
CoxrosrTioN 1Ix THREE ParTs.

In this class, all that was forbidden in the pre-
ceding class, and in the second class of two-part
composition, is excluded also, excepting the fifths
and octaves which might not, in two parts, make a
gkip of a third in the upper part, which are now
admitted when occurring in a middle part, but are
faulty in the upper and lowest parts; it is also
a fault to use such progressions as 6, 3—b6, 3;

8, 6—8, 6; &c., &ec., too often in succession, a8 the
fifth-like and octave-like sound they produce is not
obviated even by the correct position of the outer
parts; for example :—

118

This class and the next admit unharmonious
transverse positions, when not offengive to the ear;
it is also allowed to use § § § ¢ §, as regular -
transitions, on unaccented divisions, and even to in-
troduce § and § in the first bar, when the counter-
point is in an upper part, and the third is omitted.
The last bar must take § when the chorale does not
lie in the under part; should it do so, it requires the
third, according to the key and octave, or unison.
As a conclusion, the fifth with the octave or unison
is too thin, for the old adage says: “ We only re-
cognise the real key at the last bar;” but without
the third we cannot know whether a key be minor
or major. Nevertheless, it is not absolutely necessary
to include the third in the last bar; many ancient
compositions of a lugubrious character, such as pe-
nitential psalms, requiems, &c., conclude with the
fifth and octave only—perhaps intentionally, toleave
an unsatisfactory impression. We often meet with
pieces in minor keys embellished with a major third
for the concluding chord, as the pure harmouy of a
major key produces a fully satisfactory and elevating
effect. The penultimate bar may contain the fol-
lowing cadences, and the concluding bar must always
contain a perfect chord :—

56 s 1.6 8
Ex. 688. E

In this class, the treble and alto may change
?laoes. All accented divisions must contain a per-

aect or imperfect chord—either § §, or § §, or § §.
It also admits, when necessary, the use of two similar
consonants, from an unaccented to an accented divi-
gion, in the outer parts and in contrary movement.
Fux, in his examples of this class, has shown the
following license for two fifthe (see Ex. 689, in
v];hich) I‘?o. 1, tolerated in free style, is improved in
0. 2).
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Ex. 693.

Subject in E minor.
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All that has been said in
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ht equal short
notes must form the counterpoint until the last bar.
It is to be observed, that the counterpoints may
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Example

) o man

Complementary part.

g

6 5 33 6bs 3 6

_s 3 Inversions

conphmc;mq part.

Ex. 692.

Ex. 691.

N Fundamental part.

L4 3

Good.

58 68
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commence with a rest equivalent to half a division,
and are not restricted, as in two-part composition, to
the fifth or octave, but may begin with the third
without or after a rest, when the fifth or octave ap-
pears in the complementary part. In short, the
perfect chord required by all classes, as commence-
ment, may be placed according to fancy, in pieces of
three or more parts. When the chorale lies in the
lowest part, the last note of the penultimate bar must
be the major sixth accompanied by minor third;
should the fundamental note be the sustained domi-
nsnt, the counterpoint must contain the major third,
as the chorale gives the fifth. When the counter-
point is the lowest part, it may roll through the
minor third below the chorale, and the minor sixth
be taken in the complementary part; or it may take
the dominant of the principal key, while the chorale
has the perfect fifth, and the complementary part the,
major third—thus producing the well-known rolling
bass cadence, which is the last of the following
examples :—

116

It is, of course, understood that these cadences in
the upper counterpoint may be transferred to the
inner part, and the highest position be given to the

complementary part.
= e e e e e
et — - —F
Ex. 697. B —<x 7 E :
Counterpoint, v '
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Example in E minor.

Ex. 700.

OXLI.—Ox taE FourtH CLASS OF STRICT
CoxposrrioN IN THREE PArTs:

f & ) —J— ¥ F T T
T | s & ) —xx E
T —7T T . &
| o —x N e L

56— 68 568 67 3 - This class admits suspension and syncopation, and
@—a FIe AR g, e:_{:nﬂ we have already shown what the third interval of
5N * . < = x every consonant and dissonant must be (see first clazs

of three-part composition). The minor seventh (the

_, major seventh rarely, when it is not a leading note)
?ﬁ_‘,_q‘ 3 = E | can be accompanied by the octave instead of the

- : third, when necessity demands it (see No. 1, Ex. 703).

— @y | It is also permitted to use the chord of the fourth

Ex. 701 g! = F=——F | and sixth on an unaccented division, but only as a
resolution of the suspended chord of the fifth and

— sixth with a stationary bass, as all unaccented divi-

sions ought to contain consonant chords (see No. 2).
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—~ ~ — Ex. 705.

1
)

- g &e.
3~d& 8 9 8
L > = i
NB. or:

As it is a rule in the fourth class of strict (though
not free) style, that dissonants should be suspended
on accented divisions—should be prepared by a con-
sonant chord on unaccented—and resolved on the
nearest consonant in the following unaccented divi-
sion, I will give some examples of retardations of
the sixth and perfect chords, and mark those per-

. mitted in strict or free etyle, and those altogether
prohibited.

_/, R ions of the 6th.
%ﬁ:— B —~'-@__:H;7,—_§zz:ﬁ Good,
b o4 ~;
: - e o——Tl:—n —e—F—-KI-:E
Improved. NB.
N
hd Bad. Good "

8§~ 28 o 83 3
S e E

N Good Mifree style.

M&’_—E
ood in free style. Taveraton. ) &e.
— e — —
=== E===1
6 sh 4 3 Ag -

N NB. Good in free style.

These retardations are also permitted in four-part
barmony, which is governed by the same laws as
this. The syncopated counterpoint should commence
with a minim rest, in order to gain the required
suspension from the unaccented to the accented divi-
sion of a bar. The concluding bar may contain
three principal key-notes, or the third, according to
the key and octave. The penultimate bar, when the
fundamental part has-the dominant, must contain
% 3; when the fundamental part has the cho-
rale, § &; when it forms suspensions, § %, or § §.
The remaining bars may contain, in their accented
divisions, suspended consonants or dissonants (the
last are best when often employed) ; the unaccented
divisions should always contain a perfect or imperfect
triad, § or § —or a doubled consonant two-note
chord, § § or § §—or at least one of these incom-
plete chords, § 3 § § §.. When expedient, it is
allowed, on accented divisions, to use a minim rest

fe—= . -
3 6 78 6 or an unsuspended note instead of a suspension of
‘ —eo— T2 F the counterpoint. Here follow three examples in
Good. Tolerable in free style. C major :—
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is not allowable, as one of the intervals is the leading
note of the principal key, and is difficult to sing
correctly without instrumental accompaniment.
Common skipe of the major sixth are permitted at
the present time. 3rd—is the b in the alto,
which doubles the leading note of the following chord
of ¢, which doubling is only permitted on an accented
division. Fault 4th—is the fifth, g, in the alto, on
the accented division of the fifth bar, which sounds
thin ; and we have juet learnt that thin chords may
only be used on unaccented divisions. Fault 5th—
is the M3 contra Fa, from the treble ¢ in the fifth
bar to the tenor vg‘ﬁf the sixth bar. Fault 6th—is
the chord of the and sixth in the eighth bar,
becauee the fifth is diminished and is not followed by
a perfect chord of ¢ on the unaccented division or
next bar. In free style, this chord of the fifth and
sixth would be naturally resolved on the perfect trizd,
without a deceptive cadence, in the following
manner :—

+Zn No. 1
or T N
Y oY
Ex. 709. P
$s $s o 4 3

_\t :.t: = Egl ﬁ:EEE
/. No3

e [._.u.zﬂ_:_._
g N “NB. : e,

o0

—T

x
-ve

T

Fault 1st

In the last example, ten faults occur.
—ig the fifth, a, instead of the third, £, with the

lowered ninth, in the second bar. Fault 2nd—is
the skip of the major sixth, from d to b in alto, which

Fault Tth—is the unharmonious transverse position
of the same f in the alto to the f% in the tenor, in
the ninth bar. Fawlt 8th—the suspended fourth to

the required third, b in the tenth bar. Fluit Sth—

is another transverse position of b in the treble and
alto, towards £ of the tenor, in the tenth and eleventh
bars. This preparation of the augmented fourth can
only be properly employed, in conjunction with the
natural major sixth, d, when this & belongs to the
key of A minor, and not to C major, as may be seen
in No. 2 of Example 709. Fault 10th—is the
prepared unison in the penultimate bar, which ought
to contain the suspended fourth, § 3. The following
example is improved :—

Tmprovement.
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OXLIL.—Ox Ta® Firra Orass oy Srrior
CoxrosrTion v THREE ParTS.

