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PREFACE.

The first German edition of this work, published soon
after Beethoven’s death, contains the following introductory
remarks by the Chevalier Ignatius von Seyfried, a friend of
Beethoven, and himself a musician of some eminence *):

»These studies of the immortal Composer are a legacy of
such high value to the world of Art, that no one would venture
to take away from or add a line to it. I have therefore pre-
served it, in its original form, with the utmost conscientious-
ness — as it was found among his posthumous papers; only
here and there have I omitied some tautological examples of
one_and the same rule, which the zealous pupil had worked
out for his own benefit; the limits of the work did not allow
of such prolixity; — but all B’s marginal notes are retained.
These studies are not to be regarded as a complete systematic
book of instructions, but rather as possessing peculiar interest
in their brevity and conciseness, and as being the actual course
of Thorough-Bass, Counterpoint etc., which Beethoven went
through with Albrechtsherger, whose tuition he enjoyed for
two years: — that he was no idle scholar will at once be per-
ceived, and he thus laid the foundation of that solid science
which characterized his fature works. It may indeed be asserted
that his theoretical acquirements were, notwithstanding his
evident diligence, less remarkable than might have been ex-
pected; but this ought rather to be attributed to the noble

*) For a fair specimen of his compositions see the ,,Libera*, p. 63. He
died at Vienna, 1841.
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audacity of his genius, which prompted him to shake off the
fetters of pedantry and old-fashioned prohibitions. His creative
spirit carried him far beyond the prejudices of the Past, as it
also enabled him to enlarge the boundaries of his art, and pla-
ced him in advance of the age in which he lived. « —

I have little to add to these remarks; — the genuine-
ness of the Studies is unquestionable, and, apart from the
collateral interest attached to them, they are of great intrinsic
value to all young musicians who desire to get at the kernel
without unnecessary difficulty in breaking the shell.

Feeling that this work ought to be rendered accessible to
English readers, I yielded to the solicitations of the Publishers,
and undertook the task of translating and re-editing it; to the
new German edition I have added some interesting and authen-
ticated anecdotes of Beethoven, and to this volume I have
further appended a few critical remarks upon his works, toge-
ther with some notices respecting his private history which
appeared to me desiderata, as filling up blanks in the un-

satisfactory sketches of his life hitherto known to the public.

Music is now so universally cultivated in England, and is
making such rapid progress in America, that a work like this is
sure of its public; twenty-five years ago its circle of readers
would have been confined to professional musicians and a few
scattered dilettanti:

» rari nantes in qurqite vasto « —
it is a blessing for both these great nations that the barbarism
which depreciated and all but ignored the claims of music, can
no longer be made a ground of reproach to them: — may this
book be honoured in promoting, however little, the interests
of that divinest Art! :

Hampurci, 1853.
HENRY HUGH PIERSON.





















FIRST SECTION.
SYSTEM OF THOROUGHBASS.

FIRST CHAPTER.

All the symbols which indicate the harmonic accompaniment are called
signatures; e. g.

r T T ]
v il 18 i |
1 i 1 1 [} ) 1 1k
115 b 1T P 1L L) N |
- 3 b 22
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Beethoven, Studies.
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The Tenths, Elevenths and Thirteenths, are, as regards their position,
nothing more than Octaves of the Third, Fourth and Sixth. They are repre-
sented by the Figures 10, 11, 13, in case of their following each other in
succession; but with this exception are intimated by the figures 3, 4, 6, for
the sake of brevity and simplification.

3 45 58 5 10 11 10 9 6 p7 12 13 10 ¢ b7 8 9
1.2 3 3 4 8 9 8 b7 8 "5 10 9 8 4’5 6 b7
A ; " SR
S t 1 t 1T | T 3 | | P P P e |
e e
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10~ 11 12 s 8 b7 8.9 10 111 S 1187 1 5 b 5 10
- -8 b7, L4 34 5 s b7 K7 b3 bs bs 8.
o—1 } } i ) ) 11 | H T
bty ] I ! = T T I 1 1l a) 1 "—!_—:ﬂ
= [ & ¥ [N § S~ | § S~ 11 7= 1} (-~ ez
I 58 11 1 1T 1
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When the signs of Transposition become necessary to the progression
of intervals, which have not been presupposed by the original key, these
signs must be written as in the following examples.

The intervals which are included in the original key are called natural
intervals, flat or sharp, major or minor; they are called accidental when
signs of transposition are required to indicate them.

A stroke through the figure, or a sharp % at the side of it, either on
the right or the left, raises the interval half a tone higher; e. g.

-————.a-——%p——n——;e—gg——“——o-—-—gc
o f T—1 1] et in I - ?-—éQ—ﬁ
g u 11 u U o] f— L 1}
1L i 15 | [ ki 18 ]
3 + t
or: or:
5 3 13 #s 5 5% 8 #s
e r7) 1T 7z 11 z 11 = n
W D 114 11 i I |
7 15 1] (h| B |
11 11 151 1§ ]

A flat p placed either before or behind the figure lowers the interval, in
similar proportion, half a tone; e. g.

i ) ot =

.39- e bro T .$—b,c T bx = = lx}a_‘n
e e
3 - i) " i} 8 |
03

or: 3 5 3 ==
8 7 b7 5 bs L)) = '

5 I q —
ey I H
[ 11 e TF 8 |
= 1t 1T 1 i8]

The sign of Resolution h (or natural) reinstates the interval in its former
position; e. g.

be bz = 5‘9—h10"—|—hdtJn—ba—bF—]—b5’——n
[ T L)
| —

f T T

m T | T I I ju |

1 ' | T === [==] n |

G 1} 1L I 1§ ¥ { s i }
13

bs s 3 b3 b= 8 bs k- 8
beo b

0 7} = ey Tr T P& =T ar]

' ——— =P e

| 18 ] i1 1 H

" Two strokes through the figure, or two sharps #ﬁ or a double sharp X,
or a stroke through the figure together with a snmple sharp annexed, raise
the interval a whole tone higher; e. g.

Bl
#ﬁ" 1T RED T 1| vy i1 |
1] H X 11 i I |
1 | 1] 1] 8 |
) 1) | 3 i | 18 ]
te
s
Al X3 #x F-2-13
. <
N o 1T e T I 13
. 111 h) P 1T - 1§ |
7 1] 1T & 11 < 13
T 1) 1L 1 |

4*
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In order to lower an interval bya whole tene (in the flat-keys or scales)
a large b or two small bp must be placed before it; e. g.-

bo _ bbo q | bo  bho
f g [ | LR Vi | T i s 11
v t i lI=F P ?e—1i t i i 8|
ft i == £ f T—F 8 |
H—* * = u
i3 f -
be bbe .8 b7 b= 3 s b7 bb7
5 ) T T n
. - 1 = H
7 it s 11 s
b it 8

The sign of restoratlon to the statu quo, after this kind of transposition,

is hP, hb e. 8.

(e e

|lo

) ks k bs 7 bbs  Hbe bs 3
l;L—a-—-—\: —9———{—6 = & ﬁ & & ! ?——leg—ﬁ

< =

In some of the works of the old Composers, and occasmnal]y in more
modern ones, we find flats prefixed to the piece, and afterwards resolved
(annnlled) either by a sharp or natural, or by a stroke through the figure ;
and a similar custom in sharp-keys, e. g.

P et

U'? v
instead of

s L4 7 1] gs k7
N | [ | 1 n
Ve — i
VP : ] 1 31 I 1 I 13

s b3 be bs ks b6 s
Detr———— ] F-z 1l instead of F——oj———riaisSal
11 1222 1) g% L 3. 1L7) J. 13

The imperfect Fifth, as also the minor and diminished Seventh, is com-
monly indicated by a p.

This sign is usually placed, by more modern Composers, after the
figure, e. 8. 2p, 4p, 6p; and in like manner the resolution of the same
e. g 24, &Y, 54, 64, but a stroke may also be drawn through the figure, to
produce the same effect; e. g. 4, 3, 4, 2.

The Third may be indicated by a simple flat, sharp, or natural placed
over the note.

—_re : =
I - H—pt—"—JFpeit———H 2 99&
T ¥ 11 ko774 bo L4 1 _* Xt 1i H'V
|r3 11 11 Tl ] | L 1 Y17
b # 2 X X bb
= 1 T, = 7 13
E .
g — = s IS | |
i 111 r 11 T H_V 13
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Another received method of indicating transposition (and one which
renders it easier to distinguish at a glance)- is to place the sign, p or ﬁ, im-
mediately before the figure; e. g. p2, b4, p5; 42, U4, 45, b6, 47; #4 1
#5 , 86, #7 . But it is better, for the sake of avoiding the chance of mistakes,
to draw a line through the figure; e. 8. 2, 4b, 5%, 67 ; Qﬁ, 45}, 5@; 2, &
5, 8, 7. . '

This kind of stroke occurs but seldom in cases of the Octave or the
Ninth, it being then customary to prefix the # or b in npaturd, or after the
note; e. g. #8, #9, ks, #9; b8, p9; or 8#, 9%; 84, 94; 8p, 95. — And
similarly in cases of the Unison; e. g. #1, 41, pi, or 14, 1%, 1.

Double sharps, flats or naturals (resolutions of transposition) are only
to be found thus indicated ; &4, or, X2, 6X; 2pp, or b5, Thh; Hp6; 54%;
k43; 8y, ete. i

Where the sign of transposition stands alone, over the fundamental
note, it-refers, as aforesaid, always to the Third. —

The figures are always to be placed over the Bass-part, because nearer
to them or underneath them it is customary to write forte & piano, mf., rfz.,
pp., dolce etc. But sometimes, when, for example, one part is written over
another, one for the Violoncello, the other for the Contrabasso or Organ,
— or in Fugues, where the entrance of the subject is indicated in the Bass-
part; the simple notes must be played, and no chords struck before the
figures occur.

When the right hand has an obligato passage to execute, it is expressed
in small notes, e. g.

20 CIdl el v o &
a— 7 P

= po

gt
!

These chords or single intervals, the figured harmony to which does
not stand directly over the note, but a little on one side of it, are not to
be struck at the same moment as the bass note, but after it, in proportion
to half or one third of the value of that note; e. g.

s ] n ]
1 ] 1T 1] H 1 1 ) [
= i | = —3l I —2———1
”? | 3 ) | - 11} i ) 11
B or or

still still - id est:

¢ Dbetter 5§ idest: Q better 3 = ¢
s i | t 1) g T i3 2 | T ]
e ]
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Every indicated harmony is to be retained as long as the bass-note
stands unchanged; for instance, the common chord is here to be retained to
the middle of the next bar, until a new figure appears; see the example :

: = 3 ]

= — 7z )| Sz ~ i
e ~ Z . —Z g T.d
=== 1 = =
G - 7 1t 1= -
J ~ e

s d v

L H or H ;F
o : = } —
A ey [ il I W PSS e P S | B v ey s ot G b
——o———1— o J—_',‘lj. —_ == ==

The same rule holds good where the bass notes are raised or lowered
by an octave, or where passing notes, belonging to or agreeing with the
harmony, occur in the bass-part; e. g.

e 1 o i
— rg’g_—_g‘—_ﬁ:,,ﬁ:ﬁ:b_;_ﬂrq,_&ﬂ_g:ti
i —— R e =
6 IS | Il - : [
sh 6 6 O . 5 -
; T
& — o—@
oo

When two figures, adjacent, are placed over a note which can be divi-
ded into two equal parts, each of the harmonies thus indicated is to be re-
tained for half the duration of that note or interval; e. g.

| | | R :
r 11 Z ’Ir,.g T f == = o ) T
=z | —F
= IT: iz i It £ e s =7
Vg I I { | | [ f
| 5 6 b7 [
5 6 3 Ah 7h 5 5 = b
s 108 - T % T T n |
5 ) uif & 1 & e 1 u |
Z T It e —= 8 |
=y il I—= I 5

Where three figures, adjacent, are placed over a note, the first of the
harmonies thus indicated is of half the duration of that note; the other two
‘chords make up, together, the value of the remaining half of that note’s
duration.
| ot b | -

J ; —t
be. 1T D5 4 ] I SNETT = =T | N 3 o

b

¥V 4 g T [zJ_ v H

£ el N 3
k¥ ¥ A e

) H A= = H
= . 11 111 |27 | . 11
1T 2. 11 | 4 1 v i 18 |

\J\

Four figures, adjacent, indicate that each of the required harmonies are
to have one fourth of the value (in duration) of the fundamental note; e..g. .
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o ;
T 1 I + + 13
e gt
= o1 = :l;;::.i%:ﬂ
: -
9 7 6 5 6 ks & 3
an sl g N 1

T
3 3 5 4 3 7% 6 8
1 2 3 2 1 [ A 4 3
0 ] .7 3| 2 [ T}
. T 1 !
7 | -
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Five figures are o be interpreted thus:

EEEEE ey
B 4 ) I 1 3
7h 6 5 45

6 7 6 SO

éts ké § 4 3 £
=

I

. ]
. ~3 )
)
1

-

s [

e —
e

1
]
H = .
2z .
. &

When two figures, adjacent, are placed over a bass note divisible into
3 parts (a minim with a dot) the harmony which stands first indicated is. to
have two thirds of the value of that note (one minim) the other harmony
having but one third of the same.

