
        
            
                
            
        

    
[image: Image 1]

[image: Image 2]

[image: Image 3]

[image: Image 4]

[image: Image 5]

[image: Image 6]

[image: Image 7]

[image: Image 8]

[image: Image 9]

[image: Image 10]

[image: Image 11]

[image: Image 12]

[image: Image 13]

[image: Image 14]

[image: Image 15]

[image: Image 16]

[image: Image 17]

[image: Image 18]

[image: Image 19]

[image: Image 20]

[image: Image 21]

[image: Image 22]

[image: Image 23]

[image: Image 24]

[image: Image 25]

[image: Image 26]

[image: Image 27]

[image: Image 28]

[image: Image 29]

[image: Image 30]

[image: Image 31]

[image: Image 32]

[image: Image 33]

[image: Image 34]

[image: Image 35]

[image: Image 36]

[image: Image 37]

[image: Image 38]

[image: Image 39]

[image: Image 40]

[image: Image 41]

[image: Image 42]

[image: Image 43]

[image: Image 44]

[image: Image 45]

[image: Image 46]

[image: Image 47]

[image: Image 48]

[image: Image 49]

[image: Image 50]

[image: Image 51]

[image: Image 52]

[image: Image 53]

[image: Image 54]

[image: Image 55]

[image: Image 56]

[image: Image 57]

[image: Image 58]

[image: Image 59]

[image: Image 60]

[image: Image 61]

[image: Image 62]

[image: Image 63]

[image: Image 64]

[image: Image 65]

[image: Image 66]

[image: Image 67]

[image: Image 68]

[image: Image 69]

[image: Image 70]

[image: Image 71]

[image: Image 72]

[image: Image 73]

[image: Image 74]

[image: Image 75]

[image: Image 76]

[image: Image 77]

[image: Image 78]

[image: Image 79]

[image: Image 80]

[image: Image 81]

[image: Image 82]

[image: Image 83]

[image: Image 84]

[image: Image 85]

[image: Image 86]

[image: Image 87]

[image: Image 88]

[image: Image 89]

[image: Image 90]

[image: Image 91]

[image: Image 92]

[image: Image 93]

[image: Image 94]

[image: Image 95]

[image: Image 96]

[image: Image 97]

[image: Image 98]

[image: Image 99]

[image: Image 100]

[image: Image 101]

[image: Image 102]

[image: Image 103]

[image: Image 104]

[image: Image 105]

[image: Image 106]

[image: Image 107]

[image: Image 108]

[image: Image 109]

[image: Image 110]

[image: Image 111]

[image: Image 112]

[image: Image 113]

[image: Image 114]

[image: Image 115]

[image: Image 116]

[image: Image 117]

[image: Image 118]

[image: Image 119]

[image: Image 120]

[image: Image 121]

[image: Image 122]

[image: Image 123]

[image: Image 124]

[image: Image 125]

[image: Image 126]

[image: Image 127]

[image: Image 128]

[image: Image 129]

[image: Image 130]

[image: Image 131]

[image: Image 132]

[image: Image 133]

[image: Image 134]

[image: Image 135]

[image: Image 136]

[image: Image 137]

[image: Image 138]

[image: Image 139]

[image: Image 140]

[image: Image 141]

[image: Image 142]

[image: Image 143]

[image: Image 144]

[image: Image 145]

[image: Image 146]

[image: Image 147]

[image: Image 148]

[image: Image 149]

[image: Image 150]

[image: Image 151]

[image: Image 152]

[image: Image 153]

[image: Image 154]

[image: Image 155]

[image: Image 156]

[image: Image 157]

[image: Image 158]

[image: Image 159]

[image: Image 160]

[image: Image 161]

[image: Image 162]

[image: Image 163]

[image: Image 164]

[image: Image 165]

[image: Image 166]

[image: Image 167]

[image: Image 168]

[image: Image 169]

[image: Image 170]

[image: Image 171]

[image: Image 172]

[image: Image 173]

[image: Image 174]

[image: Image 175]

[image: Image 176]

[image: Image 177]

[image: Image 178]

[image: Image 179]

[image: Image 180]

[image: Image 181]

[image: Image 182]

[image: Image 183]



index-100_1.png
Prirciples of Cempufition. 97

diatonic Progreffion, without altering the fundarhental Harmony,
and you will then fuit to it the Progreflion of the Parts above
it . . .

The Sixth may be taken upon the Second of two Notes that
afcend a whole Tone, or a Semitone, in a falfe Cadence ; but
then the Chord of the Seventh muft not be ufed upon the Firft
of thofe two Notes, by rcafon that Seventh could not be re-
folved.

It appears by the Example, that the Conclufion of each Ca-
dence tmay be interrupted by adding a Difcord to the Note that
ends thefe Cadences, provided that Difcord be prepared and rc-
folved according to the Progreflion of the fundanmiental Bafs, to
which you muft always have Recourfe, to prevent a Miftake ;
for it is plain, that this Difcord cannot be prepared at B, though
it be good, becaufe the furidamental Bafs deicends & Fourth, or
afcends a Fifth, which is the fame Thing.

The irregular, Cadence may be reckoned amongft the Licences;
4s well as the Difcords that cannot be prepared ; as when the
fundamental Bafs afcends a Third, a Iifth, or a Seventh, with
all that proceeds by invertidg thefe different Progreffions ; though
what we tall Licehce, in this Cafe, is infeparable from good
Harmony; which is tile Reafon why we have chofen this Place
to fpeak of it, fof the better inftru&ing Beginners.

. Befides the Licences that the falfe Cadence can produce, by
inverting it, there is a certdin Succeffion of Sixtbs, which is ar>
tributed to Tafte, and which Zarlino, Tersa parte, Cap. 61. Fol.
29t aod 292, ftrictly forbids, faying that the feveral Fourths
together, which are thereiti Heard, make pretty necar the fime
Eé:& as fevetal Fifths, if the Chords be 1nverted according to
the Example which he gives. Neverthelefs ic is plain, that, ace
t:or'ding to our Rules, this Succeflion of Sixths proceeds from
the falfe Cadence, and from the Liberty we have of not preparing

a Difcord in fundamental Progreffions of the Bafs afcerding a
‘Third, a Fifth, or a Seventh.

N EXA M
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Continued Bafs.
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A. B, c. &
Fundamenta! Bafs.

When this Part ferves for Bafs,
the Part D is to be left out, and the
Part Fis to be altered in the two
laft Notes ;3 the fame Thing is to be

done in this, when the Part Fferves
for the Bafs,

When this Part ferves for Bafs, it
mutt proceed in a diatonic Progref-
fien until the End, and rather by
afcending than defeending,

When this Part ferves for a Bafs,
the Part D is to be left out, by rea-
fon that the irregular Cadence,
which the Part D makes againft the
Notes B C of the fundamental Bafs,
cannot be inverted by a Chord of
a Seventh, or of a Second, upon the,

Firft of thote two Notes.

In ‘this Part the perfe& Cadence
is avoided from A4 to B, by the
Sixth’s being added to the perfeék
Chord at B; which prepares an ir-
regular Cadence, avoided by adding

the Seventh, in order to conclude by the perfe&t Chord.
If the Fifth is left out of the Chord to the Note at B, you
. will then hear a falfe Cadence from A4 to B, as well asat H F,

in the Part G. :

The Progreffion of the upper Parts is limited by that of the
continued Bafs ; but if you would ufe them as Bafles, by Turns,
you may then give them whatever Progreffion you thin J)roper,

that is to fay, the confonant Progreflion may be change

) into 2
diatonic





index-182_1.png
Principles of Compefition. 179

If the Voice cannot reach the Note marked 4, the Unifon of
the preceding Note may be taken.

When a Canon is faid to be at the Fifth, it 1s to be under-
Ttood above ; fo that a Fifth above, or a Fourth below, is the
fame Thing; and this is to be allowed, efpecially, for the Con-
veniency of Voices.

We have placed the four Parts together, becaufe it would have
been difficult to have judged of it otherwife. Though we mighe
only have given Notice, that each Part is to be taken at the
Fifth of that which precedes it after two complete Bars; and
though the Guides # which fhew where it muft begin again,
are not upon the Space or Line which refers you to the Mark+,
one muft, neverthelefs, follow and continue in the fame Key de-
figned by the Guide #4, by imagining a new Key, or, rather,
imagining that the Key hath changed, as it really does ; but
that the Ié’lndulaﬁon of the Meclody which is found at the Mark+,
rs always the fame: Thus you may coatinue as long as you
think proper.

Ganon at the Fourth.

———— e § cpnmmn. et ——— — v, o § i etet—— e —— y
2 —_— | g —— | — — | g —— | .
—_—— e ——
———— | ———— |}
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vin, en-dor-mons nous, en-dor———mons nous, en-dor-mons nous.
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Obferve at prefent. that it is by the different Progreffion of
the Bafs that Difcords are found to be prepared and refolved by
all the Concords ; and, in order that you may not be miftaken
therein, always add 4 fundamental Bafs undet your Compofition,
and you will thereby fee, that the minor Difcord which makes
the Seventh to that Bafs is never prepared but by the O&tave,
the Fifth, or the Third, and that it is never réfolved but by the
Tl',xird, otherwife your Compofition will never be jaft of re-.
gular, o ,

We again repeat that the firft Difcord pteceded by a confonant
Chord may be prepared by the O&ave, the Fifth, or the Third
to the fundamental Bafs ; ‘and that it is at the fame Tithe fiecef-
dary, that thofe that fucceffively follow the firft Seventh be pre-
pared by the Third to that Note, rather than by any other Con-
cord, by reafon that the Sequence of Harmony that proceeds
from it is the moft natural :—Yet, for Variety-fake, we are
dometimes obliged to prepare the Seventh by the Fifth, or by
the O&ave to the fundamental Note, though this Seventh be
found in the Middle, or after feveral others : but this is done
only, in order to vary or diverfify the M¢lody or Harmony, fo °
that you muft prad&tife it but feldom, and gith Judgment{ "And
what is hereby faid of the Seventh comprehends all
other miinor Difcords; by reducing it fundamental Note,
wherein the Seventh always prefides.

If the Seventh is ncver to be refolved but by the Third to the
fundamental Note, it is not underftood but that it may alfo beé
refolved by the Fifth, and even by the O&ave; but thefe are
Licences which you muft not pra&ife until you are Mafter of -
the reft, {0 that we fhall not as yet fpeak of it.

CHAP XXIL

Of Keys and Modes in general.

I'F what we have faid touching Keys and Modes at Chap. VIIL,
be perfeétly underftood, therc remains but what follows.

ARTICLE 1L

Of fharp Keys,

S you may take whatcver Note you think proper for
A Key-note, provided you Igive a Progre(ﬁ{:n tl:: l}:l Oéhwe:\
2 like
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mited in the foregoing Canon, we believe that in this there can-
not be ufed more than four Parts, fince there hath not hitherta
-appeared any of this Sort in four Parts.

Canon at the Fifth,
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conclude upon the perfcét Chord to the Key-note, or upon thag
of the Sixth'tg the Third, after the fharp Seventh, or Ecading,'
note, -

—
] i i S N
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By thefe Examolesit. is evident, that the Second is prepared

. and refolved in the Bafs, in the fame Manner as the Seventh js

prepared and refolved in the Treble 4, B, and that the Chords

1n one and the other are made up of the fame Sounds, as ap-
pears by the fundamental Bafs.,

In order to know at prefent the Choice that cught to be made
of the Chords in cither of the Examples, where the Bafs pro-
cetds almoft equaliy alike, fince it delcends diatonically each

"ay, and caufes the famec Note to be heard twice on the fame
Degree, it muft be obferved, that on one Side thofe two Notes
are coatained within the fame Bar, and that on the other Side,
they are divided by the Bar; fo that, when ?:our Bafs is like
unto one of thele, you may always ufe the like Chords, and
be certain that you will not then commit any Fault by following
this Rule,

If in the Example in the precedin ChaYter there be fome
Ratfes, whole Progreffion is not agreeable to thefe, in refpe& tp

the Chords they bear, it is becaule they reprefent only Trebles; -

but otherwife do not go fromn the Rulc, it you intend to com-

pofe rightly and regularly. )
The Second abfolutely requires to be prepared by the Third,
though it may be prepared in the Treble by all the Concords,

or cononant Notes, and the Bafs muft always {yncope in that
Cate,
' Obferve
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The Order and Pofition of Flats are declined by Fourths af-
cending, beginning by that of B, thus, B, F, 4, D G, &c. it is
the fourth Note that determines the I\umber in (har Keys ;
for Exzmple, the Fourth to Fis B flattened,. therefore we muft
placc a Flat upon the Line of B, in the fnarp Kcy of F, and fo
of the other Keys, oblerving that fharp Keys that'require Flats,
begin by that of F'; fo that rchomn'r by I'ourths, as we reckén
by Fifths for Sharps, you will find_the Number of 'Flats re-

qulrcd
ARTICLE '

Of flat Keys.

The O&ave to D will ferve as an Example for all flat Keys.

E X A M P L E. .
O&ave, -

r D Sm—— Sr————
Cx —— — Leadm"r- 5 OF ﬁnrp Seventh, -
’ B —— — The Sxxth :
4 =  ——  Governing- Fifth of the Key, -
{G — —_— The Fourth, -
l F — — B ] The Thm‘l ,
E e — The Sccond,
LD — o Key-note,

The Progreffion of a flat Key differs from a fharp Key in af-
cending, but in the Third,. whlch onc Way is flat and the other
ﬂmrg but in ducc.ndmg we muft make B flat, and" leave out ™

E X A M P L E

the Sharp to C.
G e, jes pe-jse_lue-vo|

You can never be miftaken by following thefc Progreffions in
all flat Keys,

Example
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It is difficult to compofe thefe twa Sorts of Canons, unlefs you.
have a thorough Knowledge of inverted Chords 3 and you muf®
avoid ufing (as much as you can) the Fifth, the Fourth, and
the Eleventh.

The beft Method to make a quick Progrefs in Compofition, is
to apply and ftick clofely to Modulation, and to the fundamental
Harmony, which are the principal and only Caufe of all that
Variety that may be therein introduced, by inverting that fame
fundamental Harimony, the Modulation whereof never changes,

. >

F I N I &

ER R AT A

Page 6, the Dire& in the Tenor at Bottom fhould be on C, The Chff
in the firft Bafs mu# be on the third Line. The Dire& at Top F, angd
at Bottom G.——-Paﬁe 17, Counter Tenor, feventh Bar, a 3 over the firik
Nute.—Page 21, Bafs feveath Bar B under the firft Note.—Page 62,
righth Stave the F Cliff on the fourth Line. Third Bar fecond Note,
B on the fecond Line, not F.—Page 68, Example of A Flat muft
have B, E, D and F Flat.—Page 77, the firlt Stave, the 7 ower the
tecond Note in the feventh Bar muft be out, and 7 put over the firft
Note in the eighth Bar. The fourth Stave, the firtt Note in the
ninth Bar muit be B on the fecand Line.—Page g6, the third, fourth,
and fifth Srave, thg F Clit muft be on the fourth Line, not on the
"Third.—Pugg 111, the fecond Note in the firit Bar fhould be D.-—-
Page 122, the laft Example, the fourth Note D in the fecond Bar,
fhould be a Crotchet.—Page 123, the laft Example, the fecond Note
E in the fecond Bar muil be a Quaver.—Page 123, the fixth Bar
the fecond Note in the Bafs mul be B.—Page 131, the fecond Stave,
the tecond Note in the feventh Bar muit have a 6 over 1t inftead of
a ¢.—Page 136, the fecond Stave, the filth Bar, the fecond Note
muit be € in the fecond Space.—Page 138, F over the fecond Note
in the tixth Bar, of the fccond Part in the Treble, C over the ﬁr(‘
Note in the feventh Bar, e
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like unto that of C, if the Key be fharp; then Sharps and Flats
arc to be uied, in ord-r to increafe or leffen, a Semitone, thofe-
Intervals that might leflon that Conformity ; the Queftion is:
only to know the Number of Sharps or Flats that are generally

placed after the Ciiff, in order to fhew thar all Notes on the

fzrac Degree, or Space, with thefe Sharps or Flats, are to he in-

creafed or leflened a Semitonc ; for Example, if we take D for-a

Key-note, and would make its Key agreeable to that of C, we’
obferve that £ makes the flat Third to D, which is not con-

tormable to the Third of £, which is fharp; -therefore we muft

add a Sharp to F, to make it a tharp Third to D, as E is a

fharp Third to €, &c. So likewife the Fourth to Fis B flat-

tened ;3 therefore a Flat muft he added to the Note &, when.
you are in the Key of F, to conform it to the Key of C.

Example of all fharp Keys, whofe Modulation of an OQave
1s agrecadie ta that of the O&ave of C,

By Sharps.

s ——
of E, of B, of Fiharp, of C tharp-

By Flats

— _— J —~Q—-- » k-—.- | - ‘e - i it

et e T E';_._ —

= ———| b |—b et ——
Of F natural. Of B fiat. Of E flat. Of {1 flat.

Here are cleven fharp Keys, which, with that of C, make
tweive, there being but twelve chromatic Notes in an O&ave.

As to the Ovder and Pofition of Sharps, they are declined
thus, F, (, G, D, 4, E, B, &c. which fhews that, when there
is but one Sharp, it can be but that of F; if there are two
Sharps, they are thofe of Fand Cj if three, then F, €, and G, ~
&c. reckoning always by Fifths, afcending, from the firft Sharp
which is F, to the Yaﬁ'. -

In order to know how many Sharps there muft be for denoting
any one particular Key, you muft obferve that it is always the
Lecading-note, or tharp Seventh, that determines the Number,
becaufe” the laft Sharp is always placed upon it; fo that the Key
of D fharp requires’ two Sharps prefixed to the Key, by rcafon
that, C tharp being the Leading-note; or fharp Scventh, we can-
not put a Sharp to (, without placing anothcr to F, which is
always the firft Sharp : for the fame Reafon, the Key of E fharp
requires four Sharps,-fince D tharp is the Leading-note, or fharp
Seventh ; fo of the others, .o
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prepared by a confonant Note in the precedin lgChord (provided
in this Cafe the Bafs afcends a Second or a Fourth) you may
pradtife it by refolving it afterwards according to the Method

prc[‘cnbcd by the Example, and without going wide of true

Modulauon,
The Seventh, which may always accompany the Ninth, ought

not to be added to it, unlefs it be prepared by a Concord of

confonant Note in the preceding Chord.
QObfirve alfo in this Place that minor Difcords by Sup oﬁtwh

may be preparcd by another common Difcord, fuch as the Se-
venth, or by the falte Fifth; and that roceeds by reafon that
thete laft Difcords are contamcd in the ‘famc fundamental Chord,
having already obferved at Chapter XII. that one and the fane
Nore may create feveral Dntcords following, when they procced

from the fame fundamental Chord.

et

—— . e

_—-—_—-—

5:::_:: e e=—z—

{Ho—zmi- :-—‘-_______..e“- ——— i —
Contmucd Bafs.,

== f:‘_“‘_ff::i E=——

Fundamental Bafs.

The Notes A of the continued-Bafs carry Chords derived from
the fundamental Bafs ; the like of the Notes B if then we may
hear Difcords by bupPoﬁuon after another Dncora, and if it be
true, that a Difcord i1s to be preceded and followed by a Con-
cord, we muft conclude, in ordcr that this Rule may hold good,
that feveral Difcords that are heard following upon the fame
Degree, are not fuch in Effe€, but that they all proceed from
the fArfl Difcord which is the Sevcnth, the fundamental Chord
of which doth.not change' until the Expiration of thefe feveral
Difcords In Appearance upon a Concord, as ‘it is obfervable in
the Example,. and as it really is; fee Chn XV, how the cles

veuth Heteroclie may alo. be prepared by the falfe Fifth.
CHAP.
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The Chords
in the Treble
are to be exa~
mined but
with the con-

tinued Bafs.
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(,ontmued Bafs.
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Fundamental
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Here are likewife twelve ﬂat Keys, includm%'l that of D, which,
with that of 4, is marked without 2 Flat or S
The ﬁrﬁ Key that bears a Sharp before the Chﬂ" is that of

E, and, in order to know the Number of Sharps proper to cach
ﬂat Key, you muft reckon by Fifths, beginning at £ thus,

1, 2 harps.

E B %X Cx, &c. confequently the flat Ke K of B, which is the

‘ ccond muﬁ: have two Sharps ; fo of the other Kcys s it is alfe
the !ccond Note of the Kcy that denotes the Qxanmy, it being

the laft Sharp.
The firft flat Key that hath a b Flat beforc the Cliff, is that

I, 2, 4, § Flats.
of G, fo_that reckoning by Fourths, G, C, B E, you will
find the Number of Flats proper to cach Kcy H e flat Third,
which bears the laft Flat, alfo denotes the Quantity,

CHAP,
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All thofe Notes in the continued Bafs that carry Ninths, or
fharp Fifths, are to be left out when the fundamental Bafs is
made ufe of, otherwife the Notes in the fundamental Bafs ought
to be above, thofe that are figured by a g, ora g¥; becaufe the
Sound in the fundamental ans which in that Cafe is fuppofcd,
caonot be heard but-above that which fappofes it.

“Thofe Nates. that carry Ninths.and fharp Fifths, may either
defcend a Third, as.it is marked in the Gmdcs, or remain upon
the famg Degrees for which Reafonithe Ninth may be refolved
twe Ways, viz; by.the O&ave; when the Bafs femains upon the
fame’ Deglzcc, and; by’ the- 'Flnlrd; when it defcend¥ 2 'I'hxrd in
which Gale it may-be obferved, that the Scventh is, then vefolved
by the O&ave, as we. thall fhcv.n hereafter.

There are fome that hold that the Ninth may be refolved by
the Fifth, by caufing the Bafs to afcend a Fourth ; but the Har-
mony that proceeds’ from it feemp improper:: Therefore we thall
Jeave it to the lecretlon of Compofcrs of a goocLTaﬁc.

E’*’d”dd«:»_-qf the Ninth refokved-by the-Fifth:

It mx ht rather be refolved

by the lxth by caufing the
l:% Bafs o afcend % Third 3 by
reafon that, "in'this Cafc, “the

E:T:: —6—

_....59__

+ fundamental Harmopy would
9 6 * not be altered. See-the Guides

__g ...--— in the other Example.
st
At el = 01 D0 e

All minor Dnlcords by Sup-

pofition abfolutely sequire to

bc prepared, [0 that as foon as you fee that the Ninth can be
prepared
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Example of all flat Keys, whofe Modulation ¢of an Oftave
anfwers to the above Octave of D.

By Sharps.

A — Q : N 1 —
BE=L| e e R
Caninten bl g _.' d Ones ‘«;—.-; o
{::.:z::#: i ——1 = xs—" ]
FlatKey Flat {O({B,| Of F [O1 C | Of G or D
of A4. l ,Key I fharp, l tharp, l frarp, tharp.

of E,
ts
I Fiat iey

e e —t T
s

That twoKeys
’ . . o are t'ﬂc fume,
o oy Mo s e
praind = W et S S SN ;..__,
of G, I Of C, l Of F, lOfB ﬂat,l O[Eﬁ:::'.l

The Author in the Example of flat Keys by Flats, hath fol-
fowed the ancient Manner, by omitting the flat Sixth after the
Cliff, and, in that Cafe the Kev of D is not diftinguifhed from

the Key of #4; but, rding to our Author, the Sixth in flat
Keys muft be dee and muft be of the fame Species as the
Third. We here other Exampie of flat Keys by Flats,

ll_':‘ehglinning by the Ke D, which, in this Cafe, bears- the firf¥
t

e ]

IKeyofD,l Of G, ] of C, Of F, , Of B fat. I Of E flat.

As Beginners may be under fome Difficulty in refpec to the
Chords in the Modulation of an O&ave in flat Keys, here fol-
lews an Example of the Chords in the flat Key of D,

E X 4 M
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by the Guides in the Bafs, in which Cafe, the Chord of the
great Sixth, derived from that of the Seventh to the Note that
remains upon the fame Degree, would be heard.

The Guides in the upper Part fhew the fifth Sound with which
this Chord is not always filled up, efpecially when you compofe
but in four Parts, being at Liberty to place this fifth Sound in
Lieu of any one of the others, provided it be not a Difcord ; or
af it be, it thould be at leaft prepared.

We here fpeak of the. true Chord of the Eleventh in its full
Conftru&jon, but its extreme harthnefs obliges us to leave out
the major part of the Sounds that compofe it, according to what
we have faid at Chap. XV. and for that Reafon we may call it
heteroclite ; by which means it is rendered more foft and agree-
able, and for this Reafon it is but fparingly ufed in all its Fulnefs,
though it furnifheth us with agreeable Sufpenfions of Harmony
and Meclody, when ufed properly ; feg the tollowing Example.

E X A M P L E
A.B, A.B.
]

e

j— A

.

Fundamental Bafs.

To follow the Cuftom, we figure this Chord only with a 4,
when it is heteroclite ; and,. when it is filled up ‘with all its
Soundy,
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Inftance, fuppofing we had begun by the Key of C, we may,
after having removed into another, return into it back again;
but it would not be prop.r to return into another Key, after
having quitted it, to retake afterwards that of €, er to retake
another ; therefore it will be better to remove into a new Key,
and thus from one Key into another with Dilcretion, by return~
ing infenfibly, as it were, inte thofe that are the nearcft to the
principal Key, in order to conclude therein, in fuch a Manner
that it may fcem as if one had not quitted it; and for that
Reafon, when yeu have rcmoved into feveral Keys, you muft
smodulate towards the End in this principal Key, for fome Time
longer than at the Beginning.

7. In fharp Keys it is better to remove inte the Sixth, than
into the Third; wheréas in flat Keys it is better to remove into
the Third, than into the Sixth. |

8. In order to know if the Key you remove into is to he
Sharp or Flat, you muft obferve that the Key-note that fellows
that which you quit, its Third and its Fifth, be made vp of the
fame Notes contained in the O&tave to that which immediately
preceded it, and even alfo (provided that the Length of a Piece

doth not oblige us to the contrary) th: e perfe& Chord to
the Key-notes, that may be ufed in ntinnance of the
Piece, be made up of the Notes conta thin the O&tave of

the ficft and principal Key, without alt thofe Notes by any
new Sharp or Flar; for Example, If I begin by the Key of
it is plain that the Notes E, F, G, 4, and fometimes D, their
Thirds and Fifths, arc made up of the fame Notes that belong
to the Modulation of the Key of (, {fo that we may remove
indifferently from a fharp to a flat Key, and from a f";at imto a
fharp Key, according as the Thirds happen to be conformable
to the diatonic Order of the firft original Key, or at leaft ta the
laft you quit,  If, after the tharp Key of C, we remove inta
that of 4, this laft will be flat, by reaton that the Note C makes
the flat Third to 4; fo of the others. In order to follow this
Modulation in flat Keys, you muft obferve the Modulation of
their Q&aves only in defcending, where the Leading-note, or
{harp Seventh, quits its Sharp and becomes natural; it is for
that Reafon on¢ may da the like in fharp Keys, by adding a
Flat to the Leading-note, or tharp Seventh ; for, when we have
faid the Key-note might become a Second, it is but where there
always fhould be an Interval of a whole Tone between the Key-
note and its Second, having alrcady taken Notice of this Mo-
dulation in the fecond Article,

9. You muft contrive to remove as it were infenfibly from
ORC Key into another, and in fuch a Maance that the Ear may

K bardly
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CHAP XXXI.

Of the Chord of the Elevenths otherwife called the Fourth:

THE Chord of the Elevénth is édmpo‘fed of ﬁve.Soun'ds, thus
D: A’ G E) G: ’

15 S5, 7, 9, 11, where it is feen, that thé Sound added ig
a_Fifth below that which ferves as a fundamental Noté to the

Chord of the Seventh, '
This Chord is feldom ufed; by reafori of its extreme Harfh:
nefs; there being three minor Difcords in its
4G, E, G, Coaftru&ion; as appears by the Numbers
{ 5§ 75 Qs II, 759> 1. Yet the Praétice’of it is-eafy, by
X133 5 7 reafon that three Coricords, or confonant Notes;
in thé preceding Chord, prepare thefe three
Difeords, by keeping on the fame egrec ; but they muft not
be refolved all three at once, by reafon that, as they are minor
Difcords, and muft defcend, one could not avoid rwo Fifths to
follow in the Parts; fo that you muft firlt refolve the moft

harfh, which are the Eleventh and Ninth, and afterwards theé
Seventh.

E X 4 M P L E

B e

o i SUUHEIISI N AR A

Continued Bafi.

1 7 7 7 7 7 .
ES=———e =

Fundamental Bafs.

This Exampie thews that the Progrefion of the continued
Bafs is the fame a4 that on which a Ninth is taken in refpe& to
the Preparation of that Ninth and Eleventh; but, to tefulve the
Eleventh, you will always do well to let the Bafs remain upon
the fame ,&f«, in order that the Seventh may afterwards bo
heard ; though anc mightmake it afcend & Third, ‘as it is mrk‘:cyi
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CHAP. XXIIL
| Of Modulation, or the Mamner of removing from one Key into

ansther.

- 1. - A LL Notes that carry the perfe@ Chord are deemed Key-
notcs, therefore one may fay, that all thofe WNotes,
- axhich in our firft Examples carry perfe@t Chords, are like fo
many different Key-notes ; thofe Examples wiil alfo ferve for
-what follews ; for we cannot naturally rcmove from a Key-note
-into another, otherwife than by a confonant Interval, in fuch a
~Maaner. that, after. having begun a Piece in a certain Key, you
may rcmove 1nto another that is a Third, a Fourth, a Fifth, or
a Sixth above or below, fo that the firft Kcy-note may become a
third, a fourth, a fifth, or a fixth Note to that you remove into,
and fo on from one Key into another.
. 2.. Befides what we have already faid, the Key-note in a fharp
- Key may alfo fometimes become a Seventh, and even a fecond
- Note, but never a Leading-note, or a ftharp Scventh 3 and a Key-

_note of a flat Key become but a fecond Note,
"~ Obferve in this that the Seventh, we here fpeak of, is
that which isa w e below the O&ave, and net that which

1s but a Semitone below, otherwife called the Leading-note, or
fharp Seventh. o

3. If when in the Middle of a Piece you would remove into
the Fifth, or Governing-note of the Key, thc Key of that Go-
verning note, or Fitth, muft be naturally fharp, though we may
fometimes make it a_flat Key, but this with Judgment; and
;]hc Key of a Governing-note, or Fifth to a flat Kev, muft be

at.

Thefe Rules may be trefpafled vpon when you are capable
.gf.judging rightly, but vou muft always be very cautious im
doing it. ,

4.gBy' whatcver Key you begin, it is proper to mndulate in
that Key, for three or four Bars at leaft, being at Liberty tq
gxceed that Number, as far as your Genius and Tafte ‘will

crmit.
P 5. Jt is better to remove into the Fifth of the Key, than into
another ; and in that Cate the firit Key-note will become a
gourth, and this may bc done by the Means of the irregular
adence. L '
6. As the Ear will be cloyed by often hearing the fame Key,
it is but into the principal Key that it may be allowed to rc-
turn; but, in refpet to the other Keys, it i1s not proper to re-

turn into them again, prelently aftcr you have left it; for
4 3210, ¥
Iaftance,
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Anther EX AMP L E.

CHAP XXIX.
Of the Chord of the extreme fharp Fifih.

E muft alfo treat of certain Chords that are introduced
by Licence ; and, firft, of the extreme fharp Fifth, we

fay that it can never be ufed but upon the Third in Hat Keys.
-This Chord, properly fpeaking, is no other than the Seventh
to the Governing-note of a Key, under which is added a fifth
Sound, at the Diftagce of a Third. ‘

E X 4 M P L E.

%ga . It is not in the Sound
-not S :
s;::;“;: és. ¢ added, that you muft feek

JOﬁ‘it{a
i
Ll N |
LI
Lol o ]

g e the fundamentat Note of
':'T . Chord of the extreme thig Chord. .
[ al fharp Fifth. -

This Chord hath for its fundamental Nete the Govermnﬁ-
note of the Key, and- will always follow its ufual Progreffion ; the
major Diftord “will afcend, and the minér Will'defcend, and thé
Whole will- be reCoLv:?- by the perfe&. Chord to. the Key-note:;
whilft the Sound add, wxﬁ afterwards make a Part in that perfeft
Chord, or will defcend upon that fame Key-note.

E X A4 M
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By giving it the Chord of the Seventh, or of Six and Four,
it then bhecomes a F ifth, or a Goxernm"-uote 4 .
By giving it the Chord of the ritonus, or the great Sixth,

it becomes a fourth Note B.
By giving it the Chord of thé Sixth, it becomes a Third G,

or a fixth Note aicending to tie Leadmg-notc, or fharp Se-

venth D,
Ry giving it the Chord of the fmall Sixth, it becomes a fixth

Note defcending upon the Governing-note of the Key F; and
fometimes you may alfo caufe _the Key -note to afcend a Sem-
{one inftead of repeating it, by giving the Chord of the falie Fifth
to the Note fo aicended, w hich then becomes a Lcadmg note or

iharp Seventh H.
When the Key-note bears a fharp Third, it may then be-",
come a Governing-note, or Fifth, without any Alteration 73

fee the following Example.

E X A4 M P L E.

. B. B, H. B.

_ 47 4% 6 5 ; Sty 6
Ee——=> S — =T, o Sl i}
& o — : (oF Tl M
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E X A M P L E
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Fundamental Bafs.

Each Bar reprefents a falfe Cadence, excepting the Penultima,
which reprefents a perfe@ Cadence, avoided by adding a Sixth
at A4 this Sixth preparing an irreguiar Cadence, which is likewife
avoided by adding the Seventh at B, where the perfe& Cadence
is prepared and concluded upon the laft Note.

f the two upper Parts were inverted, you will then hear as
many Fifths as there are Fourths; but the Infipidity of feveral
Fifths is fo much diminifhed, by inverting them, that we are
not to attribute to the Fourths what concerns only the Fifth and
the O&tave. ,

The Seventh is fometimes by Licence joined with the Sixth,
which creates a very harfh Chord ; and the only ‘Reafon’ why
it can be’tolerated is, that it is ufed as a ‘palﬁng‘%hbrd', and the
harth Sounds therein are heard in the preceding ‘and followi
Chords, and the Note of the Bafs, in this Cafe, can be acfpﬁtttg
but by Suppofition. .

E X 4 M P L E.

Ez==—=aoc ]
4

g St - LA
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llz\ard!y perceive it, which may be¢ done by following the above
dethod.

1o. The laft Note of the Key vou quit, muflt always bear 2
confonant Chord, fo that this laft Note will be either the Key -
note, its Third, or its Governing-note, or Fifth, or fomcnmcs
. the Sixrh, which may carry thc Chord of the Sixth; thouoh
vou muft ar firft only fck to remove from a Key- note to Its
Fifth, and, that Flfth becoming a Kev-note, you may afterwards
follon the Metbod preicrlb'd in the following Example, by mo-
dulating for. fome Bars, in the Key to each of thote Notes which
we makc the Bafs to remove,

E}_{A{MPLE.

Firft, Secopnd, or Firgt, Sccond
e e e e B e e e ~e
—_— _;I“-‘ """ ""‘ "'"—'"
Q= | T T
—_ “€~ ——l= S
— —-9- ———— b e e

The Bafs may begm upon the firlt or fecond Bar, and you
ought not to dwell as long upon the fecond Key, as upon the
nrft ; and ftill lefs upon the others, by ufing fometimes but one,
two, three, or four Notes of thefe laft l\eyc in order to remove
inio the other, which depends morc chiefly upon Tafte than
on Rulss.

CHAP XXIV.

Some furtker Rules on the foregeing Chapter.

change Keys; thefe Cadences introduce a Sort of a Stop or
it, ¢uring a Piece, after which you may remove into whatcver
Key you wll, b makmﬂ' another Cadence in this laft Key ; for
aftcr a pcrfc& nored, w ‘hich is the Conclufion of all Ca cnccs
you ace at Liberty to remove to whatever Chord you will.
Sometimes the Key-no ¢ may he repeated after a Cadence,
by g.ving to that Noie repeated a Chord proper and fuitable té
the hey you remove into,
By

;!T is by the Mcans of the Cadences, that you may learn to
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C H.A P. XXX
Of the Chord of the Ninth.