This admits ornamental counterpoint, and com-
prises the alternate use of the three preceding elasses,
with several shorter notes, as in the third class. The
commencement and conclusion must consist of a
perfect chord, and the fifth is still prohibited as a
close. The penultimate bar, when the counterpoint
is above, takes in the middle or upper part the sus-
pended fourth resolved on the major third, § 3, or
the suspended seventh resolved on the major sixth,
b3 & When the counterpoint is below, it requires
the suspended major second resolved by ascending to
the minor third, with the perfect fourth or fifth as
third interval, in the complementary Suspen-
sions which are of longer duration than their pre-
parations, are erroneous and unmelodious ; but when
shorter, or of equal duration, may be always
employed ; for example :—

Ex. 712.

‘We may remark, that it would not be well to use
suspensions such as No. 2 and No. 8 without con«
tinnini the passage in crotchets, as is shown in No. 5,
or without introducing another suspension, when it
would resemble a section, like two crotchets and a
minim in & bar without an ensuing bind. These

- sections were explained in treating of the fifth class

of two-part composition. In this class, we should
aim at a full three-part harmony, conjointly with a
pure style. The counterpoint should not continue
too long in one class; the first should be guarded

inst until the last bar, and the fourth class prin-
cipally used with skort suspensions. The following
are examples :—
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The NB on the bass note, d, in the fifth bar, points
out that it is not faulty as an unaccented sub-division
of the bar, though indicating the chord of the fourth
and sixth. Should this bar be written in four parts,
or accompanied on the organ, the first note, g, would
have its octave, and the second note, d, woulg rightly
bave the passing, or rather skip-like chord of the
fourth and sixth (see No. 1, Ex. 721). This class,
as well as the third class, allows a chord of the fourth
and sixth to be played with the three last of four
bass notes which skip through the perfect triad or
chord of the sixth, but not with the first of the four
notes, when unprepared (see Nos. 2 and 3, Ex. 721).
_/ No.1. No.2.

The same two chorales follow, written in triple
time, and according to all the five classes :—
1st class.

Ex. 722. }

b

o) k5 T
{ 4
{ e
o
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The NB on the bass note, a, points out that it is
no fault to introduce the dominant seventh in tran-
sition, which has been much practised by good
masters of the present age.

CXLIII.—Ox THE First OLass or STrIOT
CoxrosiTioN IN Four ParTs.

This, like the first classes of two and three-part
composition, is called note against note. The notes
equivalent to the chorale may be semibreves, minims,
crotchets, or quavers. Therefore, compositions in
two, three, four, or more parts, which consist of notes
of equal duration, belong to the first claes, and are
written in equal counterpoint; the remaining classes
comprise counterpoint. The present class
only admits the perfect chord with the minor or
major third, and the chord of the minor or major
sixth with the third according to the key, and perfect

octave, g , but the last must never take a position
in which the sixth is minor and the third major,

which would produce a false chord; the perfect
chord, i, may and often must be varied to § or

when the fifth is perfect, and the third is not a lead-
ing mote ; the chord of the sixth, §, is varied to 3
or § The two chords of the fourth and sixth, gb

or 3{, are prohibited, as are all dissonant chords;
slso the _fundata, which is the fourth which
appears in the second inversion of the dominant
seventh, and is used on the second grade of the bass
scale with the major sixth and minor third—for in-
stance, hz'; it is permitted, in free style, like other
dissonants. Tha first bar easily contains § or §. The
last bar, which should also be perfect, can o { con-
tain this chord, when the chorale occupies the lowest
part; for should it lie in the upper or inner part,
there only remains 8 or g for the concluding bar,
as the chorale descends to the principal key for its
termination, while the major third, which, in the
penultimate bar, is taken with the fifth and octave,
above the dominant of the tonic, also ascends to the
incipal key, as may be seen in the examples.
en the chorale lies in the lowest part, the inter-
vals of the penultimste bar, are b8 or §; for
example :— bs

Ex. 729.f

This class admits hidden fifths, octaves, and uni-
sons, when not offensive in sound, and provided the
upper part ascend or descend by es ; they are

best introduced in inner . Liceneos must not
be taken in skips wider than the perfect fifth, in the
upper part; but in the lower and inner parts, may
extend to the sixth or octave. Hidden fifths and
octaves may occur in direct movement when the bass
ascends or descends by skips of the fourth, or ascends
by skips of the sixth ; but when the licence is used
in the upper part, contrary movement must be em-

loyed in one or two of the remaining three parts.

he following are examples of good licences in hid-

den fifths and octaves, which I have marked with an
inclined stroke :—
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These examples are capable of two more trans-
positions, which should be made by the student,
although omitted here, to economise space. The
following cadences are against the ancient rules, be-
cause the leading note does not ascend for the
conclusion :—

t
—1

b\

CXLIV.—Ox THE BECOND CLASS OF STRIOT
CoxposiTioN IN Four Parts.

The upper and under counterpoints of this class
contain two or three notes to each note of the cho-
rale, and the two complementary parts move in notes
equivalent to the subject. It is necessary to guard
against two skips of the third, especially in the two
outer parts, which produce fifth-like or octave-like
progressions, offensive to the ear ; for example :—

125

These faults are easily avoided in free style, which
admits the use of several notes or o
movement in the complementary part.

Examples.

contrary
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OXLV.—Ox TaE THIRD CLASS OoF STRIOT
ComposiTioN 1N Four Parts.
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OXLVI.—Ox TR FoUunTH CLASS OF STRIOT
CoupoaiTiON IN Four PaRTs.

This admits suspension and syncopation. We
have already repeatedly mentioned that suspended
dissonants are merely retarded perfect or imperfect
consonants, and must always, in strict style, be re-
solved by descending a grade. In this class, it is
necessary to remember the intervals belonging to
each dissonant, as learnt by the study of thorough-
bass. To the suspended ninth belong the third, ac-
oording to the key, and the perfect fifth, or instead
of the latter, the gixth, or when neither the fifth nor
sixth will suit, the doubled third, provided it be not
a leading note ; it is resolved on the octave. To the
seventh belong the third and perfect octave—often
the doubled third ; but when, from expediency, the
fifth is taken with the seventh and third (which
ought to occur rarely), it is necessary to skip to the
octave or doubled third on the unaccented division
of the same bar, or to move together to the doubled
sixth (when not a leading note), as otherwise the
continuation of the fifth during the descending reeo-
lution of the seventh on the sixth would create & new
dissonant chord, vig., l %, which chord is not per-
mitted, unless in free style, on an unaccented divi-
sion, especially after the diminished seventh—for
instance, above 4, bg _—?_-, &c. To the suspended
fourth belong the fifth and octave, or doubled perfect
fifth, or the sixth and octave, or doubled sixth; this
fourth is usually perfect, and must be resolved on
the minor or major third. To the suspended second
(the only suspen(ied dissonant used in the lowest part
in this class) belongs the doubled perfect fifth, or a
perfect fifth with the second itself doubled—this
particularly when the fundamental note is resolved by
descending only half a tone, which resolution pro-
duces an agreeable chord of the sixth without the

octave, as § or §. If the perfect fourth be doubled,

with a suspended minor or major second (which is
also permitted), this suspension must be resolved by
descending a whole tone, in order that its resolution
may produce a minor or major third with two perfect
n.ndy not imperfect fifths. In free style, it is allowable
to accompany the suspended second with the perfect
or augmented fourth and the minor or major sixth.
Lastly, it is permitted, when expedient, to give oc-
casionally two notes to a bar of the complementary
part, when one prolonged note would not suit the
resolution. The following are examples of resolutions
of the four dissonant suspensions :—
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Ex. 745.[

When no dissonant suspensions can be used, con-
sonants with their perfect or imperfect accompani-
ment may be syncopated. The third or sixth, when
not leading notes, are often doubled for the sake of
an easy or graceful melody; but when the sixth is
doubled, care must be taken not to resolve it on the
perfect fifth, by which a chord of the fifth and sixth
would occur on an unaccented division, where only
ferfect triads or chords of the sixth should appear.

f the sixth be resolved on to a diminished fifth, it
may be tolerated, as this last chord of the fifth and
sixth is not so stropgly dissonant ; for example :—

Ex. 746.
) .