J JZJ—_T‘QI JLJ—‘-r—&r.J—-———-T:_ .~
e = =

= \d
fi z a9 — ]
1) 1 Hg—1

i) I { I [ v
[ 6 H [
sh #
v r T . " IE — Y
. t =T | T 8 |
-7 T 5% T w3 ]
(] | A 1 20 18|
[

When the piece of music is in triple time, §, §, each figured harmony
has half the value of the bass-note.

| ~
q___ :F:_‘L__J ] J
£ . 3 | L.
il e =) ‘ ‘x 1 7 Z
[e] . . . >
30 T [ .4 Ha—1 v
5 6 7 5 6 7 8
3" 4 ; 3 4 ¥ #2 3
. 0 ro T r~20 T 1 1k
s R | 1 T s |
7 e ==es I f | T n |
(o} ot 1L | R 1 =211
T 11 R

When three figures stand over a note in triple time, each of the har-
monies has a third of the value of that note.

N
~ | ) . ~
e ke e —]
3 “i T i 1 118 o S W= AR b ;E’L/___L_ — |
5 1 [ 7
PR 4 1t s $ 83
S5 =0 = H—= et o] [——H
- - 1 —p L I TR Al L O | ) 11
S | - | ) . i [~ 2K] 1J 1 31
o/ o/
o/
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When there are four figures, the two first harmonies have severally
the value of one entire third of the value of the bass note, thus leaving but
one third to the other two figures; ‘e. g.

r ; = Ly_e oF T o
c—e—8 df e —fe—te
= : T
= t 6 LS P B § i A | 1 |
: 1 N W 2 A | d i~ 1}
(it l I ; I ls ?‘; " : 64 27 8%
3 6 7 [ 5
\ % 4 5 4 2 2 & Bz F Bs 4 5-4 3
. T ) ) — 1—2—T1
5 = > I = 1—¢ g |
= = &——H > (&= W 1= 18 |
H—< (P | ¥ - 11
[ B

When figures are placed over a dot, the harmony thus indicated is to
be placed before the note which follows after the dot, and the duration of
the intervals is to be reckoned by the note preceding it.
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The same rule is to be observed in case of rests, i. e. should they be
longer than quaver rests; e. g.

Y Y 1 18 |
li=an  d— | 1
H- = a1 & |
5 1 T i1
& - z
&
; 2 6
3® i I 0 |
5 1 = 1 I 8 |
| 5 |
—< )

—

|

All figured harmonies, on the other hand, which are placed over a
short (quaver or semiquaver) rest, are to be pfayed as they stand, i. e. over
the rest, and the note immediately following determines the origin of the
chord; e. g. .

2N
=

!
l

i

Those harmonies, however, which are written over a long rest, are
indeed to be played over that rest, but they are formed with reference to
the preceding note; e. g. :

e it i — G
7 73 = il o= 4 ¥ s
H——————¢ f T o o—is—1—>—H
) e i 1T I ]

A horizontal stroke intimates that the accompaniment, as consisting of
the preceding harmony or single interval, is to remain as it was.

! e a.___l{_p T ) | | 1 Z -90_
ﬁ__% + < | I— e e e
H-% S | — 2 it v~} 1) A Z—11
6 - .
- 4 5
- h = i % b3, O, ~
| T 1|

= hﬂad'i—a—-;—ﬂﬁ; 52 e

Nevertheless, the chord or interval may now and. then, especially where
the movement is slow, be struck again. — Over all passing notes in the bass
(denominated irregular melodic sequences) which, although occurring in the
accentuated or rhythmical parts of a bar, do not harmonize with the chord,
is placed a stroke thus /; over such passing notes as agree with those for-
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ming the chord (and which are called regular sequences) is sometimes drawn
a horizontal line, but not always; e. g.

¢ A RS

. .
s q o ) Y N_7= 18 |
‘Aﬁﬁ% - 1T 3 |
_‘_g B S S— | ) = |

3 74 1} .~ 11 5 11

Passing notes. Regular sequences.

After two, three, or four figures placed over each other we generally
meet with as many horizontal strokes; that is, in cases where it is not ne-
cessary to change the chord; e. g.

g — iz =3
- {4 [ | B | |4 11 ) B Lo 11 1 18 |
_”_5 T N T | WL 1T } i i =7 18]

T’b =

¢ sii= 4 = or. H oy

4 3 = z - I é é -
o 1T 1 -~ 11 8}
e A e —a =t
' 2 1 - ! i i ! 11 (4 ’;r 18 |

Where the rules for the distribution of the figures are to be infringed,
and the duration of the notes in the accompaniment is to be varied, the
composer is to insert a horizontal stroke between two figures, as a guide to
his intentions.

T—8—Z- T ] ' (4 =
—0 -
- = | ] 11 f———*J——F——H
& 11— t T 4 T T i §
= 11— It 1 T —1T
i3
IS 8 S instead of: ; 5 e =

s = T T T—z 8
fhaw 7] 11 1T I ) 17 8 |
= 1T o I 1 11
I 1t 1t 1 1t i

The oblique stroke / placed over a passing note intimates that the next
figured harmony is o be played at the same moment as the interval over
which that stroke is drawn; e. g.

Zs [~4 i |
n & 18}
il ~ (4 8 )
G 11
ey
3
= 3
0 -
.___'.—F__’_:H____.

N

A half-circle 7 drawn over a figure (this sign is called, after its inven-
tor, Telemann’s arch) is used by many Composers to indicate :
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11

First, the common harmonic triad with the lesser Third and the dimi-

nished Fifth; e. g.

)
&z H b . |
m ~ 1 14
il ) 7
%3 1]
ey
— —~
5 sh
q- I n
. 11 7 19 |
= = ] 8 |
& 131 18 |

Secondly, certain imperfect chords,
wanting; e. g.

in which any one interval is

= 1 T Z. T 1—5% )| I—% T
=
3 1 1 it - =i ===l

e instead of: or: e instead of: ¢

o 72 11 | 2. 11 I '!LILIJ 1L I 'a/) 1B )
(1 11 1 1F i ¥4 11 1 a1 1
= 1L | H ) 11 | 11
11 A1 H | 1 1 | 1
Thirdly, different kinds of Suspensions; e. g.
D
les = 1L
m i e H
i
G/\—
5 4
°—a_____"ﬂ_
g' n |
JX

Fourthly, harmonic sequences, upon a ground-bass.

I

1ty S, gy
EEESELE SREEEIE

T -
g & b T 2 = i 15 |
. L._lp_—’ T io- Ei. 1 ! - 11

T ===t

Fifthly, passages that are to be accompanied by two-part harmony,

as for instance ;

- H—

)
il
]

TT N

1
i )

I

53
J

57 }’ g

[
w3 4

l

S —fr—r—r—7—

iC
b

in which case, if the Composer does not desire the full chords, it would
be advisable to write ¢ due over the figures, to avoid mistakes.
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— — — TS o ¢ ~

#'ﬁzgzlzte ) ] | 1 T na

‘rrg 2 u | g = i I} IQ 1 : i 1 18|
a due.

9%‘*%%%%

Where the words unisono, wnis., all' unisono, all’ oftava are written,
the passage in the bass-part is to be repeated in the octave immediately
above, by the player’s right hand; when the accompaniment is again to be
enriched by chords they must be indicated by thé proper figures; e. g.

. o pil-o 2 ] A Ny
[ | | B I ol I~ | ) | N S ) Z=we Z _a_::H
3 l e
l.H___‘ N -t %EIZF_H_‘@___!_. __l_o_ ) W
163 r | Y ey Y [ | _—Y 4 | 18 )
Ty g + ll-l i
unis. 4 5 =
o £ . tﬁ—-ﬁ--’- . 6 2 6 <A 3
s Py (T2 &
w1 i S o i i | 9 Zi ] n
1 7 “—H—ﬁ"'ﬂ_'i—ﬁ‘—d—k—"—ﬂ—FT“H
1 Y el =0 — | - 1_ = 1 1l |

Tasto solo, or the abbreviation 7. S. means that the bass note is to be
sustained without the addition of harmony until the reappearance of figu-
res; e. g.

T T T T —= 18 |

H === = 1 = =G H

3 1 =i 1 1 {720 | —H

+3 ' —&

TS q
— 3

7.~ R, oy B (e~ Ny e G, iy D Y S DY) — 8|

. | — & ] D i / i - | 8 |

I | | R | = ) ¥ (e = foa~
1 +—— 4 v | } o— —~—1]

It would be advantageous to adopt the sign 0 to indicate a pause in the
accompaniment, this being more appropriate than T. S. and more quickly
written; e. g.

1
1553
T

i
;~L]
!
%Tgc
' Ll
ﬂi
-

) § ! B ) H
e ..—-»t&“‘aj:%%
Py = i 0 " 3 :Ld
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'SECOND CHAPTER.

All Discords must be legitimately prepared and resolved; i.e. they
must previously have been Concords, and be capable of becoming so again;
they may be resolved either from above or below; e. g. '

fan)
Ll o ;
—'—9?"——"]—& ~H— T H—
it . e -
I I | - ™ —

6
4

b~ $ 2 5 6
i—TEEEI—r_ —1—%‘:-:!1:?'%4:!0:!7—%?:{1:

Discords of every kind may be played freely and without preparation
over permanent (sustained) basses; inasmuch as they cannot be prepared
ou account of there being no change of bass, which very circumstance ren-
ders their preparation unnecessary; e. g.
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The insertion of a sign of transposition, whiech lowers a prepared Dis-
cord by a tone or semitone, does not invalidate its preparation; e. g.
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In like manner we often find one Discord resolved into another; e. g.
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Sometimes it is not resolved; the progression of the fundamental bass
supplying the place of its resolution; e. g.
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But even where the resolution of a Discord is delayed for some time by
the introduction of other Discords, it is still indispensable to resolve it,
sooner or later, into a Concord. This kind of writing is called a retarded
resolution. ‘

Occasionally the right hand does not await the entrance of the bass-
note over which a Discord is to be resolved, but anticipates it; for in-
stance :
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Both cases are termed Anticipatio, or a forestalling of the resolution.
A. Anticipation in the treble-part, when the oblique stroke / is to be
used, as in the case of the passing notes before mentioned.
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B. Anticipation in the bass-part, to indicate which the horizontal
stroke — may be used, as in case of the regular sequences.
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When the bass-note is repeated by the next chord in the treble-part,
before the Discord is actually resolved, it is to be viewed only as a change
in the harmonic position; e. g
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When the note by means of which a Discord is to be resolved (by the
right hand) is taken up by the Bass, we are to regard it as another form of
resolution; the Discord is then in fact resolw'ed by the Bass; e. g.

e e e

|
1
|

sh

vl

W

z 5 % a

o
~

° —9’-&5——]-—&
bt i

Q

AR

EEE

]
.
&/

1
=
[~

Short notes (as quavers) seldom have an individual accompaniment.
When they are struck without accompanying intervals they are called pas-
sing notes. Single notes of this kind are not figured; where there is a
group of them a horizontal stroke is drawn over them, extending as far as
the right hand is required to pause. This occurs in all sorts of measures
.and tempi, and in very varied shapes. Sometimes half the number of no-
tes consists of paésing notes; e. g.
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Sometimes less than the half, and this is more common; e. g.

:
1 v ] %4 e .
11 .. £ @ i ¥
13 1 Y vl | 18
G N i
p : |
-
“E%Eﬁ-—

~ If the piece of music be in quick time, and the notes are short, we
often find the greater part of them passing notes; e. g.
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On certain occasions, which will be recurred to in the following pages,
we meet with what are called passing intervals. These are of three descrip-

tions :
First, when the bass-note is permanent; e. g.
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Secondly. When the intervals forming the accompaniment remain un-
changed, while the Bass moves on; e. g.
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. Thirdly, when the movement is extended to both parts; e. g.
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When the accompaniment falls only upon those notes which, in re-
spect of their rhythmical value, are the longest,‘ the passage is called regu-
lar (transitus regularis) ; when the passing notes are of equal value, the first,
third, fifth and seventh are the lopgest {on account of the accent); the fourth,
fifth, sixth and eighth are shorter: e. g. .

