
Vol. 7, No. 2     Winter, 1998

© Peacock Press.
Licensed under CC BY-NC 4.0.

You are free to share and adapt the content for non-
commercial purposes, provided you give appropriate
credit to Peacock Press and indicate if changes were

made. Commercial use, redistribution for profit, or
uses beyond this license require prior written

permission from Peacock Press.

Musical Instrument Research Catalog
(MIRCat)



28 

Techniques of Baroque 
Accompanin1ent 

Robert Webb 

W hen J.J. Quantz produced his treatise 
On Playing the Flute in 1752, as a 
teacher and composer he was in a 
special position to elucidate the 

performance practice of the era. 1 He was not to know 
that within about fifty years figured bass, the very 
backbone of musical life as he knew it, would be 
impatiently pushed aside in favour of a new music. 
We are fortunate indeed that Quantz felt the need to 
record so many aspects of the 'high baroque', since 
without this precious and extensive book (and its 
equally important translation into French), much 
detail of good-quality performance practice would 
have been lost. 

As regards the art of accompaniment, Quantz 
addresses many topics which he must have felt were 
either missing from earlier accompaniment treatises or 
were necessary in the wake of the new direction 
music was taking. The purpose of the present article 
is to select, diagnose, and suggest some practical 
interpretations for keyboard continuo examples from 
the thorough-bass period. I have chosen extracts from 
the repertory which will appeal to today's early music 
keyboard accompanist, whether beginner or advanced. 
I urge those at all levels who are interested in early 
music accompaniment, to sit at the keyboard and play 
through them. 

As with any unfamiliar written language we need to 
be aware that the text alone is inadequate, and, with 
older musical texts, we need to understand the history 
of the convention of notation. This is especially so 
given · the normative communication of music as aural 
transmission.' Nobody in their right mind would 
attempt to read a script in a foreign language to an 
audiehce of native speakers without having first been 
educated in the basic workings of the language,' and 
figured bass should be viewed in this light. 
Superficially, figured bass appears far too open for 
today's trained keyboardist who has learned to read 
complex structures of prescribed notes at sight. In 
fact, figured bass is strictly governed by aural 
phenomena, and the player simply needs to 
understand and recognise the aural rules. Since one 
must, therefore, be able to recognise the 
compositional formulae at work, the player is brought 
nearer to the composer than when merely reading a 
part. The accompanist must then select those 
elements which will accord with the sounds made by 
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the other instruments in the ensemble. 

The mid 18th-century treatises by Quantz and C.P.E. 
Bach' are useful for their accompaniment information, 
but more than 200 other treatises survive from 
between 1600 and 1800 dealing, at least in part, with 
our subject. 1 Those unfamiliar with practical figured 
bass at the keyboard are recommended to read Peter 
Williams' Figured Bass Accompaniment (1970), or the 
more recent Continua Playing According to Handel by 
David Ledbetter (1990). Other publications relevant 
to this article are listed in the bibliography. 

Style 
The manner of accompanying performance in the past 
would have varied from player to player. A player's 
style would be influenced by the tonal qualities of the 
instrument used, his knowledge of the music, the 
acoustic environment, and the sound produced by the 
other instruments. We know from the few descriptive 
accounts and from details in the repertory that during 
this period, covering some 180 years, styles varied 
according to time and place. Aspects such as fluidity 
and impact were not likely to be included in a written 
report since these features would have been conveyed 
aurally." In this article I will be focusing on the shape 
and flow of accompaniment which, I suggest, is far 
more important in conveying the music than any 
preoccupation with 'correct harmony'. When 
approached from this angle the accompanist becomes 
familiar with horizontal progressions rather than the 
vertical preoccupation of the theorist, and the music 
is more fun to play (and to hear). By taking model 
phrases of figured bass, deconstructing them, and 
substantiating any hypothesis through careful 
consultation of the historical evidence, the modules 
chosen can act as formulaic models for practical 
continua playing of early music today. This emphasis 
on familiarity will surely bring the accompaniment 
performer closer to the original practice.7 

The two structural elements contributing to flow and 
shape in measured music are 'the rhythmic motor' 
(the RM factor) and 'the textural dynamic' (the TD 
factor).' These two aspects of performance, as I hope 
will become apparent, can be seen to be vying with 
one another in the music of the period. The 
successful continuo player will not lose sight of these 
two ideologies whilst playing, since the accompanist is 
expected to: a) keep time in the ensemble,9 and b) 



add interes t to the performance by adjusting the 
texture accord ing to harmonic developments within 
the composition. 