Ex. 747 is in free composition, because in that
style onlY we may prepare one dissonant by another,
and resolve it deceptively on to another dissonant.
Ex. 746 is also good in free style, for the same
reason. The counterpoint must commence with a rest
equivalent to a whole division. The remaining parts

with the counterpoint must form the perfect chord
of the principal key in full harmony, §' or g ,or g
When the sabject is not the lowest part, the conclu-
sion must be é ; when it is below, g The penulti-
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mate bar, when the bass has the dominant, must
contain 4 3, accompanied by 5 s ; when the chorale
forms the fandamental part, then it must contain the
suspended seventh, ¥ 6, accompanied by the doubled
minor third, or minor third and perfect octave.
When the bass or tenor part is below, and forms the
counterpoint—that is, the suspensions—the penulti-
mate .bar must contain the chord of the second and

ﬁftb,g %org §

129

may, on an unaccented division, employ this Quarta

Jundata, which is derived from the second inversion
of the dominant seventh ; this seventh, as also the
diminished fifth, may then be unprepared in unac-
cented divisions ; for example :—

Ex. 750.

5 6 6 3 ~n
r ——
&?J‘ et
= ' L~ 4
/Ex.49.
:-

—— . a8 o~
N\ . S— - —

Free counterpoint allows, in all keys, the chord of
the fourth and sixth, No. 1, Ex. 760, which is the
second transposition of the common chord of O major;
and the chord of the fifth and sixth, No. 2, which
are also admitted into the fifth class of strict com-
position, in which all the four classes are employed
and mixed ; for example, in E minor :—

The NB in Ex. 748, on g in the alto, points out
that in free style, to obtain constant suspensions, we




OXLVIL.—Or T Firre COrass or SrtaIor
CourosttioN IN Four Parts.

This admits ornamental counterpoint, which may
be written in the upper, lowest, or inner part—be
formed from all the previous classes (the first is only
employed for the last bar)—and may contain some
short notes, equivalent to half a division. The
counterpoint must contain this ornamented melody ;
the other two parts must move with the chorale in
notes of equal duration, in strict, but not in free
style. The fourth part, as in the preceding classes,
will contain alternately the octave, doubled third,
doubled sixth, and doubled perfect fifth. The ca-
dences are the same as in the earlier classes, 4 3,
7 ¢,and § 3; but they may be varied at pleasure
in the counterpoint, which may commence with a rest

equivalent to a whole or half division; for ex. :—
~~

The licence of
least offend the ear, as chromatic and diatonic pas-
sages may alternate in order to enliven the harmony ;
but too great use of the chromati;&enm is bad in

in Ex. 754, does not in the

the counterpoint, excepting in fugal chromatic sub-
jects, which are expressly selected on account of the
ngubrious character they give to the theme. The
above licence is less objectionable, as the unharmo-
nious transverse position, f—f%, does not form a
diminished, but an augmented octave, which is more
tolerable. Lastly, this accidentally raised _f* is a
leading note, which renders the following g easier to
the singer and more agreeable to the hearer. Insuch

a licence, however, care must be taken that the bass
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We need hardly remind the student that he will
find it a useful exercise to re-write the preceding
examples in the double transposition of parts, of
which they are all capable. If he have attained
certainty in two, three, and four-part composition,
he may attempt writing in five parts, which requires
principally a judicious doubling of intervals, and in
which a five-fold transposition of parts may be
practised ; for example :—

5 s 8 §— Ex. 805.
P —_— e 3§ T
3 Y ~ -~
=t First class, — ¥ + £ ' < . < +
B in 6 parts. o —+ - T - - > o
Chorale.
T  — e
sz. > = -
T —r r -
= — F ¥
3 ¥ ¥ ¥
F T ¥ =
T Ne» —_—
¥ =1 —
t ¥ F +—+t
z =+ b 3 1
Licence.
r—*—'
T —— . o  o—
P—F——F ¥ ¥ §
E i F —F =
| _$3 — & — -+ &
— ry
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GUIDE TO COMPOSITION.

In order to write six, seven, eight, or more part
pieces—or double, three-fold, and four-fold choruses
—correctly, and in & melodious, flowing manner, a
greater degree of care is requisite in conducting

the parts grammatically, and in the indispensable
doubling of intervals. A profound and careful study
of classic models in this extremely complicated style,
will farnish all the instruction desired.

OXLVIII.—Ox ImitaTION.

This branch of composition, as its name implies,
is one in which a short melody is repeated by one or
many parts—sometimes after a single division, some-
times after the lapse of two or three divisions, and
sometimes after a whole bar. It may be used on
every interval, including the octave, in the upper or
lower part—that is, in the unison above or below,
the second above or below, &c. As we no longer
need work on a chorale, the suspensions of the se-
cond, - fourth, ‘seventh, and ninth, when both parts
progress, are no longer to be resolved as follows :—
the ninth on the octave; the seventh on the fifth ; the
fourth above on the third, and below on the fifth ; the
second below on the third, and above on the unison,
which last would always be wrong figuring in pieces
of three or more parts ; for example :—

I repeat the instructions relative to the second,
which I already touched upon in the fourth class of
two-part composition, in order to prevent the be-
ginner from being misled into wrong figuring; he
must observe that a suspension of the second may
never be figured in three or more part harmony,

when an upper part is to make the syncopation or
suspension, but only when the bags is retarded, and,
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by being placed a half or whole tone lower, makes
the suspension, and resolves by descending to the
minor or major third. The ninth, according to the
letter of the law, is similar to the second above, but
not 8o in its accompaniment and resolution, as we
learnt in the instructions on thorough-bass. We
may, in imitation of strict style, as in fugues, resolve
the four above-mentioned dissonant suspensions on
different consonants, when the other part which
contains them does not wait for resolution in oblique
movement, but moves by a ekip ; for example :—

In imitation, the answer is not obliged to corre-
spond in key, ekips, half or whole tones, so exactly
a8 in fugues or canons. It is sufficient, in three or
more part compositions, for two parts to imitate each
other, while the remaining parts complete the chords.
But a piece will be more beautiful and scientific
should all the parts contain imitations. Caldara’s
Church Compositions and Madrigals are excellent
models of this kind of writing. We will commence
by the unison, in two parts.

On the unison.
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Ex. 844, On the sixth in three parts.
1st subject.
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Ou the seventh in three parts; with a rolling bass.
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On the fourth, in four parts; with two complementary

The two following examples in four parts are by
Caldara. The NB in Ex. 851 points out the
imitation after half a division, in all four parts.

Ex. 860..° No. 1.

P
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On the oeh_n. VanN &e.
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The advantages which may be gained by a clever
composer from the use of such imitations, are almost
incalculable. They help him to a certain unity of
plan—to an economic order of thoughts, which
would never form an wsthetically beautiful composi-
tion if heaped together without connection; the
separate components of an interesting idea are woven
into a complete whole by being thematically worked
out in different parts—become clear to the perception
of the hearer—and, though constantly the same,
delight by the variety of unexpected combination,
We may eay, without fear of contradiction, that
imitation plays a principal part in all compositions
not merely thrown together without plan or meaning.
T have quoted eight simple imitations, viz.,~on the
unison; the second above or below ; the third above
or below; the fourth above or below; the fifth above
orbelow; thesixth above or below; the seventh above
or below; and on the octave above or below. - When
the answers retain the identical notes unchanged in
order, the imitations are called Imitations in similar
motion ; when the answer inverts the subject, so that
the rising intervals descend, or vice-versa, they are
called Imitations in motion. Besides the
imple, there exist the following scientific imitations :
gm’oﬂy inverted tmitation, in which half and
whole tones must be precisely answered, in countrary
motion ; for example :—

Freely inverted imitation, in which the order of
successive notes is not precisely retained; for
example :—

Ex. 853.

Retrograde imitation, in which the subject is
commenced backwards in the answer ; for example :

T~
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Reversed r tmitation, in which contrary : No. 1, Simple inveraions.
motion is used in addition ; for example :— Ex. 869. = be o
—F——+ —f—f———
SESE=mcre=o——-=C Sutpec, O the octavs.
 ———— = =
P l(_o:o’_, on the 5th. No. 3, on the 4th.

SRR

3
8
S

This last emacks of pedantic elaboration, and the
most cultivated ear would find some difficulty in
recognising the subject thus disguised.

Augmented imitation, in which the answer is given
in notes of greater valne—for instance, minims
instead of crotchets ; for example :—

4 T T 1 4
T ) 4 L > o | —

No. 4, on the 3 :n_d. No. 5, on the unison.

The second inversion is called strict, and is made
similarl{eto the first, but requires that whole tones
should be answered by whole tones, and semitones
by semitones. This can only be effected by com-

mencing the inversion on the masjor seventh, major
sixth, or major third, above, while the whole and half

T -

tones must be unaltered in the answer; for example :
Ex. 860. No. 6, Strict inversions.
== 8 AR, ..
5 + t F—t—f
Sobjest. On the major 7th.
No. 7, on the major 6th. No. 8, on the major 8rd.

g = 3—t 'o;% _E 1[::1:{‘_._;&_*_“

Diminished imitation, in which the answer is
given in notes of less value ; for example :—

) o o o

Imitation on different divisions (per arsin et
thesin ), in which the subject is answered on an op-
posite division of the bar; for instance, the subject
begins on the accented division, and the answer fol-
lows on the unaccented division. (The Greek word
Avrsis signifies the up-beat, or unaccented division,
and Thesis, the down-beat, or accented division.)
The following is an example of this kind of
imitation :—

CXLIX.—Ox InvERsioN.