. s. L s L s. I s. Ls. 1. ysaaloas I s il s
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In case of the accompaniment, which properly belongs to the shorter
bass-note, being anticipated, and thus falling upon the longer note,. the
passage is termed irregular (fransitus zr’regulam), and is said to contain pas-
sing notes of permutation: e. g.
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Besides the usual and far preferable mode of distinguishing this sort of
notes, viz: an ‘oblique stroke /, we find them often indicated by a circle
or half circle, O, \_ , and sometimes by the sign +; e. g.
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This irregular transit consists in fact of those anticipations of Resolution

which have been already mentioned.
Beethoven, Studies. 2
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The Discords which arise from the transit in both parts, above and
below, cannot always be resolved at once, even though they may have been
legmmately prepared: e. g.
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This is also the case with those chords which by means of an enhar-
monic change in the modulation appear as real’ Concords : e. g -
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The accompaniment is called united, when all the intervals belonging
to the single bass-notes are played by the right hand; e. g.
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If, however, two-or more notes are played by the left hand also, the
avcompaniment is called divided; e. g.
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THIRD CHAPTER.

Fundamental chords are those which éive origin to others, and are of
two kinds only; the perfect or pure triad g, and the chord of the Seventh
i; all others, which are derived from these, are called chords of transpo-
;ition or secondary chords.

If we write a Bass which involves nothing but triads and chords of the
Seventh, that bass is in fact the real fundamental or ground-bass.

6 -~ 8 6 5 7 8 4 6 5 g
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A Discord*) is usually resolved by a diatonic interval downwards; but
there are some discordant intervals, especially those termed extreme, which
are resolved by a similar interval upwards, viz: by ascending; e. g.
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If the Resolutlon which ought properly to be made in the upper part,
be carried over to the bass or to another part, it is called a permutation of
Resolution: e. g.
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that is, when the Bass takes up one of the intervals belonging to the har-
mony, before the Resolution occurs; in consequence of which both chords
are based upon one and the same fundamental chord; e. g.
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*) Thissort of Discord is com:nonly termed Suspension: our, english musical

phraseology does not, hitherto, admit of very nice dnstmctlons spéro meliora! P.
] *
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If, on the contrary, a whole chord, or only a single interval, be
struck in the accompaniment -before the bass-note changes, it is called an

anticipated Resolution; ec. g.

This proceeding
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can only then properly be termed an Anticipation

when-it occurs after a Discord; for the second Example shews that the false
{or diminished) Fifth, which forms the preceding Discord, is in reality resol-
ved beforehand ; but this is not always the case; e. g.
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The fd]lowihg Example shews that precisely similar Anticipations may

be made in the bass.
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Where we have passing notes, those which are ingredients of the chord
are to be observed; these are called harmonic secondary-notes: e. g.
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In a similar manner the strict Resolution may be avoided; e. g.
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And likewise over a sustained bass; e. g.
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also by changing the Discord into a Concord, and vice versa; e. g.
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The pure triad is a chord which. may be played without the guidancé

of figures, but if figures corresponding to its intervals are placed, singly or
together, above or below the bass-hote, they have a particular meaning.
Sometimes they indicate Discords which are to be resolved into other harmo-
nies without change of bass; e. g. . ) '
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sometimes, when Discords.fo]low, the triad is symbolized beforehand, for
the sake of perspicuity; e. g.
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sometimes it is well to distinguish one note of the accompamment which ap-
pears to be a passmg note; e. g

s 3 w30
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Accidental major. Thirds are generally to be found mbving upwards ; in
four-part harmony they may, however, descend; e. g.
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The common signature for the chord of the Sixth is -simply the figure 6
occasionally we meet with symbols for the other integral parts of it; there
are various reasons for this. ;

All unmelodic sequences may be avo:ded by doubling single mtervals

. g
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This artifice becomes particularly necessary when a Fifth follows di-
rectly after a Sixth; the Example shews what intervals may be doubled in
this way, and some varieties in the position of the 5th and 6th;
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In-the free (or florid) style the Sixth {s freguently used in conJunctlon
with the Octave: e. g.
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When the Sixth is p]ayed toaether w:th the dnmmshed Octave, no
other interval is admitted mto the chord :

t‘t-o-

The augmented Sixth is a Discord which may be used without prepa-
ration, but must alway@be resolved upwards: e. g.
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The Discord formed by the diminished Sixth is of rare occurrence; e.g.
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When in the accompaniment (written over a figured bass) the position
of .the Third or Sixth is altered by means of a short note, the foregoing har-
mony is to remain as it was, whether the time of the movement be slow or
quick. — .

Now and then a sequence occurs, in connection with a chord of the
Sixth, when it becomes necessary to adopt five-part harmony; e. g.
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The supposititious, diminished harmonic triad is usually either not symho-
lized at all, or only by the sign of the . false Fifth (5p). In the sharp keys
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a Natural (h‘) is used to indicate the false or minor Fifth. Occasionally we
find the other figures indicating this triad placed over the fundamental note;
but inasmuch as the chord of the Six-five (¢) with the false Fifth is often
symbolized by the figure 5p or 5h it is advisable to draw an arch over the
8 (3 or 5g) where we intend the diminished triad to be used.
The supposititious, augmented harmonic triad consists, in addition tothe
extreme Fifth, of the greater Third and the pure Octave. This chord is in-
" dicated by the symbol of the extreme Fifth, viz: &, 51:} or, if it be prefer-
red, by the otlier figures corresponding to it. Thls form of the Fifth is a
Discord which may not legitimately be used without preparatlon and must
always ascend: e. g. )
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The same interval, metamorphosed by a change of bass into an extreme
Third, is commonly used as a grace in a piece of vocal music in slow time,
and as a gentle transition to a new modulation; e. g.
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‘The chord of the Six~four is indicated thus, §. The diminished Fifth
must be prepared;. the perfect Fifth may sometimes be used unprepared;
e..g. ;
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Here the perfect Fourth is in fact not very dissonant, but this does not
remove the necessity for its resolution, except where it occurs in a transi-
tus (sequence of passing notes) e. g.

>
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The pure Fourt
Sixth,

h may stand in conjunction with the greater or lesser

and be resolved into the perfect triad; e. g.

But this is not

tionary, because other harmonies are often indicated by a
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always necessary, whether the Bass move on or be sta-
a set of figures,

which harmonies may indeed postpone the resolution of the Fourth, but do

not annul it; e. g.
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When, in-a chord of the Sixth,

the Third is delayed by the presence

of the Fourth, the combination is a very delicate one and is best treated in

three-part harmony

Sixth than the Octave.

both the consonant

and must also descend.

ticular sign, for the

; if a fourth part be required, it is better to double the
In a passage of this sort-all the three Fourths and
Sixths may be used; but the Fourths must be prepared
It is therefore necessary to indicate them by. a par-

convenience of-less practised players. Where the di-

minished Fourth appears, it is in connection with the diminished Sixth; e.g.
lem ] N 0 ] 5.
—— R e J———}
= SEE SEE =0 ol
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The augmented Fourth is conjomed with the greater Sixth; e. 8
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The pureFourth is conjoined with either the greater orlesser Sixth; e. g.
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When the chord of the Six-four, consiructed over a stationary bass,
follows or precedes a chord including the false Fifth, three-part harmony
must be retained: e. g.

E
SF

If, however, a fourth part is to be admitted, the Sixth must be dou-
bled (as in the former case) and the Ocfave omitted; e. g.
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The chord of § is here shewn as a transitory bhord, the passage is
properly written thus :

____9 g —— _;"_ 'P'z L i l L J p‘ ”
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Where the extreme (augmented) Fourth oceurs, as tran51t0ry, the bass
is not always allowed to descend; it may also remain stationary; e. g.

-
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In the following Exalﬁi)]e we find the extreme.Fourth occurring prema-
turely, by means of Anticipation, instead of being carried over, somewhat
later, to the Sixth, by the medium of a passing note: e. g. .
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It is well to make a change of bass effect the resolution of the false
Fifth, and also to arrange the figures as if the second note were to make: it
pass into the Octave; e. g.
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We someumes meet with the pure Fourth and the Sixth (§) immediately
* preceding the chord of Seven-five (7), in which case three-part harmony is

to be used. .
7 re— vq—gﬁ—;ﬁz—_gg:—flh:g{ = Hﬁ
[i[" T v }.'5 f===s| : i }ﬁ .Y 7 E]
WD
l’; b 1 H i
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in succession, are also

s Y 1

When the bass ascends, the chords of § and ¢,
to be treated as three-part harmony: e. g.
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It would be incorrect to write the chord of Six~four for the sake of a
passing Fourth: ¥ ; B

]
et e

|
T
1
1

| §
1
1
] oy

because this is only s;;.ited to vocal music, and in the strict style ought to be

written thus:
g! é-.. e e

L. &t 8 |
. e~ g
L% l;
The chord of Six-four-three is indicated by the Signature %, and the

figure 6 is only added ( i) where a sign of transposition, #G or 6, b6, 56
is required, or when that ehord effects the resolution of the Dlscprd e. 8.

, S ER ~ | .
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" | Pz2 -8z Ifs—er] vz
1 7] 1” 1 wr =1
a2 1 1 —
H3 f — I
ke | 3
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Lo T | 2 e [ T { S f— 7 3
TR S et Sy S— S R | S— o E— | o w1 &
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or when that chord passes on, by a transitus regularis, to another interval,
the bass-note remaining stationary; e.g.

[~4
e \W/%H—
hs 7 1
6 = 3
B 1 ¥ H : 7[1
EE——ae

The lesser, greater .and extreme Sixth, the pure and augmented
Fourth, the lesser and greater Third, are the intervals which occur in this -
chord; e. g.
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Instances of  the major Sixth connected with, the extreme Fourth and

greater Third;

—

.
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1 Z7 11

Instances of the minor Sixth connected with the pure Fourth and the
lesser Third; -

Instances of the major Sixth connected with the extreme Fourth and

the lesser Third;

F por M- 4= G———— kg_-#‘ < T e
5= 111 Yz Ve ) . 1 vy H
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‘Instances of the major Sixth connected with the pure Fourth and. the

major Third;
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Instances. of the extreme Sixth connected with the extreme Fourth and
the greater Third; e

q
i

It is sometimes necessary to include the Octave in the chord of Six-
four; not so much on account of the required fullness of harmony as on ac-
count of the resoluhon of a previous, or -the preparation of a subsequent
DlSCOl‘d e. g x

U5 Jam = = ————td
§ A, ]
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1 Py ) 11
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i 5 e i I 11

e | ) )

chords of the Sixth are to be played, because 3 would grate too harshly
upon the ear, as not agreeing with the melody. In harmonic sequences like
the following it becomes necessary io make the accompaniment fuller; e. g.

_-',:;LQ_JJ o J'AJ Al-_;g ;

g i # 4 2 L s
2 4 = =
s 3 - -] hz 3 = sia - % .
G ) o- P -3
S T—{ o WY | . SR | 7] o 1 |
) Y 1— S, S W ¢ A | | i ——e |
Z = = ] e i 1 =" LI e b |
1 LA A0 || T { Ira ;G 0 W | |

The chord of Six - five consists of the Third, Fifth and Sixth; it is de-
signated by &, or(occasionally) by the figure 5p, viz: when the false or
flat Fifth is admitted. Three kinds ofSixths, the extreme, major and minor—
two kinds of Fifths, the false and the pure—two kinds of Thirds, the grea-
ter and lesser—may go'to form this chord: e. g
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In the next Example is-shewn a permutation of the harmony and an
Anticipation of the transit: g
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Sometimes the Octave must be adri)itted as a fifth part, on account of
resolving or preparing a Discord :

”%@% 42

5= e | e
5 = g
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1 I S O S S R~ R | R § It ] |

When the chord of Six~five is resolyed into the Six-four, over a statio-
nary bass, the Octave is taken as a fourth part, and the Third is omitted;
because thé correct writing of this combination is the Six-four harmony
alone, the Fourth being thus kept-back by the intervention of the pure
Fifth, and the latter in like manner prepared e. g
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But if no Fourth follows upon the Fifth (the bass being stationary, as
aforesaid) and other intervals succeed, or the fundamental note is changed
(moves on), the usual accompaniment of the Six—five harmony is to be retai-
ned. In the above cases it'is customary to draw an arch over the 5 (%),

and this is frequently met with in organ-poeints: e. g.