HIS' Chord differs from -the - preceding Chord, only in the
Fifth, which was fharp in the other, and which in this
Chord ought to be perfe& ; ar rather in the Third to the funda-
mental Sound, which in this Chord is flat, - and in the qther
fharp; fo that, if we take a Chord of a Seventh to a Governing-
note with a:flat Third, we fhall make that of a Ninth by adding
a, Note, a' Third below that Governirig-note. ' '

“E X 4 M P L E

T, BT
- .56 4 Governing-note. --—g A Governing-note.
i =~ ¥ Sound added, r ¥ Sound added.
Chord of the extréme fharp Fifth, - Chord of a Ninth.

Tt is neceflary to take Notice, that all.Chords by Suppafition,
fuch as the extreme fharp Fifth, that of the Eleventh, and that
of the extreme. fharp:Scventh (we fhall fpeak of thefe two laft
Chords in the faollowing Chapter). derive from the Chord_ of &
Seventh to a ‘Governing-note, -becanfe, by .this Manner, *you
immediately know. how thefe.Chords are to beiprepared and re-
folved ; fo that, by the Means of a fundamental Baf; you will -
fee how the WHhole anfwers to..oug Rulés of Sevenths,' See the
following Exapple. - . . L e

EX A MPLE

PR

ey

Continugd afe, . ; .

LA SO AN S IR A A
e e
" F upda;pen-t—amg. O s e

-1
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E X 4 M-P L E

o This Chord muft be prepared by that

( 5 _8528: - of the Seventh to.the Note that governy
l =— —=—) the Governing-note of the Key, whercin
¥, = " it appears, that the fecond Note, wirich,
' ' in this Cafe, governs the Governing--
" IpS%. 6 note of the Key, afcends but a Semu-

F—o——0~|=S—f| tone, inftcad of -afcending- a--Fourrh,
L ——I=——=if whilft, in the other Parts, you: will hear
only the Chord of the Seventh to the Governing-note-of-the
Key, which is afterwards refolved according to aur Rules,

This Chord is fometimes ufed, in order to avoid a Cadence,
by caufing the Governing-note of the Key to afcend-a Semttone
upon this 86und added, which, from a fixth Note, becomes a
Third, by reafon of the Alteration of the Key, and by the
Means of a new Leading-note, which the cxtreme fharp Fifth
creates. \

E X A MP L E. R
=g

L: PRV Sy
B | — g

——
This Chord is alfo prepared by that from which it is derived. T

s sl

OF ¢ Sk O' 4w sHOTsh sw

SR R0~ | MY
— ]
P - . d ’.

5%
=
There are fome who fametimes prepare it by the Flfch to the

fame Note, or by the }flat Sixth to' the. Note which is a Semi-
tone belaw it, or by ‘the Chords derived from that of the Seventh
to the Note, which is hut a Sgmitone below ; but that is takin

to gpuch Licence, ' o - CHAP.

When you compole in four Parts,
you are at Liberty to place in the
upper Part the Notes marked by the |
Guides in the Room of the others,






cover.jpeg
A 'TREATISE OF MusIc,
CONTAINING THE

Wherein the Several Parts Thereof Are
Fully Explained, and Made Uscful Both to
the Professors and Students of That Science






index-180_1.png
Principles of Cempofition. 177

. "The moft common are taken in the Unifon, or at the OQave,
. —=—1 #ccording to the Extent of the Voiges or
:ﬁ—r_—i Inftruments; and for that Purpufe you
—=L may compole a Subjet at Pleafure, ‘vo

(==
1. §L‘Ez
which you add as many Parts as you

———|= think proper 3 and, of all thefe Parts, you
3-p— === comprs’e an entire Air, which is {o con-

- trived, that the Melody of one Part may

ferve as a Contiauance to the other; after

,—E_ ’F  which this Air begins by one of thofe
3-< — Parts avhich is immediarely followed by
another, at the Time that the firlt Subje&

is ended; thus each Part follows the

4 -‘3-— %:_ other, and, when the Firft is at an End,
=== it begins again, being always followed by

the others, as at firft, provided that each

l———— - .+ Part hegan at jts proper place. See the
5 3 —g Example at the Side.

= A pp— Suppofing that you had imagined one
of the Subje&ts contained in each ef thefe
five Parts, you might eafily add the others, and from thence
rake an eatire Air, jn which confifts all ghe Difficulty of this

Canongof which this is the Ay

2

Da Cuflo.

<

e,

Re—veill ez vous dor--meur fans fin, Relindindin, Reindindin, Relindindin, Re-em
=~ Ly r-@ as g, Relndinaing & HAE R

| e
o a—

 The Mclody of tholc fize Parts is very qpvious in this €anon;
we have only added fomc Notes for the Sake of the Air; and
cach of thefe Parts is to begin the Air one after the other, when
the preceding Past is at the Mark*.

This perpetual Fugue may alio be taken at the Fifth or at the
Fourth; but then, in this’ Cafe, the entire Air muft be framed,
and proper Sharps and Flats (as the Cafe requires) are to be
added to thole Notes, of which the natural Degrées would hinder
thofe Parts that repear the Air to be entirely conformable to the
firit Subjef, without oblerving any Modulation, but only. the
M,ctody.'whicl\ makes it the more difficult; for, cvery Time
that a Part takes the Fugue, i goes into a new Key, which is at
the Fifth, if the Fugue is taken,atthe Fitth ; and at the Fourth,
Af it bo taken at the Fourth. [t the Number of Parts is unli-
- BL \ mited

‘:SP"

]
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. The fame Number of Refts, or of Bars contained in the it
Part that retakes the Fugue, muft be obferved in the next Part,
that is to fay, that, if the firft Part that retakes the Fugue hath
reckoned one Bar, each of the other Parts are to reckon the like
Number of Bars after that which immediately precedes it. This
Rule, neverthelefs, is not fo general; but that it may be trefpafled
upon fometimes ; and we think, that the third Part that retakes
the Fugue, ma}z' be poitponed or advanced for a Bar: So that,
if the lecond Part hath reckoned two Bars, the third Part may
reckon but one, or three after the fecond Part, and fo of the
others which repeat this Fugue in the Unifon, or at the O&ave,
after the third Part 5 for as the Fifth is to anfwer the Key-note,
and the fecond Note the Sixth, &fc. what may agree one Way,
after the End of one or two Bars, may poffibly not agree with
the other, after a like Number of Bars. It would be, therefore,
reftraining too much the Genius of an Author, by keeping him
within the Bounds 6f the firft Limits; and fuch as will not agree
to this, will find a thoufand Defigns or Subje@ts where it may
happen, that not one of them can be fubjefted to this ftri& Re-
gularity. See, upon this Subje&, the Fugues of Rauce falid
Junt, and of Defecerunt oculi meiy in the laft Example,

When all the Parts ceafe togegher, in order that a new Fugue
may appear in a better Light, the Subje& muft never appear as
if it was abfolutely ended, for we muft always make the Auditor
to expe€t as much as poflible what we inténd for him, and, to
that End, this Reft or Silence ought to be ufed but in falfe or irs
regular Cadences ; and, if they be perfe& Cadences, it muft; at
l(e:a}l, be in a foreign Key, as we have obferved it in all the like

afes.

A Fugue is an Ornament in Mufic, founded upon good Tafte 3
fo that the moft general Rules we have given, are hardly fufficient.
to fucceed perfeétly in it. The various Sentiments and Events
that can be exprefled in Mufic, introduce every Moment a No-
velty which cannot be reduced to fixed Rules. "It is true, that a
perfe&t Knowledge of Harmony difcovers to us the Roids we
fhould take in this Cafe ;' but the Choice of thofe Roads depends
upon our Tafte, and this Tafte requires an Experience, which
cannot be attained to but by Prafice, and by ftudying and hear-
ing the Works of the beft and moft ikilful Mafters in this Kind.

There is another Species of Fugue, called Perpetual, or Canon,
which confifts in an entire Air, the Subje&t of which is to be
repeated regularly by all the Parts.

The
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‘This Examp]e contains four different Fugues, and there are
few Picces of Mufic that contain more at once : We are often
fatisfied-to. introduce.but one or two, but they may be inverted,,
which- contributes greatly to the Perfeion thereof.

. The Fugue of Rauce fafizx funt, &c. which, for an Anfwer at
the Fifth, ends almoft every-where upon the fecond Note, would
be more perfed, if it ended upon the Key-note, as you will find
it-at that Part where the Bafs takes that Fugue. Yet this fecond
Note, which. is there taken, inftead of the Key-note, may be to-
lerated, and more efpecially when we are tied up by other Fu-

ues, which, by Beginning and Ending with this, cannot agree

ut with- this fecond Note, The Succeffion of the Chords, or
even good Tafte, may alfo oblige us, fometimes, to interrupt the
true Melody of the Fugue; which often proceeds from the Au-
thor’s Skill, in order to throw a greater Variety in the Courfe
of his Piece : Neverthelefs, this is not allowed, but after all the
Subjeéls of the Fugue have been fufficiently heard.

To diftinguifh the feveral Notes which we have the Liberty
of paffing between feveral Parts of the Bar for the Sake of the
Aijr, you muft examine the fundamental Bafs, which in that
Cafe, doth not make Harmony with thofe Notes,

The fundamental Bafs is ‘added to the other Parts, only for
the Sake of proving, that, in the whole Courfe of the Piece,
there are found but perfe& Chords, or that of the Seventh; and
that the whole is taken from the Rules we have eftablifhed upon
thofe two Chords : Therefore, and for that Reafon, it muft not
be examined with the other Parts, in refpe& to the Order, or
to the Progreflion of the Concords and Difcords, but only as ta .
the real Harmony and Foundation of the Chords; this Order
or’-Pro%eﬁion being obferved and kept, only between the five -
upper Parts and the continuéd Bafs; and the Foundation or
Ground of the Chords is found in that fundamental Bafs, which
contains very near all the feveral and different Progreffions from
whence our Rules have been taken, whilft the other Parts never
make but the O&ave, the Fifth, the Third, or the Sevenil,
cxcepting in the irregular Cadences, and in the Chords by Sup-
pofition or borrowed.

As we may find as many different Fugues as there are different
Airs, it would be impoflible for us to give Examples of all of
them ; therefore the Choice muft be left to the Compofer’s
Tafte, provided he obferves, in all other Refpelts, what we
h;v‘g.faid as to the Beginning and Ending of them and their
fnfwers. Co
AJ’md if you are willing that feveral Fugues fhould be heard
together, you muft pitch upon onc, and in this Cafe you x:a

: ' * chute
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1. A, the Seventh prepared by the O&ave, according to the
fundamental Harmony. D, the Third upon which the O&ave
to the fundamental Bafs becomes a Sixth. F, the Governing-
note upon which the O&tave to the fundamental Bals becomes a
Fourth ; by this Means the Seventh is found to be prepared by
the O&ave, the Sixth, and the Fourth,

G, in the Chord of the great Sixth, the Fifth which repre-
fents the Seventh, is prepared by the O&tave ; and the Guides
that are upon the Third and the Fifth fhew, that the fame Fifth
may be equally preparcd by the Sixth, and by the Fourth of
thofc two Notes; 10 of the other Places where there are
Guides. oo

H, in the Chord of the finall Sixth, the Third which repre-
feats the Seventh, is preparcd by the O&ave, by the Sixth, and
by the Fourth.

7, the Second, which is prepared in the Bafs, is preceded by
its Third in the upper Part. ' S

2. B, the Seventh prepared by the’Fifth, according to the
fundamental Harmony.’ '

L, In the Chord of the great Sixth, the Fifth which repre-
fents the Seventh, is prepared by the Fifth, by the Third, and
by the O&ave. - . e

A, in the Chord of the fmall Sixth, the Third which repre-
fents the Seventh, is prepared hy the Fifth, by the Third, and
by the O&ave.

&, The Seccond [prepared by the O&ave, or by the Fourth
marked by a Guide. :

3. C, the Seventh prepared by the Third aecording to the
fundamental Harmony. :

O, In the Chord of the great Sixth, the Fifth is prepared
by the Third to the fundamental Note to which the Seventh is
added. ,

P, that fame Fifth prepared by the Fourth to the Note that
makes the Seventh to the fundamental Bafs, which Note muft
bear the Chord of the Second. :

2, the Sccond prepared in the fame Manner as at 7.

R, that famc Fifth prepared by the Sixth to the Note whicl
governs that in the fundamental Bafs.  Obferve in this Place,
that al! Notes that govern another may be reprefented, by bear-~
ing a Chord inverted from the Perfeét, or that of the Seventh
which the other fhould ¢rry ; and that this Chord inverted is
that of Six, Four, or the {imall Sixth, .

§, that fame Iifth, is here prepared by the O&tave to the
Note, which makes the 'l‘hirz}’ to that in the fundamental
Bafs. ’
© 7, In the Thord of the finall Sixth, the ‘Thivd is prepared by
the Third, by the Sixth, or by th¢ Oftave; and the cherlllth
. thag
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fame Manner, we fhiall find that the Seventh cannot be prepared ;
vet in thofe Pro*rcﬁ]om we find fomething that obliges us to
caufe that Seventh to be heard, as the O&ave in a diatonic
Progreflion, in Chan. XT. proves™it, when we proceed from the
Key-note to its Fifth; :\nd that this laft retrogrades or defcends

to t.he Kev-note, the Ear is not in the leaft “(hocked thereby,
according to the Oy pinion of all Mafters.

If the Bafs 1fcen s a Third, in order to defcend a Fifth' im-
mediately afterwards, the Seventh which is heard upon the Note
fo atcending, cannot likewife be prepared.

E X A4 M P L E.
—L2- - - o

g

F'u‘dnmcx‘t'll Rafs.

—S—

The Example 4 fhews a Progreffion of a Fifth afcending,
fince it bcqu by the Third, which reprefents the Key-note. But
the Example B proves thar the Seventh cannot be prepared when
the fundamental Bats afcends a Third, fince the Note that makes
the Seventh to the fecond Note of the Bafs, cannot make a con-
fonant Note wirh the Firft.

One might give a fharp Third to the fecond Note at B, in
which Cale the Key would then be changed : And this is often

pra&tifcd, efpeciaily in an inverted Harmony ; as may be feen in
the following Example.

EX/I]VIPLE.

,%"‘nﬁi =
::-"""
\Ezlmn—%:z\m———u,——““
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=

This Part may pafs upon the=
Note, or upon the Guides, 2
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Each
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that precedes is refolved by the Sixth, to the fam= Notc cn
which that fame Seventh hath been lieard.

We have not hitherto taken Norice of the Second, hur, hefore
we fay any Thing conccrning it, obferve, that it fhould be pre-
pared but ‘in the preceding Manner.

It hath been fifliciently fhewn, that ail the feveral and differ-
ent Ways of prepiring Difcords procced from that ot prepaiing
the Seventh; and thar the only Difficulty confits, how to know,
by the Bafs, the Notes that compofe the Chord to that which is
the Fundamental.  Tn order therern, vou muft obferve, that the
tirlt diflonanr Chord muft be prccc!c-al by a confrnant Chord;
and that this contonant Chord can he but the Perfe& to the
Key-note, its Fifth, or its Fourth ; which perfe®t Chord mav i
reprelented by that of the Sixeh, upon the Third of each f
thote Notes, and by that of Six and Four upon the Governing-
note of the Key only.

In Compolition of two or three Parts only, we ofien chufe
but the confonant Notes in a ditionant Chord, fo that, it we do
not know the Key we are in, and have not a particoiar Regard
to the Progreffion of the Baf, all our Rules wili be ufeois;
therefore you cannot too clofely apply yourfelf ro underfland
perfely theie Rules, which we have given in the Key of C, und
are fufficient for all other Keys.

As wc ought not to hegin a piece of mufic but by a confonant
Chord, we cannot of Courfe ufe a Difcord, but after a confoaant
Chord ; but oftentimes, after a Difcord there follows another ;
for as we have alrcady faid, that a confonant Chord cannot ap-

car after a Difcord, unlefs the Leading-note, or {harp Seventh,
gc ufed in this laft Chord, otherwite you pafs on from one Dif-
cord to another, as appears by ocur Rules of the Seventh; and
as this is a little difficult to difcover in Pieces of two or three
Parts, becaule that thele diffonant Chords take in at leaft 1wo
confonant Notes, which are the Third and Fifrh, and, in an in-
verted Manner, the Sixth and Fourth, without mentioning the
O&ave that may be found therein; fo that one may often pals
from a diflonant Chord to another, without knowingz it: There-
fore you muft endeavour to underftand thefe firft Principles, if
you intend with Certainty to know ,what you are about.

’W-_—_M
CH AP XIX.

Shews where Difcords cannot be prepared.

F, inftead of making the fundamental Bafs to defcend a

Third, a Fifth, and a Seventh, we make it afcend in the
H ‘ fame
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by rhis laft Progrcﬁ'on in defcending, cannot take Place, unlefs
tlie ftharp Seventh be heard in the Chord to the firft Note that
dctcends a Fifth; fo that from thence one may draw very ufeful
Inferences, but we thall not fpeak of them, until we have exa
plained the Manner of removing from one Key into another.

CHAP XX

An exalt Enumeration of all the different Progreffions of the
Bafs, accardmg to the dtfe; ent Dxfcords therein ufed.

IT is always from our fundamental Bafs, and the fyndamental
Chord of the Seventhy that we are to draw the Rules con-
cerning Difcords ; and we fhall fhew that the Chord of the Se-
venth only is predommant in all diffonant Chords.

We do not in this Place intend to enlarge further upon our
firft Rule concerning the Seventh, only by giving ~that Chord
to every Note in a Key, when the Bafs’ proceeds by Intervals of
a Fourth afcending, or a Fifth deicending.

The firft Seventh may be prepared by any of the Concords,
or may be taken unprepared, according to what we have faid
upon that Subje@ in the foregoing Ch'xpters But we fhall here-
after be obliged to follow the Rule which requires it to be al-
ways prepared and reiolved by the Third : See the following
Examplie.

E X 4 M P I E.

= ‘efz == N N s i h——
Treble ____I_Q-e- a-e- :g_‘g: =5 'CZCL‘ ”
Counter-tenor I :ﬁ:._: :_-_C.J =l

A
Tenor. — e _,é-?\?'q_ R _{}e N
Fundumental E"‘"'— __Q__~_ o el e S > -e- :91 =-
Ba‘ﬁ T — Q’ t— —-—:c
) L—‘—'6--7 7-b-7-7-1- --7-?- 7.5..§.__
7° 7

Obferve, that all the Parts move h{ defcending, and that thefe

Sevenths are altcrnatcly accompanied by the Third and Flfth,

or by the Third and Eighth, thus, 1, 3, 5. 7, oF I, 3, 7 8.
1n order to render this Harmony more complete, there ought

to he five Parts, as we fhall prctcml fhew.
You will find forne of thefe Sevenths not in their natural Pros’

portion, as thole of C and F, which we had expreflly forbxdd;n
Y
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Each Part may ferve reciprocally as an upper Part or a Bals;

and you may fee how the faltc Fifth, the Tritonus, and the Se-
ventl may not be prepared.

If the Bafs afcends a Seventh, the Difconl cannot be pre-
pared.

E X A M P L E.
6 7 6 ) 6 4%
Eﬁ :%: ﬁ:g:lé:éjlgllz—_—{
s &

43¢ 6 4% 6

|
et
|

§ sb 6% $ 5b
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] el e e———
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Fundamental Bals.

The Seventh unprepared at ¥, when the Fundamental Bafs
afcends a Third ; and at L, when it afcends a Seventh or del-
cends a Second.

N. B, Itis but after a confonant Chord that a Difcord may
be taken upprepared, for after a diffonant Chord the Difcord muft
abfolutely be prepared, according to our Rules.

We mutft oﬁfcrve, that we do not intend to include the fharp
Seventh or Leading-note, in the different Difcords prepared or
unprepared ; by reafon that we here fpeak but of minor Dif-
-cords, and thefe Rules do not concern major Difcords which pro-
ceed from the fharp Seventh, in Favour of which a Minor Dif-
cord is often heard unprepared, as in a Progreflion of the funda-
mental Bafs afcending a ‘T'hird or a Fifth, in order to defcend
afterwards a Fifth, whercin the perfe® Cadence, which is formed

by
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by our firft Rules; but that is to be overlooked in the like
Succeflion or Sequence of Difcords, as they are caufed by the
Modulation, where it is not permitted to add any Sharp or Flat
to any of the Notes. You will alfo find, in what follows,
other falfe Intervals which proceed from thefe; fo that, as it
happens by Accident that they are fuch, they muft be written
as if they were right, by reafon that we cannot help caufing
thofe Notes to intervene in Harmony, when we do not chufe to
go wide from the Key.

If we take for Bafs that Part which makes the Tenor at 4, we
fhall find that the firft Note that anfwers to that gn which the
firft Seventh is figured, will bear the Chord of the fmall Sixth;
and, by the following Note which bears the Chord of the Se-
venth, 2 new Progreflion of the Bafs may be formed by new
Chords in Appearance, as will be {hewn by the following Ex-
ample, where that Part will be likewife marked by the fame
Letter 4.

If we afterwards take the Counter-tenor B for Bafs, we fhall
find that the Note, anfwering to that on which is the firft Se-
venth, will carry the Chord of the Second ; and, by the follows
ing Note which bears the Chord of the great Sixth, a new Pro-

refion may alfo be formed; as will appear by the following
%‘xample, where that Part is likewife marked with the Letter B.

It may be obferved, that the Chords of the Second and the
Tritonus are made up of the fame Intervals, faving in the one
that the Fourth is perfe®, and in the other it is fharpened ;
and for that Reafon this laft Chord is called the Tritonus,
which contains three whole Tones. The like Difference is made
between the great Sixth and the falfe Fifth. .

The Chorg of the fmall Sixth, either Sharp or Flat, partakes
of the like Difference; the Whole arifing from the Chord of
a Seventh, where the Third to the Bafs is one Way Major, and"
the other Minor; though that Difference is not diftinguithed
by two different Names, unlefs it be that we appropriate to the
Gyovcrning-notc of the Key only a Chord, the fharg Third of
which creates the falfe Fifth, or the Tritonus, with the Seventh
to that fame Governing-note ; whereas to the other Notes, that.
are but' merely Govérning-notes, we give a Chord, ‘wherein the
Third is Minor or Flat, agl neither the falfe Fifth nor the Tri-
tonus take Place between the Third and the Seventh, by reafon
that thefe laft Chords are to follow ecach other, untl the Go.
verning-note of the Key appears. '

The fo.iowing Example will fhew all the Chords that proceed
from the diffcrent Progreffions of the Bafs, and each Part may
ferve reciprocally as a Treble or upper Part, excepting the fun-
%umcntal Bafs and that underncath it, which can ferve but as a
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Ofave lower, fo that it be below the other Parts, or by tranf-
pofing thefe an O&ave higher, the Chords figured upon any one
of thofe Baffes will- be found to be in the other Parts. If the
fifth Bafs is chofen, you muft place over it only the Second, the
Third, and the Fourth, becaufe the firft bears too great an
Affinity to it : and, if the Sixth be chofen for a Bafs, then the
Fi-ft, the Second, and the Fourth only are to be placed over it,

by altering only one Note, which in the firft Bar creates two
- O&aves together.

Thus in one fingle Example we are inftruted in the. different
Conftru&tion of all diffonant Chords, of the Progreffion of Dif-
cords, and of the Difference of thofe Chords, in refpe& to the
‘different Progre'fion of the Bafs, the Whole confifting by in-
-verting the Chords, or in an Harmony inverted.

§. The fifth and the fixth Baffes have a good Effe&t, being
‘taken feparately, 'and one’ may even make them {yncope.
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Tt is pretty difficult to add two other Parts to thefe, by reafon
‘that an Harmony inverted introduceth a certain Suppoficion,
which requires a vaft Knowledge in Harmony ; fo that ome muft
. not at prefent prafife them, bt as they are pricked, that is to
fay, in two Parts only. : T

When any one of the Parts is chofen for a Bafs, it ought to-
begin and end by the Key-note, and be fo contrived, that the
Key-note at the End be preceded by its Fifth ; which may be
eaﬂY done by altering the other Parts fuitable to their Pro-
E—: on, when they are to be ‘heard above the fundamental

ﬁ. . .
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chufe which you pleafe; fo that, if the -Melody of ore Fugue
.be agtreeable 1o you, you may add w it three or four Parts, and
yon may find in thefe Patts the otbe? Fugues. Yet, as feveril
.different Fogues that fhould begini and end at the fame Time,
:and wherein there fhould happen 't5 be the fame Nambee ‘and
Valoe of Notes; would becoaie infipid, by sppearing to be only
an Accompaniment boe to the other, yeu muft endeavour to
avoid this Defe&, by obferving the Methed we have smentioned
in the Pamagraph prevoding the faft Example. Words in Piok,
which feldom bear the fame Quality amdngft thémfelves, na-
gurally lead us to this Variety, which vught always to be fought
after ; but Words in Rhyme, equally meafared, requite a parti-
«cular Care 1o begin and end one of thofe Fegues fooner or laver
than the other, and to infert fome Divifions in thofe that <¢an
.bear it, in order to introduce a greatey Variety, but the whole
mnuft be done without.Confufion § - for the Entries or comimg in
of cach Fugue are %o be diftim&tly heard, without clathing with
the other by properly ceafing, for fome Space, that Part which
is to retake the Fopue, and this Silence or Reft can be made
but upena Concard or confonant Nete. '‘One Fugue, for the
firft Time that 7t 18 hehrd, muft not ferve as a Contimaance to
the Metody that precedes it, ‘bt 'the Qontrary muft tbe pra&ifed
with Succefs, provided that this Fugue hath been heard atleak
'once in every :part.

All the Entries of the firft Fugue may be heard feparately
from the others; after which you pals to the Sevond, to the
Third, £9%, i which Cafe you intermix the firft Fogue with the
siew Fuglies:  You aomay alfo caufe each of them to be heard fe-
parately one from the other, and intermix them aficrwards. ¥
zan wduld ufe feversl Flugaes togethicr, by placing one of thefe
d\r;?vqa‘s in one Part, ¥nd ‘the.other in another Part, it is thea

ithedlt ‘to avoid Confafion. Oftentimes onc Subjedt or Defign
makes us forget the other; yet Whe Compdier ought te have thewn
equally ‘in View, andin his Mind.- Tt is, therefore, by the Va-
viety of Defigns, or Bubjeéls, by giving them oppofite ~Pto%‘ -
fioms, by :citefing ‘them to enter into different Parts 8f ¥he Bar,
€., that you may canfe'each Fugue to be heard. Tt dften hap-
pens, thit eire Part may fing two Fugues Tucceffively, ‘which et
tinft appeared but brie, ind which afterwards may be divided ime
two, which ‘produces alo a very agrecuble Effe&; but, 4nh that
Cafe, the fecond Part ‘that retakes thefe Fugues, ought to begin
immediately at the Place where they may bc divided, thovgh-one
ma antici‘patc or poftpone that Entry for fome Parts of a Bar,
and cven for more than a Bar.

Aa2 The
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1. Obferve that the Progreflion of the four firft Baffes is the
woflt natural, in refpe& to the Fun-lamental; and that the Pro-
greflion of the fifth and fixth Bafles are borrowed from thoie
frft Baffes.

The Progreflion of the fifth Bafs is taken from the Firft and
Tourth.

The Progreffion of the fixth Bafs is taken from the Second and
Third, and, if we have not figured with a 7 all the Notes in the
fifth and fixth Baffes, that might carry the Chord of the Se-
venth, it is to be underftood, that the perfe&k Chord can only
be taken, without the Scventh, by leaving out the O&ave in
the Chord to thofe Notes that precede them, by reafon it is
that O&ave that prepares the Seventh.

2. In the natural Progreifion of the Four firft Baffes, it is
oblervable that the Firft and Second, and the Third and Fourtn,
are difpofed by Thirds, and, whilft the two laft deicend, the two
firft remain upon the faine Degree, and fo on alternatively unto
the End; for, as it is more agrceable to the minor Third to
defcend, we cannot help giving that Progreffion at leaft to thofe
Parts which make it; and, in a like Centinuance of Harmony,
the confonant Note which is a T'hird below, muft follow that

Progretfion, remembering that a Sixth above, or a Third below,
=

is the fame Thingas C E, or E C, @

It is true that the confonant Note is limited in this Place,
only by reafon of the fundamental Bafs; for a confonuant Note
may remain upon the fame Degree, in order to create a Difcord,
if the Bals proceeds thus :

F
A, B, the Bafs, defcends a Third, = o
inftead of a Fifth; and then the g:%%%
confonant Note at C, which happens & —l—
to be a Third below the Diitcord <
at F, remains upon the fame De-

7 7
Eree, in order 1o create the Difcord 5:: O |—— | ———
at D, o=

-——

D.
7

Tt = e e—

A, 5.

———oy

In order to hear the Effeft of all thefc Parts together, the

fifth and the fixth Bafs muft be left out.

4. 1f the four firft Bafles only arc taken apart, vou will find
that the three upper Parts contain all the Sounds, of which the
Chords figured uii,on the Fourth are compofed; likewife, it any

enc of the other Parts is cholen for a Bafs, by tranipofing it an
O&ave
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CHAP XXL
Of the Chord of the Second.

HE Sccond is an Interval inverted from th:t of the Se-
venth, and confequently the Chord of the Sccond is in-
verted from the Chord of the Seventh.
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Chord of the Seventh, Chord of the Sccond.

This Inverfion caufes another of the fame Nature, when it is
_neceflary to prepare and refolve thefe Difcords.

If all minor Bil‘cords are to be prepared and refolved in the
"Treble, or upper Part, the Second on the contrary, which caufes
“the minor Difcord to be heard in the Bafs, is to be prepared and
,refolved by that fame Bafs, according to the Progreflion fixed to
a minor Difcord ; fo that you muft caufe to be heard in the fe-
cond, or laft Part of the Bar in the Bafs, that Note on which
you are willing to make a Second upon the firft Note, or Part
of the ncxt fubfequent Bar, and this Note muft afterwards de-
fcend ; fo that, whilft you make a Bafs to proceed in that Man-
ner, you may give to each Note a Chord like thofe in the fol-
lowing Example, until the major Difcord appears, after which
follows a confonant Chord.

One mutft alfo take Notice, that in a Progreflion, or Succeflion
.of Harmony, like unto that in the Example, a major Difcord
may appear, when the Air or Mclody of the Bafs procecds by
the fame Degrees, pafling through the Third, without caufing a
Conclufion which is referved for the Key-note, or onc of its De-
rivatives, which appears but in one more Bar afterwards, as maK
be feen in the following Example. The major Difcord, whic
in that Cafe doth not follow its natural Progreffion, is, for that
Inftant, deemed a minor Difcord, which is allowed only in re-
fpe& to the Modulation, when we arc minded to fulpend the
Lonclufion for fome Bars; though it will always be better to

i conclude
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in one as in the other, if it be truly imitated; fo that by the
Means of this Bafs, and of the other Parts, we may find that of
mmaking feveral Fugues 16 be heard together, or to compofe an~
other Species of éugue', called a Canon, of which we fhall
fpeak hereafter. ) . . T
3. The Melody of one Fugue may admit of feveral different
Baffes ; it may be fo compefed, that it may be more fuitable to
the Bafs, than to any other Part; svhich is indifferent, for, by
inverting the Chords, we ‘can compofe various Bafles, or caufe
one Part to ferve as a Bafs, though the Melody might be more
proper for a Treble; but nothing is more pleafing than to ufe
alternately thefe different Ways of accompanying a Treble or a
Bafs, cfpecially in a Fugue, wheére a Variety can only be dii-
cerned in the Parts that accompany it : And, if we have faid that
the Bafs of a Fugue might always be pretty near the fame, it
was only, in order to give the moft juft and true Idea of the
Manner how the Melody of a Fugue ought to be imitated ; for
this Likenefs in the Chords is, of itlelf, a fufficient Proof thereof,
4. In order to know the Choice that ought to be made of the
Wotes contained within the Compafs of the Key-note to its Fifth
afcending; and from this to the other defcending, you muft al-
ways keeg in View the Key-note and its Fifth;, at which Notes
the Melody of each Fugue generally ends; but they are not to
hinder us from making the %ntervals of the Anfwer to be con-
fortnable to thofe of the Fugue inverted, efpecially in the Middle
of the Air: So that, having made an Interval of a Third,
Fourth, Fifth, Sixth, or Seventh, in the Midft of the firft Me-
lody, we are t6 make the like in the fame Part of the Melody
that anfwers the Firft, and fo of the others.  Yet this laft Rule
is not fo general, but that one may deviate from it, in Favour
of a diatonic Progreflion, or in Favour of the principal Notes of
a Mode, having Rcegard rather to what follows than to what pre-
cedes ; and to the Key-notc and its Fifth (which generally be-
gins and ends the Fugue) than to this Unifdrmity of Intérvals
which we have propofed. So ‘that the Interval of a Foutth is
oftentimes to anfiver that of a Fifth, and this 1aft to anfwer
tl.e other 3 bur, moreover, if, afier a confonant Interval, the.e
. appear one or morc diatonic Intervals, we muft then have Re-
courfe to thofe Places where the Key-note appears, in order that
the diatonic Progreffion, which is found from the laft confonant
Interval until the Key-note, be regularly imitated in the anfwer-
ing Part until the Fifth; or, if the Progrcflion Icads to the Fifth,
it muft be imitated in the anfwering Part towards the Key-nate,
efpecially when a Progreffion (be 1t which it will) cnds by a
Cadence 3 for the final Cadence of a [Fugue muft always be made

X * upon
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Many Things are to be obferved to avoid Miftakes in the
Lhoice (which appears to be arbitrary) hetween each of the five
Notes from the Key to.the Fifth alcending, in order to make an
Air anfiverable to that of the four Notes from the Fifth to the
Key-note afcending, whether the Air afcends or defcends; for
there will always be found five Notes one Way, and four on
the otherg even fometimes we arg obliged to borrow the fecond
Note or the Fourth, in order to make up five Notes from the
Fifth to the Key-note afcending, or from the Key-note to the
Fifth defcending, which is the fame Thing; and thefe Authors,
who have wrote of Fugues, have neglefted thefe Obtervations, it
will not be improper to difclofe what Experience hath taught us
gpon this Subje&. = T
" 1. The Fifth muft always anfiver the Key-note, and the Key-
sote to the Fifth in the firft and laft Notes of the Fugue; and
we cannot go from this Rule but in the Middle of the Air, where’
it is permitted to ufe or borrow the fourth Note in Lieu of the
Fifth, and the fecond Note in Licu of the Key-hoié, in order
to make the Succefion of Melody more equal and conformable
dnc to another; there being, by this Means, but four Degrees
from the fecond Note to thc’Fift{n afcedding, or from the Fourth
to the Key-nore defcending, from which you may compofe an
Air pretty near liké that which is within the Compafs of the
four Degrees, from the Fifth to the Key-note afcending, or from
this laft unto the other defcending : The fame Liberty will alfo
furnifh us with five Degrees from the fecond Note to the Fifth
defcending, and from the fourth Note to the Key-note afcend-
ing, according to the five Degrees from the Fifth to the Key
deicending, or from this laft ynto the other afcending; and,
when we fay that the Melody formed from thefe horrowed Notes
will be preity near alike that which js heard between the Key-
note and its Fifth, it is by reafon that it cannot abfolutely be
the fame, on Account of the diatonic Degree of each Mode, the
Nores of which cannot be altered by any new Sharp or Flat,
faving in flat Keys, where a Flat muft be added to' the fixth
Note, when it defcends § and a Sharp to the Leading-note, when
it aicends ; being at Liberty, alfo, to add fometimes a Sharp to
the Third of flat Keys, and” to the Fourth "of all Keys, when
they anfwer the Leading-note ; as we have done it in the fixth
Example, to the Notes' markéd with a 7, provided that thofe
Notes make the fharp Third, or Sharp Sixth, with the Bafs.