There are four kinds of inversion. The first is
called simple, and is made by reversing the notes of
a fugal or other subject in its answer, 8o that the
ascending notes of the original passage descend in
the answer, and vice-versa; the intervals, or skips,
however, are not very precisely re-produced. Tt
may be made on the octave, on the fifth, on the fourth,
on the second, and on the unison ; for example :—

When the theme begins on a fifth, these two
inversions are differently effected. If the subject be
examined, we shall ﬁm{ that the first note moves to
the second by an ascending skip of the perfect fourth
—the second to the third note by a descending skip
of the minor third—and the third note moves a
whole tone up to the fourth note. When this is
precisely reversed in the answer, a8 in Nos. 6, 7, and
8, it is in strict inversion, When all the intervals
are not precisely reversed, as in Nos. 1, 2, 8, 4, and
5, the inversion is simple ; in the last-quoted exam-
ples, it is true that the reversed skip of the fourth is
also perfect, but Noe. 3 and & have a skip of the
major, instead of the minor third, from the second to
the third note, and in Noe. 1, 2, and 4, the third note
moves a minor, instead of a major second, to the
fourth note. The third inversion is called #. ,
and is made by commencing on the last note of the
subject, and writing it backwards to the first note—
sometimes higher, and sometimes lower, as must
bappen in relative keys :—

Retrograde {nversion.
No. 1. No. 2.

On the tonic. On the Srd below.

This inversion may be made, as seen above, on
the principal key note, or its third below. The
fourth inversion is called contrary retrograde, and is
made by again reversing the retrograde inversion,
beginning with the first note, and proceeding to the
last, inclusively :—

Ex. 862.  contrary retrograde Inversions.

Of No. 2.

Of No. 1.
2

These two last inversions, in which half and
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whole tones may be observed or not, must not be
employed when the original subject contains a dotted
note ; for example :—

Ex. 863.

Both are faulty, as they produce a bad and lame
melody. The two first inversions are always good,
when the subject contains no dissonant suspensions
in accented divisions of bars; for example :—

Ex. 864. ‘
2 ol p-3 3= ta.e: 2 o o
&= =t F:ﬂ

Simple inversion. 8trict inversion.

These inversions are of great use—almost more
#o than imitations ; they enable us to produce an idea
in a great variety of attitudes, and lead us, without
our will, into different keys. In proof of this, let
the student write a perfectly simple theme, vary it
on all the intervals of inversion, add at pleasure any
correct complementary chords, of which a great
choice exists above all"yundamenul part, and he will
create, to his own surprise, the most interesting mo-
dulations. The following chapter on Fugue will
explain this matter more fully, and the additional
examples will serve as practical illustrations.

CL.—Ox Fuavk.

This branch is most necessary to church-music,
and is its greatest ornament ; it produces the most
elevating impression in vocal and instrumental com-
position of classic style. The nomenclature * fugue”
doubtless originated from one part apparently flying
before another, while the pursuing part, or answer,
imitates the intervals of the first subject, generally
precisely on the fifth above or fourth below, or on an
octave above or below. The counter-subject is that
which is written against the principal subject, when
the second part commences simultaneously with it ;
and that which is added in fugues of more than two
parts, is called complementary harmony or parts.
When the connter-subject ren:ains unchanged 1in all
the parts, it may also be called the second subject—
then the fugue is double ; when the melody is not
retained, the fugue is simple. As, however, it would
not be pleasant in a simple fugue to hear but one
theme, even though accompanied in various ways, it
is necessary to lengthen and embellish the fugue by
introducing occasional ideas, not too unlike the prin-
cipal or counter-subject, which are called inter-
mediate or interveningsubjects. Thebestintervening
subjects for & church-fugue, are those formed from a
part or section of the subject or counter-subject, and
also from a melodious complementary part, which
contains imitative counterpoint. A fugue in free
style may contain extraneous ideas, independent of
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the principal theme, runs, and other embellishing
graces. In order to produce a good fugue, either in
strict or free style, we should write, in an upper,
middle, or lower part, at choice, a strong expressive
passage—if possible, one that should be adapted to
the stretto (that is, capable of being shortened or
compressed), which is usually only employed towards
the end of the fugue, and is a great ornament to this
branch of composition. Some fugue-subjects may
be so ingeniously invented, as to be capable of many
kinds of stretto, distant one, two, three, five, or six
divisions, or one and two bars. The nearest or
quickest stretto should be reserved for conclusion,
which should be preceded by a perfeet or imperfect
cadence on the third or fifth above. When the
principal subject commences on the tonic, and ends
on it, or on its second or third above, the answer is
usually written a fifth above or fourth below (which
is the same thing), as soon as the first subject is
ended, or even before it is completed, allowing the
proper rests. When the subject moves from its
principal key to its dominant, the answer which
follows must move from the fifth to the tonic, and
vice-versa. When the subject begins and ends on
the dominant, the answer must begin and end on the
tonic. Very often, however, especially when the
tonic and dominant lie near each other in the com-
mencement, the progressions or skips of the subject
must be altered in the answer. In order to practi-
cally understand when a change should be made, we
must remark that it is often necessary to change a
progression of the second, contained in the subject,
to a skip of the third in the answer, or a skip of the
third in the subject to a progression of the second in
the answer (see No. 1, Ex. 865)—also, that two
similar notes, remaining stationary, may answer to a
progression of an ascending or descending second
(see No. 2)—also, a skip of the fourth to a skip of
the third (see No. 3)—a skip of the fifth to a skip
of the fourth (see No. 4)—a skip of the fourth or
sixth to a skip of the fifth (see No. 5)—a skip of
the seventh to a skip of the sixth (see No. 6)—a
skip of the octave to a skip of the seventh (see No. 7)
—and the same reversed; in order that the first
answer should not lead us to a foreign and prohibited
key. The ancient rule eays, that, to produce a cor-
rect answer, the tonic ehould change to the dominant,
and the fifth should change to the principal key.
This may be clearly seen in the following subjects :—

Ex. 865.
=F
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.
s Yt




158 ALBRECHTSBERGER'S

o N o 0.6. _ B b
. SEESR ek | .., Gy
e, WS ERE T | | s
. h

No.1 -
Subject. = et or, better. — : =

h 3
A &qﬁ—p~—l or reversed, when a skip of the sixth answers to a
- NB. e ———— skip of the seventh :—

0. 3. N h___
Subject. @: E — ___Q%E
NB.

Subject. -, Answer.g.” >

&e. &o.

When the second part commences with the subject,
the first part makes the counter-subject, but not with
equivalent notes, as in the first class, but with many
shorter ones, which usually form a melody, created
by counterpoint principally of the fifth class. In
fugues of two parts, the first half cadence, 7 @ or
3 3, is introduced on the dominant of the princi
key, after a short modulation or imitation of both
parts; on the last bar of this cadence, one of the
parts may make a free modulation for two, three, or
four divieions, until the other can introduce the
principal subject above or below, according to the
— com of the instrument which executes it, either
Subject. o1 —}{= | on the dominant or tonic: in short, the first part
adopts the key of the second part on the same note,
sy r or an octave above or below; and the second part
Answer. %“ e e e F—H- | adopts the key of the first part, if possible, before
the subject has been completed by it. This has been
0. 5. b called by some masters Ralf-stretto. When the
Subject. = - | subjects have been completed twice, another half
5 cadence is made, after a short and free modulation or

 penm—— h imitation, on the third above the tonic, which eadence
wer. %ﬁﬁfﬁd_ o= = | may rest or not, by means of a pause in both parts ;
Answer —-——“-‘—-:;;n_:%@ then should begin the stretto, in whichever part is
e best adapted for it, either on the tonic or dominant.
— In vocal fugues, it is usual to repeat the original
= introduction of each part, but more compressed than
he at the commencement or in the course of the fugue.
—_— e Lastly, the two principal subjects are followed by a
= —» pr— = ’
Answer. -1 __——f—_?ﬂ— few bars of modulation or imitation, and the fugue
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is concluded on the tonic, with the 7 e above, or
with 3 bs below, in the manner of the fourth or fifth
class ; for example :—

No. 1. Two-part fugue in F major.