| ) I R :
d T J =
(==t — B
1 ] - b3 H : ¥
AT -t f T it L . it
H3— = ! : ] ! !
NI ) s & ¢ 3 & h
Sl.ogE 8 8 7 § - 4+ =z L s 3 F-
: [ T 0
—o———1 o — =7 - —< ——1
pa ) 1T T 1 I 1y
% 1T 1T I T
-
ot
b T .l T I T L Bl T b T T 1
- 'y 4 8 7 8 8 7 6
{ 81772sz? 3 > ’gk‘zc 5 b :.sh-
b ™ 3 e
e e—f et eror—e
: = 1t i T o | T
| >3 —1 | DB § e B £ £ —1 1
e “ T hy P 7. = E o1 g 11 Z7e e I~ 1
; e 144 -y I —) vad L~ ) 1
i e A Y § | #®— 1 — 0 1
At =t = L — § i 1
H3— ; — ! + | ]
5 8 7 Ks [ 8 b7 6 4
ﬁ Dl £ d T ag hg % b gt S
T T & rT—eo—n
5 o 0
—o——eo—_fol 5o < <12 1] 1= 8 |
= EafalE el Emslaet oy SR = i1
\ t 51 e e i P ) o e

In this chord the extreme Sixth is always united with the pure Fifth
and the greater Third; e. g. - r .
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The following examples shew that the Sixth with the false Fifth may be
struck - together without preparation, .and this even in the étrict style of
composition :

I J%Hkﬁgﬁﬁt@*—?ﬁiﬁ
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This unprepared pure Fifth aﬁd, resolution of a Discord is explained
thus :
ZWW“J“JW#—%—!J%?@:
:ttg" :F_‘::‘ﬂ__F_F_;_u__ r _:l_':r_—g.
s T b

et T

The retention of a convenient position of the parts, and of the flow of
melody, as also the observance of pure progression in the bass and treble,
are justifiable reasons for using the false Fifth without preparation, which
is by no means indispensable. —

The false Fifth is sometimes played together with a duplication of the
Third instead of the Sixth, although the Sixth Wwould not have interfered
with the modulation’; this is done in order not to offend the ear by a repe-
tition of the Sixth when the foregoing Discord is resolved. The Third is often
doubled for the sake of keepmg the melody uninjured, and also to avoid bad
partwntmg, e. g

b=l = | + g J 4 l:«l. TIPS
A -?—IE—F—_ '—‘ _&—_—-ﬁiﬁwﬁzﬁfﬁ—.__
1 S I = i 2
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E e e e e
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Beethoven, Studies. 3
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The Chord of the Second consists of the Second, Fourth, and Sixth.
The signatures for it are 2, or 44, &, ﬁi by which the 4th is raised) or 4,

6

oder: i. The Sixth may be major or minor, the Fourth extreme or pure,
the Second perfect, diminished, or augmented. The dissonant interval
always occurs in the Bass, either as a bind (suspension) or as a passing

note, and is always to be resolved downwards; e. g.
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When the perfect or major Second is conjoined with the pure Fourth
and major Sixth, the Fourth may ascend or. descend, it may also remain

stationary: e. g.
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The same liberties may be taken with the ftreatment of -this interval
(the 4th) where it is connected with the perfect and the diminished Second
and with the minor Sixth; e. g.
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When the augmented Fourth appears in conjunction with the perfect
Sixth, it may subsequently remain stationary or ascend; and similarly when
it is connected with the augmented Second and major Sixth; but in the
latter case the extreme 4th may descend in a transitus, provided that it be
carried up immediately afterwards; e. g.
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Sometimes the extreme Fourth may descend by the extent of more
than one interval ;

I i

The Second is doubled in order to cover the bad progression caused
by this descent; e. g.
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No figures are necessary to indicate the conjunction of the major Sixth
with the extreme Fourth, and of the minor Second with the minor Third.
The extreme -Fourth is taken together with the extreme Second, and wnh
the former may be taken the perfect (or pure) Second together with" the
major Sixth; in which case the double-sharp signature (4u, or'X &) is to

be used: e. g. .
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In a case like the following the Sixth must be written with the sign of
transposition, viz:
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The chord of Five-two (§) confains in fact onlty the Fifth and Second,
but appears sometimes as a four-part harmony by the *duplication of one or °
other of its essential intervals. Its signature is 3. — Both the Fifth and
Second are pure, and the Discord is formed, as in all suspehsions where a
chord of the Second is concerned, by the bass; e. g.
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When there is an irregular transit, or passing notes of permutation
occur, the augmented Fifth is sometimes to be met with; e. g.
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The chord of Five-four-two consists of the intervals implied;, the 5th
being major, the 4th and 2d pure. Its signature is Z, e. g.
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The chord of Five-three-two consists of the minor Second, the major
Third, and the pure.Fifth. Its signature is the figure 2 with a Natural, and
the symbol of the major Third, viz. a sharp placed above the 2; e. g.

J_ o S )
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This chord occurs sometimes in the irregular transit as an anticipated
chord of Four-three, and is conjoined with the major Second and minor
Third; e. g. ' s
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The chord of the Seventh may appear in three different forms; 1st with
the Third and Fifth, 2dly with the Third and Octave, 3rdly with the duplicate
Third ; its signature is 7 or 7 ; its ingredients are the diminished, the minor
and major Seventh; the extreme, the pure, and the false Fifth; the greater
and lesser Third, and the pure Octavé. — The Seventh is a Discord which
may be used with or without preparation, and may be resolved upwards or
downwards. Passing Sevenths may also be used as suspensions.
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Ir the Seventh be not struck at the same time as the first bass-note of
the bar, it must always descend ; e. g.
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Chords of the Seventh with the greater Third:
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Passmg Sevenths must be very carefully freated; e. g.
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None of the passing notes which oceur in these harmonic combinations
are to be figured: '
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Good progressions of the Seventh:
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The chord of the Seventh is twofold; it consists either of the Seventh,
Sixth, and Third, or of the Seventh, Siith, and Fourth. In the former case
its signature is ] 7, in the latter case the Fourth must also be indicated over
the bass-note, and to the chord of resolution is generally annexed the symbol
of the Third, as well as that of the Fifth, viz; g 5
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In the transit we sometimes meet with the Second instead of the
Fourth; e. g.
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The chord of Seven-four is symbolized by ]; it contains, when complete,
also the Fifth or the Octave. Its ingredients may be the major, minor, and
diminished Seventh; the pure Octave, the extreme, pure, and false Fifth;
thé'dhninislled, pure, and extreme Fourth, which last may be resolved at
the same time as the Seventh; e. g.
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In like manner the Fourth may be resolved before the Seventh, and
the Seventh before the Fourth; e. g.
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The greater chord of the Seventh consists of the major (as oppgsed to
the diminished) Seventh, and is ‘expressed by the figures 5; it is-sed as a
passing chord and as a Suspension, and may be made a five-part harmony
by the addition of the Fifth; e. g.

The chord of the Ninth consists of the Third, Fifth, and Nmth it is
expressed by 9 8, when the Ninth is resolved over the same (a permanent)
bass-note: but if the Ninth be resolved over a subsequent note the figure 9
is sufficient to indicate it. The greater and lesser Ninth, the cxtreme, piire,
and false Fifth, the greater and lesser Third, go to form this chord. The
Ninth is a Discord ‘which ‘must always be prepared, and is Tresolved by
descending; e. g.

JAJ -' T J/TJ T 11-1—0- J*E#J—%H“E—Jf:‘%
:E\ 7'2——_ ‘A__.C[L =] g |_— = r

¥
N S — == 4 7= 17 .4
e e =t s —==Hil
ey S i et Fvl f B |
8 6 9
6 s 5 8 5 0 5 8
R e e
M e =l 4 - 8




SYSTEM OF THOROUGHBASS. 49

It is not always neeessary to resolve the Ninth; its resolution may also
be postponed; e. g.
P g J ~ J
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%—;L&tﬁ—#:ﬁ:é:ﬁ——‘:tlr*g—@fzﬁ

The Ninth must never be prepared upon the Qetave of the foregoing
bass-note, because this involves a false progression: see the example :

— | —

< 5
= =0 f —3
1 1 F 2 il 1 - | I | H N et I 1
AL 1 & it 1T - 5|
8 8 9 8 8 E b 8 8
v J L i iC T ) L |
LIS 1 11 | o H [ . ¥ |
il ) 11 [~ b’ H . i [l )
| 11 1 1|

.concealed octaves.

. The chord of Nine-six eontains the Third, Sixth, and Ninth, and is
expressed by 2 with the neeessary signs of transposition annexed; forasmuch
as all three intervals may be major or minor: e. g.

e

DA 5o o
& =7 —=
ﬂ“-ﬁfﬁﬁﬁfﬁ st ”ﬁ _0_.1%

&
9———1—+—o—++—-+ﬁ‘—‘ ﬁéﬂ;“—“ﬁ:ﬁ#———tﬁo:b:#

J;z. d J 4= ]
—;gzﬁﬁ%ﬁ—ﬂ ==z
better.
C poh LW Rt
aﬁFﬁ%ﬂ:ﬁ—ﬂs—?ﬂl—%Hﬂﬁ—ﬁ—

The chord of Nine-four consists of the Fourth, Fifth, and Ninth, and
is expressed by 9; in case of these two Discords being resolved, both at
once, over the same bass-note, the figures § are superadded fo the signa-
ture; e. g.
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g e o s sl sonplid )
1 L | &
’ _; .%9 9—_./‘ L = b — &_
i) =5 2“:'12:1% o =
I~1 1 | T | N £
] 9 8 [ I ] 9 8 b7
H + 3 VI AC L s 4 - 3 s
1, . . . -
e 1T I B 7 | I 1 =11
. 1= N | sl = I .~ I § |
i e g o | R ) L~ | S S o T ) I s § |
== 1 ol — 1, B I 1 1

In this chord the Ninth may be either major or minor; the Fifth is
alternately extreme, or pure, or false; the Fourth is invariably pure; e. g.

22 | J N
- n 1 FE e =
o o R | e S e | o s
= =t Dt o2
e B! B - -
) 2 Lte " 2\ e
7 4 % § ] H 3 3 bs b 5s
D | 1] | 10 ; ] 1T ] 1=
- —z g 172 11 I | 1} 1= 1=
B | o e . e e e L1 3

If the Sixth be taken instead of the Fifth, (which may be perfect or di-
minished) the Sixth must be specially indicate(i in the siﬂnature' e. g

S TS = | -
r:%—‘-t:jh; '—E
o .
: R O R o

The chord of Nine-seven includes, in addition to the 9th and 7th, also
the Third: it is expressed -by ¢ with the proper signs of transposition. If
these Discords (9, 7,) be resolved, both at once, over the same bass-note,
they must descend to the 8th and 6th; e. g.

d=J - = = =1
E { 5 [~ I .J 1) H - 1 a1 J —
Iy el 2 Fli—— E
o | ] £t 2 —
s~ 49 8 9 $ 9 8
y 7 s é 7 - 7 7 [
0 T T g F—
:'_"'1_"‘—&__"_'”'_1_']_—"_‘{—;'“"_'1_% H=

A

All three of the: intervals formmg this chord may be major or minor,
ad libitum; e. g. i

) P j |
: "S::’_'u 2 ¥
s —5——o— ——
e X .
11 - F
TF T n; ’ 8 l;
3 —_— 6
I 4 » 6 s % 4 #
0 T | 111 { T T¥
D | T 11 Tz~ - 18 |
o —= . i =] " 1T 8 |
I It = | o — 11
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If the Fourth be taken instead. of the Third it must be indicated by the
figure 4, and as this interval precedes the other, the transition is easy, nor
is it less so when the Fifth, which (in this combination) may be pure, false,
or extreme, is annexed to fill up the harmony; e. g.

S e s iy VRN
= 1T A1 FT e ) 1T 1 = | DN | IT ) J ¥ ey
- ; j‘E’ﬂ /1.!} Z | g;r 1 &I o o I ] ., J S
1 3 ¥ | 1 | F\l—— 6’ . ?: I ?‘ " :Fr'—h& |
9 8 9 8 9
T 7 6 [] 7 13 9 81 17 B 5
4 3 5 4 3 5 7 6 35 - 5 4 6
] T ||
| e Hee—A Lk H
‘——h—Hf——:tIi—d—l-—&—-—%—a—ﬂ—Lk—l——L—}———H—ew+ﬁ———H

The ingredients of the chord of Five-four are the Octave, the Fifth and
the Fourth; the signature for it is 4 3, or 37 in cases where the Fourth is
resolved immediately; where »rjesolut_ion of the latter interval is delayed the
single figure £ is sufficient. The pure and false Fifth, the pure Octave and
the Fourth are included in this chord; the latter must always be prepared

and be resolved downwards; e. g.

i

I~ e e o
| SR A 'ﬂi—EE’Fg =
il == I 57 1 ‘ 7
3 —9 = ==t » 1t—p —
[ - : t | 7 l
7/ 5 s
\ b
= _i:ﬁ::]t‘*_‘—‘l:t‘:ﬁgiﬂzlzl—ﬁﬁf_ 7 :—.‘:ﬂ'__j:;‘-Em::ﬂg
1L
r Y = J NE Porasy ‘ f T, - 4'
— e e e, ;-,g
et S ee gl =] #EJF]
i T f | ® .
{ 6 6 4 L 6 | 6, = |
H 4 3 H 5 4+ 2 bs ba 3 6 4 ]
. heal o ey -
T P W e | s I | .~ A im0 | [Ep=—=|l=caT n |
. I | | Pl [ | o 1 H ! r ] | 3] 11 = 8 ]
1T g = 1 { | ! ' ] f=] N g 1= u
1 1 1 I i — 11 i B . 2 [ M A Il i g |

In the free or secular style this chord is sometimes used as a suspen-
sion, consisting of the pure and extreme Fourih, unprepared, together
with the Fifth. . > :

In No. 4 the pure Fourth-is taken as the next interval descending, and
is-also reached by the ascent of a minor 3d;
AP R

=y

No. 1. ! F i '
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In No. 2 the extreme Fourth is introduced, and prepared by the prece-
ding note.

