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PREFACE.
_— D

The Piano _Forte is at present more generally cultivated than any other mu.
sical instrument, and with reason, for it is the least likely of any to prove
injurious to the health of even the feeblest individual, and has besides, this
important advantage, that the performer docs not require the co —operation of
any other instrument to produce the fullest and most perfect harmony.

These valuable qualities, added to the extensive  compass which it has acquired
within these 20 years, have contributed to introduce it into such universal
favor and use, and have given birth to that high degree of execution upon it,
now so generally diffused. _

In the course of this progressive improvement, the style of writing for this
instrument has by degrees assumed a totally different form and direction,
and *he great and increasing difficulties daily presented to the player have
rendered necessary a considerable change in the principles hitherto establish_ -
ed, more particularly with regard to the’ system of fingering.

At the request of many friends and music -masters, I have been induced
to write a course of instructions, adapted to the present newly commenced
epoch of this instrument.

That 1 now‘ offer to the Public an introduction to playing the Pizno_forte,
does mnot proceed from any presumptuous fecling, but from a wish to testify my
respect for the confidence which has been reposed in my love of .the art, and
from an endcavour to be perhaps by this means useful to it.

My view has always been less to write a  preceptor. for those who,in the
strict sense of the word, desire to learn to play in the shortest manncr,
than for those who wish to combine with the practical part, the theoretical
knowle;lge connected with it, and who aspire to the rank of well_grounded
performers.

Let no one imagine that I have every where aimed .at being new, original,
and erudite; on the contrary, I have, as far as possible, endeavoured to re
tain and turn t;) account, all the good, and the wuseful, which men of scnsc

. have written on the subject, during more than half a century, and after mature
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consideration and long experience; and have added only what I found appro.
priatc and suited to the present style of writing and playing; and on the
other hand, have omitted that only, which, at this time, appeared to me

to. be superfluous.

I have also endeavoured, as far as possible, to observe a gradual and pro.
gressive  arrangement, to establish many points hitherto remaining doubtﬁnl,
to be as concise, clear, and inteclligible. in the execution as was practicable,
and to give an ample collection of practical examples. )

If, by means of this treatise, I .shou]d succeed In rondcring mjsclf usce.
ful, not to the present timc only, but also to posterity, I shall consider

this as the best and brightcst recompence of my endeavours.

WeEimar. D ecember, 1827

J N. HcmmEL.
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PRELIMINARY OBSERVATIONS

addressed to

PARENTS anp to TEACHERS oF music.

Since the whole Edifice of instruction depends wupon the first principles laid
down as a foundation, Pzrents, in the choice of a master, should direct their
attention less towards cheapness of instruction, than to ascertaining that he:

1) is a man thoroughly conversant with the princifles of his art, and one
who has himself received the best instructions; bhecause evil habits, arising
in the commencement through neglect, are mot té be laid” aside at a Iater
period. without great difficulty, and sometimes continue altogether incurable.

2) - that his method of instruction is good and intelligible; that he conducts
himself towards children with patience and kindness, and cmploys severity only
where it becomes necessary. -

Parents, alas! are often so weak as to require that their children,in order
to attract attention, should play aH sorts of little tunes before their tuition
is well begun; not corisidering that this Icads to nothing advantageous, and
that it only steals so much away from that expensive. time, requisite to a com.
plete course of elementary instructions, which is so necessary to fix the first
rudiments firmly on the mind, and which alone can produce any regular and
useful  result.

‘When, however, the Pupil has attained a certain degree of improvement, T
should myself advise him to play occasionally before others, for this will
stimulate his industry and give him comrage and certainty.

For the first half year, and, if possible, for even the first (*ntir(-y\a‘r, ev.
cry beginner requires one hours daily instruction; because the pupil is as
yet incapable of assisting himself, and if left too long alone, it is to be
fcared that, by contracting bad habits, he will rather injure than bencfit
himself. ’

Many entertain the ecrroneous opinion that to arrive at excellence, it is

necessary to practice for at least 6 or 7 hours every day; but I can assure
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them, that a regular daily, attentive study, of at most three hours, is suf.

ficient for this purpose; any practice beyond this, damps the spirits, pro _
duces a mechanical, rather than an expressive and impassioned style of play.

ing, and is generally d]sa(hantageous to the performer, inasmuch as when

compelled to lay aside this incessant exercise, if called upon to play any

picce .on a sudden, he cannot regain his usual powers of exceution with_
out having som(;‘da}'s previous  practice.

I am of opin'ion that, in general, girls should not be taught miusic be.
fore 7 years- of age, nor boys before 8; unless 1hey should display a

very remarkable degree of talent for it,. and, in a manner, be led to it

by the peculiar inclination arising therefrom.

What are the chi(';f"j'é~ qualities thet a good master should possess,
have bheen explained alove. I shall ft.rrthor“ remark:

1) That the ma-ter should feel the most zealous interest in all that
relates to his pupils  progress -in  the art.

2) That he must not allow him to comtract any bad habits,

3) That as soon as the pupil has acﬁuired the preliminary know_
ledge absolutely necessary, he should not exclusively occupy him with
merely dry examplcs, but should occasionally intermingle with them, short
and pleasing pieces, composed for the Piano - forte and for this ex._
press purpose, that the Pupils amusement and his desire of learning may
be  encouraged.

The custom of many masters of tormenting beginners with difficult
compositions, is  absolutely injurious.

4) 'That he should accustom the pupil betimes to direct his eyos to the notes
only. and to find the keys by the feel of the fingers, according to their dis_
tance from one another. Many pupils, particularly children, endeavour at

first to play from memory, by which means they never attain to any
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rcéuli_hoss in reading the notes; let the master by all means use them
t(»‘naifle aloud the notes quickly, one after the other; if he should ob_
serve that the pupil has committed a piece too much to memory, let
him  proceed no further with it, but at once give him something new,
that he may be compelled to play by note and not by ear. l

5) Let him never allow the pupil to play too fast; for this‘is the
first . step towards an unintelligible: and incorrect style of p-crf(‘)rm_
ance.

6). Let him endeavour, from the very outset, to give the pupil a
clear and correct manner of markfng time by his touch, and a strict
ahd well _ measured observance of it.

7)  Let the master, as far as possible, attend to the proper tuniﬁg
of the instrix;nonk, that the ear of the pupibl may not be spoiled but ra_
ther improved and refined.

It he wishes to see his Pupil make a rapid progress; he must de_
monstrate the warmest interest in his so doing; must treat him with in_
dulgence, and not urge him too quickly forward, but nevertheless be strict
in his instructions. From the first, he must not allow the pupil to keep
his fingers on the keys, either a longer or shorter time than is necessary;
he must accustom him to hold out syncopated notes, and to play short ones
lightly and detached, that he may have his hands and fingers under controul,
and avoid a lame .and heavy style of performance. Let the master also, from
the very commencement, hebituate the pupil to the strict ohservance of time,
and to count while playing; let him shew the pupil how he should play a
passage, and cause him to imitate and practise it, till he* can perform it

with  perfeet correctness. , By  this method the pupil

will play well what he attempts, and in the end reap the best fruits

from his labours.
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PART I

SECTION  FIRST.

STI TN ROCY

ELEMENTARY TRNSTRTCT I

CHAP- _ I,
e G e
ON SITTING AT THE PIANO __ FORTE.

s 1.

The Pupil must sit opposite to the middle of the kev. board, ot a dis
tance of from 6 to 10 inches, according to his stature, and the length
of his arms; so that the right hand may conveniently reach the highest,
and the left hand the lowest keys, without altering the position of the body.

s 2.

The scat must neither be too high nor too low, and such that both hands

may rest on the keys, naturally and without cffort. Children should kave

their feet supported, that their seat may be steady and secure.

CHA P. Ir.
o —

ON HOLDING THE BODY, THE ARMS, THE HANDS,

AND THE FINGERS.

From the eutset, particular attention must be directed to these points,
sirce  any nog‘]igrpqe on this head, dregs in its trein the most disadvanta_

reons rosul@s. such indeed as are sczreely  to be amended at a future

period; and  facility, gracefulness,  neatnress, expression, and strength of
pertormance  will  thereby suffer materially.
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The  body must be held wupright, neither bending forwards nor sideways,
and the elbows rather turned, towards the body, yet wi hout pressing against it.
S 2.

The  muscles of the arms and hands must act ”\nthout any stlifneqs,
and with so much force only, as is necessary to move thc ‘hands and fmgers
without languor.

s 3.

The hands must be held in a somewhat rounded position, and turned ra-
ther outwards, like the feet,yet freely. and without effort; by this means the. employ._
ment of the thumb on the black keys will be much facilitated. Their position
must not be either higher or lower than is necessary to bend the finger _joint,
S0 as to strike the keys with the middle of the tips of the fingers, and so
that the thumb may form z - horizontal line with the little finger on the key.board.