2. The Bafs of the Fugue being' found, you iy feek, alfo, for
the other Parts that might accompan it ‘Melody and the Bafs
wherein may be gbierved, that that Bafs and the other Parts wil
follow pretty near the fame Progreflion with the firft Mclod{‘ and -
the Anfwer; and allo, that the Bafs will bear the fame Chords

u
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The continued Bafs is placed only to fhew, that, whatever Bafs
you may imagine under a Melody propofed, it may always have
the fame Uniformity, by bearing the fame Chords, but the Fun»
damental is ftill better in this Cafe,

5. The Melody or Subje& of a Fugue ought to contain, at
leait, half a Bar; and, if it-contains more than four, the Anfwer
muft begin in the Fourth; and yet the Movement ought ta be
fomewhat quick, that fo long a Succeffion of Melody, ftripped of

Harmony, may pleafe.
" 6. A Tugue may begin by any one of the Parts, but it ought

naturally to end upon the firft Part of the Meafure or Bar, when
it is divided into two Parts; and upon the third Part of the Bar,
when it is divided into four; and, when it ends in any other
Part, it is either for the Sake of the Words, or for Fancy only.
Sometimes, for Novelty, we may trefpafs upon thefe Raules, which
depend only upon a good Tafte; and the Surprife which thefd
Sort of Fugues that end contrary to the Rule .create, can be but
pleafing, when they are done with Judgment and Difcretion ; they
may alfo end upon other Notes than the Key-note and its Fifth,

E X 4 M P L E
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7. The Meclody of the Fugue is to be imitated, in every Re-
fpc&, as much as can be ; for the fame Quantity of Semibreves,
Minums, &c. contained in any Part of thc Meafure, muft be ufed
wherever the Fugue is heard. :

8, Yoy may hegin cach Part in the Unifon, or at the O&ave

of the firft Part; but, when thefe Parts follow each other at the
Yifth or Fourth, it is inorc agreeable, and produces a better Effeét.
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Although the Bafs defecends a Fifth at 4, we are not to take
the Seventh upon the firft Note, becaufe the fecond Note ought
not to carry either the perfe&t Clord or the Seventh, becaufe
we are to be guided by the diatonic Progrefffon that follows,
wheré the Melody refts.

The Melody which refts upon the third Note after B, obligcs
us to fuit ro its Key the Note at B; confequently the Note
that preecedes it, cught to carry but that Chord which is required
hv this Key, and not by that which is required by a conionast
Progretfion, becaufe the Note at B is not to carry either the
peric& Chord or the Seventh, '

We give a Chord to the Note at C, fuitable to the Key of the
following Note where the Melody refts ; and we give the Chord
of a Seventh to this Note at C, preferable to that of the fmall
Sixth, by reafon that this Seventh is found prepared by the pre-
ceding Chord, and it is refolved by the Sixth to the fame Note.
We fpeak of it again in the following Chapter.

We obferve the Rule preferibed to thole Notes that proceed by
Thirds at D and F, and, for a better Certainty, as to the Choice
we are to make of the Chords in this Cafe, obferve, that the
Notes in the firft Part of the Bar arc to carry perfe& Chords,
rather than thofe in the fecond or laft Part of the Bar, on which
the Chord of the Sixth is then fuitablc ; though one might give
the perfe& Chord to each of thofe Notes, as we have done'at G.

The Conclufion, which is felt by the confonant Interval at
the End, obliges us to fuit to its Key the Chords of all the pre-

ceding Notes in a diatonic Progreflion from H.

ARTICLE 1IV.

How to diffinguifh in a diatonic Progreffion, whether the Me-
ledy refts or ftops upon the Key-note, or its Governing-
note.

N order to diftinguifh, in a diatonic Progreflion, if the Me-
I lody refts upon a Key-note or a Governing-note, you neced
only to remember, that, in order to pafs from a Key-note to its
Governing-note, the Bafs afcends a Fifth or defcends a Fourth ;
and, from a Govcrninlg-notc to the Key~-note, the Bafs afcends a

Fourth or defcends a I'ifth. :
Now, if a diatonic Progreflion exceeds that Compafs, the

Leading-note will then appear in the Bafs, or not; if it ap-
pears, 1t will thew, at the fame Time, the Key-note; if not,
you may then be fure that the Melody refts upon the Govern-

lng-notc.
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upon the Key-note and upon its Fifth: Though, if that Ca<
dence doth not abfolutely end the Fugue, then we may ufe the
Fourth inftead of the Fifth, and, fometimes, the Sccond inftead

of the Key-note.
A Furrue ought feldom to begin or end but by the Key-note,

its P]fth or Third; the Sixth or the Seventh anfivering then to
that Third, as it appears in the fifth preceding Ex'unple So
that, by f’cu.kmg to what follows, rather than to what precedes,
and by the Conformity of the Chords that are to meet over the
Bafs ufed to Melodies anfwering one another in l'ugue, you will

feldom be miftaken.
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might be taken for a Leading-note, we muft examine if there do
not follow fome Sharps, or fome Notes that quit their Flar, by
reafon that the Leading-note is thereby fooner diftinguifhed than
by a Progreffion of a Semitone afcending ;" which may be done,
in fharp Keys, from a Third to the fourth Note, and, in flat
Keys, from the Sccond to the Third, or from the Fifth to the
Sixth, this Sixth neverthelefs defcending immediately afterwards.

I, immediately after a diatonic Progreflion, there follows a
confonant Progreificn, the Note that ends the diatonic and be-
gins the confonant Progretfion, ought to bear the perfeét Chord,
or that of the Sixth; if it ought to carry the perfeét Chord,
1t will be preceded by its Leading-note by afcending a Semitone,
or elle it will be the Governing-note preceded by a whole Tonc ;
3f it be the Third, in a flat Key, it will be preceded by afcend-
ing a Semitone, and, in a tharp Key, by afcending a whole
Tone: And if, on the contrary, thefe Notes are preceded in
defcending, the Key-note will always be preceded a whole Tonc,
the Governing-note but a Semitone in flat Keys, and a whole
Tone in fharp Keys. Now it will be impoffible but that, by
knowing thefe different Progreflions in the feveral Keys, you
muft underftand fomething, fince you already know the Relation
that a Key ought to bear to that you quit, its Difference, in
refped to the major and minor Third, being taken from its Third
and its Fifth, which are to be made up of the Notes contained
in the Key that you quit. Befides, it is almoft impofiible but
that a Leading-note will appear either beforc or after, and
that the confonant Progreffion that follows will lead to a certain
Conclufion that may guide us; for it is to be obferved, that ait
Conclufions are determined by the Progreffion of a Fourth or a
Fifth, excepting that, after one of thefe Pro reffions, there fol-
lows a diatonic Progreffion of two or three otes, cither by af-
cending or defcending, upon the Laft of which the Air or Me-
lody refts, and makes, as it were, a Paufe, or a Stop, in refpet
to the new confonant Progreffion that begins again.
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Ore may exceed five Parts in Compofition ; but that bhelongy
énly to great Mafters of the Art, who know how to double pro«
perly the confonant-notes or Concords, by giving thein, in that

Cate, oppotite Progretlions, and diverfifying the Whole by Me-
Fodies more or lefs hgurative.

-

CHAP. XLIV.

Of Dcfign, Imitation, Fugues, and Canons.

I \ESEIGN, in Mufic, is, in general, the Subje& of all that
thé Compofer propofes; for a fkilful Compofer is to pro-
pofe to himfeif a Movement, a Key or Mode, a Melody, and ad
Harmony agrceable to the Subje& he would treat. ‘But this
Term is to be more particularly adapted to a certain Melody
which he would have predomirant in the Continuance of a
Piece, ecither for makiag it {uitable and agreeable to the Senfe
of the Words, or for Fancy or Tafte; and in that Cafe it is dif~
tinguifhed in Defign, in Imitation, and in Fugue.

Imitation hath no particular Merit that deferves our Aftention 3
1t confifting only’ by repéating at Pleafure, and in any of the
Parts, a certain Continuance of Melody, without any other
Regularity.

Fugue, as well as Fmitation, confifts in 4 certaimr Continuance
of Melody, which may be repeated at Pleafure, and in any ef
the Parts, but with more Circuinfpefion, according to the follow-
ing Ruless

Kff, in [omitation, we may repeat the Melody of one or more
Bars; and even the Air entirely in one or in all the Parts, and
upon whatever Chords we think proper ; on the contrary, in Fu-
gues, the Melody muft alternatively be heard in the two prin-
cipal parts, which are the Treble and the Bafs, unlefs, inftead
of the Treble, we chufe another Part; and, if the Piece contains
many Parts, it will be more perfe&, when the Fugue is heard
alternatively in cach Part.  Again, the Chords that muft be
therein ufed; do not depend upon our Choice ; and here follows
the Manger of ufing them.

1. You muft chufe the Key-note and its Fifth for the firft
and laft Notes of the Fugue, preferable to any other, when you
are not yet thoroughly aflured of what you do; and the Melody
of this {‘uguc is to be comprifed in the Compafs of the U&ave
1o the Key ; for, fuppofing that it exceeds the Bounds of the
O&ave, l?x'ol'c Notes that are above or below the O&ave, are to
be deenied the fame as thoeie that are within the O&ave. Ie

2.
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CHAP XXVL

Of the Mamsier of practifing the Seventh, upon every Note of
‘a Key, in a diatonic Progreffion.

HE Key-note is the only one that ought always to appear

with the perfe& Chord, whereas that of the Seventh may
be given to all the other Notes, with this Difference, that, in
a Progreflion of a Fourth afcending to a perfeét Chord, or of
a Seventh, all the Notes may be deemed Governing-notes, and
may, in that Cafe, carry the Chord of the Seventh; but, ina
diatonic Progreffion, that Note which carries the Chord of a
Seventh, muft be divided into two Parts, or muft be repeatcd
twice (which is very near the fame Thing) in order that, upon
the fecond Part, it may carry that Chord of the Sixth which is
fuitable to it, according to the next following Note: And, in
that Cafe, the Seventh muft always be prepared, faving the
F ir{’;i which cannot be prepared according to the Progreflion of
the Bafs.
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4, B, 1T could have fuited the Chords of thefe Notes, in a
diatonic Progreflion, to the Key which thews itfelf by the Con-
clufion that follows; but I may alfo continue in the Key that
precedes it, and upon the fecond Part of the Key-note B I take
the Chord fuitable to the Key that follows.

The Note at C ought naturally to bear the Chord of the
great Sixth, which may be heard ai)t,cr that of the Seventh ; but,
inftead of refolving that Scventh upon the Sixth to the fame
Note, we refolve it by the Fourth to the following Note, be-
caufe the Chord of the fmall Sixth, which this laft Note bears,
and that of the great Sixth, which the Note at .C ought to bear,
arey in the Mgain, but ope and the fame Chord: From hence

M procecds
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As to pieces of foar or more Parts, they are made eitNer for a
Chorus of Mufic, or for Quatuors or Quinques, &%. (you wiil
find a Quinque or Canan in the laft Chapter.)

The Voices in a Chorus may be increafed to what Number
we think proper in each Part, whereas we generally chule
but one voice for each Part, in a Quatuor or Quinque. Now,
as there is fome difficulty to give a fine, natural, ealy Melody to
every Part heard together, you muft, at leaft, make it predomi-
nant in the Bals and the Trcble, efpecially in a Chorus ; never-
thelefs, you may give it to whatever Part you pleafe, fometimes
to one Parr, and fometimes to anotiierr, by preferring that which
is in the higheft Degree of the Voice, or Inftrument, fuppofing
there be no Voices ; for our Attention is daturally led to thote
Sounds that are the moft acute ; but we do riot mean to deprive
the Bafs, which ought to prime in this Cafe, and- upon which we
are always to be ruled in thefe Sort of Pieces.

Whatever Difficulty there be in filling up at Quatvor or a
Quinque with a fine Melody, we muft feverthtlefs endeavour to’
fuccecd in it; and, probably, it was in Favour of thefe Pieces,
that a Fugue was invented; which, renewing fometimes in one
Part, and fometimes in another, furprizes the Auditor, and oblizes
him to withdraw his Attention from thote Parts that are ftripped
of Melody, and to fix it upon that which retakes the Fugue:
It is alio by this Meauns, that the Auditor is artfully drawn in tor
give his Attention to thofe Sounds that touch him moft. As 10
the Melody of the Fugue, and the feveral Refts that imay he
therein introduced, when you fegl that the Melody is not very
agrecable, 1t depends entirely upon Jafte, and a proper Choice,
to mect with Succefs (which is the Subje&t of the following
Chawer) and it can be only in Chorus’s that can pleafe without
Fugues ; the fame Thing is in refpeét to Duo’s and T'rio’s, o
- ’ ne
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note, where the Leading-niote doth | Progrefiions leading to the Key-note,

not appear. where the Leading-note appears.

. The Bafs, which afcends a whole Tone at 4, fhews you the
Governing-note, and the Key-note at B, where the Bafs afcends
but a Semitone. . . .

Again, by whatever Note of the Key 2 diatonic Progreffion
begins, the confonant Interval between that Note and that which
precedes it, the Paufe or Reft that immediately follows, the whole
Tones and Semitones that happen in a diatonic Progieflion, and
the Interruption of this laft Progrefion by a confonant Pro-.
greflion, will certainly thew you the Place: It is true, that the
confonant Interval which precedes a diatonic; doth not o clearly
determine it, as that which follows a diatonic Progreifion, as the
Example in the preceding Article proves; but the whole Tones:
and Semitones that make up each Interval; in a diatoni¢ Pro-.
greffion, are fufficient of themfelves to put you in the Way o
1t: It is thercfore proper to obferve the Place which the Se-
witones occupy in each Mode or Key, as wcll afcending as de-
fcending, and to remember that the diatoni¢ Progrefffon is fel4
dom interrupted but after a Key-notey; a Third, or a Govern-
ing-note ; and if it fhould be otherwife, as it fometimes happens,
certainly the confonant Progreffion that follows, as well as' the
above Rules on this Subjeé, will be fufficient, o' as not to be
miftaken. 'We already know what the Progreffion of a Fhirdy
a Fourth, and a Fifth requires, as well 3fkcending as defcending,
and how the fame Chord inay fometimes be repreféented by two
Notes of the Diftance of a Third, ac¢ording to the Progreffion
that follows : In fhort; if you will but give duc Attention to'
all that hath been faid on this Subjeét, and ftick to Modulation,
whieh i» always.to be our firft Objet, and obferve the Relation
of the Chords with the Progreffion of the Bafs; and, if you
eompare the Whele with a fundamental Bafs, and take Notice of
the Leading-note, which is a very great Help in this Cafec; it
will be almoft impoffible to be miftaken ; fince, when once you
have difcovered the Chord, whichia certain Note ought to bear,
you have only to follow the Rule of the O&ave from that Note,
unil that wzeve the diatonic Progreflion is iaterrupted. Sce

Chap. XI. .
As to the Variety of Harmony which may be therein other-

wife introduced, it will be learnt by what follows,
: CHAP,
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In the firft Example, the fixth or the feventh Note anfwers to

the Third 4.
In the Second, the Sixth anfwers to the Third C.
In the Third, the Seventh anfwers to the Third D.

1n the Fourth, tne Fifth B, or the Fourth &, anfivers to the

Key-note B. F.
l):n the Fifth, the Third anfwers to the Seventh G or to the

Sixth H.
In the Sixth, the Third anfwers to the Seventh L, or to the
Sixth N ; the Qecond anfwers to the Sixth ¥, or to the Fifth P

the Fifth anfwers to the Sccond M, or to cy &, and the Kcy-
npte anfwers to the Fourth R,
 Many,

{3
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thus until the Note 'C, where the Difcord  is refolved by de-
fcending upon the Third to C, and where iit may be obferved,
that the Note G, which bears the Chord of the Seventh, ferves
as a fundameatal Note to thefe four different Chords; fo that,
when you meet with a Difcord, you muft always reduce it to
its fundamental Chord, and feek afterwards in the Bafs that
Note by which this Difcord may be refolved ; for, whilft there
appear in the Bafs but the fame Notes contained in the Chord
wherein that Difcord is ufed, it is certain that it cannot be
thereby refolved, and one of the Notes of the Chord, whereby
the Difcord may be refolved by defcending if it be a minor
Difcord, or by afcending if it be a major Difcord, muft abfo-
lutely appear in the Bafs, which is ecafily diftinguifhed after
having reduced a Chord diffonant to its fundamental Note ;
which may be eafily done, by faying, If the fundamental Note
to this fundamental Chord governs fuch a Note, which is a
Fourth above it; confequently I muft find that Note in the
Bafs, or at leaft one of the Notes that compofe its perfet
‘Chord, or that of the Seventh, fuppofing that the Melody doth
not reft there; if you meet but with the Fifth, then that Fifth,
or Governing-note, being the fundamental Note to the diffo-
nant Chord that appeared, muft be divided into two Parts, if
it be not repeated, in order that upon the fecond Part it may
bear the Chord derived from the Note that it governs. There
is fome fmall Exception to be made to this laft Rule, which
will be explained elfewhere:

Frem what hath been faid, it follows that if a Seventh is
taken upon a Note that ought naturally to bear another Chord,
in refpe&t to that which follows, or according to the Rule of
the O&tave, and that this Note hath not a fufficient Length,
or Value, ta caufe the Chord which is fuitable to it to be heard ;
in that Cafe the next muft bear the fame Chord, according to
the fundamental Note, that is to fay, that the Notes, contained
in the Chord to that fame next Note, be thofe of which the
natural Chord to the firft Note ought to have been compofed ;
fs¢ the following Example.

Mz EXAM
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2. If one Part begins or ends by the Key-note, the other Past
is to begin and end by the Fifth; and thus, in refpe to every
Note that anfwers within the Compafs of the O&tave to the Key 3
and-fo contriving it, :that the Notes that are found between the
Key-note and its Fifth, may anfwer equally in each Part;
that is to fay, that the fecond Note which is immediately atove
the Key-note, may anfwer to the Sixth, which is immediately
above the Fifth ; and thus, reciprocally, of that Note which is a
Third, a Fourth, or a Fifth, either above or below the Kev-nore
to that which is in the fame Degree above or under the Fifth,
according to the Progreflion of the Melody, which may either
afcend or de{cend ; for the Regularity and Conformity, required
in the Notes that begin and end the Fugue, are to be equally
obferved in the whole Continuance of the Melody which the
Fugue is compofed of,

3. Asin a diatonic Pragreflion, cither afcending or defcending
from the Key-note to its Fifth, and from this !aft to the other,
there is one Npte Difference either more or lets, you may make
ane of thofe two Notes, in conjoint Degree of that Progreflion
that contains the greateft Numhber, to agree with that Progreffion
which muft unavaidably be ufed, wherein there is oné Note lefs,
and this in the Middle of the Melody ; for Inftance, if the Me-
Jody of the Fugue proceeds by defcending from the Key-note to
its Fifth, we can therein make Ufe but of the fixth and the fe-
venth Notes ; whereas, in order to make the fame Melodv equal
in defeending from the Fifth to the Key-note, we can pafs upan
the fourth, the third, and the fecond Notes ; fo that we muft
chufe one of thefe three laft Notes that is the neareft to the
Key-note. upon which the air of the Fugue ends, in oarder to

ive it a Melody pretty near like that which was firt heard.

ikewife, if we proceed by that Progreffion that contains the

cateft Number of Notes, we muft make that which hath the
eaft Number to agree with it, and this rather towards'the End -
of the Melody than at the Beginning; but an Example will
better explain .it.

Firt Example, Second Example. Third Example.
A, c. QP
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proceeds this Rule, that, when a Difcord is ufed, we muft not
quit it without refolving it ; and, as the Note in the Bafs, by
w'aeh this Difcord ought to be naturaily refolved, doth not
always appear, you muft fee if the following Note in the Bafs
cannot bear a Chord made up of the {fame Sounds that would
cor - - th “’hord by which the Difcord ought to have been
refolved ; which we are going to explain.

C HAP. XXVIIL

-

How one and the [ame Difcord may be ufed in feveral
Chords fucceffively following upon diffcrent Notes, and how
it may be refolved by Ntes that feem Lo be foreign to that
Purpofe,

T mutt be obferved, that the Chord of the Seventh is com-
poled of four different Notes, and that thefe Notes may be
ufed one after the other in the Bafs, and that each of thofe I*?otes
will bear differentChords in. Appearance, although they are but one
and the fame Chord (fee Chap. XII.) fo that having ufed a certain
Difcord in a Chord, which cannot be refolved by the following
Chord, you muft fee'whether that fame Difcord cannot be ufe
in the Chord to the following Note, and fo on, until you find

that it can be refolved.

E X A MZPL E
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The Difference in the Examples 4 and B confifts in the ma--
jor Difcord, which appears in the Firft, and only the minocr ia
the other.

In the Chord ‘of the fmall Sixth 4, which is natural to the
fecond Note of the Key, there happens to be a Difcord between
the Third and the Fourth, which ought to be refolved by
making the Third to defeend, which cannot be done wpen the
next Note; but the fame Chord makes that of the Tritonus

this laft Note, wheze the Difsord canaoe as yea be rolplved,

tis
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always governs the next Chord, according to our Examples of

6
75 7 and 6, 2, 4%, —, and b ; and it is upon thofe Occafions

that we fhould be very careful to know and diftinguifh Deriva-
. tives, in order to give them a proper Sequence, though the fe-
veral Rules we have given for each Chord, and for each Pro-
greffion of the Bafs, are fufficient to overcome thefe Difficulties.

- Example of the Preference that ought to be given to a Chord,
: in refpect to that which follows.

6
7 7 6 7 5 7
ST AU TR SR R
_E. n:l_..___ = |e—= __%——
D e e R e
A Be.

The fecond Note A4 ought naturally to bear the Chord of the
fmall Sixth, derived from that of the Seventh to the Governing-
note of the Key, which appears immediately afterwards; but,
for a greater Variety, we fhall abferve that this fecond Note
governs that fame Governing-note, and therefore we give it the
proper Chord in that Cafe; and, though that Governing-note
doth not immediately appear after B, yet it is plain that the
Note which is between them, can carry but a Chord, derived
from that of the Seventh to the Note at B; and confequently
_the Note at B is to bear the Chord of the Seventh, efpecially
“as the Seventh is therein prepared by a confonant Note in the
preceding Chord, '

Obferve that all our Rules have hitherto only regarded Har
mony, and that the Melody of each Part is therein limited,
faving that of the Bafs, upon which this Harmony is grounded ;
therefore it will be proper to wait until you have attained to a
thorough and perfe& Knowledge of Harmony, before you pro-
ceed to Melody, supon which we fhall treat, after having ex-

lained thofe Licences that ferve as an Ornament to Harmony
gy the Variety they introduce, ’

CHAP





index-95_1.png
92 Principies of Compafition.

‘ E X A MP L E.

64;__5_ 4% ‘- 7 7 e
:c—e';‘i::::_.e___IEE

— —&
Ce D,

LY LS 1 PO
1

[T S—

] g

——— ..

_QB :_5_ S ——

e Sy |

{ . Continued Bafs.

] [..7__7_ 17 r.__t —_—y T T T
LE:_Q_' -—-e-gl.c_‘:: Sl - —
Fundamental Bafs. -

The Chord of the {mall Sixth, which the fecond Note of the
Kcy at 4 and D ought to bear, is found in that of the Tritonus,
on the next Notc after 4, and in that of the Seventh, on the
next Note after D,

The Chord of the fimall Sixth, which the fixth Note at B
ought naturally to bear in defcending, is found in that of the
great Sixth to the following Note.

The Seventh which is heard upon the Governing-note, is re-
folved by the Sixth to that fame Governing-note repeated at C ;
from hence arifes that a Difcord may be refolved by divers Con-
fonants, by reafon that it is always regularly refolved, provided
it be by defccnding upon a Confonant to the fame Note that
carried a Difcord, or to the next Note, if that Diicord be a
Minor; for, if it be a major Difcord, it will ke refolved by af-
¢ending upon a Concord, or a confonant Note.

There is another obfervation to be made, which is, that if,
according to the natural Sequence of Chords, you find yourfelf
in a Manner obliged ta give to a Note a Chord derived from
the Chord to the next following Note, you ought in that Cafe
. to obferve whether that firft Note could not carry the Chord that
" governs the next Note ;3 if fo, it would be much better to give
1t this governing Chord, than that which in the Main would be
but the fame Chord to the next followina Note, efpecially when
the Difcord that is to be heard in this firlt Governing-note, may
be Xrepared by a confonant Note in the preceding Chord.

Sequence, or Succeffion of Harmony, is nothing elfe but
2 Link or Chain of Keys and Governing-notes, the Derivatives
of which you ought to” know perfeltly, in order to contrive it
fo, that one Chord may always govern the next; for a perfeék
Chord and its Derivatives do not govern any Thing, for after a
perfeét Chord you may remove to any other Chord, provided
You seep to the Rules'of Modulation; but a diflopant Chord

alwayo
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This Mark, or Guide “¥, fhews that one may exceed
the Note until that Mark, at the Diicretion of the Compofer,
who is to keep his Voices within a proper Compafs, ‘by Reafon
that they are always ftrained or forced, when at the extreme

Parts. .
As to Inftruments, they have their different Compafs; the

Violin, for Example, is limited to an O&ave below its Chff,
but it is not fo limited above. As the Violin and the Harpfi-
<hord, or Orﬁlan, are fufficient to execute all Sotts of Mufic in
General, we fhall pas over in Silence the other Inftrurments, the
Knowledge of which may be acquired by thoie who pradife
tllcm. - -

Of Unifon.

Unifon is twe Notes in the fame Degree, or
the fame Note repeated ; the Example fhews
where the Notes of each Part are te be
placed fo as to be at the Unifon.

As Variety of Parth confity in different
Sounds, and not in the Quantity, we may fay,
that all thefe Parts are but on¢; from: hence
the Unifon is torbidden in Compofition, yet
Beginners :’,3 ufe it until they have made 2

Ons,

I I R0 o

Unilc

further Progreis. :

of
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Fundamental Bafs
ftharp Key.

F lﬂ KCYp

Each of thefe Baffes be-
ing placed under the other,
you will hear all the dif-
ferent Chords that are fi-
gured ; from whence may
be deduced an agreeable
Connexion of Harmony
and Melody, in a diatonic
Progreffion, of the Bafs
afcending and defcending.
Slce the following Exam-
ple.

RX 4M
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Of Parts.

. As Harmony conﬁfts in the agregable Union of feveral different
Sounds and as thefe Sounds campot be produced but from a
Voice or an Inftrument, each Voice or Inﬁrument is called a
Part, and each Part hath its particular Name, which is not al-
ways meationed, but is known by the different Situation of.
dac Ch&'s.

EXAMPLES

2l

)
Firft Treble. l .
) § Thefe two Parts are adapte‘

Lo to Female Voices.

Second Treblc.J

Fan—

" Counter Tenor, the higheft of Male Voices,

. Tenor, 1 mean Part, the nearcft to the Laft;

&
i

Bafs or Concordant, 2 mean Part between the
preceding and following Part.

h

o v Connter Bafs, the moft grave, or loweft of Male

oices.

This
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CHAP. XXVIIIL
Of Licences, and, firf, of the Jalfe or flying Cadence.

FaMfe or flying Cadence is 2 certain Progrefion of the
A\ Bafs, which interrupts the Conclufion of a perfe& Ca-
dence; for if after the Chord of a Seventh upon the Govern-
mng-note of the Key, inftead of falling naturally upon the Key-
note, you caufe the Bafs to afcend 2 whole Tone, or a Semitone,
in that Cafe the perfe& Cadence is interrupted, and the Seventh
1s thereby refolved by the Fifth to that Nete fo afcended, which
in fharp Keys afcends a whole Tone, and in flat Keys, only a
Semitone,

epce in | Falfe %adence in - '

>aﬂurpxey.’ a flat Key. ‘

In the perfelt Chord that ends this Cadence, the Oftave te
the Third 1s hear;lafrcferably to that of the Bafs, which is con-
trary to the patural Order; but that proceeds rather from the
falfe Progrefion of the Bafs, than that of the Parti, wherein
‘it is obfervable, that the minor Difcord is always refolved by
‘defcending, and the major by afcending; and that this Third
‘doubled reprefents the fundamental Sound that ought to have
“béen haturally heard ; although, in fhar's Keys, we might de-
feend upon the O&ave to the Bafs, inftead of afcending upon the
*Third, as we have marked it by the Guide " ; but, in flat Keys,
the Example muft abfolutely be followed.

We fhall now invert the Chords that compofe this falfe Ca-
dence, in order to difcover the Advantages that may be takem

from it.

E X 4 M
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1 Semibreve,

2 Minims,

4 Crotchets,

8 Quavers.

The ‘Chara&ers for demoting Silemes, talled Refts, or Paufes,
are thefe.

A Semibreve,Y A Misim, A Crotchet, A Quaver, A Semiquaver, Demifemiguaver,

e P NSy —

FourSemibreves, Twn'Semibreves,

E—: ::.:E—‘vi‘ ——= ‘T'he Iaft Cha-

ra&er is ufed as a Guide or Dire&ory to the next Note,
. A Point or a Dot, added to anyrglotc, makes it half as long

sgain,

EXAMPLLE
Agﬂj_\ I MR R
[T M EE B

B | Aving
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Of-Meafure, cr Time.
Meafare is divided by Bars, and cach Bar contains either ¢,
% or 4 Parts, and is diftinguifhed by Common Time and Triple
Ime. Common Time is when thcrc are 2, or 4 equat Notcs,
or Parts ina Bar; and Triple Time is when there are but three
equat Notes, or Parts in a Bar.
The flowe® Movement in Common Time is known by this

MarkC by a E when it is fomewhat fafter, and the

Triple Time is diftinguifhed by this Mark%, which is the

floweft Movement, and contains three Minims in a Bar. By

3 I . .
T which is fafter, and contains three Crotchets in a Bar; and

by : » which is the quickeft of all, and contains three Quavey

in a Bar.

There is anothcr Kind of Tnple Time marked thus— o or

which 1s compofcd of the former, and contains g Crotches, or

nine Quavers in a2 Bar.

There is alfo another Kind of commonTime, compofed of Triple

. 6 . .
Time, marked thug~—, and contains fix Crotchets in a Bar; or

ﬂim?, which then confifts of twelve Quavers in a Bar.,

Of Notes and :Imr Lengths, and of Slurs, Points, Refls, ¢r

Paufes.
“There are fix Notes mottly in Ufe, which are a Semibrevezy,

a Minim E7 a.Crotchet, Ea a Quaver Es a Semiquaver E’ and

a DemifemiqunverE their Proportions to each other are thefe,

@ Semibreve as long as two Minims, four Crotchcts cight
anvcrs, fixtcen Semiquavers, or tlurty-two Dcmxfequuar
vers,

EX4MPLE,
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A Fugue may bégin, add be anfwered, by any of the Parts in the
whele Courfe of the Picce; and, when you change Keys, every
Note of the Fugue ruft be the fame in this new %ey, as well in
Refpe& to the Degree they occupy in the firft Key, as in theit
Qyulity, Quantity; and Meafure. : .

g. You may wait until the Melody or Subje&t of the Fugue be
entirely finifhed, fo that each Part may anfwer jt one after ans
other ; bur, as it forbétimed happeiis;, that, in the Midft of the De-
fign, each Part may be made to anfwer; it has no bad Effeft;
provided that nothing be thereby altered. Sce the fixeh Example,
_10. By Inverting; all that Variety that may be introduced id
Harmony, gives a new Grace to a Fugue; fo that, having framed
a Defign or Subje®, you may invert it in fuch a Manner, that
the fame Inverﬁ,on which has been heard afcending, may be heard

deftending ; and; wice verja, without any bther Alteration.

=S

11, Several m may be heard together, or one after the

other; and & ‘be contrived, as much ae poffible; that
they fhould not always begin at the fame Part of the Bar, or in
tive Yanre Bar, wiprcially for the ®irft Time; end that'their Pro-
grefhoms e liaverted, and differently chara&erifed ; ‘thut'is to fay,
vhat, if ¥R ue contains fome Scibreves, tlte other ought to.con-
tain Minims, Crotchets, &, at the Will -of the Compofer ; and,
if ednhot ‘e freurd ogether, that a Part of the one :may, at
leaft, be heard with 4 Part of the other, which will be better ex-
Plained by the followiny Example,

. QUIN-
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Tt is gemerally by Mgans of a %, or §5, that the Difference
from the Major to the Minor, or a fharp or flat Interval, is
known; a Sharp X added to the lowermoft Note (F) generally
makes a Minor Interval, and added to the uppermoft Note (G)
makes it Major; on the contrary, a 35, or Flat, added to the low-
ermoft Note ( H) makes a Major Interval, and placed againft the
upper Note () makes it Minor.

E X A M P L E.

===

b 3d Minor, 3d Major, 6th Major, 6th Minor, sth, Falfe sth,orflat sth,

T

L
Extreme fharp sth,

<

I

L

[

=

It is by comparing the upper Note with the correfponding
Note in the Bag, that the Major and Minor Intervals in the
Example will be found. ,

When a X, a g, or a 15, is placed over or under a Note in the
Bafs, it does nat alter that Note, but denotes only Major or Mi<
nor Iatervals.

CHAP IL

Qf the Fundamental Bafs.

HE grand Art or Myftery in Compofition, either for Har-
" mony - or Melody,; “principally confifts; and efpecially .at
prelent, in the Bafi, which we cnx Fundamental, and as fuch
muit proceed by Corfonant Intervals, which ase the Tlugg the
S B a © - - Fourth,
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A Slur is marked thus~™.

A Repeat is made thus :s:, and is ufed to fignify, that fuch a
Part of a Tune muft be played over again from the Note over
which it is placed.

A fingle Bar ferves to divide the Meafure, and a double Bar

. | e

is fet tq,divide the Strains of Songs or Tunes, as l—:_—-

The leaft Interval we have taken Notice of at the Beginning
of this Chapter, was under the Denomination of a Second, and
this Second may be alfo diftinguithed by a whole Tone or a
Semitone  The Semitone is found between £ and F, and be-
tween B and C; whereas a whole Tone is found between all the
other Notes of the Gamut, that make a Second. And although
this Semitone, by which the fmalleft Interval 'is formed, be not
found between all the Notes of the Gamut, it may neverthelefs
be uitd by Means. of certain Signs, or Marks, which, being
added to any Note, cither increafe or leffen it -a Semitone.
Thge Signs are called Sharp, or X, Natural, or §, and Flat,
or b.

A X, or Sharp, increafes a Semitone that Note againft which
it is placed, whereas a &, or Flat, leflon it a Semitone; and a
&, . or Natural, which fometimes bears the Property of a X, is
ufed to contradi& thofe Flats and Sharps, in ordér to replace the
Notes in their natural Ordér,

EXAMPLE,

C increaled Tl;e 'ﬁme B leflen The fame [
a Note . ‘Neéte -
Semitone. | replaced. Semitone. | replaced.

et s ——

=

Thofe Intervals whofe Difference confifts but of 2 whole Tone,
or a Semitone (provided that the Name of the Interval be not
thereby altered) are diftinguifhed by Major and Minor, or Sharp
and Flat; for Example, the Third from C to E is called Major,
_or Spharp, bccaufc‘it exceeds that from D to F, which is confe-
g/\lxc Minor, or Flat; {d likewife' fhe Sixsh from E to C is
inoW or Flar, .hecaufe it gontains a Scmitona’lefs tham that
Fee'D; foof the othcr‘?ntcrvah that bear the fame"Name,
the. Diffrénce ‘confifting only of a Semitonc, more or lefs, and
ickkmay be alfo diftinguithed by extremne Sharp, or extreme
Flat, 48 will be more fully explained hereafter.’ I
.. t‘
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1. We muft endeavour to avoid two O&aves and two Fifth4
together, by ftriflly obferving the Rules we have given in Chapi
XIV. XVIIT, XX, XXI, and XXX, for the Succeflion of Con-
cords and Difcords.

2. The fundamenta! Bafs being compofed, you muft obferve
the Defiga in your Treble, the Air it exprefles, its Movement;
and every Thing in it that is fingular and remarkable ; and thea

ou muft endeavour td give the fame Expreffion in your new

afs: You muft avoid final Cadences where the Melody doth
not require it, by chufing out of your fundamental Chord the
Sounds you think proper, fo that tliey may agree with the Trc-
ble, according to the Succeflion of Concotds and Difcords.