] Loy M|
[ I . V. R | ] 1 | J 11
3 ~ I b=’ & 1 (T'_"a } 1 L4 11
T e O e
ﬁ%i 1—2 =
. " —
No. 2. 5 oy 5 -
4 3 + 3 .
. I ) T ri
o, 2 { o 2 ) ] 1
T [ | [ 3 1 " 8 |
! " | | T I Ik
L4 -

In No. 3 is shewn how the extreme 4th may be omitted as a suspensi-
on, and its place only intimated by a signature, the actual accompaniment
having a crotchet rest: s

|
et 8 |
= e
lrs Py l]'
No. 3. l s [
L] 4 3
i p——— :
11

In No. 4 the chord of the Sixth is subjécted to all its permutations over
the first bass-note, and then made fo pass into the Fourth both by the
descent of one interval and the ascent of several.

g N R
e

Care must be taken not to let this harmony be writlen so as to- involve
consecutive Fifths.

.

& s 134 g

]l.l 1 T J:| i ¥ $
L*"*Eﬁzf—l%E :
T el Tl -
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FOURTH CHAPTER.

A series of harmonic combinations (chiefly consisting of suspensions)
formed over one long-sustained bass-note, is called an organ-point, or
point d’orgue. The harmony is often complete in itself without the soste-
nuto bass; this is shewn in the fdllowing examples. The organ-point is
essentially a characteristic of sacred music, and can very seldom be used
with effect in secular compositions.

€ 5 9
O T T | O i O, Gt S T
. 1 | [ | L) | I ) I il D] 5

T Pl 1 1 77 11 U = F ! 11 ot | [k}
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= PR £ WA
— 3 — 3 P o I —H
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7o 1) Ty —2 %:II
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27 b1 e gz 57 - | 7l
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4 27 pz . 8 2 4 b2 8 b7 8 2 ] 3 2 3
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Fue | | B | 1 i |
=l == 7 | 1 B |
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o > — . - - = - e
Tl | = . L&
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| —] | :
o . . e L | ] | - .

P S et St s [ e e =
o = & - (3 — 8-
o e o i e - l—p—F——s - .-——323

R - =1 f e »
[ T T
5 4 7 13 8 6 []
T 4 3 8 b7 5 b7 5 2 5 2

4 7 3
T nb T
> L 4
]
| s +

S )

It is not customary to indicate by figures the harmony belonging to an
organ-point; T. S. (tasto solo) is ‘generally written under the bass-note,
and the organist may then sustain it both with the manuals and pedals.

St g‘?@ J—F =ty

& B

|
- g b7 15w g7
1 =14 L PREWII L2t 2% S
s T } } i - |
. 2 | 7 | ) 22 1B ]
- e | 1 a ] 4 : 11
T e . | — . ‘—Tf 11
T. S ‘
{(without bass.} .
.o ;:’_LTJ -J'uL"i '_&LJ ] '5J ; it j g
- : : S
= %ﬁ—?ﬁ—ﬂ%&i@ﬂ%‘ﬁ%ﬁ%
o~ E I o ~—
W AT T T T e
6 ~—2 5 7 6 & B ; 4 RTINS B8 & 3 - B H7r e K
o T B S s |
~ o [ n | | &7e ™ | T hay o 4 7= Sl | e T 1 11
& U:l - ! j\/ - ol 4 V¥ 1711
-n ~— Tr' .

The following examples, in which the figures are set down, are in-
tended to give a clear insight into the harmony, which, if anblyzed, will
be found to consist for the most part of not very abstruse combinations.
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——= 5 - =

FIFTH CHAPTER.

The entire system of Chords.

The various forms under which the fundamental chord, viz: the triad
as a concord, appears.
The major triad, the minor triad, the diminished triad.

g
ey
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I
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i
:

3
Radical chord.| |~ -

D — 1 8 1
18] 7l 1 = " g
6 c 6 6 ! 6 I 6 % 6
< ;| 6
st permuta- J & = Z .J | =
tion : e J_g_d:gi
the chord of | Hx—2 2 o — Zinar § B~ s
the Sixth. S
6 = 6 6 6 6 6 6 € 6
4 4 4 4 4 4 4 4 4
2d permuta- I Z B | | ] P '
tion : — ’%} z z—%—] ﬁ"“‘&%
the chord of \ {3 —2 el Z— — Al —%=
Six-four. ° z Z = =

Beethoven, Studies. 4
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real chord of the Seventh, appears, together with its three permutations.

Z T e e ey
— bl
major 7th, i minor 7th, minor 7th,
major 3rd, false 5th, minor 3th,
pure 5th, miner 3rd, major 3rd,
; ]
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The Discords shewn in this table are called real or necessary Discords,
because they always maintain their position, and do not momentarily usurp
the place of another interval, or can be regarded as suspensions. They
may occur both in the rhythmical and unrhythmical parts of a bar; it is not
always necessary to prepare them, and they are in general resolved over the
bass-note which immediately follows them. There are many other Discords
besides those given in the above table; Discords in which certain tones are
substituted for discordant or harmonious intervals, and which have the effect
of delaying or suspending the next chord. These chords are termed suspen-
sions, and may, for the most part, be omitted without involving a faulty
progression. They should properly be called accidental Discords, to distin=
gaish them from ihe real ones. They should always be prepared, on account
of their harshness, and only occur in the rhythmical or accentuated part of a
bar. In the free style of composition, however, they are sometimes used
without preparation. —

All “chords which are-originated by suspensions may be subdivided :

1st, into chords in which there is only one interval of suspension,

2dly, into chords in which tweo such intervals occur,

3rdly, into chords in which three or four such intervals occur, without
including the bass,

4thly, into chords in which the suspending interval lies in the bass;
these, however, are termed also anficipations, because the harmony which
forms the root of the subsequentbass-note is played beforehand, or anticipated.

SIXTII CHAPTER.

Chords with one interval by which the triad is delayed:
The chord of the Ninth:
|

|
a(:—d—a—iH%«——u—oﬁH—d——%Hi—k
i _,.H__ﬁ_. =L : ZEEE
| .,19‘ ¥ |
9 8 lc 9 10 gE }9 10 Jz lgo :
——J——%—-’A—@———Hw——l-—a———u—-a—,iw——if-w——d—ﬂ

“This Nintl, here changed into a Second, clearly shews the difference
beiween these mtervals, which sound exactly alike; the difference consists
not only in the dissimilar forms of accompaniment, but in the circumstance
of theDiscord, where the chord of the Second occurs, always lying inthe bass.

The chord of Five-four, or curtailed chord of the Eleventh, designated
by the figure 4, and sometimes by 3.
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The Fifth suspended by means bf the Sixth; '
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The arch ‘over the figure 6 is here very appropriate, for the sake of
marking the distinction between this form of the Sixth. (where it occupies a
permanent place) and its passing form, as for instance :

N

| |

6 5 6

3

o ‘H = —
L | e 18 |
[ . 4 -

._._H_

= =c

.‘
|

L

The octave of the
major Seventh; e. g.

triad is also occasionally suspended by means of the

Fal n " i
\ 1 o B p—
—2— o —
) e —" JE
7 8
z 8]
2 =
| 18
] | 1}
t I z n
| 1

Here the difference between the majdr Seventh and the real Seventh

(which descends by a tone) is observable*).

fa ersea ]
A7} } 1 X -
= o 1

~— v e

i7 s

7 A 5

2 3
. g { - 11

e e |

t 18]

*) This is obscurely expressed in the original; the singularity of the passage
consists in the permutation of two intervals, viz: the note B, which in the 4st chord
appears as a 3rd and is then changed into a major 7th, and the note F, which in the

- 1st chord appears as a minor 7th and then becomes a 4th, — though this change
is fallacious, as thé note F continues to be a 7th (in the 2d bar) if the bass be

written thus:

2
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Chords with one interval by means of which the chord of the Sixth is
suspended :

The chord of Nine-six; e. g.
jcp-
€
3

T

B e e e =

ey } 1 1@ 18

The suspension of the Third by means of the Fourth, in the chord of .
the Sixth, gives risé to a discord of the Six-four chord; viz:

S e B | R R S | e o
@ 4 r S "i:é o1 5o 77 g |
AR - F 2 3 ﬂ “

AT L

6 - 4 6 - 4 6 -

43 3 + 3 5 A 3
o 5 — = e | [
Lﬂ?ﬂg&@—ﬂj—d—f—v—-}{:—

Sometimes also the Sixth (in the chord of the 6th) is suspended by the
Seventh ; e. g. %

SRS e
L . —a =
<7l f the Fifth is also used as a r @
6 7
2

o

5 6

J suspension of the 6th. s

E=SEE= SlaiE =

And the same liberty may be taken with the Ninth (or Second) in cases
where this interval suspends (or delays) the Tenth (or Third); e. g,
0 L i !/-ﬁf E

17§ = P * —= 13
- Ll = ¥ 11
J fam¥ 22 (4 : Z7 ‘H
o RS
%9 10 t 4
(3 » 6 -
S I I -l
s 15 & I § 5 |
=2 | B | -~}
i I I
S ——

Chords with one interval which suspends the chord of Six-four:

The chord of Six-four-nine; e. g.

0 | ;
%—;‘% the 6th in the chord of ,‘Z\ =z ﬁ =z .:’L —},!
§ o bl Six-four may also be J o L 4 ST ARy
> i = suspended by the Seventh; e RN

8
L - 4l . [
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In the same way the Fourth in the Six-four chord ‘may be suspended
by the Fifth, e. g. 3

{ or by the Third;
4

= =

When the'Sixth in the § chord is suspended by the Fifth, the former
must ascend :

) ] H
» = S —
] | I { -
5 6
4 el 4 3 4 -
0 W) 11 4 T N
: l 1T i 1 13
P 1] 1 T L I 4 [ S
- (14 ™) J e 18
* 2

Chords with one interval by means of which the chord of the Seventh
is suspended;
The chord of Seven-six; e. g.

— 1

.'_:_1:,_'_|__,, H —

0
o i

The Third in the chord of the Seventh may be suspended by the
Fourth:

a |

fa) } ] o | e—t] o
l 7 7 =
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The chord of Nine-seven, e. g.
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Chords with one interval by means of which the chords of Six-five,
Four-three, and chords of the Second may be suspended; e. g. the Sixth is
" suspended by the Seventh; (in the chord of §.)

= aaly o A

: - H-
=ﬁ the Third @ the Fifth | EPo=F——1—

el =, by the - by the 6

i T oS

SEE= P o= - P | == =

In the chord of Six-four-three the Sixth may be suspended by the Se-
venth, the Fourth by the Fifth, the Third by the Second, and — in five-part
harmony — the Octave by the Ninth; e. g.

ram

ng r’l - = T e ) - | -L J TE -l T U“ AI 1)
e o
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7 6 - 6 - S e
e = 3 + P o=
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SEVENTH CHAPTER.

.

Chords which are originated by the suspension of two intervals; e. g.

The triad with two intervals suspended;

]
y Subsequent =]

| /an 1 . '(“ | Y=Y ] 51’\ g I I
The chord of | [ T="T *— resolution of | [& Tt )
Nine-four : § 1 % theFourthor iy S PTN SU
—if the Ninth: | FE
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In the free style of writing:

O } et oo
e
o
LTI g ? 3
6 psr 3 - b ;
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Z. 1 | - 1 | 8 |
i 1S 1L | = 11
0 AJ\ 1:‘:; O—i i =TI
The Fourth y e Suspension W
24 it —
and Seventh | [Tl . by means of —r 5
alone as 5 103 the chord of 73 Ig
suspension: | S——— Six-four. e T
} i g ———

The chord of the Sixth suspended by means of two intervals, viz: by
] the chord of Nine-seven; best treated as a threepart harmony: e. g.

