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works of the most eminent Study-writers, and with these are
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utility, have hitherto been less generally accessible.
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PROGRESSIVELY ARRANGED

FRANKLIN TAYVLOR.

EDITOR'S PREFACE.
THe present collection of Studies is designed to provide teachers with a short course of Pianoforte
Technique adapted to the needs of the average pupil, the intention being to spare the teacher the
labour of choosing a sufficiently varied selection from the large mass of material existing, and at the
same time to ensure that the different departments of technique shall be undertakeo in the order which
experience has proved 10 be the most beneficial,

The Studies are grouped in two Sets, and are so arranged that the different Books in which they
are contaioed may be taken in consecutive order, but pupils who are already further advanced than
the elementary stage represented by Set I. may commence at once with Set II., which will be found te
be complete in itself, and to illustrate all the essential elements of technique.

Where additional studies are desired, or studies on certain subjects which are not touched upon
in this series, the larger collection, published under the title of % Progressive Studies” (from which the
present examples have becn selected), is of course available.
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FIRST STEPS AT THE
PIANOFORTE

BY

FRANCESCO BERGER.

(No. 45. Novello and Company's Music Primers and Educational Series. Edited
by Sir Joun STAINER and Dr. C. HuserT H. PARRY.)

PRICE TWO SHILLINGS AND SIXPENCE.
In Paper Boards, Three Shillings.

The Daily Telegraph, March 27, says :—** Mr. Francesco Berger has made a
useful and therefore valuable contribution to Messrs. Novello's + Music Primers
and Educational Series’ in the shape of a manual entitled ‘ First Steps at the
Pianoforte.’ Every point is conveyed in the simplest fashion, and every step
taken with due care and deliberation, so as to be sure of the ground gained before
going another pace ahead. Moreover, typographical devices are employed to
force essential facts upon the child’s attention. I think this is, on the whole, a
very admirable book, calculated to help not only the pupil, but the teacher also.”

The Sunday Times, October 13, says:—** It is more practical, more systematic,
more simple for the beginner than any I have yet seen. The exercises and pieces
specially prepared are excellent, and the explanation which accompanies every
example is written in language that the youngest student may comprehend with-
out further assistance from the teacher.”

The Musical Times, September, says :—* Mr. Berger's book is distinctly the
best introduction to the pianoforte at present extant.”

EIGHTEEN LITTLE PIECES

FOR THE PIANOFORTE

COMPOSED BY

FRANCESCO BERGER.

(These Pieces were expressly written to be used in connection with the Author’s
Primer, ** FIRST STEPS AT THE PIANOFORTE."

PRICE ONE SHILLING AND SIXPENCE NET.

Lonpon: NOVELLO AND COMPANY, LiMiTED
AND
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INTRODUCTORY.

THE object of this collection of examples is to supplement the
excellent Primer of Counterpoint,* for as it is principally from
models the art is learned they can hardly be too numerous or
too varied. Many of them, however, though intended for the
student’s imitation, are faulty, and in his interest call for the
critical remarks offered. But if these defects be carefully
observed such examples would be among the most useful to
him. The recurrence of a blemish previously pointed out is
often purposely left to the student’s own discovery.

There can be but little doubt that the rules of counterpoint
themselves are the result of a critical examination of early poly-
phonic specimens. Sir John Stainer, in reference to this point,
says: ¢“Herbarth, who is quoted with commendation by
Hanslick, expresses his astonishment that musicians should still
cling to the belief that ¢ feelings' can be the ¢ proximate cause
of the rules of simple and double counterpoint. For these alone
form the groundwork of music.” Of course,” continues Sir John
Stainer, “ the feelings of men first decided what was pleasur-
able in polyphony, and from the specimens of pleasurable poly-
phony were afterwards drawn the rules of counterpoint ; there-
fore it is perfectly true that ¢ feelings are the proximate cause
of the laws of counterpoint,” however shocking this may sound
to some theorists. One would have thought it impossible that
any reasonable being could look upon a grammar as being the
cause of a language, instead of viewing it in its true light as
a result of a language.”

Much to the same point Dr. Pole says: ¢ Since it is necessary
that learners should have some safe guide to enable them to
speak and write in accordance with the received forms, the plan
is adopted of framing rules of grammar and syntax, which,
however, pretend to be no authority in themselves, being merely
a commentary on the examples found in the writings taken for

* « Counterpoint,” by Dr. Bridge.
# * Mausic in its relation to the intellect and the emotions.”



INTRODUCTORY.

models. Let then, by all means, similar rules for musical
composition be established and enforced ; but, at the same time,
let it be properly understood what they mean. Do not tell the
student that such and such combinations, such and such
progressions are dictated by an unquestionable origin in natural
necessity or natural laws, and that to violate them is a crime
against philosophy and science. Tell him, instead, that they
have been agreed to by the common consent of the best
composers, and that for him to ignore or refuse to follow themis
an offence of the same nature as it would be wilfully to write
incorrect English, or to do any other act at variance with the
ordinary practice of mankind.'*

As free counterpoint is governed—technically speaking—by
the rules of harmony and part-writing, no examples are given;
because the student is supposed to have already studied
harmony, or is studying it concurrently with strict counterpoint,
and also because the best examples are to be found in the vocal
works of eminent composers with the words of the original
setting., The student having been traired to make the best use
of limited means is the more likely to employ ample resources
with discretion. Yet, having mastered the rules, he should
beware of becoming their slave. Valuable, and practically
inexhaustible, would be found the exercise of omitting any one
or more parts—even the canto fermo—in any model, and
supplying in their places new parts, taking care to cover over
with a book or rule the parts to be omitted.

The compiler is much indebted to Dr. C. W. Pearce for
several examples ; and especially to Mr. James Higgs, B.Mus.,
Oxon., for much valuable time spent in examining the M.S., and
also for important suggestions which have been gladly adopted.
For the very many other original examples the author’s apology
is that the necessary variety was not available from any other
source. But having freely criticized others, he, in his turn, does
not expect to get off scot free.

GREENCROFT (GARDENS,
HampsTEAD, N.W.,

* « Philosophy of Music.”



NOTE TO SECOND EDITION.

TuE few examples in five or more parts have been transferred
to the second part of ¢ Examples in Strict Counterpoint,” and
other, it is hoped useful, matter substituted. Also a number of
errors have been corrected.

A friendly critic* has pointed out that the term s¢rict counter-
point should have been explained. That this omission had not
struck the writer is due, probably, to the fact that the book was
intended as a supplement to the primer, or text book. But the
writer thankfully adopts the suggestion, especially as it needs
but few words.

Firstly then: counterpoint or polyphony is a combination of
two or more melodies,—using this latter word in its widest
sense,— generally, but not necessarily constructed on a given or
chosen melody, called the subject or canto fermo.

Two styles of counterpoint are recognized, namely, the
diatonic and the chromatic, or, as they are more frequently
called, strict and free. These latter terms are not quite free
from antilogy, as diatonic music is naturally freer than chro-
matic music.

By strict counterpoint is understood: that which employs
but two diatonic harmonies, namely, a bass with its third and
fifth, or either; and a bass with its third and sixth, or either;
and in which all discords also are diatonic.

Scholastically: there are five kinds of strict counterpoint
described and classed, as, the first species, second species, &c.,
&c. The first species, which have notes of equal value only in
all the parts, is the most ancient. The other four species are, in
a sense, an ornamentation, or embroidery of the first.

Strict counterpoint (like Euclid) is not studied for itself, but
for its invaluable aid in the attainment of an ultimate object.

* Mr. Cunningham Woods, M.A., Mus. B.



SIMPLE COUNTERPOINT.

CHAPTEK 1.

EXAMPLES OF TWO-PART COUNTERPOINT IN THE FIRST SPECIES.
0

. (Transposed from the Soprano clef.) . J. Fux (1660—1741).
74
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1. This specimen, from the celebrated ¢ Gradus ad parnassum”
ot John Joseph Fux, is in an old Church mode—Dorian*—but
has the seventh raised in the penultimate for the cadence. The
tritone (a, b) resulting from a conjunction of the chords on the
fourth and fifth of the scale, and vice versd, seems formerly to
nave been allowed ; but not that formed by consecutive chords
on the third and fourth degrees of the scale. The tritone is
not allowed now in two parts in either case.

2. Fux
C.F. _ - _
1 e e e e e e e
1 ) 1 ] 1 | 1 1 I | AL 1 |
1 1 1 1 1 1 1 17 L 1 11}
@ ®

! e —F == e
hfas | =1 & 1! 1 | =3 1 1 1 | II
oL L | B o7 0 B> | 1 1 1 1 i

2. The stagnant bass, bars 1-2, is weak. The principal defect
in this example is the tonal confusion brought about by the minor
seventh of scale rising to the tonic (@) (&), immediately followed
by the cadence, in which, of course, the major seventh rises to
the tonic.

* Helmore’s * Plain Song,” p. 94.






FIRST SPECIES IN TWO PARTS. 3

9. crF ®
& £ 1 1 T Y —2——— | )
e~ =1 1 { —&——1 —t—=—

| ™ <1 - { Bl 1 ) | 1 1 1 (1}
1 1 1 1 — 4 | 1 1 )| o
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9. This and the following three specimens exemplify the
usual way of treating subjects in the old modes. From a
modern point of view we should say that Ex. 12 begins in D
minor, modulates (a) to the relative major (F), and returns (b)
to D minor.

12.

LY
L
b oo e |
LA~ (a) (b)

R Eas e e e e B e e e Fon R |

C.F.

18. &
G e o[ o |

C.F.

13. The C.F. in this and the following seven specimens are
in the modern major scale—a survival of the ancient Ionic.






FIRST SPECIES IN TWO PARTS. 5

17. The first twelve bars of the canto fermo being in sequence
-—four-bar pattern—the counterpoint is also in sequence. This
is always desirable if not extended beyond two repetitions of
the pattern as in this case.

18. £
Fa¥
7 4 1 =) T I | ] (@] | - ] |
| 2 T | Y T == | — =
1 1 | (@) 1 S 1 1 1 = |
A4 foas 1 1 1 I 1 1 1 4

il
!0
it
I
19
I
I
|
Ik
RN

CHL
— ~
2 D A W o S T T T T ')
Y 4t [&¥) | 1 3 o 1 1 1 =y 1 (o) ll
I fanY { 1 1 1 (o) 1 Py | bl 1 [ |
A 174 1 I { 1 1 1 k= | 1 I § §
</
—— T o
1 1 bt | | 1 1 | =l 1
1 1 | 1 1 1 1 1|
LLA>) 1 1 I 1 I s
19. ALBRECHTSBERGER (1736-—1809).
g 1 I I T T T 1 T | I | | 1 I'
W af 1 1 1 1 1 1 1 1 1] 1 11— 1 1 1
S o hgii
(a) ®
o
©
A=) 1 1 1 1 Lo 1 =1 1 1 1 . | i | 1 |1}

C.F.

19. The key is hardly, if at all, fixed before we come to a
modulation (a). It would have been better had the modula-
tion, if any, been deferred till the ninth bar. From b there isa
sequence of four thirds. The author says ‘“more than three
thirds may follow in succession when one or more are produced
by crossing the parts.” But still they would be thirds. If one
or more of them were compound thirds—i.e., tenths—there
would be no objection.
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SIMPLE COUNTERPOINT.

20. ALBRECHTSBERGER,
G t 1 - o | D 1 I T P |
eo———2—— — i — —

'\[D 1 1 1 =g gt 1
v =

4 ﬁ I 1 | 1 T 1 I
=W | 1 1 1 — + }

| farY 1 [ o NN | ~ | 1 b= 1 [av] | -
AN/4 | 1 — 1 (o] 1 1 1 [aP) -
VO R

N o < [ o] "

[ o—1—F———J]——J|Zo T H
| fanY 1 1 1 - 1 E )1
A\I4 1 1 1 1 1 > o
)

(@) (8) 6]
o
r.d | 1 1 T | 1 - N
~ 1 | 1 =y | 1 1 | | [ 1]
!‘ ) & - 1 b 1 (o] | > 1 ” | - 1
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20. The octave (a) is not much employed in ¢wo parts (first
species) because it can hardly be said to produce harmony. But
when it is a part of the same chord as the preceding bar its effect -
is not bad. The leap of a diminished fourth (b, ¢)—formerly
rejected—is now freely allowed.

21. a b
1 o $, - o~ 41-9 (a) Lo
- = — W —
?g— A V0] 1 1 | il 1 4 1 1 “ - 1 =
| - | 1 1 ) 4 /ll 1 X 1 = ) | 13
r'\:g. | ) 1 A | 'I T lc 1 1 1 N | 1 n
= & 1 1 | =1 x| 1 =Y i = 5
C.F.

21. This example is in the modern minor scale—the ancient
ZAolian, the seventh being raised—consequently the harmonies
are those of the harmonic minor key. The bars a, b are
consecutive major thirds by semitones, the student will see at a
glance that no tritone is involved in this progression. Bars
5, 6 sound rather harsh.
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22. The learner will observe the arbitrary minor seventh of
scale in the third bar, the C.F. being the same as Ex. 21.
In a descending sequence of sixths—here only implied—when
preceded or followed by the sixth, the minor seventh is
inevitable, as an augmented interval is not allowed. At a the
octave—care being taken that it is not the tonic—is taken in the
best possible way—uwiz., by degree. The counterpoint (a, )
gives an augmented fourth—tritone—in two steps. There
should be, according to the rule, at least two notes between a
discord, excepting the diminished fourth and the diminished
fifth, The old masters did not observe this rule in the first
species where the notes are slow.

23. CHERUBINI (1760—1842).
e
(@)

@-ﬂr——-i—e—l—cr—l——l—,,—l—a—l—e—l—a—l-—l—
N2 1 1 —S—] | | | I o |

4 1 1 1 [oP] | 1 1 1 1 1

C.F.
,, @  © (o)

— &
Q 1 ) ) 1 1 1 1 ) | . | 1§ §
o/
®)
FZ\ YN < SO i S AU J < N S < S |  S——— | T 1 |
{G= T # 1 ¥ —o =1 o—"_D_H
A e 1 ) ) 1 1 [ |
i | 1 —1 1 ] 1 ] X il

23. At a and b the counterpoint is the same note as the
preceding bar. This repetition is poor. If the bars ¢, ¢ were
reversed, the counterpoint would be better, because the bars
d and b taken together make an inversion of a dominant
seventh on D.* C would then have descended to B with good
effect. It is assumed that the student has studied harmony as
far as the suspensions of the fourth, seventh, and ninth.

* See Stainer's “ Harmony Primer,” p. 59, bar 5.
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26, On comparing the key signature with the final—always
the tonic—it 1s seen that this C.F. begins on the dominant,
which accounts for the counterpoint beginning on the fifth below.
This would be wrong if the C.F. began with the keynote.

27. B
2—b T T T = T T l "
;@ﬂ‘;l%';’;’ic _&ﬁ 1 . ') I 1 11

{a)

W@:ﬂmﬁlﬁﬂe —‘:j:'E:lg_—"
5 v_ e 1 1 e} I | 1 — 1 1 | I o I Wl ] ] {
C. F.

27. The C.F. having the leading note in the penultimate,
the counterpoint has, of course, the supertonic. In more than
two parts the leading note in the bass would not be good in the
final cadence, but it cannot always be avoided.

0
0

0
T

)

| [0
)

\

{
0

0

0

o

B
9
v
N

28. This and the following eleven examples are constructed
on the same C.F. This kind of practice is very valuable. It
is also very strongly recommended to transpose the canti fermi
into keys with several sharps or flats, so as to readily recognise
the augmented fourth and the leading note in any key.

Saunders.—Strict Counterpoint. Part L—Novello’s Edition. B
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SECOND SPECIES IN TWO PARTS. I

5
f C.F. =
1 | 1 ) T | =N
6 — ! o —12H
o7 —- = | ) | 1 T 1 1]}
(a) (B)
7Y jiE 2 b =7 T = T ror 2| N
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45. The leap to an octave in the final is quite correct, and is
less ungraceful in this than in the first species (Notes 20-22).

C.F. b
FaY
] 1] [| | 1 1 | ST —H
.0 1 1 | [| 1] | =Y Ik o i | |
j fnr) 1| ] 1) | =Y | (o] |t | DA II
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] 1 S S———— t I s P |
47
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48. Fux.
Vol 3 —- 3 r 3
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48. The bars a, b, ¢, d have each the same two notes in the
counterpoint. The author himself says that ¢« variety and good
melody must continually be kept in view.” (English Ed., 1791.)
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57. CHERUBINI.
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57. There is no essential difference between the first species
of counterpoint and harmony. The accented notes (a, b) are
respectively a fifth and an octave, which would be very poor in
the first species. However, in the second species we begin to
feel the independence of the two voices, and the intervention of
the passing note with the contrary motion renders those bars
good and effective. Cherubini has shown (¢) how a passing note
may be effectively employed on the accent; but a good deal
of experience is needful before a student can successfully follow
this precedent.
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CHERUBINI.
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58. The bar a is intended to imply two chords, but the
unaccented note G is felt as a passing note, and the leap from
it to be bad. The bars (b, ¢) are crude. Place the three notes

EA
in each bar respectively in their order of acuteness, thus—G F

CD
and we shall find the cause to be the progression from one triad
to another by degree and by similar motion.
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58a. Sometimes a passing note leaps a third, but returns to
the note that was skipped. When the notes are not longer than
a crotchet, the effect is good (see Ex.784,8-12),also p. 219 () (k).

59. ALBRECHTSBERGER.
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59. The leap of a major sixth (a¢) is not uncommon in
Albrechtsberger examples, but Cherubini excludes this interval,
and Palestrina avoids a leap of both the minor and major sixth.
It is now allowed when both notes belong to the same chord.
This example presents a conflict between the C.F. and the
counterpoint ; for while the former is bent on establishing the
tonality of E minor, the latter is struggling hard for the
supremacy of G, submitting to the former at the cadence.
This is in no way necessitated by the C.F.

