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Introduction

The ealiest French writings on bass continuo pradice were theorbo acampaniment treaises (Nicolas Fleury
and Michele Bartolotti) that presented redizations in lute tablature. In 1689 the first works on keyboard
acompaniment in France were published by Jean-Henri d’Anglebert (Principes de I'Accompagnement, in Piéces de
clavedn) and Guillaume-Gabriel Nivers. Nivers' treaise was included in his Motets a voix seule acompagnées de
labasse continue @ quelques autres motets a deux voix, propres pour les religieuses. D'Anglebert's tredise beas a
remarkable resemblance to Nivers' in that they both begin by defining the intervals (they both gve what we would
cdl an augmented unison for their "diminished seaond"), then present exercises including al possible bass motions,
cadences, and disonances. However, whereas Nivers gives strict four-part examples, d'’Anglebert seems more
flexible in terms of style, and generally gives threevoices to the right hand, with the left hand playing the bassand
sometimes doubling the upper parts at the octave in the tenor. Denis Delair and Jaajues Boyvin both published
acompaniment tredises dortly thereafter (1690 and 17, respedively). The only dired evidence of influence
from any of these tredises on M. de Saint-Lambert's 1707 Nouveau traité de I'accompagnement de davedn, de
I'orgue, et des autres instruments (Paris, Christophe Ballard) is Saint-Lambert's indication in his prefacethat his is
not the first keyboard continuo tredise in France. Saint-Lambert always gives three voices in the right hand, but
seems more to follow Nivers more scholastic four-part treaments. Nivers' tredise, then, stands as the first recorded
codification of the French accompani ment pradicethat was developingin the 17th and ealy 18th centuries.

Nivers was an esteemed keyboard performer and church musician in Paris during his lifetime. He was
appanted organist at St. Sulpicein the ealy 1650 and held the post for the rest of hislife. On June 19, 1678 he
was named Organist of the Royal Chapel, joining four others also appadnted to this position. In 1681, Nivers
becane Master of Music to the Queen, repladng Du Mont at this post. Later, at the position he obtained in 1686at
the Maison Royale St. Louis (a convent schod for noble young ladies), Nivers became involved as a harpsichordist
in performances of dramatic productions.

Nivers published several tredises deding with various facets of music theory and pradice, including several on
the modes and Gregorian chant: Méthode fadle pour apprendre a danter (1666 possbly by Lemaire), Dissertation
sur le dchant grégorien (1683), and Méthode cetaine pour apprendre le plain-chant (1699. These works were
instrumental in the 17th-century revival of plainchant in France In addition to L'Art d’/Accompagner sur la Basse
Continue, Nivers also published an organ performance tredise entitl ed Observations aur le toucher et jeu de I'Orgue
contained in his Livre d'Orgue, in which matters of ornamentation, fingering, and registration are treaed. Nivers
achieved the most acdaim for his Traité de la Composition of 1667 which discusses intervals, modes, the
clasgficaion of modes, counterpoint (16 rules), and the acmposition of red and tonal answers in imitation. In this
tredtise, Nivers perspedive & a keyboard continuo player is evident in his description of counterpaoint. In fad, one
could ostensibly use most of Nivers' 16 counterpoint rules as a supplement to his figured basstredise for carrying
out the redization of unfigured basses at the keyboard.

Perhaps even more important than his theoreticd and didadic writings were Nivers compositions. In addition
to vocd works for liturgicd use, Nivers composed a body of organ music that would form the model for the
distinctive forms and style of the French classic organ schod of the 17th and 18h centuries. This gyle that first
crystalized in Nivers' Livres d'Orgue involved aspeds of Catholic liturgicd pradice and poplar seaular styles of
the time. The works included a variety of formal types, but were generally based on a Gregorian cantus firmus and
were intended to alternate with sung verses of the Catholic liturgy. In addition, the composers would use ggréments
originaly indigenous to the lute and harpsichord and exploit the wlors of the charaderistic French organ
registrations.