Fa) | ] —J :E;'J#ﬂ—_
4:% —ﬁ':_ﬂiz sometimes =Sy E

Vv 1—# 1T ’\V S = i1
< R i the Third i
§ s o § H8 is added:

{1
D el

In the following examples the Fourth and Ninth, the Fifth and Ninth,
the Fifth and Seventh are suspensions :

2 deel ol o b | .
e B e R B S
G EE s S an s e e e e S
F F 1< = % £
e |
9 8 o 7 4 7
8 6 T Ed 9 8 2 5 6 3 5 6
5 | 3 § 6
] L 1T | 1} -~ 1| | | I IR |
. } ”_‘41 r”) 1 = 1 . 1T ted 1 . 11
- (P9 | o il I H 11 I ) 1y
A I 118 E 1 | 1T ) i1 1 1K

The chord of Six-four suspended by means of two intervals, viz: the
Ninth and Seventh, Third and Seventh, Fifth and Seventh; e. g.

J o “'IQ k =
7 6 7 6 7 6
- 7 3 4 5 4
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In the free (or florid) style thus:

v - i 1
) t
3 6
3 4
D V) 11
1 }-_".t-_—}l_—

(Laugh, my friends, at such a coxcombical passage!)*)

The chord of the Seventh suspended by means of two intervals:
by the Fourth and Ninth,
- - = - Sixth;
- = Sixth and Ninth, and
- - diminished Oclave; e. g.

)

P, YT 30
l
NI
L “TON { dl
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At ]i— il

Y-y | 11} 1] { 1T JI I 11—
N e | - 1} Sl 11 1} 1 . 11 § ) X
P | fiodd ] ] - ] Faxct N =] | o f 1T
= I 1 I = N7 1 11

*) Let it be remembered that Beethoven made this remark long before he had
shaken off the trammels of the antiquated school; his own finest works abound in

passages displaying far more license than that which he here ridicules.
: “ - 1%
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Suspensions of the chord of the Second :

L—\ :
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o yil 7 | 6 |
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EIGHTH CHAPTER.

The triad suspended by means of three or four intervals. The greater
chord of the Seventh: é, b;, 7, 1, which might be more properly termed
the chord of Nine-four; e. g.

o ] ) ! ]
=i o —9—§
— & —a — =
= - - ,
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This Fifth, or the Sixth which is to be resolved downwards, may also
be taken in as a fifth part in the harmony.
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When the harmony is in three parts, only the Fourth or Second is
made to accompany the Seventh; the choice depends upon circumstances :
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, Four-three, and 61‘ the Second suspended
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The chord of the Sixth suspended by means of three or four

The triad suspended by means of
Suspensions of the chord of Six-four: e. g.

The chords of the Seventh
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60

by means of three intervals
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NINTH CHAPTER.

.

Chords, taking their origin from a change of bass, which may also be
termed Anticipations. — Anticipated triads, chords of the Sixth and of Six-
four, in which the suspenswn or the accidental discord always lies in the

bass: e. g. .
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The’harmony in the threé last examples-is known by the peculiar deno-
mination of the Five-two chord.
Anticipated chords of the Seventh, Six-five, and Four~three.
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This anticipated chord of Six-five is commonly called the Five-four-two
chord.

6 3
N SSEES B
This is usually termed the chord of Three-two, and is to be symboli-
zed by the oblique stroke, thus;
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In all these cases of anticipated harmonies the bass has been seen to
precede them; there are, however, certain exceptions to be made in cases
where chords of that kind are used (generally in quick time) through the
medium of the irregular transitus, or passing notes of permutation; e. g.
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TENTH CHAPTER.

The chord of the Ninth is produced by the addition of a Third taken
below the fundamental note of a chord of the Seventh; e. g.
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One interval is, however, generally omitted in this case: if the Se-

venth be -left out, the common chord of the Ninth is produced; if the Fifth
be omitted, the result is the chord of Nine-seven; e. g.
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The chord of the Eleventh is produced by the addition of a Fifth and a

Third (that which lies between the 5th and the bass) to a chord of the Se-
venth, the latter being placed above the 5th and 3rd, e. g.
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In this way the harmony would be in six parts; but by omitting the
Third, Seventh, and Ninth, we get what is called the curtailed chord of
the Eleventh or the common chord of Five-four; e. g.
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E_:E by transposition we get the S & 24

¥ (3) chord of Seven-four. (closer tO"e‘hel‘ )
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9
: Seventh and Third: %

Five-two:
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By omitting the Third and Fifth the greater chord of the Seventh, a very
common one, is produced :

= 11 P
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Another chord of the Seventh is produced by leavmg out the Third and
Ninth : :
O
@ which, when it occurs upon the Domi- W
- nant, or Fourth below, =
7 z
-

allows of the following permutations, the third of which is gererally termed
the chord of Five-four-two :
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The chord produced out of the entire harmony of the Eleventh, without

the Seventh and Ninth, is not very useful in fhat form; but by

the first transposition of it we obtain the chord of Nine-six:

»
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The chord of the Thirteenth is produced by the addition of a Seventh,

Fifth and Third taken below the fundamental note of the radical chord of
the Seventh; e. g. ‘
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complete, as it here stand.s, viz: in 7 parts, it is considered impracticable ;
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some of its intervals are therefore omitted. The following chords, which are
based upon the harmony of the Tenth and Third, are in general use:

RS

This chord (that of the Seven-six) seldom occurs except upon the Do-
‘minant; e. g.
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The chord of Nine-six-four occurs, on the contrary, for the most part
upon the Sixth interval, or, if it be in a minor key, upon the Tonic itself.

syl

The chord of Nine-seven is very serviceable in cases of enharmonic
modulation; e. g.
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Beethoven, Studies. 5
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The connecting intermediate chords may also be omitted, and it is
allowable to make chromatic progressions in the harmony, as shewn in the
next example, provided that consecutive Fifths be avoided; e. g.
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SECTION 1I.
THEORY OF COMPOSITION.

.
.

FIRST CHAPTER.

Of the elements of scientific composition.

There are two kinds of tones, or musical sounds, viz: consonant and
dissonant; the former, when combined, produce harmony, and the latter
discord *) Of the former we possess five, viz: the Unison, the Third, Fifth,
Sixth, and Octave: — of these some are perfect, others imperfect. The
Unison, Filth and Octave are perfect; the Third (as also its Octave, the Tenth)
and the Sixth are impefﬂfgct; — this catalogue includes all the various phases
under which they appear. — They are called perfect because they cannot
be raised or lowered by a # or a p; the Third and Fifth are called imperfect
because they may be raised or lowered at pleasure, i. e. may be made major
or minor. The remaining intervals, the Second, Fourth, Seventh and Ninth
(together with all their forms in combination) are Discords, and the above-
mentioned Concords immediately become Discords on being removed from
their perfect or imperfect position, i. e. on being made diminished or exireme.

® A great difference of opinion éxists among theoretical musicians on the
subject of the pure Fourth: which, being placed ‘between the perfect and
imperfect Concords, may be classed either with the former or with the latter.
Strict theorists, and such as retain antiquated views of the science, term the
Fourth a Discord. There is no disputing about tastes; {o my ear, when the
Fourth is combined with other tones, it is not in the least degree discordant.

*) These are only relative terms; what is here called a Discord is only dissonant
(or unpleasing to the ear) when not combined wilth other notes which can meta-
morphose it into a chord that shall please the cultivated ear as well as the Octave or
even the Third. B

153 *
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All musical composition is based upon these elements, and these inter-
vals, varied and combined, both as to their position and their movement (i. e.
the progression from -one interval to another) are the materials with which
the composer has to work. — The movement (motus) is of three kinds; mo-
tus rectus, motus contrarius, motus obliquus.

The motus rectus, or direct movement, is that which is produced by
two, three, four, or more parts (voices or instruments) moving either up or
down, by adjacent or distant intervals, together, i. e. in the same direction :
e. g

(by near mterva]s)
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The motus contrarius, or contrary movement, is produced by one part
moving upwards while the other moves downwards, viz: in an opposite
direction; both parts progressing by near or by distant intervals.
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The motus (‘)bli'quus, or oblique (sideionn) movement is produced b);
one part rising or sinking, (by degrees or suddenly) while the other is conﬁ— :
ned_to one and the same nolc f"epeated more or léss often e. g.
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There are four cardinal rules hearmg upon these* three differént kinds
of movement, viz:
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1st; from one perfect Concord to another,. equally perfect, the pro-
gression must be made by the motus obliquus or contrarius; e. g.
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2dly; in a progression from an imperfect to a perfect Concord the mo-
tus contrarius or obliquus is also to be used; e. g.
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" 3dly; in moving from a perfect Concord to an imperfect all three kinds
of movement may be used; e. g.
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ithly; the latter rule holds good in moving from onc imperfect Concord
to another equally 1mperfect e. 8.
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The result of these rules is that the motus contrarius and obliquus is to
be used in all three cases of provressmn and that the motus rectus is only
to be avoided when a pertect Concord follows one that is imperfect, or when
two such Concords follow each other. Upon these three kinds of movement
rests the whole system of harmonization. ‘
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SECOND CHAPIER.

The word Counterpoint means dot agaiust dot, because our forefathers
used dots (or points) instead of the notes which we now use, especially for
the antient choral ehants which they wrote down in this-manner. The latin
phrase is punctum contra punctum (point against point) or nota conira notam
(note against note).

THIRD CHAPTER.

Of the five different sorts of simple Counterpoint.

The first species, in which only one note of a similar description is pla-
ced against every other single note, is the most common; it is indifferent
whether the notes in the composition be Semibreves, Minims, €rotchets or
Quavers. — The Allabreve-measurement of the bar is, howe\er, the most -
convenient and useful for the beginner.

In the upper part, which is written to a given bass, every note must
be either a perfect or imperfect Concord; the first and last note must-always
be a perfect Concord.

Here the three methods of progression may be used alternately, and it
is better and safer to use the motus contrarius and obliquus as much as
possible; for these two forms of movement are far less liable to errors than
the motus rectus, which last demands great attention and careful treatment,
as will be seen by the examples.

With respect to the conclusion of the piece it is necessary to observe
that when the cantus firmus (canto fermo, or plain chant) lies in the lower
part, the last note but one of the counterpoint must be the major Sixth; if,
however, the plain chant occupies the upper part, the penultimate note
must be the minor Third below, after which the cadence or close is to be
made in the Octave or in the Unison. These twointervals may also be used
at the commencement, as also the Fifth; though ‘not in the lower part, be-
cause then the piece would not begin’in the key which properly belongs to
it. None of the last-named intervdls are allowed consecutively in course of
the piece.

In the second species of simple counterpoint the notes are written in
two half bars, or two minims to a whole bar, or to a Semibreve. These
two notes are technically distinguished by the Greek words Arsis and Thesis,
and correspond to the up-stroke and down-stroke in beating the time. The
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minim which stands in Thesi must always be a consonant interval; the other
minim in Arsi may be dissonant if the progression be gradual, and consonant
ifithe progression be sudden, i. e. to a distant interval. It appears then that
no Discord occurs in this species of simple counterpoint except when the
space (or interval) which lies between notes separatcd by a Third is filled

up,eg
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.This filling up, or the note in Arsi, may sometimes also be a Concord,
as the following example of a concluding cadence shews; in which the first
note ‘in Thesi must be a Fifth, and the second-in Arsi a major Sixth, when
the plain chant lies in the bass; but should it lie in the upper part, the first
note must in like manner be a Flfth while the second note must form a
minor Third ; e. g.
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It is advisable to give especial attention to the two last bars (the ca-
dence) and to bear them well in mind when constructing the plain chant. —
For the sake of facilitating the counterpoint the composer is allowed to write
a minim rest in place of the first note, and to take intervals as distant as a
Sixth or an Octave, (to prevent the parts from approaching each other too
nearly).or to let these distant intervals cross -one anotlier, so that the
highest of them shall lie below, and the lowest above. Great care must be
taken to avoid two.consecitive Fifths or Octaves in Thesi, \vhlch are sepa-
rated in Arsi only by the space of a Third; e. g.
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for the intermediate note is Iooked upon as of no account, in fact as if it
did not-exist and the passage stood thus:
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because the two notes B and’ A which seem to annul the consecutive 5ths,
and the notes C and B which seem to annul the consecutive Octaves (v. last
Ex. p. 71.) only do this for the eye, and not for the ear, which last is not
affected by them. ’ )
It is held more permissible to write passages of this sort, viz:
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the effect of which is not so disagreeable; but with all respect fort the lear-
ned theorists who grant this licence, — I am not inclined to profit- by it;
inasmuch as the consec: ths and 8ths are still to be heard, in spite of any
such attempts to obviate them. — Regarding the movement all the foregoing
rules are valid. : * !