159

class. In the seventh har, the ¢ of the alto com-
mences an imitative modulation (per arsin et
thesin ), and, in the same bar, the treble answers
with the last note, g, the third above. The eleventh
and twelfth bars contain the first cadence on the do-
minant ¢. After a short modulation by the alto
alone, which does not sound ill after this first cadence,
the treble, in the fourteenth bar, begins the subject
in the principal key, lower than formerly (it might
begin higher, if more suitable to the part); and the
alto, in the sixteenth bar, answers on the dominant ¢,
with a less compressed stretto than the last. In the
nineteenth bar, both parts commence modulating, by
a short imitation, to the second cadence in A minor,
which is the third above. After this cadence, which
may rest in either part, the alto, in the twenty-fifth
bar, commences a stretto on the tonic, which is the
most convenient ; the treble may answer immediately
in the twenty-sixth bar, in its appropriate place, and
on the fifth above. Sometimes it is permitted—nay,
is often necessary—to begin the half or whole stretto
on the dominant, and the answer on the tonic. In
the twenty-eighth bar, commence imitations of three
kinds, not neceseary, but used to prolong the fugue,
which continues till the last cadence. In a two-part
fugue it is forbidden to employ the bass-cadence, in
which the lowest part descends a fifth or ascends a
fourth, while the penultimate bar of the upper part
contains the suspended fourth, resolved on the major
third—for instance, 4 3 | 8 || and so forth.

No. 2. Fugue in D minor.
Comes.

_, Ex. 868.

The NB on the thirty-third and thirty-seventh
bare point out, that it is allowed, both in strict and

free style, to skip, as a transition, on to the dominant
seventh and its inversions.
Explanation of the above .

The leading theme S Duz) begins on the tonic, £,
in the first four bars of the alto, and ends on f in
the fourth bar ; then the treble, on the dominant ¢,
makes the answer (Comes), which ends on the first
note of the seventh bar. The alto Begins the coun-
ter-subject on & in the unaccented division of the
fourth {m'. with a counterpoint belonging to the fifth
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The student should analyse this fugue in the same
manner as we did the last, in order to clearly perceive
the leads, intervening harmonies, cadences, and
8trettos. Both fugues are written in the ancient
diatonic genus, in which D is not marked at the
clef. It is usual, in compositions of ancient date, to
find G minor marked with only bb, C minor with
only b and eb, F minor with only 4D, D, and ab,
and G major without the f‘ The following ex-
ample is in E minor without_ f#, which key is called
A plagal, or E plagal ; the first is more correct, on
acconnt of the indicating clef, but the last is more
usnal, as the concluding note, 6, also indicates the
real tonic.

No. 3. Fugue in E plagal mode.
Ex. 869.

FeEsEiEEEen s
Du‘. v

EE——- PP+
£ 3 £

Comes.

/A
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second NB points out, that, after the first cadence,
the treble begins by e on an unaccented division, for
two reasons; firstly, because a principal ornament is
formed by introducing the subject ga- arsin et
thesin, that is, one part in accented and the other in
unaccented divisions—secondly, in order that the
theme should sooner appear as a stretto. The third
NB points out, that the alto answers a note lower,
viz., a, the fourth, instead of b, the fifth, which is
permitted in the course of a fugue. The fourth NB,
above a in the treble, points out, that the last note
of the subject is one grade lower, which is also per-
mitted in one part, when forming a stretto. Ina fugue

“of many parts, some may be slightly changed, provided

the part which enters last contain the whole subject,
and conclude like the first time. The fifth NB points
out the prolonged cadence, which is effectively and
properly employed in this mode, which has a mourn-
ful and gloomy character. It must be remarked that
these fugues are vocal, although no words are added.
Fugues for violins and wind-instruments allow a
wider field ; in them it is nowise necessary to restrict
the melody to the five lines, and skips may be intro-
duced wider than the octave, which would be erro-
neous in writing for voices. It is well to give a rest,
or at least a skip, to the part which enters with the
principal subject, in the course of a fugue, as the
repetition of the theme is thus rendered more per-
ceptible, although many examples exist, in three or
more parts, where the subject re-enters by grades.

CLI.—RvuLks For FuauEs IN THREE AND MORE
ParTs.

It is not permitted, in fogues of two, three, or
more parts, after a completed subject, to lead up to
the fifth above in an upper part, or from the fifth up
to the tonic in the other parts, as the hearer is thus
forewarned, and all surprise is destroyed; for
example :—

Ex. 870.

The first NB points out, that, in this key, the first
cadence must occur on ¢, the sixth above. The
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The second part should commence the subject
above or below the last note of the completed first
part; when this is not possible, the last note can and

maust be left bare. It 18 usual to make a deceptive
cadence before the third part enters, as in the above
alto, marked NB, which, instead of the leading note,
%, has an unexpecte (f which deceptively leads to
the tonic, ¢, instead of the dominant, g. ¥n fugues
of three and more parts, whole cadences, § 3, are
not used, excepting before the last stretto ans con-
clusion ; deceptive cadences are as necessary, beau-
tiful, and i ingenious, as the introduction of the subject
under & dissonant or passing note ; for example :—

Ex. 871.

R
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Subject.

Besides the two changing notes of Fux, many
others exist, which are not changing, but freely-
struck notes; they may be dissonant or consonant,
but must always be introduced by ascending or
descending grades, both in fugues and other pieces.
They may be the first note of an accented or unac-
cented division; the latter is preferable. Observe
the NB :—

Ex. 873

109 8 3—-5— 654%4¢3
£ s
—_—
B
Se—+—— § > — - -7 — 13 % 7 e 8
= F:F:?——“‘!Tt—u-r ‘r—-e—ﬂ=
. In three parts. —~ & B NBI -
1 T = —|
Cursorily. & | NB. NB.
ﬁ- = _E"TE ":—E—“";f’"ﬂ == e —H=
& Bubject. _ —
) s ) as1e s—6- $°2%°
.
or: o
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NB.
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When changing notes occur in the upper part, it
is not necessary, in quick measure, to figure them
above the fundamental part; but in slow measure,
they must be indicated, especially when occurring in
the bass. It is immaterial whether the intervals of
the changing notes be figured, or be indicated by a
transverse stroke, =, above the fundamental note,
and the following resolving note be marked by one
or two figures ; for example :— ‘

Alegro. NB.NB. NB.NB. e

The changing notes in the above examples are
called irregular transitions ; those which form regular
transitions are marked by a horizontal line, ==, or
none, and occur on the second or fourth subdi sion
of Alla-breve and two-crotchet bars. They are
pointed out by NB; for example :—

NB.

NB. NB. NB. NB. NB.

NB. NB. NB.NB.NB. NB.NB. NB. NB. NB. NB.

ALBRECHTSBERGER'S

The transverae stroke, ==, used for freely-struck
notes, is also used for anticipation in an upper part;
and the horizontal stroke, ==, used for regu.rar passiné
bass-notes, is also used for anticipation in the lowest
part, in order to avoid many figures.

Anticipation in the upper part.

KIzXBERGER.

Ex. 876.

A composer should only figure such chords as the
organist cannot know and guess from the rules rela-
tive to ascending and descending scales and skips;
these generally occur in deceptive cadences, suspen-
sions, and retardations—also the resolutions of dis-
sonant suspensions, whether natural or interrupted,
which require to be indicated. Those who would
know more of correct figuring should read C. P. E.
Bach’s essay on the true manner of playing the
pianoforte (second part). The principal ornaments
of fugue are—augmentation, dimination, abbre-
viation, syncopation,and contractionof thefugue-sub-
ject; but they can seldom be all employed in one
fugue. Au{mmtiou is made, when the subject
appears in the course of the fugue, in notes of longer
duration than those of the original theme, which
may be introduced in another part a few bars later,
to render the embellishment more ingenious.

Bubd.

J. 8. Bacn.
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Diminution occurs, as we explained when treating
of imitation, when the notes of the subject are

changed to those of less duration, and may be made
on the tonic, or any analogous key ; for example :—
:x.':. Bacn,

]
—n ———.
— Ta—
N

When the subject is short, and consists of a single
section, it may be repeated entirely, ascending or
descending ; for example :—

Abbreviation is made by repeating part of the
subject two, three, or at most four times, descending
or ascending a tone or a third, or ascending (but not
descending) a perfect fourth ; for example :—

tion is made by introducing the theme a
half or whole division later than in the beginning, by
binds, or syncopations ; for example :—

Ex, 882.