The RM factor 
T he RM factor is based upon a system of hierarchy 
between the beats of the bar. The theory can be 
summarised as follows: 

I. Beat one is prime. 
2. Beat three (in four time) is secondary. 
3. Beat four is of next importance as it anticipates 

beat one. 
4. Beat two is of least importance. 

As a resu lt of this hierarchy, 1-3-4-2, an analogy can 
be made with the four-cylinder combustion motor 
which uses this pattern as its firing orde r, being the 
most satisfactory pattern for the smooth running of 
engines. Direct evidence for its usage in the high 
baroque period is somewhat lacking, 10 even in Quantz, 
yet I have been able to find an approximate refe rence 
to it in the "well known and widely circulated" Saint­
Lambert accompaniment treatise of 1707: 11 

The principal beat of a measure (in all types of 
measure) is the first beat: that one predominates 
over all others. In the two-beat measure, the first 
and second [beats] are nearly equally principal 
Jbeats]. In the three-beat measure, the first ai,d last 
[beats] are [principal beats]. And in the fo ur-bea t 
measure , the first and third [beats are principa l 
beats]. 11 (my em/Jiwsis) 

My interpretation of this passage is that beat three (in 
a fou r-beat measure) would have been understood as 

Ex. I Hande l's exercise in figured bass N° 19 

Suggested 
Rea lisat ion 

Basso 

" I 
~ " · -
.,; 

L • · .. " 
~ 

" 

I 

I 

-r-

9 

I 

--
3 

I 

I 

~ --
I 
6 
5 

' 

I I 

--- -I 

' 

I 

l. _ 
"II"' 

6 

29 

slightly subservient to beat one ("nearly equal"), but 
superior to the other beats (I take Saint-Lambert's 
'two-beat measure' as the model since it is more 
detailed than the others). Also, although beat four is 
not discussed, Saint-Lambert's understanding of the 
fu nction of the last beat in three time, as being a 
principal beat, rather implies that the last beat in four 
time will be of more importance than beat two, but 
not as great as beat one or three . 

If we are to apply this structure of emphasis to 
harpsichord or organ accompaniment, both of which 
lack any obvious touch dynamic, then it must be 
done by varying the number of notes which sound on 
each beat. The technique fo r organists will differ from 
that for harpsichordists, since the decaying of a 
plucked note on principal beats can be 'held over' to 
good effect. 11 Example I is one of Handel's figured 
bass exercises, 14 and it has been realised in a way 
which I suggest accords with the RM factor. 

A number of important issues arise from an 
examination of this example: 
• There is a two-bar pattern. The pattern is 
developed as a feature of the exercise/composition. As 
with many pieces in the period, the opening pattern 
(often two bars) is the window to the whole piece. 
Carefu l study of this opening pays great dividends . A 
four-note chord for beat one is used. 
• We can make beat two of bar one the least 
important by holding over the chord from the 
previous beat. This, and the subsequent minim on 
beat three (which is also there by necessity of the 
harmony), sets up an expectation in the listener for 
hearing half-speed movement over a walking bass .15 
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This expectation is undermined by the crotchet 
movement (made necessary by the harmony) in the 
realisation of bar two. In fact, bar two is an answering 
phrase to bar one. 
• Beat three in the first bar of each phrase has been 
reduced to a three-note texture in order to comply 
with the RM factor. Beat four has been left as a 
single note texture. There is the option of adding a C 
or G above the bass (to give it slightly more weight 
than beat two), but in view of the way the music 
reveals itself, the bass finding the root of the 
dominant on beat four (giving a strong lead to the 
predictable tonic in the next bar) , this bea t can be 
given ex tra prominence compared to beat two 
through articu lation alone. 
• The melody had to be 'discovered'. There is nothing 
specific in the in fo rmation Handel has written to give 
us the melody, but without this rising and fa lling 
tune, the progression is nonsense (try experimenting 
with alternative melodies and different inversions of 
the prescribed chords). It is by working with (or 
aga inst) the melody that the accompanist can best 

accomplish his or her task. 