In the third’ species of simple counterpoint four crotchets are written
above or beneath a minim, and in various ways: — {ist, when all four notes
are consonant, e. g. i :
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2dly-,-when five crotchets, rising or falling in near intervals; follow
each other, the first note must be a concord, the second (alternately) a

Discord; e. g« . \ 4 ‘
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4thly, when the cantus firmus lies below it is allowable to descend from
the Seventh (although that is a Discord) to the Fifth, premising that the note
which occurs before the 7th must always be the Octave; e. g.
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If, however, the canto fermo lies above, the counterpoint may descend
from the Fourth to the Sixth, provided that the first note of the bar form a
Third to the melody; e. g.
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A note like this SeVenth or Fourth is called a permuted note, nota cam-
biata. The interval of a Third, which lies between the 2d and 3rd note,
ought properly to lie between the 1st and 2d, because then the 2d note
would form the Sixth and not the Sevenlh e. g.
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(or filling up the
B S Sag 6 § intermediate space.)
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It appears therefore that in this species of counterpoint either all four
notes may be Concords, or only the fifst three, and the 4th a Discord; that
in-like manner the first and third may be consonant, the second and fourth
dissonant; or, the {st and 4th Concords, while the 3rd is a Discord; the
first three may also'be Consonants, and the last a Discord ; e. 8.
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The rules as to the various kinds of movement (motus) are to be obser-

ved as aforesaid. — The first note in Thesi must always be a Concord.
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When the canto fermo lies in the lower part, the last bar but one of
the counterpoint must be so contrived that the final note, preceding the Oc-

tave at the conclusion of the piece, shall form a Sixth; e. g. "
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But if the canto fermo lies in the upper part, the counterpoint must be
so managed that the final note of the last bar but one shall form a Third,
after which the Octave forms the close; e. g.
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The fourth species of simple counterpoint consists of two minims against
one, which two notes are identical (upon the same tone) and are connected
together by a bind; the first note being in Arsi, the second in Thesi. This
bind is called ligatura or syncope, and may be of two descriptions, viz: as
serving to connect Concords or Discords. In the first case it is placed over
the two minims which both in Arsi and in Thesi form Concords with the
plain chant, ‘e. g. 3
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In the éecond case the first minim (in Arsi) must invariably form a
Concord, but the second (in Thesi) a Discord; e. g.

R e e e e
= —— G 77 !
A | 1=t &G ~—t—F——+}
-3 | — — ~b
3 s 3 + 3 & s

i

— 1 35 T 18 )
e q

: | X 1 18 |

for if we imagine the second note (G) to be obliterated, or it be really left
out, all three of the intervals form a harmonious (consonant) progression;
e. g.
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In accordance with this rule the Discord must gradually resolve itself
into the Concord, but the Concords thus bound together may move in wider
intervals, as has already been scen.

When the plain chant lies below,—the Second must be resolved into the
Unison, the Fourth into the Third, the Seventh into the Sixth, and the‘Ninth
into the Octave, the Sixth, which is retarded by the bind upon the Seventh,
falling upon the last bar but one; e. g.
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If, however, the canto fermo occupy the upper part, — the Second is
resolved into the Third, the Fourth into the Fifth, the Seventh into the Octave,
the Ninth into the Tenth; and at the close (in the last bar but one) the Se-
cond is made to descend, in a similar manner, to the Third below; e. g.
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It remains to be observed that when, as it often happens, the bind
cannot be made use of, the same bar may now and then be filled up with
two notes struck separately, without the ligatura.

The following progressions are forbidden :
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because they sound like occult Fifths and Octaves; for if we imagine the
notes connected by the bind to be removed, it will be seen that the Fifths

and Octaves are consecutive; e. g. .
2 2
1 T 1 111 . ——] " - i I S I I II
T o 7 s o oy e ) e e =3 | W 5 |
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e A UV 1 ¥ 11 | 11 1 1}
1 1 129 1. 11 1 L 11

The fifth species of simple counterpoint is called the florid or ornamen-
tal (Contrapunto fiorito, or Stylus floridus) because, in addition to the four
previous kinds in all their combinations, other variations and enrichments
of the accompaniment to the plain chant are adopted; e. g.

' W%W
i instead of : this variation :
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< or: instead of : variation : instead of: variation:
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The first two notes in Thesi may also be crotchets, and the next one
(in Arsi) a minim, or vice versd; the first note (in Thesi), may be a minim,
while the other two, in Arsi, may be crotchets; e. g. .
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in short, — with exception of those cardinal rules which in the strict style
are inviolable, viz: that none but perfect and imperfect chords (Concords)
are to.be used, and that all Discords {as chords) are excluded, — florid
counterpoint may be regarded as a more unfettered class of composition in
this style,  and as allowing of more variety and caprice, also of more melo-
dious vocal part-writing. The bind may be used with peculiar advantage,
and is therefore strongly recommended.

The cadence, or close, in the penultimate as well as in the concluding
bar, is that of the second species already described, viz:

JAJ ] 2 3 1
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above: 1 1 1 | below :
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FOURTH CHAPTER.

Examples
in the five different sorts of simple counterpoint.
In two parts (¢ due); — with remarks thereupon.
FIRST SPECIES: nota contra notam.
) NB. NB.
+ | i 11 I T I i NS |
Counterpoint. ﬂ:;#:ﬁ_—ﬁ_'}-a i = i = il 9‘1—9";{—2‘—1}%‘!
8 3 3 8 5 3 L 3
Cantus firmus. !_E%_(E___._{_.g.—i—g E 1; ) J:r =4 i z —-ir—%_‘i
g ki 73

SR s =

a 8 3 6 8
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The first NB. is to mark the cadence upon the original key, which is
effected by the progression of the Third to the Octave, and is forbidden in
course of the piece, being only permissible at the close of it. The second
NB. points out occult Fifths in succession; the third NB. shews another for-
bidden cadence falling upon the Tonica. Great care must also be taken to
" avoid two consecutive major Thirds, viz: g 4 ; }', } _because they form an
enharmonic false relation, which is called mi contra fa, or fa contra mi,
forasmuch as the first of them belongs to the Sharp keys, and the second to

the Flat keys or scales, a concatenation to which ‘the latin proverb, ,,Mi
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contra Fa est diabolus in musicd,* refers. — There is no doubt that a pas-
sage like this is difficult to sing correctly — and so is the extreme Fourth —
the Tritonus — and the major Sixth*) — and on that account may be for-
bidden, as is also the simple Unison in course of a piece in this style; and
it cannot be denied that this ,,diabolus in musicA‘ (as the old writers termed
it) sounds somewhat harsh in two-part harmony: — but that objection is
removed, in my opinion, if the harmony be written in four parts, e. g.

%:7 O —Z:jiz

I z z =

i e

I do not find the transition from E to F, in this case at all harsh. —
A succession of Thirds is to be avoided, bécause they produce a vulgar sing-
song effect; and in like manner a succession of Sixths; exireme-Seventh-
intervals and those which extend beyond the Octave must also be termed

incorrect.
.

=
Cantus "‘Ezjé]—f_j—ﬁ-a-l e e e
firmus. | =% e e e e e o

g < 8 3 3

6
x4 &2
Counter- 93 " e 1"—1[?:'%4' m
point. - | e 1

Counter- f—g Wﬂﬁ:ﬂ

point. 3

Cantus Fg;ﬁ;‘:a—_lzﬂ‘;iﬁffﬁj &:i’o j_—_lz

firmus. d%

e

firmus. - TN L ‘EE}—

< 10

Counter-| 3= —— '| = i nr

point. (" I a1 -2ak r“i—frl ,:i_ E dﬁr@l
The major Seventh, called the leading tone, or nota sensibilis, ought

never {o be doubled ; partly beca e it sounds harsh to the ear, and partly
because it must naturally,in accordance with its very naturc, ascend, and

*) I translate this as it stands; but, for the sake of any beginner who might lay
stress upon it, I may as well say roundly that it is a mistake; there is not the least
difficulty in singing the interval of a major Sixth. P.
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would thereby produce pure consecutive Octaves in both parts. - This inter~
val (e # in the example) may appear under various forms and always serve
to introduce the modulation into another key; e. g.

' Lo A
(= w%i@wim
3 b7 s e (¥ bv S B q; j s
~&7—+——o—j?r —:[jr—&z—l—a—}——ﬁ-—kzr—wiﬂ

(as 4th tone from G minor. )

(Asleading tone to D minor.) (as second
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tone from B minor.) (as 4thtonefrom G#minor.)w (as6thtonefrom F minor\.'f

SECOND SPECIES,
of simple two-part counterpoint.

J NB.
Counter- i @ e d i
~ [2:[; ;’ ——
point. —C—— I I ‘P:—'::l:r—-l—:h:, ﬁ
e —— Lo 4 ot 1 J— —3
5 8 3 4 6 6 5 3 4 (]
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1153 > 1 - [ ] ! ] e 1 11
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1 22 -
i | e e S )
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NB. This interval is difficult for the singer to hit, and should therefore be

avoided. *)
Y  —) T ) a—— 1 Z 3
e it : =i | =
firmus. . I T T T 1 |
"

8 3 ] 3 r!‘, B 3 4 8 6 3 2

o v o
Counter- Ha T = =i =2
point. 13 =z = i I 2 L — (EE | |

# It is easy enough to sing, but the passage is bad, and offensive to the ear.
%
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In this case it is better to make the imperfect consonant intervals,
Thirds, Sixths, and Tenths, fall upon the accented portion of the bar, and
those which are perfect, viz: Fifths and Octaves, upon the second note.

Counter-
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Some musicians would consider the two occult consccutive Octaves at
NB. (No. 1.) to be rendered permissible by means of the intervening Fifth
above, which perhaps softens the cffect to the ear; — I do not-agree
with them!

NB. £ .
1 . H ol 1 pe
Comnter (=g = ot 2 lean
A i L V9] S | =
point [T ety L o=t 1 I==0s | e i
13 { f
s 8 7 5 3 8 5 8 y
Cantus t= : P | Y T T 1 |
s, | |
f : y 1 i | I s
NB. ' .
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™ f 2 e — ]| ) =1 1
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) t o ] 1 | 13
3 1 3 s 8 7 s 6 8
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1 1 ] 1 14}

The Unison at NB. (No. 2 ) ivé good, because it falls upon the unaccented
portion of the bar; it is only forbidden in Thesi (on the 4st note) where it
would sound too thm' ‘and moreover form a clése. — The last cadence is
written according to the Phrygian mode, viz: C, D, mstead of C, D, be-
cause the ground-note is-F. .
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; NB.
1 N I
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NB. here the lower part rises above the upper; the Sixth is symbolized
(although it sounds like aThird) because the interval is alwaysreckoned from
the-bass. In the last bar but one theThird is prepared by means of the Sixth;
a license imperatively demanded; for if the orthodox Fifth be taken, it would
produce an enharmonic mi contra fa. _

In cases of triple time (as below) the middle note may be a Discord, if
all three notes proceed consecutively; but when their progression is not so
regular the rule is to be strictly observed; e. g.

5= —C 7 T z T
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(Continual dropping wears out a stone; not by force, but by constant
attrition : Knowledge can only be acquired by unwearied diligence ; we may
well say ,,nulla dies sine lined*, no day without a line! every day that we
spend without learning something is a day lost. Man possesses nothing so
costly and precious as Time therehr;e Ieﬁ us not postpone till tomorrow
what may be done today.) _

In the severe church-style (in which all sacred music should be written)
the composition is intended for voices only, and on that accountthe harmony

Beethoven, Studies. 6
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is restricted to perfect and imperfect chords, in order that the intervals may
be easier to sing than the diminished or extreme ones: in this style it is also
forbidden tc use two indentical notes in succession, as for instance, cc, ee,
gg, etc.; but this rule also has exceptions, viz: in cases where the ligatura
rupta, or interrupted bind, occurs; e. g.

] —_— _
e ® - =
= e~ — =
i X : I : F==l
13 1 i1
13

(in the fifth species)

and again, in cases where several notes are i'epeated (in vocal music) for the
sake of uttering words composed of several syllables; e. g.
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In the free style, which allows of Discords in Thesi, two notes ag}ainst
one are treated: st as follows: the first note may be a Concord, and the
second a Discord; this, as aforesaid, is called the regular transit: — 2ly,
the first note may be a Discord, and the second a Concord, thus forming the
irregular transit. But these Discords do not belong to that class termed acci—
dental or real. Real Discords must be prepared by the harmony preceding
them, and resolved by that which follows them; the Discord as well as the
resolution of the same may occupy one or more bars; and, similarly, the
harmény which prepares the Discord may take up a like or unlike number of
bars; i. e. The resolving harmony may occupy more, but on no account less
bars than the harmony which prepared the Discord. Accidental Discords must
be prepared in the same manner, but their resolution differs in one point;
inasmuch as real Discords are resolved only by harmonies which follow
them, accidental Discords by the self-same chord. Discords are then of three
kinds: 1st, of the regular and irregular transit; 2ly, real; 3dly, accidental.
By this means are produced consonant and dissonant harmonic combinations
with one or more discordant intervals.