.Extending the fingers flat on the keys, and, as it were, foreing into {hcm,
by letting the hands hang downwards, are altogether faulty positions, and
give rise to a lame and heavy manner of playing. '—

s 4. i

Excepting in extensions, the fingers must neither stand too far apanimorhe
drzwn too close together; each finger should lie naturally over its proper
key. They ought not likewise to rest longer on the keys than. the pre.
scribed  time, as a habit of so doing greatly diminishes the clearness of the
performance.

The thumb must touch lightly the surface of the keys with the edge of its top
joint. As it is the shortest of the fingers, the pupil must accustom. himself to
hold it somewhat bent and inclining  towards the first finger, that it may always

be ready to pass under the fin}(ers; but it must not be pressed ag'ainst the

other fingers. nor be allowed to drop below: the keys.

In gereral, to attain the necessary facility. steadiness, and certainty in play_

inr. we mu<t avoid every violent movement of the elbows and hands; and the mus_-

les
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must not be exerted, beyond what a free and quiet po=ition of the hand  re _

only in the joints’ of the fingers, which

quires. The quickness of motion lies
and not be lifted up too high from the keys.

<hould move with lightness and freedom,
¢ 9a.
“MThe touch, or mode of striking the key must be decisive and ‘equal;zll pres.

«vre and thumping are to be avoided; neither hands nor fingers should change

their naturzlly bent position; and the keys must be struck rather forwards than
backwards on the key_— board, that the tone may be more powerful,and the

passages delivered with more roundness and finish.

s 6.

Lastly, tmbecoming/ habits should be carefully
too near the book, biting the lips, mnodding the hecad to mark the

avoided, as: holding the

face
time, opening or distorting the mouth, &c. &c. as they are prcjudicial to

the Béalth,_ and contrary to gracefulness of demeanour.

CH A4 P, I'rTr.
-<>~©<>’

ON THE STAVE aNxp CILEFS.

s 1.

The system of lines on which musical sounds are represented by signs

.

called notes, is termed the Stave; its five lines and four included spa-

ces, are counted upwards, as:
.
A J i
Stave. 38— -
} = 1
x
the five lines. the four spaces.

/

To designate higher and lower sounds, short horizontal lines called ledg-

er lines are added to the notes; these are drawn above or below the

stave, and are a sort of continuation of it, as:

—
—

lo

wer sounds. higher sounds.
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S 2.
Two ~taves are required for the Piano . forte; these are placed over one
another, the upper for the right, the under for the, left hand; a single one

of these not unfrequently serves for both hands at once. Both staves are

connected together at their commencement by a brace, as:

- Right hand. X

A

Brace. Left hand.

s 3 |
For the Piano forte we at present employ the Treble or Violin clef for
the hjg'h.and the Bass clef for the low notes® 'To the former, belong the
notes running upwards from the C, 'situated in the middle of the instru.
ment; to the latter, those running downwards from the same note. Both

clefs are written immediztely after the brace.

+Trehle clef.

.

A \gv.4
JJ
. Bass clef.
CHAP. I
— N

O~ THE KEY. BOARD anp THE NOTES. ,

How laborious and difficult a task it is, to familiarize children with the key _
board and the notes, without exhausting their patience, and diminishing their desire
of learning, every Teacher must have experienced; the methods usually employcd are not
ah’ays satisfactory, as they often become difficult and tedious to children, even those .
most anxious to learn. From my cwn experience in teaching, I am led to recommend

the following two methods, recently introduced, as the best and most ‘certain for this purpose.

<

*Tho professional Piano_forte player will find it absolutely necessary to acquaint himsclf thoro ighly with the
Soprano, Counter_tenor,snd Tenor clefs, they being indispensable for accompanying, reading from scorc, and study.

ingy composition.



s 1.
let the Pupil be taught that music consists of
ming them in an ascending succession,

In the first place. seven

primary and independent notes, which, na : ' !
.re called CD,E,F.GAB; and which, including the C, returning again di-

rectly after B, forms what is termed 2n octave.

s 2.

Then shew him  on the- piano-forto, the seven notes from C, to C, in the
directing his attention to the C being situated di-

middle of the instrument;
o the F 'lying below the

rectly below the group of two black keys, and 't
three black keys, and let him point out these two notes throughout the whole

key _boerd: then teach him the names of the keys lying between C and F

and of those between F and the C, next above it; and, similarly, let him disco_

ver these and point them out through all the octaves.

" , s 3.

When he is well acquainted with the key _board, ‘explain to him the dis
tributionof it into 6 different octaves, as: the ypper, middle, and lower octaves
of the bass, and the lower, middle, and upper, octaves of the treble.

s 4.

Now combine a knowledge of the notes with that of the keys, and this ac_
cording to one of the two following methods, as may bhe best adapted to the tem-
perament of the Pupil.

If the child be lively and not much disposed to reflection, choose the first’
method, (@) which of the two is more mechanical and striking to the eye,
but if he be of a solic and somewhat thinking turn, I should rather employ
the seconf\ method, (b) founded more upon his own comparison and judgement
respecting the succession of notes by degrees: __this I should also recommend

in teaching grown persons.

FIRST METHOD. (a)

Let the Pupil bogiq with learning the seven notes of the lower octave of the tre_
ble, and of the upper octave of the bass, and let him play the notes as he ])roceedé;
this will amuse him, and prepare his fingers for striking the notes coi‘rectly.

-

The head of the note indicates its name and sound, as:

(1ower octave in the treble.)

A C D E c A B

A F i E D -
—' 1
— %
t -1 -

[

TTae . &l "

N )
("PPPP octave in the bass.)



proceed in the <ame manner with the succeeding octave in treble and ba-+;
middle octave in the treble. B

. . A -
rud o D E F : G -1 —P—
] £ < 4'— —— -{—

I' 1 1
— 5
J middle octave in the bass.
r‘i B A G E E D
- o o

and, similarly, with the notes of the succeeding octave,up to G in the trckle and down

to ¥ (usually called double F) in the bass.

. = £ £

D
CF ¥ 3 F I

Seconp MeTHOD. (b))
‘Teach the pupil, hoth on the staves and on the key board, the place of all the C’s;
and of the first and fifth lines in both bass and treble, for Ex:
middle octava. upper Odu‘(‘,' -JI.
lower octuve. (5“‘11:19) ! c | ...L e
i L4 2T _ =
N C E (15t 1ine) C | J'ii # i
f& —— - {
ey F3v % L. =
Y ¢ G (1st1:ne) C; A 2T =
=X { - I | B —
\ o bt ir' r‘: — ﬂ
N >y »- e /top line
middle octuve. upper octave.

'Then explain to him the relations of the degrees of the notes lying hetween them, and let
him find them out, both on the stave and on the pianc. forte. As soon as he is familiar.
ised with this, question him respecting notes taken out of order and at hazard; this
practice indeed I should recommend with regard to the first method, as it will prove
of essential assistance to him hereafter in reading quickly.

I AP .
~— DO

ON THE FORM oF THE NOTES, THEIR VALUE, AND ON THE
RESTS FQUIVALENT TO THEM IN DURATION.

s 1.

The various forms of the notes determine their value, time, or duration, and the
rests bear a eertain fixed relation to them. These latter direct the performer to ccasc
pla}ihgﬂn' a longer or shorter period; and, in many cases, to let one of the handx
play on alone. for ~uch time as is equivalent to their value.




A Semabreve or
whole bar rest.

5 TABIE of NOTES and RESTS.

To a Semibreve belong

— = [ - S
- =~ ~—
- ’ = 3 . .
-7 : N s A Minim rest.
-~ - Two Minims SO
-
- o
P
- ~
— o~ - *
A Crotchet rest.
/ \ Four Crotchets
» -
= = —— =
— | 41F S = T .
T — T S e ‘. ' A Q”‘a\ er rest,
- N~ . X
\ Eight \Q_um ers ‘
x = — =
—r = - »— e ,r ] -
t < ] ~ + | " - .
- - M N A Semiquaver rest.
N Sixteen Semiquayers ’
\
. . —
AW ‘ 'i g
>\ I S ]‘ F A r {. t } \ ; 'A
t Al T X T . - .
\ | e A Demisemiquaver
\ \ Thirty_. two Demisemiquavers. rest.
\ \ \ . =
- - -~
——— — —* —
K \ \ ' A Semidemisemi.
\ \ Sixty_ four Semidemisemi qnave%'s . quaver rest.
e IS
L

LA

Here it may be seen that during the time of onr semibreve, two minims must be
played; similarly, in the time of one minim, two crotchets; in the time of one crotehet,

two quavers, &c: &c; in order to fill up the time of the longer notes by the in_
creased number of notes of the smaller value.

s 5 2. :
Frequently three equal notes are required to be played in the time that two of

the same kind would naturallybe;thése notes are czlled triplets, and are usually distinguished by
the figure 3. ’

-

the triplet of crotchets . the triplet of
is equal in ,}'a.lue . . quagers. ) 3 . 3 3
T T 1 ] T T T
T T T | ——
to to

two crptr‘hl*ts. two quavers.