60. C.F. ALBRECHTSBERGER.
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60. There was no need to raise the sixth and seventh degrees
as is done in bar 11; as a minor subdominant harmony
followed by that of the tonic would have given more tonal
decision. (Compare bar 8, Ex. 65.)
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61. FETIS (1784—1871).
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61. The unison (a, b, ¢) is rather poor in this species, and
tends to make the counterpoint less distinct. If at ¢ F had
been taken as a passing note it would have been poignant, being
only a semitone from the C.F. The penultimate bar implies
a triad on the supertonic and is not therefore considered a
correct cadence by some teachers.

62. FfTis,
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62. At a a ninth is taken in fwo steps, instead of at least
three. The cadence is more satisfactory here than in Ex. 61,
because the A (b)—being taken and quitted by degree, and by
contrary motion—is readily received by the ear as a passing
note on the accent—i.e., a dominant ninth rising to the third
of the rext chord for its resolution.
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63. The second minim (a) is in effect a passing note, and the
leap which follows is not satisfactory. In Ex. 63a the leap
from the second minim has quite a satisfactory effect, because
the first minim is felt to be a passing note.

ETIS.
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65. This and the five following examples are founded on the
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67. The octaves on the unaccented parts of the bar are
justified by the harmonic progression being in contrary

motlon—- gID# Although a concord the E at ¢ is in effect a

passmg note. This is worth some thought (see note 62).
Ancient canti fermi have occasionally the penultimate as well
as the final lengthened as at d.

68. BEETHOVEN (corrected by ALBRECHTSBERGER).
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68. Albrechtsberger’s correction was certainly needed, for
Beethoven, by crossing the parts, had so far allowed his eye to
deceive his ear as to write two common chords by degree.
The student should analyse bars 7-8. See Ex. 49. The
-student is reminded that although a fault may be corrected the
example may be upon the whole unsatisfactory.
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Saunders.—8trict Counterpoint. Part I.—Novello’s Edition. C
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74. The second of the two passing notes (z) does not
continue the same direction till a concord is arrived at, but,
contrary to the rule, returns. This is an exceptional case
justified by its being an elemental note of the chord, and, by its
return, being the natural resolution. Besides, it is impossible
for this note to continue the same direction. It is, however,
safer for the inexperienced student to avoid this exception
(see alternative note). It may, not unreasonably, be contended
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that as F (a) is not a part of an allowable chord in strict
counterpoint, it cannot, therefore, be an elemental note.

75.
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EXAMPLES OF TWO-PART COUNTERPOINT IN THE THIRD SPECIES.
FOUR NOTES TO ONE.

76. Fux.
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76. The octaves (a, b, ¢, d) are bad, as the harmonic pro-
gression is by similar motion (Ex. 71). The student will observe
the uncertainty of key till the cadence, and that this vagueness
does not exist in the subject itself.
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78. The rule which forbids the half close in the course of the
counterpoint, or, in other words, reserved for the conclusion, is
not intended to apply to a modulation (a). There is a wrong
use of the changing notes at ¢, as a return is not made to a
note of the same chord.
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78a. Formerly, the way in which the ¢ changing notes™ are
employed in Ex. 78 (¢) was not considered wrong, as the
following quotations from the English edition of the ¢ Gradus”
will show:—Fux says, ¢ There is still another kind of transition,
which is when we proceed from a discord to a concord [the
italics are ours] by a skip and is called in Italian Nota
Cambiata (see Ex. 1). This skip of a third from the second to
the third note should properly have been made from the first
to the second note, in which case the second note would have
been a sixth or a concord (see Ex. 2). If one was to fill up this
space of the third it would appear as follows (see Ex. 3). But
as quavers are not to be used in this style of composition, the
former example is thought to be preferable. It still remains to
be observed that if the canfo fermo is in the lower part the
last bar but one must be regulated as in Ex. 4, but if in the
upper part according to the Ex. 5.” The student need not
. now dwell on these rules and examples from Fux, nor the
examples from Cherubini, as Examples 6 and 7 are now regarded
as incorrect, and Examples 8 to 13 belong to the second species
(see Ex. 58z). The Examples 14 to 17 are no longer tolerated.
Examples 18 to 20 illustrate the only way in which changing
notes are now permitted in strict counterpoint. The student
will see that the changing notes are botk discords, that the latter
returns to a note within the leap, and that the notes on either
side of the changing notes belong to same chord.
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79. An infraction of the rule that after a leap of an octave a
return should be made by an interval not greater than a third
is seen at a.

80. ALBRECHTSBERGER.
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80. At a the passing discord and its resolution are heara
together. The harmonic progression at b, ¢ is:—g E Crossing’
the parts hardly mitigates the bad effect of the fifths.
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81. This example is in the melodic form of the minor scale.
This ancient C.F. is very vague and difficult to work at all
satisfactorily.
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85. The chords a, b are— © |D —there is no fault of fifths, as
AlG

E G
the first fifth moves by contrary motion— §{ 2 If the chord a

G
were regarded as a first inversion, then there is no fault;
because the first fifth would be a passing note.
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86. The leap a is somewhat awkward (Ex. 51). The passing
note F (b) is taken irregularly; by substituting E it would be in
order (Ex. 78a, 14-17).
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ALBRECHTSBERGER,
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87. With the exception of the bar a, where the discord and
its resolution are heard together, this is a good model.
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88. The student is referred to Examples 76 and 85 for the
explanation of the faults «a, b.
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89. The same defect as in the previous example will be seen
at a, b,
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go. The leading note is doubled at a. This is quite allowable
between the extreme notes of an arpeggio (broken chord).



39

‘THIRD SPECIES IN TWO PARTS.

91. ¢ r

o

e

1

[ 1
o~
-y Tl

e

_L_‘P/\Ll

T

—

o

| BERARLAS ll
I L

| fon Wm0

. .Y

ALBRECHTSBERGER,

(@)

(e)

1

1

5 o

-

s

(®)

=Y
=

£l

h— 2=
A\
o/

—

|=i|5

| W4

T

ix-four

b) and consecutive fifths (¢, d)—need no further

101.

1ve s

consecuti

le—viz.,

1S examp.

The two faults in th

92.
chords (a,
explanat



SIMPLE COUNTERPOINT.

L 0 MP==NK )
U O =
VO 7

A

o

)
-
23
m»
g
818
S
oo
.8
(=]
il
Mﬁ
g«
= w
<
R

el
o
R
2 d
&
98
=
<3
T B
ek
=g
18,
o
T L0
O W
S0 0
oo
n g on
<5 g
v ©
ong ™
=
3 o
=

ALBRECHTSBERGER.

94.

o
Jus
T

(o)

=Y
=

-
>
T

<)
|
A= S

=it

o




THIRD SPECIES IN TWO PARTS. 41

94. The first three bars of this model are in the key of F,
brought about by the intrusion of BP in order to avoid the
asperity of a ¢ritone in the melody, the repugnance to which is
shown even in vocal instruction books still in use; where, to
avoid a tritone in melody—especially in passages founded on
the scale—the seventh is frequently made minor. All teachers
of singing are well aware of the natural tendency of pupils to
make this modification unconsciously. It is more than likely
that if F (b) had not been taken by leap—thus giving greater
prominence to it—the B would have been left unaltered. (See
alternative notes.)
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g5. The rule is braved at @, where a leap of an octave 1s
followed by another leap in ‘the same direction. This is
awkward and unvocal. The line over A, B (b) shows that the
former bears the harmony of the latter—i.e., A is a passing note
and B an elemental note. This mode of ﬁgunng is now almost
obsolete. It is to be noted that a change of harmony is made
on the fourth beat in the bar, and that moreover a diminished
fifth is actually figured. This is allowed in free, but not in
strict counterpoint.
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96. There is but one chord in each bar in this example. The
student will see that the octaves (a, b), both essential notes, are
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101. The suspension is broken (a) in deference to a rule
which required the suspended diminished fifth, after rising to
the sixth (which might also be suspended), to fall to its
resolution by taking the latter down a third (b). This rule is
no longer enforced. The resolution of the suspended diminished
fifth upwards to the sixth now being deemed satisfactory in
itself.
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102. In their root positions, a common chord on the second
of the scale is badly followed by one on the third degree (a).
The implied second inversions, b, ¢ and d, e, are also badly
followed.* The learner would do well to write out this example
in the first species (see Ex. 1024).

* Dr. Bridge’s Primer, paragraph 25.
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103. The rule which disallows the suspension of a fourth
where a fifth could not be added (@ and b) is here disregarded.
The composer, no doubt, was thinking only in two parts;
sometimes, however, a sixth is used instead of a fifth in three
parts, and not always with bad effect—for example, a suspended
fourth with the sixth on the second of the scale followed by §
on the tonic (Ex. 290a).
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104. The fifths, a, b, ¢, being elemental notes, are bad.
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105. CHERUBINI.
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105. The chief faults in the preceding example are here
avoided. The sequence of 5-6 is rather long. Generally
speaking, two repetitions of a figure or pattern are enough.
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106. Albrechtsberger, who seemed to appreciate the sensitive
quality of the leading note more keenly than did Cherubini,
would have taken this note up at a; b, ¢, d, ¢, being the same
faults as were pointed out in No. 104, need no further reference.
The implied six-four (f) is well followed, because the implied
bass, G (f), remains, mentally, the bass of the following
chord (g). ’
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109. This example being in the harmonic form of the minor
scale necessitated a break in the suspensions. Some ancient
church melodies, to mark the conclusion, have the last two

notes of longer duration—possibly the germ of our modern
¢ Coda.”
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111. Neither the frequent leaps nor the progression (a, b)—

E

& —can be commended. The diminished fifth (c) is used as
C .

a note of preparation, both parts taking and leaving it by

degree and by contrary motion. In this way it sounds very
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satisfactory. Some theorists refuse to accept this as a suitable
preparation. This mode of treatment is admitted in free
counterpoint. The exceptional cadence (d) is due to the
difficulty of finding any other.
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112. In appearance the harmonic progressions at b, ¢ are
bad. Let the learner write the chords out. At d the suspended
seventh drops a third, returning to its resolution, after the
manner of changing notes. This was a usual way of treating
the cadence in this kind of counterpoint.
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114. This example, as well as the preceding, is founded on
the harmonic minor scale. The frequent repetition of the key
note in both counterpoints is somewhat irksome.

CHAPTER V.

EXAMPLES OF TWO-PART COUNTERPOINT IN THE FIFTH SPECIES.

115. Fux.
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115. The substitution of A for the crotchet, D, would not
only correct the octaves b, ¢, but improve the counterpoint
and also complete the harmony. The fifths (d, ¢) the learner
will readily discover for himself. |
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116. Fux.
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116. The chords in bars a, b are— A l G —respectively—i.e.,

consecutive six-four chords (No. 49). The suspension softens
the tritone in the bars b, ¢. But looking a little closer, we see
that the implied bass of both bars is D, the progression being

BlA . . g -
G|F, which is a different matter from the tritone, which implies

two triads on adjacent degrees of the scale, one of which is
the subdominant.
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117. The counterpoint from a to ¢ is contracted. At b the
resolution of the suspended discord is on the second and
unaccented note of the bar. But it is better when the resolu-
tion is on the third note or weak accent as is done at d. The
octaves on the weak parts of the bars 1, 2 are not good in the
outer parts (Ex. 190).
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118. The leap to a discord (a, b) is irregular; it should have
been from the second to the third crotchet (Ex. 78a). The
counterpoint is too active to be dignified. But the progressions
are good and natural.
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119. There is something bold, not to say “rugged,” about
this specimen. The omission of the third in the bars (a, b)
produces a thinness. The octaves and fifths are strong in ¢, d,
and a noticeable point also is the absence of the usual
suspension at the cadence.
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120. The counterpoint (a) is cramped, and the progression
(b, ¢) unsatisfactory : because the ear expects a confirmation of
the modulation, by resolving the new dominant (b) on its tonic.
The suspended discord (d) is curtailed, and the resolution
anticipated and repeated. This variety of resolution was
formerly thought graceful.
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121. By the irregular resolution of the suspension (a) upon a
discord, the canto fermo itself becomes the discordant note and
has to be resolved by falling (b). If instead of A (¢) a return to
C had been made, there would have been only one chord in the
bar and smoother counterpoint. If not vague, the tonality in
this example is unsettled.
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122. The minim (@) being in the latter part of the bar, and
preceded by notes of less value, should have been tied to the
next note, as is done at d. As a passing note may not be
suspended, the F (b) must imply a change of chord. The
second of the fifths (b, ¢) being a passing note is perhaps just
allowable; but the inexperienced had better avoid any such
progression of fifths so near as these are.
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128. As F sharp is a passing note there is no modulation at
a. This note is then a chromatic note. The preparation (b) is

not generally allowed (Ex. 111). The suspension may be given
up and a minim, E, substituted for the first two crotchets.

CHAPTER VL

EXAMPLES OF THREE-PART COUNTERPOINT IN THE FIRST SPECIES.
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129. The repetition or continuation of a note is not a fault in
more than two parts (Ex. 23). Formerly it was thought more
satisfactory or final to end with a major third (tierce de Picardie)

(0).
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132. Fux
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132. The progression (a, b) is very harsh, and the student is
advised not to employ a common chord on the third degree of the
scale, unless both the preceding and, if possible, the succeeding
chords also have at least one note in common with it.
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134. The repetition (e, b) of the preceding two bars is bad.
For ¢, see No. 142.
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135. The canto fermo is suited to a tenor, not a bass voice,
and should have been in the C clef on the fourth line. It
should, however, be stated that the specimens from Albrechts-
berger are taken from the first English edition.
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8. ALBRECHTSBERGER.
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138. The highest part is poor in compass—a fourth—and
feeble, The latter defect is owing to the many repeated bars.
It is, however, often necessary to repeat or continue a note for
two or even three bars; but it is better not to do so, especially
in an cuter part. Another bad point is the introduction of the
G sharp, which makes a false relation (a, b). At the bar ¢ the
bass overlaps the tenor. This is not approved by some modern
teachers.
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139. Besides uncertain tonality, already frequently alluded
to, there are two other faults against good taste, which are the
limited range and the repetition in the last three of the
preceding three bars in the upper part; the stagnant basses are
also objectionable.
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140. The doubling of the F sharp at a is not bad, but if it
had been doubled at, say, b, it would have been bad.
Because in the former case the key note is E, in the latter, for
the moment, G, in which key the F sharp is leading note.
The gap (c) between the bass and the middle part is too great.
The bass would be better an octave higher for this reason; also
because with many voices such a low note is uncertain in
intonation. The opening bars do not define the key.

141. CHERUBINI.

141. In the diatonic style the leading note is free; but some
difficulty is felt by singers in attacking it by leap downwards,
unless there is a note common in both chords. It is evident that
the object in crossing the parts (a) was to give them more move-
ment and variety. As it is more an @sthetical than a gram-
matical question it should be attempted only by the experienced.
In a modulation a cadence is allowable (b, ¢).

149, Cumn
UBINI.
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142. The parts overlap at a, and at b, ¢ there is similar
motion to a perfect concord between the outer parts. But as
the bass is essentially the same, it is a question whether this is
a fault within the meaning of the rule. The bass in the seventh
to the tenth bars is awkward. The third is omitted in the final.



64 SIMPLE COUNTERPOINT.

143. CHERUBINI.
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143. The crudeness (a, b), caused by the progression from
a third to fifth when their respective roots are adjacent, the
monotony (¢, d, ¢), and the cadence (f, g) constitute the chief
objections to this model. The tritone in two steps is often
found in models, especially in this species.

144. o Fgmis,

145. The progression to a perfect fifth (a, b) between the alto
and soprano, the latter moving by leap, is extremely harsh.
The outer parts are also harsh. If the inner part had progressed
by a semitone there would not have been any objection
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146. The wide separation of the middle and upper parts
(a, b) and the cadence (¢, d)—easily avoided—are points not
commended to the young musician for imitation.
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147. This example is in the harmonic form of the minor
scale. The dominant harmony (a, b) is followed by that of the
subdominant, which is rather unusual (Ex. 144, a, b). The
complete chord (c) was very accessible; but in a sequence two
repetitions of the pattern are enough: moreover, if the sequence
had continued for another bar we should have anticipated the
final (E). The doubling of the fifth of root (¢) is preferable.
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The old masters
Modern musicians

intervention of the E, and the suc-

150. The fifths on the accented parts of the bars a, b are

little ameliorated by the

cessive leaps of octaves (¢, d) are clumsy.
admitted the diminished fifth in the cadence.

do not consider it satisfactory and therefore reject it.
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151. BEETHOVEN (corrected by HAYDN).*
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151. The crudeness (z) is amended by Haydn; and the
correction (b) supplies the third which Beethoven had omitted,
but at a great sacrifice, as the third is omitted in the final,
where it is even more indispensable ; besides, there are fifths by
contrary motion between the bass and alto. It will be seen
that the third in both cases was quite accessible (¢).
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* Beethoven's * Studien.""—Gustavy Nottebohm,
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152. The severity of the progression (a, b) has been referred
to in No. 143. At ¢ the D is felt to be a concordant passing
note (No. 67). Out of thirteen bars the treble has no less than
seven Cs. :
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153. The common chord on the third of scale (a) is not at all
rough here, its asperity being toned down by the preceding
chord having two notes (G and B) in common. A discord and
its resolution (b) are sounded together.
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155. At a the A is cancelled and D substituted to avoid
similar motion to an octave. This rule is no longer enforced
except between the outer parts. The counterpoint is better
as Beethoven had it.

156 ALBRECHTSBERGER.
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156. When two parts only are actually going, the rules for
two-part counterpoint come again into operation. Consequently
it is exceptional to begin with a bare third. The reason was
that it did not define the tonic so forcibly as the fifth. When
the Mass was sung without accompaniment it was very impor-
tant that the tonic should at once be felt. The fifths (a, b) and
octaves (b, ¢) are bad. The diminished fifth in the cadence is
irregular., The substitution of G for F (d) would be the
correction. (See note, § 150.)
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158. The canto fermo is placed about a third too high, and
the second treble much too far away from it. The octaves and
fifths on the unaccented parts of the bar are bad (a, b). Such
faults as these the student may easily avoid. Another error—
probably a ¢slip” in omitting to take the minim rest into
account—is, beginning with an inverted chord (Ex. 156). But
this is not uncommon.
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161. The fifths on the unaccented parts of bars a, b are not

at all bad, as they are both pass
¢, d, the former being a passing note.
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164. The repetition a, b weakens the cadence.

