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HOW TO WRITE IT.

AMries of articles espectally Intended fer musical
etudnts. (Paper No. 5.)

The system of figuration entered accordlng to Act of
Paullament, 1891, in thse Department of Agriculture,
Ottawa, Canada.

THE FIR5T SPECIES.

-As the ordinamy ules for writing simple

toumtempoiflt have been laid down over and

over again in the téxt books of the great auth-

orities on the subject, it would be but tedious

te repeat them once more here. t is taken for

ganted that the student is weil gouudedl in

h )armony (at least up to chords of the ninth and

s uspensions), and, as suggested in our intro-

f: uctory remarks, that lie has bv him Dr.

:Bridges excellent little primer, or some other

accepted standard work on Counterpoînt. In-

stead, themefore, of layig down the law as to

twhmt las not to be dlone, the practical aide of

4the question will be taken up, viz., what has

tte b. done and how te, do it, special attention

being given to those pitf aIls into which the

ordinamy novice se often stumbles.

hWith this end lu view the following Ganto

IFeriuolias been chosen for writing examples

ini the major key, and althougli of necessity a

short one it will answer the purpose -of these

TJhe usual method of procedure iu the stud;

ip çf conntempoint ia to commence with the irsi

ipdciei in two parts, then proceeding to th(

?'soni, third,~ fourth and fifth species in sue

t*Uondbx al l two parts; aftem which the sam(

Wotiud in &gain gone over lu three parts, an(

spnagin ln four parts; this is foilowed b

*m bi2ilg two, or at the Most thmee, of thi

ipo"eswith the C. F. and then the importai

qiustonof witig thmee flord parts agains

Y. is~C.F asken up, inaily proceeding to livE

six, seyen aud eight parts ail in the first sp(

clo, or wlth one or more parts in the fif th, an

with 'this accomplished the study of simpj

vounterpoiut is completed.
The abovo la the method adopted by Aibrecht

berger, Cherubini, and more recently by Ebei

,PZer Prout; other plans, however, have bee

--suggested notably those of Richiter and Ma

farren. E. F. Richter, professor of harmon:

etc., at the ConservatoriXm of Music, Leipzi

,ias attempted to revolutionize thse study

-rountempoit, by almalgamating the secoi

S-suzd fourth into one species, and ornitting ait

:g the f if th, also by commencing wlth fo

I parts ut irst, then proceedingbackwards,
it twere, to three and two parts, aud afterwai

on to ive, six, seven and eight parts; fli

counterpoint is treated of iu conjunction w'

î! arkytkmical Cauto Fermo or chorale.7

1plan aclvocated by the late Sir G. A. Mac£

't . professr of music at thse Uiversity

Ciambridge, is that of taking each of the spec

swaoessively lu two, three, four and evenf

parts before proceeding te the next; and,

membering the necesity' of coustrueti

4o*0tagpit on &-harmoinie bass, this metl

lias al ways appealed to the writer as being

more feasible thau the older methodl which ob-

tained, when music was in its infancy and

harmouy, as a separate study pacticaly un-

known.
The first exercise for the student to at-

tack is ON ADDING A (3OUNTERPOTNT ABOVE A

GIVEN CANTO FERMO.

However paadoxical it may appear it is

often advisable to begiu at the end, that is to

say to, decide upon the cadence at first; takig

the, Canto iFermo as given above, the best

cadence -is:-

0f course
ten ou the
regarded as
an exercise

the lowest part, though writ-
treble stave, must always b.
the bass. Before commencing
it is of ten well to ispect

point which calis for special attention; in the to «

present case the fouth aud flfth measures, V- mO

VI, suggest the interrupted cadence and may be thi

hammonized as follows:- Mc
at

Having therefore decided on the cadence, and ai

a landing stage, as it were, lu the middle of the cn

exercise, it is now time to thiuk of stamtiiig at C

the beginniug. For thse purpose of saving a

space, the examples will be writtou in short m
score, but the student is advised to write his ul

exorcises lu open scorp and so become familiar C,
with thse proper Alto and Tenor clefs. a

The first note C suggests the Tonic chord, aç
but E must not be chosen for the treble, as it.
is a ule to commence with a perfect interval,

either the lifth or the octave; in this case eith- e

or G or C may be chosen, thse next note perliaps s
will decide on whieh of the two is thse better.