• The ninth chords could be prepared by sounding 
the relevant note on the previous bear fo ur (nor 
shown in this realisation). This must depend on the 
nature of the instrument used, the acoustic 
environment, and the mood of the playe r at the time. 
This fl ex ibility is an important aspect of continuo 
work. In this case, the difficulty is balancing the 
melody with an accompaniment on the same 
instrument, since the lines overlap. 
• The chord on beat two of the second bar (of each 
phrase) is always unavoidably strong. This is because 
there is only one common note from the preceding 
chord which can be held over. Indeed, because two of 
the newly struck notes can be carried on into bea t 
three (the Db and F), it may be that Handel is 
de liberately syncopating the rhythm here. It should be 
noted that the hierarchy of the beats in a bar ccm be 
interrupted, provided there is a clear case fo r doing 
so. Composers of the period quite often seem to be 
'toying with the rhythm' (the hemiola is a prime 
example). The result in this bar would be that beats 
two and four become strong, and beat three weak. 
This is achieved by allowing the thirds in the right 

hand to descend while only adding one note (the G) 
on beat three. 

The TD factor 
The TD factor is based upon the idea that thicker 
textures are played by the accompanist during 
'remote' key passages. This thesis accords with the 
prac tice of emphasing dissonance (since 'remote' keys 
contain notes which are not in the 'home' sca le). As 
an ex tension to this practice, the dominant should 
have more emphasis than the tonic: in fact the tonic 
should be understated at the end of cadences. We can 
imagine a continuum where the tonic has least 
emphasis, and we gradually pass through the 
dominant and the dominant's dominant to remote 
keys which carry the most emphasis. Despite this 
slightly confusing difference between dissonance 
within the scale and dissonances ou tside the scale 
(which clearly show up in figured bass as accidentals 
added to the figures), we need to find historical 
evidence which supports any change of texture for 
harmonic reasons. 

The theory of a tex tu ra l dynamic as performance 
practice ideology appea rs, in the written record at 
least, as early as 1707 when Saint-Lambert suggests: 

Just as one is not obliged to play three different Parts in 
a chord of the !righ t hand] accompan iment at all times 
(since one is free to double some of !the Parts! when 
one wishes to, or even to leave out one of rhc three 

[Parts] when that seems necessary), one G lll also 
sometimes provide a fourth !Part] in the chords assigned 
by the genera l Rules . .. either to soften the harshness 
of a dissonance, or, on the contrary, to make it more 

piquant so as to better savor its resolution to a 

consonancc. 1
'' 

What a pity Saint-Lambert fa iled to include musica l 
examples to support th is text (which incidenta lly is 
the last paragraph in his treatise). He clearly means a 
fo urth 'part' (as in a dominant seventh, or possibly an 
added ninth to a seventh), but his text does not 
really suggest the 'savouring' of remote key passages, 
rather the emphasising of a solitary dissonance , 
especially one prepared at a cadence. By the mid -
18th century the concept of emphasis has evidently 
shifted, possibly commensurate with the change in 

Ex .2 Chart showing the relative loudness of figu red bass figures (extrapolated from Quantz) 
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musical style, and now extends to incorporate remote 
keys (see Ex.2). 
Quantz states: 

I am convinced that if you ... accustom yourself 
to this manner of accompanying: that is [amongst 
other things] paying close attention to the notes 
raised by sharps or naturals or lowered by flats that 
lead to a foreign tonality, then I say that you will 
easily divine when to use the piano, mezzo-forte, 
forte, and fortissimo without their being written 
out. 17 

Certainly, the rise in popularity of the piano ought to 
be taken into account here, but earlier in the treatise 
Quantz has explained how these dynamic effects can 
be achieved at the harpsichord: 