If you ufe fome Difcords, take Care that they be prepared as
‘they ought to be, and regularly refolved, according to the fixed
Progreffion of each Sound that the Chord of the Seventh confifts
of ; afterwards, for Variety, you muft endeavour to ufe (between
your Parts) Concords or Difcords of different Species; for the
Treble being compofed in fuch a Manner, and 1t being left to
your Choice to take for Bafs what other Note of the Chord you
think proper, you muft obferve, that in one Place you have taken
the Sixth, followed by another Concord or a Difcord; and that
in another Place, though you might do the fame Thing, yet you
might give another Turn to your Bafs, fometimes by ufing the
Tritonus refolved by the Sixth, fometimes the falfe Fifth re-
folved by the Third, fometimes the Seventh refolved by the Sixth,
the Third, or the Fifth, according to the different Progreflion
that you may give to your Bafs; or elie you may caufe to be
heard, between the Parts, the confonant Notes only, of which
the Chord of a Seventh is compofed, fuch as the Odave, the
Fifth, or the Third, or, in an inverted Manner, the Sixth, or
the Fourth: You may alfo make Ufe of the Chords by Suppo-
fition or borrowed, when you feel that the diatonic Progreflioir
of your Bafs leads you to it; for this Progreflion is always the
moft finging, and is to be ufed as much as may be, cfpecially
where there appears no Conclufion. And you are to remember,
that all minor Difcords of a Chord, by Suppofition, are to be
prepared by the upper Part, which fyncopes whilft the Bafs af<
cends; and, if it defcends, it can be but by Degrees disjoint or
by Skips ; that the Chord, where the major Difcord takes Place,
requires the Precaution that we have given it, either in the
Succeflion of the O&ave, or in what we have faid in Chap. XI,
XXII, XXXI, XXXIV, and XXXV, of the extreme fharp
Fifth, of the extreme fharp Seventh, of the Tritonus, and of
the extreme fharp Sccond ; and that the Second is to be prepared
by the Bafs which fyncopes. Afterwards, when you perceive

that your Melody can conclude in a ceitain Place, you will then
follow
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having eftablithed the Rules of Harmony upon the moft natural
Progreflion of the Bafs, and of the upper Part or Treble, finding
the Tmpoﬂibility there is to keep that natural Progreflion to the
Bafs, as foon as it can be permitted to borrow that Progreffion
for the Treble, or upper Part, we are ebliged to eftablifh other
Rules for the reciprocal Progreffion of the Parts that are to be
heard together, in order that the fame Part, which is to be com-
pofed, may be fuitable and proper to that already compofed. Yet
thefe new Rules are grounded upon our firft Rules, where, ac-
cording to the natural Order and Difpofition of the Parts, we do
not find two O&aves nor two Fifths together : And we alfo find
all the Difcords refolved as they ought and fhould be, and pre-
pared, or unprepared, according to the moft perfe& Progrefliea
of the Bafs.

Sometimes we may go wide from the natural Progreflion of
the Bafs, in order to avoid thofe frequent Conclufions which we
feel in its moft perfe@ Progreflion, by applying to the Bafs one
of the Notes of each concluding Chord ; by this Means we keep
in the Melody and Harmoay that Sufpenfion which the Subje&
requires ; for an abfolute Conclufion is proper only to a final End
of the Senfc : The following Chapter will more fully clear up
this Article.

CHAP XLIL
The Manner of compafing a continued Bafs under a Treble.

HE true continued Bafs ought to be the fundamental ; but,

I as Cuftom gives another Name to that which is difated to
us by Tafte, we diftinguifh it therefrom by the Epithet conti-
#ued,

We have already faid, at the Beginning of the preceding Chap-
ter, that thofe who have a Tafte naturally felt that Ban which
was the moft fuitable to all Sorts of Airs; but, notwithftanding
this natural Gift, it is difficult to keep up the Truth, when itis
not fupported by Knowledge ; and this Knowledge is not fufficient
to attain to a Perfeftion, if a true tafte is wanting; for the Li-
berty we have of chufing, among the Sounds of a Chord, thofe
that we think proper for a Bafs to a Treble; yet it doth not
ftrictly diret us to _chufe thofe that arc the moft proper; and
we have no other Rule for Tafte, but Variety in Compofition ;

which muft be endeavourcd to be obtained by obferving what
follows ; W
x. c
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ble; and, in order to continue that Progreffion in the fecond
Bar, upon the fecond Part of the Bar, I take a Note that makes
a Seventh with a fundamental Bafs, and which is refolved by the
Third to that fame Bafs, and which agrees with the Treble; and
1 continue it until the Place where the perfc& Cadence is felt,
and then I follow the Progreffion of the fundamental Bafs: I
again feek for this diatonic Progreflion in the following Bars,
where I find that the Jaft Note of the fourth Bar may continue
apon the fame Degreé, in order to make the Third with the fun-
damental Bafs, and the O&ave with the Treble ; and, afterwards,
the Sixth in the fifth Bar with the Treble, and the Seventh with
the fundamentat Bafs; and again, I find the Ninth in the fixth
Bar, and 1 do mot follow the Progreffion of my fundamental
Bafs, but at the final Clofe only. Befides, what leads e to know
the_Chords which the Notes 1n the continued Bafs are to carry,
are the Intervals they make with the fundamental Bafs; for as I
koow that this laft %afs can bear but perfe& Chords, or that of
the Seventh, when itis truly compafed, confequently, thofe Notes
that make the Third, the Fifth, or the Seventh to thofe in the
fundamental Bafs, cannot carry but thofe Chords that derive from
the perfe& Chord, or that of the Seventh. So that I could
equally place Figures over the Treble, if I was willing, that it
thould be ufd, or ferve for a Bafs ; Itis alfo for that Reafon that
T have figured the Ninth upon the firt Note of the fixth Bar,
becaufe that Note i3 found to be a Third under or a Sixth above
the Note in the fundamental Bafs, which, cealequently, cannot pbe
admitted in Harmony but by Suppofition ; {o that by the Chord
of the Seventh, which the fundamental Bafs carries, I find that
Note can bear but that of the Ninth, though the Ninth doth
not appear in the Treble ; but you will obferve, that the Fitth
which is found therein, makes a Part of the Chord of the Niath,
and that this fuppofed Ninth is preparsd apd refplved according
to the frifteft Rules, ‘ '

It would be endlefs, if we were obliged to reafon in this
Manner upan all the different Ways that a contiaued Bafs can be
diverfified ; bunt if you will make the proper and ncceffary Re-
marks upon the feveral Examples that are contained in this oo{c,
by alglyiag ta each of thole’ Examples thofe Things you would
be infiredted in; and if, for the like Purpofe, yoy confult the
1:’logka of the bet Maftera; you will fgoq gvercome all Diffi-

CHAP
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You may give the perfeét Chord only to all thofe Notes fi~
& .

gured thus, —, and.over wﬁch is a B, by reafon that the irre~

gular Cadence, which then takes Place, doth not abfolutely re-
quire any other Chord; a third Note may become a Sixth, as
a fixth Note may become a Third, as may be partly obferved
in the above Example at the Letter 7.

E X 4 M P L E.
5

_7‘ _S5o . %
——:5_ o —— ——:::}%ﬂ
= r__i = _c_c- e

IH

H

The Note at §; “which is the Sixth to C, becomes the Third

of the Key of Fl
Tae tame Note_ at 7, which is the Third to the Note F, be-

comes the Sixth toi%hout altering the Chord ; that Note

which may be e¢ither 1 rd or a Aixth Note, is alwa)s between:
two Notes of the nce of a Fifth, and which (hvldcs it
into two Thirds, as from F to C, whercin the Note 4 is the

middie Note.
The Key may be alfo changed by the Means of gths, 7 and’

6
6, 2, 4X, —, and 5 & ; fo that, having caufed one or more Notes

of the Bafss to pafs through this Sort of Chords, you neced only
to cau.c an [nterval of a Tritcnus, or of a fallc Fifth, to be
leard, in order to dccide the Key you remove into; obterving.
that this Tritonus, or falte Fifth, is to be made up of the
fharp Third, and tic Seventh to the Governing-note of the Key ;
fce thc followi ing Example.

EX 1M
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follow the Progreffion of the fundamental Bafs : Thus will your
Bafs be compofed with Art and Tafte,

EXAMPLE.

|@lﬁtﬁ%|§§

BRI et

Continued Bafs, R

‘ ﬁ%—f%@l

F undamcntal Bafs,

[ @lﬁlﬁéﬂ“
g %‘fﬂ::
l %I%“"‘“

Obfervc that in the fourth Bar I might have tranfpofed the
Pcrfe& Cadence of the Key of Cirito an irregular Cadence in that
of A, whith, for Variety, would have been proper in this Cafe.
"'In the firft dnd fecon Bar of the fundamental Bafs, there are
two equal Progréflions’'d B; therefore, I keep that which hath
the ‘neareft Relation te the Cadence for the fecond Bar ; becaufe
that is the Place where the' Cadence is moft commonly felt, ob-
ferving that it is an irre lar Cad;ncc in this Place, and that in
the fourth Bar it is a perfe&. °

_* Again, to return to the firft Bar, I give a diatonic Progreflion
tp the continucd Bals which agrees in every refpc& with the Tblie-
s
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e
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The Treble proceeds by Skips or disjoipted Degrees between
the Notes 4 and B, where the Seventh might be heard upon thg
Note B, if we were willing to keep the firft Note of the Bafs on
the fame Degree ; but as the upper Part doth not defcend aftgx_'
this Note B, and, if the firft Note of the Bafs had remained, it
could not have made the Third with the Note 7 by afcending 3
Fourth; the Bafs muft be altered, as wc have done it, by pre-
ferring its moft perfe& Progreffion; and what you do not find
between thefe Notes 4, B, 7, you will find it between the Noteg
C, D, 7, according to the Explanation we have juft pow given
of it. 'This is what was alfo called Suppofition, or a Difcord
for the Sake of the Melody or Air; but this Difcord takes
Place from the firft Note in the Treble, whilft that of the Bafs
remains upon the fame Degree, in order to receive this Difcord,
which appears afterwards, as may be obferved, by making all the
Sounds of the Chord of the Seventh to be heard together upon
the firft Note of the Bafs thag ftrikes with the Note at C; con-
fequently the Treble may again pafs after this Seventh upon
other Notes of the fame Chord, but it will always return to 2
Note that fhall make the Third to that Note that afcends a
Fourth in the Bafs G, or, at leaft, to a Note that fhall make thg
Ofave to it. ‘ o ' ' )

EX 4 MPLE

[

———— . A D ]

oy g

- H. - -
d 7.7 8
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————

3
> T | St ittt o =

Inftead of making the Bafs to afceﬁd a Fourth, we might make
it to afcend only onc chrcc,_ which would then create & falfé or

flying





index-81_1.png
78 Principles of Compofition.
CHAP XXV

&kews Wiat Chords are to be givén to the Notes of a Bafs im
' all Pregreffions.

ARTICLE L

OF Cadences, and of all that hath a Relation to a Clofe of @
T Sg or Meledy.

1. ONE mutt clofely ftick to all the Cadences, and to all that

../ hath an Affinity to the Clofe of an Afr or Melody;
Beginners cannot weil help making Ufe of them ar every In-
ftant in their Bafies, efpecially whel they intend to change Keye;
which is not difficult to obfcrve, becaufe thofe Conclufions afe
always made upon the firft Part, or Divifion of the Meafure or
Bar, fo that thofe Notes that are found in the firft Part of the
Bar upon which the Melody feems in fome Shape to reft, ought
always to carry thedmerfe& Chord, for which Reafon they may
be deemed’ Kéy-no@

2. If after a Key<hote the Bafs procecds by confonant Inter-
vals, you may give the perfe& Chord to cach of thole Notes)
until that Note which is followed by a diatonic Interval, ex-
¢epting that Note which happens to be a Third above or below
another that bears the perfe&t Chord; and in that Cafe the firft
Note may bear the Chord of a Sixth,-as welly amd rather thafy
the perfe&® Chord; and on the cenrrary, if you find that the
firft Note ought to carry the perfe& Chord, then that Note
which happcns afterwards to be a Third above or below, ought
to carry the Chord of a Sixth, provided that after the laft
Note there doth not follow another in a confonant Progrefhion,
by reafon that Progreffion naturally requires the perfe€t Chord,
or that of the Seventh, upon each Nore (which will be better
explained hereafter) and that Note, which on the above Occa-
fion we have f3id might bear the Chord of a Sixth, is always a
Third, or a fixth Note, though you may give only the per<
fe& Chord to each of thofe Notes, when you arc afraid of being
miftgken..

E X 4 M-
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Obferve that the Difcord by which you remove into another
Key, muft always be prcparcd By a contonant Note in the Chord’
that emils the laft Kvy.

Thete Examples are fufficient for inftrufting how to compofe:
a Bafs, according to the Chords that are choten; but we are
going to give it another Shape, by allowing the beerty to com-
pote a Bais at Picafure, the Progreffion of which will teach us
whut Chords they are to carry.

CHAP.
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The perfe& Cadences 4 B, and the irregular Cadences C D,
in the upper Part, may be naturally found in the fharp Key of C,
orin the flat Key of 4 fo that, if you are in one of thofe Keys,
you have the Choice of one of thefe Cadences for the other
Key: If you are in the Key of C fharp, the fame Cadence may
ferve for the flat Key of 4; and, if you are in this laft, the
fame Cadence may ferve for the other Keys that bear the like
Relation ; fuch as the flat Key of D with the fharp Key of £,
and the fharp Key of G with the flat Key of E.

This Manner of tranfpofing a Cadence from one Key to an-
other is a great Help, when you are abfolutely determined to
change the Key.

You may alfo make Ufe of the falfe or flying Cadence in
either of the above Cafes.

t1. The irregular Cadences are excellent in the Middle of an
Air; and, when the Air or Tuue is divided into two Parts, they
may ferve to end the firft Part; but you muft net make a con-
ftant Praétice of it, they being rather to be ufed in the fecond,
fixth, and tenth Bars, than in the fourth, ecighth, and twelfth,
where the perfet Cadence is more fuitable and proper; and, when
a perfe& g:dence happens in the fixth or in the tenth Bar, you
may ufe in its Stead the falle or flying Cadence.

12. When you tranfpofe a Cadence from one Key into another,
it is fometimes proper to prefer the leaft perfe&t Progreffions of
the fundamental ‘Bafs to the moft perfet ; but the Whole is to be
done with Judgment and Difcretion.

13. .All thofe that compofe an.Air or Melody, as their Fancy
Jeads themn, make no Antention whether it be tigurate, or whe-
ther it procceds by conjoint Degrees ; fo that, if it be figurate,
they are not fufhycicmly fkitted to diftingutth thofe Notes that
make Harmony with the Bafs, from thofe that are only for Tafte;
and, if they proceed by disjoint Degrees, or by Skips, they are
fearful of making two %ifths or two Oftaves to be heard toge-
ther with the fundamental Bafs, by not knowing that, in that
Cafe, the Melody or TFreble follows the Road which the funda-
mental Bafs ought naturally to take; and it is for this Reafon
‘that we are obliged to compofe a Bafs different from the funda-
mental that may intirely agree with this Part already compofed 2
"Therefore, knowing by the fundamental Bafs the Chords that
wre neceflary to he ufc! in the Continuance of the Air, it isnot
difficult to chufe, out of thofe Chords, a Note for that other
Bafs,that fhall agree,in Harmony and Melody,with the Part already
compofed ; for it is proper to know that two Oftaves or Fifths
following, do not deftroy the fundamental and real Harmony, but
they are forbidden, in order to avoid fdlling into 4 dry, infapid,
and tirefome Monotony in -« Succeffion of Chords ; fo tlm;: afrer

: aving
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after treat of it more fully; fince ‘then we give the Chord of
Six and Four 4o the Note at the Letter C, it is in order to fuit the
Harmony of this Chord to that of the Chord that follows it
for we mighe have given it the perfe& Chord with the flat Third,
or we might even have given it the Chord of the fmall Sixth
and the falle Fifth to the Note that immediately preccdes it, by
reafon that there happens to .he an Interval of a falfe Fifth be-
tween E and B flat that follows ; 1o that, whenpever a like In-
rerval appears “in the Baft, the Key is then abfolutely decided,
the Sound grave to this falle Iifth being always the Leading-
note ; and what we here fpeak of concerning the faife Fifth,
equally regards the Tritonus, the acute Sound of which is then
a Leading-notc. X et if_ the bafs proceeded by afcending 2 Fourth,
or defcending a Fifth, after a like Interval of a falfe Fifth, or a
Tritonus, a Leading-note might pot poffibly happen in the
Chord, by reafon that each of thofe Notes in the Bafs might be
deemed as paffing Fifths, fceking the Governing-note, or Fifth of -
the Key, as appears at G, H, 7. Rut this can take Place but
between the fecond and the fixth Note in flat Keys, which make
between themfelves thefe Intervals of a falfe Fifth, or a Tri-

tonus. a -

According te ouf oing Rule, the Note at D ought ta
earry the Chord o Sixth ; but as the Sixth could be but
flat, according to the Key of the Note that precedes and follows
it, we obferve that the Note at E quits its Flat immediatcly
afterwards ; and as we muft always be guided by what follows,
rather than by what precedes, it is better to give the perfell
Chord to that Note D, in order to avoid a falie Relation with
what follows, and oblerving, at the fame Time, our Rule touch-
ing the confonant Progreffion of the Bafs.

‘Fhe Note at F carries the Chord of the falfe Fifth, for the
Reafons we have juft now given, fince there appears an Interval

af @ falfy Fifth bepween it and the Prec_cding Note.

ARTICLE IL

Of imperfest Cadences.

¥ ) Efides the natural Progrefion of the Bafy in perfe& Ca-
™ dences, there are others to be found thercin, that have a

greut Relation ta it, which are called imperfe& Cadences.

"~ We fay that imperfect Cadences have a Relation with the

Perfe&t, not inthe Progreflion of the Bafs, but by a Conformit

of. Harmony ; to diftinguifh which, we muft placc togsther a

she Sounds that campole the perte@ Cadence, and take the.
Progreffion
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Hiying Cadence ; but that can take Place but in a borrowed Bafs,
or inverted from the fundamental, which depends, in that Cafe,
upon the Fancy or Tafte of the Comipofer in the Middle of 4
Piece only, provided that the Bafs did not make two Fifths toge-
ther with the Treble. , ‘
. 10. When you perceive divers Cadences of the famie Species in
the fame Key, you muft fee if one of thofe that are inn the
Middle of the Meélody, and which doth not make an abfolute
Conclufion, would not be fuitable to a Cadente in ancther Key;
in which Cafe i+ would then be proper to give it this foreign
Cadence for a greater Variety in Harmony ; for an Air becomes
jofipid, when rhe fime Cadences are tdo often heard : Ard, fup-
pofing that your Tafte would not fuffer you to alter the upper
Part, you muft at leaft endeavour to make this Variety in the
Bafs in the Middle of the Air, and efpecially in théfe Cadences
. that do not declare an abfolute Conclufion.

If you are in 4 fliarp Key, the foreign Cadences that bear an
Affinity to it, can be taken but in a flat Key, the Key-note of
which being but a flat Third under that of the fhiarp Key you
are in ; and, if you are in a flat Key, they can oiily be taken in
a fharp Key, the Key-note of which being but a flat Third
above that of the flat Key; and obferving that this Difference
may only appear in the Baf3, fince the Mclody, or upper Part,
will not be thereby altered. See the following Example,

E X A MP L E

A. B' A, PPN ~ 3.

I Perfe& Cadénces in {in the flat Keyl in the fharp 'in the flat KeylE

the Key of G, of A4, Key of C; of A.
“c— -
= e = e e
c. D, c. D.

o —— o S S— e a—— cm—

———— e—— et | v ]

IrregularCadences infin the flat Keyl in the fharp [in the flat Key' E
the fharp Key of C, of 4, Key of C, of 4.
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Being in the Key of C, we fee that the next Note which is 2
Third above C, and below the Governing-note, or Fifth, ought
to carry the Chord of the Sixth 4.

B, the Note which is a Third above the Governing-note, or
a Sixth below, which is the fame Thing, might carry the Chord

of the Sixth; but we have already ﬂaiéwn, that the Chord of

the falie Fifth is morc proper, by reafg at that Note is the
Leading-note, or fharp Seventh to thy of C, which we
have not quitted, and which keeps on u e Note C.
"~ We find four Notes together that afcend by Thirds from the
Key-note, the Third to which bears the Chord of the Sixth,
a_ndy the Governing-note, or Fifth, carries that of Six and Four
C, rather than the perfe€@ Chord; becaufe the Flat againft the
Note B denotes a new Key, which is eafily diftinguithed in the
Progreffion of the Bafs by the Interval of the falfe Fifth betwecn
that famec Note B flat and the Note E that follows; therefore
the Note E, which is the loweft Sound to the falfe Fifth, be-
comes a Leading-note, or fharp Seventh, and contequently the
Chord to the Note B flat muft be fuitable to thc‘}(cy which
that fharp Scventh leads, fince this B flat is not comprehended
in the Kev of C, which 1s then quitted, and the Govcrning-notc
to C fuits its Chord to that which fucceeds it; fo that, without
going out of the Kev of C, it then carries the Chord of Six
and i‘our, which makes that of the Tritorus to that fame Nots
B flat; for, if that Governing-note had carried the perfc&
Chord, the Third muft then a%folutcly have been flattened, in
arder to avoid a falfc R ‘lation, which falfe Relation confifts in
never ufing, in two different Parts, two Notes together, the
Nume of which alters but by a Sharp or Flat’s being anncxed
to it; that is to fay, that having taken in one Part the Note B,
which makes the fharp Third to G, we cannot ule, in another
Part, that tamc Notc B, with a Sharp or Flat; we fhall heree
after
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ARTICLE 1L

Tow the Key may be diffinguifked. wherein the Progieffim cf
the imperfect Cadences are ujed.

T is certain that a diatonic Progreflion leads us into feveral
different Keys; to diftinguifh the fame, there are feveral
Things to be obferved.
._ 1. The Leading-note decides it at onee, and here follows the
Manner of difcovering it in the Bafs.

The Key-note being known, you know at the fame Time
its Leading-note, or fharp Seventh; and as this Key cam pro-
cced but only upon certain Notes contained in its O&ave, ac-
.cording to the fharp Key of C, or the flat Key of #; if one of
thofe Notes is altered by a Sharp or a Flat, it is certain that the
‘Key changes,

The firft Sharp that appears, fhews a Leading-note, and, if
‘there happens two or three together, the Eaft is always to be
deemed the Leading-note ; therefore, a Sharp placed againft £
makes it to be a Leading-note, and denotes’ at the fame Thne
the Key of G; if wigh this Sharp againft F we find another at
G, F tharp is no r the Leading-note, and it will be &,
which at the fame Time dcnotes the Key of 4; fo that reckon-
ing or counting according to the Order and Pofition of Sharps,
£, C, G, D, 4, &c. we cannot be miftaken, and, whatcver Flats
arc found infermixed with thefe Sharps, it doth not alter the
‘Cafe. DBut, if there fhould not appear any Sharp, thena Flag
denctes a new Key, and the Leading-note will be that Nore
againft which another Flat ought to be added, fuppofing that
we were obliged to it; for Inftance, if there be a Flat againft
‘B, and no fharp appears, the Note £, which is the Note againit
which a new Flat might be placed, will be the Leading-note ;
likewile, if a Flat is placed againft E, 4 will then be the Lead-
ing-note, 1o that reckoning according to the Order and Pofition
of Flats, B, E, 4, D, &c. fuch of thefe Notes againft which no
Flat is placed, and that immediately follows one that hath a
Flat, will always be the. Leading-note. Take Notice of what
we have faid in the firft Article, that the Interval of a falfe
Fifth, or a Tritonus, fhews it in the Progreflion of the Bafs,
for that Note which could have a Flat againft it, makes the
Tritonus above, or the falle Fifth below that which ought to
have the laft Flat,

. 2. As the Bafs doth not always reach to the' Leading-note,
and the Key may ncverthelels change, there often happening in

the Bafs an Interval of a falfe Fifth, or a Tritonus, anfing from
the
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P?ogreﬁion of each Part for a Bafs, the Chords of which appear
to be differcnt, but it arifes only from their various Difpofi-
tion.

E X 4 M P L E.

4 [ Tn order to hear ail thefe Parts
6

&

il

-Minor

Difcord.

- together, we muft leave out the
- Parts C and 4, by reafon of their
too great Affinity with the upper

‘;{ Part, for the Note thdt refolves
———— - the minor Difcord, eught not pro-
' e‘lg perly to be doubled on this Occa-
p— fion ; but we may ufe the Parts
.6 A and C, by leaving out the upper

<]
the better to {hew the feveral Pro-

greffions, whereby it is obvious}
that thofe Parts which make Dif-

I"’"" Part, having placed them together,

i
[IiL]

56

r
.
|
!
|

HMajor R—— cords have a fixed Progreffion,
Difcord. < and that the other Parts may af-
. cend or gnd ; for the Note of

7 4 the fundam®htal Bafs, which is in

" - the three lowermoft Parts, may

I o— remain upon the fame Degree, ot

defcend a Third in the fame Man-

. I - s ner as it naturally defcends a
A: Fifth, by obferving to leave the
l = Seventh out of the Chord, when

it defcends a Third 4; becaufe

.7

e ) Iy — r that would create, as it were; two

F“g:'f:fntal E‘:g O&aves together, though thac
L__I might be tolerated, efpecially in
o . four Partd. .

_ All thefe Progreffions are to be found in the Example of the
O&ave, Chap. §I.' with the fame Chords that they bear in this
Example, and for a greater Certainty you may take for a Bafs
dny one of the Parts; provided you avoid placing over the other
Parts the two loweft Bl;ﬂ'es; the reft will have together a good
Effe®, in whatever Manner it be difpofed, and the Chords fi-
. gured in one Part will b contained in the other Parts:

In moft of our Examples onec may have obferved this Sort of
imperfe&t Cadences; but they do not always happen upon the
ﬁrxe Part of the Bar; by reafon that they are ufed but in a dia-
wnic Progtefiion, witbout-making a final Conclufion,

L ARTI-
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After the firft Leading-note (which is eafily diftinguifhed) we
find a diatonic Progreflion from the Note 4 interrupted at E'
where the Rule of Sevenths is to be followed; and this Inter-
ruption which leads us to a Cadence ypon the Note C, obligeg
us to {uit to its Key the Notes in a diatonpic Progreflion from the
Governing-note of the Key of 4, after which Note nothing ap-
pears to oblige us to keep within that fame Key of 4; which is
the Reafon why we have given the Chord of Six and Four to
the Governing-note repeated, the better to unite its Harmony
with thofe Chords that follow; befides, the Note G, which be-
comes natural at the Letter B, fhews it to be no longer a Lead-
ipg-note, and, pot finding any Sharp or Flat until the Cadence
of C, we clearly fee that the Key of C manifefts itfelf from the
Note at 4; becaufe you muft always have a greater Regard ta
the Key that follows, than that which you are in, efpecially when
gou may fuit the Chords to the following Key, there being no

harp or Flat, nor any confanant Progreflion, or Stop or Paufe,
that might induce you to follow another Road.

As the Sharp to the Notc G remains no longer, the Sharp to
C which follows, denotes a new Key, and the Stop or Paufe
which is made at the Letter C, after which follows a confonant
Interval that requires a Seventh upon that fame Note at C,
obliges us to return into the Key of 4, fince it is at that fame
Note that the Progreflion of a Fourth afcending finitheth.

The Sharp at F denotes a new Key, fince there doth not ap-
pear any other after jt. )

The Flat at the Letter 4 obliges us to give a flat Third to the
Note that _precedes it, for a greater Conformity of Harmony ;
and, the Flats being upon the Notes B and E, we therefore
judge the Note 4 to be a Leading-note, after which E quitting
its Flat becomes a Leading-note, fince the Flat fill remains upon
B, there not appearing any Sharp againtt it. '

The Interval of a falie Fifth between: the Notes at the Letter
D might produce a Leading-note at that Place, fince that Note
which one would deem as fuch, afcends a Semitone at F (which
1s the natural Progreflion of a Leading-note) but the confonant
Intervals that are ufed from the Note at L, where the Kéy of F
ends, obliges us to give to the following Notes perfe& Chords,
or of Sevenths, agcording to the different Intervals of the Bafs,
and engages us, at the fame Time, to {uit our Chords to the
Key, denoted by the Leading-note that follows ; we do not fay
but that, according to the Rules of a Progreflion by Thirds, one
night do thus o '

L. ¢b P sb

D
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the fecond Note of a tlat Key and the Sixth, or rather from the
Sixth to the Sceend, provided there be no Sharp, for this always
decides it ; you muft obferve if the Key which thefe Intervals,
or fome other Marks, denote, bears a Relation with the Key

that you quit; and if after the Stop or Paufe, which in fomc
'shape is felt in a diatonic Progreffion, there doth not follow a
Note which bears a greater Relation to a particular Key, than
to another, elpccxally when after the laft Note in_a diatonic
Pronrefﬁon there follows another in a confonant Pro"rcﬁion,'

which often leads to fome final Cadences, for then the Kcy is
decided,

E X A M P L E.

S X I L3
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When once you are tolerably well grounded, and Mafter of
all thefe Articles, you will eafily difcover afterwards, the Manner
ot pra&ifing Licences : You may figurate the Melody or Treble,
and that of the Bafs, if you think proper, by obferving the prin-
cipal Parts of the Bar, and the Note that is to bear a Chord in
each Pair, in order that you may rightly and truly figurc your
Bafs ; and, when you doubt of the Chord, you muft place a fun-
damental Bafs under thofe two Parts compofed, by which you
will fee whether you have committed any Faulits, and what Chords
the Notes in the continued Bafs are to carry ; obferving that the
Note which makes the Third, the Fifth, or the Seventh to thav
in the fundamental Bafs, can carrv, but a Chord derived from it
or, if that Note in the continued Bafs is a2 Third or a Fifth below
that of the fundamental, the Chord will then be by Suppofition,
and in that Cafe you muft examine whether it be ufed properly,
and according to the Rules,

As foon as your Bafs is well and rightly figured, nothing is
more eafy than to add to it two or three Parts, unlefs the upper
Part, being too far foughr, fhould hinder you from ranging thofe
other Parts in all their Regularity 5 which is the Reafon, that,
the more there are Parts, the more we' are obliged to follow in
the Bafs a fundamentai Progrethon 3 though we have given divers
Examples of making a Bafs to proceed diatonically, or by conjoint
Degrees, in the Progreflion of an O&ave, as well afcending as
defcending, whether it be by the common Chords, by the feverat

6
Chords of Sixths, or by thofe of 7 and 6, of 2 and'—, of g, &'cz

. . S
We now fhall fhew you what is to obferved. in a Compofition
of feveral Parts.

C H A P. XLII.

Rules to be obferved in a Compofition of two, three, or four
: I'arts:

T is difficult to fucceed perfeftly in Pieces of two and three
Parts, if all the Parts are’ not compuiced together, by reafon
that each Part is to have an. ealy Singm% and gracious Melody ;
and a fkilful Man feldom compofes onc Part, without feeling, at
the fame Time, the Efft& of the other Parts that are to accom-

pany it.
1. Although one Part is generally chofn for containing the
fineft Melody which is called uie Subjedt, yet, if the other Parts
. are
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N

CHAP XLII
Ufeful Remarks upon the foregoing Chapter.

1. QU may compafc a Bafs, under another Part, without the
Help of the fundamental Bafs, by the Knowledge of the
Succeffion .or Progreffion of the Coacords or confonant Notes,
{which Succeffion we have fixed in fuch a clear Manner, that it
cannot admit of any Doubt) provided that you remember to pafs
from a perfe& Concord to an imperfe&t, and from this to the
other, to avoid two perfe& Concords together, whea it can be
donc; whereas the imperfe& Concords may follow each other
(though you muft pot make too frequent ufe of this Liberty, by
reafon that it would be a Fault againft that Variety which ought
to be ufed) and to give te that Bafs a diatonic Progreflion as
often as may be, though a cenfonant Progreffion is to be fomc-
times ufed, efpeciaily in the chicf or priacipal Cadeaces, where it
is ablolutely neceffary. :
2. You may compofe a Bafs upon the Succeflion of the Chords
6
fixed in the Rule of the O&ave of 7 and 2, —, of g, and others.

5
See Chap. XI, XXI, XXI{I, XXVII, XXV, and XXIX.

3. For Variety, you may make Ufc of the Examples where the
feveral different Ways of making the Bafs to proceed under the
fame Treble are fixed, fee Chap. X VIIL. obferving that, of the
four Parts that are contained in thofe Examples, it may happen
that one of thofe Parts will always be like that which you fhall
have compofed ; but, left you fheuld be miftaken, you muft ob-
ferve whether thefe Progreflions are in the fame Mode or Key ;
and, for that Purpofe, you muft not confult the Notes by their
Names, but by the Rank and Order they ftand in the Key you
are in, and in that of the Examples. And, as thefe Examples
are compofed in the Key of C, you will find that a Prolgrciﬁon'
" from the Third to the Fifth, or from the Sixth to the Fourth,
&', will always bear the fame Chords in any Key whatever.

Sec Chap. X[V, and XVII, of the Manner of preparing and
retolving Difcords. '

See alfo Chap. XX1V. and XX VI, Art. I, I, and IlI, of the
Manner of removing from one Key to another; how they may
be diftinguithed, and how you may know what Chords are to be
given to the Notes of a Bais in an{ Progreflion whatever; be-
caufe the Knowledge of all thefe Things conneéted, will free you

from an infinitc Number of Doubts that will fart at every Inftant.
o o U " Whea
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And in that Cafe the Key of F would be continued until the
Note D, which is followed by its Leading-note C fharp, that is
arbitrary, when good tafte direts us; this Tafte, which de-
lights in Variety, dire&ts us to quit a Key that hath been heard
roo long. '

The falfe Fifth, which is taken upon the Leading-note ta the
Note D, is not immediately refolved by the Chord that follows 3
but one may obferve that it makes alfo the Sixth to the Note at
the Letter G, without altering the Chord ; and that it is re=
folved immediately afterwards, by defcending upon the fharp
Sixth to the next Note, where the diatonic Progreflion obliges
us to make the harmony fuitable to the Key, which the follow-
ing Leading-note denotes.

As we have not hitherto taken Notice of the Chord of_the
extreme fharp Second, which the Note at & carries, it is needlefs
at prefent to give any Attention to it.

The Note at H becomes a Leading-note, as well by reafon
of the Progreflion of a Semitone between it and the N)c')tc that
follows in the next Bar, as by reafon that the Chord of the
falfe Fifth which it carries, is the fame as the Seventh, which
the Note immediately following ought to carry, fince that next

ote afcends a Fourth; befides, there do not appear any more
Sharps, and the Flat remains upon the Note B; confequently
the Nate at H is the Leading-note; after which the Flats and
Sharps difappearing, there is no other Leading-note, but the
Note B, which denotes the Key of C, being obliged to give to
the Notes of its Key the Chords that are prefcribed to them,
and thus unti the El:ld, notwithftanding the Progreflion of a
Fourth afcending at A1 obliges us to give a Chord of a Seventh
to the Note C, and ta give the perfe&t Chord to the Note Fy
fince that Note is ftill followed by a confonant Interval ; fo that
the perfeft Chord which the Note F carrigs, makes it a Key-
note, byt the Flat at B, that ought to take Place in this Key,
being left out, and there not appearing any Sharp or Flat, the

ote B becomes a Leading-note, having interrupted the Key of
C. for an Inftant only for Variety; becaufe it could be done
according to the confonant Progreflion of the Bafs.