165. FETIS.
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165. The small notes show that a cadence might easily have
been avoided. The bar (¢) has two chords, the latter of which
makes a hard progression with the bar following (d) caused by
the leap to a perfect fifth, while the under part moves a whole
;qne. At g, being cornered, the composer takes refuge in a
icense.
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169. The tenor descends to a note (a) which is, practically,

beyond its compass.
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170, The unaccented octaves in bars 1-3 are not good.
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171. () ) ALBRECHTSBERGER.
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171. The clefs employed in the first English edition of
Albrechtsberger’s work are purposely retained, because their use,
or rather misuse, lead to comments likely to be useful to the
thoughtful student. Here the middle voice should have been
written in the tenor clef; because there could be no proper
adjustment in the balance of tone between two basses and an
alto (or treble, in the lower and weaker part of the register),
especially when one of the basses rises to the highest notes of its
register. There is a leap of a major sixth downward (a), but as
both notes belong to the harmony it is not difficult. The fifths
(b, ¢) are not bad, as the first one is a passing note ; but the
octaves (d, ¢) are not good, because they are both harmony notes.
A discord is irregularly taken at g (Ex. 78a). The fifths f, g,
and again at &, 7, and also the octaves j, & are all bad.
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172. ALBRECHTSBERGER,
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172. As the fifth in the first bar is not heard till the second
crotchet, this example begins with the third only, a very small
matter, but still a deviation from the rule (Ex. 156). The
progression a, b the student will not fail to recognise as a
transgression. The leap to a discord (¢) was referred to in the
preceding example. The octaves, especially at d, e, f, should
be regarded as faulty. :
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174. ALBRECHTSBERGER.
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174. Two of the chief faults in this specimen are found at
a, b, and at ¢, d. In the former the fifths, though broken
and in the same voice, are almost as bad as if they occurred
between two voices. In the latter the octaves in the accented

arts of the bars and between the outer parts are decidedly
ad. ;
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176. BEETHOVEN (corrected by ALBRECHTSBERGER).
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176. The correction (b) is in order to get the third of the
chord on the strong instead of on the weak accent. There is,
however, more vigour in Beethoven’s counterpoint,

1 7C7F BEETHOVEN (corrected by HAYDN).
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178. CHERUBINI,
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178. The third species is somewhat contracted in the bars
4-8, and the tonality is vague in the bars a, b.
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179. The chord is changed on the fourth crotchet (a). If
two chords are used the change should be made on the third
crotchet or on the weak accent when there are more than four
notes in the bar. The bass is stationary at b. As the subject
is not long, and of decided tonality, the modulation is un-
necessary. The octaves in bars 2, 3 are undesirable.
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180. The treble is remarkably poor and stagnant. The bars
a, b are crude, the progression from a third to a perfect fifth by
degree being the cause.*

181. FETis.
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* Primer of Counterpoint, paragraph 25.—DR. BRIDGE.
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181. The cadence is not good, the student is referred to
Exs. 61 and 62.
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184. The student should note the effective employment of
the minor seventh of the scale (a). Some theorists condemn
its use in an upper part as disturbing the key, at the same time
fully recognising its use in the bass (b).
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187. The middle voice should have been written in alto or
tenor clef. The treble is sometimes so near the bass that there
is no room for the middle part to move freely ; the result is a
very contracted counterpoint. But there is room for a better
counterpoint than in the bars a, b, where the unisons are bad.

88 BEETHOVEN (corrected by ALBRECHTSBERGER).
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188. The C.F. is rather too high. Finding the third omitted
on the accent of the penultimate bar, Albrechtsberger has
amended the fault. Perhaps the flowing counterpoint of
Beethoven fully compensates for the temporary absence of the
third, as the second note (D) represents or stands in its place.
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19o. Octaves by syncopation have been pronounced both
good and bad respectively by different masters (bars 1-2). With
regard to consecutives resulting from suspensions (Ex. 1971,
bars g, 10), there seems to be no difference of opinion as to their
being bad. In the former, the second half being a syncopation,
is a harmony note and as such acts as a kind of ¢buffer”
between the consecutives. The latter, being a suspension (a
dissonant note), stands in place of the note on which it resolves.

1901. ALBRECHTSBERGER.
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191. The progression from a common chord on the second of
scale to one on the first is often crude (z, ) and is said to
obscure the impression of key. Sometimes, however, this
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193. The suspension of a 6-5 (a) is weak but allowable. By
crossing the parts a second inversion occurs (b).

194. C.F BEETHOVEN (corrected by ALBRECHTSBERGER).
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194. This example, with regard to ambiguity of key and the
needless breaking of rules, euphemistically called * licenses,”
shows strongly the influence of Albrechtsberger. The down-
ward movement followed by the leap of an octave is question-
able, but in slow notes this is sometimes done (bars 8, g).
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195. The bass here moves almost entirely in thirds with the

tenor, which, besides being poor as counterpoint, sound when

they descend low almost morose.
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the bars a, b, ¢ are nearly as unpleasant

FOURTH SPECIES IN THREE PARTS.

196. The fifths in

At a, b they are heard

crossed.

.e., between the bass and treble,
bars b, ¢ between the treble and
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198. The progression in bars 7, 8 is a crude one. Whether
the suspension sufficiently mollifies it is questionable.

199. ‘ Fux.
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199. With regard to the bar a, Fux says: “ A discord has
been used instead of a concord on the unaccented part of the
bar, contrary to the common rule, which is not only allowable
in such a case, but is also looked upon as an elegance.” (English
Ed., 1791.) On a dominant pedal this discord is allowable at
the close, where it strengthens the cadence (Ex. 201).
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200. With the object of beginning with key note and also with
syncopation, the entry of the bass is deferred till the second
bar. There is, however, no objection to beginning in the way
indicated by the small notes. The fifths, bars 5, 6, are bad.
(See remarks on Ex. 190.)
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201. The suspensions are here maintained, but somewhat to
the detriment of the bass, which is certainly not flowing. The
leap of an octave is better than repeating the same note, and
the orderly progression compensates for the thinness of bars a
to b. A short dominant pedal occurs at ¢. (See observations
on Ex. 199.) The hidden fifth is good in the bars 2, 3 and 7, 8.



SIMPLE COUNTERPOINT, -

102

202,
C.F.

.

174

N—

(o)

=y

v
ot
—

(5]
=

)

g

723
ot
=]

-
Sy

(o]
Gy
G
<9

58

-
= w0
<o

[ORw}
ht

8
Eo
3

g
.U”.m

e

f

S

o 3
m.m
Gl

<=

O
&5

L

R

Qe

N0

B

208.

[ o]

1 |

2o T

0
) ¢
I
Il -o- D i o
f (§
i
VH un..n v._w N %h J. .k-r”
B, 8, @) b b @)




103

FOURTH SPECIES 'IN THREE PARTS,
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SIMPLE COUNTERPOINT.
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(See observations, Ex. 192.)

208. In effect the first four bars are in the key of C.
quently this example opens (mentally) with a common chord

on the supertonic.
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209. As no example with the C.F. in the bass was given, it is
here added ; but treated in the harmonic form of the minor scale.
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210. The melody should have returned to a note within the
leap (a) instead of taking another leap in the same direction.
The bars 7, 8 are crude. The octaves, b, ¢, d, are not good.
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212. This, like other of Albrechtsberger’s examples, begins
with an inverted chord. The upper parts (a) are too wide ; the
bass in the first inversion of a major triad (b; is doubled; this,
too, with the third omitted. At cthe resolution of the suspension
on a diminished fifth is irregular; at d, e, in addition to the
irregular resolution, the diminished fifth is badly followed by a
perfect fifth. At f the diminished fifth is again used, but here
it is, at least, well followed. In the cadence the old masters
freely sanctioned this progression. Some modern teachers reject
it entirely. The middle part should have been placed in the
tenor clef. The bass is too active, and lacks elegance: and the
prominence given to G—both the higher and lower-—is tiresome,
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FIFTH SPECIES IN THREE PARTS.
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CHAPTER XI.

THE SECOND SPECIES IN TWO OF THE PARTS.

133

222A.

e
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{ae)
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222. In the cadence the fundamental seventh—passing
note—is struck against a note of the harmony which leaps.
Cherubini and others have employed in like manner other
discords. But much experience is needed, and the student is
advised to confine himself to the discords found in the chord of
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the dominant seventh—viz., the seventh, the diminished fifth,
and its inversion, the augmented fourth. Sometimes a passing
note may be in concord with the note with which it is struck, yet
be very harsh against the prevailing harmony. Exs. 222a, 2225.
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223. The doubling of the bass in the fifth bar is bad,
especially as the third is omitted; and the alternative is
preferable though less flowing. |
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224. The objectionable points in this example need no

further reference.
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225. The two fourths by leap (@) in the same direction are
not allowed, and the change of harmony on the last crotchet is
a fault. The discord and resolution sounded together (b) and
the leap to a discord (d) are also objectionable. The two
chords (c) are not good. If the second crotchet had been G
there would have been only one chord, besides avoiding the
suspicion of a bad fifth with the previous bar.
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226. The octaves in the bars 2, 3 are undesirable. At a the
fourth crotchet is harsh against the other parts; its resolution
(E) being sounded both above and below the discord at the
same time. The direct motion to a fifth in the outer parts will
not escape notice.
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227. The weak points to which the student’s attention should
be given are the cadence-like progression (i{ , the major seventh
in two steps (b), the bad progression (c). There are two chords
in the bar d, and at e the composer has defeated himself, not
being able to find another move in the same bar for the soprano.
With regard to the bar b, the major seventh is decidedly pungent,
and no relaxation of the rule, such as might be allowed in the
case of a minor seventh, should be permitted in this case
There are no passing notes in the soprano.

Saunders.—Strict Counterpoint. Part I.—Novello’s Edition. I
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228. The tritone, in two steps, bars 2, 3, are much softened by
there being two notes common to both chords. The correction
spoils the symmetry of the middle voice. Much alteration was
necessary to mend ¢slips ” in the sixth and following bars.
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THE SECOND AND FOURTH SPECIES COMBINED.
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230. As a bass was to be placed under the canto fermo the
latter should have been transposed to a higher key, in order to
prevent the tenor from descending so near the bass as in bars
a, b, ¢, where both voices are in the lower part of their respective
registers. Besides, when the canto fermo is not placed in the
best part—that is to say, in the middle—of the full register, the
other voices are also placed at a disadvantage by being cramped
for room to move freely.
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234. The difficulty of finding a move is the reason for placing
t at a.

a minim res
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235. The second species is somewhat clumsy, owing (1)

imposed conditions of maintaining the harmonic

minor scale and (2) keeping to one root in each bar.
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THE SECOND AND FIFTH SPECIES COMBINED.
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236. The recurrence of D and C three times, and the pro-
minence they receive from being the highest notes, is irksome,
and shows poverty of invention. The student will learn from
this model what to avoid. At @ the minim B is a slow passing
note, and the learner is referred to observations made on
Ex. 226a. The minims b, ¢ have very much the effect of
changing notes. At ¢ a fourth to the bass is taken by leap.
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241. Inthe bars 3, 4 2 modulation is made before the primary
key is established. The two chords in the bar & sound awkward.
The preparation of the ninth (¢) by an octave is bad.

249, BEETHOVEN (corrected by ALBRECHTSBERGER).
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243. The second and penultimate bars may be traced to the
same root; but the effect is that of two chords in a bar—the
radical basses being G and C respectively—and not that of a
suspension, Ex. 233. The melody (a) being two fourths in the
same straight line is bad.

THE THIRD AND THE FIFTH SPECIES COMBINED.
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VARIOUS COMBINATIONS IN THREE PARTS.
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I

el
oI

»

*
—

o

()

e i e e e e o e

™

I B—

e e =SS

+
==
.

I

—

T

=3

| )

1

=

I
+

e e et =

'#‘

—

THE FOURTH SPECIES IN TWO OF THE PARTS.

(a9

04

N\

246.
7*[7 12
246.

be simi

L




SIMPLE COUNTERPOINT.

| B {
<

1T 11

| P |, I )

i ==
i 1
1

1
|
1

(< 20 o SO =N, D= o 3 B &5 )
25
|

- | l|I

g e
£
I fanY
A\I/4

‘(JD

W= <7 2 § 1Y
_t"__*—*

| Y
<

Qs
S T

'lTi;l

=] B 1)

(a)

LA%d

I

I

>

FZNXT . S

{_"\

(N7 e

S

The

to be wrongly
In this species
(Ex. ¢ ap-

te.

passing no

it is allowable to repeat a note () in the last bar but one.

double suspension (a), though unusual, is not bad.

inversion appears
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THE FOURTH AND FIFTH SPECIES COMBINED.
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249. Octaves by syncopation are seen in bars 6, 7.

student may revert to Ex. 19o0.
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TWO OF THE PARTS IN THE FIFTH SPECIES.
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251. But for the restless tonality, this example is a good
one. In the bars a and & it would have been better to have
prolonged the minims in the bass by a dot and so have shortened
the duration of the doubled major third.
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CHAPTER XII.

THE FIRST SPECIES IN FOUR PARTS.
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255. The parts flow smoothly, and the chords are complete—
except in the final, where the ancient practice of omitting the
third is followed ; but there is no sense of key till the cadence,
and even the usual B flat, which softens this old mode, is
absent.
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256. As the key at a, b must be C, there is a common chord
on the second of the scale followed by one on the first to which
some theorists object (Ex. 191). This succession is certainly
archaic; but it is quite as good as a common chord on the fifth
of scale followed by one on the fourth, and this latter is not
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actually forbidden. The progression ¢, d is very bad indeed.
The similar motion to a fifth (e, f) is not bad, but it is forbidden
in strict counterpoint by some teachers, except in the final
cadence.

257. Fux,
i

JE
i

2y 4T e l=2

257. The student will note the introduction of the B flat in
this model (Ex. 255), and the stationary bass at the outset.
For a, b see Ex. 256. Similar motion to an octave between the
outer parts (¢, d) is not only allowed, but is the most satisfactory
cadence.

258. Fux.
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258. The three voices being stationary the effect is vapid
(a, b). The doubling of the bass (b) is not forbidden, but it is
too strong. DBoth objections are removed by the alternative
notes.
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259. The leaps in the inner parts make the hard progression
from a common chord on the second to one on the first degree
worse than it might be (Ex. 256).
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260. The bars a, b are not only weak in themselves, but the
stationary tonic in the bass immediately preceding the cadence
very much enfeebles the final.
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CHERUBINI,
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263. With a view of avoiding a further repetition of the tonic
chord (a), resort has been had to a modulation in preference to
a chord on the third of the scale, which would have led to a
stationary note (G) in the tenor for several bars, or to a 6-3 on
the dominant, which would have been harsh (Ex. 270). The
descent of the leading note in the cadence, formerly common, is
not allowed now.

CHERUBINI,
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264. The root relationship (a, b) is crude, and the doubled
bass in the first inversion of a major triad (c), with one or two
exceptions, is no longer tolerated. Another blemish is the
repetition of the first three bars in the treble.
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265. L.N. CHERUBINL

266. The treble in bars 1-6 is very poor. The modulation
abrupt. Octaves by contrary motion (bars 11, 12) are not
approved by modern teachers.

267. BEETHOVEN (corrected by ALBRECHTSBERGER)
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269. The first chord is inverted—frequent in Albrechtsberger’s
examples. The first treble is maintained at a high pitch, and
limited to the compass of a fourth. In chorus voices this is
almost impracticable; and if it were not the effect would be
very bad. The similar motion to an octave (a) is decidedly
bad. It is remarkable that such a bad progression should be
made by one who was very fastidious with pupils on this point
{see Ex.267). True, the tenor is the lowest part here, and there-
fore the bass; but *the style of writing for a tenor voice is
different from a bass voice, and the leaps of an octave (b) and
following bars are suited to a bass but not to a tenor voice.
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270. The student is advised to listen to the subject alone.
He will doubtless feel the key to be E minor; yet 1t is forced
to bear the harmonies of the relative major. A 6-3 on the
dominant, for the key is here G, is not usually recommended in
strict counterpoint, it being now regarded as a part of the
chord of the dominant thirteenth. Similar motion to a unison (f)
is considered to destroy the clearness of the part-writing; but
so also would oblique motion, which is allowed (Ex. 271a).
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272, The bad relationship of the roots of the bars a, b was
referred to in Ex. 264. The bass is doubled in the first inversion
of a major triad {c) and the third omitted, which makes the
doubled bass all the more prominent. At d there are twa
chords in the bar ; the effect of only one chord is broader.
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275. The bass E in the implied 6-4 ga) is well followed by F
(b). The tenor has the second species for one bar (¢). This is,
as the learner knows, breaking the rule; but unless the bass
were altered, which might have been done, there was no option.
The doubling of the leading note in the cadence is a fault here—
i.e., when both notes end the bar.
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278. The B (a) is overlapped by the tenor (6). This is
avoided by the small note; but this spoils the flow of the
melody as well as weakening the harmony in this bar. The
former is preferable. The similar motion to a unison; and the
fifths by similar motion on the accented parts of the bar—
though between tonic and dominant harmonies—are held to be
faults by some writers. The latter fault is corrected by retain-
ing B in the tenor, but this is extremely harsh.
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279. There are two chords in the first bar, and also at a.
The bars ¢, d are crude (see remark

Though the parts are crossed (b) the octaves

objectionable.
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281. With the object of saving consecutive octaves, the second
species (b) is introduced. This brings about fifths on the
accents (a, b). Thebar ¢ shows an unallowable second inversion,
as the fifth of the chord (B) is the oufside note in the broken
chord. There is also an 1rregularity in the ¢ changing notes”
d—(see Ex. 78a).
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284. The progression by similar motion from a secound to a
unison is decidedly bad (a, b). The asperity of consecutive
fifths or other objectionable progressions are but very little
softened by crossing the parts.
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285. The weak points in this example are, the doubling of
the bass in the first inversion of a major triad (a), the wide
separation of the inner parts, the doubled leading note (), and
the gap between the upper parts (¢) so easily avoided.
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At d a return is not made to a note

t as C sharp.