The f,ollowing examples, ])ing within the compass of five notes, will accustom

the fingers to a uniform pProgression and touch, and bring the pupil more
fully acquainted with the notes and keys. Let him at first play them slowly
and with each hand separately, then with both togrether,

. and continue this prac
tice till by .degrees they become familiar to him.

* .
- The Author here observes, that in En

glish and French musical pub
resemblunce to that of the quaver,

as often to deceive the eyc
Composers of thes e Countries to adopt and introduce the

lications, the erotchet rost bears so

great o
and induce mistukes;

he therefore recommend.
German crotchet  rest,  formed thus (""\,



Q()

Several fingers mu~t not remain lying on the keyq ‘at one time; for this gives rise to a
heavy mode of playing, which,at a later period,it is difficult to overcome; let each imgv
therefore quit the key as soon as the following mnote is struck.

The "thumb is every where denoted by a cross +, and the other four fmg‘ers by 1,2,
3,4, respectively. *

PREPARATORY EXERCISES.

No 1
. .
. o+ 1 2 3 4 3 2 1 + —y 0 3+ 3 2 4 +
T S LY SO NN -
) - Y e A ) r—N
E i =y D
{ J © ® O < and so on, ' -
. % 3 2 1 1 2 3 , repeated. . i 9 ) + 1 o L 4 .
el | N [ ) P N _ - ~ 9
17 N, 7 e Pam
\ A . ] -~ 7 [ o (W) e [ N
e E <o P
- -
: ] " |
; 1 1 1 1 ] i ¥ I
T ! T T 1 1 1 1 I A | A= B Y o — |
7Y T~ T N = pu T [ W 1 T | AR
X I = I« S L~ A S | 1 S T R
O N4 v =4 T T ,
L .
i ’
; . | | I N—
= = e e = :
=S ! e S——4 —

2, 3.4.5, 'bc-g‘mmng' from the thumb;and this mode the Author prefers on

* The Germans and French indicate the fingers by 1.2
the grounds  “that the thumb is not onl) onc of the fn( fingers, but,in the present style of playing, that it is the one which

could least comeniently be dispensed with) to me, however, it certainly appears more naturil to indicate that flng'( r, unnersal.

Iy callgd the first, b\ the figuwre 1 than by the figure 2, and the same¢ muy be said with regard to the other fingers. 'T.
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+ 213 24132413 +921 3
| ¥ i} }T' 1
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2 2 31 +312%+3 9 4 o3 1
et s

NO XI.

+ 1.2 321 232 3.4,

i _—‘17w ) ; 1 1 ] 1
=

o/

.(.‘%'ZIfr xi‘{
=y =l

)

NO XIII. ,

21+ 31 A3 e % 21
e e —ﬁl

‘:z‘:;ff‘:ﬁ—;‘ﬁ

&ec. ’

IN TRIPLETS.

and so on

24 3 2 -S‘.)-l_+
s ""’ﬁn
® o

231 %237 2+ 3

1 + o 4 1 - &e.
7 - I — 1
3

NO XIV.
o oeas

~

N© . PREFARATION IFOR A SHAKE.
¥ 21 B
— i T Y11 T 1 —_'_‘_,[_‘v__ - "
S eV ¥ g C R o gdgeg e,
) (- de. 23
= — \— o "
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the shuake.

PRACTICAL EXAMPLES WITH VARIATIONS, RELATING

NO XIX TO THE VALUE AND SUBDIVISION OF THE NOTES.
THEMA. _ 5 Var: I. s .
_ + 1 2 1 2 1+ + 2 1 3 o L 4 3 9 + 3 e 1
— ~ o & - S o ‘1 [ o S 5 - 0
0 S S <
) & , = — :
| 1 1 2 . | v , | | |
‘ . L
; S

4
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r and lower notes of the stee, with the

||
I

FxampLEs to familiarize the pupil with the uppe and Lo et
«cale.and with extensions and contractions q{ the hands )

N XX. 1. ) ) 3

. . | , -
A 1 ;
- = =
) e = >
- ) @ 1 3 4 <4 J1
R 1 : =
: 2

< —
’ﬂ
@

3
—
1 1
+
1 1 M
N
L i,
e —2
1 +
T )4
<  — R S S S —t 17. +
PR S G — ¥ [
One hand after the other.
N + 2
r‘z -
¥ N : m 1 -
Fl—eo—
! s 4
— i — @ = - 2 ¥
, ® - & — 5 T
: — 1 1
AL — i o —
- * 1’1)—‘
o
® 3
3 - b 2oy o+
: —].7' - ] —_—
] e - -
j. N " ] 1 —‘ “_.— o
M -
+ 24 2 . . .
- — - Ty IE
—o '*, 1 Yl
- {Ll - —
One hand placed over the other, successively.
" T +w )
! ; : I“_@ ] — -
—
—o— ! —@* ~ _I[
= = e e —




SECTION 'SECOND.

PN THE MARKS OF TRANSPOSITION, OR THE SHARP, I“LA"P, AND NATURAL.

O

Each of the 7 primary notes C,D,E,E }G,A,B, mentjoned in Chap Iv. § 4. may
be depressed or clevated by marks of transposition. “’hon this takes plaoo,
instead of the white keys, we commonly employ the next black kqu above or below; cach
«of which forms the interval of a semitone with the white key immediately. adjacent; for
this reason, we. consider the notes of the black keys as arising out of the nztural or pri.
mary notes, and call' them dependent or accessory notes. The difference hetween the
major or diatonic éemitone, and the - minor or .chromatic semitone is not per _
ceived by the ear, but is rather addressed to the eye, as will beexplained in Chap. 111.

| s 2.
Both single and double marks of transposition are wused. 1) The single
sharp . (#) elevates the note before which it stands, a minor or chromatic semi_

tone, which on the piano _forte is played on the next key above. Ex:

] : i !

n N
} I || ! it | H T
= i s lwra e
kw i8] = ! o Fo l W iw]
- L. H L "
& Lo ~— ]

2). 'The %mgle flat (b) depresses it a minor semitone, which.fallhs

on the next kcy below. Ex:

—

5 3.
The natural (h) totally contradicts the sharp, fa)

stores. to the note its former name, sound, and place on the instrument.
(a.) (5.) * *
7

* | * p—p— ™
) | | N a1 S' Il
1 1 T v ‘l —]J t +
f

and the flat (6), and re_
Ex:




IS
O~ DOUBLE Marks OF 'TRANSPOSITION.
s 4. .
('a.) The double sharp (x) elevates, and (5.) the double flat (bb) or (AD ) depresses

is, ; ing keys, ei scending or descend _
the note ~ a - whole tone, that is, = two succeeding keys, either a o

i

AN .
ing: Ex: : 1
(b') C K- —H —LLlLii
Sl et V.

W C double flat. ,
(a.) C double sharp. &c. | 2 | . L]
_ I T 1 -+ A 1

" T T M . a | 7 1
Wt gxw—xo" P
J x-e.X® ‘
. played on the piunulfor’tel as l as } : ,‘

EXAMPLES. u
1 2 4 3 ~ 2
: +1 3 2 33 . pe ' '\, e ’ > T E
{1 e e S it e

44

4

e

5 ) = - — !

BT
w
e,
S o
~ _‘__‘_!g

s &.
(@) 'The § also totally contradicts the double sharp and double flat,

and restores to the note its original name, pitch, and place on the instru_

ment.

(b.) If, therefore,we desire to chenge the x or % into a single sharp or flat,

*
. As the character for the double flat hitherto in use, is apt to confuse the eye, particularly in chords with

severul flats pliced over each other, and as we havo already an appropriate and simple mark for the double sharp (/\#\‘
1t were to be wished that the double flut should also be expressed by a single character. I venture to pPropose for this

purpose the murk employed above; should any person invent and introduce a character still more convenient, the musical
werld will be indebted to him for doing so.
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to obviate” all (lnul.)t,wé must expressly add to the h the single § or b: Ex:

fa.) o *
. | — J i
:Vglr — 'ﬁk1 1'1' = f

“(b.) , %
=7 gL ; { e | E}; ————
n,:*gf\___/#ﬁ b =
| s 6.

+

The marks of transposition are either essential or accidental.

(1) Essential, when they are written at "(ho_. very beginning of a composition, af_
ter the clef, and so point out the key in which the piece is- written; in this case they
transpose ﬂmoug'hout the entire piece, those notes whose place the& occupy on the stave.