To end this Bubjcét we fhall fay, that all confonant Progref-
frons are to be pur Guide, apd that diatonic Progreffions are td
be relative to the confonant Progreffion that follows, rather than
to that which precedes. If the Leading-note cannot be diftin-
guithed, there appears a certain Succeffion of Chords in a dia«
{onic Progreffion from the laft confonant Chord, and which the
at Note in a cenfomant Progreffion ought to carry, which we
ought not to quit, according to the Rule of the O&ave in Chap,
Xi, If the Bafs afcends a Stmitone, which, in that Ca ;,

might
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are left naked, that diminifheth greatly the Beauty of the Sub-
je&; and it can be tolerated only in what is called a Recitative,
where the Bafs and the other Parts ferve only to fill up the Har-
mony ; but, otherwife, the Melody in two or three Parts arc to

be pretty near alike.
The lefs there are Parts, the more Variety is required in the
Chords ; it is, therefore, for Piecesin ‘two Parts that this Rule

requires a greater Stri&nefs.
2. When you compofe in three Parts, the Chords muft be filled

up and completed as much as may be 3 and the beft Rule for that
Purpofe is, always to ufe Thirds and Sixes, at lcaft in two Parts 3
the OQave ought to be ufed therein but feldom, unlefs the
Defign, the *Fugue, or the Melody, leads us to it, cfpeciall in
perfeft Cadences, where each Part yeuerally ends upon the hey-

qote,
* We fuall fpeak of Defign, ant! of a Fagee, in the hak Cirapter,
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Tt is from this Diftance, that all Intervals in Mufie are fmmed,
and thefe Intervals take their Denomination from Arithinetical

- 2. 3 4 5. 8. 7
I\unlbel's, and are Cﬂ.“cd,smd’lnrhitd, Fourth, Fifth, Sixth, Seventh, acd
3

Onave’ WC hav# placed the Figures over the Names of each In-

terval, becaufe we fhall hereafter ufe thefe Numbers for denoting
the Intervals we fhall fpeak of ; fo that it muft be remembered,
that 2 rdenctes the Second, 3 the Third, 4 the Fourth, &¢. until
the Ofave §; und wher? we fhall fay the Third, the Fourth, ¢s¢,
tlholc Intervals are to be taken in the Gamut, by afcending from
the Note chofen for the firft Degree, that Note being deemed
the lowedt,

The Intervals in the Gamut defcending are alfo to be obferved,
wherein it will be found, that the Fourth below € is G, as the
Fourth above G is C, which is not difficult to comprehead, and
may be very ufeful upon Occafion.

Of Intervals inverted.

The two notes that create the O&ave, are in the Main but
one, and ferve as Limits or Bounds to all the Iatervals, fince all
the Notes in the Gamaut are inciuded in an O&ave.

Thus by deeming the two s, by which the Gamut begine
and ends, as onc and the fame Note, it may eafily be apprehend-
ed that, whatever other Note be compared to each of thofe twe
Cs, it will not produce two different Intervals; but by obferv-
ing, that the firft C is below the Note compared, and that the
Second is above, there fecins to be a Difference; this Difference
in Appearance is proper to be explained.

; : T, 2. 3 4. Se 6. .
, ¢, D, E, F, G, 4, B, C,

Upon viewing ' Co
the Ganwt in this ‘

Shape, it appears, L™ — "‘""' 7

that 2 makes the
Second to the firft
C, and that the {fecond
€ makes the Seventh to l
that farme L7 that & makes R

the Third to.the fixft ¢, and
that the fecond € makes the
Sixth to that fame £; that F
mwakes tho "Faurth to the fisft C,
ond that the fercond C makes the
Fifth to that fume F; allo that G e | s
makes the Tifth to the firft C, and the
Fourth to the Sccond; 1o that by this
Means it is difcovered, that one Intcrval

L 4
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CHAP I

Intreduion to Praftical Mufic.

Of the Gamur. ,
S there are but feven Diatonic Seunds, that is to fay,
A feven Degrees, fucceflively in a natural Voice, fo like-
wife in Mufic there are but feven Notes, C, D, E, F, G,
A, B, which is called the Gamut; and, if we proceed further,
it can be but by repeating the firft Note, and {o on, according
to the above Order.

Thefe fame Notes repeated, and which are but the Replicates
of the one or the other, are called O&aves,

It is proper to add the O&ave to the firft Note at the End of
the Gamut, for better diftinguifhing this O&ave; thus,
G D, E, FG,4,B,C. :

If we begin and end this Gamut by any other Note (which
is proper to be pra&ifed, though it be contrary to the Diatonic
Order) it is plain by this Oftave added, that the like may be
done to the other Notes ; fo that, if we begin by G, we muft:
then fay, G, 4, B, C, D, E, F, G, in afcending; and G, F, £,
D, ¢, B, 4, G, in defcending; fo of the other Notes. .

Of Intervals,
The Gamut may be repeated as well afcending as defcending,
and by different Notes; but the Diftance from onc Note to the
ether muft alfo be obferved, and this oaly in afcending.

Aa . Ic
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asifes from another; for if we rake any other for the firft De-

ree, by placing it ar the 'eginning and at the End of the
&amut, and following the above Method, we fhall always find
the fame Thing, that is to fay, that the Second to the firft Nos
will make the Seventh to the O&ave of that firft Note,

‘To make this better underftood, it wnufk always be fuppofed,
that the C&ave is infcparable from the Note taken for the firft’
Degree; fo that having compared a Note with this firft Degree,
it muft afterwards be compared with the Oftave, from whence
will arife two Intervals, the Firft of which is called Fundamen-
tal or Principal, and the Sccond, Inverted, as it is in Effe&;
for if we compare Cto /', and F to C, we find but a Compariion
inverted, in the fanc Manner as it is in Numbers, by fuppofing
that 8 and 1 reprefeat the fame Note, and this Comparifen s
firft made from 1 10 3, an:d afterwards from 3 to 8. L

Of all [ntervals, there are but Three that are Fundamentsl,
. and which ought confequentiy to be remembered ; théy are the

3, the 5, and the 7, which may be
g:accd in this Manner; cach firfff (1..3 .. § & ;
vote anfwers to 1, and their 3. §,. E..G.,

- F o l e’

1.
C.
and 7, anfwer to the Numbers which D.
E.

denote thofe Intervals; and when G..B..D
ence thefe three Intervals are known {F o A..C.. E
3n Relation to one of. the fgven ¢G..B..D.. F
Notes, taken for the firft Degree, we {4 ..C .. E .. G

need only to add the Oftave tothat (B ..D .. F.. 4
firft Degree, in order to find that the
Third becomes a Sixth, that the Fifth becomes a Fourth, and
that the Seventh becomes a Second ; thefe Three lafk [ntrervaly,
vz the Sixth, thé Fourth, and the Second, being then inverted
from the three firft Fundamental Intervals.

This Article ought to be carefully confidered, for the better it
¥e underftood, the readier will the reft be comprehended,

Of Cliffs. o

There arc threoe Sorts of Cliffs in Mufic, the Bafs, or F Cliff;
the Tenor, or . Clif; and the Trebie, or G Cliff.

s p— The Bafs, or F Cliff, which is the Low-

i cft, is gencrally placed upon the Fougth, or

- —e——

———  the thard Line.

p— The Tenor, or C Cliff, whick is a Fifth
above F is placed upon all the Lines, ex-
. cepting the gzifth.

———— The Treble, or G Cliff, which is a Fifth

. —-—= above the Tecnor, or C CIiff, is generally
- == olaced ypon the Sccond, or upon the firft Line.

of
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in that Cafe, an irregular Cadence, from the laft Crotchet, at the
Time D, to the fublequent and next Note.

The firt and Third Crotchets of the Time C are not of the
fame Chord, but pafs to the fecond and fourth Crotchets, which
are Part of the Chord; for it was abfolutely neceffary that this
laft Crotchet fhould be comprifed in the Chord, fince it pailes
from one Part of the Bar to the other by a coanfonant Interval:
You will find the like Paflages at F and D.

The Dot at D reprelents the preceding Note, and the Chord
of the Tritonus, figured over it, kceps on until the Expiration of
the Dot, fo that the Tritonus is retalved but upon the next fol-
lowing Part of the Bar.

Thus we have endéavoured to explain what hath hitherto ap-
peared but under very confufed, obfcure, and abftrated Rules
and it is by Means of this Facility and Liberty of figurative Me-
lody, and by inverting th¢ Chords, that proceeds that incompre-
henfible Variety in Mufic.

CHAP XL.

Of the Manner of compofing a fundamental Bafs to a Treble.

HE fundamental Bafs is a {fure Method for finding that

l which is proper to a Treble already compofed, efpecially
for thofe Perfons who have not a natural Genius or Tafte to feel,
as it were, that Bafs at the fame Time that the Treble is com-
pofed ; for every Mclody or Air hath its natural Bafs ; and, for
cver fo little that we are fenfible of a perfe&® Harmony, we natu-
#ally fing the Bafs to all Cadences, when we hear the upper Part,
which is fufficient to know the Key we fing in; and tims from
one Cadence to another, whether it be a perfe& or an irregular
Cadence, for there is no Difference in the Treble between the
falfe or flying Cadence and the perfeét; we know the Alteration
ot the Keys; and the fundamental Bafs (which bears only the

perfe&t Chord and of the Seventh) will more readily fhew i,

E X 4 M-
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Continued.
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This Meafure, or Time, though in two Parts, is divided al-
moft throughout into four Parts, and you may fee that the Firft
of the two Crotchets is always comprifed in the Chord.
 In the Part "4, the Firft of the two laft Crotchets is not com-
prifed in the Chord by reafon that the Melody proceeds diato-
sically from one Part ‘of the Bar to the other, and the two firft
Crotchets, which do not follow this Pro"rcﬂlon, are comprifed in
the Chord.

" _Each Notc in the Part of the Bar B is to bear a Chord, by die
viding the Time into four; by rcafon that, as foon as thc Key-
note appears after its Leading-note, it muft bear its natural
Chord : If that fame Key-notc appeared immediately afterwards
“in the following Bar, and that the Mclody refted there, the Time,
or Part of the Bar B, ought not to be divided ; but the Melody

which refts upon the Fifth or Gov erning-note, crtatcs, as it were,
in
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may veprefent a perfe& Cadence, or an irregular, in the Key of
Bt ; that at ¥ may reprefent an irregular i the flat Key of 45
that at L may repreient a perfe€t Cadence in the Key of D, and,
finally, that at A4 may reprefent an irregular in the {harp Key of
B, in the flat Key of G, and in one and other of Eff. The
Ute that may be gathered from thefe arbitrary Cadences in the
Treble, is this : )

1. You muft compofe your upper Part, or Trebie, but in the
fharp Key of €, or in the flat Key of D. )

Suppofing that the other Keys are not fo familiar to you, and
in order to knmow whether this upper Part is rruly compofed in
one of thofe two Keys, as you cannot begin it but by the O&tave,
the Thivd, or the Fifth, you will obferve wheve the firft Cadeace
happens, which commonly is at the fecond or fourth Bar ; fo that
having begun by C, Z, or G, which are the O&ave, the Third,
and the Fifth to C, if your irlt Cadence fulls upon D, you will
not therefore be in the Key of D; for, if it was, you Thould have
then begun by D, F, or 4, which arc the O&ave, the Third, and
the Fifth to D.

Again, if you are obliged to add fome X or fome & to the
Notes for the Sake of the Melody or Air, thefe Signs will fhew
you the Key at once, according to the Explanation we have given
of itin Chap. XXIV. and XXV ; for, if you had begun by C,
this C makes as well the flat Third to « and the Fifth to 7, as ar
mikes the O&tave to C; and it can be but by fome X or &, and
alfo by the Cadences, that we can diftinguifh the Key ; though, if
the Air be compofed in a natural Maaner, the laft Note will thew
it, for it ought naturally to be the Key-note.

2. As foon as you are cestain of the Key you compofe in, you
mufl ufe all the Cadences that are proper to it ; and, when. there
happen fome that are foreign, you muft then have Recourfe to the
above Example, obferving what follows :

1. The upper Part maft always make the Third, the Fifth, the
O&ave, or the Seventh to the fundamental Bafs.

2. In the fundamental Bafs the Preference muft be given to the
Progreflions that are the moft perfe&; fo that the Fifth in de-
fcending is 1o be preferred to that of the Fourth, this Laft to that
of the Third, and this o that of the Scventh, obferving that to
afcend a Second is the fame as to defcend a Seventb, <S¢,

If the upper Part could not agrec with the Bafs by making
it defcend a Fifth, you muft then fcek this Chord in a Pro-
grcigigtn of a Fourth, a Third, or a Seventh, preferring the inoft
perfect,

3. If &'ou intend to follow the Stile of the fundemental Bafs,
you muft not figurate the Treble, becaufe the figurative Melody.

dot
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Of the different Progreffions of a Treble in Cadences.

‘i A. , C. FlatKey. D. l F. FlatKey. '
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Yrregular Cadences.

—— s

All-tirefe-Cadences are in the Key of ¢ only, though they bear
an Affinity to other Keys.

The perfe& Cadence " afcends from the Leading-note to the
Key-note, in fharp and flar Kcys, although it mmht have af’.
cended from the fecond Note to the third, 1 flac I\Lyc accord-
ing to the Example F.

“I'he perfect Cadence B defecends from the fecond Note to the
Key-note, in fharp and flut Keys, though in flat Keys it might
hmc detcended 'from the fourth Note to the third, accordmg to
the Example G; fo that the fharp Key of C and the flat of A
have a great- Relation one to the othcr in thefe two firft Cadences ;

and theic two Cadences may equally take Place as well in a- ﬂnrp
as a tlar Key, where the ‘Diftance 1s but of a flat Third, as from
C o 4,'from F to D, from G'to F, &c.

The Cadenees. c, I) F, G, which are arbitrary ‘between the
perfe& and nncgular are ‘not diftinguifhed but by the Progreflion
given to:the Bafs, erther by afcendin E a Fourth ypon the’ Key-
note, in -order to make a .perfeft Cadence, or by dctccndm" a
Fourth 'upon that fame Note, or upon the Govermng-notc, in
order to make an-irreguler Catlence : “When we fay or upen the
Guverning-note, it is by fuppofing that thefe Cadences can repre-
fent another Key than that of C'; for thofe at Cand at D may be
taken for irregular Cadences in " the Key of D, and thatat D
may be alfo taken for an irregular Cndcncc in the Key of '
thote at Fand G may be taken for perfe& in the Key of Eb; but
the true irregular Cadences, upon the Governing-note to L, are
thote in the Examples H, 7, L, M, although “the Example 4f

may
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A Dot placed after a Note is to be deemed as the fame Note,
and is generally concordant with the other Parts, by reafon of its
being commonly ufed upon the accented Part of the Bar.

ARTICLE IL
Of figurative Melody by diatonic Intervals.

* O U may pafs as many Notes as you pleafe between each

Part of the Meafure or Bar, and, if they proceed bv dia-
tonic Intervals, it matters not whether they be of thofe com-
prifed in the Chord, provided that the firft be one of the Notes
of the Chord; but if, after feveral Notes in a like Pragreffion,
you fhould proceed by a confonant Interval from the laft Note to
¢he firft Note of the fubfequent Part of the Bar, then this laft
Note muft alfo be comprifed in the Chord.

If the Parts of the Bar-be of a flow Movement, fo that they
may be divided into two equal Parts, you will always do well to
«ivide thefe paffing Notes into an equal Value, obfeiving that the
firt Note okP each Divifion, or Part of the Bar, be of thofe .com-
prifed in the Chord.

Tafte obliges us fometimes to deviate from this Rule in refpect
that, in a diatonic Progreffion, the firft Note of the Divifion, or
Part of the Bar, is not always comprifed in the Chord that ought
to be heard ; but you may obferve that this firft Note is onjy
ahen admitted as a paffing Note to the very next, which makes a
#Part of the Chord, before its Time or Value is expired.

E X 4 M P L E

S Continucd.
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“You muft always make the upper Part to agree with that which
is to be heard with it; and, if this upper Part was to be heard
with the two Baffes, it muft in that Cafe be compofed according to
the Rules, in refpe&t to one and the other of thofe Bafles; and,
7o that Cafe, the upper Part ought to be altered at C, D, where
it makes two Fifths with the fundamental Bals, and place, in its
Stead, the Notes marked by the Guides w2,

You may alfo compofe a figurative Bafs firft, and place under
3t 2 fundamental Bafs intirely, according to the Rules preferibed
for the Progreffion of this laft Bafs; afterwards yow may compofe
a Treble more or lefs figurative than that fame figurative Bats.

You mutft feek for Variety, by avoiding repeating too often the
fame Paffages; and yow are at Liberty either to figurate, or not
to figurate, .all the Parts of a Bar; fometines you may figurate
only one Half, fometimes in the Bafs, at other Times 1n- the
Treble, or both together- according to the Rules,

. You may make one of the Parts to begin firft, either for a
Half, or three Fourths of a Bar, even for one or two Bars; fo of.
the other Parts, in Cafe there be more than.two. . .

. You may begin by whatever Part of the Bar you think proper,
and you may caufe one of the Parts to.reft for a While; but, if
it fhould be the Bafs, it can be but for .a.Bar, or two at moft, for
the continued Bafs muft always be underftood, though you fhould

be willing that one Part only fhould be heard, ‘A
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Enumeration of DA{ords, or {){[I‘;rzant Chords, derived frem
the Chord cf the Seve.th.

G, B, D, ~
2. The Chord of the Seventh to a Governing- } .
note, or Fifth of the Key, is compofed of > 3 S5 7

Chords inverted, deviued from the Chord of the Seventh.
G, B, D, F.

B, D, F, G,

) 5, 8, 10, 12.
compoled of 1, 3, s, 6, inverted from

Iy 3 5 7.
\-—--..V.__.J

This Chord is never ufed but upon the Leading-note or fharp
Seventh of the Key.

%%, or st The Chord of the flat or falfe > ifth is}
5 .

D, F,G, B, 4 6, 8, io.
compofed of 1, 3, 4, 0, inverted from

6X. This Chord is called the finall Sixth, amris}G, B, D, F.

I > 2 .
o225
This Chord is generally ufed upon the fecond Note of the Key.

F:G:BH’-Da. 2, 4, 6, 8.
compofed of 1, 2, 4%, 6, inverted from Iy 3, 5 7
——

This Chord is never ufed but upon the fourth Note.

4X. This Chord is called the Tritonus, and is}G, B, D, F.

It is to be obferved, thaut the Key-note lends its perfe& Chord
but to its Third and Fifth; the Third under the Name of

6
Sixth, and the Fifth under that of -; fo that, when you can in

4

all Keys diftinguifh the Third and Fifth, you may at the fame
Time know what Chords are to be taken, though the perfe&
Chord more properly belongs to the Fifth or Governing-note

than the Chord of f; and even the Chord of the Seventh feems

to belong only to tl:c Fifth, efpecially when it immediately pre-
cedes the Key-note ; but let not the Differcnce between the per-
feft Chord, and that of the Seventh, puzzle you, fince this laft
Chord confifts only in a Note or Sound added to the perfe&
Chord, which the éompolbr is at Libcrty to leave out; fo that,
wherever the. Chord of the Seventh might be ufed, you may
tuke only the perfeét or common Chords 3 yet, as it is proper to
know what we are about, it muft not be lett oat without a Rea-
fon, cfpecially as this Chord of the Scventh is the Origin of al

D2 difcords
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Ceifonznt Chorcs d:rived from the P.rje .

It muft be obivrved, that the Number t reprefents the Bafs,
and that the other Numbers thew the Diftance from onc Sound,
or Norte, to that of the Bats; and that the Numbers 8, 10, 12,
&', are but the Replicates, or O&tuves, of 1, 3, §, &, and as 8
is the Replicate of 1, 10 10, and t2 are the Replicates of 3 and
of 5 : Allo, that all Numbers mav be reduced to a meancr or
lower Term, the Intervals whereof will be equal : For Example,
4, §» 6, may be reduced to 1, 2, 3; becaufe the Diftance from
4 to g is not greater than from 1 t 2. Thersfore, the Numbcers
6, 8, 10, 12, may be reduced to 1, 3, 5 7, by rcafon that
there is not a greater Diftance from 6 to° 8, than from 1 to 33
fo of the others, it being necetlary to reduce to a Unity the firft
Number of each Chord ; becauic that Unity reprefents the Bals
to the perfe@ Chord, and that of the Seventh, from whence all
Concords and Dilcords are derived,

We fhall not take Notice of the 8 in the Chords, becaufe that
Number is the Replicatc of the Bafs 1.

C,EG.

Figures whichare pla-Y Theperfe&t Chordis compofedof 1, 3, 5,
ced over or under the| This Chord is always taken
Bafs, to fhew all the Supon the Key-note, and fome-
Sounds the Chord is | times upon its Governing-note,
compofed of. J or Fifth,

Chords inverted, derived from the perfect Chord.

. E,G,C, ¢, E, G.
_ fr06n-1 The Chord of 6 is compofed of 1, 3, 6, mvcrtcd} 6, 8, 10.
. . I, 3 5
This Chord is always ufed upon the Third of the Key. ‘=~
6 6 G, G F, C, E, G.
S, The Chord of - is compofed of 1, 4, O, inverted
4 4 4, 6, 8.
from
1 3 5
g

"This Chord is ufed but upon the Governing-note or Fifth of
the Key, but not fo often as the peife€t Chord, or that of the
Scventh,

Enumeration
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that Cafe but the Chord of the Seventh; fo that, by following
the fame Difpofirion that we have given to the Chord of the
Scventh to the Note G, we fhall find that of the Note D hetween
thefe Notes D, F, 4, C; from whence we conclude, that the
Note D, or thofc comprehended in its Chord, cannot appear in
the Bafs immediately beforc the Note G, without their Chord
being compofed of any other Notes than D, F, 4, C, in the
fame Manner as G, B, D, F ought to compofe the Chord to
cach of thofe fame Notes, when the Note C follows them; the
harmonic Progreflion of Difcords being but a Succeffion or Se-
quence of Governing-notes, or Fifths, which is not difficult to
comprehend in its Bottom, as the Examples of Sevenths prove
to us ; and it is by the Relation there is between the fundamen-
tal Chord and its various Progreflion, that arifes the Liberty we
have of ufing indifferently any one of the Notes contained in the
fundamental Chords, which ‘are the Perfe& and the Seventh;
and it is in this Relation that all our Attention is hardly fuffi-
cient ; neverthelefs, by keeping it within the Compafs of an
O&ave, it is only ncceffary to know the Manner how a Concord,
or a conlonant Chord, is to be preceded, having givegn to under-
ftand, that a Difcord is not preceded by any other Manner; and,
thus we fay, without making ufe of the Names of the Notes,
but only of the Interval which each of thofe Notes makes with
the Key-note, in order that it may ferve for all Keys in general 5
for when it is neceffary but to know how to diftinguifh the Key-
note, you will then have got over moft Difficulties.

The Key-note carries the perfe@t Chord; its Third always
carries that of the Sixth; and its Governing-note, or Fifth, al-
ways carries the Perfe€t, when it doth not immediately precede
the Key-note ; otherwile the Seventh F muft be added to its
perfeé&t Chord G, B, D. '

The tecond Note, which, in a diatonic Progreffion, is between
the Key-note, and its Third, can carry, in that Cafe, but the
Chord of the fmall Sixth D, F, G, B,

The Leading-note, or tharp Seventh, which in afcending pre-
cedes the Key-note, muft carry the Chord of the falfe or flat
Fitth B, D, F, G; but when in defcending it precedes another,
which is not contained in ‘the Chord to the Key-note, then it
is deemed but as the Third to the Governing-note, or Fifth of -
the Key; and in that Cafe muft carry the Chord of the Sixth
B, D, G, inverted from G, B, D,

The fourth Note, which in afcending precedes the Governing-
note, muft in that Cafe carry a Chorcr like unto that of tEc
Leading-note, when the Leading-note afcends to the Key-note,
fince the Key-note and its Fifth muft be preceded alike ; fo that,
as the Leading-note or fharp Seventh hath carried in that Cafo
# Chord derived from the Fifth, fo likewife the Fourth will carry

' 8
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Difcords ; the Knowledge of its Progreffion, that is to fav, of
the Chord that is to fucceed it, being as neceffary, as that of its
Con‘tru&tion i, e. of the Sounds or Notes of which it is com-
pefed, fince 1t is upon its Conftrultion and its Progreflion that
all other Difcords, or Chords diffonant, are regulated.

1f we have fzid, that the Fifth of the Key carried the Chord
of the Seventh, only when it preceded the Key-note, it is to be
at the fime Time underftood of all the Notes which compofe
the perfe& Chord of that fame Key-note ; that is to fay, of the
Thhird, and even of that fame Fifth, when thofe two Notes bear
the Chords derived from the Perfe&, the Fifth may carry the
Chord of Six and Four, after that of the Seventh, when its
Length may permit it, at the Will and Pleafure of the Compofer ;
?.nd, as the Nores derived from the Key-note are to be preceded
in the fame Manner as the Key-note, fo likewife the Deriva-
tives of the Fifth of the Key cannot be deemed as fuch, unlefs
they immediately precede that fame Key-note, or its Derivatives;
and one muft not only confider a Chard in its Conftru&ion, and
in its natural Progreifion, but alfo in the different Difpofition
that may be given ta the Notes that compofe it, by placing in
the upper Parts thole that are found in the Bafs, or by placing
in the Bafs thofe that are in the upper Parts; which obliges us
to give different Names to one and the fume Chord, according
to its different Difpofition, and in order to know, at the fame
Time, thoie Nores which ought in that Cafe to accompany the
Bafs; and as it is known that the Third and the Fifth (which
compore the perfc& Chord ot the Key-note) may reprefent the
Key-note, by bearing a Chord derived from the Perfe&, when
thofe Notes happen to be in the Bafs; fo likewife the Notes
which compofe the Chord of the Scventh, to the Fifth of the
Key, cannot immediatcly appear preceding the Key-note, or its
Derivatives, without bearing a Chord derived from the Seventh 3
and, therefore, it muft be remembered, that if, in the Key of C,
one of thete Notes U, B, D, or F, fhould immediately preccde
C, or E, in the Bals (we omit G, becaule it is our chief Subhjeét
in the Chord of the Scventh) the three other Notes are to ac-
company it. We¢ have faid that the Fifth or Governing-note
might carry the perte& Chord as well as thc.chcnth, and Iac-
fides, that the peifeét Chord always fubfifted in that of the Se-
venth; therefore, the Chord of the Seventh muft be preceded
in the fame Manner as the Perfe€ty which obliges us to attri-
bute a Governing-naie to all thotc Notes that bear the Chord
of the Seventh; and as a Governing-note is always a Fifth
above, or a Fourth be'ow the Note governed, it is not difficult
to comprehend that G can have but D for its Governing-note
and as a Norte is called a Govcrning-Notc, but by reaton on!y

of its being a Fourth Lelow, or a kifth above, it can carry1 in
that





index-146_1.png
Principles of Compofition. 143

fible ; otherwife you muft feek for another that is not the fame as
that which is to appear in the very next fucceeding Part,

X 4 M P L E
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The Example H is the beft, by reafon that, as the Note which
1s heard in thc fecond Part of the fecond Bar mlght ferve in the
firft Part of the fame Bar, it ought to be preferred.

Another E X A M P L E.
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1 can keep upon the fame Note of the Bafs in_the firft Bar of
the Example 4, though I might alter it as in the Example B, be-
caufe I can placc another bﬁ)tc between that of the fecond Part
of the firft Bar and that of the firft Part of the fecond Bar;
whereas in the Example Cand F I am not to make Ufe of the
fecond Note of the firft Bar in the Bafs, becaufe it ought to be
heard iminediately upon the firft Part of the next Bar; fo that I

ake Ufe of the Note that hath already been heard in the firft

art of the Bar D, becaufe it agrees with the fecond Part ; ancIl
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CHAP 2 .
Of the continued Bafs, : flv

ter .. '
E muft not confound the diatonic Proreeffion of a Dafs,
which we now fpeak of, with tie confonant Progrethion,
of which we have given {oine Examples upon the perfeét Chord,
and that of the Seventh ; thefe two Chords are the [F'undamental,
and as a Proof of it, we fha!l hereafter, under our Examples,
place that Bafs which we call Fundamental, the Notes of which
will carry but perfeé Chords, or of Scvenths, whillt the Notes
of the ufual Baf:y, which we call continued, will carry Chords
of all Species, thc Whole making together a complete Harmony ;
fo that this fundamental Bafs will ferve as a Proof to all our
Works and Examples, whereby it will be evident, that the feve-
ral different Chords which will be therein ufed, will proceed only
from an oppofite Progreflion to that of the fundamental Bafs,
according to what we have juft now explained, though the
- Chords, compared to one or the other Bals, will be always the
fame in the main, their Difference proceeding from the Liberty
of placing in rhe Bafs any one of the Notes contained in the
fundamental Chords; but all the Notes of the Chord taken to-
gether will always be the fame, and the Progreffion, fixed
to them by the fundamental Chords, will not be thereby al-
tered. -

CHAP XIL

Of the Progreffion of the Bafs, which fixes at the fame Time
that of the Chords, and of the Manner ¢f reducing a deriva-
tive Chord to its Fundamental.

:l *HE Progreffion of the Notes of a Bafs that carry_confo-~
nant Chords, fuch as the Kecy-note, its Third, and its

overning-note, or Fifth, is not limited, provided that that
Progreflion be not foreign to the Key compoied in; but, as’at
refent the Queftion is only of onc Key, one cannot’be miftaken,
y ufing only the Notes C, D, E, F, G, 4, B.

The %’rogreﬂion of the Notes of a Bafs that carry Diftords
are limited, fuch as the Governing-note, when it carries the
Chord of the Seventh, and all its Derivatives, or rather thofe
which do not carry the perfe@& Chord, or any of its Derivatives ;
becaute, as foon as a Note carrics a Difcord, it is certain that
it governs another; and if the Difcord is not that of the Se-

venth,
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doth but puzzle Beginners; fo that in that Cafe every Note
ought to be of the Value of one part of the Bar.

4. You mutt at firft apply only in compofing Airs of Chara&ter,
fuch as Gavots, Courants, &, becaufe the Cadences happen almoft

every two Bars.
5. If in your Airs you fhould perceive fame Cadences foreign

to the Key, you muft obferve whether they end the Melody or
not ; if they do, then the Key changes generally to the fifth, the
third, the fourth, or the fixth Note of the Key you quit; which
may be known by comparing thofe Cadences with the preceding
" Example, wherein you will find that, if one of thefe Cadences

ends

) RO~ |-t — [~
Thus, E — Eﬁ:lfe l;g:g:——” it reprefents

s e e .| e e —

Keyof F, of G, ofD, of E, of A,

a perfeét Cadence in one of thofe Keys, in the fame Manner as

this ' reprefents a perfe& Cadence in the Key of C;

fo of the other Cadences that bear a like Relation; but, if the
Melody is not abfolutely ended, you muft let the Bafs follow its
natural Road, by preferring (as we have faid) the more perfeét

Progreflions as much as poflible.
6. Whilft the upper Part makes the Third, the Fifth, or Oc-

tave to a Note already placed in the Bafs, you may let this Note
remain without altering it, unlefs you difcovered that it could be
done without interrupting the natural Progreffion of the Bafs ;
and, in that Cafe, Variety (which is one of the principal Beauties
in Harmony) requires it.

As the firft Part of the Bar is the chief or principal, if you
fhould perceive that the Note in the Bafs, which could have been’
placed in another Part of the Bar, agrees with the firft Part that
precedes or follows it, it will be better either to advance or poft-
pone this Note, in order that it may be heard upon the firft Part’
of the Bar, obferving two Things: Firft, that if the Note that
follows the firft Part of the Bar can be ufed in this firft Part, it is
then that you muft ufe, in this firft Part, that Note which you
intended to place after it: The Second is, that if the Note which
you place in the unaccented Part of the Bar is the fame as that
which is heard in the next Part, without being able to place one
or more Notes between them, it will be better to leave in the
Bal thar Note that-was heard in the firft preceding Part, if Eof-’

fible;
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a Chord deiived from that Note, which is the Governing-note,
or Fifth, to that Fitth. So that, if G governs C, D for the fame
Reafon governs G and as, in the Key of C, F is the fourth

. .o 6 .
Note, it will then carry the Chord of -, or the great Sixth F,

4, € and D, derived from that of thf: Seventh D, F, 4, C.

This Chord of the great Sixth differs from that of the falfe
Fifth, but in reipeét to the Fifth which is perte&® one Way, and
flat or falfc the orher; which proceeds from the different Specics
of Thirds, which is fharp between C and E, and flat or minor
between D and F; for it may be obferved, that the Difpofition
of thefe two Chords is the fame, and they are taken equally
upon the Third to the fundamental Note, on which the Chord
of the Seventh is ufed; we fhall in its proper Place fhew the
Reafon why this Diftin&tion is made upon the derivative Chords,
and not upon the Fundainental.

This faine fourth Note, which in defcending, ,ecedes the
Third, mudt carry the Chord of the Tritonus £, G, L, D.

The fixth Note, which one Way or other precedes the Fifth
and its Third, muft carry the Chord of the [mali Sixth 4, C,
D, F, inverted, or derived from that of the Seventh to D, which .
governs G in the fame Manner as the Second, in the like Cafe,
carries the like Chord, when it precedes the Key-note or its
Thirdo

If thefe Particulars be examined with the Enumeration of
Chords, it will give 2 better and a clearer Idea of the Whole,
obferving that the Iifth, or Governing-note, may be decemed or
looked upon as a Key-note. by reafon that thofe two Notes axe
equally preccded by the fame Chords, which fixes the Obje@t;
and obferving alfo, in a diatonic Progreflion, thole Notes which
derive from the Cliords affeéted, or adapted to the Key-note and
its Fifth, and the Notes that follow themn ; becaufe that one and
the famc Note may happen to belong to two different funda-
mental Chords, in which Cafe, in order to tix the Chord that
it ought to carry, we muft be be guided by the next Note that
follows " it, tak'ms Notice of the three or four Notes that com-
pofe the perfe& Chord, or that of the Seventh, and with which
the Note in the Bafs ought to be accompagicd in the upper
Purts,

CHAP.
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Inftead of making the Bafs to afcend a Fifth in the firft Bar of
the Example, you may. only make it afcend a Fourth, in which
Cafe the Difcord will not appear ; and it is Ly this Manner that
you may tranfpofe a perfe&t Cadence, into an irregular, and an ir=
regular into a perfeét ; fee the Notes 4, B, where another Note
may be placed upon the Guide ¢ in Licu of that marked with
an 4: The Notes 4/ B making a perfe& Cadence, and the Note
4, placed in the Room of the Guide, making an irregular Ca-
dence with the Note B.

The Guides, placed over the firft Note of the Bar, fhew
the Progreffion that the Bafs might alfo follow on the like
&caﬁpu, by putting this firft Note in the Place of either of the

ides,

You muft remember that there is no other Difcord but the
Seventh in refpe@® to the fundamental Bafs, and that the other
Difcords arife by its being inverted, that is to fay, by chufing
for Bafs one of the Notes that make up the Chord of the Se~
venth, which the fundamental Bafs ought to bear; wherein muft
be obferved all that we have faid _concerning it in Chap. XVII,
XVIII, XX, XXI, XX1I, and XXVI.

There are fome Paflages where the Seventh has a good Effe&
againft the fundamental Bafs without being prepared, even whillk
the upper Part mgkes a digjointed Interval; but then the Note
in that Bafs, that hath beea heard before the Seventh, remains
upon the fame Degree ; fo thar it will always be proper to ufe
the Seyenth in this Manner, proyided that the upper Part de-
fcends diatonically immediately afterwards, and ‘that the Bafs
may afcend, in this Cafe, a Fourth, in order to make the Third
with the upper Part after the Seventh .

T EXAM
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Great Perfect Falfe Perfe&
Sixth. Chord. Fifth. Chord.
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; Fifth or |{Leading-note -
Fﬁt:th I Governing- org ,l_l{ey-notc.
& note, fharp Seventh

Obferve that the Difference of thefe two Chords is only in the
Bafs; for, whether you afcend a whole Tone, or a Semitone,
upon a Note that bears common Chords, the Chord of the upper

~ Parts will always be the fame; the Compofer being at Liberty
to caufe his Bafs to proceed by a whole Tone, or a Semitone,
«even thou%h he fhould be in a Key wherein the Semitone did
not properly belong, by reafon that as the Fifth, or Govern-
ing-note, may be taken for a Key-note, we may introduce all
the Sounds that naturally precede a Key-note, by adding (as the
Example fhews) a Sharp to the fourth Note, which in that Cafe
is changed, and becomes a Leading-note, or fharp Seventh; and
it is by this Progreflion of a whole Tone, or a Semitone, af-
cending upon a perfe& Chord, that a Governing-note may be
diftinguifhed from a Key-note, the Bafs afcending a whole Tone
upon a Governing-note, and a Semitone upon a Key-note ; and
though, by this Progreffion of a Semitone, the Attributes of a
Key-note are given to a Governing-note, yet we may afterwards
continue in the original Key, notwithftanding that fame Go-
verning-note appeared as a Key-note, for after a perfeét Chord,
We may remove into any other Key. '
2. All Notes that precede in defcending thofe that cgrrﬁ

gqn:t;on or perfe& Chords, arc to carry the Chord of the
1Xth. ' ’

E ' EXAMPLE.
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I chufe another at G, Becante the fame firft Note cannot be con-
cordant m this Place with the fecond Part.