288. The whole of the third species is instrumental rather
as convenien

than vocal in character.
within the diminished fifth, although E would have been equally
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2go. The suspended sixth (a),like other consonant suspensions,
is weaker than a dissonant suspension. But in maintaining the
fourth species—the main object—the suspended sixth is con-
sidered available by most musicians (Ex. 2904, ¢), also the
suspended fourth (d) in the same example. This fourth is
ambiguous in character. In strict counterpoint it would, as
a fourth to the bass, be regarded as a discord, and yet it is the
root of this one-chord bar. As a rule, the suspended fourth
should carry the fifth and not the sixth (d), but as this pro-
gression, having one root in each bar, is so smooth and natural,
and as the rules were deduced from counterpoint and not
counterpoint from the rules, most musicians allow this excep-
tion. The old masters frequently employed the fifth (seventh
of root) in the manner seen at b, Ex. 290, but it is now regarded
as irregular. The drop to an octave (d) between the alto and
bass is hardly so good as the alternative (d).
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tone occurs, which

entirely wrong, and, in fact, a flagrant dereliction of the rule.

(Bar 35, see note 199.)
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293. In the bars 6, 7 a chromat
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297. The root of the chord at a is A, therefore a second
inversion o
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301. The G (a) being the bass of a second inversion is an
unallowable suspension. The cancelled notes show the altera-
tions necessary to correct this oversight—that is to say, if the
tied notes are maintained. In bars 6-8 the tenor after a leap of
a diminished fifth does not at once return to a note within the
leap as required by the rule.
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303. The chief points for the student’s notice here are the
bad octaves in the first four bars, the unallowable chromatic
note (a), the too great use of the third species, and the remark-
ably poor first treble in which the note E is so prevalent.
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305. The aimless, rambling nature of the bass, its ascent
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307. The style of the fifth species is here more graceful ; but

from the bars a to b more variety is desirable.
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08. In the bar a the root is above the ninth, but by contrary
motion and by degree this is a
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CHAPTER XVII.
THE SECOND AND THIRD SPECIES IN TWO OF THE PARTS.
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316. As the tied notes resolve on another root, they are not
really suspensions (a, b, ¢, d, f, g). There is an irregular leap in
the bass at /. The augmented fourth, bars 3, 4, is justified by
the sequence. The third species lacks grace and is not all vocal.
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bars 2, 3. The frequent octaves between the outer

parts, though unaccented, are not good.

317. The worst form of the tritone is when a 5-3 on the third
,asin

of the scale is preceded by a chord of the 5-3 or 6-3 on the

fourth
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VARIOUS COMBINATIONS IN FOUR PARTS.

318. The tenor descends too low, and the leaps in bars 6, 7
The bars ¢, d, ¢ are poor.

are awkward.
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322. This is the first of twenty-four examples of the same
combination on a canto fermo by Haydn. A minor subject was
chosen on account of the greater restrictions and difficulties,
especially in dealing with the upper half of the scale. As a
matter of principle only one chord in each bar is used. Many
oversights that occurred have been pointed out, as the fact of
their being accidental “slips” would probably increase the
utility of such examples. The'second of the consecutive passing
notes (a) returns instead of continuing the same direction. But
this is impossible. Op the score of discipline this is corrected,
though the cancelled notes are the better counterpoint musically.
It should be observed that the ¥anus-like note E is both the
root and a passing note, and the second passing note F, the
minor ninth of the root, which naturally resolves downwards to
the root. In such a case an exception to this rule should be
allowed. The octaves b, c—cancelled notes—show a careless
oversight.
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VARIOUS COMBINATIONS IN FOUR PARTS.

328.
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323. Whether the octaves between the inner parts (a, b) are
bad enough to be rejected is a point upon which opinions may.

differ; but between outer parts such a progression is not

advisable.
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324. The passing note C (a) is struck by leap against the
harmony note G sharp; but as at this point the passing note
makes, with the other sounds, a dominant harmony the effect
is not bad. (C.F. Ex. 238 cadence.)
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VARIOUS COMBINATIONS IN FOUR PARTS.
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331. The fault that escaped notice at a was a return after
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3382.

two consecutive passing notes.
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333. The passing note with its resolution (a) is intentional, as
the notes which are sounding together on the last crotchet are
those of the second inversion of the dominant seventh. Intent
on carrying out a sequential bass the octaves b, ¢ crept in unseen.

3384.
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VARIOUS COMBINATIONS IN FOUR PARTS.
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334. The subject is here transposed to suit the voice.
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VARIOUS COMBINATIONS IN FOUR PARTS.
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three successive bars

mnim 1in

337. As the bass had a dotted m
the D (a) is cancelled and another counterpoint substituted.
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Part I.—Novello’s Edition.
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(a) was
1s now

notes
This

ive passing

338. A return after two consecut
discovered after the example was finished.

corrected.
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340. A discord was struck against the harmony note a, the
latter moving by leap. The effect is not bad here. The
correction is harsh.
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VARIOUS COMBINATIONS IN FOUR PARTS.
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The mending of this

too near.
itated alterations in the alto as well as the tenor.
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345,
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o

347. Some teachers would object to the nearness of the
unisons @, b. The remark made in preceding examples will
apply to ¢ where the seventh makes a better counterpoint than
would a unison.
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SIMPLE COUNTERPOINT.
THE FOURTH SPECIES IN THREE OF THE PARTS.,
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349. Unless some su
harmony, this combination is hardly practicable.
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THE FIFTH SPECIES IN ALL THE FOUR PARTS.
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354. This model is on a canto fermo, with which the student
has become familiar in the examples of Fux, but which he will
for the moment hardly recognise owing to its having been
transformed, or varied, into the fifth species. He would, in
this mcde of treating the subject, find a way of gradually
emancipating himself from the ¢ fixed song.”




APPENDIX.

As further illustrations of the remark made in Note 57, that
there is no essential difference between the first species of
counterpoint and harmony the subjoined quotations will doubt-
less prove interesting and instructive. The first (a) is a chant

E (a) FrANco.
4 T T o
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by Franco* (of Cologne?) who lived, probably, about the end
of the twelfth, or the beginning of the thirteenth century. It
is in the first species of counterpoint excepting in one instance
near the close, where the second species is disclosed. The pass-
ing note (E, doubtless) being a sixth is of a mild character. The
harmonies—implied—are of two kinds, namely, the § and the §.

The next illustration (b) is from a remarkably good anthem
(%)
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for the period, entitled ¢ Rejoyce in the Lord,” by John Redford,
who in the reign of Henry VIII. was Organist of St. Paul’s
Cathedral. With the exception of the antepenultimate where

* Mensural song is said to have been invented by Franco of Paris, who
lived at a rather earlier date than the Cologne Franco.
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of a madrigal by Philippus de Monte (1521). It contains
portions written in the first, the fifth, and the fourth species of
counterpoint. In the eighth bar is seen a very early use of a
chromatic chord. Also of a melodic diminished third. The
student will observe that the illustrations (¢, d), have a har-
monic frame-work by no means hidden by ornamentation in the
way of passing-notes or suspensions; even in the illustration
(), though considerably elaborated, he can easily trace the

HeNry Isaac (14407?).
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harmonic backbone. Otherwise how distinguish passing notes,
suspensions, &c., &c.?

Saunders.—Strict Counterpoint. Part I.—Novello’s Edition. P
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But consecutive fourths with the bass is however, objected
to by most theorists: and in harmony, two second inversions
by similar motion are bad. It is of course questionable whether

the D (%, 7) is not a passing note, which would then somewhat
lessen the objection.

But Cherubini could not consistently have meant this D as a
passing note, as he would in that case be recognizing changing

notes in the upper part (). How then does he excuse the leap
from a discord ?

Although he does not explain this, a leap from a discord is
in fact not uncommon with the old masters (j, k), and were

N") ; . P T W
- T —— ———H Y ——
{ —< 1 II
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named by them discords of anticipation, because they antici-
pated the following harmony.

The student will see in Ex. (¢), though written at such an
early date, that much care was taken in the use of passing
notes, being seldom struck against an elemental taken by leap.
A noticeable point is, that passing notes are occasionally placed
on the accent, as the A in the third bar. The leap from G is

also a noticeable feature, as also that at the cadence #o a discord
by movement of a third.

In exemplication of the remarks made on Ex. 233, the following
example from Giovanni Bapte. Martini will not be without
interest to the student (Z).

MARTINI.
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224 HARMONIC FOUNDATION OF THE FUGUE.

THE HARMONIC FOUNDATION OF THE FUGUE, NO. 24, FROM THE
WOHLTEMPERIRTES KLAVIER,’’ BACH. ANALYZED BY KIRNBERGER,

lq38796 fsa
4 i Sl
#367% 44 ——4 43— "263 6,7
@ﬁﬁﬂqu—l——j—--r—w&-—-—.
e— —e = = ;
—
ko 8 9
47— 6 7—7—65 7
6 $25—5 4#——433— #:ﬁ,’ 67 §
e ———] ' L_i
9 6
76467 7 2 fa
$ 3254 434 43 % 446 5342
: S arr———r—rro] =
@@E‘Eéﬁ'_ﬁ:!_,__.bga =
9 8 9
5—7— 771 6 7 b5 6 7
2—f—f5s 43— 5646 7 % 4 35 9 8%
_&#TF#FJ' e e . ' :
i — 1 = I
7 8 —
#667
9 457 f184s — 687 $u 4 7
6.3 %2 3—4% 4:“327 565263 2 .8
> N 2 T { T TRRLT |
e S =St
7 s 9
5 — 6 749 8 9 9
4 3 3 %6% 4 3696%6 9696 9f6fe
; i = o2 fo P
e e
§
9 b2 7
36969696 969696%6 98—6367%
m | T H ! N,
e e e
-~ |




HARMONIC FOUNDATION OF COUNTERPOINT 225

k9 s 9 9
. a9

33T

w ||

sff-mis— 1t 5 ¢ s—tot B
' —p .:;‘;‘q:,:}-_g"ﬁ;:
==

: = . H———!
~ S I B L=
=
8 9
6 6565 f4— 5— 9
3 5743 2—2—369696 9696 96%6

SR
z e e
- o7
, 6 49
9 9649 g7 57
96965696 969160536 9—6 533 ¢
" gis 2 g2 o |
ECE D, o P o o P e
t———— 1 == F— L5 T i
—— ‘
19 8
7—19 8 9
q65——h77 6 6 7 4 7
4¢4—— 4334 526 7 % 8 6 -
B p——e [r Lt ereE
— e o e
= 3
9
$6 #6 7 6 67 98 544 6— 7
s 565% 43 65654 453 — 43464
-
=i==s s ——
9 9 8 9 —
65 §46—#ﬁ7h65 B4 7 7T—7—65
afpsh3a 3t 436 367F 45— —4f3—
fushspeshy 1436 367§ 45- —¢4
f_Y:ﬂ' [ T | ! o ]— } :ﬁl:
: ¥ - —_——
6
7 7 $6 67 g6 57
Pt 67 4 % 565% 4 45643
N £
:F—F—t—L ) S S S { I
==t —

Saunders.—Strict Counterpoint. Part L—Novello’s Edition.  Q












Novello's Original Octavo Editions of

ORATORIOS, CANTATAS, MASSES, ODES,
&c

FRANZ ABT.

MinsTER BELLS (FEMALE VoICES) SOL-Fa, 6d.

SPRINGTIME (pITTO) ITTO
SUMMER (p1TTO) Dirto
Tur Fays' FrRoLic  (DITTO) Dirro
THE GoLDEN CiTy (p1TTO) Dirro
THE SiLver Croup (DITTO) - Ditro
THE WATER FAIRIES (DITTO) DicTo
THE WISHING STONE (DITTO) DirTo
. H. ADAMS.

A DAY 1IN SUuMMER (FEMALE VOICES) ...

Dirto ’ISSOL-FA) 00

ADAMS.
THE CrOss OF CHRIST (SOL-Fa, 6d)
Tue HoLy CHILD (SoL-Fa, 6d.) .
THE RAINBOW OF PEACE ...
B. AGUTTER.

MissA DE Beara MaRriA VIRGINE, IN

C

(ExGLisH) (FEMALE VOICES) -
Missa DE SANCTO ALBANO (ENGLISH) ...
THOMAS ANDERTON.
THE NORMAN Baron
WRECK OF THE HESFERUS (Soz,-m, 4d)
YurLe TiDE ...

H ANGER
A SONG OF THANxsmva ooo
ARGENT.
Mass IN B FLAT (Sr Bmxamc'r)
. ARMES.
HEZEKIAH
ST. BARNABAS o
ST. JOHN THE EVANGELIST .
ARNOTT.

THE BALLAD OF CARMILHAN (SoL-Fa, 18, 6d.)
YouNG LOCHINVAR (SOL-FA,6d.) ..

EnpyMION (WITH RECITATION) ...

THE GIPSIES ...
ASTORGA.
J.'C. BACH.

1 WRESTLE AND FRAY (SOL-Fa, 2d)) ..

J. S. BACH.

SURE (CHORUSES

STABAT MATER

A STRONGHOLD
SOL-F4, 6d.)

BE NOT AFRAID (Sox. FA, 4d )

BIDE WITH US..

BLESSING, GLORY, AND WISDOM

ONLY,

CHRISTMAS ORATORIO o0
Dirto (ParTs 1 & 2)
Dirro (PARTS 3 & 4)

Dirto (PARTS 5 & 6)

GOD GOETH UP WITH SHOUTING .

GoD S0 LOVED THE WORLD

Gob’s TIME 1S THE BEST(SOL-FA 6d. ) oo

JESUS, NOW WILL WE PRAISE THEE w

ESU, FRICELESS TREASURE (Sm.-m, 61)

AGNIFICAT IND ...

Mass 18 B MINOR (CHORUSES ONLY Sox.-m,zs )

Misss BREVIS IN A oo

My SFIRIT WAS IN HEAVINESS ...

Now SHALL THE GRACE (DOUBLE CHORUS)

DirTo (SoL-Fa) ©

O LIGHT EVERLASTING (SoL-FaA, 6d.)

SLEEPERS, WAKE (SOL-Fa, 6d.) ...

‘THE LORD 1S A SUN AND SHIELD

THE PASSION (ST. JOHN) ...

TuE PassioN (ST. MATTHEW) ...
DiTT0 ( ABRIDGED, AS USED AT St. PAUL s)

THou GUIDE OF ISRAEL ... @

WHEN WILL GOD RECALL MY SPIRIT ...

JEsus SLEEPS, WHAT HOPE REMAINETH

1)6/04.

e b B
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A. S. BAKER s.
CoMMUNION SERVICE IN E o oo B
]. BARNBY
REBEKAH (SoL-FA, gd.) o e I
THE Lorp 1s KING (PSALM 97) (SOL-FA 1S) .. I
KING ALL GLORIOUS (SOL-FA, 14d.) w ©

LEONARD BARNES.

THE BripaAL Day ... oo

J. F. BARN ETT
PARADISE AND THE PERI ... s
THE ANCIENT MARINER(SOL-FA 25)
THE RAISING OF LAZARUS
THE WisHING BELL (FEMALE Voxcxs)
Ditto DITTO (SoL-FaA)

MARMADUKE BARTON.
Mass 18 A MAJOR (FOR ADVENT AND LENT) ...
BEETHOVEN.

A CALM SEA AND A PROSPEROUS VOYAGE
CHORAL FANTASIA (SOL-FaA, 3d.) ..
CHORAL SYMPHONY ...

Dirro (Vocu. PORTION)

DitTo (SoL-FaA) o
CovMUNION SERVICE IN C 5
ENGEDI; OR, DAVID IN THE WILDERHESS
Mass i C ... 000
Massin D ..,
MEEK, As THoOU LIVEDST HAST THOU DEFARTED
MounT oF OLIVES (CHORUSES SOL-FA, 6d.) ..
RuiNs oF ATHENS (SOL-Fa, 64.) ..
THE PrAISE oF Music

A. H. BEHREND
SINGERS FROM THE SEA (FEMALE VOICES)
DitTo (SoL-Fa)
WILFRED BENDALL.
A LEGEND OF BREGENZ (FEMALE VoOICES)
Dirrto (SoL-Fa) o0
Tue LADpy oF SHALOTT (FEMALE Voxcm)
DitTO (SoL-FaA)
SoNG Dances (VocAL SulTe) (FEMALE Voxcx:s)
KAREL BENDL.

‘WATER-SPRITE'S REVENGE (FEMALE VOICES) 1

SIR JULIUS BENEDICT.

Passion Music FRoM St. PETER...

ST. PETER .

THE LEGEND OF ST. CeciLia (SOL-rA 1s. 6d) 2

GEORGE J. BENNETT.

EAsTER HYMN 1
SIR W. STERNDALE BEN\IETT

INTERNATIONAL ExHIBiTION ODE (1862)

THE MAY QUEEN (SoL-Fa, 6d.) ...

THE WOMAN OF SAMARIA (SOL-Fa, xs) A

HECTOR BERLIOZ.

FausT (CHORUSES AND WORDS OF SOLOS ONLY )

-0 oW N

B

Mt g O RN it O N O

(-]

DO

.o

w

(SOL-FA, 18.) 2
THE CHILDHOOD OF CHRIST o 8
Ditro (CHORUSES AND

WoRrpS OF SOLOS ONLY, SOL-FA) ... w @

G. R. BETJEMANN.
THE SoNG OF THE WESTERN MEN ... o R

W. R. BEXFIELD.
ISRAEL RESTORED ... e 4
HUGH BLAIR

BLESSED ARE THEY WHO WATCH (ADVENT) 1
HarvesT-TIDE e oo 8
THE SONG OF DEBORAH AND BARAK ... o0 B

JOSIAH BOOTH.