The second note E must be treated as the irst t
tinversion of the Tonic chord, and here again

bt either G oCmay be dhosen. If G b.taken for

the imst measure, then C in the second wil

-be lu similar motion, C lu the lirst and G in

Sthe second wil 1 produce a mudli bolder effect, not

ethat there is much objection to similar mo-

tion between the notes of the samie dhord.

~The student might reasouably ask- whether

L-two C's or two G's would ho objectionable, and

nthat immediately raises a question over which

contrapuntal authorities seemn agreed to differ.*

Thse natural conclusion at which one wouldl

9 arrive f rom a perusal of the leading works ou

of counterpoixit is, that the immediate repetition

id
Q._ * ALBRECHTSBER<î.ER. "~The counterpoint lu two part

composition shouid flot continue stationary during mnore
ur than three bars." Rule 10.

as BRIDGE. 'The Immediate repetition of a note us forbld-
den in ail specles except thse first."1 Page 8, Par. 31.

(8 CHERUBINI. "lThese exapls are In confornîity % with

'id the ruies of strict counter lnt of thse firi order.' They
contain repeated notes. Tx. 29. 30. page i1.

th Fux. Two examples quoted and sanctloned by Ouseley

Lie contain repeated notes. Ouseley. page 10.

MÂ&CS'REEN. "To repeat or continue a note for two
Ir' bars or more la not melody but monotone, and therefore

of moet undesirabie In counterpoint of two parts." Page 19,

ls pa 8. "It is always weak to repeat the same note In

ve one of the extreme parts of thse harmony-the treble and
the buo--uepectally In tise bas." Page 2%, par. 24.

r.- RicurTEE. "Te bau must neverl remnai a tationary

ng eee for em petlobJeeuh as tis e~aratio o

od pper part.

nly iuexuedient, especiaily iu the bass.

'he third note, F, IV preceeding V, muSt

ir a chord of the 6 and not a common chord,

a here again the choice appears at flrst to

rbetween two notes, A and D, but a littie

ought will show that there is only ont this

ne, the D; for, as the following measure has

Bndecided upon. if A were chosen,therewould

en resuit the foUlowing progression--

progression forbidden by every master of

mnterpoint on account of the false relation

'the tritone between tho F in the first chord

d the B in the other. The student miglit

asonably now point out that the same f alse

ation wouldbe present if D were chosen, ana

Laeed this is true, but the bad eJfect is not Ore-

,t; this is accounted for by the ýkip fromD

)B in the next chord; again two major thirds

Loving by the step of a major second, as in

lis case, are forbidden; two major thircle

oving by the step of a mmnor second are not

t ail objectionable.
There now ouly remains the sixth note F,

it it is a note of importance, foilowing VI

id preceeding II, it may bear either a or a

iord, so that there are three notes A,

.and D from which to choose; D is objection-

6ble, as there would then be a repetition of the

nelody i the third and fourth measures, this is

unadvisable and especially so in such a short

Jauto Fermo; C is also objectionable.- both on

tcount of the C in the previous measure ana in

smuch as it is a perfect iterval, the imperfeet

ntervals areundo ubtely preferable to modern

ars, àlthough the custom of commeicfig

with a fifth in the upper part is stili permis-

sible; there then remains the A, and this is

quite satisfactory, a succession of mort than

three thirds however would be forbidden. The

exercise, now completed, is as follows;-

The studeut should not rest satisfied with

writing one correct counterpoint only to a

Canto Ferîno, let hlm attempt a second, and

even a third, thereby he will gain a greater

command o! the contrapuntal resources at his

disposai, and a quicker conception of the pos-

sibilities of the art.
J. HUMFREY ANGBR.

Mus., Bac., Oxon.

[To he Continued.1

The Composer's Limitations.

As a composer has ouiy tw euty-flve semi-

toues or m usical u nits with which to construct

his melodies,-a melody marely exceeding the

compass of two, octaves,-it foUlows, as mathe-

matics will show, that the possible comubina,'

tions of these units are aboolutelY limited. and

that themefore coicidences and reptititiolis of

combinations are, sooner or later, not 'only
1probable, but scientiflcaily inevitable.-R»lG?

NALD Dzc KovuaN.