In hisfigured basstredise, Nivers sems to require of the reader a knowledge of his Traité de la Composition.
Nivers gedficdly direds the realer to refer to his ealier treaise for more information regarding al of the 149
possble ways of forming the intervals. In addition to intervals, which form the basis of the pradice of figured bass
redization, Nivers also summarizes the modes, updating his discussion of modes in the Traité de la composition.
Nivers bases his "major" mode on "lonian" and his "minor" mode on "Dorian". However, when gving the key
signatures for transposed modes, Nivers chooses a Dorian or Aeolian minor key signature acording to which will
have the simplest key signature. This means that keys with flats in their key signatures will use the Dorian signature
and keys with sharps will use the Aeolian signature. Nivers also mentions the Phrygian mode, which "proceals by
F" to its cadence (on E), and states that this type of mode is only used in plainchant.



The main part of the tredise describes fourteen rules of continuo pradice Nivers emphasizes that four voice
texture is preferred "for perfed harmony", and that one should use two voices in ead hand unless the tenor exceeds
an octave with the bass. Unfigured bassis not discussed except with regard to using a sixth above the bass when it
is not in the figures. In fad, Nivers states that one should not use dissonances unless they are in the figures. Itis
also stressed that the upper parts should be dose to each other, should be dose to the bass if possble, should move
in stepwise motion or common tone if passble, and should move in contrary motion with the bass unless the bassis
moving by fourth. Nivers prohibits the use of paralel fifths and octaves and emphasizes that dissonances must
move by suspension, passng, or neighbor motion.

Nivers then gves pradicd exercises to cover al possible situations. This exhaustive treatment begins with all
of the typicd intervals of bass motion from minor seands through fifths. Redizations for deding with extended
stepwise bass patterns are dso given, including a "Rule of Octaves' harmonization. Nivers also dffers techniques
for gradually moving the parts neaer to or farther from a held bassnote. There isan example that modulates to the
"relative minor" (Dorian) by first modulating down a fifth and then to the modern relative minor. Nivers also
includes svera cadences for use with Phrygian melodies. The exercises are ammpleted by many redizaions which
employ diminished fifths and augmented fourths.

The final sedion of the tredise deds briefly with issues of performance pradice, strategies for accompanying
"with prudence and modesty"”, and the amount of study necessary to become aproficient keyboard accompanist. It
is evident that Nivers is concerned primarily with vocd aceompaniment here, as he deems it important not to
"overwhelm the voice parts’, and recommends reducing the number of parts and playing below the voice. Perhaps
the most useful advice Nivers gives to the student of continuo is that "one must apply oneself to it serioudly; and ...
proceal methodicdly, ... so that the hand carries itself naturally on its own to choose and find al at once the
appropriate chords, without any difficulty or consultation.”
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L'Art d'Accompagner sur la Basse Continue

Pour accompagner ou joler sur la Partie regulierement, il faut
parfaitement connoistre la Musique, et scavoir les Elemens de la
Composition sur le Clavier, pour ensuite proceder aux Regles de
laBasse ontinué.

Les Elemens consistent a scavoir les Intervall es qui se mmposent
de Tons et de Semitons.

Le Semiton est la difference quil y a d'un son a un autre son
prochain. |l se divise ex mgjeur et mineur. Le majeur contient
deux degrezdifferents; et le mineur est sur le mesme degré.

Le Ton contient un Semiton majeur et un mineur.
Les Exemples de Tons et des Semitons, sont en la page 154.

LesIntervalles ont Simples, ou Repliques. Il y asept Intervalles
simples, scavoir Semnde, Tierce Quarte, Quinte, Sexte,
Septiéme, Octave. Toutes les autres par-dela sont les Repliques
de cdlescy. Par exemple la Neuviéme est la Replique de la
Seoonde. La Dixiéme est la Replique de la Tierce Et ainsi des
autres. Mais les Repliques sappelent ordinairement du nom de
leurs Simples.

Les Exemples des Intervalles, Simples et Repliques, sont en la
page 154 al remarquez que la Seconde occupe deux degrez, la
Tiercetrois, et ains des autres.

Les Intervalles se divisent en justes et fausses. Les Intervalles
justes s divisent en Consonances et Dissonances. Les
Consonances < divisent en parfaites et imparfaites.

Les Consonances parfaites ont la Quinte & |'Octave. Les
Consonances imparfaites ont la Tierce & la Sexte, qui se
divisent en majeures et mineures.

Les Disnances sont la Secmnde, la Quarte, et la Septiéme. Et la
Seoonde ¢ la Septiéme se divisent en majeures et mineures.