THE DAY oF REsT (FEMALE VoICES) (SoL-FA,9d.) 1
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ORATORIOS. &c.—Continued.

KATE BOUNDY.
THe RivaL FLoweRrs (OPERETTA) (SoL-FA,6d.)

E. M. BOYCE.

THE Lay oF THE BROWN Rosary ...
THE SANDS OF CORRIEMIE (FEMALE Voxczs)
Ditto (SoL-FA)
YouNG LOCHINVAR ...
J. BRADFORD,
HARVEST CANTATA ...
W. F. BRADSHAW
GASPAR BECERRA ...
Jf BR‘\HMQ.
A Sona oF DESTINY -

CHARLES BRAUN
QuUEEN MAB AND THE KoBoLLS (OPERETTA) ...
Drt10 DITTO (SoL-Fa)
SIGURD ...
THe COUNTRY MOUSF AND THE Towx Movsn
(FOR CHILDREN) (SUL-Fa, 4d.)
‘THE SNow QUEEN (OFERETTA) (Sox.-n ﬁd.)

A. HERBERT BREWER.
EMMAUS (SOL-FA, 9d.)
NINETY-EIGHTH PsaLm ..
‘O PRAISE THE LORD
Tue HoLY INNOCENTS (In the Puss)

J. C. BRIDGE.
Danier ...
RESURGAM
RuDEL ...

J. F. BRIDGE.
Boapicea 50 oF
CALLIRHOE (SOL-Fa, ‘Is. ﬁd)
FoRrRGING THE ANCHOR (SOL-FA, xs )
HyMN 70 THE CREATOR ...
MouNT MORIAH
NINEVEH
Rock oF Acss(Lum AND ENGL]SH)(SO[/FA 4d )
THE BALLAD oF THE CLAMPHERDOWN s
Ditto (Sox.-n)
THE CRADLE OF CHRIST (“ STABAT MATER
SPECIOSA ) 8.4
THE FLaG oF ENGLAND(SOL-FA,gd)
THE FrROGS AND THE OXx (FOR CHILDRBN) =
Dirto DITTO (SoL-FA) ...
The INcHcAPE Rock i3 3
THe LORD'S PRAYER (Sox.—m 6d)
THE SPIDER AND THE FLY (FeMALE VOICES) ..
Dirto DITTO (SoL-rA) ...

DUDLEY BUCK.

THE LIGHT oF AsiA

EDWARD BUNNETT.

OuTt oF THE DEEF (PsaALM 130) ...

T. A. BURTON.

CaPTAIN REECE (Boys’ VoOICES) (SoL-FA, 6d.)
THE TRAGEDY OF Cock ROBIN (SHORT ACTION
Pi1EcE) (SOL-FA, 3d) ...

BYRD.

w.
Mass For Four Vorces ...
CARISSIMI
JEFPHTHAR o sol
A. von AHN CARSE.
THE LAY oF THE BROWN Rosaky ..
GEORGE CARTER.

SINFONIA CANTATA (PsaLM 116)...

WILLIAM CARTER

PLACIDA (CHOERUSES ONLY, 18.)

CHERUBINI

Fourth Mass N C ...
FirsT REQUIEM Mass, C MINOK(LAT AND ENG )
SEconD Mass IN D MINOR .
THIRD Mass (CORONATION)
E. T CHIPP.
%‘on .- ] a
AOMI ... e Wonth 24
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HAMILTON CLARKE.
DruMs AND VOICES (OPERETTA) (SoL-Fa, od.)
Horxpipe HARRY (OPERETTA) (SOL-FA, 9d.) ...
PEPIN THE PIPPIN (OPERETTA) (Sou—n\ 0d.) ...
THE Daisy CHAIN (OPERETTA) (SOL-Fa, 0d.)
THe MissiNG DURE (OPERETTA (SoL-FaA,0d.)

GERARD F. COBB.

A SoNG oF TRAFALGAR (MEN'S VoIcES

S. COLERIDGE- TAYLOR
THE ATONEMENT ...
SCENES FRUM THE SONG OF HIAWATHA ..
Dirto DITTO (SoL FA)
HiawaTHA'S WEDDING-FEAST (SoL-Fa, 15.) .
Ditro DirTo
THE DeATH OF MINNEHAHA (SOL-FA, Is.) ..
HiawATHA'S DEPARTURE (SOL-Fa, 15.) ..

THE BLIND GIRL OF CASTEL-CUILLE (aox.-n,xs ) 2
i )

MEG BLANE (SoL-Fa, od.) ..
PREDBRICK CORDER

THE BRIDAL OF TRIERMAIN (SOL-FA, 18.)

SIR MICHAEL COSTA

THE DREAM

H. COWARD
GARETH AND Liner (CHORUSES ONLY,
SoL-FA, 15.)
THE STORY OF Bp.'ru.mv (Sop—n is. 6d)

F. H. COWEN.

A DAUGHTER OF THE SEA (FEMALE VOICES) ...

DirtTo DITTO (SoL-FA)
A SoNG OF THANKSGIVING ... .
CHRISTMAS SCENES (FEMALE Voxcns)

DirTo DITTO (SOL-FA)
CoroNATION ODE ...
JouN GILPIN (Sor-FaA. xs)
ODE TO THE PASSIONS (SOL-FaA, ls)
RUTH (SoL-FA, 1s. 6d.) o
ST. Joun's EvE (SoL-Fa, 1s. 6d.
SLEEPING BzAun(Sou—n 1s. 6d.)
SUMMER ON THE RIVER (FEMALB Voxczs)

Ditt0 DITTO (SoL-FA) ...
THe Rose oF LiFe (FEMALE Vv. )(So:.-n,gd )
THe WaTer LiLy ...
VILLAGE SCENES (FEMALE Vv ) (Soxfn gd)

. MAUDE CRAMENT,

I wiLL MAGNIFY THEE, O GoD (PsaLm 145) ...
LittLe ReEp RipinG-HOOD (FEMALE VoICES)

W. CRESER.

EupoRra (A DramaTIC IDYLL) ..

W. CROTCH.

PALESTINE e T
W. H. CUMMINGS.
THE Fairy RinG

W. G CUSINS.

Te DEun o
FELICIEN DAVID.

THe DeserT (MALE VOICES)
H. WALFORD DAVIES
Herve RIEL ...
THE TEMPLE ... &
THE THREE JovIiAL HUNTSMBN (Fouo)
P. H. DIEMER.
BETHANY
M. E. DOORLY,
F. G. DOSSERT.
CoMMUNION SERVICE IN E MINOR ...
Mass 1N E MINOR ...
LUCY K. DOWNING
A PARABLE IN SoNG = LY
o Md O DU\THILL
TuBAL CAIN ... S
F. DUNKLEY.
THe WRECK OF THE HESPERUS ..

LazArvus
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ORATORIOS, &c.—Continued.

3
| N i
ANTONIN DVORAK. s. d. | NIELS W. GADE. s d.
r(\:ﬂo;,nmmxl;m Service 1IN D et 72 gi g:::xs':rAMAs EVE (SoL-FA, 4d.) ... o hAie
ASS IN e % & ALA .., e 2 O
Patrioric HYyMNn ... 1 6 ExL-KING'S DAUGHTER (SOL “FA, 9d) w I O
Ditro (GERMAN AND BOHEM!AN Wonns) 3 of | PSYCHE (SOL-Fa, 1s. 6d.) we 2 6
REQUIEM Mass » L. we 5 O %FR!Né- s MESSAGES(SOL m.ad) ocb we 0 8
St. LUDMILA ... 5 o| THE RUSADERS( OL-F4, IS.) ... e 2 O
DitTO (GBRMAN ‘anD BoHEMIAN Wo:ms) 8 o|ZoN .. el O
STABAT MATER (SoL-Fa, Is. 6d.) . 6
Dirto (Euousu Woans) In thePrtss) Aenar (MA&EIIEII;‘:) GADSBY
THE SFPECTRE'S BRIDE (SOL-Fa4, Is. 6d.) ROl o eI (oY20) N 2 g
DitTo (GEMX‘N ;LNDS;’;SEMN Worns) 6 o LoRD OF THE ISLES (SOL-FA, Is. 6d.) 2 6
E A OF SOPHOCLES 1 6 F. W. GALPIN.
L eV e Ye Orpe ENGLYSHE PASTYMES
SALVATOR MUNDI ... 2 6
JOHN B. DYKES (FemaALE VoIces) 1 6
THE LORD Is MY SHEPHERD .. oo 1 oly G. GARRETT.
1 ARVEST CANTATA (Soz.-m 6d) 00 e 1 O
THESE ARE THEY (SoL-FaA, 2d.) .. o 6 T
HE SHUNAMMITE o . 30
i HHJ hDWARDS G THE TWO ADVENTS . we 1 6
RAISE TO THE HoLIEST ... .. 1 o
THE ASCENSION oo we aee 2 6 R. MACHILL GARFH
Toe EPrpraNy 3 39 ¥}Z‘IEK‘%’;LD HUNTSMAN o " ‘: g
EDWARD ELGAR
THE APOSTLES (Parts 1., II.) (CHORUSES AND A. R. GAUL
WORDS OF SELOS ONL&I SOL-Fa, 2s. 6d.) o 5 0 AROU'};"TTHE WINT';:_‘:TFIRE gEMAL;* Voices) 2 o
Ditrto (GErMAN WoORDS) 8 Marks, 1TTO DITTO OL-FA) ... o9
CARACTACUS (CHORUSES ONLY, SOL-FA, 15.6d.) 3 6| A SONG oF LIFE (ODE TO MUsic) (SoL-Fa, 6d) 1 o
KinGg OLAF (CORUSES ONLY, SOL-FA, Is. 6d) 3 o ISRAEL IN THE WILDERNESS (SOL-FA,1s) .. 2 6
Te DeuMm AND BeNepIcTus, IN F 1 ol JoaN oF Arc (SoL-Fa, 1s.) o w2 6
THE BANNER OF ST. GEORGE (SoL-FA 1s) 1 6| PASSION SgRVICE ... o w 2 6
THE BLACK Kugxm e 2 0 X;UTEHESS::P?{ od. )((IS:HORUS{!IS om.‘;, xs) we 2 0
THE DREaM OF GERONTIUS 6|1H LFPL L (FEMALE VoIces 2 o0
(Dx'n'Ao GERMAN \éVoRDs 6\{arks) (Dx-r-ro, P THE HDARE AND THE lolr)vroxss(Foa CH(ISLDREN)) 1 g
CHORUSES ONLY, SOL-FA) _ .. | N} ITTO 1TTO OL-FA) ©
Tue LiHT oF Lire (LUX CHRISTI) . e 2 6 %32 *Egg\é Crty (SoL- \};\l’\ 1s. )(F . ¥ : 2z 6
ND OF THE W00D (FEMALE VOICES) 1 o
ROSALIND F. ELLICOTT DitTo DITTO DITTO (SoL-rA) o 8
Lysium e« 1 O|THE PRINCE OF PEACE (SOL-Fa, 1s.) wo A3
THE BIrTH O(l;lSJoSNFAV S RNEST 16 ¥m: Ten VIRGINS (SOl(.-;A, 1s.) .- v W 2 6
OILERS OF THE DEEF (FEMALE VOICES) .. 2 ©
ALL THE YBAR ROUND (FEMALE Voxcxs) UNA (SoL-FaA, 18.) ... 2 6
(SoL-ra, 9d.) - 1 6| UnioN Jack (UN1soN Soxe wiTH ACT!ONS) o 6
HARRY EVANS FR. GERNSHEIM !
THE VICTORY OF ST, GARMON (SOL-FA,9d.)... I 6| SarLamis. A TRIUMPH SoNG (MALE VOICES) 1 6
s J. éEYRB. E. OUSELEY GILBERT.
CoumUNION ERV'?I"‘ I%A(}:‘,!E{Z 10 SAN';)A Craus AND His COMRADES (OPESRETTA) 2 0
g c 1TTO DITTO (SorL-FA) o 8
A Merry CHRISTMAS (FEMALE VoIcEs) 3
(SoL-ra, 6d.) ... 2 O Domarh F. E. GLADSTONE. 6
SoNs oF THE EMPIRE (FEMALE Voxcss) o 2
(Sor-ra,6d.) .. 1 6 GLUCK.
Rep Riping-Hooo'’s RECEPTION (OPERETTA) 2 6| ORPHEUS (CHORUSES, SOL-FA, 15.) S E36
Ditro EADITTI\.} FAli]IOL-PA) 0 g Dirro (Act Il. oNLY) ., w I 6
TO NG ‘PERCY GODFREY
BUT(EERCU:S AI;D Darsies (FEMALE Vorczs) P THE SONG OF THE AMAL.. wi we o 1 6
OL-FA, 9d e 1 HLERMANN
HENRY FARMER By THE WATERS OF BAE{LON(%I(’)SI;:!};Zmy) we I O
Mass IN B FLAT (LATIN AND ENGL!SH) NENIA ... S8 G
(SOL-P;SR)CY.-E FLETCHE s+ 2 0| THE WATER-LILY (MALE VoICES)  ©e o 1 6
R. A. M. GOODHART.
THE OLD YEAR'S VISION (OPERETTA).. we 1 6| ApeTHUSA ... svdll bW . W0
Ditto Dirrto 'SOL-PA 0 6| KarL HALDAN'S DAUGHTER v o I o
THe Toy KEVIEW (OPERLTTA) (SOL-FA, 8d) ... I 6|Sik ANDREW BARTON  .o. we  we oo I ©
THE ENCHANTED ISLAND (O¢ERETTA) e+ 2 O] THE SPANISH ARMADA .. e e .u 0 6
DitTo DITTO  (SOL-FA) «« 0 9| FounDERr's Day, ODE VS B
. C. FORRESTER. CH. GOUNOD.
THe KALENDAR (FEMALE VoIcEs) (SoL-Fa,9d)) 2 o Cou[n)aumon (S;.vaca (w%\SISE SOéENNEV LLE)w. 1 6
MYLES B. FOSTER. ITTO ROISIEME MESSE SOLENNELLE) 2 6
, DAUGHTERS OF JERUSALEM we 1 O
Snow Farries (FEMALE VoiIces) (SoL-FA,6d) 1 6
THE ANGELS OF THE BELLS ( FEMALE Vorces) 1 6| DF PRB:;’:OD'S (PsaLy 13(") &I;AJ;ND‘Yr?xffxass)s) H g
Dirro DITTO (SoL-FA) o 8
Tue Bonnie Fisuwives {FEMALE VOICES) 1 6 S[A;'L;A (S'S:L 5, 4'd )(Sr ¢ v ol
Dirp FRpDT TR0 (SatrAl g o O g Mo?ass ET Vll?['l:b'(il;:l'gll‘l OR E:!glfll:l-)l) (xi g
THe Cg‘:{_’;g OF ::_"_'::‘_OK‘NG gﬁ:’:}i‘;‘ Voices) ; g DitTo, SoL-PA (LATIN AND ENGLISH) 2 o
OvuT OF DARKNESS ... I o
ROBERT FRANZ. O COME NEAR TO THE CROSS (STABAT MATER) o 8
PRAISE YE THE LorD (PsaALM 117) «w. I 0| REQUIEM Mass (FROM “ MORS ET ViTA”) ... 2 €




ORATORIOS, &c.—Continued.

CH. GOUNOD.—continued.
THE REDEMPTION (ENGLISH WORDS) .. ...
Ditto {SoL-Fa)
Ditro (FrencH WORDS)
DirTo (GERMAN WORDS) .
THe SeveN WORDS oF OUR SAvxoun oN THE
Cross (FILLE JERUSALEM) .
TROISIEME MESSE SOLENNELLE..,
C. H. GRAUN.

Te DeuM 000
THe Passion oF OUR LORD (Dzn Top jnsu)
(CHORUSES ONLY, IS.) ... s

ALAN GRAY

AREBTHUSA ...
A SONO OF REDEMPTION ...

Tue LEGEND OF THE Rock-Buoy BELL
THe WIDOW OF ZAREPHATH

J. 0. GRIMM.

THE SouL's ASPIRATION ...

G. HALFORD.
THE PARACLETE ..

E.V. HALL.

IS IT NOTHING TO YOU (SOL-FA, 3d.) ...

HANDEL.
Acis AND GALATEA ...
Ditro, NEW Emnou,amnn BYJ BARNB\'
Dt‘rro DITTO (SoL-rA) -
ALCESTE
ALEXANDER BALUS .
ALEXANDER'S FEAST...
ATHALIAH o
BELSHAZZAR ...
CHanpos Te Deum... ©
CORONATION AND FUNERAL ANTHEMS., Cloth
Or, singly :
LET THY HAND BE STRENGTHENED
My HEART IS INDITING o oo,
THE KING SHALL REJOICE (SOL-PA 3d)
THE WAYS OF Z1ON ...

ZADOK THE PRIEST (SOL-PA, x}d)...
DEeBORAH @ o
DETTINGEN TE DEUM _ ...
Dixitr DoMINUS (PROM PsaLM uo)
ESTHER . o0

HERCULES (CHOEUSES om.v, xs.)
IsRAEL 1N EGYPT, EDITED BY Mannussonu
IsraEL 18 EGYPT, EDITED BY V, NOVELLO.
POCRET Emnou (SOD—FA. 18.)
EPHTHA
OSHUA «oe ..
UDAS MACCABEUS (Sor.-m, xs) v
uDAS MaccaBZEUs. POCKET EpitioN
DitTo (CHORUSES ONLY)..,
L'ALLEGRO  (CHORUSES ONLY, IS.) ...
Nis1 DoMmINus oo
O COME LET US SING UNTO THE LORD (FKFTH
CHANDOS ANTHEM) 1
ODE oN St. CECILIA’'S DAY o d
O prA1sE THE LORD WITH ONE CONSENT
(Si1xTH CHANDOS ANTHEM) ...
O PRAISE THE LORD, YE ANGELS (Fouo)
SAMSON (SOL-FA, Is.) oo
SAuL (CHORUSES ONLY, 1s)
SEMELE ...
SoLoMON
SUSANNA
THEODORA
THE Messian, ©EDITED BY V. NovELLo
(SOL-FA, 1S) ...
THE MEssIAH, DITTO. POCKET EDITION
THE MESSIAH, EDITED BY W. T. BEST

con

Dirro (SoL-Fa) ...
Ditro (CHORUSES ONLY)...
Ditro EDITED BY E. PROUT(SOL-FA ls)

THE PAssION ... .
THE PASSION OF CHRIST (ABRIDGBD) %
THE TrruMpH oF TIME AND TRUTH ...
UTRECHT JUBILATE ... ... v
SYDNEY HARDCASTLE
SING A SONG OF SIXPENCE (OPERETTA)
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BASIL HARWOOD.