8. It is oftentimes meceflary to divide a Note in the Treble
into two equal Parts, in order that two different Notes in the Bafs
may be heard and may agree with that fame Note in the upper
Past ; and this is done for the better preferving the comfonant
Pragreflion of the Bufs, and that the moft perfe& Progreflion
miay be heard betwesn thefe two Notes of the Bafs, and the next.

E X A M P L E

(BerEEt e

This Divifion is alfo ufed,. in orden that the moft faitable Notes

to the Key may be heard on the principal Parts of the funda-
sental B’:g 3 which Notes are the Key-note, its Fifth, or Go-
werning-note, .its Fourth, its Sixth, and fometimes its Seeond ;
and thus, by Order of Perfe@tian, its Third is feldom ufed, and
srexer its -Seventh, in whatever Part of the Par they happen to
Be; for, when it cannot be avoided, it is certain that the Key
<hanges, as may be known by fome X or &, er by fome fereign
Cadences.
" & The principal Pacts of the Meafure or Bar ane thofe where
the firft Difcord is-te be heard, when it is prepared ; for, if there
be found feveral Dikords followiag, you muft-ealy take Notice
of the Firft ; and a Difcord unps cansot be ufed but ina
diatonic Progrefion of the upper Part, by defcending three De-
grees, or by afcending and defcending immediately afterwards,
"whil@® the Bafs afcends. a2 Third, or a Fifth, in order afterwards
to decend a Fifth; and then the Rilord is fawnd in the Middls
of thole three Degrecs,

E X4 M
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venth, it is certain that it procecds fromn it; it will then he only
by reducing it to its original or fundamental Chord, that you
may f{urely know the Chord that muft follow, whatever Note
happons to bz in the Bais.

In order to reduce a Difcord to its original fundamental
Ciord, it waft ‘be ubterved, that there are always two Notes, or

F, G, C, D,
two Numbers together, as 3, 4, 5, 6, & which is likewile
found in the Seventh, by placing the Note of the Bafs at its

F, G, C, D,

O&ave, thus : 7, 8; fo likewife of the Second, 1, 2. This
being the Cale, the upp.rmoft Notc, or the higheft Number,
maft be placed at the tundamental Bals, and it wiil be found
that the lowermott NNote, or the lecaft Number, always makes the
Seventh to the other, by thus reducing derivative Chords to
their original fundamenrai Chords v, 3, §, 7, as we have enu-
merated at Page 27. So that, if the Note G fhould be found
in the Bafs after the Reduétion, it is ccrtain that the Naote € will
follow it ; and if you fhould not mect with it in the Bafs, you
will certainly find one of thofe that compofe its perfe& Chord,
or that of the Seventh, fuppofing that you was in another Key ;
fo likewife, il the Note D fhould be tound in the fundamental
Bafs, the Note G, or its Derivatives, will follow; io of the
others ; obferving that, after a Chord of the Seveath, the funda-
mental Bafs muft always defcend a Fifth.

‘What we have faid of a Bafs already compofed, muft be alfo
underftood of the Manner of compofing it; and if this rule
fhould meet with fome Exceptions, as in the falfe and irregular
Cadences, &'c. one muft not as yet think of it.

Before we give an Example of what we have already menti-
oned, it muft he obferved, that the Chord of the Notes, which,
in a natural Progreffion, leads to thole that ought to carry a
perfe& Chord, is to be fuited to the Note that to'lows it, and
not to that which precedes it ; and that this Progreflion is gene-
rally made from the Key-note to its Fifth, or vice verfa, from
the Fifth to the Key-note, by fuppofing the Fitth to be a Key-
note, as we have before mentioned ; fo that in a diatonic Pro-
g}'efﬁon, by knowing the Chords that lead you to one of thofe

otes, you will certainly know thoie that icad to the other;
from hence we give for a general Rule.

1. That all Notes that precede by afcending a whole Tone,
or a Semitone, that Note on which the perfeét Chord is taken,

are to carry the Chord of s , or the great Sixth, or the Chord
of the flat or falfe I'ifth,

EXAMPLE,
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note, we cannot alter the Notes C, D, E, F, G, 4, and B, by
any Sharp or Flat; for it is thus that the Gamut reprefents it
in the O&ave of C; from whence we conclude, that the Word
Key is adapted to one Note, chofen as Principal te compofe a
Piece of Mufic in, and for that Reafon is called the principal
Key-note; this Note having the Privilege to determine all the
diatonick Intervals, wherein all the Tones or whole Notes and
Semitones, or half Notes, which ought to follow each other from
the Key-note to its O&ave, take Place, and which is called Mo-
dulating ; and the Difference of the Mode or Key is this: The
Meode (from whence Modulation is derived) confifts in the Third
to the Key note; and as the Third can be but either Major or
Minor, or Sharp or Flat; fo likewife the Mode is diftinguifhed
but by thdlk two Sorts, and for that Reafon the Word Mode is
generally comprehended or underftood in that of Key, faying
only a fharp key, or flat Key, .

" If we give the (harp Third to C, we fay that we are in the
Key of C Sharp, or C Major ; and if we give it a flat Third, we
fay, that we are in the Key of C Flat, or € Minor; Modulation
confifting only in thefe two Species of Major and Minor, which
depends upon the Third given to the Key-note. .

The Note C, within the Compafs of its Oétave, contains all
the Tones Major that can be ufed ; and there being but a finall
Difference between the Major and the Miner, we fgall not Thew
ﬁc Difference until we have fully examined and explained the

ajor, ‘

The Key of C will ferve as an Example for all fharp Keys,
for D, E, }, G, &ec., may be taken as Key-notes, as well as C;
but when once a Notc hath been chofen ¥or the Key-note, one
eannot fpeak of the others, but comparatively to that fame Kez-
mote ;3 thercfore the fecond Note, the Third, the Faurth, the
Fifch, &c. will be fuch, but comparatively to the Note fuppofed
for the Key-note; and confequently, in th¢ Key of C, the fe-
cond Wote is D, the Third B, the Fourth F, &c. and here fol-
low the Namcs of the feveral Notes or Tones in the Key of C.

- - -  Ofave,)

(Q - - .- -
B - - - - Sharp Seventh, or leading Note,
I 4 L e T e Sixth, f
G - - ‘The Fifth, or gevernidg Note of the Key, 5
iFr . - - . - - - The Fourth,
E . - .- - - e The Third,
D . - - - - - ~  ‘The Second,
L(" - - -’ - - - ~ The KeyfllO!e.,

Qbferve two Notoes, which, b2files the Keg-note, have a pro-
per Nem: 1@ ditingnifh the:n from the othors 3 the one is ths
. ‘ fgovernin g
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CHAP VIL

Remarks touching the Difcord.

DISCORD, inftead of being troublefome té a Compofer,

on the contrary, it gives hin a greater Liberty, for in all
Progreflions of a Bafs afcending a Second, a Fourth, or a Sixth,
there will always be found one Note in the upper Parts, which
having made a Confonant Interval with the firft Note of the
Bafs. may, without altering it, make the Seventh to the fecond
Note of that Bafs, which ought to be praétifed as often as poffi-
ble, and by that Means the Fault of afcending frgim the flat
Third to the O&tave, or from the flat Sixth to the Oftave, will
be avoided ; but at the fame Time it muft be confidered, whe-
ther the Note in the Bafs upon which you would take the Se-
venth, be followed by another, that can refolve it by the Third,
otherwife the cominon, or perfe& Chord muft be taken.

EXAMPLE.

I cannot take the Seventh upon the Note at (B,) though it be
)]Zrepared by the Fifth to the Note at (4,) becaufe that it cannot
e refolved by the Third to the Note at (C;) but by putting the
Note at (D) in the Placc of the Note at (C) I then can take
the Seventh to thc Note at (B) fince it will be naturally re-
folved by the Third to the Note at(D,) fo of the reft, taking
Notice that the Key-note cannot as fuch carry the Chord of the

Seventh, and that we {peak here only of the fundamental har-
mony.

D e —————

CHAP VI

Of the Key, and of its Denomination of Flat and Sharp.

E have called the Key-note, that by which the Bafs is
to begin and end; and we have mentioned that that
fame Key-note fixed the Progreflion of the other Notes con-
tained in its O&ave ; confequently, if we take C for the Keys

note,
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governing Note of the Key, or the Fifth, and is thus called ;
becaute, o all final Cadences, this Nore always precedes the
ey -note, as way be feen in the foregoing Examples, where ()
which is tie governing Note of £ always preeedes ir, and «pe-
cially at the End or Ciote. The other is the leadin« Note, or
fliarp Seventh, and is thus called, becauie, in whatever Pare this
Wote is heard, the Key-note immediately tellows it thercfore it
may very properly be called tie leading NWo'e of the Key ;3 and
in the Key of &, the fharp Third is E, the governing N e is G,
and the leading Note is B, and the governing an 'l eading Notes,
and the tharp Third, do in all Keys muke the iame Intervals as
£, G, and B, make in the Key of {; excepting in Hat Keys, in
which the Third is flat,

CHAP X.

Of the Manner of modulating Harmonically, when a diztenic
Progreffisn is given to the Bafs.

LL Notes that carry the perfe& or common Chords may be

decmed Key notes, and all thofe that carry the Chord of
the Seventh, may be deemed governiny Notes, with this 1if-
ferénce, that the governing Note of the Key is dittinsuithed
from that which is but fingly a governing Note, by reafon that
the Third to the governing Note of the Key mult alwuys be
fharp ; whereas the Third to thole Notes which are burt flngy
governing Notcs, is oftentimes flat; and there being no otiscr
Key-note in the Key of €, but C itfelf, the perfe® Chord mult
be given but to that fame Noie C'; there being no orher governe
ing Note of the Key, in that fame Key of , but &, conlerjaent-
ly one cannot give the Chorl of the Seventh with the tharp
Third, but to that fame Notc G. .

Thete two Chords, the Perfe@ and that of the Seventh, are as
it were the only Chords in Harmony, for all other Chords pro-
cced from them; and thefe are only affefted to a Progrefion of
the Bafs, fuch as we have hitherco treated of 3 and if we arc g0~
ing to alter that Progreffion, we fhall not thereby alter thweir
Cliords, but only the Difpofition, by placing the oflave, either
above or below one of the Sounds, or Notes, comprized in the
Chord; which obliges us to give them another Name, in order
to diftinguifh tholc from which they are derived,

D Confonant
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You fee by this Example, that the Notes at A reprefent a fharp
Key, and that the Notes at B reprefent a flat Keyv; fo that you
cannot modulate in one Key half Major and half Minor, nor go
from the Major to the Minor upon the fame Key-note, but after
a perfe& Cadence, and even this is not to be done without Judg-
ment; fo that true Modulation puts us above thefe Rules, which

are almoft ufelefs, when we have attained to a perfeét Knowledge
of it

C H AP XXXVIIIL
Of the Manner o compofing a Treble, or an Air to a Bafs,

N order to compofe a Treble or an Air to a Bafs, you muft
at firft only compofe it in that Key that you know the Mo-
dulation of ; and when you alfo know the Succeflion of Concords
and Difcords (the Manner of preparing and refolving which hath
been fully explained) it will not be difficult to compofe, without
aniTFault, a Treble, or an Air over a Bafs. '

. Neverthelefs, in order to give a greater. Scope to one’s Genius,
when you know the Chord that each Note is to bear, you may
chufe one of the Sounds in each Chord, in order to compofe an
Airor a Treble at your Pleafure. Thus in the perfe& Chord,
you may chufe the Third, the Fifth, or the Q&tave; and, in
that of the Seventh, you may chufe it among the others, if you
can, for you cannot chufe the Seventh, unleis it be prepared, ex-
cepting when the Bafs .afcends a Third, or -a Fifth, whilft the
Treble defcends diatonically, ar afcends and defcends afterwards
in a diatonic Manner (fee the Example at Chap. XIX.) 1f even
the Seventh could not be refolved by defcending diatonically upon
a Concord to the next following Chord, you muft either not ufe
ity or alter the Bafs, except you find that the Notes of the Bafs

belonged
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The Guides fhew the feveral Concords. ard even the Difcords
that may. follow the Fourth; the Figures that are between the
Parts fhew the like ; and thole under and over the Bafs thew the
Chords to be ufed in this Cafe.

Take Notice, that the Guides, in the Examples £ and B, de-
note two different Chords, that of the Tritonus, or that of the

reat Sixth; the one cannot be ufed, whilft the other takes
lace.

A\l other Progreffions than thofe we have prefcribed, are not
proper, and obferve that they are grounded upon the Preference
that ought naturally to be given to the finalieft Intervals; that
is to fay, that as to afcend a Sixth, or defcend a Third, is the
fame Thing; the Progreffion of a Third defcending ought to be
preferred ; fo of the other P_rogreﬂions that bear a like Relation,,
excepting When Tafte requires the contrary, to fuch Paffages:
where you find that our Rules are not to be infringed.

The(z Rules will equally hold good. for all Keys, whether the
Third, or the Sixth, be flat or tharp.

The other Rules that concern four Parts, as well in refpe&t to.
the natural Progreflion of fharp and flat Thirds, as of Difcords,
are to be equally obferved. )

When once a Knowledge of true Modulation hath been attained
to, all thefe Rules are naturally qbferved, without burthening

the Memory, or Mind,

CHAP XXXVII.
Of falfe Relations,

N order to avoid falfe Relations in the Progreffion of a ﬁng!e'

: Part, you need only to make it proceed by diatonic or confo-
nant Intervals, thofe of the falfe Fifth, the extreme flat Seventh,
and the extreme flat Fourth, being permitted and allowed in-
defcending, but not afcending ; yet, true Modulation being obe
ferved, we may make Ufe of all the known Intervals, provided
they do not exceed the Compafs of the O&ave, neverthelefs with
a little more Circum{peétion, in regard to thofe that we have not
named, than to the others; fome Authors make Ufe of the ex-
treme flat Third in defcending, as from Ef, to CE, which is left
to the Difcretion of Co fers.

As to falfe Relations between two Parts, you can hardly fall
into that Error, when you are thorough Maftet of Modulation.

EXAM
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Bafs. The fame Thing may be obferved in all the other Dif-
cords, if you reduce them to their fundamental Notwe; if not, as
the Bounds and Limits of the Progreffion of Concords and Dife
cords are known, you cannot be miftaken.

If a Note may remain upon the fame Degreec in the Treble,
whilft the Bais proceeds through all the [ntervals contained in the
fame Chord, as we have juft now fhewn it; fo likewife a Note in
the Bafs may remain upon the fame Degree, whilft the Treble

oes throngh all the Intervals contained in the Chord to that fame
ote in the Bafs.

If the fame Note in the Bafs can carry different Chords, and
the Third, the Fifth, the Sixth, &. be found in each Chord, wo
may caufe them to be heard indifferently in one or the other
Chord.

When you compofe only in two Parts, the Treble ought ale
ways to end by the O&tave, feldom by the Third, and never by
the Iifth,

Here follows a general Example-

General E X AMP LE,

T

' A- B. C. D.E. Fd Ge H-J. »xo L. M.N. 01 "

~ —~ 56 sbl 4 2

D sesbf 1% 2P e 8

Continued Bafs.
7

‘%,__.’ RN 2 A N I NS 2
e wlos e
L__....uﬁgzlgl?rlzc -

Fundamental Bafs, as a ] Liregujar,

Proof only of the Harmony. | Cadence,

4

Lantinued.
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belonged to the Chord of that Seventh, and a Note followed af-
terwards, whereby that Seventh could be refolved; and in that
Cafe the Seventh before its Refolution always remains upon the
fame Degree, provided that one of thofe Notes contained in the -
fame Chord, and which is found in the Continuation of the Bafs,
doth not make an O&ave with that Seventh, for otherwife you
would be obliged to make the Seventh defcend a Third; and,
making this laft Note afterwards to aicend upon the Concord that
ought naturally to follow that Seventh, one might alfo, in the
like Cafe, make the Seventh to fall upon the Leading-note, fup-
pofing that this Leading-note be a Part of the fame Chord, fo
that that Note on which we may defcend a Third after the Se«
venth, will make the Sixth to that which in the Bafs will make
the O&ave to that Seventh, and the Leading-note will then make
the Tritonus.

E X 4 M P L E

o__ o QOF = ——————— —la
lr&‘—& ST i——e—e—‘-e——lzus
§ . T

Be Co Oor D. F.

‘ s 756 6 %% 3 7 s5b c"zxs_
| e e == ——— -

A, T begin by the Fifth, though I might have begun by the
Od&ave, or by the Third; but it is better to begin in this Man- -
in order that the Seventh. may be heard unprepared, as we have
juft now faid. ' '

B, the Seventh, remains upon the fame Degree until C, where
its Oftave appears in the Bafs ; and in that Cafe I make it de-
fcend a Thircr, in order afterwards to afcend upon the Concord
that ought naturdlly to have refolved it, though, abfolutely fpeak-
ing, I might have made it to defcend upon the Guide me. 4

D, the Seventh, is here prepared by the Third, and remains
until F, where its O&ave appears in the Bafs ; and in that Cafe I
can make it defcend upon the Leading-note F, which is a Part of
the fame Chord.

It is_cafily perceived that a Seventh~may remain upon the
fame Degree, whilft the Bafs mukes divers Intervals, becaufe
thofe Intervals muft make the Third, the Fifth, the falfe Fifth,
or the ORave to that Seventh ; or that the Seventh makes the
Third, the Fifth, or the falfc Fifth to one of thofe Notes on the

R Baf.o
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2. You may make a Part to move by as many confonant In-
tervals as you think proper, whilft the other Part remains upon
the fame Degree, provided there be a Concordance between the
two Parts. ’

. All Paffages or Skips from the O&ave to the Third, from the
Fifth to the Third and to the Sixth, from the Sixth to the Third,
and from the Third to the Sixth, are proper. .

4. The Paffages or Skips from the O&ave to the Fifth are pro-
per, provided that the contrary Motion be obferved; yet that,
where the Bafs defcends diatonically, is not proper.

§. Thofe of the O&tave to the Fifth are proper, provided that
the Progreflion of the Parts be contrary, when the Parts make
cach a confonant Interval, though all is proper, when the Bafs
defcends a Third.

6. Thofe of the Sixth to the O&ave are proper, excepting
when the Bafs afcends diatonically, when the upper Part defcends
n the like Manner, or whon each of the Parts makes a confonant
Jaterval.

7. Thole of the Sixth to the Fifth are proper, excepting when
the upper Part afcends diatonically, when the Bafs defcends in
the like Manner, or when each Part makes a confonant Interval.

8. Thofe of the Fifth to the O&ave are proper, excepting when
the Bafs afcends diatonically, or when each of the Parts makes a
confonant Interval.

9. Thofe of the Third to the O&ave are proper, excepting
when the Bafs defcends diatonically, and obferving, at the {ame
Time, a contrary Dire&ion, when the Bafs afcends a Fifth.

10. Thofe of the Third ta the Fifth are alfo proper, provided
that the Parts move by a contrary Dire@ion at thofe Places where
the Bafs afcends a Second, a Third, and a Fourth; and even one
muft rather make it afcend a Fourth than defcend a Fifth, other
wife the Progreflion would not be proper.

11. As to the Fourth, here follows an Example of all the Con-
cords that may precede or follow it.

E X A M P L BE,

]

t

] (]

, m———ll ey _4_‘):. _8_4_{_ 54:_5_' 2-:.3-.’._53?:_
EEesEesseerens

e B

e e e e s oy T | 0 ot e e ey et = | e s s | 1 s o e s o o s e

~ . b gt

i e wn amp o | | s ct——e mon = | oo s ot

The





index-19_1.png
16 ‘Principles of Compofition.

Tt appears alfo by this Example, that this Order prefcribed doth
not only happcn getwean the firft and fecond Note of each Bar,
but likewife between the fecond Notes of a Bar and the firft
of the next; fo that, wherever the Progreffion of the Bafs is
the fame, that of the other Parts will be fo likewife. Therefore,
the Interval marked 4, between the two Notes of the firft Bar,
and between the two laft Notes of the Example, being the fame,
the Progreffion of the upper Parts muft likewife be the fame;
fo of the other Intervals of the Bafs marked by a B, aC, or
a D. as well above as under the Bafs : Neverthelefs, one muft
not ftriftly feck the like Uniformity in one upper Part onl{,
by Reafon that the Succeffion of Chords will oblige it to make
fometimes the Third, fometimes the Fifth, &fc. but it will
always be found, that that Part which hath made the Third,
the Fifth, or the O&ave, will always follow the Progreffion
which is affigned to it by that of the Bafs. From hence itis
to be concluded that, after having fixed and determined the
Chords of the Parts according to the Progreffion of the two
firft Notes of the Bafs, we muft alfo fix and determine ‘the
Succeffion by that of the fecond Note of the Bafs to the Third,
from this to the Fourth, and from this to the Fifth, and fo on
to the End, each Note of the Bafs always making one of the
cenfonant Intervals prefcribed to its Progreffion with that that
follows or precedes it and each Interval of that Bafs fixes or
determines the Progreffion of the upper Parts.

We Itave placed the Number 1, cither above or below each
Note of the Bafs, to fhew that in cach Chord there will be
found but the Numbers 1, 3, s, 8.

You may at prefent compofe a Bafs after what Manner you
will, neverthelels, by making it begin and end by the Note
C, being at Liberty to make it proceed by all the confonang
Intervals, without altering the feven Notes, C, D, E, F, G, 4, B,
by any Sharp or Flat, and obferving to avoid the Note B, ia
the Bafs only, and after having difpofed the firft Chord in each
Parg, the Progreflion of thoic Parts that make the 3, 5, or
8th—will be fixed by that of the Baf.

EXAMPLE.
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Of a figurative Bafs,

-The Figures that are under the Notes of the figurative Bafs,
fhew the lgn‘:ervzl: they make with the fundamental Bafs; and
thofe that are over, fhew the Chords that thofe Notes bear in tha
like Cafe. :

In order to make 3 figurative Bafs, you may b‘i;n by com-
pofing only a fundamental Bafs, over which you will compofe a
,ﬁl;urativc Bafs pretty near in the fame Mannper as a ?umtiyo

reble, obferving to ufe as much as may be the fun amental
Sounds of the fundamental Bafs, efpecially in the firft Part of the

Bar,
"You
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Example of two Oclaves, and two Fifihs, moving by a con-
trary Motion.

) 8 8. 5. 5 8. 8. 5 5

Ee=——--1o

2. You muft avoid afcending from a Minor, or flat Third, to
the O&ave, which cannot be found in the foregoing Examples,
by Rea'on that the Major or Minor, or fharp or flat Third, was
not as yet in Queftion; but the Difcord we arc going to treat of),
will eafily make us oblerve this Rule.

CHAP VI
Of the Chord of the Seventk.

ARTICLE I

Uppofing that vou are arrived at a fufficient Knowledge of
§ the confonunt Tntervals, of which the perfe& Chord and the
rogreflion ot the Bafs are compofed ; the Relation, which thefe
Inrervals bear together, is now to be examined ; and without
taking any Notice of the O&ave, which may be looked upon but
as the Replicate of the Bafs, reprefented by the Number 1, it will
be found, that the perfe€ Chord is compofed of three different
Sounds, the Diftance of whieh, from the firft to the Second, is
equal to that from the Second to the Third, as appears by. thefe
three Numberz, 1, 3, 5, @ Third from 1 to 3, and another from
3to 5. Now, to find the Chord of the Seventh, one need only
to add another Sound in the fame Praportion thus, 1, 3, §, 7,
which makes another Third from g to 7; and this laft Chord
differs from the perfeét, only by the 7th, which is added to it.
This Interval added to the perfe&t Chord, bein[f Diilonant or
2 Difcord ; the Chord wherein it takes place is called Diflonant,
and the O&ave may be added to it, as in the perfe@& Chord,
cither for compefing in five Parts, or for giving a better diatonic
Progreflion to the upper Parts; in which Cafe it is to be ob-
ferved, that the Oftave oftentimes takes the Place of she Fifth,
which is indifferent, there being, in that Cafe, only to let the
Parts follow their natural Courfe, which: is to proceed diatpx;it-
cally
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Remember that to afcend a Sixth, or defcend a Third, is the
fame Thing ; likewife to afcend a 4.th, or defcend a gth.

It is proper at firft to begin by Common Time, and you may
ufe cither a Minim or a Crotchet for each Part of the Meature
or Bar, in the fame Manner as we have ufed a Semibreve.

It is eafil perceived, that the Difpofition of this Bafs depends
only upon {'mcy or Tafte; yet one may keep to it in the Be-
ginning, to fee if the Parts that will be placed above it -be
agreeable to ours; after which you may compole other Baffes at
Pleafure, obfervmg that the laft Note of the Bafs ought always
10 be preceded by another of the Diftance of a Fourth below, or
a l'lfth above it: that is to fay, that the Note C ought to be
l;,rcccdcd by the Note G, at the Conclufion, or final End of the

iece,

CHAP V.
Of fome Rules which muft be obferved.

WO Odaves, or two Tifths, are never.to follow one

another 1mmcdlatelv ; yetitmay be pradifed in Picces

of four Parts, provided that t?'c Progreflion of the two Parts

that maks two ORaves, or two Fifths, moves by a coatrary

Motion, that is to fay, that if one of the Oftaves afcends, ths
ather ought to defcend,

C Exam)li
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fon that this Fourth is a Part of the Chord of the fmall Sixth
B : 1 could have gone alfo to the Third.

B, C, D, E, I take four Sixths following, becavfe they arc Part

6f the Chords, though I might have chofen any one of the other
Intervals contained in each of thofe Chords.
.. F, G, inftead of going from the Leading-note to the Key-
note; I goto its Third, becaufe that'is not againft the Rules of
confonant Progreffion ; and, at the fame Time, that Third repre-
fents the Key-note, and makes a Part of its Chords

H, 1 take the Fourth, which makes a Part of the Chord of
the Second : T proceed afterwards to the Sixth 7, and I fall upon
the Second, which is a Part of the Chord of the Tritonus X,

The Sixth, which 1 afterwards take at L, prepares the Seventh
at A, which is refolved by defcending upop the Sixth N; this
Sixth, which is the Leading-note, afcending afterwards upon the
Key-note O : 1 afterwards proceed upon the Third to that fame
Key-note P, in order to prepare the Second 2.

he Seconds that are prepared and refolved in the Bafs P, @, R,
S, 7, are preceded in the Treble by the Third at P, and by the Sixth
atR ; they mightequally have been preceded by the O&ave, the Fifth,
or the Fourth, becaufe the Second may be preceded and followed
ly)y any of the confonant Notes contained in the Chord; and at
"you will find it followed by the Fourth, which makes a Part
of the Chord of the fmall Sixth; though it is to be underftood,
in the like Cafe, that the limited Progreffian of the Bafs doth not
alter. '
. As the Third is the moft proper Concord to prepare and re-
folve the Second, it is proper to ufe it in that Cafc, as often as
may be: The Fourth, which we have placed in its ftead at 7,
and which creates a Difcord with it, being to fall upon the Note
which that Third ought to have-defcended, if-it lrad taken Place
with that Fourth, as we fhew it at 77; for we are to take it for a
eneral Rule, that when, in Licu of the Note which ought na-
turally to refolve the Difcord in the Treble, we place or fubfti-
tuté, in’its Stead, another Note thar makes with it a Seventh or
a Second ; in that Cale we muft make that Note, fo fubftituted,
fo proceed upon the Note that ought to have followed that Note
which doth not appear, and which would have made a minor
Difcord with the Note fubftituted; which may happen in the
Chord of the fmall Sixth, between the Third and the Fourth ;
and in thofe of the great Sixth and falfe Fifth, between the Fifth
and the Sixth; io that if, in thofe Chords, the Third or the
Fifth is ufed, in order to refolve the Difcord, and if they are
afterwards to defcend diatonically, confe uently, the Fourth or

the Sixth, which are the Notes fubftituted, "are to pafs to or fall
: wpon
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In the uppér Parts, the Seventh is found always between two

Thirds, thus: 3, 7, 3; and the firft Seventh is ahways prepared

in the {fecond Part of the Bar C.

The Neceffity we are under to make the Seventh defcend upon:
the Third, by which it is refolved, akters the Progreffion of that
Part, which, as we have frid before, ought to afcend from the
Fifth to the Third, when the Bafs afcends a Fourth; but as that
fame Part may alfo fall upon the Oéftave, we muft abfolutely
ive it that Progreffion, when the Seventh happens to take Place;
gecaufe, that the Seventh is obliged to fall wpon the Third:
thercfore, fince we cannot alter the Progreffion of the Seventh,
that of the Fifth .4 muft be altered according to what we have
alrcady faid, that we were fometimes obliged to ufe the O&ave
inttead of the Fifth, in the Chord of the Seventh, by Reafon of
the diatonic Progreffion of the upper Parts; and in Chap. IV,
that when two Parts happen to meet upon the fame Degree,
that Padr that can make onc of the threc Intervals muft be al.
tered, either b afcending or defcending,

The fame Part that made the Fifth, can alfo make another
Fifth B, provided that its Progreffion, and that of the Bafs, be
contrary, as was faid in the foregoing Chapter, which is done
in order to complete the Chords, or to put the parts in their na-
tural Place; fee the Guide at B, which thews the O&ave, which
we have avoided in this Place, becaufe it is found in another

Pare L.
ARTICLE
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Continued.
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"The upper Part, which we have compofed only to the conti-
nued Ba u full of Faults with refpe& to the fundamental Bafs 3
not that they are Faults againft the fundamental Harmony, but

in refpe€t to the Progreflion of the Parts; the fundamental

a.(y 8 having been put only as o{&oof of the pcrfe& Harmony,
and from which are chofen thofe

" able to the Air.
_ A, I kip at Pleafure through all the Notes of the Chord:
From the Fifth, 0 to the ngth B, though I might have kept
vpon the F out;h wx out altering l;‘he Fifth that precedes, by r:.a—
2 on

otes that are proper and fuit-
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cally, whether the O&ave, or the Fifth, happens to be in this
Chord of the Seventh, or not; as to the Third, it cannot pro-
perly be left out.

This Chord of the Seventh muft not at prefent be ufed, but
only upon fuch Notes of the Bas as are preceded and followed
by a Fourth afcending, or a I'ifth defcending.

The diffonant Interval of this Chord, which is the Seventh,
ought to be prepared and refolved by a confonant Interval;
that is to fay, that thc Note which made the Seventh to the Bafs
muft be prepared and refolved by a Third. The Third which
prcpares or precedes the Seventh muft be upon the fame Degree,
or upon the fame Space or Line with the Seventh that follows
it ; and the fubfequent Third, by which the Seventh is rcfolved,
is to defcend diatonically.

It muft be fo contrived, that the firft Seventh be heard upon the
firft Note, or Part of the Bar, and confequently prepared upon
the fecond Note, or Part of the preceding Bar ; the firft Seventh
being that which is not immediately preceded by dnother Se-
venth. As foon as a Seventh hath been taken upon a Note of
the Bafs that hath been preceded by a Fourth afcending, or a
Fifth defcending, the Bafs muft always proceed by the like In-
tervals, until the Key-note, which at prefent is that of C, by
giving the Chord of the Seventh to each Note, excepting the
Key-note and its Fourth, which are € and . C, or the%(ev-
note, is excepted, becaufe the Key-note cannot be deemed as fuch,
but with the perfe& Chord; and F, or the Fourth, is excepted,

- becaute, it being forbidden to ufe the Note B in the Bafs, if the
Fourth, or F, carried the Chord of the Seventh, it would in
that Cafe be obliged to afcend a Fourth, or defcend a Fifth up-
on B. E islikewife to be excepted, fince: one could not give it
the Chord of the Seventh, without its being preceded by B, by
reafon of the Progreffion limited to the bafs of this Chord ; fo
that this Chord of the Seventh is not for the prefent to be ufed,
but upon the Notes 4, D, and G, :

EXAM-
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ARTICLE L
Of figurative Meledy by confoxant Intervals.

N order to pafs feveral Notes between each Part of the Bar by
confonant Intervals, we can make Ufe but of thofe Notes that
are comprifed in the Chord to the firft Part of the Bar, in order
fo fall afterwards upon a Note of the Chord to the next Part of

the Bar, and fo en.
E X A MP L E

You fee in the Trei:le that .all the Notes pafs ;’Pon thofe Sounds
that sre fuitable to the Chord figgred im tht Bass, .

EXAM
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" This Example fhews how the Seventh may be taken upon the
‘four Notes, E, 4, D, and G; by the liberty of making the Bafs
to fall a Third, in order to prepare the Seventh by the Fifth, or
to make it afcend a Second for preparing the Scventh by the Oc-
tave. We find, in this Example, two Parts that aicend together,
an O&ave (C,) which may be done in order to put the Parts in
their natural "Place, provided that thofe Parts do not make to-
gether two O&aves, or two Fifths following ; for what we have
faid in refpeét to the Bafs, muft likewifc be underftood of any
two Parts taken feparately.
If two Parts can afcend an Q&ave, the like rule holds for one
fingle Part, as appears by the Bafs (7) inftead of remaining upon
-the fame Degree ; yet an upper Part could not do the like, where
-a Difcord happens to be prepared, and it muft in that Cafe keep
“on the fame Degree. :
It is not yet -neceffary to take any Notice of the Sharp placed
.before F, as Beginners are not obliged to ufe any’ Sharp or Flat,
until they are better inftruled.
If the Bafs exceeds its natural Bounds, and if the Tenor
happens to be above the Counter-Tenor, it is by reafon that we
-would not alter the diatonic Order of the “2. r Parts, to which
we muft fubje&t ourfelves, efpecially in this .
We have nothing more to fay, but what depcnds upon thefe
firft Principles ; the better they are undc:ﬁoocr, the lefs Difli-

culty there will be in comprehending the reft,
CHAP.
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upon thofe Notes that ought naturally to have followed tha:
Third, or that Fifth.

You will find in the other Parts of the Example a Conne&tion
of all that we have faid, obferving that the Key changes at m,
at which Place we give the Seventh to the Key-note, inftead of
making its Leading-note to afcend upon its O&ave, which thea
becomes its Seventh ; this Key-note becoming a fourth Note, by
the Chords of the great Sixth and of the Tritonus, at » and o3
after which ‘we return into the Key of C at 7, by Means of the
confonant Progreffion of the Bafs which ends at 7, and by which
we know that the Key-note is C; and which obliges us to pre-
pare this Key by leaving out the Sharp to F, after which the Flat
againft the Note B, in the continued Bafs, denotes the Key of
F; and afterwards the Key of € is denoted by the ¥ Natural
placed againft the Note B.

Thefc Obfervations, in refpet to the continued Bafs, may more
¢learly appear by comparing, one after another, the upper Part
" and the continued Bafs, with the fundamental Bafs; where you
will find that out of each perfe& Chord, or of, the Seventh, whick
the fundamental Bafs bears, the Third, the Fifth, the O&ave, or
the Seventh is chofen for the continued Bafs and for the upper
Part, by giving to thofe two Parts a Progreffion according to.our
forcgoing Rules. Obferve, that when the Pr%refﬁon of the con-
tinued Bafs is diatonic, as between G, H, ¥, X, L, &c. the upper
Part is often like unto that of the fundamental Bafs: I'P rom
hence we conclude, that the confonant Progreffion of one Part
oftentimes obliges the other to follow a diatonic Progreflion, in
like Manner that a diatonic Progreffion of one Part often obliges
the other to follow a confonant Progreffion, ‘ :

CHAP XXXIX.

Of figurative Melody, or of Suppofition and paffing Notes:

WE call figurative Melody what hath been hitherto called
Suppofition ; and herein confift the Rules of this figura-

tive Melody.
.It being of an abfolute Neceflity that a Perfe&tion of the Har-~

mony be heard and manifefted upon every Part of the Meafure
or Bar, we may, between one Part of the Bar and the next, pafs

as many Notes as Fancy and tafte will permit.
ARTICLE
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: - ARTICLE I

THE Séw'enth, which is the firft, and we might fay the Prin-
& cipal of all Difcords, ay be prepared and refolved by all
the Concovds ; but as its feveral Refolutions are detived from the
preceding Manner, we thall not as yet fpeak of it, but only fay,
that it may alfo be prepared by the Fifth, and by the O&ave,
and in that Cafe the Bafs muft defcend a Third ; in order that
the Scventh may be heard prepared by the Fifth, 1nd afcend dia-
tonicilly, when the Seventh is prepared by the O&ave; obferving
that all the upper Parts defcend, when that Bafs afcends diato-
nically, excepting that Part which makes the Seventh, and which
remains upon the fame Degree, in order to fall tpon the Third.