De sorte quil y a onze Intervalles justes, scavoir Seconde
majeure, Sewmnde mineure, Tierce majeure, Tierce mineure,
Quarte, Quinte, Sexte majeure, Sexte mineure, Septiéme
majeure, Septiéme mineure, Octave.

Les Intervales fauses ont treize sgavoir Secnde diminuée
Seomonde superflie, Tierce diminuée Tierce superfliie, Quarte
diminuée Quarte superfliie, Quinte diminuée Quinte superfle,
Sexte diminuée Sexte superfliie, Septiéme diminuég Septiéme
superflie, Octave diminuég Octave superflie.

Quand on parle simplement des Intervalles on sous-entend
toQjours lesjustes.

Les Exemples de toutes les Intervalles, justes et fausses, sont en
lapage 154

Ces vingt-quatre Intervalles, justes et fausses, se peuvent
diversifier a plusieurs endroits du Clavier, et contiennent 149.
manieres posshles, dont j'ay domé la Démonstration et les
Exemples dans le Traité de la Compasition.

The Art of Accompanying on the Basso Continuo

For accompanying or playing from a Part regularly, one must
perfedly understand music and know the Elements of
Composition for the Keyboard, in order to then proceda to the
Rules of the Basso continuo.

These dements consist of knowing the intervals that are
composed of Tones and Semitones.

The Semitone is the difference from one pitch to another adjacent
pitch. It is divided into major and minor. The major contains
two dfferent degrees (note names); and the minor is on the same
degree

The (whole) Tone cntains one major and one minor Semitone.
The examples of Tones and Semitones are on page 7.

The Intervals are dther Simple or Replicaions (compound).
There ae seven Simple Intervals, known as Sewnd, Third,
Fourth, Fifth, Sixth, Seventh, Octave. All the others beyond this
are the Replications of these. For example, the Ninth is the
Replicetion of the Second. The Tenth is the Replication of the
Third. And likewise with the others. But the Replications are
ordinarily cdled by the name of their Simple intervals.

Examples of the Intervals, Simple and Replications, are on page
7 where one should note that the Second occupies two degrees,
the Third three and likewise with the others.

The Intervals are divided into just and false. The just Intervals
are divided into Consonances and Dissonances. The
Consonances are divided into perfed and imperfect.

The perfed Consonances are the Fifth and the Octave. The
imperfed Consonances are the Third and the Sixth, which are
divided into major and minor.

The Dissonances are the Second, the Fourth, and the Seventh.
And the Seoond and the Seventh are divided into major and
minor.

There ae deven types of just Intervals, known as major Second,
minor Seocond, major Third, minor Third, Fourth, Fifth, maor
Sixth, minor Sixth, major Seventh, minor Seventh, Octave.

There ae thirteen false Intervals, known as diminished Seoond,
augmented Sewnd, diminished Third, augmented Third,
diminished Fourth, augmented Fourth, diminished Fifth,
augmented Fifth, diminished Sixth, augmented Sixth, diminished
Seventh, augmented Seventh, diminished Octave, augmented
Octave.

When one spegks smply of the Intervals, one dways implies the
just (Intervals).

Examples of al of the Intervals, just and false, are on page 7.

These twenty-four Intervals, just and false, can be diversified in
many places on the Keyboard, and contain 149 pasble manners
(of redization), the Demonstration and the Examples of which |
have given in the Treaise on Composition.



REGLES.

1. Tous les Modes et tous les Tons, naturels et transposez, de
toutes rtes de Pieces generalement quelcongues, se réduisent
et se rappartent a trois sortes de manieres ou progrez de chant.
Lapremiere maniere setraite & se réduit par I"'ut", c'est le chant
gue I'on appelle Becare, qui procede par la Tierce majeure sur
sa Note finale. La secnde maniere se traite @ se réduit par le
"re", c'est le chant qu'on appell Bemol, qui procede par la Tierce
mineure sur sa note finale. De sorte que pour exprimer le Ton,
I'on dit "C sol ut" Becare (c-natural), ou "C sol ut" Bemol: "D
la re" (d-natura) Becare, ou "D la re" bemol. Et ains des
autres. Il y a une troisiéme maniere de chant et particuli ere aux
cadence que se font en "mi" en descendant par le "fa'. Ce Ton
est plus ordinaire au Pleinchant quaux Pieces de Musique.
Dont les Exemples sront domez cy'aprés.