IncrLiNA, DoMINE (PsALM 86) ...
F. K. HATTERSLEY.

Kine RoBERT OF SICILY ... E o8

HAYDN.
FIRST MASs IN B FLAT (LATIN)... i
DirTo (LATIN AND ENGLISH)
InsanzE ET VaANnE CURZ (DITTO)
SEcOND Mass IN C (LATIN)
SIXTEENTH MAss (LATIN) .. oue
Te DEuM (ENGLISH AND an)
THE CREATION (SOL-FA, 15.) .
THE CREATION. PockeT EpIiTION
THE PAssION; OR, SEVEN LasT WORDS OF oun
SAVIOUR ON THE CROSS
THE SEASONS ..,
EAcH Sm\son smgly (Srnmc., Sor.-n, 6d. )
THIRD Mass (Inrnmn) {LATIN AND ENGLISH)
Ditto (LATIN)...

BATTISON HAYNES.
A SEA DreaMm (FEMALE VoICES) (SOL-FA, 6d.)
THE FAIRIES' ISLE (FEMALE VOICES) ...
THE SEA FAIRIES (FEMALE VOICES) (SOL-FA, 6d )
C. SWINNERTON HEAP.

FAIR RosaMOND (SoL-Pa, 2s.) (CHORUSES ONLY,

18, 6d.) ... an oo T, oo
EDWARD HECHT.
ERric THE DaNE O
O may I join THE CHOIR INVISIBLE 4
GEORG HENSCHEL.
OuT OF DARKNESS (PSALM 130) ... %
STABAT MATER oo oA . oo .

Te DEUM LAUDAMUS IN C o
HENRY HILES

THE CRUSADERS =
Gobp 1S OUR REFUGE
WAR IN THE HouseHOLD ..

FERDINAND HILLER.
A SoNa or VICTORY (SoL-FA, 9d.)
NALA AND DaMAYANTI L
ALL TEEY THAT TRUST IN THEE

H. E. HODSON.

THe GOLDEN LEGEND ...

HEINRICH HOFMANN
CHAMPAGNERLIED (MALE Vochs)
CINDERELLA
MELUSINA e
SONG OF THE NORNS (quu.z Voxczs)

C. HOLLAND.,

AFTER THE SEIRMISH P oo

T. S. HOLLAND.
Kine GOLDEMAR (OPERBTTA) (SOL-FA, 9d.)

GUSTAV VON HOLST.
THe IDEA (OPERETTA) (SOL-FA, 6d.)
HUMMEL.
ALMA VIRGO (LATIN AND ENGLISH)
COMMUNION SERVICE IN B FLAT ...
DitTo N E FLAT ...
DitTo IND
FIRST Mass IN B PLAT =
Quob IN ORBE (LATIN AND Enausu)
SECOND Mass IN E FLAT ...
THIRD MAssIND ...
W. H. HUNT.
STABAT MATER
G. F. HUNTLEY.
Puss-1N-BooTs (OPERETTA) (SoL-Fa, 9d.)
VICTORIA; OR, THE BARD's PROPHECY
(Soz.-m, 1s.)

wen

o oo

H. H. HUSS.

AvVE MARIA (FEMALE VOICES) ...
F. ILIFFE.

..

oo

SweeT EcHo ...

HRMHMHO MM N

oW N

- NOBN - NN

N

-

-

“HOMNNNO

oocoothod+ 00 =}

©o0000

(= =1

[-X-N-N-3 © @O o oo, (=230

(=] ©

o

OO0+ 00 O00H



ORATORIOS, &c.—Continued.

W

W. JACKSON.
G. JACOBI.
CINDERELLA (OPERETTA) (SOL-FA, 18.) ...
D. JENKINS.
DAVID AND SAUL (SOL-FA,28.) ...
A. JENSEN.

THe FeasT or ADONIS ...
W. jOHNSON

H. FESTING JONES.,
Kina BurBous (OPERETTA) (SOL-FA, 8d.)
C. WARWICK JORDAN.
BLOW YE THE TRUMPET IN ZION ...
N. KILBURN.
By THE WATERS OF BABYLON ... ©
Tue LorD 1s MY SHEPHERD (PsaLM 23)
THE SI1LVER STAR (FEMALE VoICES) .

ALFRED KING.
OLIVER KING.
By THE WATERS oF BABYLON (PsALM 137)
ThE NaiaDs (FEMALE VOICES) ...

THE ROMANCE OF THE ROSES ...
THE SanDs o' DEk (SoL-Fa, 2d.)

THE YEAR

Ecce Houo

THE EPIPHANY

J. KINROSS.
SoNGs IN A VINEYARD (Fawu.z Voxczs)
Ditt0 (SoL-ra)
LAHEE.
THE SLEEFPING Bswry (FEMALE Voxczs)
DitTo SOL-FA) ...

G.F. LB JEUNE.’
COMMUNION SERVICE IN C
FIrsT Mass IN o
EDWIN H LEMARE.
*T1S THE SPRING OF SOULS TO-DAY
COMMUNION SERVICE IN F o o0
LEONARDO LEO
DixiT Dominus
o LEONI.

THE GATE OF LIFE (SOL-Fa, 18.) ...
H. LESLIE.
THe FirsT CHRISTMAS MORN ...
F. LISZT.
THe LEGEND oF St. ELIZABETH
THIRTEENTH PSALM
. H. LLOYD.
A HyuNoOF THANKSGIVINO
ALcesTIs (MArE VoICES)
ANDROMEDA ...
A SonG oF JUDGMENT
HERO AND LEANDER...
RossaLL -
SI1r OGIE AND -n-u: Lapie ELSIE o0
THE GLEANERS' HARVEST (FEMALR Vmcns)
THE LONGBEARD'S SAGA (MALE VOICES)
‘THE SoNG OF BALDER oo -
THE RIGHTEOUS LIVE FOR EVERMORE
CLEMENT LOCKNANE.
THE ELFIN QUEEN (FEMALE VOICES)...
HARVEY LOHR.
THE QUEEN OF SHEBA (CHORUSES ONLY, 18.) ...
W. H. LONGHURST.
THE VILLAGE FAIR (FEMALE VoOICES) ...
C. EGERTON LOWE.
LiTTLE Bo-PEEP (OPERETTA) (SOL-FA, 4d.) ...
HAMISH MacCUNN.
LAY OF THE LAST MxNSTREL(SOL-PA, 18.6d.)...
LorD ULLIN'S DAUGHTER (SoL-FaA, 8d.)...
G..A. MACFARREN.
M]Ax (GREEK PLAY) ... o0
AY Day (SoL-ra, 6d.)
QuTwARD Bounp -

NN - - -

NW

e ) e N N

G. A. MACFARREN.—Continued.
0| SoNGs IN A CoRNFIELD (FEMALE Voxcns)
Dirto DITTO (SoL-ra) .
o | ST. JouN THE BaPTIST ...
Dirro CHORUSES ONLY (SOL n)
THE LapY OF THE LAKE ...
o Dirro CHORUSES ONLY (SOL-PA)
THE SoLDIER'S LEGACY (OPERETTA) ... 0
0 A. C. MACKENZIE
BETHLEHEM ... .
DitTOo Act II., SEPARATELY
Jason ...
UBILEE ODE .., e T
O | THE BRIDE (SOL-FA, 8d) ..
THE COTTER'S SATURDAY NIGHT (SOL-FA xs)
o| THE DREAM OF JUBAL o
Dr1ro CHORUSES ONLY (Sor. FA)
THE NEw COVENANT
THE RoSE OF SHARON (SOL-Fa, 2s. ) .
‘THE PROCESSION OF THE ARK (CHORAL SCENE)
DitTo DITTO. (Sox. FA)
THE STORY OF SAYID oo
VENI, CREATOR SPIRITUS ...
C. MACPHERSON

By THE WATERS OF BABYLON (PsALM 137) ...

L. MANCINELLI.

Ero B LEANDRO (OPERA) ... oo

F. W. MARKULL

Roranp’s Horn (MALE VOICES)...

F. E. MARSHALL.
PRrINCE SPRITE (FEMALE VOICES)
CHORAL DANCEs FROM DiTTO ..\

GEORGE C. MARTIN.
COMMUNION SERVICE IN A...
TTO IN e e . .o
FesTivaL T2 DEUM IN A (SOL-FA, 2d.)

J. MASSENET.
g MaNON (OPERA) &
] . MASSER.

HARVEST CANTATA

° J. H. MAUNDER.
OLIVET To CALVARY (SOL-Fa, gd.) vr
PENITENCE, PARDON, AND PEACE (SoL-FaA, xs)

J. H. MEE.
DELPHI, A LEGEND oF HELLAS (MALE Voxczs)
Hom'tws (MALE VOICES) ..
Missa SOLENNIS IN B FLAT
\IENDELSSOHN
ANTIGONE (MALE VoICES) (SOL-FA. 15.)
As THE HART PANTS (PsaLM 42) (SoL-Fa, 6d)
ATHALIE (SOL-FA, 8d.)
AVE MAR1A (SAVIOUR OF SINNERS; (Dousz.s
CHOIR) ...
CHRISTUS (SOL-Fa, 6d)
CoOME, LET US SING (PSALM 95] (SOL FA, Gd)
ELIJAH (SOL-FaA, 18.) e
EvLrjan (Pocker EpITION)
| FESTGESANG (HYMNS OF PRAISE) (s AT, B)
' DitTo (SoL-ra) ..
DitTO (MALE VoOICES) (7. 'r B.B. )
| HEAR MY PRAYER (S. SOLO AND CHORUS)
DiTtTO DITTO e
DirTo (SOL-FA) ...
HyMN oF PRAISE (LOBGESANG) SoL- l’A J6d. N aa
0 | Junce ME, O GobD (PsALM 43) (SOL-FA, xgd)
| LAvDA S10N (PRAISE JEHOVAH) (SOL-FA, 9d.) ...
LORD HOW LONG WILT THOU (SoL-Fa, 4d.) ...
| LORELEY (SoL-Fa, 6d.) o
! ! MAN 1s MORTAL (l:,lmn Voickes)
| MipsuMMER N16HT'S DREAM (FEMALE Volcns)
Ditto DITTO .SoL-FA) 00
6 i My Gop, wHy, O WHY HAST THOU FORSAKEN
ME (PsALM 22) ...
Not unTo Us, O LorD (PsALM us)
(Epirus AT CorLonos (MaLE Voices) ...
0 | ST, PAUL (SOL-F4, 15.) oo oo
0 | ST.PauL (PocKET EDITION)
o | SiNG To THE LORD (PsaLu g8) ...
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ORATORIOS, &c.—

Continued.

MENDELSSOH N.—Continued.
SIX ANTHEMS FOR THE CATHEDRAL AT BERLIN.
FOR 8 VOICES, ARRANGED 1N 4 PARTS
SON AND STRANGER (OFERETTA)
THE F1rRsT WALPURGIS NIGHT (Sox.-u IS)
THREE MoTETS FOR FEMALE VOICES ...
(D1rr0, SOLi-RA, 13d., 2d., AND 2d. EACH)
To THE SONS OF ART (MALE Voxcas)
DitTo (SoL-ra) ...
WHEN ISRAEL OUT OF EGYFT CAME (Son-m,gd )
WHY RAGE FIERCELY THE HEATHEN

“ee 0
R. D. METCALFE anp A. KENNEDY.

PRINCE FERDINAND (OPERETTA) (SOL-FA,9d.)...

MEYERBEER.
NINETY-PIRST PsaLM (LATIN) ...
Dirro (ENGLISH)
A. MOFFAT.
A CHRI1STMAS DREAM (CANTATA FOR CHILDREN)
Ditro (Sor-Fa) ... .
B. MOLIQUE
ABRAHAM oo
A MOONIE
A  WooDLAND DREAM (FemaLe VoIcEs)
(SoL-Fa, od.)
KILLIECRANKIE (SOL-PA 8d. )
MOZART.
COMMUNION SERVICE IN B FLAT (LA‘rw AND
ENGLISH) ...

FirsT Mass (LATIN AND ENGLISH)
GLORY, HONOUR, PRAISE. THIRD MOTET ...
Have mercy, O Lorp., SEcOND MOTET
KinG THAMOS %3

LITANIA DE VENERAEILI ALTARIS (1IN E n.n)
LitaN1A DE VENERABILI SACRAMENTO (IN B

FLAT)
O Gop, WHEN THOU APPRAREST. FIRST MOTET
DitTo Ditro (SOL-FA)
REQUIEM Mass e,
DitTo (LA-rm AND ENGLISH)
Dirto Dirto (SOL—FA)

SeveNTH Mass IN B rLAT
SPLENDENTE TE, DEUS. FiIRrsT MoTeT
TwWELFTH Mass (LaTIN) ...

Ditto (LATIN AND ENGusn) (SOL FA gd)

E. MUNDELLA.
VicToRry OF SoNG (FEMALE VoIcEs)

DR. JOHN NAYLOR.

JEREMIAH e e e
]. NESVERA
DE PRrRoOFUNDIS 52 >
E. A. NU\IN
MassinC ..
E. CUTHBERT NUNN.
THE FAIRY SLIPPER (CHILDREN'S OFERA) ...
Ditto LITTO (SoL-FA)
A. O'LEARY.

Mass or ST. JoHN ...

REV. SIR FREDK OUSELEY

THE MARTYRDOM OF ST. POLYCARP

R. P. PAINE.

THe Loro ReIGNETH (PSALM 93)

PALESTRINA.
CoMMUNION SERVICE (Missa Parx MArceLLI)
COMMUNION SERVICE (ASSUMFTA EST M.mu)
Missa AssUMPTA EST MARIA .ee vee
Missa Brevis...
Missa “O ADMIRABILE Couusncmm e
Missa Par& MARCELLI ...
STABAT MATER

oas e

H. W. PARKER
A WANDERER'S PSALM
Hora NovissiMA ...
LEGEND OF ST, CHRISTOFHER ...
THE KOBOLDS... ... o
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C. 1I. H. PARRY.
AcaMeMNON (GREEK PLaY) oee
A SoNG OF DArKNESS AND LIGHT
BLEST PAIR OF SIRENS (SoL-Fa, 8d.)
Ditto (ENGLISH AND GERMAN

DE ProFuNDIs {PsaLM 130)

Eton ...

INVOCATION To Music

JoB (CHORUSES, SOL-FA, 1S.) ...

JupitH (CHORUSES, SOL-FA, 28.)...

KiNG SAauL (CHORUSES, SOL-FA, ls.6d) e

L’ALLEGRO (SOL-FA, 15. 6d.)

MAGNIFICAT (LATIN)

Ope 10 Music

ODpE oN ST. CECILIA'S DAY (SOL n, u)

ProMETHEUS UNBOUND

TE DeumM LauvpamMus (LArtiN)

THE GLORIPS OF OUR BLOOD AND STATE

THE Lorus-EATERS (THE CHORIC SONG) ...

WaARr AND PEACE ... s
Dit10 CHorUsEs AND WORDS

SoLas ONLY (SOL-FA) ..
Voces CLAMANTIUM (Tua VoicES OF THEM

THAT CRY)
B. PARSONS.

M PATTISON
May Day .
LonpoN CrIES i
THE ANCIENT MARXNBR(CHORUSBS om.y rs)
Tue LAy or THE Last MINSTREL (Cl-mnusss
ONLY, I8.) ..
Tne MIRACLES OF CHRIST (Sox,-n 6d. )
L. PEACE.
ST. JoHN THE BAPTIST (SOL-FA, 18.)
PERGOLESI.
STABAT MATER (FEMALE VoOICES) (SOL-FA, 6d.)
CIRO PINSUTI.
PHANTOMS —-FANTASMI NELL' OMBRA
PERCY PITT.
HOHENLINDEN (‘thns VoOICES) ..

. POPHAM.
. B. POWELL.

PaNGE LiNGUA (SING, MY TONGUE) ...

A. H. D. PRENDERGAST.
THE SECOND ADVENT
“W. PRIEST.

THE CENTURION'S SERVANT ...

C. E. PRIT(.HARD
E. PROUT.

DaMmON AND PHINTIAS (MALE VoICES) ...

FREEDOM -

HEREWARD ... ook e
%UEBN AIMER (Fnuu_n Voxczs) <
HE HUNDREDTH PsaLm (Suun 4d.)...
THe Rep Cross KNIGHT (SoL-Fa, 28.)

H. PURCELL.
Dipo AND ZENEAS
ObE ON ST. CECILIA'S DAY
Te DeumM AND JUBILATE IN D
Ditro (Edited by Dr. mecn) (Sou—n 6(!)

oF

THE CRUSADBR

EARLY SPRING

KuNacEPA

KING ARTHUR...
THE MASQUE 18 DIoCLESIAN "
LADY RAMSAY
THe BLEssED DAMOZEL ... &
G. RATHBONE.
VOGELWEID THE MINNESINGER (CHILDREN'S
Voices) (SoL-FA, 6d.) ...
F. J. READ.
THe SoNG oF HANNAH ...

P H. READ.

BARTIMEUS
CARACTACUS
HAroOLD

.o vee

—-Nw e

Di11TO (LATIN ARRANGEMENTBY R.R. T ERRY)
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ORATORIOS, &c.—Continued.