THIRD SPECIES

of two - part simple Counterpoint.
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Here at NB., the major Sixth (springing from C to A above) has a bet-
ter effect in the ﬁrst two notes of the bar than in the latter half. — Care
must be taken fo avoid monotony (monotonia) viz: a repetition of the same
passage in two consecutive bars, the bad effect of which is not lessened even
by changing tho ground-note; e. g.
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The following Ex : may serve as a guide with respect to the use of near
and distant intervals :

21 = ;f:- b". P :
e e e

The practice of springing from a-note to its Sixth below is seldom good. —
Yiz : more than 3 or 4 distant intervals in successiorr are not legitimate. The
Fourth, where it appears as the third note in the upstroke of the bar, mustrise
or fall to the next note, unless indeed when the Counterpoint moves in such a
manner as 1o touch upon all the intervals ofaperfect or imperfect harmony in
regular progression, thus letiing the dissonant Fourth fall onily upon the unac-
cented portion of the bar, viz: upon the 2d or éth crotchet; for instance:

6*
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At NB. the Fourth descends to the Sixth by a praiseworthy license;

because all four notes lie in the chord, and are therefore easy to sing.
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NB. Here the Seventlr is made ‘to glide (as passing-note) into the Fifth, a

very effective close invented by Johann Fuchs of Vienna, author of the first the-
orelical work upon scientific composition, called ,,Gradus ad Parnassum‘, a va~
luable book which was published by command of Charles VI. Emperor of Austria.

FOURTH SPECIES
of two-part simple Counterpoint.
Here a bind ‘or ligatura is allowed in Thesi (the downstroke of the bar)

which may also produce a dissonance; it is therefore necessary to make
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some remarks upon the resolution of such Discords (resolutio dissonantiarum)
viz: a note thus bound is nothing more than a retardation of the one follow-
ing it, which is then set at liberty by descending to the next Concord, i. e.
the note immediately beneath it; in this way it is resolved. In order to avail
himself of this ligatura at the commencement of the piece, thé composer
must write a minim-rest occupying the first half of the bar; e. g:
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Here:,

at NB. a license is taken;

the Fourth descends to the Sixth, for

the sake of avoiding a succession of Fifths in Arsi; this might also have been
effected by the the entrance of an unbound note in Thesi.
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FIFTH SPECIES
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of two-part simple Counterpoint.
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In former times, when the art of composition was shackled by the strictest
rules of pedaniry, the ornamental accompaniment, permitted to this species
of ecounterpoint, differed but little from what is now called vocal roulades or
italian bravura. — Tempora mutantur. How will a future age regard and
criticise the most admired works of our favourite composers? Seeing that
almost everything is subject to change, and, alas! to the caprices of fashion,
it is clear that only works of sterling value and intrinsic excellence can sur-
vive ; — these alone can-bid defiance to mutability and false taste. Therefore
let‘the composer, the Poet of sound, disregard the. passing mode, and cling
resolutely to the imperishable laws of the Beautiful; true Art is neither the
slave of fashion nor of pedantry; it soars triumphantly above both! let us
also never forget that no genius can make. up for superficial learning or want
of diligence. The artist’s motto is persevere: — , Life is short Art is long.*

Here the first species may be introduced up to the last bar, the second
and third must not be used beyond the extent of a few bars. Two quavers
may only be used in the unaccented portions of a bar, and a Minim is better
placed at the commencement than in the middle of a bar, unless when con-
nected with the bar followmg, e. g

(et

(bad) (good) © (good) (bad) (tolerable)
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The false Fifth is also forbidden. To this rule an exception may be made
if the key of the piece allow of it; for insfance g'in F. major:

e ‘%-Egg
ﬂgﬁ in which form the flat 5thismore agreeable } "

B to my ear than the pure 5th:

= - =
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Many of these rules appear to be more pedantic, and therefore more unrea-
sonable, than they really are. At the time when they were made, Music, as a
practical art, was in its infancy; littlebesides vocal harmony was known, and
the singers were not supported, as now, by the orchestra: so that the com-
poser could only display his scientific acquirementsby an intricate and often
heavy combination of parts; melody was neglected and indeed nearly un-
known; — the solemnity of the words which were set to music demanded
a certain gravity which easily degenerated into tedidbusness.

Moreover these composilions were at first intended for performance in
the vast churches of Italy, in which anything like sudden and bold modulation
(such as is now common) would have disturbed the unity of the whole and
produced confusion. It would seem then that the old masters must have
considered the matter deeply, and that their calculations led fo a very just
result, viz: that the simple choral-tunes which they used (or invented) ought
not to be otherwise accompanied than by the simplest and purest harmonies,
to the total exclusion of chromatic modulations and such artificialities : plain
chords, one springing naturally out of the other, ensured a clear and impo-
sing effect in those mighty temples, in whose echoing aisles a more elaborate
combination would have been lost; we must remember too that the singers
required of the composer that he should avoid all difficult intervals which
might endanger the purity of their intonation. But while we acknowledge
that the old ‘masters were fully justified in adhering to simplicity, we cannot
desire to imitate them in their blind obedience to arbitrary laws, some of
which are mere millstones round the neck of Imagination, only serving to
frighten the beginner and impede his progress. Time goes on, and what suf-
ficed for one age appears to the next as a woeful short-coming! Let me not
be supposed to advocate an impertinent contempt of the great principles
of Art, which are unchangeable; I would only say that as time advances Art
has also advanced in many things: Invention and Fancy must not be denied
the rights and priviledges of which schoolmen, theorists, and barren crities
would gladly deprive them. It would also be absurd to confine ourselves to
the narrow bounds in which antient Art was forced to move ; why should a
modern composer hesitate to use the far greater resources placed at his
command ? )vhy restrict himself to an antiquated simplicity when both instru-
ments and voices are able fo interpret the most abstruse conceptions with
perfect accuracy ? And yet I would advise a composer rather 10 be common-
place than far-fetched in his ideas, or bembastic in the expression of therm.
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FIFTH CHAPTER.

Of the first species of three-part simple Counterpoint.

Rule: every chord is to contain a perfect or imperfect harmonic triad

5 — 8 O 31
viz: i = g and ; = g or one of these intervals doubled, but by no
means the seventh major tone, or nota sensibilis. In two parts it is allowed
to write occult octaves, Fifths and Unisons, provided that the third part moves

ina contrary direction, or that the interval of a Fourthis taken up bythe Bass;e.g.
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These occult faulty progressions will be clearly seen ifthe intervening space
be filled up: (writing the intervals in small notes). — The incomplete chords
$ % 8 8 are only permissible at the beginning or end of the piece, and are forbid-
den in the middle of it, similarly to the chords ¢ $ and other discords of that kind.

Care must be taken to secure a pleasant flow of Melody, and to avoid
difficult vocal intervals, endeavouring to keep the voice-parts within the
compass of an octave. For the sake of variety.it is well not to use the same '
intervals too often, and to mingle perfect and imperfect chords together.

The ‘cadence at the last bar is made by § when the plain chant lies above
or in the middle; only in case of its lying in the bass is the pure mad $ al-
lowed, and then the chord of § must precede it; e. g.

Chorat
=== ==c—===—o
. Chor 7 )
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y ' 4 " chor,
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It will be seen therefore that the Cantus firmus may be carried through
all the parts alternately; but in this case the clefs must be changed, and the
melody transposed accordingly, to prevent it from lying too high or too low.
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Either the majer or the minor Third may be used to form the close.
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SIXTH CHAPTER.

Of the second species of three-part simple Counterpoint.

Here again, as in Bicinium, two notes are placed against one, and the
third or ripieno part is composed of notes equally longwith those of the plain
chant. Two octaves, Fifths, and Unisous, are allowed in the middle parts, if
divided by the interval of a Third, but they are considered faulty if occurring
in the upper or lower parts; e. g.
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Good. Bad. Bad.
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It is better when these faulty progressions occur in the unaccented
portion of the bar (in Arsi) e. g.;
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(The effect is ‘certainly not quite S0 unpleasant, but still bad, and I
cannot approve of it.) It is also permitted to begin with a rest, as in former
instances: a Discord may be placed between two Concords of similar name;
the downstroke of the bar (Thesis) must always be on a Concord, the ‘up-
stroke (Arsis) may — in near intervals — include Discords, and also Unisons;
which latter may only occur in Thesi as forming the first and last note, i. e.
in the first bar and at the close. — No Discords, as taken in distant intervals,
are allowed except the diminished Fourth and Fifth. The following cadences
may be made :
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As will have been seen from the above, it is customary to use the
simple and more easily read symbols 6, 4, and 3, instead of the double
figures 13, 11, and 10; more especially as the distance from the bass causes
no alteration therein.
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In varying the position of the plain chant (thro’ the different parts) it is
adviseable to transpose an octave higher or lower; for instance, changing

an Alto into a treble (violin-clef) part, or into a bass part;

or a Tenor into a

Soprano part; etc.
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The last transposition of this Chorale might be made, for the sake of
variation, in the following manner.
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SEVENTH CHAPTER.
Of the third species of three-part simple Counterpoh.at.

Here particular attention is to be paid to those notes which fall in Thesi.
If the harmonic triad cannot be introduced on the first crotehet in Arsi, the
composer must attempt to do so on the second or third. — Discords are
only to be used progressing in near intervals, step by step, and falling upon
the unaccented portions of the bar. The cadences may be modified as in the
examples :
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Bad. Bad. Bad.

Vit =

The three last examples are faulty, because Discords arc taken and avoi-
ded by means of distant intervals; also because the octave is suffered to fall
upon the accented half of the bar.

Unisons, Filths and Octaves may occur in the middle part, provided
that they are separated by intervals, and one of the two other parts has a
contrary movement.
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In transposing the choral chant the composer should seek to introduce
new harmonies.
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_In accordance with the rule already laid down (as relating to the two-
part species) it is permitted to overleap the Fourth, as harmonic note, and
thus to produce the Six—four and Six-three-chords; provided that the Fourth
is made to fall upon the unaccented part of the bar, in Arsi.
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EIGHTH CHAPTER.
Of the fourth species of three-part simple Counterpoint.

Here again the rule demands none but consonant chords in Arsi; in
Thesi, where the ligatura occurs, Discords, together with such combinations
as accompany them, may be written; e. g. g, fare 33, 43, BrE ;E, -?E,
98 28.. Thus it appears that even the chord of Six-four may be used in
Thesi. All Discords are to be resolved downwards. The incomplete chords
$, 2 %, & may only be used in Msi, and only in the first and last bar.
The lesser Third may be doubled advantageously, the greater, on the con-
trary, only as third tone, in the middle parts, and never as seventh tone
or semitonium modi. (Many passages are forbidden in the higher regions
which are allowed in the lower, because the bass tones do not affect the
ear so strongly as the acute tones: soprano voices resemble light, bass
voices give the idea of darkness.) When the bass does not move on, but
rests upon an organ-point, and the upper part moves in syncopations (by
means of the bind) the Discords so produced are not faulty but correct, and
mdi'eover of great beauty. The cadences may be made in three ways: 4,

when the Counterpoint lies above, B, when in the middle, C, when below ; viz:
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In this éxample the ligatura of the Seventh occurs too often

might have been remediéd by a few Concords boldly introduced between.

The oblique strokes indicate occult Fifths.
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Here also the ligatura upon the Second is too freely used. (The nume-
rous instances of retarded Fifths are not considered faulty. Very strange!
with all respect for the learned doctors they sound to my ear vastly unplea-
sant!) ' ’
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The same Chorale varied by means of different counterpoint and diffe-

rent bass:
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NINTH CHAPTER.
Of the fifth species of three-part simple Counterpoint.

The ripieno part (the filling-up) here, as in the foregoing instances,
is 1o contain the intervals of accorpaniment which belong naturally to each
chord.

The counterpoint should form as pleasing and easy-flowing a melody
as possible. Such distant intervals as are termed diminished or exireme are,
as usual, strictly forbidden.

The cadences may be formed after the model of those in the second
species, or, if the ligatura be used, of those in the fourth.
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At this NB. there is indeed a faulty kind of close, or resting-point,
called a incision; viz: the minim D, in Arsi; but the fault is in some degree
remedied by the bind which carries it on to the next bar. {
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Many theorists are of opinion that every piece in a minor mode ought
properly to conclude in the séme; nego! (I deny this) On the contrary I
think that the major Third, taken as the close, has a much finer effect, and
is very soothing to the ear and mind; joy comes after grief, sunshine after
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storm. The close with the major Third gives me the same tranquillizing
feelings as when I gaze upon the soft light of the evening-star. *)
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*) Very true and very poetical ; but every real composer will follow his own
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