2. Pour la parfaite harmonie, il faut quil a at quatre Parties,
deux de lamain gauche et deux de la main droite, et ains il n'en
faut obmettre aucune sans dessein, et S ce n'est pour éviter les
fautes défendiies et dedarées cy-aprés, car en ce cas |'on peut se
réduire atrois Parties pour quelques Notes. Les Parties de la
main gauche sapellent la Basse, qui est la Bass continie, et la
Taille. Les Parties de la main droite sont la Haute-contre & le
Dessus.

3. Les Disnances ne se font jamais, encore moins les fausses
Intervalles; s ce n'est quelles Lient marquées par les chifres.
Mais I'on fait ordinairement la Tierce la Quinte, et I'Octave:
quelquefois la Sexte, comme il seradit cy-aprés.

4. Avec la Tierce de la main gauche, on met la Quinte &
I'Octave de la droite. Avec la Quinte de la gauche, on met
I'Octave et la Tierce de la droite. Avec |'Octave de la gauche,
on met la Tierce @ la quinte de la droite. Ou I'on double
gquelquune de @es consonances. Mais la Tierce y doit estre
toQjours.

5. Au lieu de la Quinte on met quelquefois la Sexte; et on la
double mesme aussi quelquefois, ou la Tierce selon les
occurrences de la disposition de la main, comme I'on verra cy-
aprés. Mais quand il faut faire la Sexte au lieu de la Quinte, on
la marque ordinairement sur la Base @ntinle: s ce n'est en
cadence ou quand la Bass monte en degrez mnjoints par un
diéze ou un"mi", ou un"s"; car la Sexte est si naturelle a ces
endroits, que I'on ne peut pas ® dispenser de la faire, quoy
guelle n'y soit pas marquée Or quand dans ces occasions que
I'on fait la Sexte sur un diéze de Base en montant par degrez
conjoints, I'on re fait jamais d'Octave, mais on double la Sexte
oulaTierce

6. Les Parties superieures doivent sapprocher le plus quil est
posshle, et mesme toutes ensemble doivent sapprocher de la
Bass le plus uvent. Quand la Taille passe I'estendiie de
I'Octave, pour lors la main droite au seaurs de la gauche prend
les trois Parties auperieures, ne touchant de la gauch que la
Bass, jusgua ce que la Taille revienne dans I'estendiie de
I'Octave.

RULES.

1. All of the Modes and all of the Keys, natural and transposed,
in any types of Pieces whatsoever, reduce and relate to three
types of manners or progressons of melody. The first manner is
treaed and reduced by "C", that is the chant (mode) that one
cdls Natural (Magjor), which proceals by maor Third
(downward) onto its final note. The second manner is treated
and reduced by "D", that is the dhant (mode) which one cdls
Flat (Minor), which proceels by minor third (downward) onto
its fina note. So that one can explain the key, one says c'
Natural (Mgjor), or c' Flat (Minor): d' Natural (Magjor), or d' Flat
(Minor). And likewise with the others. There is a third manner
of chant which is based on "E" and pealliar at the calence by
descending through "F'. This Key is more typicd in Plainchant
than in Pieces of Music. The examples of these will be given
below.

2. For perfed harmony, one should have four parts, two in the
left hand and two in the right hand, and as sich one should not
omit any of them without purpose, or for avoiding the forbidden
faults dedared below, because in this case one @an reduce to
three parts for some Notes. The parts in the left hand are called
the Bass, which is the Bas Continuo, and the Tenor. The parts
in the right hand are the Contralto and the Soprano.

3. Disnances are not used, the false intervals even less unless
they are marked by the figures. But one ordinarily uses the
Third, the Fifth, and the Octave (above the bass): sometimes the
Sixth, aswill be described below.

4. With the Third in the left hand, put the Fifth and the Octave
in the right. With the Fifth in the left, put the Octave and the
Third in theright. With the Octave in the left, put the Third and
the Fifth in the right. Or one can double any one of these
consonances. But the Third must always be present.