2. Jccidental, when,in the course of the picce, theyare placed by the side of the notes;
then tho)% preserve their influence only throughout thatone bar; unless during the course
of it,. they s}'lould be again contradicted by a naturzl. However, if an accidental § orb
stands hefore the last note of a bar, and if the next begins with the same note, the mark of
transposition (a.) extends its-influence to -that bhar also, if it he not again contradicted

by a naturzl, (3.) or if the natural note be not altered by some ®ther mark of transposi._

tion. Ex:
fa) - b o
e e e,
‘W—#—*’}n—’ FP J I — - J"{ ]"; IS - — I
J et . | B ]
b
el - /o
o ERTS ey Fapee Fe 2
—— : ———— e — = S ——
J 1 N T I
1y,
= ey N kK . T | %
#—e—w— A= — A B— S
I T 1T | ] 'lT } [‘I t } —T ‘3 ]
T T dﬁr 1 T I’ e 1
e

A few short examples follow; in which the marks of transposition appear both as

accidental, before the notes, and as essential, at the commencement of the picce.



accidental.
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"
K
s
-
JT
l. N
1
| )
i)
+
w
- ~$
w
i LY
W
N
1y

—————
Tf - '} 1 ml 1 T——1T—®
‘o + 3 . 2 2b4 .
- 2 1o © 1 2 2‘31’# o 3 h b
2 Poibaffifol L2 Lol sl o 2 » i
O .LI?J*?“ ™ e o e S e e
‘U A= [{‘1 I e | T T j] !
. + ‘4
1 g g1+t1 + 1 2 2 A WP +foq

. 1 + 3 ; 1 _ + 3 + 3 s 2, 9 +
======_—_C—_ = B
2 + 1 3 1 4
(—— f T r— = H —

\Smn(‘tlm.os the original sharps or flats placed at the beginning of a composition
(3 and which, colleetively  taken, form what is called the Signature, are contradicted. and

repleced by a new Signature. 'The following examples will render this more intelligible.



Essential merks of tmnsposttwn, as the s;gndt..re
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accadental marks of hdn\pnslfll u.

by which the prznc:pal key is det(rmlned '
95(1 c2 b2l o k2y, 3 4 . 41““ 1,1’+1"
+ { - ‘.‘;, — —3 _'l_z"&}q» 7"" 11 ’L.
- 2% *sg o —
b a2 4; 3 2 31 41 P
s , ] - ==
+ T 1
s 4 4 s 4 5 (3) new Signature.
2 13+1 1+131 ) 3 +
= : $ L T L'L 1'7 :S l .+ 1 t o
N ! 1 1
T ¥ — = 55 — [ - ~
4170 R  FT= 1% - o
7 3 g 4 + . 3 o 1
] r”viﬁ]#
! B B %400 J i t
>, 1
42
24 1 2 C
1 2 24 1 2 3 2+ .
L + ’ +1 3F+ 3 +1 - 2 3 +1 ; 1 2 4
o { { » 1 T I
J ’ o X - ‘
; 3 1 21 1 . +
3 3h
& == e .
i o - ] —
> = = —— —

Return into the orlgnml key, and Slgndhue as at first.
4

=t

3 3 1 - b o 4 2 4o 3 2 1 Rhg 2
+ W o o ft = 1. .Hﬁl
T - A E—— T—1 T 1 }
[ ] ] T T
= —— = a o
+ . F 2 2 3
. ra o A
%ﬁj s = ——
e -
4 Q 1 * 4 3 1 k)
394: NP 3 =TT~ A I
e - —
J 5 =
l + +
Q + G - 3 J 1
0 —— 4'—'
¥ J 1> 1 1
- [
- CH./ P. rr.
> ~= DO
ON THE DOT AFTER NQTES AND FESTS: ON THE TIE orR BIND. AND ON

VARIOUS SUBDIVISIONS of NOTES.

Thix Chapter which is closely connected with Chap. 5. of the preceding section,demand-

the particular attention of the pupil,'

curete perception of time, and on the correct division of the notes.

as it has an important influence on the ac .
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: s 1.
The dot, as well as the tie or bind, lengthens the value of a note. One dot length_
ens the note behind which it is.placed by one half of its natural valu¢; consequently
a minim with a dot is equal to threc crotchets. &c. Ex:

ini ‘ith ¢ : a semiquaver. 4 demisemiquavers,
d:t li‘:l:&?n‘:iu,fd to a crotchet: wjth a dot a quaver.
- — | N | = i .
T I ] I ] —
I 441 ] LII 0 - D L o O o D T ';
= ) ’ . . three semi._demi.
three crotchets three quavers. three semiquavers. three demisemiquavers. gemiquavers.

g 1L 2 8 - LA |

ﬁ »; = = R

as  played.

If two dots are placed after a note, the first is equal to the half of it, and
the second to the half of the first dot. Ex:

e

Behind a minim the °

- . _— "a demisemiquaver.
15t dot is a crotchet. a quaver a semlquaver!_a.
Vo) . : A ¢ : R  — ?
= f : () Z : 0 s i r S L)
—a - - ——— = » -
i . a demi .- a semi.demi .
the 29dut a quaver. semiquaver. . semiquaver. semiquaver.
N | g ! PE ﬁ?ﬁ
+ ! I f y T : 1 i*TII 1 I 1
1) < o— o O—O]i-“ ‘
R ~ . C~———" ~———  ~—— SN—— N——
as played.
: s
5 2.
. Dots after rests have a similar power to those after notes. Ex:
one dot after a quuver rest after a semiquaver rest after a d(‘misemiqt.llavers
. : P _‘ . T 0 - : - . +
= ) _— 4[ i lI : ; . f 1 : ! T ~ D
v . ’ L - & . -o-
is equal to a semiquaver. to a demisemiquaver. to a half demisemiquaver.

“In like manner, the second dot after a restfés after 2 note, is equzl to-onchalfof the first.

\ P4 t !

—T | B

) I i
one demisemiquaver. half demisemiquaver.

S 3.

cct two notes standing: on the same degree,when the value
't of one hglf of that of the first, znd which therefore cannot be expressed hy

The tie or bind (—)is employed to conn
of the second £alls sho
dot. ‘

The second or tied note must not he struck, but must be held down during' its value. Fx:

e v = x 5 .
: ) 11— I . & f o —+
::L‘;&:fj%@ % ; % ' : —Eﬂ

|
J |4 o—+ -
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(3

It u-urp~ the place of the dot only when (@) the bar at the end of the line

i~ rot completed, and the following line commences with the second half of the bar;

where the dot should have stood; or (5.) when the note to be kept down is in

terrupted by a bar;  thus:

(a) % _ %
I <
QP_—A'E;E : instead of; y .%

¢ — - ]
(b.) g )

. ! @ o
y, — — >

s 4.

In passages of several parts, we meet with rests over or wunder the notes;

these indicate the entrance of the parts, and the valuve according to which they

are to be held down. Ex:

ters at the . 1 2, : 4th aver,
enters atlthe od gd 4‘1»:11 crotchet.d e Al, 3, 4 quaver
4 > ™ ! ro T A ’4'
— T —= D — T >~ )= —
G—— = e
.J -e- ¢ c‘ hd \ l

s 5. |
Notes are termed syncopated, when their rythm sometimes precedes, and at
others, follows after that of those notes which occupy the place of, and which

mark the natural and' equal divisions of the bar.

Melody. preceding. following. X 1
4 M | | +
n 1 T

T T & 1

1

o= i =
.

preceding. following.

5 6.
To what has been said already respeeting triplets, T <hall add, that they
o . -
sometimes occur in notes of longer value; (a.) and that they are also occasionally.

combined with rests; (8.) in these cases they are distinguiched by the figure 3
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/ " |
O—fa——a
e hana

ri.g- t hand. - 3

/; }

=

. -0 o - re
. left hand. r |

. ©) s |
T ror
Three such notes are sometimes played by one hand against two by the other;
but since playing them together strictly as written with regard to time, will be
found too difficult for beginners, we must allow them to strike the second note of
onc hand along with the third note of the other; as

e e enwe — - — :
J » . - *
B ®,

el | .
3 ﬁhj—"_P ‘Lf‘__q..- 3 T‘A"JJI 1+
e e e o e R M — e i e e B B
: ——— Bemt—an =y
-~ ,
‘When the Pupil becomes a better timeist, and his fingers have gained power,

this inequality in the value of the notes, opposed. to each other, will of itself
disappear in the performence.

S 7.

Groups of € notes, arising from the division of one note into six equal parts
instead of four, are altogether different from triplets, but are often confound.
ed with them by a  faulty junction of two “triplets.

The performance of these groups of six notes (a) divides itself into 3 parts of two mem._
bers each; but that of triplets (5) into two parts,each of three members. Ex: )

—
O g "W g— T 111

S § S el o | ol .‘-=-=:

s 8.