The Seventh may be allo prepared by the Sixth, but it is not
yet Time to fpeak of it, becaule at prefent we are only talking
of the Fundamental Harmony, compofed only of the Bafs, of its
Third, Fifth, and Seventh, as thus, 1, 3, 5, 7. ,

N. B: That the Progreffion we have prefcribed to the Bafs for
the Chords of Sevenths, in the firft Article, cannot alter but
only in refpe& to the firft Seventh, and it is only in that Cafe
that that Seventh may be prepared by the O&ave, or by the
Fifth; for after the firft Seventh, yon will always find the Se-
venth between twe Thirds, and by whatcver Manner it be pre-
pared, it will always be refolved by the Third.

EXAMPLE.
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‘The only Chord we have at prefent need for, is the perfe&,
which is cempofed of one Note placed in the Bafs, and of its
*Third, Fifth, and Oftave, placed in the other Parts.

The Gamut will ferve to find thefe latervals, and this Bafs
may be reprefented by the Number 1, as thus:

C, E, G, C, €.

1, 3 S 5, or 8,

1, 2, 3, 4y §y 0, 7, 8.——We have marked 1, or 8, be-
caufc the O&ave is always reprefented by the fame Note that
was taken for the Bafs.

The Third, the Fifth, or the Oftave, may be placed indif-
ferently in any of the Parts, being at leg;t{ to place the Third
above the Fifth, or the Oftave, and the Fifth above the O&ave,,

rovided that thofe Intervals are found to be always above the
Eafs ; and each Part is to be kept within its natural Bounds, and
fo contrived, that the Tenor may be above the Bafs, the Coun~
ter-Tenor above the Tenor, and the Treble above the Counters
Tenor.

CHAP IV.

Of the Succeffion or Sequence of Chords.

F the Bafs is to proceed by confonant Intervals, the other
Parts on the Contrary are to proceed' by diatonic Intervals 3
o that in thefe laft Parts we cannot {kip from one Note to anos
ther, but to that which is the neareft ;. as thus: Ccan go but to
D, or to E,if it does not keep on the fame Degree, as it often
2appen.s; fo of the others; and here follows the Manner of
o1 1te
' lng We chufe 'a Note which is called the Key-note, by which
the Bafs is to begin and end: This Note fixes the Progreffion of
dll thofe contained within the Compafs of its Oftave: If then
we take C for the Key, we can’ uft as well in the Bafs as in the
other Parts, but the Notes C, D, E, F, G, 4, and B without it,
it being Isenmtted to alter them b alﬁy Sharp or Flat,
¢ Ba

. This Note C bein%rlaced in ¢ fs, 'you difpofe the Chord
in the othar Parts, obierving that which makes the O&ave to C,

that which makes the Fifth, and that which makes the ‘Third.
2. If after C the Bafd afcends a Third 4, or a Fourth B (fee
the Example) the Tenor—that made the ORave to C, whichthi!
e
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Fourth, the Fifth, and the Sixth; fo that we cannot make any
of the Notes of the Fundamental Bafs to afcend or defcend, but
only by one of thofe Intervals, the leaft of which is to be pre-
ferred to the greateft, that is to fay, that, if we had # Mind to
make that Bafls afcend or defcend a Sixth, it would’ be better to
make it defcend or afcend a Third ; for it is to be obferved, that
10 afcend a Third, or defcend a Sixth, is the fame 'Fhin%; fo
likewife to afcend a:Sixth, ordefcend a Thixd ; to alcend a Fifth,
or defcend a Fourth; to afcend a Fourth, or defcend a Iifth, as
the following Example theweth. .

E X 4 M P L E

To afcend a 3d, s 4¢h, & gth, a 6th.
o defcend 3 6th,  a sth, a 4th, 2 3d.

The Name of the Note being fufficient for determining a pro-
pofed Interval, and knowing that the Third to Cis E, it matters
not in the Progrefion of that Bafs, whether £ be placed above
or below C; fo of the others; and this ought to be well remem-
bered 3 for when we fhall hercafter fay, to afcend a Third, a
Fourth, a Fifth, or a Sixth, it is to be underftood to defcend a
Sixth, a Fifth, a Fourth, or a Third; or if we fay, to defcend
a Third, it is to be underftood to afcend a Sixth, &f¢. obferving
ghat -this only rcgards the Progreflion of the Bafs. .

We have not included the O&tave among the Confomants, be
caufe that the O&ave being the Replicate of 1, it isas well for
she Bafs- to remain upon 1, as to-afcend or defcend upon the Ok-
tave ; yct we are fometimes obliged to make the Bais defcend an
OA~&ave, for a greater Liberty to the other Parts, which are to be
placed always above the Bats., C

| CHAP IIL
©f the perfect Chord, by ul;fu"ch begine Compofition in four
arts.

. CHORD i.s the Difpofition of feveral Sounds heard ﬁo;
. gether, which Sounds ‘arc maiked by a Nets in eack of
 Faits propoted. " : . Th'

]
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Treble.

Counter
Teuor.

Fundamental
Bais.

th, or de-
cend a sth

sth, or de-l6th, or de-

3d, or de-
fcend a 4th.[fcend 2 3d

fcend a 6th.

Afcend a }‘Afcend‘a} Afcend aI Afcend a
1t

Afcenda
3d, orde-
{cond 2 6rh

Afcend a
th, or de-

6th, or de-[gth,or de-
ead agth,

Afcend a] Afcenda
fcend a 3d.[fcend agth

The Progreflion of the upper Parts in this Example may be
énﬁl} remembered, fince you will find in all but 8, 5, and g, E',
E, F; g,8,and 3, 5,G, H; 5,3 ands5, 8, 7, L; whent
Bafs afcends a Third 4, or 2 Fourth B, it is found that 8 leads
to s E; gto 3F; and 3t0 8 G: And when the Bafs afcends 2
Fifth G, or a Sixth D, it is found that 8 leads to 3 F; 3 to
§ H; and § to 8 L: So that, whatever Road the Bais takes, we
may know by the firft Interval (be it a Third, Fifth, or Eighth)
that which muft be the next to the following Note in the Bafs;
and o on until the End, by following the fame Method, for
¢€ach Part feparately, and oblerving that the 3, 5, and 8 be al-
ways condained in the three upper Parts, being at Liberty togive to
any one of the Parta the 3, §, or 8, to the firft Note of the Bafs;
but in a Succeffion or Sequence of Chords, one cannot helﬁ
following the Mcthod above prefcribed, to cach Part that fha
have made the 3, 5, or 8th. 1
t
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the Bafs, ought afterwards to make the Fifth to the Note which
in that Bafs afcends a Third or a Fourth after C,

The Counter-Tenor, which made the Third to C, ought af-
terwards tacmmake the O&ave to the Note which alcends a Third
or a Fourth; and the upper Part, or Treble, which made the
Fifth to C, ought afterwards to make the Third to the Note fo

afcending a Third or a Fourth. .
3. If after C the Bafs afcends a Fifth C, or a Sixth D (fee

the Example) the Tenor—which made the Oétave, ought, after-
wards, to make the Third; the Counter-Tenor—that made the
Third, ought afterwards to make the Fifth, and the upper Part
or Treble that made the-Fifth, ought to.make the O&ave.

4. and Laftly, Thofé that will not burthen their Memory
by retaining the Progreffion of each upper Part, in refpe& to
the Bafs, nced only to remember, that each of thofe Parts can
make but one of the three Intervals that compofe the perfe@®
Chord, and only in three different Manners, either by keeping
on the fame- Note, or on the fame Degree, or by atcending or
defcending diatonically whatever Road the Bafs may take; fo
that if a Note of one of the Parts can make the Third, the
Fifth, or the Q&ave, without altering its Pofition, it mutt ab-
folutely remain ; but if by this Manner you cannot find any one
of thofe Intervals, you will infallibly find it by making it af-
cend or defcend diatonically.

If two Parts thould, by Chance, happen to meet upon the

fame Note or Degree, whereby one of the Intervals in the per-
fe& Chord fhould be wanting, .it would proceed from one of.
thofe two Parts having madc one of the three Intervals of that
perfc&®. Chord, cither by afcending or defcending: So. th:
baving made it to afcend, it muft afterwards defcend, or havin
made it to defcend, it muft afterwards afcend ; which is natura
to that Part that makes the Fifth to a Note in the Bafs followed
by another afccndin%‘a Fourth, to which Note, fo afcended,
t%is Part can make the O&tave by defcending, or the Third by
afcending, to which chhrcc this Part ought then to' afcend
- this is .alio natural to .that Part that makes the Oétive to a
Nate of thic Bafs followed by another afaepding a Fifth, and, ia
that Cafe, that Part muft defcond upon thé Third, to the Notd
which afcends a Kifth.in the Bafs,

EXJWLE&
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CHAP XXXV.
Of the Manner of practifing afl that hath been hitherto faid.

ARTICLE L
Of the Progrefflon of the Bafs.
Y OU muft begin by compofing a ‘Bafs in a familiar Key,

from which you may remove to others equclly familiar, ac-
cording to what we have faid at Chap.-XXIV. This Basis tobe
filled Gp ‘with petfe&t Cadeénces, as oftén as may be ; for it is the
natural Progreffion "of the*Bals to proceed rather by confonant than
diatonic Intervals ; the falfe Cadence and the irregular ought not
t6 be ufed until ‘yéu 'khdw how toufe thiemn propetly, -either to
avoid too freqiene perfé&t Cadenicesi(Which is'a Variety ety pro-
ptr in"this Cife) or tu feft tHcMelody or Air upona & Q\(er&‘g-
néte, or €ven 'upon ‘a ‘Key-note,’ B(nyqu -of ‘the irrégula -
dence, which is‘atiother Variety that kéeps -the Ear in an 4gtesa-
ble Sufp<rife, Y
- You mift’alfo’ éndeavour ‘to ‘intredude In 'Your Bifs “thafe Pro.
pieflions tHar erdite a Continvarion of Flarmony, derived from
tRit of tHe ddfferent Calences, acedrding to the Exdniples e
ﬁ:iv-c“g‘r\*e'n,?nétéfoﬂgé'tdﬁg the Prdgrefions-of 7, 7 4nd ‘6, 2 4and
6, sb and 2%, 3¥, 9, 11, X, and §E. - . .

As fome Compofers (being doubtful of their Capacity) will be
afraid that their Bafles ate ‘not well cotwpofed, we Thall obferve,
that (if they’have aot that natural Tafte for immvediately invent-
ing divers Airs, of Melody; that ate ‘always agreeable ) théy- will
never err by imaking the Bafs to proceed indifferently upon all the
Notes of a Key, -by praferring the {fmalleft-Intervals to the great-
eft, that is to{ay,’by sfendihg’ 2 Third, rither than to defcend a
Sixth, €. and remembering that the Leading-note muft always
be followed by the Key-note, -excapting in Chromatic ; that you
muft make a fmal Cadencg, -before you remove into another Key,
and proceed in this new Key, -pretty near in the fame Manner,
as in the other, and thus from Key to Key, according to the In-
ftru&tions in Chap. XIIL. XIV..XV. XV, XXIV, and XXV,

Again, as the Note that ends the perfe&, falfe, or irregular
Cadence, is to be heard upon the firft Note, or Part of the Meta-
furc or Bar, you muft compofe a Bafs in fuch a Manner, as this
Regulariry may be therein obferved ; and in cafc at the firfk Ca<
dence it thould happen otherwife, and that you would pot -alter
the Air of the Bafs, you need only to begin it upon another
Part of the Bar, that is to fay, that, if it was begun by tthﬁnit

art,
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E X 4 AT P L E.

Of two Parts, afeending and defcending at the [ame Time
: by Semitones,

i

The thrce.appcr Parts may be inverted, and ferve as Bafles re-
ciprocally one to the other. .
5
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Obferve thatall thefe Semitones: that are ufed in Chromatic,
gonfif bur in the fixth and fevénth Note of the Key, by reafon
that 1o Hat Keys, the Leading-nate being ta be flatteped a Semi-
ton¢ 5 in order to defgend ; and the fixth Notc to be fharpened a
Bemitane, in onder to afdend ; we may make thofe Notes pafs
ppon one and the other Interval, as well in afcending as defeending,

We fhall add that Chromatic may be pradtifed 1n fharp Kcys,
wpon the fharp Third to a Gaoverning-note, which afterwards be-
€omces a Saventh ta anather Governing-note, by defcending a Se-
mitonc ; or.elie by moking rhe fourth” Nete 1o afeend a Semitong
vpon a Lezading-note 1o 4 frefh Key,

CH AP,
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- You may invert thefe fundamental Progreflions, and ufe them
with Difcretion.

You ought not as yet to alter the diatonic Order of the upper
Parts, unlefs it be for the better completing a Chord, or for re-
placing a Part above the Bafs, or in its natural Place ; and you
muft in this Cafe avoid ufing two O&aves, or two Fifths, toge-
ther, unlefs they be reverfed.

Thofe Parts that afcend or defcend together, are to be difpofed
by Thirds or Sixes, and as little as may be by Fourths, never by
the O&ave or Fifth; that is to fay, whatever Parts make toge-
ther a Third, or a Sixth, may make the like again in the follow-
ing Chord, and fo on.

When one Part afcends or defcends diatonically, whilft another
proceeds by a confonant Interval, that is always good, until we
give a faller Explanation. :

Remember, that the Succeffion of Chords contained in a Key
is the fame in all other Keys.

ARTICLE IL

Of major Difeords proceeding from the Leading-note, and
of thefe Notes on whick they are ufed.

1. THE Tritonus is never ufed but upon the fourth Note, when

that Note defcends upon the Third, or upon the Key-
note. '

2. The falfe Fifth is never ufed but upon the Leading-note, or
fharp Seventh, when that Note afterwards afcends to the Key-
note, or fometimes to its Third. :

3. The fmall fixth Major is never ufed but upon the fecond
Note of the Key ; and, when it is Minor, then it is generally ufed
upon the fixth Note. : :

"4« The fharp Third cannot be ufed with the Seventh, making
between themfelves an Interval of a Tritonus, or a falfe Fifth,
but upon the Governing-note or Fifth of the Key. Thefe foue
Difeords are the moft in Ufe.

5. The extreme fharp Seventh is never ufed but upon the
Key-note, which continues upon the fame Degree, in order to
prepare and refolve this Difcord. .

A The extreme fharp Fifth is never ufed but upon the Third
in flat Keys.

7. Theyatreme fharp Second is never ufed but only upon the

fixth Note in flat Keys, and this Note muft afterwards dc{cex"ﬁ.‘
. (]
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Part, you may begin it by the Second or Third ; or, if it was
begun by the Second, you nced only to begin it by the Firft,
&%. and, if this fhould happen in the middle of a Piece, you
muft then cither add or leave out one or two Notes, according
as the Cafc is, and obferving that the Cadences be heard every
two or four Bars ; though you may trefpafs upon this Rule when
%8«1 Tafte direfts you, or when you are obliged to it by the
ords that you fet to Mufic, which then are to be our Guide.

ARTICLE IL

How - confonant and diffonant Chords, Concerds, and Dif-
’ cords are to be ufed.

I\ HE perfe& Chord is to be ufed at the Beginning and at
. 1 the Conclyfion, and. for all middle Clofes or Cadences; it
may alig be pfed in- a diatonic Progreffion of the Bafs, as well as
1ts_Derjvatives, which are the Chords of the ,Sixth, and Six and
‘1;50 ,.phfe:viqg in the like Progreffions, that the confonant and
orant Chords are as it were interweaved one into the other;
fec the, Example of the-O&tave, Chap. XI. and that of the Sixths,
Chap, XVI.  You muft alfo contrive it, that all Difcords be
prepared andrefolved according to the Rules, which do not re-
quire. a great Attention, when you fully poffefs the Succeffion
of Chords ; befides, you already know that they ought not to be
gepared after a perfe& Chord to the Key-note only, or upon its
derivatives, provided that the Key doth not alter; though it
might be done when the Bafs afcends a Third, in order to de-
fcend a Fifth immediatcly afterwasds.

" E X 4 M P L E

g R g
e me Se =

. -

. When the Bafs afcends a Third, in order to defcend a Fifth,
and the Key changes, if the firft Key be fharp, that into which
you remove is flat 4; and on the contrary, if the firft Key is
flat, then the Second is tharp B; the Strokes that go from one
Note 1o the other, fhew how the Difcord is not prepared, and the
Progreffion of the upper Part in that Cafe ought to follow, Y
ou
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following the Bafs, with which one of the Parts always procecds
bya Sixth, without committing any Fault againft the Rules, which
is proved by the fundamental Bafs.

E X A M P L E.
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Part which always makes the 6th with the continued
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P. C.H. D.L, D.H. c Fe C. D. H.G.C.
Continued Bafs. ’ \——-J ——
: . 77
LF\mdamen(.l Bafl. e et '-—-—'

A, B irregular Cadences where the Snxth is added to the perfet Chord
of ‘the- e A

Thefe fix Parts might be heard together, excepting where the
fundamental Bafs zfg nds ‘& Second te the Note that sbeauthn
eveath,
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CHAP XVL
OF the irregular Cadence.

THE irrégular Cadence is ufed upon the Govcrmntr-note,
or Fxfth preceded by its ‘Key-note; wher€as the perfect

Cadence is ufed upon the ‘Key-note, preceded by its Flfth ; and
Hils 1aft Cadence is by ‘defcending a Fifth, and the other is by

afcendiag a Fifth,’in fuch a l\rIanner that this laﬁ may be made
¥pon the Key-note, preceded by its” fourth, fince to defcend a
Fourth, or to afcend a Fifth, is the fame Thmv ; the two Notes
which . tcrmmatc th:s Cadence are [naturally to ¢ carry the perfcét
Chetd, but; i thre Sixth thévero, the Conclufion is therc-
by more ﬁ-nﬁb¥y fclt and befides we may thereby draw an agreea-
fible Connexion of Harmony and Melody.

This Sixth,.added to the perfeét Chord, makes the Chord of the
great Sixth, Which' the Fourth naturally carries, when it immedi-
{nuly Pseccdcs the Governing-noteof the Key 3-fo that by paffing
Eom the Fourth to the Key-note; b the fame Chords that this

“ourth Qught to carry alCending to-the Fifth,-and which the Key-
note ou"ht naturally to carry, “this creates an irregular Cadence,
-in Hike Manner asby affing fromr theKey=note 1o its Fifth, by
-ildfaa a Sixth to the »erfc§ Chord of the Key-note.

3EXAMPLE

@F’“ﬁiﬂiﬁ%ﬁﬁzz

¢:4) An irreg ulzr Cadence from the Ke L(-m)te to g i"xft'h .

(B) An xrrogul:xr Cadence Ttom tht Fodrth to the Key-notc, N
Wt find, in this Example, a Difcérd betvieen the Fifth and the

Bixth, which Difcord procéeds By thic Addition of S:xth

s this Sixth cannot dcfeend upon'the Fifth, it mé Cour af-

¢edld upon the Third ; fée the Exaiiple where that xogvcﬁon is
‘tharke: }by a Stroke /.

This Sixch,-4dded ¢o the peifet Chord, gives us, in an inverted
Maaner, an caly Way of making four or five Parts to feveral Notes
following
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The perfet Concords are the O&ave and the Fifth, it not

being herem permitted to make two O&aves, or two Fifths, to-
gethcr, £ven though they fhould be reverfed.

‘The Fourth is alfo a perfe& Concord, but, as it is but feldom

ufed in a Compofition of two Parts, we ’ thall only prefcribe the
Manncr how it may be ufed.

The imperfeé&t Concords are the Third and Sixth, and we may
ufe feveral of them togcther and intermix them wnthout any Fear

of being miftaken, provided that we do not go out of true Mo-
dulation.

If we fkip from a Third to a Sixth, or from a Sixth to a Third,
and the Prowreﬂi:m of the Parts is confonant, then the Parts
ought to move in a contrary Dire€tion, the one afcending at the
fame Time that the other defcends.

It is proper to {kip, as much as may be, from a perfe& Con-
cord to an imperfe&, and vice verfa.

One cannot well {kip from a perfe& Concord to an imperfe&
and vice verfa, but when one of the Parts proceeds diatonically,
and the other by a confonant Interval; and, in that Cafe, it is
very proper that the contrary Motion be obferved.

E X 4 M P L E.
Of a Sequence, or Succelfion of perfeﬁ‘ Concords.

B, Ao
Doubtful
S| e e
| o= |IT— || ————————
—— S Sp—" S S —  —————— A —— A S S d—
e —————
S n— m—“ﬂ

All other Progreffions of two perfe&® Concords immediately
following are not proper.

Thofe Bars marked with the Letter £ arc alike, as well as thofe
with a B,

2. You
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the Bars where that happens by Strokes —=—=— dver or under

— - 5=
the Parts as thus, HC; GC§ HG.

— —

When the Progreffion of the Bafs is like vfito the Fundamen-
tal, you muft give to cach Note of that Progreffion fundamental
Chords, excepting when you go from the fixth Note to the
Third, in whicli Cafe the Harmony intverted from the irregular
Cadence is extremely proper.

E X A M P L E.
6 sb 4

fra——i X S oS b6 o T £ T
l&:&l_e___ra‘e' s ’"‘ln___"“'ﬂ
<

e e o PRODSEIINE (5 SIS AR

Y B

A.B: C.D. F.G. . “~— L. M. N.

Fundamental Bafs to
the upper Part.

i : " [ * M
— s B O e
5:—__—___._————.l____ )
- et A——— i e~ — ——————
- - p ~ - - :

We give the Chord of the Seventh to'the fecond Note 4; bes
caufe the Progreflion from A to B is fuhdamental: , '

We give the Chord of the Seventh to B, becaufe the Seventh
is foutid to be prepared by the flat Third to the Note #; f@
that it is better to keep on that flat Third, than to inake it af-
cend upon the O&ave; which is abfolutely forbidden, excepting
that it be found to be doubled in a Compofition of more than
three Parts, in which Cafe we may make 1t to afcend; whilft t_he
Rule holds in the other Parts that keep on. , The fharp Third
being heard at B, we cannot avoid making it afcend upon the
Key-note, on which the perfe€t Chord is to be lieard ; but
as “this Key-note doth not dppear in the Bafs, and there
being but its Governing-note; or Fifth in its Stead, e arc
obliged to reprefent the Key-note; by giving to that Fitth of Gy
the Chord of Six and Four. We could have given the Chord
of the great Sixth, as well 'as that of the Ttitonus to the Fourth
Note D, which defcends upon the Third. o

We cannot help piving the Chord of the Sixth to the Third
F, by.teafon that the Difsord to the preceding Note canitot be
tefolved but by that Chord, though. the Progreffion ¢f that
Third to the fixth Note G be fundamental ; the%ifcord, whithy
in this Cafe, abfolutely requires to be refolved, being our prin<
cipal obje&t, .

G Batwaox





index-127_1.png
124 Principles of Compofition.

The Figures that denote Concoids or Confonant Notes only,
thus, 3, 6, &c. fhew that the Syncope is ufed for the fuke of
the Melody or Air only ; and thofe that denote a Difcord, fhew
that the Syncope is wied for Harmony.

The Bats may fyncope as well as the Treble, together, or fe-
parately, in refpe@ to Melody; but, as to [{armony, the Bafs
cannot {yncope but in the Chords of the Second, of the T'ritonus,
and of the extreme fharp Seventh.

In order that the Syncope be ftriétly obferved in Harmony,
it muft be contrived that the Value of the Note or Concord
that prepares and refolves, and the Difcord prepared, be equal,
as much as can be; this fuffers an Exceptioa but 1n Triple Tune,
where the two laft Parts or Divifions of the Bar are unaccented,
fo that the Concord which preparcs and refolves the Dircord, may,
in that Cafe, contain double or one half of the Value of the Dif~
cord prepared.

When there happen feveral Difcords together, it is but the
Firft that is {ubjeé to the Rule of being prepared on the unaccen-
ted Part of the Bar, and to be heard on the accented Part.

In Common Time, where there are two equal Notes in a Bar,
the Firft is accented, and the Second is unaccented; and, when
there are four Parts or Notes in a Bar, the Firft and the Third
are accented, and the Second and the Fourth are unaccented.

In Triple Time, where there are three Parts or Notes in a Bar,
the Firft only of the three is accented, and the other Two are
unaccented,

As foon as a Difcord can be prepared, the Syncope no longer
fubfifts, and then a diatonick Progreffion from the Concord that

recedes the Difcord, until the Concord that refolves it, ought to

¢ followed ; though this is not to ferve as a general Rule, efpe-
cially in regard to the Seventh, the fulle Fifth, and all major
Difcords.

C H A P. XXXVIL

Of Compofition 7a two Parts,

HE ‘lefs the Parts arc in a Piecce of Mufic, the ftrifter are
the Rules to be obtcrved ; fo that certain Licences allowed
in foyr Parts may become Faults, when the Parts are leflened.
. 1. We muft now diftinguifh the conlonant Notes, or Concords,
in perfe&t and imperfeét, Ti)
e
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Seventh, at which Place onc of the Parts that makes two Fifths,
together with that Bafs, ought to be altered : Obferve thofc two
Parts that proceed ahways by Sixes, as well afcending as de-
fcending, which with the Sixth, added to the perfe&t Chord,
procures an caly Manner of making three other Parrs, notwith-
ﬂ;;lndiing that this Progreflion be compofed but of three different
Chords.

You will find at C the perfe& Chord to the Key-note, which
caufes that of the Sixth upon its Third ; and at D, that of Six
and Four upon its Governing-note, or Fifth. At F you wiil
find the Chord of the Scventh to the Governing-note of the Key,
which caufes that of the fiall Sixth to the fecond INote ; and at
G, that of the Tritonus to the fourth Note. And laftly, at A,
you will find the perfe& Chord upon the Fourth, to which the
Sixth is added, which creates that of the finall Sixth to the fixth
Note L; but, as this fame Chord is not always affefted to an
irregular Cadence, it then proceeds from that of the Seventh
Ppon the fecond Note F, where it follows its natural Progref-
ion. .

Before we had a Knowledge of thefe fmall and great Sixes, it
was almoft impoflible to add two Parts with thefe Sixes ; wherc-
as we can eafily add three Parts, and even the fundamental
Bafs may be added to it, which proceeds from an inverted Har-
mony, and by inaking the Harmony always fuitable to one of
the two Cadences we have fpoken of, or to the natural Pro-
greflion of the fundamental Bafs, which will be found in our
firft Examples; for, if the Progrefion of the Bafs is not limited
after a confonant Chord. yet the Chord that ought to be heard
after it is limited, according to the Progreffion of that Bafs ;
and, fuppofing that one could not eafily reduce a certain Pro-
greflion of the Bafs to its Fundamental, you nced only to ob-
terve the Place occupied by the Notes of the Key you are in,
and the Key of C being only at prefent in Queftion, and know-
ing that fuch and fuch Notes ought to bear fuch and fuch
Chords, according to their different Progreifion, you can never
fail by giving to thofe Notes the Chord that belongs to them in
the like Cale; and, Experience increafing by Praftice, you will
berome Mafter of the Choice of two di?fercnt Chords, that may
be heard upon one and the fame Notc; as may be obferved in
the laft Example, where the Tritonus may be heard upon the
fourth Note, inftead of the great Sixth, or this laft inftead of
the other, and even one after the other, by placing the great
Sixth the firft, all which may be pra&tifed when the fourth
Note fally upon the Third, or the Key-note, having divid}c;d

‘ the

P
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Or upon the
' Key-note.

The four laft Falls and the Four .following are not proper to
the Governing-note or Fifth, becaufe they would, in that Cafe,
pafs for a Key-note, ‘

E X 4 MFP L E

~
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| == secfcoe :
',ﬁ:m_ - —w—.' - —_ - v -
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A. B <.
TheKey-note | orofits :| or of the | .orof the
preceded by fourth fharp fecond
| i Fifth g || Note B. | Seventhe. | Note D. -

Although in-the above Examples we -have begun by the Key~
Rote, \vcur%jght have equa!!y_beglt,:n by the Third or byy:he F iftf‘x' 3
fee the Guide <, ;

We do not pretend to fpeak of the -Beginning of a Piece,
which -is the proper Place for .the Key-note, though one mazy -
trefpafs upon this Rule in r¢ipe& to Fuges, put we are not yet
come tp them. '

When tiic fecond Note immediately precedes the Governing-
note, or Fifth, in that,Cafe the Second governs that Fifth, and -
muft carry the Chgrd pf the Seventh ; fo thag its Third and its
Fifth may be placed in its Stead, and but fparingly the Seventh,
becaufe it is Em the Key-note that can appear as fuch in this
Cafe with the perfe& Chord,

. EX AM
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Between the Notes H, 7, you will find an irregular Cadence
inverted ; fee the fundamental Bafs underneath it.

The Note L muft carry the Chord of the great Sixth, which
is the fame as that of the Seventh, which the Note at A4 bears,
and which is found to be a Third below, according to what we
Kave before faid at Chap. XII. ‘ »

The Note A bears the Chord of the Seventh for the like Rea-
fon as the Note 4.

The Eleventh prepared by A4, N, this Eleventh preparing the
perfe&t Cadence that follows.

CHAP  XVI.

Of the different Progreffions of a Bafs which bear a Relation
. to each cothcr, wherein the Harmony doth not alter im the

_ upper Parts.

- S the Key-noté, its Third, and its Fifth may each carry

a Chord coinpoled of the fame Sounds, wherever the na-

tural Progreflion of a Bafs leads to the principal Note, which is
the Key-note, we may place in its Stead one of the two other
Sounds ; fo likewile if the Progreflion leads to the Third, we
ay plice thé Key-note in its Stead ; for the fame Reafon we
may place, in Licu of the Fifth, its Third, its Fifth, and its
Seventh, when it carries the Chord of the Seventh, or its Third
and Fifth, when it carries the perfe&t Chord ; fec the following

Exanple.
E X A MUP L E.

—

4 Fall % on | OF upon  Or upon | Fpon the} Or upon | Upon the
1- the lé'ty- itsThird, ) theFifth. JKey-note. | its Third. 'Phird.
N not!.
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" 4. Thke Eleventh muft likewife be prepared by the Fifth, and -
fometimes by the Seventh, but this fparingly ; when it is hetero-’
clite, it may be prepared by all the Concords, or confonant
Notes, and even by the Seventh, and by the falle Fifth.

§. The Second which is prepared in the Bafs, may be prece-
ded in the Treble by any one of the Concords, whilft the Bafs
remains upon the fame Degree.

To conclude, all Difcords are to be refolved, as hath been faid 3
you may leave out of the diffonant Chords one of the two Sounds
that create between themfelves the Difcord, and only take the
perfe& Chord, or one of its Derivatives,

ARTICLE V.,

Of thofe Concords, or confonant Notes, that are to be pre-
ferred, when they are to be doubled. '

E have only to take the Confenants in their Order of

Perfe&ion, thus, the O&ave, the Fifth, the Fourth, the
Third, and the Sixth, in order to know that the O&ave is to be
preferred to the Fifth, and fo on; obferving that it is already
a Replicate, and that, in the confonant Chord of the Sixth, the
O@&ave to the Third, or to the Sixth, is as proper, and as good,
as that of the Bafs. '

ARTICLE VL
Of Meafure, or Time.

U S I C K without a Movement lofes all its Grace ¢
therefore it is not enough to apply to the Compofition of
Chords only, but youmuft alfo endeavour to give to each Part
a certain Movement, wherein may be diftinguifthed a Cafure, a
Seftion, a Cadence, a Syllable, of the Length of a Breve, and
the Places where the Difcord is to be ufcf; the Whole to be

made fenfible and obfervable, immediately upon the firft Part of
the Bar (fee Chap. 1.)

ARTICLE VI
Of Syncopation, or of a Driving-note.

N order to follow the natural Order of the Meafure, it muft
be fo contrived, that the Value of each Note do begin and

Q end,
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The Leading- The famc The fixth Note H, in
note or fharp | Thing in a | Lieu of the Second,
Seventh G, different Pro- ; when this laft governs

the Fifth of thc Key,
that Fifth being alfo re
prefented by its fharp
Third, which 1s the
l Leading-nate, or fharp '

which, after the , greflion.
fourth Note, is i

in Licu of the
. Fifth-

The Chord of Six and Four is oftentimes more proper to the
. Fifth, than the Perfe&, in a diatonick Progreflion, and efpecially
“hcn it happens on the unaccented Part of the Bar.

Thefe different Progreflions of a Bafs, together with thofe we
have hitherto mentloned include all the Procrcﬂions of a Bafs
that can be pra&ifed in the moft natural Harmony ; for, as to
fome other Difcords that we have not as yet taken Notice of,
thexr Progreffions are fo limited that there can be no Dxﬂiculty
in knowing the Ufe of them, as foon as what we have hitherto
mentioned be thoroughly underﬁood

Seventh G.

CHAP. XVIII
Of the Marmer gf prgparing all Difcords.

HEN we explained the Mapner of preparing and refolv-
ing the Seventh, we intcnded at the fame Time to cx-
tend it to 'all Difcords, ﬁnce they alt proceed therefrom,

It is true that as we have di mgmfhed them into Major and
Minor, it is byt the minpr Difcords that are to follow mnrcly
the Rule of the Seventh; for the major Difcords are derived
from the Leading-note, or fharp Seventh, which neverthelefs
makes a Part of the Chord of the Seventh. Now, if the Lead.

;ng-note is not to be Prepnred we muft from thence concluge,
that
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8. The extreme flat Seventh. is never ufed bot upon the Lead<
ing-note, or fharp Seventh, after which this Notg is to-afcend. -

9. The other Difcords that derive from thefé two lafl; are ufed
upon the fame Notes, whersia the Chords differ from the Go-
xerning-note to the Sixth in flac Keys only, .

Sometimes the Tritonus. happens upen another Note than the
Fourth, and the falfe Fifth upon another Note than the Lead<
ing-note ; but then, and in that Cafe,thofe Intervals are no- longer
the Obje, of the Ghard, they ferving only as an Accempani-
ment ; and it is the Modulation that caufes that Alteration in
the fame Manner, as in the Progreffion of Sevenths, where fome
are altered, and are not in their true and juft Proportiqn ; there-
-fore you muft never take any Notice. of this Alteration,. when
you know the Chord that ought to be ufcd, and the Jaey you
are in; for it is the fucceffive Degrees . of a natural Voice, con-
tained in the Compafs of the O&tave of the Key, or Mode that
you are in, that decides the Juftnefs,or the Altcration of an Ins

terval that makes a Part of the Chord.

ARTICLE IV,
Of minor Difcords.

% TI—LE eleventh Heteroclite, otherwife called the Fourth, may
be ufed upon all fuch Notes as beas the perfeét Chord,
or the Seventh, provided that thefe laft do immediately followy
faving out of this Rule the firft and laft Note of a Riece; and
in this Manner it will always be found prgpared by obferving
two “Things. ' o
Firft, That if you fall upen 3 perfeft Chord, after o¥ _of its
Derivatives, thefe two Chords being hut the fame, the Eleventh
eannot then be heard. L .

Thes Sccond is, To give almays the Sixth to the Note that

afdends a Thizd upon that pon which ‘an take the Elevepth. '

- 2. Ths Seventh, whene the Difco qlz&?r is not heard, chufes
to be prepared by the O&ave, by the Fyfth, by the ixth, by the
Third, and evch by the Kourth, which js a Concqrd, or 3 con-
fonans Note, procecdin? fxom thg Chosd of the Sixth and Fourtls
to a Governing-note of a Key, according tq the different Pro-
grefions of the Hafs. . .