5. Instead of the Fifth, one sometimes puts the Sixth; and one
even also sometimes doubles it, or the Third acwrding to the
ocaurrences of the arangement of the hand, as one will be &le
to seebelow. But when one must use the Sixth in placeof the
Fifth, it is generally marked on the Bas Continuo (in the
figures): if it is not on a calence or where the Bass ascends
stepwise by a sharp, or a"mi" (scde degree 3) or a "ti" (scde
degree7); because the Sixth is so natural at these places that one
cannot avoid using it, even though it is not marked there. In
these occasions when one uses the Sixth on a sharp in the bass
ascending by stepwise degrees, one never uses the Octave,
rather one doubles the Sixth or the Third.

6. The upper parts dwould daw as nea to ead other as
possble, and at the same time dl together should most often
draw nea to the Bass When the Tenor exceals the distance of
the Octave, for that time the right hand, to help the left, takes the
three upper parts, playing only the Bassin the left, until when
the Tenor returns to within the distance of the Octave.



7. Les Parties superieures doivent proceder le plus souvent par
degrez onjoints, mesme demeurer en mesme degré tant que
I'occasion le permettra; et quand ell es feront quelque Intervallg;
gue la moindre soit preferée aaplus grande.

8. Les Parties superieures doivent proceder le plus souvent par
mouvement contraire ala Bass: neanmoins quand elle procede
par Intervall e de Quarte, elles doivent plus ouvent proceder par
mouvement semblable.

9. La Tierce & la Sexte devant I'Octave par degrez @njoints,
doivent estre mgjeures. C'est pourquoy |'on fait ordinairement la
Tierce mgjeure quand la Base procede en montant par
Intervalle de Quarte, et descendant par Intervalle de Quinte.
Cette Tierce majeure sentend sur la premiere des deux Notes du
progrezde laBass.

10. Quand onmarque un diéze sur une Note de Basse, rarement
deswous, c'est-a-dire quil faut faire la Tierce majeure @ntre
ladite Note de Bas en quelque Partie superieure, et la mineure
guand c'est un bemol, et la Sexte magjeure quand il y a un diéze
au dessus du 6 un peu de msté. De sorte que les diézes et les
bemols posez a1 dessus ou desous les Notes de Basse, ne
servent jamais que pour les Parties superieures, car il faut quiils
soient posez a osté et devant les Notes de Basse, pour estre
censezdelaBass.

11. Deux Quintes ou deux Octaves de suite dans le progrez
d'une mesme Partie, sont défendiies.

12. Les Dis®nances, sgavoir la Seoonde, la Quarte et la
Septiéme, mesme la fausse Quarte & la fausse Quinte (sgavoir la
Quarte superflie et la Quinte diminuéd passent par suppasition
en tenant les autres Parties: comme |'on verra cy-aprés.

13. Les Disnances % pratiquent auss par le moyen de la
Syncope, lesguelles ont todjours sauvées d'une ansonance e
descendant. Les Exemples en feront la preuve. Mais la
Dissonance par Syncope la plus ordinaire est la Quarte, qui le
plus uvent doit estre acompagnée de la Quarte cmmme I'on
remarquera cy-aprés.

14. L'on marque ordinairement sur la Basse (rarement dessous)
presgue toutes les Dissonances quil faut faire. Par exemple 2
signifie la Seconde, 7 la Septiéme, 4 la Quarte; mais la faulle
Quarte @ la fauRRe Quinte on les marque diversement, scavoir la
Quarte superfliie et la Quinte diminuée avec un bemol aussi
deswus un peu de msté. La Quarte diminuée ne se pratique pas
ordinairement.

Toutes lesguelles choses se cmprendront mieux par les
exemples et les Démonstrations suivantes.

7. The upper parts should proceed most often by stepwise
degrees, even staying on the same degreeas long as the situation
permits it; and when they move by some Interval; the smaller is
preferred over the larger.

8. The upper parts should procead most often by contrary
motion with regard to the bass however, when it (the bas9
proceals by the Interval of the Fourth, they (the parts) most
often proceal by similar motion.

9. The Third and the Sixth that precede the Octave by stepwise
degrees should be major. That is why one ordinarily makes the
Third major when the Bass ascends by the Interval of the
Fourth, and descends by the Interval of the Fifth. This major
Third is head on the first of the two Notes in the Bass
progresson.