In the present style of Wri’ting,particular]y in embellished Adagios and similar
p'r(')(lucti(ms, we meet with many groups of capricious numbers of fmfos, as 5,7,
9.10, 11, 13, 15> &e:  the performance of which, according. to the strict divicions
of the bgr, would not correspond to the intentions of the Composer; for Ex; if we wih

ed to distribute according to strict rule 7 notes hetween one or two parts
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of the bar, the ])grﬁ)rmanco, Instead of heing . neatly rounded off and finished
would appear halting, stiff, and uncqual; thus . e

/ﬁ"‘ 1 A
‘ - ot " - 2 .
This passage #:gi;? o ; ! would sound as,
=*f - Tor as Mﬁ%

— . T )

ey

To aveid this inconvenience, Composers group together as many notes as are
to be played in the time of one or more divisions of the bar, (a.) -or even in the
time of a whole bar () and write the number over them; these notes must be play-
ed in a manner, so perfectly equal, rounded off, and connected, that not the least
scparation or pause shall be perceptible, and the performer must not finish the
group sooner or later than the time required.

(a')/‘\ S5 BN

.

We  sometimes meet with. abbreviations™ indicated by means of a single note (a)
or a single group of notes (b.) and which are to be repeated zx often as is
pointed out by the quaver, semiquaver, &c: strokes or marks of abbreviation, and

as the value of the parts of the bar require.

yas written. ,

(@l i i miy "m " (b.)

S S oSS P ‘ —
—— !

'Y

as pliyed. (a )

)
( )Note for Musical Publishers.
All ubbrevistions ought to be banished from engraved piano-forte musie, and each group to be repeated,

ought to be engruved it lergth.
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EXAMPLES FOR THE ELUCIDATION OF THIS CHAPTER.

NO 1. One dot after the note. see S % (a.)2 - |
- p 1 : - . ,
+ . - e — e e
| (] -
! i | . | = -
" ivided ‘ 3. 4. Crotchets. l

into L 2. o _ Q +

= ] — -.'_ f_ 1 1 e — T L
@7'___)“ — . T { 1 4

2+ 1 ) ¥ 2 4 + 1 3
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NO I1I. One . dot after a rest. § 2 ) .

— = o - e — i " s a— i
10— T '_7’ —1 ) ! h !
J o | | gl — ‘ —

in 1. 2. 3. 4.. Crotchets, I I , l 3
| | | _ S L i -

o - :r { = * 1 { QL—F_:_}?—#f—, = *'—4'41.4-

j‘ H @ 1 > ! : RS 20 S T
. E ] | 72 T ’l—g; =
3 1 + V 3 1 + 1 + ) + 19 3
4 4.. 2 ] _

) e 1 _:{“k 13 w4 1e 2 3 13 1+ e 3\ 4 v
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I
. Wy -’-‘— o .
:S.‘).y L !.L_VH =10 - ll_ '3 —
~ — - : - u—— —_—
. N - o % o —
+ 1 2 I 4 + 1 +1 2.3 ;+t 1 5 2 w2 3!
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Exumples of groups oonsisting- of a still greater numbers of notes, will be introduced in the sequel as the

performance of them would at

be

present

too difficult for the Pupil.
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or the purpose of training‘all the fingers of both hands to an equal degree  of
power andtindcpondonco pf action, T have added the following collection of examples,
which con<ist of short groups of notes within the compass of a fifth; the hand re.
inaining always in one fixed position. These must be practiced 4t first with each
hand separately, and then with both hands together, till they are played without
effort and with the requisite roundness and finish. Particular attention must be
given to the rules which direct, that the hands should be held perfectly still, the
fingers moved with freedom and facility, without being‘ lifted up from the keys,
and that they should not be allowed to dwell longer upon them than is necessary’

* Logier’s Chiroplast or Hand - guide may be employéd here, and should be reco.nmended to pupils, particuluarly

in the absence of the Master, as conducive towards maintaining a correct and tranquil position of the hands.

4 3 * .
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." The finger murks over the notes are for the right hund, those undvrneaﬂ\,f‘

the left which ay as sz S
ortave lower down thun they are written. b swhich must play the passages an
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If the Pupils hand be capable of reaching a sixth or a still wider interval, it will now be of advantage
they will serve to render the action of the fingers indepeondent of each

practice the following examples:
in an extended position of the hand.



40 EXERCISES
within the compass of a stath dud seventh, in which the fifth 1s always played in the right hand with the
3d dlld i the left with the I't finger.
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SECTION THIRD.

. CHAP. I.

—_Dee
ON THE SCALES, KEYS, SIGNATURES,

AND INTERVALS.

S L

Every musical composition is founded upon one or othcr of the 12 notes com.
prised within the compass of the octave, and which note determines the principal
key of the piece; consequently there are as many keys as there are different notes.
Th.c character of the key depends upon the scale, that is, upon the correct and or
derly -succession of the notes by degrees.

s 2. |

By the word scale is to be understood the regular succession of whole tones

and semitones, ascending or descending by degrees.
s 3.

Semitones are of two sorts, major and minor; a knowledge of the distinction
between them is not necessary to the Amateur, though as connected with compo.
sition, it.is of importance to the Musician, as detcrmining the nature and rela.
tion of the intervals entering into the harmony .

(a.) the minor, or,as it is also termed, the chromatic semitone,is formed by a &, b, orb
and stands always on the same degree of the stave as the preceding note, as:

] !
.’ m I 1 1 T —~n
- b
: D@ —— i
. t t

J ! . l

‘ (b) the major or dictonic %emltone on the contrary, stends always on the next

d( ‘wree above or below;- as

. TN _— /\!
1 1 # _'
I 194
1 [ 1 1 T
I

]
2 : 1 T : >

17

(c) It follows, therefore, that a whole tone always comprises one major and
une minor semitone; and that, between the two keys which form the whole tone,

there is always a key in the middle.

C to .___.__. e D a whole tone

RN 14D 4
A BV L ]
v

;
milor semitone E major semitone
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The scale is termed diatonic (natural), when. it is ('()mpnsed of tones and,semL

toness chromatie. (artificial) when it consists of semitones only.

- s 5.
+ Each of the 12 yprincipal keys already mentioned, may be either nmj_or (greater)
or minor, (less); the former is determined by the major third, and the latter
by the minor third. Since each of the 1z degrees of the octave may be taken as
the root or commencement of a scale, and since this may be either major or minor,
there are in all 24 keys.

s 6.

To. render the Pupil familiar with, and certain as to the succession of notes in
the 24 diatonic scales, I should advise the master to explain to him the regu.
lair succession of tones and semitones in both the major and minor scale, and
to take care that he be thoroughly grounded in them. For this purpose, the sceles
of C major and A minor should be selected as models, they being the most simple.
_ . S 7. B

The major scale contains 5 whole tones and ¢ major semitones; in ascending,
the latter fall between the 3¢:and ath, and 7th and 8th degrees.

Scale of C major as a “model.

3 whole tones 2 tones

Degrees. . ’ lnzlj:S(:‘l_ni}(E_e 5 6 maj:fémitonf (%) § /T——/,\—"—'\ »
L ' — e -
— i
N RN N7 SRR S L SRR S -
e —y e maj: semitone maj: semitone e
2 whole tones 3 whole tones"

In descending, the succession of notes remain the
sume as in ascending, though the order is inverted.

S 8.
The minor scale differs from the major in ascending (a.) merely by the minor
third, since here the major semitone liés between the second and third degrees;

(b.) in descending, on the contrary, the succession of whole tones and semitones
is  very' different.

Scale of A minor as a model.

(a)

Dogrees.  maj: semitone )¢ semitone maj: semitone maj: semitone

" 5 6 N-(b) _8. ..... ; e NN

6 ! |

1 2
o V4
H e
. AN
~ -

wl e tone 4 tones { tones 2 tones 1 whole tore
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From the model. we perceive that in descending, the two major semitones lic be.
tween the 6th and '5'-", and the 89 and 2d degrees; The Pupil should payjpar.
ticular attention to the descending minor scales, because from them he will most
readily gather the number of sharps or flats required for the signature of the
minor keys. . '
In descending minor scales, the major 7th note is often used in place of the mi.
nor.  There still however remains much doubt as to the employment of it.  For
my own part, I introduce the major 7th note-when the scale belongs to the har.

mony of the dominant, and the minor, when this note immediately succeeds the to.
nic, in both cases preserving the minor sixth note. as:

‘

— _ ¥ *
~ M 1 1 , ir *3, — t PIy o]
H —’J = | __—I
. I -w"
Dominant ) Tonic
5 —Y () —1
L <D S %
e e
\——/

.As a practica' exercise in all the keys, and to impress firmly on the mind of the
Pupil where the marixs of transposition of each key are set; the master should
writec out the notes of a scale, and let the pupil add the required sharps or flats
in their proper places, according to the arrangement of the scales of C major and
A minor, given as models in § 7 and 8. By this means he will acquire a know.
ledge of the signature proper to ‘any given- key, and will abstain from employ.
ing a false succession of notes through the want of a correct ear. )

N.B. relative scale of E mi-
nor with the same signa.