~

J. F. H. READ. Contznued
IN THE ForREST (MALE VOICES) .. ¥
PsycHE (CHORUSES ONLY, 2.) ..
THE CONSECRATION OF THE BANNBR
‘THE DEATH OoF YOUNG ROMILLY
Tue HESPERUS (SOL-Fa,
DO U(:LAS REDMAN

Cor UnaM, Via Una (FEmMALE VoICES)
C. T. REYNOLDS.

CHILDHOOD OF SAMUEL (SOL-FA, 18.) .

ARTHUR RICHARDS.
PuNcH AND Jupy (OPERETTA) (SOL-Fa, 6d.) ..
THE WAXWORK CARNIVAL (OPERETTA)
DitTo DITTO (SOL-FA)

e V. ROBERTS.
ONAH ... wee .e . wee
HE PASSION ...
W. S ROCKS’I‘RO

THE Goon SHEFHERD

§ o iy ROECKEL
LitTLE SNOW-WHITE (OPERETTA) (Sor. -FA, gd. )
THE Hours (OPERETTA) (SOL-FA, Sg
THE SILVER PENNY (UPERETTA) ( OL-PA gd)
EDMUND ROGERS.
‘THE FOREST FLOWER (FEMALE VOICES)

ROLAND ROGERS.
FrLoraBEL (FEMALE VOICES) (SOL-FaA, 1s)
PRAYER AND PRraISE (OBLONG) ... o
F. ROLLASON.
Stoop THE MoOURNFUL MoOTHER WEEPING
(STABAT MATER DOLOROSA)
MBERG.
Tue LAY oF THE BELL (NEw EDITION, TRANS-
LATED BY THE REev. ]J. TrouTBECK, D.D.)
DitTo (SoL-Fa) ...
‘THE TRANSIENT AND THE LTERNAL(SOL-PA, 4d )
Te Deum o
THE HARMONY OF THE SFHERES
ROSSINI.
Moses 1N Ecyrr ...
STABAT MATER (SOL-Fa, IS) &
CHARLES B. RUTENBER
DiviNe Love ... o a0
: ED SACHS
Kine-Cups .
‘WATER LILIES cp
C. SAINTON DOLBY
FrLormMEL (FEMALE VoicEs)
AMILLE SAINT SAENS,
THE HEAVENS DECLARE — C@ELI ENARRANT
(PsALM 1)
W. H. SANGSTER.
FRANK J. SAWYER.
THE SouL's FORGIVENESS
THE STAR IN THE East ...
(3 SCHAFER
Our BEAUTIFUL WORLD (OPERETTA) ...
H. W. SCHARTAU.

CuristMAs Horipays (FEMALE Voices)

ELysium

SCHUBERT.
COMMUNION SERVICE IN A FLAT
Ditrro IN B FraT
DitTo N C o ves :
DiTtTo N E FLAT =
DirTo IN F
DitTo Ix G
MAsS IN A PLAT ... .
Do. 1Ny B FLAT ... s e
Do. INnC .. o
Do. 1N E rLAT
Do. 1IN F (SoL-ra, gd) %
De. 1IN G

oF MIRIAM (SOL-PA ﬁd)
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SCHUMANN.
Apvent Hymy, “IN Lowu' Guise” ...
Faust .. ® @
MANFRED
MiGNON's REQUIEM
NeEw YEeaR's SoNG (SOL-PA 6d) ©
PARADISE AND THE PERI (SOL-FA xs.Gd)
PILGRIMAGE OF THE Rose
REQUIEM o0
THE KING'S SON ...
THE Luck oF EDENHALL (MALE Voxcns)
THE MINSTREL'S CURSE ...
SONG OF THE NIGHT

H. SCHUTZ.

THE PassioN oF ourR LorD

BERTRAM LUARD-SELBY.

CHORUSES AND INCIDENTAL Music 71O
*“HeLENA IN Troas”
SUMMER BY THE SEA (FBMALB Vo:czs]
THE DYING SWAN ..,
THE WAITS OF BREMEN (FOR CHILDREN)
Ditro DITTO (SoL-FaA)

H. R.SHELLEY.

VEXILLA Rums (THE ROYAL BANNERS FORWARD
GO) . v
E. SILAS
CoMMUNION SERVICE IN C...
Joasn ... o s
Mass iIn C ...
R. SLOMAN.
CONSTANTIA ...
SUPPLICATION AND PRAISE oo e o
HENRY SMART.

King RENE's DauGHTER (FEMALE VOICES) ..
DitTo DITTO (SoL-Fa)
THE BRIDE OF DUNKERRON (SOL-FA, Is. 6d.)
SING TO THE LORD... o e
J. M. SMIETON
ARIADNE (SOL-FA, gd.) 000 oo
CONNLA ..
Kina Anmun (Sot.-n., ls) v
ALICE MARY SMITH
OpE TO THE NORTH-EAST WmD
ODE TO THE PASSIONS ...
THE RED King (MEN'S Voxcxs) o
THE SONG OF THE LITTLE BALTUNO (MALB Vv.)
(SOL-FA)

. M. SMYTH
Massix D
ARTHUR SOMERVELL

ELeGy ..
KING THRUSHEEARD (OPBRE‘H‘A)
Ditro (SoL-Fa)
MAss 1n C MINOR ...
ODE To THE SEA (SOL-FA, 18) o 5
PRINCESS ZARA (OPERETTA) (SOL-FA, 9d ) e
THE CHARGE OF THE L1GHT BRIGADE(SOL-FA,4d.
THe ENCHANTED PALACE (OPERETTA)
(SoL-Fa, 8d. )
Tue FORSAKEN MERMAN ... e
THE POWER OF SOUND (SOL-PA, 1s)
TuE SEVEN LAsT WoRDS ...
R. SOMERVILLE
‘THE 'PRENTICE P[LLAR OPERA) ...
SPEER.
THE JACKDAW OF Rmzms

SPOHR

CALVARY o
FaLL or BaByLoN ®
FroM THE DEEP I CALLED
GoD 18 MY SHEPHERD o0
Gob, THOU ART GREAT (SOL-FA, 6d)
How LOVELY ARE THY DWELLINGS FAIR
HymN 1O ST. CECILIA
{ HOVAH, LorD oF HoSTs...
AST JUDGMENT (SOL-FA, 18.) ...
Mass (F1ve SoLo VOICES AND Douua Cﬂom)
THE CHRISTIAN'S PRAYER...

Ditro
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ORATORIOS, &c

—Continued.

JOHN STAINER.
S1. MARY MAGDALEN (SOL-FA, 1s.) ...
THE CRUCIFIXION (SOL-FA, gd.) ...
THE DAUGHTER OF JAIRUS (So:.-n, od. )

C. VILLIERS STANFORD
CARMEN SZECULARE ...
COMMUNION SERVICE IN G
EAsT TO WEST
EpeN ...
Gqp 1s OUR Hore (PSALM 46)
Mass IN G MAJOR ...
(Epirus REX (MALE Voxcas)
THE BATTLE OF THE BALTIC o
THE REVENGE (SOL-FA, 9d.)

DitTo (GERMAN Wonns)
THE VOYAGE OF MAELDUNE

F. R. STATHAM

Vasco pa Gama
BRUCE STEANE

THE ASCENSION o

H. W, STEWARD SON.

STEFAN STOCKER

Sone oF THE FATEs o

j. STORER.
Mass oF our LApYy oF Ransom
THE TOURNAMENT .. o
E. C SUCH

Gob IS OUR REFUGE (PsALM 46) . o
Narcissus AND EcHo (CHORUSBS oru.v. 18)) ...

ARTHUR SULLIVAN.
FESTIVAL TE DEUM (SOL-FA, 18.)...
Te DEUM (THANKSGIVING FOR VICTORY)
Ditto DITTO (SoL-Fa)
OpE FOR THE COLONIALAND INDIAN EXHIBITION
THE GOLDEN LEGEND (SOL-Fa, 2s.)
THE INCIDENTAL MUSIC TO THE DRAMA“ KmG
ARTHUR"...

e oo oue

GIDEON ...

VV SURETTE

THE EVE OF ST. AGNEs

W. TAYLOR.
ST, JoEN THE BAPTIST Paper boards

A. GORING THOMAS.

THE SUN-WORSHIPPERS

E: H. THORN

BE MERCIFUL UNTO ME ...

G. W. TORRANCE'

THE REVELATION

BERTHOLD TOURS
A FestivaL ODE ...
Tae HoME oF TITANIA (FEMALB Voxcns)
Ditto DITTO (SoL-ra)
FERRIS TOZER.
BALAAM AND BALAK...
K1NG NEPTUNE'S DAUGHTER (FIMALB Voxc:s)
Dirro DITTO (SOL-FA)
P. TSCHAIKOWSKY
NATURE AND LoOVE (FEMALB Voxczs)
DitTo (SoL-FaA) . a0
VAN BREE
ST. CECIL1A’S DAY (SOL-FA, gd.) ...
CHARLES VINCENT.
THE LITTLE MERMAID (FEMALE VOICES)
THE VILLAGE QUEEN (FEMALE VOICES)
DitTo DITTO (SoL-Fa)
A. L. VINGOE.

THE MAGICIAN (OPERETTA) (SOL-FA, 9d.) ...

Most of the above Works may be had in paper boards at 6d. each extra, or handsomely
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W. S. VINNING.
SoNG oF THE PassIoN (ST, JoHN) s "
S. P, WADDINGTO
JouN GILPIN (SoL-Fa, 8d.) .
WHIMLAND (OPERETTA) (SowA Bd)

R. WAGNER.
HoLy SupPER OF THE APOSTLES (MALR
VoOICES ) . A TR .
W. M. WAIT.

GOD WITH US ...
ST. ANDREW ...
THE GOOD SAMARITAN ...

R. H. WALTHEW
Tre P1ep PipER OF HAMELIN ...

H. W. WAREING.
PRINCESS SNOWPLAKE (OPERETTA) (SOL-FA, 6d.)
THE CoURT oF QUEEN SUMMERGOLD

(OPERETTA) (SOL-FA, 6d.) ...

THE WRECK OF THE HESPERUS &l

HENRY WATSON
In PRAISE OF THE DivINE (Masonic ODE) ...
A PsALM OF THANKSGIVING

WEBER.
COMMUNION SERVICE IN E FLAT ...
In ConsTANT ORDER (HYMN) ... e er
JuBiLEE CANTATA .. v e
Mass 1N E rLAT (LATIN AND Enousn)... .
MassIn G (p1TTO)
PRECIOSA e oo =
THREE SEASONS
T. WENDT.
Ope
S. WESLEY.

Dixit DoMinus oo
ExuLTaTE DEO
IN EXiTU ISRAEL .. o ..

Ditro .(ENGLISH Wom)s) voe

. S. WESLEY.
O Lorp, THOU ART My Gop & e e
FLORENCE E. WEST
A MipsuMMER’S DAY (OPERETTA) (SOL-FA, 6d.)
OHN E. WEST.

LoRD, I HAVE LOVED THE HARBITATION OF THY

House ...
May-Day REVELS (Sox.-m, 4d) (qu.u.z

VOICES) 5
SEED-TIME AND HARVEST (Sot,-n xs) o
THE STORY OF BETHLEHEM (SOL-FA, 6d.)

C. LEE WILLIAMS,

A HARVEST SONG OF PRAISE ...

GETHSEMANE ... o 29

THE LAsT NIGHT AT BETHA‘IY (SOL-!'A, xa) o

A. E. WILSHIRE.

Gop 1s our Hore (PsaLm 46) a

THOMAS WINGHAM.

Mass 1N D (ReGINA C&ELI)

Te Deuum (LATIN) ..
CHAS. VVOOD.

OpE T0 THE WEST WIND A
E. C. WOODS

A GreYPORT LEGEND (i797) (MALE VOICES) ...
Dirto DITTO (SoL-Fa) ... tte

KinGg HAroOLD (SoL-Fa, 9d.) y

OLp May-Day (FEMALE Voxczs) (Sor. FA, 6d)

E. M. WOOLLEY.

THe CAPTIVE SouL (SoPRANO, MEzzo, CON-
TRALTO, AND TENOR SoLi, AND CHORUS
FOR FEMALEB VoOICES) .

D. YOUNG

THE BLESSED DAMOZEL ... o

soe

bound in cloth, with red or gilt edges, at 1s., 1s. 6d., or 2s. each extra.
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1.
2.
3.
s

22.
23.
24.
25.
26.
27.
28.
29.
30.
3I.
32.
32A.
33.
34.

33
36.
37
37A.
38.
39.
30A.
40.
4L
41A.

50A.

60.
61,
62.
63.

NOVELLO’S ]
Music Primers and Educational Series.

Epitep By Si1r JOHN STAINER anxp Sir C. HUBERT H. PARRY.

THE PIANOFORTE 00 0
Tue RupIMENTS OF MUsIC . o5
TRE ORGAN
Tue HarRMONIUM
SINOGING ..

SPEECH 1N SONG (Smgzrs Pronouncing Prismer)

Musicar Forwms,.
HarMONY .. .
COUNTERPOINT ..
Fugue b
ScrenTiFic Basis or Music..
DouBLE COUNTERPOINT
CHURCH CHOIR TRAINING
PLAaIN Sone
INSTRUMENTATION

.o ..

THE ELEMENTS OF THE BEAUTIFUL

THE VIoLIN 0g
Tonic SoL-rA .,
LANCASHIRE SOL-FA
CoMPOSITION
MusicaL TERMS ..,
THE VIOLONCELLO
Two-PART EXERCISES (396)
DoUBLE SCALES . . .
MusicAL EXPRESSION ..

SoLFEGGI (Both Notations) (or in Three

ORGAN ACCOMPANIMENT

THE CORNET S0

MusicAL DIcTATION, Part I,
Do. Do. Part IL.

MODULATION oo .

DousLE Bass ..

APPENDIX To DOUBLE BAss .

EXTEMPORIZATION .

ANaLysis op Form, As DISPLAYED IN BEETHOVEN'S
500 FUGUE SUBJECTS AND ANSWERS

i’.art l.. ’
Part I1.

HaNp GyYMNASTICS .
MusicAL ORNAMENTATION.
Do. Do.

TRANSPOSITION ..

THE ART OF TRAINING CHom Bovs co 0o 00 .

Do. Do.

B1ooraPHICAL DIcTIONARY OF MUSICIANS
EXAMPLES IN STRICT COUNTERPOINT.

Do. Do.
SUMMARY OF MUSICAL Hrsrom'
MusicaL GESTURES ..

. RUDIMENTS IN RHYME..

BAsses AND MELODIES

FIRST STEPS AT THE PIANOFORTE .
A DICTIONARY OF PIANISTS AND COMPOSERS FOR THE
Part I,
Part II, 00 co
TwEeLVE TRIOS BY ALBRECHTSBERGER
F1rTy THREE-PART STUDIES (Both Notatlons)

ORGAN PEDAL TECHNIQUE.
Do. Do.

CHORAL SOCIETY VOCALISATION

Do. THE EXERCISES ADAPTED &ARRANGBD FOR FEMALE VOICES A.W.

Two-PART SOLFEGGI

HISTORY OF THE PIANOFORTE
SCALES AND ARPEGGIOS
SonaTAa Form

.o .e ..

Music.. .

IN

..

.. .
.. .

Parts,

.1'5 6d..éach)

(EXERCISES ONLY)
Part I. ’ :.
Part II.

v e e

.o . . .o .o

A DICTIONARY OF VIALIN MAKERS
ANALYSIS OF BACH’s 48 PRELUDES AND FUGUES {or in Four Parts. . eacn‘i F.ILIFFE

APPENDIX TO * ANALYSIS OF ForRM" .. ¥

HARMONIZATION OP MELODIES

“BraiLe " Music-NoTaTion (To enable’ sxghted teachers to instruct the blmd)

FIvE-PART HARMONY ..

Tue Viora (Edited by ALFREI) Glnson) 00 00

HarMONICS AND RESULTANTS

BREATHING FOR VOICE PRODUCTION .. o

.o

(To be continued. )

* Published in paper boards only.

Any of the above may be had strongly bound in boavds, price 6il. each extra, with the exception of
Nos. s, 26, 37, 37A, and 56, which are 15, each extra; and Nos. 434, 47A, 51, and 57,

which are only published in pap:r covers.

LoxNpon:

Pumopom-a

.. E.PAUER

.- W. H. Cumuxes
lg STAINER
ING HaLn
.. A. RANDEGGER
..A.J. ELLIs, F.RS.
E. PAuER
0o .. ]. STAINER
J. F. BriDGE
James Higas
0o W. H. STOoNE
. J. F. BRIDGE
Rev. J. TROUTBECK
Rev. T. HELMORE
E. Prout
.. E.Pauer
. 'BERTHOLD Tours
J. CURWEN

JA‘VKES GREENWOOD
. J. STAINER

.o ..

. .

. STAINER AND BARRETT

JULES DE SWERT
JAMES GREENWOOD
FRANKLIN TAYLOR

.. MartHis Lussy
FLORENCE MARSHALL
J. F. BrioGge
H. BrReTT
DR. RITTER
o DRr. RITTER
00 Jamss Hices
. A. C, WHITE

A. C. WHITE
F.]. SAwWvER

PIANOFORTE SONATAS

H. A. Harping

.. A. W. MARCHANT
T. RIDLEY PRENTICE
«. E. DANNREUTHER
.. E. DANNREUTHER
. WARRINER
. . C. MARTIN
oo G. C. MARTIN
.. W. H. CUMMINGS
GORDON SAUNDERS
GORDON SAUNDERS
.. C.H.H. Parry
00 J. F. BRIDGE
. J. F. BriDGE
RALPH DuNsTAN
FRANCESCO BERGER
.. E.PAUER
.. B. W, HORNER
.. B. W.HORNER
.. A. W. MARCHANT
J. E. VERNHAM
. STAINER
ARCHANT
James Higes

A. J. Hipkins
“FRANKLIN TAYLOR
.. W.H.Hapow
. C. STAINER

. A. HarpiNGg
. VERNHAM

WATSON

F. E. GLADSTONE
BerTHOLD TOURS
..C. E. Lowe
H. H. HULBERT
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\

ORATORIOS, CANTATAS, &c.