Thus, passages marked piano on this instrument 
[ the harpsichord] may be improved by moderating 
the touch, and by decreasing the number of parts, 
and those marked forte by strengthening the touch, 
and by increasing the number of parts in both 
hands. 18 

Clearly, Quantz is referring to passages with dynamic 
markings here, something which is indicative of the 
new trends in music-making. Nevertheless textura l 
dynamic was expected of the harpsichordist and 
emphasis was to be given, by degrees, according to 
the remoteness of the passage to the home key, as 
well as to ce rtain chords which were considered 
pungent. 

Example 3, for 'cembalo' continuo, has been chosen 
for its four-two chord as part of the opening subjec t. 
In this ex tract I have presented a harpsichord 
rea lisation using ligatures which are a simple and 
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appropriate way of showing detail. 19 Notes are held 
until the change of harmony forces their cessation. It 
should be noted tha t the accompaniment is in the 
French 'full-voiced style' using an eight-note texture 
on the opening chord. 20 This style is considered 
suitable given the music's French character, 
Telemann's Affettuoso indication," and the composer's 
great gift of being able to mimic the styles of the day. 
Furthermore, the sheer power of the treble recorder 
parts ca lls for a rich and loud support." 

The fo llowing points concerning the textural dynamic 
can be noted: 
• The arpeggiations (on most beats) are always 
performed after the beat." The speed of the spread is 
optional and can be used to give emphasis. 
• The first chord is as full as possible (equating with 
Quantz's fortissimo). This is to establish the forces 
available in the ensemble. In effect, it acts as a 
reverence, although it is important to keep time. The 
tenor F on the second bea t of bar one is optional for 
the accompanist, and wi ll depend on the ensemble (it 
must be decided beforehand whether the gamba 
player will play the nore alone, or whether the 
harpsichordist will also play it). The chord of beat 
one can be held right up to beat three, although the 
little finger of the left hand will need to be moved up 
an octave to play the chord on bea t three. 
• The chord on bea t three is made mezzo-forte by 
employing a five note chord which is superimposed 
above the over-held F from beat two. This is the all­
important harmonic statement, and one 1nust 'savour' 
the dissonance here. The gamba player will , of course, 
be bowing a sustained F through this principal beat. 
• Beat four is made weaker than beat th ree by over­
holding the necessary notes from beat three (the Bb 

Ex .3 Telemann's Sonata ii ere (Triosonata in F), !st movement 
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and G) and only sounding three new notes. 14 

• Beat one of the second bar is as weak as possible 
since it is the tonic after a cadence. 11 

• A counter-melody is provided. The uppermost inner 
part has been designed to fea ture a conjunct upward 
melody in contrary motion to the falling conjunct 
(albeit decorated) subject of the soloists (bar one to 
the first beat of bar two). The rising theme is 
continued by the harpsichord in bar two as it 
complies with the necessary change in harmony. 
• The chord on beat one of bar three (C major) is 
stronger than that of bar two (F major) since the 
dominant should be stronge r than the tonic. In fac t 
this C major chord marks the start of a long ( two and 
a half bar) descent to the next cadence {not given) . 

Conclusion 
It can be seen that the two techniques outlined above 
give the accompanist plenty to think about during the 
process of accompanying. Applying the rhythmic 
motor to a continua performance will give structure 
and impetus to a piece of music when often there 
appears to be none in the music text. In my 
experience the RM factor can work especia lly we ll in 
allegri, where soloists enjoy the controlled circular 
motion. However it can also help bring shape to an 
adagio, particularly those which qualify as what we 
today would call moderato. 

The TD fac tor gives the keyboard accompanist the 
challenge of va rying the texture according to 
harmonic development. Although this process will 
mostly apply to large-scale development within a 
composition, nonetheless, as I hope to have 
demonstra ted, it can be used during shorter phrases 
where the harmony will allow. In addition the player 
may increase or decrease the number of notes in 
order to accentuate or prepare fo r a dissonant fea ture 
in the composition. 