Contraction, which is of many kinds, occurs when
two parta_compress the subject, counter-subject, or
even an intervening subject. But for this embel-
lishment, it is necessary to select or compose a suit-
able subject, as all themes are not capable of con-
traction. An example will be given, in which the
theme is contracted in three different waye. No. 1
is a contraction at two bars distance, which may be
employed during the course of a fugue. No. 2is
only at the distance of one bar, and is best employed
at a conclusion. No. 3 is at the distance of only a
single division, introduced an octave higher, in arsi
et thesi and in syncopation ; this may be universally
employed.
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Ex. 888.

Ex. 884.

Another embellishment is made by dividing the
notes of the subject by rests, but is not so beantiful
as the five above-mentioned ornaments, and produces
a playful, dallying effect, by its echo-like character
—it may be called interruption ; the following is an
example :—

In a regular fugue, every principal key may have,
in its scale, five analogous keys. In a major key,
the six regularly ascending notes—and in a minor
key, the six regularly descending notes—are related

ALBRECHTSBERGER'S

to each other. If the third above be added, it will
be found that, in these six minor or major analogous
notes, three major and three minor keys appear; for
instance :—

:igé

g
; A A =2 23
The seventh tone is excluded in major keys, and
the second tone in minor keys. A fngue in three or
four parts may easily be prolonged for sixty or
seventy bars, by introducing imitations of the subject
or counter-subject in different parts in analogous

keys. The ancient and insipid progression of the
fifth, in imitations of the subject, counter or inter-
vening subject, is no longer used, and is even consi-
dered faulty, when introduced more than three times
as leading from one key to another; for example :—

In a long fugue of ninety, one hundred, or more
bars, we may, without scruple, use distant keys in
imitations of the subject, counter-subject, or both
together—also of sections or intervening subjects.
But it is not advisable to go from a principal key
marked by sharps to a flat key, or from a principal
key in flats to one marked by sharps, as the hearer
may forget the original key—for instance, from
D minor, principal key, F minor or AP major more
than suffice as flat keys, for modulation; or from
E minor, principal key, C§ minor or E major equally
suffice. It is necessary to return from these distant
keys to those more analogous by means of imitations
or suspensions. Many inexperienced organists ima-
gine it a beauty to wander through the twenty-four
keys by fourths or fifths ; but we have shewn above
that many other and better opportunities may be
gained of lengthening a simple fugue (without the
aid of double counterpoint in the octave, tenth, or
twelfth), especially when the theme consists of two
or more sections. A fugue may be prolonged also
by the occasional use of tasto solo, or pedal point in
the bass, worked out above by suspensions or imita-
tions. Fugues are generally composed for the organ
or stringed instruments only, or for voices with or
without instrumental accompaniment. In writing
one for wind instruments, care must be taken not to
exceed the compass of each instrument, and also, as
in vocal fugues, to give an occasional rest to every
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part, especially before the principal subject, to faci-
litate respiration ; this is not necessary in fugues for
the organ or violins, but a fugue would be monoto-
nously noisy should it continue always in four or five
parts. It 18 also wrong to introduce the theme in a
eingle part, as in the commencement, when a new
key has been entered ; for instance, if, in a fugue in
C major, we had proceeded to A minor, &c., the
subject ought to be accompanied by at least one part.
Lastly, we will remark that the most usual and
beautiful manner of introducing the parts of a fugue
is to let them succeed each other in their natural
order, ascending or descending, although other
introductions are permitted. For instance, in a
three-part fugue—tenor, alto, treble—or treble, alto,
tenor—Dbass, tenor, alto—alto, tenor, bass ; in a four-
part fugue—bass, tenor, alto, treble—or treble, alto,
tenor, These successions should occur alter-
nately on the tonic and dominant; for example, ine:

From this example, we perceive that when the first
part commences on the tonic, the second must answer
on the dominant, the third on the tonic, and the
fourth on the dominant again; when the first part
commences on the dominant, the second answers on
the tonic, the third on the dominant, and the fourth
on the tonic. Some fugue-subjects commence on the
second, third, fourth, sixth, or seventh of the tonic;
when this is the case, the answer must always be
made a fifth above; that is, on the second, third,
fourth, sixth, or seventh of the dominant; for
example :—

In B major.
e ——T
Ex. 890. ==
8
Answer.
q
———
—— e
T NS ~ o~ » &e.
C major.
Babject. —

166
C major.
Subject.
e =SSt —
Answer.
C major
Saiject. = -

Answer.

Although the most beautiful effect is produced by
answering the tonic by the dominant (fifth above or
fourth below), and the dominant by the tonic, yet it
is not necessary, in the commencement of a fugue in
three or more parts, to employ at all times this
repercussion, as the order of introduction is called.
The following ten repercussions, in which the two
first commencing voices are contiguous and the tonic
answers the dominant, and the domiuant the tonie,
belong to the most usual and beautiful commence-
ments of a fugue; for example :—

No. 8. Treble, Alto, Bass, Tenor.
No. 4. Alto, Treble, Tenor, Bass.
No. 5. Alto, Treble, Bass, Tenor.
No. 6. Alto, Tenor, Treble, Bass.
No. 7. Alto, Tenor, Bass, Treble.
No. 8. Tenor, Alto, Treble, Bass.
No. 9. Tenor, Alto, Bass, Treble.
No. 10. Tenor, Bass, Alto, Treble.
No. 11. Tenor, Bass, Treble, Alto.
No. 12. Bass, Tenor, Treble, Alto.

The four following repercussions are more rarely
used, and are less effective, as in them the first two
parts ate too distant :—

No. 18. Treble, Bass, Tenor, Alto.
No. 14. Bass, Treble, Alto, Tenor.
No. 15. Treble, Bass, Alto, Tenor.
No. 16. Bass, Treble, Tenor, Alto.

Good masters have used the following eight
repercuseions, which answer on the octave, and are
also effective, although generally only employed in
the middle of a fugue, in analogous keys :—

No. 17. Treble, Tenor, Alto, Bass.

No. 18. Treble, Tenor, Bass, Alto.

No. 19. Alto, Bass, Tenor, Treble.

No. 20. Alto, Bass, Treble, Tenor.

No. 21. Tenor, Treble, Alto, Bass.

No. 22. Tenor, Treble, Bass, Alto.

No. 23. Bass, Alto, Tenor, Treble.

No. 24. Bass, Alto, Treble, Tenor.

In concluding the rules on fugue, I must repeat,
that on each division of every kind of bar a note
should be struck in at least one part, in order that
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the melody may not s te, and the ornamental

counterpoint be perceptible. A few examples of
three and four-part fugue follow, composed in the
modern twenty-four keys, and contsining licences,
pointed out by NB, which are permitted to all
beginners :— ’

ALBRECHTSBERGER'S
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The first NB above ¢ in the tenor, points out that
it is permitted to commence or end the answer of a
subject with a note of less or greater value. The
second NB on the seventeenth bar, points out that
between the tenor and alto part a stretto of two bars
occurs, not from necessity, but as a device. The
third NB in the twentieth bar, on a4 in the bass,
points out that it leads the subject into Bp major
instead of C major, which is a licence permitted in
the middle of a fugue, especially when caused by a
stretto.  The fourth NB, in the twenty-fourth bar,
on f in the bass, which commences the last stretto,
points out that it is not necessary that the same part
which commenced the fugue, should also commence
the last stretto. The fifth NB, on the answering
tenor note, ¢, points out that the subject is equally
well introdnceﬁy an ascending or descending skip
a8 by a rest.

T
I

- Fugue in D minor.
Ex. 892.
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Good masters have also employed the two foll
half cadences, on the third or fifth above,

last stretto ; for example :—

Ex. 894.

or:

— e -

1+

-

v

Fugue 2nd, in D minor.
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The first NB, in the twenty-first and twenty-second
bars, above the two &s, points out, that some notes
of the subject, especially in a stretfo, may be
lengthened or shortened in the rhiddle of a fugne.
The second NB, above the bound bass note, ¢, points
out, that the theme has been slightly changed in the
second and third notes, by syncopation, as the third
note, ¢, is continued for two divisions, while the
fourth note, J, is only continued for one division.
Such licences constantly occur in strettos. The third
NB, in the twenty-ninth bar, under the a in the alto,
points out, that it is permitted to double a major
third, when it is the third or sixth tone of a major

169

scale, or the sixth tone of a minor scale. The fourth
NB, in the thirty-fifth bar, on the tenor note, g,
points out a necessary licence, by which the stretto
is made a note lower than it ought regularly to be.
The fifth NB, in the thirty-ninth bar, on the bound
bass note, e, points out, that the penultimate note of
the subject may, like others, be lengthened or
shortened in a stretto. The sixth NB, in the last
bar, on £ in the alto, points out, that, in minor
keys, the major third may be used as a final termi-
nation, being more satisfactory ; but if the conclnsion
be not final, the minor third is regular and necessary.
When, however, the music which follows ascends a
rfect fourth, the major third is also tolerated—for
instance, in the last example, should G minor or
major follow. We must also examine the threefold
contractions of the principal subject, made by the
three upper parts on the pedal point of & in the bass,
throughout which ¢$ is used by licence instead of c.
Sometimes the counter-subject or intervening subject,
after being often re-produced, is contracted in this
manner before the concluding cadence. These arti-
fices serve to prolong a fugue, and are always
appropriate ornaments to this style of writing.