1 G mai
1, tone major , 1
]/2"’“9 /2 signatfl]re. E min: 1étone /ztune ture as G major.
L, ! (#) m B | i
=, ' : t 4 £ ]: I * 7 - N————& o —
~— —~ A\ f —— o= :
. C,
Vo2 tones 3 tones v 2 tones 2 tones tone vV . . ' ‘ .
1, tore /gt"“e F major. gtone 15 tone D minor like F major.
g | {5

- ¥ ; =t ——
AvLal:Lou*ﬁ == (= g 55@__‘” i S AEE L
2 m ) ?; tones ) : 2 tones 2 tones 1 fone

N3. These relative minor keys all originate from the major keys having the same common
~imature; the minor third below the major key _note, is always the root of the relative minor key.
Hence it will be seen. that the keys which are indicated to the performer at the commencement
of a piece by signatures,containing more or fewer marks of transposition,originate from and
have a practical relation to the scales.

* The indistinct ideas which I have observed in many persons(not unfrequently excellent phyern), with regard to a c.or.

1ot knowledge of the scales, have induced me to treat ]a.rgg]y on this.subject,and to impart a mot?md f.i)r ar-qui‘. i"i;;t “,',, !
I hae found successful. The toupil may now take as a practical exercise, the more easy scales given in Part 2. Pp R

as C.G.D.A. F. B Eb.) major.
and A.E. B F#. D.G. C. [ minor.
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s 10
Anterval signifies the distance of one note from another given note, which may

be termed the root or buss__notc. as:

a  Second. Third. Fqurth. Fifth.

b e

contuins (1 tone) (2 :tones.) (2 tones and a (3 tones and a
semitone. semitone.)
Sixth. B Seventh. Octave. |
#’ . RPN ~ : ~
e ]
o P r e ]é ‘F I - °f [ Y
(4 tones and a (5 tones und a (6 tones 2 maj: semitones.)

nemitone.)‘ -emitone.)

. C is here the giiven note or root, and the greater or less distance of the
other notes from it, gives the interval its name. .
- To. facilitate to the Pupil the correct naming of intervals computed from other roots,
‘direct his atfention, according to the above exampie, to the number of tones and se.
mitones which each interval contains, and to the order in Which they succeed one ano ..
ther. A further analysis belorigs less to this place than to the theory of chords.
s IL | |

To learn how many # or b are contained in the signature of all the major . and
minor scales, and to ascertain more easily’ their relation under the same signature,
we may employ whzt is called the circle of fifths; thus, seck from C, as a root,. the
fifth above, and again from this latter, the fifth, &c, till we come back ‘to C again; and
we shall find that each. new fifth supplies the root of a new key and scale.
‘While we explain to the pupil their signatures, let him compare them with the scales
as filled up by himself according to § 9.

Upon the comparisen he will fin.d, that G major has only " one #, and that,in
ascending, this falls on the 7th degree before F': that in D major, a .
cond §-comes before C. also on the 7th degree from the tonic; that F. major
has only onc b, which falls, in ascending, on the 4th degree B; and that in the
key of Bb, a second b comes before E, likewise the 4th degree of the scale, &e:
and again, that from G major, D major, &c, are deduced the minor keys, E minor,
B minor, &c, which are related to them and have the same signature; and that

from F major and Bb major are deduced the relative minor keys, D
nor, and G minor. &e:
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O nuj: G maj: l)maj: A l'nu‘j-: E maj: B maj: Gb maj: * Db maj: Ab maj: EbmuJ Bb maj: F o C
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e e e e
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s 12
To a Pupil yet unacquainted with harmony, itis often difficult; ﬁ'om the signature alonc,
to distinguish the relative minor from the major key; for greater certainty, he may be
taught to ascertain this from the 1ist and lowest bass note of the composition".k

s I3
Before the Pupil attempts a piece, I advise him to play over tlic scale of
the key in which it is written, that his ear may ie accustomed to it, and that he may
fix more firmly in his memory the sharp or flat contained in thebsignature.

s M |

The gradual progression through all the white and black keys contained

in the compass of an octave, forms what is called the Chromatic or artifi..

“4

cial scale. Ex: s

consisting of 5 minor

! AN AN
) I N

pu

p— . T

N .
VAN 5 . VA VA Z \‘r/ . - r
Lo #d\ﬂ\/ V4 A4 \ \/ \7-

and 7 major: semitones.
s 15.

. In addition to these scales, there are also enharmonic mutations of notes;
these are of importance to composers on the score of orthography, rather than to
Piano . forte players;  as, though they alter the notes to the eye, their pitch and

place on the instrument remain unchanged, as:

‘ as also in modern instrumental music in the keys of Bb and EP minc,

Exceptions are to be met with in church music, : mi
are marked by £ or 3 flats as in major, and the remaining

which, orcasionally and for greater facility,
tlits are added in the course of the piece, as accidental.
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cCHAP. II.

ON TIME AND ON THE BAR.

s 1.

Time is that rythmic and equal movement in ‘music, which our feelings natu.
rally resolve into short and equal measures or portions of duration, and which mca.
sures they again subdivide into a constantly equal number of elements or units.

s 2.

These elements we shall call parts, and the constantly equal number of them “which

concur to form a whole or measure of duration, make what is called a bar
s 3. .

From this we see, that whatever is rythmical in music is comprised under the idea
of time, and that the term bar, as compared with time, is only a subordinate
division of this rythmic and equable -movement.

S 4.

Accordingly, time includes
‘1) the determination_ ‘of those rythmic numbers of equal parts by marks or fi
. gures, which are placed at the commencement of a piece, immediately after the

clef and signature, and which sometimes appeaf changed in the course of the

piece:

2) _{he determination by means of words, of the quicker or slower degree of move.

ment (il tempo); and, lastly,

3.) the constant, equable, and strict preservation of this fixed degree of move.

ment, usually called keeping the time.

s 3.

On the other hand, by the word Bar is to be understood a group of notes
which, according to the time fixed wupon, are separated. from the following
notes by strokes drawn perpendicularly across the stave, in order to
place more clearly before the eyes of the performer the rythmic divi.

sions of the time.
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Henee, all the space contained between two such strokes, together with the notes

contained therein, form what is called a bar. Ex:
. g 1 2 3 4 bars,
RESSES : e il"ﬂiﬂ:]
S 6.

The different species of time are, with one or two exceptions, indicated by two fi_
gurcs' in the form of a fraction; the bottom. figure shews the value, and the top fi_
gure the number of parts of the bar, contained within the bar itself. Before the
Pupil begins to learn any musical compoéiﬁon, let him, in addition to the sigmature,
attend  to the marks of time, that by their means- he may also learn the rythmic mowe_
- ment of the piece. -

Allegro.’ Allegretto. And nte,
C major. 4 Crotchet time. Bb maj: %, or 4 quaver time, D maj: % or 3 quaver time.
(A w !’— - -~ I ]Pl ¢ = '_E:j
.J ? .
s 7. -

The parts of the bar, are divided into accented and wunaccented. By the former
are to be understood those parts upon which our feelings naturally bestow a certain
degree of weight or stress. 'The latter pass by our ear, as it were, and,in com_
parison with the former, appear light and unimportant.

In beating or marking time by means of the hand, the former are distinguished by
the falling, and the latter by the rising of the hand.

) S 8.
There are three kinds of time, Common (even, equal) Triple (odd, unequal,)

and Compounfl. )
I. Commor times are those which contain an even number of partsthe first

of each couple being always accented and the 29 wnaccented. To Common times
belong

(1) Four crotchet - time (4'/1.), usually called common_time and marked by a C;
this, strictly speaking, is a doubled (QA) time, divisible by the number ¢ into
twice 2 parts, of which the former is always accented and the second unac_
cented; consequently each bar of four crotchet-. time contains 2 accented and

, . ,
2 unaccented parts as. . < 2 = j

r &
I J R L
4
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2.~ The less Allabreve, or 2 minim time '('%),gonerally indicated by (t‘ contains

P

two parts or beats, each of which is a minim. Ex:

Lt — ﬂ
y) -

1t 2d

I\ ol 1

A ¥

ﬂ ~ Parts of the bar.

|

- a u
. (3.) 'Two crotchet _time (% ) differs from the - less Allabreve only in this, that in the
latter the parts of the bar are minims, in this crotchets. Ex:

| —t1. E J

F—F

%: 27 i J

xf a u

II.  Triple times are those of which the bars may be divided into 3 equal
parts, of which the first is accented and the other two wunaccented.
To Triple times ‘belong:
(1) "Three minim .time ($/), the bar of which consists of 3 minims. As this time
does not contain any gvoups of three notes, if we desire to represent all the
3 vparts by a single note, we may supply the place of the third part by
means of a dot. Ex:

- .
= = : =
AN\ V4 ._‘.5
= 32 : }
s é =t zt 5“ Parts
= a u u

2. Three crotchet. time (%), as well as three quaver-time (9/8), differ from
the foregoing only by the alteration -in the kind of notes; as:
[ Q ! o

< ~ =
v 1 2 3
32— | — e e m———
= — —a—]
a u u a u u

III. Compound Times are those in which the parts of the bar always remain
the same with regard to the kind of notes employed, and which appear multiplicd
only with regard to the number of them, thus, for Ex: ‘

% is a doubled ___ %W
it

....................... /8

a tripled ... % >. Time.