10. When a sharp is marked on top o a Bass Note, rarely
underneath, that-is-to-say that one must make the Third major
against said BassNote in some upper part, and the minor (third)
when it isaflat, and the magjor Sixth when there is a sharp above
the 6 alittl e to the side. In the cae with the sharps and the flats
placal above or below the Bass Notes, they never serve for
anything but the upper parts; for it is necessry for them to be
placel to the side and before the Bass Notes to be intended for
the Bass

11 Two Fifths or two Octaves in successon within the
progresson of the same one part are forbidden.

12. The Disonances, known as the Seoond, the Fourth and the
Seventh, and the same with the false Fourth and the false Fifth
(known as the augmented Fourth and the Diminished Fifth) pass
by substitution® whil e the other parts are holding: as one wil | see
below.

13. The Dissonances are caried out also by the means of the
Syncopation, which are dways resolved by descending to a
consonance. The examples will prove this. But the most
common Dissonance by Syncopation is the Fourth, which most
often should be acompanied by the Fourth as one will note
below.

14. It is ordinarily marked above the bass (rarely below) nealy
al the Disnances that one has to pay. For example, 2
signifies the Seand, 7, the Seventh, 4, the Fourth; but the false
Fourth and the false Fifth are marked dfferent ways, known as
the augmented Fourth and the diminished Fifth with a flat also
above and a little to the side. The diminished Fourth is not
ordinarily used.

All of these things will be understood letter by the following

examples and Demonstrations.

! Nivers uses the word "supposition” to mean a passng tone.
SeeTraité de la Composition.



Demonstration of Major [becarre] keys or modes
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Demonstration of Minor [bemol] keys or modes
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Demonstration of extraordinary marks of [fig. bass] accompaniment

Augmented Fourth. Diminished Fourth. Augmdritd@th. Diminished Fifth. Major Sixth.
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Examples of Tones and Semitones
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Examples of Intervals, Simple and Replications

A Second Third Fourth Fifth Sixth Seventh Octave Ninth Tenth
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Examples of all the Intervals, just and false
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Examples
And Practice for Melodies that are treated as Major

Note: Accidentals refer only to the notes they directly precede. They do not caugttiihe measure.
Figures in parentheses were not in the original.

Some accidentals that were flats in the original have been changed to natural $groteierm to modern notation.
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For ascending and descending two Tones by stepwise degrees.
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For ascending and descending by intervals of Thirds
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For ascending and descending by intervals of Fourths
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For ascending and descending by intervals of Fifths.
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For ascending and descending on one or many Bass Motes on the same degree; that véhiotfreeresme to ascend when the Parts are too near
the Bass which in turn should also ascend; or that which one can play in descending for apptwaéizisg when the Parts are too far away from it.
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The same Examples for proceeding by D; that which is also called minor [par bemol].
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For ascending, descending, and falling to a Cadence on E (Phrygian).
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Tous ces Exemples peuvent estre transposez, a la Quarte, a la
Quinte, un Ton plus haut, un Ton plus bas, sur les Tons par
bemol, sur les Tons par becare d diézez de toutes les manieres
possbles, suivant I'addresse des doits et la cnnoissance parfaite
gue I'on aura du Clavier, ce quon appelle possder entierement
le Clavier.

Mais pour bien acmompagner, il le faut fair avec prudence ¢
modestie. Et pour acompagner modestement, quatre choses
sont requises, outre la science cy-dessus quil faut avoir. La
premiere est quil ne faut point faire de passages, ny de manieres
de dhants recherchez, sur laBass ontinle, maislier et tenir les
Parties sns les beaucoup remuer. La semnde, quil ne faut
point accdler de Parties les Rédts, mais ulager les Voix
foibles, en ne faisant pas les Parties s hautes, et mesme n'en
faisant que trois quelquefois si laVoix de Réat est extrémement
juste ¢ tendre. Latroisiéme, qu'il ne faut pas atteindre le haut
des Rédts du Dessus, si cen'est quelquefois pour faire entendre
le Ton juste: mais g I'on chante faux, il est plus expedient de
tenir les Parties hautes; si ce n'est que |'on chantast extrémement
faux, car en ce ca&il seroit plus a propas de quitter les Parties et
ne faire que la Bass continlie pour quelque temps, jusqu'a ce que
I'on pust revenir a preluder a quelque pause pour remettre dans
le Ton juste. La quatriéme dhose mnsiste en ure singuliere
addresse pour éviter les fausses Tierces qui se rencontrent dans
les Tons transposez, quand onRédte; car il vaut mieux dans ces
rencontres espineuses lascher cete mauvaise Tierce et se
contenter de la Quinte & de I'Octave, que de donner occasion de
chanter faux.