The two fac tors come into contradic tion with each 
other when the first beat of a bar fo llows a cadence 
and fa lls on the tonic. The accompanist must consider 
the ensemble, and the performers must agree stylistic 
matters beforehand. 

Example 4 (on following page) is a movement from a 
suite by Zipoli. Another source of evidence fo r 
accompaniment practice must be the solo repertory. 
When I came across this piece I was glad of {and 
somewhat surprised by) Zipoli's left-hand arrangement, 
which clea rly is independent from the monophonic 
melody. It gives us an insight into the way in which 
players might have thought of accompanying what is 
essentially an unexceptional harmonic composition, 
and shows what can be done with many baroque 
pieces. 

In the Zipoli piece the following points are of interes t: 
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• The opening bar is almost a model of RM at work. 
(Beat fo ur is stronge r than necessary because its 
harmonic function is to introd uce the cadence.) Note 
that, because of the six beat opening phrase, bea t 
three of bar two is stronger than bea t one. (Note also 
that beat two of bar two is without any newly-struck 
accompaniment.) 
• The beauty of the ambiguity between four-four and 
two-four. 'High baroque' pieces often have phrases 
which end halfway through a bar, yet all pieces end 
with the correct final phrase- length to restore them to 

four-four. Zipoli 's three-note chord halfway through 
bar two not only defies the RM fac tor, it defies the 
TD fac tor by emphasising the tonic a t the end of a 
cadence. This is surely a case of deliberate 'toying 
with the rhythm'. 
• The strong-weak featu re of bars six and seven (the 
uppermos t voice being held over the weak bea ts). 
Note how beat four of bar seven is given emphasis 
because this '6' chord is the introductory chord to the 
cadence ending on beat one of bar nine. 
• The syncopated part-writing in bars ten {beat four) 
aud eleven. This is also fea tured and developed in the 
'B' section {bars 21 to 23). 
• Finally, the most stunning fea ture of all: the fo ur­
note chord accompaniment which occurs on beat two 
in bar 12. But surely beat two is meant to be the 
weakest beat in the bar? As if to prove to us that this 
is no publica tion error, Zipoli includes this feature in 
the 'B' sec tion {bar 17) . These two chords have more 
emphasis in the accompaniment than anywhere else 
in the whole piece. It should become clear by now 
that this composer is de libera tely iconoclastic. Zipoli 
can only be breaking the rules of regular music 
practice, as long as those rules ex isted in the first 
place. This style of composition is true baroque, the 
twisted pearl , the 'jarring' style of music which was, 
ex fac to, to give the entire thorough-bass period its 
convenient name. 
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Ex.4 Zipoli Suite in G minor Opus 1, Pt. 2 (171 6), 4th movement 
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7. We lend to 1hink of tx:ucx::iue txJrmony as a conslant. whereas 
there is a gcxx:l case for suggesting that various piogressions bec:ome 
fashiCflOble, and !hereby familiar lo cmlernporory musicians, only to 
become outmoded and replaced by new ones 

8. I om indebted lo John Toll. wilo introduced me lo both topics 
during my postgraduate stWies in early music pe1I0ffTlOnce 

9. &:lch·s adage 1hot Wie accompanist is 'the guard ian of the beat' is 
well known. but Quontz too stresses Irie importance ol learning lo ploy 
Ir1e !lute either ,;Alh or against o beat (initially by topping the 1001. but 
later by working witr1 or against tre accompanist) 

10 Any information would be most welcome. 

l l Saini Lambert . 1707. The quofe is from John Powells preface (pix) 

12. Saini Lambert. 1707. p.1 0?. Tronslolkin and square brackets by 
John Powell. 

13. I woulo hove lhougt1I that the problem 'Mlh the sustaining qualify 
ol the organ is lhal. by releasing the key. o llention is d rown to its 
cessolkin. thereby counteracting any a ttempt lo make weak beats 
unimportant. 