PRICE ONE SHILLING EACH.

Adams, T.—Tre Hory ChiLD.
—— THe CROss OF CHRIST.
~—— THE RaINBOW OF PEACE.

Anderton, T.—Tue Normax BaRON.
—— THE WRECK OF THE HESPERUS.

Aspa, E.—Tue Gresies.
Astorga—srasar MaTer.

Bach—A StroncHOLD SURE.

~—— BIlDE WITH US,

= CHRIST LAY IN DEATH'S DARK PRISON.

~—— CHRISTMAS OxATOKIO. PARTS 1—2.
DitTo DirTo. PARTS 3—4.
Ditro DitTo. ParTSs 5—6.

—— GOD GOETH UP WITH SHOUTING.

~—— (GoD SO LOVED THE WORLD.

—— Gob’s TIME IS THE BEST.

—— Jesv, PRICELESS TREASURE.

—— JESUS, NOW WILL WE PRAISE THEE.

ESUS SLEEPS, WHAT HOPE REMAINETH.

*MAGNIFICAT.

—— MY SPIRIT WAS IN HEAVINESS.

—— Now sHALL THE GRrace (Double
Chorus). (3d)

~~—— O L1GHT EVERLASTING.

—— Praise oUR Gop WHO REIGNS IN
Heaven.

—— PRAISE THOU THE LORD, JERUSALEM.

—— SING YE TO THE Lokp (Double Chorus).

~—— SLEEPERS, WAKE,

—— THE LORD IS A SUN AND SHIELD.

~—— THou GUIDE OF ISRAEL.

~—— WHEN WILL GOD RECALL NY SPIRIT.

Barnby, J.—Resekan.

Barton, M.—Mass 1~ A.
Beethoven—Ture CroraL Fanrasia.
—— ENGEDIL

—— MouNT oF OLIVES.

—— Mass, 1n C (Latin Words).
——*Mass, 1N C.

Bendl, Karel.— Warer- Sprire’s Re-
VENGE (Female Voices).

Bennett, G. J.—Easter Hymn. (On the
morn of Easter Day.)

Bennett, W. S.—Exuisition OpE, 1862.

—— THE May QUEEN.

Betjemann, G. R.—Tue Soxc or ThE
WESTERN MEN.

Blair, Hugh.—Harvest-tiDE.

Brahms, J.—a Sonc or DesTINY.

Brewer, A. H.—O0 rraise THE LorD.

Bridge, J. F.—*Rocx or Aces.

—— THE INcHcAPE Rock.

~—— THE LorD’s PRAYER.

—— T'nE BaLLAD OF 1HE CLAMPHERDOWN.
—— HyMN TO THE CKEATOR.

Bunnett, E.—Our or THE pEEF (Ps. 130).
Carissimi—*jepaTHAH.

Cherubini——*Requiem Mass, 1x C MINOR.
—— THirRD Mass, IN A (Coronation).
—— FourtH Mass, 1y C.

Cobb, G. F.—My SouL TrRULY WAITETH.
Costa, M.—Tue Dreau.

Davies, H. Walford—Hgervé RigeL.
Dunhill, T. F.—Tuear Cam.

Dunkley, F.— Tue Wgeck or THE
HEesPERUS.

Dykes, J. B. — Tue Lorp 1s ur
SHEPHERD.
—— THESE ARE THEY. (6d.)

Elgar, Edward—Te Devn ano Bene-
picTus IN F.

Ellicott, Rosalind F.—EvLvsius.

Franz, Robert.—Praise vE ruE LorD
(r17th Psalm).

Gade, Niels W,—Z1on.

—— SPRING'S MESSAGE. (8d.)
—— CHRIsTMAS EVE.

~—— THE ERL-KING’S DAUGHTER.

Garrett, G.—HARVEST CANTATA.
Garthy R. M.—Tue WiLp HUNTSMAN,
Gaul, A. R.—A Sonc or LiFE.

Goetz, Hermann.—By tue WarteRrs oF
Basyron.
—— Nania,

Goodhart, A. M.—AreTHUSA.
—— EaArRL HaLpaN's DAUGHTER.
—— SIR ANDREW BARTON.

Gounod, Ch.—D= Proruxnis (Ps. 130).

~—— Dirro (Out of Darkness.)

—— MEessE SoLENNELLE (Latin Words).

—— THE SEVEN WORDS OF OUR SAVIOUR ON
THE CROSS.

~— DAUGHTERS OF J ERUSALEM,

~——*GALLIA.

Graun. — Tue PassioN oF our Lorp
(- horuses only).

Gx-ay, Alan.—Tue Lecenp or THE Rock-
Buoy BeLL.

Grimm, J. C.—THe SouL’s ASPIRATION.
Hall, E. Y.—1Is 11 noTHING TO You. (8d.)

Handel.—Acis axp Gavratza,

—— Acis AND Garartea.  Edited by J.
BARNBY.

—— CHannos Te DEumM.

—— DEeTTINGEN TE DEUM.

—— Dixit DoMmINus,

—— 1srakeL IN Ecypr (Pocket Edition).

—— Jupas Maccagsx£us (Ditto).

—— Messian (Ditto).

—— Nis1 Dominus.

—— O COME, LET US SING UNTO THE LORD.

—— OpE on ST. CECILIA’S Davy.

—— O PRrAISE THE LoRrp.

—— THe PassioN oF CHRIST (Abridged).

——“THE WAYs OF ZION.

—— UTRECHT JUBILATE,

Haydn.—Tue CreaTion (Pocket Edition).

—— SPRING. SUMMER. AUTUMN. WINTER.

——*%FirsT Mass, IN B FLAT. i

—— FIrst Mass, IN B rLAT (Latin).

—— SecoND Mass, Ix C (Latin).

—— THi1RrD Mass (Imperial). (Latin.)

—=*THIRD Mass (Imperial).

—*1g DeuM.

Hecht, E.—O mav I joix tHE CHOIR IN-
VISIBLE.

Hiller, Dr.—A Sonc or VicTory.

—— ALL THEY THAT TRUST IN THE LORD.
(8d.)

Hofmann, H.—Soxe or TuHE Norns
(Female Voices).

Holland, C.—ArTER THE SKIRMISH.

Loxpox: NOVELLO AND COMPANY, LisiTep.
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ORATORIOS, CANTATAS, &c.—continued.

Hummel.—FirsT Mass, iN B FLAT.

——— SECOND Mass, IN E FLAT.

—— THIRD Mass, 1N D.

Huss,H. H.—*Ave Max1a (Female Voices):
Hiffe, F.—sweer Ecno

Jdensen, A.—TuE FeasT oF ADONIS.

Jordan, C. W.—BLow YE THE TRUMPET
IN ZiON.

Kilburn, N.—THE Lorb 1s My SHEPHERD.

(8d.)
—— By THE WATERS oF BABYLON.
King, Oliver.—THE Sanps o’ DEek.

Lemare, E. H.—'T1s Tue spring oF
SOULS TO-DAY.

Leo, Leonardo.—Dixrr Dominus.

Lloyd, C. Harford.— Tue Sonc or
BALDER.

Ma.cGunn, H.—Logp ULLin’s DAuGHTER.

Macfarren, G. A.—Ourwarp Bouno.
~——— MAy Davy.

Mackenzie, A. C.—Tue Bripe.
Masser, J. T.—Harvest CANTATA,

Mee, J. H.—Horar1vs (Male Voices).
—— DEeLPHI (Male Voices).

Mendelssohn.—As tue Hart Pants.
—— ATHALIE.

——*AvE MARIA (Saviour of Sinners).
—— CHRISTUS.

—— CoME, LET US SING.

—— Ewvijas (Pocket Edition).

—— FESTGESANG (Hymn of Praise).
— FESTGESANG (Male Voices).

~—— HEAR MY PRAYER.

—— HyMN OF PRAISE.

——*LAuDA SioN.

—— LORD, HOW LONG.

—— LORELEY.

—— ManN 1s MORTAL.

—— MipsuMMER NI1GHT's DrEAM,
*NOT UNTO US.

SING TOo THE Lorp (8d.)

—— ST1. PAuL (Pocket Edition).

—— THE FIrRST WALPURGIS NIGHT.
—*THREE MoTETS (Female Voices).
—— To THE SONS OF ART.

——— WHEN ISRAEL oUT OF EGYPT CAME.

Meyerbeer.—q:st PsaLy (Latin Words).

—— o1sT PsaLu (English Words).

Mozart.—Kine Taavos.

——*FIRST Mass.

—— SEVENTH Mass (Latin),

—— TweLFTH Mass (Latin).

——*TWELFTH Mass.

~—— REeqQuieM Mass (Latin).

——*REQUIEM Mass.

Mundella, E.—Victory or Son (Female
Voices).

Paine, R.P.—Tue Lorp Re1GNETH (Ps.g3).

Parker, H. W.—Tue Kosovps.

Parry, C. H. H.—BLest Pair oF Sirexs.

~~ THE GLORIES OF OUR BLOUD AND STATE.

Pattison, T. M.—May-Day.

—— THE MIRACLES OF CHRIST.

Pergolesi.—Srtasat MaTer (Female V.).

Pinsuti, C.—Puaxroums.

Prout, E.—Freepowu.

—— THE HUNDREDTH PsaLmM.

Purcell.—Te Deum anp JusILATE, 18 D,
—— Te Deuwm, In D, Edited by ]. F. BRIDGE.
—— T Deum, IN D (Latin).

Read, F. J.—Soxc or HaNNAH,

Read, J. F. H.—Ix tue ForesT(Male V.),
Romberg.—Te Drum.

—— THE HARMONY OF THE SPHERES,

—— THE LAY oF THE BELL.

—— THE TRANSIENT AND THE ETERNAL.

Rossini.—*Srasat Mater.

Sachs, Ed.—Kinc Cues.

—— WATER LILIES,

Sangster, W. H.—Evrvsium.

Sawyer, F. J.—TuE Sour’s ForGIVENESS.
Schubert.—soxc or Miriam.

MaASS, IN A FLAT.
—— Mass, IN B FLAT.

—— Mass, In C.

—— Mass, INF,

—— Mass, N G,

Schumann.—Tue PILGRIMAGE OF THE
Rose. -

—— Tue King's Son.

—— MigNON’S REQUIEM.

—— ApveNT Hyumx, “INn LowLy Guise.”
—— MANFRED.

—— NEw YEAR's SONG.

—— SonG oF THE NIGHT. (9d.)

Schutz, H.—Tue Passion or our Lorp.
Selby, B. Luard-.—Tsue Dying Swan.

Silas, E.—MagniFicar 1n D (Latin).
~—— Mass, N C.
Smart, H.—Sixc 10 THE LoRD.

Smith, Alice Mary.—Tue Sone oF THE
LirrLe BaLTUNG (Men's Voices).

—— ObpE 10 THE NorTH-EASsT WIND.

—— THE Rep Kine (Men's Voices).

Spohr.—Tue LAsT JUDGMENT.

—— Gop, THOU ART GREAT.

~—— THE CHRISTIAN'S PRAYER.

—— HymMN To ST, CECILIA,

Stocker, 8.—Sonc oF THE FATEs.

Such, E. C.—Gobp1s our REFUGE (Psalm 46).

Sullivan, A.—ExuisrrioN OpE.

—— FestivaL T DEuM,

—— Tz Deum (Thanksgiving).

Thomas, A. Goring.—Tue Sux Wokr-
SHIPPERS,

Thorne, E. H.—Bt Mercirur unto ME.

Tours, B.—A FestivaL Ope.

Tschaikowsky, P.—NaTure anp Love
(Female Voices).

Yan Bree.—Sr. CeciLia’s Dav.

Waller, Hilda.—Tue SingErs (Female
Voices).

Weber, C. M. von.—Preciosa.

——*Mass, IN G.

——*Mass, IN E FLAT.

—— JUBILEE CANTATA,

—— THREE SEASONS.

Wesley, S.—Dixit DoMinus.
Wesley, S.8.—0 Logrp, THou ART MY GoD.
West, John E.—A Soxc or Zios.

—— LORD, I HAVE LOVED THE HABITATION
oF THy Housk.

Williams, C. Lee.—A Festivar Hyun.
8d.)

8d).
Wood, C.—OpE 10 THE WEST WiIND.

Woods, F. C.--A Grevrorr LEGEND
( Male Voices).

The Works marked * have Latin and English Words,

Lo~xpoN: NOVELLO AND COMPANY, LimITED.
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NOVELLO’S
Music Primers and Educational Series.

Eprrep By Sik JOHN STAINER axp Sir C. HUBERT H. PARRY.

. THE PIANOFORTE.. . .o .o

2. THE RupiMENTS OF Music .. s

4

THE OROAN s - e .e
. THE HARMONIUM.. .o . .
SINGING ..

.o

.e

6. SPEECH IN SoNO (Smgcrs I’ronouncmg antr)..
7. Musicar Forus .. Y A .

8. HARMONY .. .o . o .
9. COUNTERFOINT .o oo 3 .o
10. Fucur . .e .o
I1. SCIENTIFIC BAS]S or Musm.. .
12. DouBLE COUNTERPOINT . .
13. CHUrRCH CHOIR TRAINING . .
14. Prain Sono 39 A . oo
15. INSTRUMENTATION

16.

17

. THE VIOLIN .o .o .o ..

18. TONIC SOL-PA o0 oo oo oo
19. LANCASHIRE SOL-FA .o oo ..

20, CoMPOSITION . o o oo
21. MusicaL TErRMS .. oo . .
22. THE VIOLONCELLO 9. . .
23. Two-PART EXERCISES (396) .. ..

24, DouBLE SCALES .. S0 . by

25. MusicaL EXPRESSION ..

26. SoLrecal (Both Notations) (or in Three Parts, xs. 6d.
27. ORGAN ACCOMPANIMENT 09 o

28, THE CORNET . ve .. ve

29. MusicaL DictaTioN. Part I. ve

30. MusicaL DicraTioN. Part IT S

31. MODULATION 2k 4g .o .o

32. DouBLE Bass & . .e .o

32
33

34.

35
36.
37
37

33,
39.

39
40

41.

42
43
43

44. BaAsses AND MELODIES . o £ o 3 do 50 .. RALPH DUNSTAN
45. FIRST STEPS AT THE Puuotronu-z Ee So o5 . FRANCESCO BERGER
46. A DICTIONARY OF PIANISTS AND COMPOSERS POR THE PIANOFORTE .. E.PAUER
47. ORGAN PEDAL TECHNIQUE .. e . o o . .. B.W.HoRrRNER
48. TwrLVE TRIOS BY ALBRECHTSBERGER .. A o N, .« A, W. MARCHANT
49. F1rTY THREE-PART STUDIES (Both Notations) .. oo 60 «. J.E.VERNHAM
50. CHORAL SOCIETY VOCALISATION .. t . J. STAINER

s0A. Do, THE EXERCISES ADAPTED &ARRANGBD rox FEMALB Volczs A, W MARCHANT

A. APPENDIX TO DOUBLE BAss .. .
. EXTEMPORIZATION . .o
ANALYs's OF FORM, AS DISFLAYED m

. 500 FuGue SUBJECTS AND ANSWERS

. HAND GYMNASTICS £ i .
. MusicaL ORNAMENTATION. Part I

A. MusicAL ORNAMENTATION. Part IL

TRANSPOSITION .. . 3
THe ART oF TRAINING CHOIR Boys
A. Do. Do.

ExaMpLES IN STRICT COUNTERPOINT
. SuMMARY OF MusicAL HISToRY ..
. MusicaL GESTURES 50 . .o
A. RUDIMENTS IN RHYME .. 5 .

st. Two-PART SOLPEGGI .. . .
s2. HISTORY OF THE PIANOFORTE o8
53. SCALES AND ARPEGGIOS . .
54. SoNaTA ForM By . .
55. A DICTIONARY OF onx.m MAKERS .

56, ANALYsIS OF BACH's 48 PRELUDES Am’) FUGuns {or in Four Pans, 18, each) F.IvriFFe

(To be continued.) v
above may be had strongly bound in boards, price 6d. each extra, with the exception of

Any of the

.o

BEETHOVEN'S

.o

.e

.o

.o

THE ELEMENTS OF -mn BBAU‘I‘IFUL m Music ..

.o

.o

.o

(EXERCISES
BIoGRAPHICAL DICTIONARY OF MUSICIANS

.

..

.o

@
=4
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.e . .. E.PAuERr
o W . CuMMINGS
.. J. STAINER
Kino Harr
A. RANDEGGZER
. o «« A.J.ELLIS, P.R.S
o 05 .o «. EJ.PAUER
eo J. STAINER
J. F. BrRI0GE
James HigGs
W. H. StoNE
2 J. F. BripGE
Rev. J. TROUTBECK
Rev, T. HELMORE
E. Prout
€5 . R .. E.PAUER
..BerTROLD TOURS
o 4 oo .. J. CURWEN
JaMEs GREENWOOD
Bs . . . J. STAIRER
wer <o STAINER AND BARRETT
.. JULES DE SWERT
JamES GREENWOOD
FRANKLIN TAVLOR
. .. MatHis Lussy

each) .. TFLORENCE MARSHALL
e - . J. F. BrinGE
H. BreTT
DRr. RITTER
DRr. RITTER
James Hices
A.C. WHITE
A.C. WHITE
F. ). SAwYER
Pmnovonn SONATAS
H. A. HARDING

.. A. W, MARCHANT
T. RIDLEY PRENTICE
.. E. DANNREUTHER
.. E. DANNREUTHER
J. WARRINER
G. C. MARTIN
G. C. MARTIN
.. W. H. CumMINGS
GORDON SAUNDERS
C. H. H. Parry
J. F. BRIDGE

J. F. BRIDGE
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James Hices
s a0 e A. J. HipkINS
FRANKLIN TAYLOR
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Nos. 5,26, 37, 37A, and 56, which are 1s. each extra.
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