Pour jolier le Plein-chant de I'Eglise, tant simple que figuré,
toutes les mesmes Regles sobservent avec les Exemples cy-
desaus; dont on peut voir |'usage @ la pratique dans les Hymnes
du second Livre d'Orgue.

Mais il est & remarquer que toutes ces Observations ne servent
gue I'Introduction a la pratique reguliere de I'accompagnement;
que pour acquerir une parfaite connoissance de ce Art, il faut
sy appliquer serieusement; et pour y proceder avec methode; il
est necessaire de sgavoir tellement par memoire toutes ces
choses sans aucune mntention d'esprit, que la main se porte
naturellement d'elle-mesme a choisir et trouver tout d'un coup
les acwords convenables, sans aucune difficulté ny consultation,
par I'habitude longue et forte que I'on aura contradé en estudiant
et pratiquant ces exemples; lesquels ne viennent jamais de suite,
mais nt toljours dispersez, tantost deux notes d'un costé,
tantost deux ou trois de l'autre, tantost d'une fagn et tantost
d'une aitre, selon les occurrences des Chants de Bass, et selon
les endroits du Clavier ou la main droite se trouve posée pour
les Parties superieures. Ce qui est digne d'une grande dtention
et d'une parfaite exaditude.
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All of these Examples can be transposed to the Fourth, to the
Fifth, one Tone higher, one Tone Lower, on the minor Keys, on
the major Keys', in all posshle manners, following the dexterity
of the fingers and the perfea knowledge that one will have of
the Clavier, that which one cdls entirely owning the Clavier.

But to acwmpany well, one must play with prudence and
modesty. And to acampany modestly, four things are required,
besides the science given above that one must have. Thefirst is
that one must not play passages, nor studied manners of melody,
on top d the Baso continuo, but tie and hold the Parts without
moving them alot. The seaond, that one must not overwhelm
Vocd Pieces with the Parts, but relieve feeble voices, by not
playing the Parts $ high, and even only playing three
sometimes if the Voice in the Song is extremely true and soft.
The third, that one should na attain the height of the Voice
Parts of the Soprano, unlessit is to make the exad pitch heard:
but if one sings it (the pitch) false (out of tune), it is more
expedient to hold the high parts; unless one sings extremely
false, because in this case it would be more gpropriate to leave
the parts out and only play the Bas Continuo for some time,
until one can succeea in preluding during some rest in order to
get badk into the right key. The fourth thing consists of a
singular skill for avoiding the false® Thirds that are encountered
in the transposed keys when one Performs; because it would be
better in these tricky situations to drop this bad Third out, and be
content with the Fifth and the Octave, than to give (the singer)
occasionto sing false.

In order to play the Church Plainchant, both simple and figured
(ornamented), al of the same Rules apply with the Examples
above; of which one can see the usage and pradice in the
Hymnes of the second Livre d'Orgue.

However, it isto be noted that these Observations only serve &
an Introduction to the regular pradice of acmmpanying; in
order to aaquire aperfed knowledge of this Art, one must apply
oneself to it serioudly; and in order to proceed methodicdly, it is
necessary to know al these things completely by memory
without a single mntention of mind, so that the hand carries
itself naturally on its own to choose and find all at once the
appropriate chords, without any difficulty or consultation, by
long and grea habit that one will have aquired through
studying and pradicing these examples, which rever come &
once, but are dways dispersed, sometimes two notes to one side,
sometimes to or threeto the other, sometimes in one fashion and
sometimes in another, acording to the occurrences of the Bass
notes, and acmrding to the places on the Keyboard where the
right hand is found to be locaed for the upper Parts. That which
isworthy of grea attention and perfed predsion.

1 »on the Keys (that procee to the calence) by flat, onthe Keys

by natural and sharp,"

2"Rédt" here means Vocd Composition. SeeAnthony.

% "False" here means out of tune, as the keyboard temperament
systemin France d the time did not render all thirds playable.