14. These exercises ore port of Handel's tutor (in autograph) tor 
Princess Anne. They ore published in Ledbetter 1990 

15. A 'walking ooss· is usuolry associated with andante. Example l rs 
surely ooogro (none ol Handers exercises hove speed indica tions) yet 
there is some similarity to andante movements in that 11 ,e tx:iss is on 
ostinoto on-beat rhythm and moves a t twice the speed of !he inner 
voices. Adagios con be ployed ol o moderate pace in this periOd 
(Quonlz categorises all music os either ooogiO or allegro. but states 
lhal the ooogiO is the more lle•ble depending on ifs mood [key 
related) or style) 

16. Saini-Lambert 1707. p.173. The square brackets ore John Powell's 
and the round brackets o re (presumably) Saini• Lambert 's (ollhOUgh 
John Povvell is indebled to Burchill's ·1ranslo1ion and cornmenlory', ibid .. 
lnfrcx:JucfiOn. p .xv.) 

17. Quantz 1752 . p .255 

18 lblo .. p ?53 

19. Ligatures ore used in unmeasured preludes. but also appear in 
the realisations of occomp::iniments in the treatises by Gosporini 
(Gosporini l 708) and Heinichen (Heinichen l 7?8) 

20. The lull -voiced sr,1e . where fhe lett hand is used lo enrk:h the 
texfure by doubling up the harmony. originates 'Mlh the Clovecinisfes. 
Details con be found in D'Anglebert·s occomponimenl appendage lo 
Pieces Cle clavec,n ... (D'Anglebert 1689A) and Delair 1690. There is 
evidence for it being a fealure of accompaniment outside of Fronce 
in lt1e Rome manuscripts (Anon [flomeJ l 720). 

?l. Allelfuoso is codified by Quontz os o stow piece. but he points 
out that its precise inlerprelolion ,;.;11 depend on key and metre . Here. 
in F major and common time. the piece con be pefformed ITIOl'e 
quk;kly than wilol is raw fhOUghl ol OS on ooogiO. 

22. Soinl-Lomber1 suggests increasing the accompaniment textu1e to 
five notes for slrCX'lg singers and to seven notes for very s1rong singers 
(Saini-Lambert 1707. Ch.9. §3 .) 

?3. The es,dence tor orpegg ioting Q11e! the boss note r10s been 
ployed on the beat is found in the various ornament tables from 
Chambonnieres lo Dondrieu (see Ferguson 1966/ 771 

24. Oler-holding is another very important aspect to occornI::x:mirnent. 
yet ~- unfortunately. beyond the scope 01 fhis a rticle. There is 
evidence lo suggest that the Germans wrote in lour distinct ports 
deSPle over-holding nofes in practice (the student's nofes ot J.S.Bocti's 
lectures attest lo this. see Boch 1738). The over-haloing of notes 
cor nmon to occomponimenl chords is rel erred to by Boch·s son. 
C.P.E .. os 'lhe ~nging effect [of occomponirnenl)' (Boch 1753/6?. §H 
p .37?) . 

?5. This accords 'Mlh C.P.E. Bach's doctrine. Boch folks of reinforcing 
(I.e. ploying more kludly) the occomponirrienl eiltie, a l rnodulalory 
changes or under the notes that introduce ctosing cadences (Bocl , 
1753/6?. pp. 370-71. §1 0 and §l? on pertor,nonce) . This implies 11 101 
1t '€ tooic rnust be understa ted as o resolu1ion to lr1A c odA'l' 1CA 
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l,bliogrophy 
Anon [RomeJ l 7?0 Anon: Regole piu necessorie e urwersaJe per 
occompagniare if Basso continua . . . leufo o grayicembafo ... 17?0. 
(Rome. Bib. Cor&niono Mus. MS Pl 5. If. 28-35). Examples ore shoNn in 
W1llbms 1970 

Arnold 1931 /\inold. F. T. : The M ot Accompanimenl rrcxn a Thorougf, . 
boss As Proclrseo in /he XV/ffh - XVII/th Centuries. (OUP. 1931). 