FROM PASQUALE CAFFARO'S8 106 PSALM,

Ex. 896.

« Cbnfitemini Domino, quoniam bonus.”
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Ex. 897. FROM G. F. HANDEL'S “TE DEUM, LAUDAMUS,” FOR THE UTRECHT PEACE
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In this fugue, which, although ingeniously worked
out, is perfectly clear, both violins in unison continue
the passages remarked above—two violas complete
the intervals of the harmony; trumpets and drums
are added on proper occasions. The weighty, broad
theme of the bass is answered strictly by the tenor
lengthened a whole bar, to prepare regularly the
introduction of the alto. As the intervening harmony
executed by the first part is correspondingly con-
tinued by the other parts, it may be considered as a
new and second subject. By the employment of
double counterpoint, which we shall treat of in the
next volume, both themes receive a manifold shape ;
they appear sometimes separately and sometimes
united, as imitations, pursuing each other per Arsin
et Thesin, and by added thirds, with counterpoints
in the octave and tenth. Twenty-four bars previous
to the conclusion, there begins an excellent stretto
between the bass and alto, by syncopation, and at
the distance of a crotchet, answered on the dominant
by the tenor and treble; the last stretto is twofold—
the subject in the tenor and alto, and the counter-
subject in the bass and treble, alternate on accented
and unaccented divisions, after which a solemn plagal
cadence through the major third leads to the perfect
and satisfactory termination. The Ricercata is a
species of fugue, held in much esteem by our good
predecessors. It is begun similarly to a usual simple
fugue, with the appropriate answers and re-percus-
sions; in the second part, however, all the parts
should commence (if possible, unperceived) in
simple or strict inversion, by which the upper part
will become the lowest, and, contrary to the usual
rule, one part must re-commence alone, in order that
the re-entry of the leader (duz) and its companion
(comes) may be more clearly perceptible in their
new form. When the whole of the first part has
been thus inverted, a concluding free cadence is
added, lengthened by analogous imitations of the
principal motive, or by a pedal point. These kind
of inversions may be in two, three, or four parts;
when in two parts, a third and fourth independent
part may be added. In a composition of three parts,
of course only the upper and lowest part can change
places; the middle part, simply or strictly inverted,
note for note, must continue in its inner place, even
in a Ricercata. When the commencing subject of
a fugue is simply inverted, without retaining the
order of half and whole tones in the answer, it is said
to be per contrarium simplex ; when the half and
whole tones are strictly observed, so that the inversion
produces whole tone for whole tone, and a Fa-note
for every Mi-note, the fugue is per contrarium

ALBRECHTSBERGER'S

reversum. Two short fugues will follow ds examples,
in which the inversion always answers the subject
precisely, until the stretto.

Four-part fugue in A minor, with simple inversion.

Ex. 899.
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The first NB. above the treble, points out a slight
and allowable change which occurs—the 4 is not
dotted, and the following ¢ is a minim instead of a
crotchet. The NB in the alto and bass of the
fifteenth bar, point out the crotchet rest, which is
used to render more perceptible the inverted subject;
Fux prescribes this as a rule, but it is no longer ob-
served, as the re-percussion of the theme, if properly
and effectively introduced, will not escape an atten-
tive listener—and these ingenious branches of com-
position are heyond the comprehension of uninitiated
amateurs. The third NB. in the tenor, points out
the inverted subject, or rather the imitation of the
treble an octave lower, in an allowable form of aug-
mentation, the first two notes being of greater value.
The following is a Ricercata for the organ, in thres
parts, with strict inversion :—

By Pxiuir Kizxzxzesn.
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In this example, thechromatic subject, commencing
on the major seventh, continues until the seventy-
second bar, in the unaccented division of which the
upper part commences the inversion, per contrarium
reversum, and this continues in all three parts just
as long as the subject with its inverted accompani-
ment, until the one hundred and twenty-third bar, in
the purest harmony ; nine bars of short imitations
follow, and the conclusion on the tonic is made with
a plagal cadence.

N OF SECOND VOLUME.



VARIOUS IMPORTANT COLLECTIONS OF
ATHEDRAL MUSIC, i» Vocal Score, with an
Accompaniment for the Organ, chiefly Edited by

VINCENT NOVELLO.

Printed on extra size paper, and bound in whole cloth.

BOYCE'S COLLECTION OF CATHEDRAL MUSIC.
In 3 vols., cach £2. 2s.

Separate OrGAN PazT to ditto, with the words between the
treble and bass staffs. 2 vols., each £1. 1s.

Separate Voice ParTs to ditto, each £1. §s.

BOYCE'S OWN SERVICES AND ANTHEMS.
4 vols., each £1. 15,

CLARKE WHITFELD’S SERVICES and ANTHEMS.
4 vols. in two, 30s. each.

CORFE’S SERVICE in B flat, and 11 ANTHEMS. 18s.

CROFT'S THIRTY SELECT ANTHEMS AND THE
BURIAL SERVICE. 2 vols., each £1. 6s.

GREENE'S FORTY SELECT ANTHEMS.
each £1. 6s.

KENT'S MORNING AND EVENING SERVICE,
with TwenTY AnTHEMS. Vol 1, folio, 148.; Vol. 2, 21s.

Vols. 1 and 2, octavo, each 8s.

MOTETT SOCIETY’S PUBLICATION: a Collection
of Ancient Church Music, originally printed for the Motett
Society, consisting of Services and Anthems by the best
English and Italian Composers, in Vocal Score, with separate
Accomp. for the Organ by E. F. RiusaurT, LL.D,, F.S.A.

2 vols.,

Vol. 1, Anthems for Festivals. Price 24s.

Vol. 2, Services. Price 15s,

Vol. 3, Miscellancous Anthems. Price 24s.
NARES’S TWENTY ANTHEMS. Price 25s.

NOVELLO'S CATHEDRAL CHOIR BOOK: a Col-
lection of Services, in 2 vols., each 255. Vocal Score, without
Accompaniment, 2 vols., each 13s. 6d.

OUSELEY'S (Rev. Sir Fred.) Collection of SERVICES.
Price 31s. 6d.

OUSELEY’S own SERVICES and ANTHEMS. 31s. 6d.

PURCELL'S SACRED MUSIC: the Cathedral Services,
Anthems, Hymns, &c. Complete in 4 vols., 31s. 6d. each.
Vol. 1, Verse Anthems in major keys. - Pages 312.
2, Verse Anthems in minor keys. - » 306.
3, Full Anthems, Hymns, Sacred Songs,

and Latin Pieces 230.
» 4, Services and Chants - 21§,

RIMBAUL’I"S Collection of CATHEDRAL SERVICES.
Price 4

SMIT H‘S (John, Mus. Doc.) SERVICES, in 1 vol. 21s.
@ o® Each Service and Anthem may be had singly from the vols.,

zithr in score or sep. wocal parts (for prices, see Catalogues).

Dedicated by permission to the Right Rev. Lord
Bisnor or WorcesTEr.
AXTER'S HARMONIA SACRA. A Collection of
Introductory S es, Chants, Resp , Sanctuses,
&c., with Jubilate, Gloria in excelsis, and Nunc dimittis.
208 PSA and HYMN TUNES (adapted to a selection
of Psalms and Hymns compiled by the Rev. E. Davizs and
the Rev. J. A. BaxTez, M.A.) The whole carefully revised
by VincenT NovLro.
The Organ Score, imperial 8vo., bound in

cloth, lettered, ... e . I§ ©
The Vocal Score, 18mo. ... . § O
The separate Treble Part, 18mo. ... . 1.6
. Alto s . 1 6

”» Tenor e 1 6

e T 6

”»

BAXTER (the Rev. J. A.) Observations on the proper

method of Chanting all those portions of the Church Services
which are appointed to be said or sung. 1s.

BAXTER. The Words of the Venite, Te Deum, Bene-
dictus, Jubilate, Magnificat, Nunc dimittis, Cantate Domino,
and Deus Mimutur, divided for Chanting, with blank staves
for writing in appropriate Chants. 16mo., price 6d.