%
%
e — %
%

a quadrupled % J
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Although these compound times may be divided into 8 - parts, yeton account of their -
multipl nature, they always admit of being divided by the numbers 2, 3, or 4. in
to 2,3, 0r 4 principal divisions or aggregates of parts, and theréby, with regard
to their accent, possess a certain resemblance to the simple common and triple times, Thus

(1) €4 time may be divided into twice three crotchets, of each of which the first
part is accented and the other two unaccented.

Now since this time is a duplication of these 3 parts of a bar, the three crotch.
ets together make up one capital division; and since the 6 crotchets appear as 2

capital divisions, we readily perceive the resemblance to the common time of ¢
minims in a bar; as:

Y~ "}A L ;“ r ﬂ Parts of the bar.
= | }
a u w a

(2.) Six quaver_time (%), the species of the notes excepted, is in a similar

situation to (/‘Z),an_d in its principal divisions, it resembles (¥{) time.

o
. —
a a

| | !
a u u u u
(%4)

” .

(3.) Twelve quaver -time \“/ is a quadrupled time, in which the first quaver
is accented and the two others not; since it may be divided into 4 principal di_

visions of three members each, it resembles 4 crotchet time, as:

[)_J £
1< — = P~ . ﬂ
x 4 >4
.
a lII a l'
N e [ | | S - 1 ] | -
a uu au II_ a u u u

@4.)  Nine crotchet ..time (9;), and
Nine quaver.time (/) are triple times, as well in regard to their three_fold na.
ture, as from their composition, mn%letmg of 3 principal divisions: for as

the first of the three crotchets or quavers (parts of the bar) is accented,
and the other two unaccented, so, likewise, the first of the principal divisi

ons is accented, and the other two unaccented, whenee arises  thewr
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conformity with the 3/, /3‘;, and /38 times,

e !
N | _g— T
ra y OV . ?
I — r) () -j 1 divisi N ‘r = Aﬁl
s - N - Prinmpa ivisions - 1 -
v ;] ;] H N g u u
e o
W Parts of the Bar {| S | =
B T T ] s - 1
[au lu a uu a u u ) a uu auuauwu

s 9

The remaining times, as the greater allabreve ( /2/, f%,) %, 2/16’ 3/‘, 3/lé l%,&(-:
I shall omit, as, according to the present style of writing, they are usec-
less  and.obsolete.

s 10.

Besides all these, we find in J.S. Bach’s 30 variations, and in Mozarts Don
Juan, mized, in the works of the older Authors, doubled, in Beethoven and others,
_in the course of a composition, variable or changing times, and in Gassman,
entire piecces without the marks necessary to dividle music into bars.

In my Sonatas Op. 83 and 106 will also be found interpolations of half
bars, introduced with a view, partly not to interrupt the current of ideas by
rests, useless and merely serving to fill up the bars, and so enfeebling
the effect; and partly, to avoid the error of many older Authors, of termi.

nating the cadence of the period, contrary to all rhythmic feeling, on the un_
accented  portion of the har.

CHAP. Irr.
= =3

OGN THE METHOD OF GIVING OUT OR MARKING THE

TIME BY THE Haxp.

It will now be of great utility to the Pupil, to learn to mark or beat the bar of
these different times by himself, by so doing, he will acquire a more correct idea
of precision in time, and of musical rhythm in general.

s I

The time may be given out or beat by the hand; without difficulty, and with
an equable movement in the following manner. *

Some even clever -Musicians do riot know how to give out the time in an appropriute wuy, but by awkward ha_
bits render it unintelligible to those who play with them. Let the time be given out naturally, and so as

tf’ be visihle to every one; the hand) should be lifted up to about the height of the hcud, with a move _
ment peither too weak nor too strong, but composed and precise.



Observation.

fa) By two beats are to be given out the 2, or ¢
/2

ExaMpLES. ’

stroke is accented or unaccented.

and %

1 2 1
i e } T
A J | 1 C
i%w‘ T——
J L—
g g 1 2 24
X ——— L 1
J 7 ‘a T

times.

The subjoined diagrams and numbers shew how the hand is to be conducted in gi.
ving out the time, and whl(h beat or

2 unaccented

|

accented

(b.) The times to be giv o S '
mes e given out by  four beats are the ¥ or C 126 6/ &

2 3 4 unaccented
4
fﬂ BEeaTs TivMe AN
’ u a U : N
2 3 comimon N
— @—_ﬁ e equal compound
R == ‘ \
l‘j\:wocented o \ accented
1 — 2 3 — 4 \ ——
b5 3 f N
o ' .
- u a u .
a 2 g =4 uncqual | compound N
N
] 48 IVEY } J ﬂ S ~
A - (% %) ~
1y, - T
accented
., % - e 3 8 . .q 9 9 .
(c.) By three beats are to be given out /2, A /8, é /8’, times.
2 unaccented
#_Qr 3} " BeaTrs| Times | 3 _ -
—(‘t}—a——t———é——:ﬂ equal simple S o
i~ l .
v a u u triple N
AN
o 1 2
e \
R e '
oJ a u u \
\
N . \
° 2lmdf~umh~d
1 2 | 3 | ’
9 — triple ’
) I
J ';'-_. u _u compound. | 7
i 1 2~ 2 ' o7
Y T 1 b - -
£ T o -
-~ u u acc%ented
a

* Should the time be so quick,
2 equal beats, as in 2/ time.
/&

1 Q. 1 t:eats

L 5 a u a u_

as not to admit conveniently of the hand bPahnp; four times in the bar, we must empl .y only
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To render ,the Pupil steady in his time, from the very outset, the master will
fin({ it advantageous to count aloud to his playing, and ai'ter a while to accus
tom him to repeat the numbqrs) himself. In slow movements, it must be under

stood that not the parts of the bar, but the numbers or subdivisions of these parts

are to be given out. Larghetto (2)
Moderato (1. ﬁ IEEE i
oderato N ) ‘ rﬁ | v- :
o

N |-

i 1. 2. 3.4. 5. 6.7 8. 1. 2 3. 4. . 7. 8.
’ ' . 6 6.
- | _J_ o !
=== e '
| : : i tiizf; i
\C =

(1) Here the 4 parts of the bar aré subdivided into '8 members, as at (2) the
three parts into 6 members; our internal feelings shew us that 'hére; the first of

the two members is always accented and the second unaccented.

nH AP, /A
~= D@~

On CHARACTERS which indicate REPETITION, and
other important peculiarities in the PERFORMANCE.

s 1.

Marks indicating repetition were more numerous formerly than at present. The cha
racter now in use serves to denote the repetition of both parts of a theme or composi.

tion, as: ;"; ; or of the first part: only, as :" , or of the second only, as

",‘, according as the little dots or dashes are placed on the one, side or on the other¥
s 2.

Shou_l_d one or more bars atthe end of a strain which is marked for repetition, be played
the 2d time in a different way from the first, and so require\to be passed over on the
repetition, such alteration is pointed out by the expression 17 yolta (first. time)
an_d 2da yolta (the second time); and the bars to be skipped, are inclosed by a curved
line drawn over them, and omitted on the (2da volta) or repetition. Ex:

- The same case occurs in: quick 34 or % times; as for Ex. in Beethovens Scherzi, and similur movements. In

giving the time, it will here be best only to distinguish the first or accented time.
1 AlLQ assai. beat.

(*) The reveat /.8/. B . J acc: acc: ace: ‘f’"‘f . . accented

epeat 8.5 Bars inclosed with a sort of bracket and dotted on each side,or having a curve line drawn over them
w-ith the word bis (twme); the direct W' ; the .Da Capo (except in dance tunes or vei-y short pieoes), are altoge.
ther superfluous, now that engraved .music is . generally introduced; such repetitions should be engraved at
length, and every ™ Publisher should instruct his Engraver to that effect,

-~



v g % '
Z = — ﬁ?’ﬁ =
A =
[1ma volta. 1* ,

(e * et
P - !'1:: i !‘:o'a: =
& ==—— P

2da | 1ta.
- - volta -~ W B _ﬂ_‘
, - '
-L »
.‘Q_E_ZTF—. f! - 'i_ '!" ﬂlg“i&.(-
1S M ‘ﬂ - ; - '

S 3 ‘
The Slur (—), which is similar in form to the bind or tie explained in Sect: 2
Chap 2. S 4. occurs sometimes over and sometimes under the notes, and im.

plies that the group of notes embraced by it, must be conncc::d together
closely and smoothly, without lifting up .. the hand. *

!

@ P I B

o O

The word legnto  (tied) indicates also that the whole musical period in which it stands,

even when no slur appears, must be play(‘d n th(; smoothest and most ccnnected manner:-
- S :

Marks indicating ‘that the notes are to be perceptibly detached from one another,  as
(eee OF 1111) occur both over and under the notes (a.) The keys are to be struck
smartly by the fingers and quitted immediately, without lifting up the hand too far:
this style of playing is called the Staccato.