Boch 1738 Boch. J.S .. {Vorschrilten und Grundsdfze zum 
vierstimmigen spielen des General-Bass oder Accom(XJQnement fUr 
serne Sc /10/aren rn Cler Music. 1738/ JS.Bach's Precepts and Princ1pres 
for Playing fhe Thoroug/1-Boss or Accompanying in Four Parts. I erp 11g 
1738. Irons. and ed. with foes. by Pamela L. Poulin (Oxford. 1994) 

Boch 1753/62 Boch. C.PE.: {Versuch wer die wat,re M dos CiOvier' 
zu ,pie/en. (Berlin. l 753-62. and l 787-97)1 Irons. by W1llbm J. Mitchell 
os Essav on the True M or Playing Keyboard /nslrumen/s. (New York. 
1949). 

D'Anglebert 1689A D'Anglebert. Jeon-Henri: 'Princepes de 
l"occomponimenr in Pieces Cle Clavecin. (Par~. 1689). 

Delair 1690 Delair. Den~: /Traile daccompagnemenl pour le 
lheortxJ. el le clovessin. /Paris. 1690. rev 1723]/ Acccmpanimenl on 
!he Theabo and Harpsichord: Denis De/airs freolrse of 1690. A 
rronslolion wifh cornrrientary. by Charlotte Mattox. (Indiana. 1991 I 
Foes repr.. (Genevo. 1972) 

Federhaler 1961 Federhafer. H .. Georg Mui/al An Essay on 
ThoroughtxJss /Mulfars MS or 1699/. (Musicological Studies and 
Documents 4. AIM. 196 l ). 

Ferguson 1966/77 Ferguson. Howard : Early French Keyboard Music • 
An /1/Jlhology. vol. 2. (Oxlord. 1966. rl977). 

Gosporini l 708 Gosporini. F.: '- ·arrronico fYOlico al cimbalo. 
(Venice. 1708. r. l 729. r. l 745. r. l 764). Portblly Irons. into English 
(c. l 730?). The Practical Harmonisl al /he Keyboard. Irons. by D. l. 
Burrows (dole unspecified in Montgomery 1996) 

Heinichen l 728 Heinichen. Johann David: /Der General-Boss in cJer 
ComposifiOn. (Dresden. l 728)1 Thorough-Boss Accompanimenf 
=ding ro Ja,ann David Heiniehen. Irons. and ed. George J. 
Buelow. (Berkeley and Los Angeles. 1966). 

Ledbetter 1990 Ledbefler. David: Conlrnuo-p/oy1ng According lo 
Nandef 1-lis Frgureo Boss Exerc ises. (Oxford. 1990) 

Montgomery 1996 Montgomery. David: Hisforicaf lnlorrrolron for 
Musicians: SourcebCX)kS for the Study o f Performance Practices in 
European crassrcal Music. val. 1: Musical T ufors. MefllOCls and Re1areo 
Sources c. 1650-c.1915. (unpu~ished edition tor King·s Musk:. 
Cambridge. 1996) 

Powell 1991 see Saini-Lambert 1707. 

Quonfz l 752 Qoonlz. Johann Joachim: {Versuch einer Ar>Neisung 
die Flole traversiere zu spie/en. (Berlin. 1752)1 Trans by Edward J. Reilly 
os On Playing the Flute. (Faber. 1966. r. 1985). 

Reilly 1966 see Quanlz l 75? 

Saini-Lambert 1707 Monsieur de Saini Lambert· /Nouveau tra,fe Cle 
racc om{X}Qnernent de c lavecin, de rorgue, el des autres inslrumenls. 
(Paris. l 707)1 Irons. and ed. John S. Powell. A new /realise on 
acccmpan1ment wIfh the 1-lorps,chord. the Organ. and wifh ofher 
Insfrurnenls. by Monsieur Cle Saini l amber!. (Indiana. 1991). The 
Nouveau traife t1os 0Iso been Irons. by Harold Edward W1lls (MA 
thesis. The Amerk:on Univer~ly. 1978) and Jomes F. Burchill (Pt1D 
dissertoliOn. The Univer&ly of Rochester. 1979). 

W111ioms 1970 W1llbms. Peter: Figureo Boss Acccxnpanirnenf. VOis 1 
and fl. (Edinbugh. 1970). 
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