NOVELLO'S ORIGINAL OCTAVO EDITIONS
OF ORATORIOS.
In Vocal Score, with a separate Accompaniment for the
Organ or Pianoforte by VincenT NoveLro,—These Works
will be found appropriate presents; combining elegance with a
moderate outlay for a standard work.
Works already completed :—

HAYDN'S
Creation (bound) 3s. cd.
' HANDEL'S
Saul - . s (bound) 6s. 6d.
Israel in Egypt e (bound) 4s. od.
Solomon (bound) 7s. 6d.
Messiah o (bound) 4s. od.
Samson (bound) 4s. od.
udas Maccabaeus ™ . (bound) 4s. od.
ephtha e (bound) 6s. 6d.
ettingen Te Deum oo ) 6d
Coronation Anthem, ¢ Zadock the Pneﬂt (paper)  2s. 6d.
Joshua (bound) §s. 6d.
Acis and Gahtea (paper coven) 33. od.
Alexander's Feast ”» 3s. 6d. > (bound) gs. od.
Ode on St. Cecilia’s Day ,, 2s. od.
Deborah (bound) 6s. 6d.
MENDELSSOHN'S
St. Paul e o (bound) 6s. 6d.
Hymn of Prme—Lobgeung paper)  4s.
As the Hart panus ((do ) 18, 6d.} (bound) - 5¢. 6d.

MOZART, HAYDN, & BEETHOVEN.
The Three Favorite Masses, with the Latin words, and an
English adaptation by R. G. Loraine, Esq.—viz.,

Mozart’s Twelfth Mass (paper) 3s. 6d.
Haydn’s Third or Imperial (paper) 2s. 6d. (bound) 8s. 6d.
Beethoven’s Mass in C (paper) 2s. 6d.

» Engedi; or, David in the Wilderness (paper) 3s.
Mozart’s Requiem ... (paper) 2s.
ROMBERG'S
Lay of the Bell (paper) 2s. 6d.
All the Choruses from the Octavo Editions may be had
separately from 13d. to 6d. each.

NOVELLO'S FOLIO EDITIONS OF

ORATORIOS.

n Vocal Score, with a Separate Accompaniment for the

Organ or Pianoforte by ViNceNT Novzrro. The majority

of these Oratorios are embellished with Vignette Titles, after
Raffaclle, engraved by William Humphrys.

HANDEL, The Messiah 108,
» udas Maccabaus . e 158,

9 racl in Egypt e e 15s.

» Samson . ove oo 158,

' Jephtha v 15s.

» Joshua Iss.

» Solomon von 1§s.

”» Saul 13s.

» Dettingen Te Deum ... vee 5s.

9 Acis and Galatea oes 10s.

” Alexander’s Feast e 108,

” Ode on St. Cecilia’s Day 6s.

(To be continued.)
HAYDN, The Creation wee 128.

The above Oratorios can be had neatly bound m cloth
for 28. 6d. each extra.

MENDELSSOHN, St. Paul ... (boundincloth) z1s,
» Hymn of Praise 148.
NEUKOMM, David ... .. (bound) 24
Mount Sinai e (bound)  24s.

PIERSON H. H., Jerusalem (bound in cloth) 31s. 6d.
JACKSON (Masham), The Deliverance of Israel from
Babylon (bound in cloth)

Isaiah (bound in cloth)  24s.

BEBTHOVEN Engedi; or, David in the Wilderness  gs.
ELVEY, Dr., Resurrection and Ascension 9s.
EnchSonz. Duet, Trio, Quartett, or Chorus. may be had singly,

from 6d. to 2s. each—Upwards of 400 are now ready.
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MOZART'S PIANOFORTE WORKS,

An entirely New and Complete Edition, with and without Accompaniments, humbly dedlcated by

express permission to Her Most Gracious Majesty QuezN VicTorIa.
Principai Professor of Harmony and Composition in the Royal Academ
A Thematic Index to tae whole Work will be found in each ;
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Vol. 2.—Rondos, &e.
40 Fantasia e Fugs, in C ..
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» S.Tem in B flat . ven
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Vol. 8.—~Duets. (Bound in Cloth.)—Price 17s.

1 Duet for Two Performers, in I 5 6|29 Dauet for Two Performers, in F minor, com-
15 Introduction & for Two Performers, inD 3 8 posed for a Musical Clock
20 Duet, for Two Performers, in G v «w. 1 9|48 Duet, for Two Performers, in D .
2¢ Duet, for Two Performers, in C . «s & 0|67 Duet, for Two Performersin B flat ... ...
28 Dauet, for Two Performers, in F lmnor, com- 78 Fugue, for Two Performers, in B flat

posed for & musical clock . we 1 8

Vol. 4.—Pnnoforte Sonatas. (Bound in Cloth.)—Price 15s.
Fantasia, in C minor oon «wo 1 881 Sonata, in B flat . .
s{Bomu, m C minor } 8s. sse we 30 Rondo, from Ditto o .e
e e s eee 2 6184 mF . e ae e e
Rondo, i‘rom Ditto ... 1 0|37 Bonata,inD .. .. ..
30 Bonata, with Violin and Violoncello Anoom 42 Sonata, in A minor ...
paniment (ad. lib.), in A . e 8 0|50 Sonata,in FF ... cee  ses  see  see
56 Sonata, in E flat oon e aee aee

Vol. 5—Pianoforte Sonatas. (Bound in Cloth.)—Price 15s.

69 Sonats, mBflat ...’ .. . .. 2 0170 Somata@mF .. .. . . .

60 Sonata,inC ... . ees vee . 1 9|71 Bonata,inD ... ..

66 Sonats,inC ... e vee . 8 9|72 Sonata,in G ose

67 Sonata,in C ... e ee oo 3 8116 Concerto, for Pianofoﬂo, ‘mA”

Vol. 6.—Sonatas for the Pianoforte and Violin. (Bouud in Cloth.)——Pnce 178,

"2 Sonats, in B flat wee se eee e 8 6727 Sonats, inF . eee
4 Sonata, in E flat e we s . 8 0|44 Sonata, in E minor oo .o .en
6 Sonats, in G . . we 3 8|45 Bouata, in F . . ver
7 Sonata, in A . e we. 8 9|64 Bonata, inE flat vee  see e
8 Sonata, in E flat .. .- 80

Vol. 7.—8onatas for the Pianoforte and Violin. (Bonnd in Cloth.)—Price 17s.

556 Bonats, in C e e ee e 3 8|74 e

58 Sonats, in D ve ooe . . 4 0|12 Allegro, in B mj\Poﬂ.hnmm) .

63 BSonata, in G we e ew s 3 0|18 Sonats, in C (Posthumous) .

64 Bopata, in C e e . w 19 25 Part 1, Tema, in G minor

68 Sonata, in A e e e 2 6 { » 8, La Pastorella Silvana, in G

Vol. 8.—Quartetts and antetts. (Bound in Cloth.)—Price 16s.

17 Quartett, for Pianoforte, Violin (or Flute),
Viola, and Violoncello, in G minor ...
47 Quartett, for Pianoforte, Violin, Tenor, and
Violoncello, in E flat

5§ 0
5§ 0

Vol. 9.—Trios, for Pianoforte, Violin, and

6 Trio, for P.F., Clarionet, and Tenor,in Eflat 4 0
The Clarionet for Flute or Violin, is
included for

named.
22 'Trio, for P.F., Violin, and Violoncello, in E... 4
82 Trio, for P.F., Violin, and Violoncello, inBfiat 8
41 Trio, for P.F., Violin, and Violoncello, in G 8

s* An A

eee eoe

0
9
6

48 Quintett, for Pu.not‘om, Hautboy, Clnnnet.,
Horn, and Bassoon, in E flat
49 Quartett, P.F. ,Violin, Vioh, & Veello mEﬂnt
*,* This Quartett may be Mmgedtcrm ds by
John Watts, price 5s. 3d.
Violoncello. (Bound in Cloth.)—Price 24s.

48 Trio, for P.F., Violin, and Violoncello, inC ...
83 Trio, for P.F., Violin, and Violoncello, in G
10 Sonats, with Violin and Violoncello Accom-

niments, in D minor (Posthumous) ...

61 Trio, for P.F., Violin, and Violoncello, in E flat
62 Trio, for P.F. Vlolm, and Violoncello, in B flat
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Edited by Cipriant PorTER,
of Music in London.
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and Thematic Index of the above Works, written by Epwarp HoLugs,

Author of the Iaﬂ of Mozart,” will be found in Novello's Catalogua No. 4, which may be had

gratis on application.

T.ondon Sacred Music Warehouse, J. ALFRED NOVELLO, 89, Dean &treet, Soho, and 24, Poultry ;
Also in New York, at 389, Bmadway