3. The Ninth muft always be prepared by the Thixd, or by,
the Fifth, accordisg to the Progreffion of the Bah ; it may alio
be prepased by the falic Fifth, - Th

4. The
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You may place all thefe Notes in the Room of each other,
pravided the Suit of the Harmony be not changed, to know
which, you muft reduce it to its Fundamental ; fec thc following

Example.
E X 4 M P L E.
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without binling them, whether it be for the Sake of the Words,

or for giving 2 quicker Movement to the air,

E X A M P L E.
e
- - 3
(EEE e e
In order that a Note be fyncoped, it muft not only begin on the
unaccented Part of the Bar, or upon the fecond Half of the firfk
Divifion 3 but it muft alfo be contrived, that its Value may be di-
vided into two equal Parts, the onc in the firft Part of the Bar,
and the other in the next following ; and, inftead of making Ute
bat of one Note, you may make 'Jfe of two Notes, ecach repre-
fenting one Half, or Moiety of the Note fyncoped, being at Li-
berty to repeat them, or to continue the Sound, by binding them
with 2 Semicircle, or Slur, which caufes them to be expreffed as
one Note, the Value of which will be equal to thofe two Notes.
Thefe are the various Ways of Syncopation, and are ufed as
well in Harmony as in Melody : in Harmony, by caufing the
Difcords to be prepared 3 and in Melody, in order to vender the
Air more expreffive, without altering the Species of the Interval,
in one or the other Note of the Syncope,’ or in the fame Note fo

{yncoped,

E X A M P L E,

676 17

ks aasenmeos a2
e
e ——

Q2 The
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Third, by obferving the fame Proportmn And, by this Rela-
fion, our firft Rule, as to Sevenths, is (reneral for all minor
Difcords; likewife if, after a perfeét "Chord upon the Kev-note,
its Thlrd or Its Flfth, inftead of caufing a Seventh to' be heard
¢which any one of the conflonant Notes of that perfe& Chord
may prepare) I had a Mind to hear a falle Fifth, a Tritonus,
a great or fmall Sixth, &%. that wouid proceed h) mv havmz
placed in the Bafs one of the Notes betonging to the Chord of
the Seventlr, in Licu of the fundamental Note.

EXAII/[PLE

IEII——H:_J N— ==t [if.ll%-:"?"ﬁ
:::: .;']V ﬂz_:ﬂ
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F undamental Bafs,
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l Contmued Bafu
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7 c.
. Fundamental Baﬁ. .

I Contmued Bafs.

1. 4,
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end, within the Space of cach Part or Divifion of the Bar ; yet
a Notc that begms immediately upon the accented Part of the
Bar, may remain upon the fame Degree, as long as Tafte will
g mit, whether the Sound be lafting or not; “but as foon as a

ote begins upon the unaccented Part of the Bar, and one half of
js Value is hcard upon the firft Part or Divifion of the next Bar,
that caufes a Shock to the Ear, and, in that Cafe, that Note is
faid to be [yncoped, and is called a Driving-note. And there are
four feveral Ways of ufing it; the firft Way is when the Note

is divided by the Bar into two equal Parts, thus,

SEE e e

The fecond Way is, when two Notes together of an equal
Value, and upon the fame Space or Degree, are bound by a bc-
micircle thus ~—, or ~—~, which thews that the Sound of thofe

two Notes is to be lafting.

E X 4 M P L E

S e LTS

The third Way is when a Note is preceded by another, avhich

is but of the Value of a Moiety, or half of ane Part of the Bar,
or when it is preceded by a Charater which denotes a Reft of the

like. Vajue,. fuppofing that this Note fo preccded anticipates upon.
the next following Part of the Bar.

E X A M P L E
A.B.c. D.

it

The Notes 4, B, C, D, F, G, H, ¥, are fyncoped.

4
4
4
+

The fourth Way is when two Notes are repeated on the fame
Degree of an cqual Valug, the firft whereof begins upen the un-

agcented Pait of the Bar, and she {ccond vpoa the acceated Pare,
!m.hout
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that all major Difcords do not require it ; but, if the Seventh is
to be prepared by any one of the Coafonants, {o muft all minor
Difcords be; and. provided we do not go out of the Key, we
may eafily caufe a Difcord to be heard, by repeating one of the
confonant Notes in the preceding Chord; the like may be done
by removing from one Key into amother, when you are ac-
quainted with the Manner of doing it fo as to create an agred-
able Continuance of Harmony. We have already mentioned,
that one Note may ferve in different Diicords following, when
the Chords wherein it is ufed are in the Main but one and the
fame Chord, and that the Eleventh might be prepared by the
Scventh or by the falfe Fifth, although they be Difcords; it
muft therefore be eafily comprehended, that the fame Note that
made the Difcard, may caufe another in a Chord which in fome
Shape will appear to {vc different, provided that, in this Cade,
you do not go out of the Key. .

When we mention that the Seventh could not be prepared
but by the Third, the Fifth, and the Oétave, it muft be under-
ftaod only when the fuundamental Bafs follows its maft natural
Prqg:cﬂibn, which is to defcend a Third, a Fifth, or a Seventh;
taking ‘Notice, that to aicend a Second, or defcend a Seventh,
is the {fame Thing; fo of the other Intervals that bear a like
Relation ; and that from thofe lntervals that bear a like Rela.
twcn, the Leaft ought to be generally chofen for the Progreffion
of the Bafs, as hcfug more proper and better to afcend a Se-
coad, than to defcend a3 Seventh, &c. But, if you keep to the
anverted Chords (as you may introduce in the Bafles any of the
Notes of a fundameantal &;,o:d, upon which the faid ‘Chord
changes its Name, by Means of the different Intervals that the
Sounds cf which it is compofed will make, in refpe& to the
Note of the Bafs) you will then find, that, inftead of the Fhird
or the Fifth, the Sixth or the Fourth will prepare the Seventh ;
in the likg Cafe you. will find, . that the Third, the Fourth, the
Fifth, the Sixth, and even the Oétave will prepare a falte Fifth,
by reafon that the Chord of the Seventh is reprefeated by, and
included in. the Chord of the falfe Fifth, as well as in all other
ditfonant Chouds ; fo ¢hat, by whatever confonant Note a Dif-
cord, js prepared, yau cap neyer be miftaken, provided you ep-
deavour to avoid what is neot gatural ; Far Example, 1f in the
Bads, inftead of the Key-note, I had a Mind to place its Third,
or igs Fifth, each bearing a2 Chord derived from the Perfeét to
that Key»aote ; and that I would caufe a Seventh to be heard,

wepared by the O&ave, by the Fifth, or by the Third to the
ey-pate;  thar Oftave will then become a Sixth to th:
Fhard, and a Fousth to the Fifth; fo of the Fitth a,nd%t;{r‘léc
| R isd,
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The Eleventh, which to follow the Cuftom we figure by a
4, is prepared (as appears by the Example) by all the Concords,
and even by the falfe Fifth, and by the Scventh ; which may be
obferved at all thofe two Notes bound by 2 Semicircle 7, and
is always prepared at the fecond or laft Part of the Bar, and
heard upon the firft Part of the next fucceeding Bar.

One muft flick clofely to the Key of C, in order to know all
thefe different Preparations, which procced from the different
Progreflions of the Bafs, by reafon that it is the fame Thinfg in
all other Keys ; this was not ftritly the proper Place to fpeak
of this Difcord, but as the perfe& Cadence is feldom ufed with-
out its being preceded by it, and even feveral Authors not having
fcll’aratcd it from that Cadence, we thought it not improper to
follow them on this Occafion,

CHAP.

————
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4 9 ’
Sounds, we add to ita g, thus — or—; this Chord, when it is
9 4
heteroclite, is fometimies accompanied with the Seventh, and
7 4 ‘
then it is ﬁgured thus —, or —,

4
Tt is certain that the Chords by Suppofition ferve only ta fuf-

pend the Sounds that ought naturally to be heard ; whxch may be
obierved between A4 and B where the Sounds 4 kcc in Sufpence
thofe of B, which naturally ought to have becn heard You wilk
find it every-where the fame, “when thofe Chords are ufed, by
comparing them with the continued Bafs, and not with the fun~
damental Bafs, which always reprefents to us a perfeét Harmony,

CH AP, XXXIL
Of the Chord of the extreme fharp Seventh.

HE Chord of the extreme fharp Seventh differs from that
- of the Eleventh -only in ‘the Thxr& to the fuadamental

Sound, which in this Chord is major, and in the other is minor.

E X A M P L E
s = EIE L
:é:‘%g‘L X undamental Sound. <™= FundamentalSoind «
1

T »+ Sound acdded. 1 & o Sound added,

| | |
G }

Chord.of the cxtrcmgﬂurpswe;;;. [ Chord of the Elevcm'h

L

'I his Chord is never ufcd but upon the Key-note, and is ¢p be
prcudcd and foHowed by the perfc& Chord tq that fame Notc.

»

EXAM-





index-111_1.png
108 Principles of Compafition.

CHAP. XXXIII

Of the Chord of the extreme fharp Second, and of its
Derivatives. 4

‘WE fay that the Chord of the extreme fharp Second and
its Derivatives are borrowed Chords, by reafon, that the
Governing Note lends her Fundamental to the fixth Note of flat
Keys, from whence this Chord of the extreme fharp Second and

its Deiivatives proceed, as thus,

E:Q__"’c —a
Inftead of{__' i‘é‘:: % We find {%z*

—_— QT - ———RD

Chord of the Seventh. Chord of the extreme {harp> Second,

It is evident that the Chord of the extreme fharp Second pro~
ceeds, in a borrowed manner, from that of the Seventh to a
Governing-note of a Key, fince the Place which the fixth ;Note
occupies, In this Cafe, is that where the Governing-note of the
Key ought to be placed, the Sounds affefted to the Chord of a
Seventh to that Governing-note being no ways altered, and their
Progreflion, as well in reipe& to the major and minor Difcords,
being anfwerable to thofe which are naturally fixed to them. Be-
fides, if the Choice of one of thefe two Notes is arbitrary in the
Midft o*a Piece, when you would caufe to be heard with either
of them the Sounds affe&ted to the Chord of a Seventh to 3 Go-
verning-note of a Key, you are no longer mafter of the Conti-~
nuation of Harmony, which muft entirély be anfwerable to this
Chord of the Seventh ; therefore, the perfe& Chord to the Key-
note, is equally to foliow one or the other Chord, See the fol-

lowing Exampic.

EX A4AM-
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This Chord is figured with a 2, by reafon that it is prepared as
the Second; but, as the Fifth and Fourth meet thercin, this
Fourth cannat be otherwife taken but for a Difcord by Suppo-
fition, and, in Effe&, we fee that this Chord reprefents the Ele-
venth, or the fharp chcnth, out of which the Sound, that im-
mediately appears afterwards in the Bafs at 1D, j:eft out, bee
caufc that Sound doth not do well to be doubled,

CHAP
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(4 the faurth Note defcending upon the Third at ¢B).

By thefe five laft Examples, we can draw very ufeful Infe-
rences, by abferving the different Difpofition of the Sounds of
which a fundamental Chord is compofed, according to the dif-
ferent Progreffion of the Bafs; for if the Fourth bears the
Chord of the great Sixth afcending upon the Governing-note,
or Fifth; if it carry the Chord of the Tritonus defcending
upon the Third ;3 if the Leading-note, or fharp Seventh, bears
the Chord of the flat or falfe Fifth; and if the Second and the
§ixth carry the Chord of the finall Sixth defcending upon the
Key, or upon the Governing-note, or Fifth, it is vifible thar
thele different Chords are but one and the fame Chord, and de-
rived from that of the Seventh upon the Notes which in that
Cafe govern thofe that follow ; which will be more clearly ex-
plained, by placing a fundamental Bafs under a general Example
of all we have hitherta faid ; wherein it will be obferved, that
the Leading-note, ar fharp Seventh, is fuch but in afcending to
the Key-note: for, if it defcends, then it becomes but a Third
to the Fifth, or Governing-note of the Key ; though this laft
Note may in that Cafe be looked ypon as a Key-note, in ordes

that we inay not be miftaken,

General
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The Leading-note being frequently ufed in Chromatic, confe-
quently you may ufe all the Chords wherein the Difcord major is
heard, as thofe in the above Example ; as alfo that of the extreme
fharp Second, its Derivatives, and efpecially that of the extreme
fharp Fifth, when you are minded to avoid a Cadence ; fec
Chap. XXIX. where the Leading-note defcends a Semitone.

As you ought at prefent to know the Compofition of all the ex-
treme fharp and flat Chords, the borrowed Chords, and thofe by
Suppofition, you may make Ule of them, wherever you feel the
Leading-note may take- Place ; neverthelefs, ufing now and then
the perfe& Chord, and that of thc Scventh and their Derivatives,

aPnd keeping as iuch as may be a diatonic Order in the upper
arts,

ARTICLE IL
Of Chromatic afcending.
T H E Chromatic may alfo he pra&@ifed by afcending, but then

it has not the Sorrowtulne(s of the firft, and the Harmony
dt produces, unites ittelt perfe@ly well with the Fundamental.

LS

EXA4M
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the Third to the Key-note will always be fuch, whatever Road
it takes ; and that a perfe& Chord cannot be preceded by a Dif-
cord, but by that which governs it; thus it appears that the
Chords of the fmall and grear Sixth, of the falfe or flat Fifth,
and T'ritonus, arc no other but that of the Seventh to the Notes,
in the fundamcntal Bafs, which naturally govern thofc that
follow. The fimall Sixth to the fecond Note, the flat or falfe
Fifth to the Leading-note, or fharp Seventh, and the Tritonus
to the Fourth, derive from the Chord of the Seventh upon the
Governing-note of the Key D, after which immediately follows
the Key-note; the great Sixth to the fourth Note, and the
{mall Sixth to the fixth Note, alfo derive from the Chord of the
Seventh to the fecond Note at £ and C, which governs in that
Cafe the Fifth, or Governing-note of the Key, and which faid
Fifth immediately follows ; and the Chord of the Sixth is given
to the Third, the Sixth, and the Leading-note, or fharp Se-
venth, only becaufe that thoie Notes are a Third above or be-
Jow the Key-note, or the Fifth, ro which the Progreffion of the
Bafs leads us immediately afterwards.

2. It would be imagined, that the fixth Note at /B) ought to
cariy the Chord of the fmall Sixth, agrecable to that of the
Seventh, which is figured over the Note at (B) in the funda-
mental Bafs ; but we leave out one of the Sounds that make the
Difcord for divers Reafons ; firft, becaufe it is indifferent; fc-
condly, becaufe, the next following Note in the Bafs being the
Lcader, or fharp Seventh, and as fuch creating a Difcord Major
(as we fhall héreafter éxplain) and as Difcords ought not to be
doubled, we could not for that Reafon, and in this Cafe, give
the Chord of the finall Sixth to the fixth Note, without caufing
the Third to that Sixth to defcend upon the Difcord Major 3
and the laft Reafon is, that our Rule for taking the Chord of
the Sixth, upon all fuch Notes that precede thofe that are a
Third above or below thofe on whicn the perfe& Chord is taken,
fubfifts.

3._If the fourth Note R had not been placed in the continued
Bats, and the fecond Note 4 or C, or the Sixth 7, had been
taken in its Stead, immediately preceding the Governing-note
L or K, we fhould then bave been olliged .to fharpen the
Fourth, as we have done it at §, by reafon that the Note on
which the Common or perfe& Chord is taken, chufes to be
preceded by its fharp Seventh, or Leading-note, excepting in
flac Kevs, wherein the Sixth never defcends but a Seinitone upon
the Fiftch ; and the fharp Seventh in that Cafe cannot then be
heard, whatever Note in the Bafs precedes thae Fifthy for, if
it was preceded by the fharp Seventh, it would theh be deemcd
the Key-note, and the tru¢ Key we then intended ta compolé

m
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If all thefe Parts, excepting the fundamental Bafs, are ufed as
Baffes by Turns, you will gnd a Succeflion o(chenths and Fixes,

like thofe derive from a fundamental Progtreffion of Sevent.hs,.
with the Difference of the Chromatic which 1s thercin ufed ; you
wil 361('0 fec how the Tritonus and falfe Fifth take the Place of &

and —, and how ghefe Intervals ferve for the Refolutioa of each
other b{ Means of the Chromatic ; the Leade -note defcending

ever ere inftead of afcending, faving at the nd.
cre follows another Manaer of praétifing the Chromatic upon

a Key, or Holding-note.

- 2 £ X 4 My
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General Example of the Otave afcending and defcending.
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As the fundamental Bafs is placed under the other Parts, only
as a Proof that all their Harmony is included and comprehended
in the perfe& Chord and that of the Seventh, one muft not ex-
amine, if the Rules are ftri@ly obferved between the Parts and
the fundamental Bafs ; but only whether there be found any
other Chords than thofe that are figured over each Bafs ; for the
Sequence of the Sounds are to be examined but with the con-
tinued Bafs, fince the Queftion at profent is of a diatonic Pro-
greflion given to the Bafs.

1. Aftet having abferved in the continued Bafs the fame Suc-
ceflion, or Sequence of Chords, from ¥ to L, and from B to 17,
afcending to the Governing-note, or to the Key-note, as from
N to X, and Oto /, defcending to the Fifth, or to the Key.
note, it ma;y be thereby inferred that the Whole is relative te
each of thofe two Notes which are the only Notes that can na-
turally bear the perfe& Chord in any Key whatever, remem-
bering that thofe Klotes, which are a 4‘11&1 above, are deemed
Thirds, when the Bafs defcends fromn thefe to the Firft, though

the
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prepared by a Concord in the preceding Chord ; though if that
Concord was a Major, or a Sharp, as the Third and the Sixth
may be, it will be better to make that Third, or Sixth, afcend
a Semitone ; but if the Note of the Bafs carries only a Chord
derived from the Seventh, you may ftrike out of that Chord
one of the two Sounds that makes the Difcord ; thofe two
Sounds being eafily difcovered, by reafon that they are always
joined together, according to what we have faid in Chap. XI.

The fame Note in the Bafs may be repeated, by giving it
the fame Chord, or by giving it different Chards, as we increafe
in Knowledge how to do it.

You may fkip from one Note to another, where the Chord
differs but in the Name, by going from the Chord of the
Seventh to that of the flat or falfe Fifth, upon the Third to
that Note, on which the Seventh hath becn takcn and, upon
the Fifth to it, one may give it the Chord of the fmall’ Sixth,
and in like Manner one may give the Chord of the Tritonus to
that which makes the Seventh; becaufe all thefe Chords are, in
the Main, but one and the fame Chord ; fo of the Others in ’the
like Cafe; fee the following Example.

(=== %‘:—:‘gﬁlﬁl@:ﬁgu
ot

Idem. ’ Idcm.| Idem. Idem, Idem.l

L—--—--—-l

Thofe Notes, that are a Third above the Note which iinme-
diately afterwards bears common Chords, ought, generally fpeak-
} to bear a Chord derived trom that which follows; fee at

,J where it is feen that the Chord of Sixth derives from the
Pcrfe& that follows it; and at (B,) where the Chord of the
great Sixth, or the falfe Fifth, dcnves from that of the Seventh,
whxch follows it.

When the Notes in the Bafs alter their Pofition, and the fun-
damental Chord fubfifts ; all the other Parts may remain as they
were, without altering them, as to what concerns confonant
Chords or Concords ; but, as to Difcords, it ought to be con-
wived, that all the four Notes, or Sounds of which they are

ompofcd, be heard togcther, w hxch may be done by addlcx; the
ave
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in could not be difcovered but by the Notes that followed that
Fifth; which is very plainly feen by our Example, where the
Governing-note may be taken for a Key-note, it not appearing
whether it be a Governing-note, or a Key-note, but by the
Note that follows it; conl;équently the Chord of the Tritonus.
derives from that of the Scventh to that fame Governing-note
which is found to be undecr it in the fundamental Bafs at D.

4. The diatonic Progreffion of the continued Bafs alters that
of the Parts at (F,) (G,) and at (H ;) which cannot be other-
wife, either to avoid two O&aves, or two Fifths, following each
other, or for replacing one Part in its natural Pofition, and
above the Bafs, or in order that all the Sounds of the Chord
may be heard.

If the upper Parts are to follow a diatonic Progreffion, it is
only when the Bafs follows a Confonant, and Fuce verfu; be-
fides, it is fometimes proper to alter the diatonic Order of one
Part, in order to diverfify the Melody ; one could even alter
the Order and Progreffion of thofe Parts that are above the
Bafs, without committing any Fault, but that is not at prefent
our Subjeé&t,

5. There happen to be in our Example feveral Sevenths,
without being prepared, which feems to contradiét our firft
Rule; but of this we fhall treat hereafter, and fhall now keep
only to the Progreffion fixed to the Chords, according to the
Order of this O&tave; and we fhall alfo hereafter fhew, that,
after a confonant Chord, we are at Liberty to remove any
where, provided we at the' famne Time obferve the Rules of
Mpodulation.

If it be permitted to make the fundamental Bafs to afcend
a whole Note, or a Semitone, the Progreffion of a Third, and
of a Fourth, is thereby always underftood, as appears between
the Notes at (Z,) (2,) and (A4,) where the Note (1) is added;
the Seventh to that Note being prepared by the Fifth ¢Z,) ane
the Third preparing the Seventh to the Note (4,) which doth
not alter the Foundation of the Chords.

CHAP XIL

Of jbme other Rules taken from the lgft Example.

AKE Notice, that when a Note in the Bafs ought to
carry the Chord of the Seventh, you may always leave

out that Note which makes the Seventh, unlefs it was found
prepared
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Difference in all the Chords derived from that of the Seventh
to a Governing-note of a Key.

If the Leading-note is to carry the Chord of the falfe Fifth,
that of the extreme flat Seventh, which happens therein, pro-
ceeds from that Alteration, by placing a 7% againft it inftead
of the Sixth B. P

Likewif¢ the flat Third is added to the Chord of the Tritonus)
to a2 Fourtk Note inftead of tha Second .C. .

“The falfe Fifth is added to' the Chord of the great Sixth, to 4
fecond Note inftead of the Fourth D, .

The Fourth is added to the Chord of the extreme fharp Fifth,
to a third Note in Lieu of the Third 7.

The flat Sixth is added to the Chord of the extreme fharp
Seventh, to 2 Key-note inftead of the Fifth G.

In order to fiave a better and clearer Idea of this Difference,
you muft take the four uppermoft Bafles, fo that they may
fe¥ve as Bafles to each other by Turns, whilit the other Parts
ferwe as Trebles. As to the two lowermoft Baffes, it is known
that the Chords by Suppofition, which they carry, hinder them
from ferving as Trebles, each being to be {card feparately with
the fous upper Parts, for they would not have a good Effek
together. '

gYou. may make the new minor Difcord to defcend, in which

ale the Chord of the Seventh to the Governing-note of the
Eey fubfifts afterwards in all its natural Cenftruétion,

E X 4 M P L E

The Lgading-note may afcend in. thofe Chords only that cda
be inverted, and not in the two laft which are by Suppofition;

but, having made it to afcend, it muft afterwards take. i1ts Placs
i the Chord of the Seventh, to the Fifth of the Key.

B XA M
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vided we do not go out of the Key, it is but upon the Key-
note and its Fifth, that the Melody may reft, which fixes the
Obje& in fuch 2 Manner, that whatever gregreﬂion is given to a
continued Bafs, we may feel and know, at the fame Time, thofe
Notes on which the Melody may ref, and the Chords that are
to precede it, according to the different Progreffions of that Bafs,
as it is marked in each Part; for whatever Part is cho'en for
Bafs, the other Parts will always accompany it in the like Cafe.
In order to give a better and clearer Idea of it, we fhall thew the
Power of the Leading-note, or fharp Seventh, in this Cafe; how
by its Means we diftingpifh the Diicords, and the Obligation it
lays us under in the Order and Diftribution of the Chords.

CHAP XIV.

Of the Leading-note, or fharp Seventh, ard of the Manner
" of refolving all Difcords.

A S foan as the Leading-note appears in a Chord diffonant,
"\ itis certain that it determines a Conclufion of Melody,
and therefore it muft Le followed by the perfe€t Chord upon the

Kcy~n’ote, or its Derivatives ; whereas, 1f the Lcading-note, or
fharp Seventh, doth not appear in a Chord diffonant, the Con-
clufion is not determined, and this diffonant Chord muft be fol-
lowed by another, and fo on fucceffively from onc Chord to
another, until the Leading-note, or fharp Seventh, be heard,
which then determines a Conclufion, or at leaft an Imitation of
it, as when we fall upon the Third, inftead of the Key-note.
The Examples we have given of the Scventh prove what we
here advance, fince, after the firft Chord of the Seventh, there
always follows another, and fo on until the Governing Note of
ihc ey, where the Lecading-note, or fharp Scventh, is then

card.,
¢ "Remember that, notwithftanding the Rule we have juft now
given, the Commen or perfeét Chord, to a Fifth, or Goveraing-
.note, may follow that of the. great Sixth to a fourth Note,
though the fharp Scventh doth not take Place in this laft Chord,
: Whicﬁ notwithftgnding is a Diicord.

- To diftinguifh at prefent the Leading-note, or fharp Seventh;
ip.a diflgnang Chord, there muft abfolutely be found therein an
Interval of a falfe Fifth, or of a Tritonus, either betwixt the
Parts, or bg(wivg’t,onq: Part and the Bals; and thofe Intervals.
.muft.be made up ‘of the fharp Third and of the Scventh to the

e R I fund;gn.g:n;:qr‘
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‘There happen in thefe borrowed Chords two major Difcords
and two minor, of which thofe that are foreign, proceed from
the Alteration of the fifth Note of the Key to the fixth Note,
where it appears that the minor Difcords always defcend, and
the foreign major Difcord doth not always afcend, as it ought
to do, if it was a Leading-note; fee the Guide H, where you
can make that Difcord major to aftend, as it ought to de, when
the minor Difcord C or £ happen to be in the Bafs,

Obferve, that the difference between thefe two Examples cone
confifts only in the Sixth inftead of the Fifth 4, and that the
Succeflion of the Difcords in one and the other Examples is the
fame, without altering the Modulation. )

From this Chord of the extreme fharp Second, proceeding
from ihe Alteration of the Fifth inte the Sixth, arifes the like

Difference
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O&ave of the Note you quit ¢D,) if it had not a Place in the
Chord, to that fame Note in the fundamental Bafs, or by leaving
cut the O&ave to the Note (%,) in order to place in its Stead
the O&ave of the Note you quit (C.)

CHAP. XIIL

Of the perfeit Cadence,

VVE call a perfe& Cadence, all Conclufions made upon a
Key-note, preceded by its Fifth, or Governinig-tiote 3
and this Key-note muft always be heard upon the firft Part, or
Divifion of the Meafure, or Bar, in order that the Conciufion
may be the better difcerned ; and in that Cale its Governing-note
which precedes it, ought to carry the Chord of the Seventh, or the

Perfe®, becaute the Seventh may be therein underftood ; fee the
following Example,

r o i It is by the Means
E:—_‘: of this perfe@ Ca-
—l—— dence that we canm
(i, [EEty s S of

= Mi Difcord, == .
e ! Hmor Seor El_" Third. perte@ Chords ; be-
i 4 _b_ caufc, wherever we
£ | Leading-note, or A A— feel the Melody to
& | fharp Seventh, -,"‘e‘ Key- reftjitis certain that

{ Major Difcord. note. inthatPlacc theper-

e fe& Chord muft be
o~ Heard 3 and this Reft
:__" doth not only 1nake
-— itfelf felt in J;

2
Continued Bafs, ‘ E

¢ motft

6 . natural Progreffion

H . E--——; — of this Cadence, but

Continued Bafe. __"-l:::" likewifc in the Pro-

- greffion arifing by

A the Sounds ufed for

Fundamental Bafs. 5::: — its Accompaniment,

—=a=l= the Difpofition of

= whichis on the other

Side, each Part being

figured according to the Chord it fhould hear if it was placed in

the Bafs, remembering that the perfeét Chord may be heard af-

ter the great Sixth, as well as afigr the falfe Fifth; (o that, p;o;
vide
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ARTICLE I

Of Chromatic defeending.

WHEN you have begun in a chromatic Manner in =

certain Key, by making any one of the Parts to defcend
by Semitones, you mag continue it throughout the Key upoa
its Governing-note, and more.particularly upon its Fourth, the
Key-note becoming in this laft Cafe a Governing-note; and
thus, by a Sort of a Chain, each Key-note may become a Go-
werning-note to the Key you remove into; neverthelefs, you
muft not go too wide of the firft Key, for, as foon as you
find Room to return into it, it will be proper to do it.

By Means of the Leading-notes, which become fucceffively
Governing-notes, you may acquirc the Knowledge of Chro-
matic.

After we have paffed from the Key-note to its Fifth, we
return back again to the Key-note by making it a Governing-
note ; and thus by following the Rule of Sevenths (fee Chap.
XXI.) and making the upper Parts to proceed by as many Se-
mitones as poffible {each of thefe Semitones making againft the
fundamental Bafs, the Third, or the Seventh, or fometimes the
falfe Fifth to the Note, which neverthelefs bears a Chord of the
Seventh) you will find that the Difference between the Chro-
matic and our common Rules confifts but in the Leading-note,
which in this Cafe may defcend a Semitone, whereas it ought
always to afcend; but the Note or Sound, to which it ought
to aicend, is always underftood in the Chord, and it is but
in refpe@t of the Chromatic only, that we may take this Li-

bﬂty v

EX A4M-
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are to be refolved by defcending diatonically ; fuch are the Se-

venth and the falfe Fifth, ; - .
When you do not meet with the Major Difcord in a diffonant

Chord, it is certain that the Minor Difcord only takes Place ;
but this laft always mects with the Major, which doth not alter

their fixed Progreffion, . . .
Thus it is that one may at once be inftru&ed in the various

Ways of refolving Difcords, which doth not confift in their dif-

ferent Progrefion, but only in that of the Bafs, where it is per-
mitted to pafs to each of the Notes of the Chord that is to be

npaturally heard ; which may be always known by reducing it to
its Fundamental,

CHAP XV,

Of the Eleventh, otherwife called the Fourth.

HE perfe& Cadence is generally preceded by a diffonant

Chord, hitherto called the Fourth, but which ought rather
to he called the Eleventh ; this Chord, on this Occafion, differs
trom the Perfeé&t, only by taking the Fourth inftead of the
Third, and therefore is never ufed but upon fuch Notes as ought
naturally to bear the perfe& Chord, or that of the Seventh, one
of which two Chords always follows it upon the fame Note that
the Fourth was taken; the Difcord which the Fourth creates
being by this means refolved by defcending diatonically upon the
"Third, and thcrefore muft be reckoned and admitted among the
Minor Difcords ; we fhall more fully explain it, when we fhall
fpeak of Difcords by Suppofition. Here follows only an Ex-
}u?pl.e of all the difterent Ways of preparing it, and of its Re-
olytion,

EX A4 M
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All thefe borrowed Chords, and that of the extreme fharp Fifth,.
cannot be ufed but in flat Keys, each of-thefe Chords having a,
particular Note affeted in the Bafs, which never alters,’and
which we fhall more fully explain in Chap. XZXV.

C H A P. XXXIV.
Of Chromatic,

~SHromatic confifts in a Succeffior, 6r Continuation of Més

. 4 lody, that procceds by Semitones, xs well in afeending adf
deteerding 3 which produces-a. furprifing Effe&t in Harmeny, ‘byt
rcafon the greateft Part of thefe’ Semitones, that are not i »
diatonic Order, caufe at every Inftant fome Difcords that fuf-
pend or interrupt a Conclufion, and give a Facility of filling up
the Chords with all their Sounds, without altering the diatonic
Order of the upper Parts.

. Chromatic is chicfly ufed in flat Keys, and is more difficult

to-comprehend, when the Parts defcend, than when they
afcend.

ARTI-
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fundamental Note of a Chord. of the Seveath, this Note heing
always the Governing-note of the Key, otherwite the Rule would
be falte ; fo that, in the Key of C, the falfe VFifth, or the Tri-
tonus, will be found to be betwixt the Notes B and F, accord-
ing to their different Difpofition, the one making the fharp Third,
and the other the Seventh to (, which is the Governing-note

of the Key.
E X A M P L E

Lecading-note.

<., i
% 8"~ Leading-note,

— -

T’ritonus._.l FalfeFifth,

The fame Thing will be found in the Example of the perfet
Cadence ; fo that, whatever Part of this Cadence is choien for
Rafs, the other Parts being to accompany ir, one of thefe two
Intervals will always be found ; becaufe their Differenace arifes
only from the different Difpofition or Tranfpofition of the two
Notes that compofe one or the other of thofe Intervals.

The Guides w+ fhew the natural Progreffion of thofe Inter-
vals, as it is marked in the perfe& Cadence, from whence a fure
and certain Rule is taken for the Progreflion of Diicords, which
is called the Refolution.

As we have diftinguithed the Third by Major and Minor, fo
likewife we diftinguifh all Difcords by Major and Minor.

All Major Difcords are thofe that arife from the Leading-
note, or dlm'p Seventh; and as this Note ought naturally to
afcend a Semitone to the Key-note (which is obvious by the
preceding Examples) all Major Difcords are to do the like,

In order to diftinguifh a2 Major Difcord, you muft know the
Key you are in, and you will find that every Time that a Nore
which is but a Semitone below the Key-note, happens ta be in
a diffonant Chord, that fame Note will be the M,;ﬁor Difeord ;
otherwife, by reducing a Chord to its Fundamental, you will
find, that it will always be the fharp Third to the Governing-
note of the Key, bearing the Chord of the Seventh : therefore
the ftharp Third to the Governing-note of the Key, bearing a
Chord ol a Seventh, may be deewncd a Major Ditcord, and con-
tequently the Leading-note, on which the falfe Fifth it taken ;
the fharp Sixth to the fecond Note of the Key, and the Tritonus
to the Fourth, are likewife Major Difcords.

All Minor Difcords are thofe which ariie from that Note that
makes the Seventh to the fund;‘mcntal Bals; and thele Difcords

2 are
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(B) leads to a Key-note, therefore (.4) is the Governing-note.
If the Progreflion from (B) to (C) leaves us doubt.ful, the Note
at (D) fhews that the Note at (C)is the Governing-note ; in
like Manner, that at (F) fhews that fame Governing-note at
(G,) becaufe, in all Keys, the Note immediately below the Key-
note is but a Semitone ; whereas there is a whole Tone between
a Governing-note and that which is immediately below it.

If in a gat Key, dcfcending from the Key-note to its Fifth,
or at leaft to its g’lxth, the Note immediately below the Key-
note is a whole Tone, the flat Third to the iTote diftinguifhes
it, becaufe the Governing-note, or Fifth, muft always have its
tharp Third. .

3. All Notes that arc a Third above, or below the Key-note,
or the Governing-note, muft carry the Chord of the Sixth,
when the Progreflion of the Bafs lecads to one of thofe two
'Notes.

b 6
6 6 6 ? s —— SER
i E:Eézl_._._._ :é____a:l_é_o_ .__Q_lﬁp:"___
L A s c . D ¢ L

The Progreffion of the Bafs which leads to the Notes at
(B) (D) (G) and-(L), where the perfe&t Chord is taken, obliges
us to give the Chord of the Sixth to the Notes at ¢4) (C) (F)
and (7). '

4. The Third, reprefenting the Key-note, by reafon that the
Chord of the Sixth upon the Third is the fame as the common
or perfeét Chord upon thc Key-note; we muft give the Chord
of the Tritonus to the fourth Note dcfcending upon the Third,
though one may give it alfo the Chord of the great Sixth : but
we thall tpeak of 1t ¢lfewhere.

E a EX.IMPLE.
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The Guides fhew that the Bafs may afcend upon the Third
to cach of thofe Notes that carry common Chords, without al-
tcring thé upper Parts, and of Courfe, thofe Thirds will then

carry the Chord of the Sixth. .
We cannot well in this Place perceive the Difference between

a fecond Note. and a Sixth, and from a Key-note and its Fifth,
by reafon that the perfe& Chord, which the Fifth, or Governing-
note, carries, requires to be preceded alike, which doth not give
us Room to diftinguifh rhem in a fharp Key ; for in a flat Key,
the fixth Note, which falls upon the Fifth, is but a Semitone
bigher, whereas the fecond Note is always a whole Tone above
the Key-note ; moreover, the Governing-note, or Fifth, always
hath its fharp Third, whereas the Key-note hath only a flat
Third in a flat Key; bur, if a Governing-Note cannot be dif-
tinguifhed in a fharp Key, let it not puzzle you, becaufe in that
Cafe you may ufe it as a Key-note, by fuiting to its Key the
Chords of the Notes which precede it; and by what follows, it
may be eafily known, whether it be truly a Governing-note,

or a Key-note.

E X A M P L E
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A B

The Progreflion of the firft Note to the Note at /4) doth not
give any Room to difcover whether the Note at (4) be a Key-
note, or a Governing-note; which is of no Signification, by
reafon that the Chords afligned to either of thoie Progreffions
are the fame; but it is obvious that the Progreflion from (4) to

(8)