‘When these marks appear over a series of quick notes, (5) the hand must pot be»
taken up at all; but the fingers must be hurried away from tbc keys, very lightly
and in an inward direction. The greater the lightness with which these detached notes
are played, the more pleasing the effect which they will produce.
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Wign a curve. line 1x drawn over the dots .27 > ., which generally takes, pla('c in pas.
sager of a singing character, the notes must, as it were, be gently detached by the fingers
and each,for itself, reccive a certain increasing degree of (,mphasls. Ex:

- R N - 'e/"\L
. \ - o
H—— e —
Vpee— = P—t———— 5P
s 6.

The hpeg'«rw mark (é)or(( ), shews that the notes of a chord .are’ not. to be struw
together, but  played one”after the other, from the boltom mnote upwards,with the ut.
most possible rapidity. It occurs in passages (a.) in which the fingers are to te.:
main lying on the keys; and (5.) in others, where, as indicated by the staccato

marks, they must be instantly taken wup; this must also be done where .a short
rest follows the chord. (e , -

The: Pause (/) oceurs at the beginning, as well as during the course of, and at the
end of a piceey it indicates a point of repose to the performer. If it stands
over ‘the notes; as ‘at (a.), the fingers must dwell some little time upon the
keys; but if it stands over a rest, as at (4.), they must quit the keys, and
wait out the pause in silence. |

- .

Should 2 pauses occur one after the other, separated only by a few notes
of embellishinent, the player must dwell on the former a shorter time than -on
the latter, because, properly speaking, ‘with thi« the pause commences. Ex:

. .
The Pause denotlng that un extemporuancous embellishment was to be introduced, .appeared formerly in concer.
tos &e. generally towards the conelusion

of the plece, and under favor of it,the pliyer endeavourcd to display his chicf
powers of exccution; but as the Concerto

has now received another form, and as the difficulties ure distributcd
throughout the

composition itself, they are at present but seldom mtroduoed When such a  pause ix met
with in Sonatus or wariations of the '

‘ present day, the Composer generally supplies the player with the required
cmibellishment. 7
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S 8.
The  crescendo(—=——=)shews by its form that the quantity of tonc or foree
required in - playing, constantly increases from the point where the lines meet, towards

the oponing'j as in the ‘decrescendo ( ———) it gradually diminishes. Ex:

0 >~ ] 1 . \ o o
e e e a e Al S ) =%
T e S e EESEE=S =mns -

N “« M/"’—_\“\\(“ .
e T e T L P e L=
—a® .
1 ' | \ % w“‘ T - -
: ] ﬁfﬂ—?ﬂf:ﬁg ﬁ”‘:ﬁjh“ it gt i“—‘l* -r>> =
.ﬂ? decres - § _")
s 9

The mark of emphasis{/\ or =) is used both in’ piano and in forte passages; it,
in a slight degree, distinguishes from the rest, the note over which it stands.
' /\ ) ' /\ T~ /\ >

o ’—':Ezn& . é._ r/ P_'%Fp? .-i'-! ° . o
'lv', : ' - N | t — +

—& + { Z

i
I

s 10.

The word tremulo denotes . the quick- and tremulous motion of two single notes
fa), or of several standing over oh(,.' another in a chord. (3. In executing such
passages, less attention is paid to' the. valuc of the notes, (¢ than to the filling up of
and strict preservation of the time.

Adagio. g
) 12 34

T

(a.) Passages which have over them the expression 8% alta, are to be played an octave
higher than they arc written; the word loco restores the following notes to their usual

situation.
(b.) The terms con §'9 imply that the single notes are to be played as octaves;
m very  high notes, this  servesto avoid the many ledger lines which would other.
wis¢ be required, and which are inconvenicnt to the eye.

§%§%ﬁ e Mgy T loco
84 lta T g |
(a-) - a d...‘.ﬁ Py g . » . -
. . . |
| M ocmmmnnarm e

‘ ..'_-(()ll P :! |
& | = l - : A" - ——
R ] — - S5e
) e /
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For taking off the dampers, the character —$~ is generally wusced,. to whic:
the word Pedale is often added; “and for restoring them, a character
sembling a star %. —_  More on this subject will be found in the third part
of this work.

CHAP. . .
e S —

Ox Worps which relate to the quicker or slower degrees of move.
ment, to the effect or character of a piece, and to the different degroos

of loudness or softness required in the performance.

To indicate the movement of a piece, and the effect which predominates
throughout it, it is usﬁal to employ certain Italian words, which, when they de.
note the degree of loudness or softness of individual notes; or even of whole
periods, are generally abbreviated to single letters* I advise the Pupil to at.

" tend betimes to these latter in particular; by so doing, his fingers will insen.
Sib_]y acquire the power of delicate and refined expression, combined with such
a degree of strength as will greatly contribute towards forming a fine style of
playing . -

WORDS WHICH INDICATE THE DEGREES OF MOVEMENT.

Very srow, and the more sedate and measured movements.

(}RA\;E . slow, solemn, serious, measured.
*% assal very }
[LArRGO .
.LLARGHETTO | :  assail very
LenTo sostenuto tained | mot s i
. | SO : sustaine not so slow, yet rather dragging.
ApacGIo, non troppo not too much slow, but full of soul and expression.
‘ . *

* As many terms are;in reality synonymous, as far as regards the performance, for the purpose of simplificat:
R :‘.ne mserted such only as the pluyer must necessarily become acquainted with.
** I'he Italian words are marked here according to the - Italian, and. German way.

1
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ANDANTINOT e gently moving  Gw.rds.
[maestoso et majestically. )
! .non tl‘Ol)])O .............. not very.
. Y _{ affettuoso .. atfectingly.
ANDANTE aZi0s0 . advancing, goin onw.nds
; grazioso ... __.__ . gracefully s
pastorale ________ pastorally
con moto._.._.____ with emotion y

QUICKER, and rapid movements.

ALLEGRETTO . T e e rather chearful, light, and pleasing
(maeStOSO Tt il L Iofty, majestic.
| moderato __..___ moderate.
ALLEGRO -.< gil[StO """""""""""""" (‘h(.?arft;ln - ?—— with strict measure.
un- poco ... eees Lively,____.___ a  little,
non tlfOp‘pO e e oo but . not too much
( comodo . ______ .~ J conveniently, without hurry
ALLEGRO I o ‘r‘hoarful and lively
con moto _.__.____ . with greater movement,
con brio (or brillante).. _ . _ with  brilliancy.
con spirito (or spiritoso) ... " with spirit, boldly.
| con fuoco ...... . _ . chearful and with fire.
ALLEGRO v'ivac’t?' ........... . —~ with more warmth.
’l ag'itato ________________________ Lively, . _ anxiously, with emotion.
furioso ... but .. furiously.
molto ... - much.
: LEE: ) very.
VI'VA(‘ISSIMO ____________________________________________________ very lively, and fiery,
PRES'I;O ___________________________________________________________ yet quicker, and with more rapidity.

PRESTISSIMO .o . as rapidly as possible.

’

CHARACTERESTIC MOVEMENTS.

moderately, measuredly.

TEMPO DI MINUETTO «oeooo . in minuet time
ALLA PoLLaccA .._.______.__. in the polonaise or polish ) still more moderately.
d?mce - time.
Arra SicILIANA .. imitating the dance of ‘the
Sicilian shepherds.
. anti an to the Andante: but this s meorre t {7
g Ao S B ke A o e ward Andunte and. therefore that it e+ e 410/

of movement than the former.
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Worps which in the course of a piece relate to the time.
is played without regard to the time, and is left 1,

\ pia(‘(‘[‘(‘, at pleasure, ______________ '
the feelings,not to say whim of the Performer.

Meno vivo, with less spirit

Accelerando,  constantly accelerating in speed

+ These expressions indicate that the

Stringvndo, pressing, hurrying on;
. .
pru Inosso, quicker; ?_ time or degree of movement must he.

g . piu vivo, Livelier; come gradually slower or quicker.
SEMPRE piu stretto, always hurried on;
piu presto, faster: J

Jmo tempo, in the first time; ... .- .- - occurs when the time has been changed in the:

course of a piece, and that afterwards the former

time must be restored.

Doppio, or Il'istesso movimento ... (doubled, similar movement )is sometimes metwith iii the
-course of a composition, and shews that,notwithstand.

ing the former mark of time is now doubled, the

rythmic movement, bar for bar, remains unaltered.

WORDS which relate to the -greater or less deg'ree of tone
required in the performance.

PP (pianissimo) ... very soft;

IJ. (piano) ... soft;

dot. (dolee) ....._.. ... sweetly; These abbreviations collectively relate to the great

cres. (crescendo) .. gradually louder; er or less degree of tone required in the perform.

mf.  (mezzo forte) ... rather loud,; ance; their inflience continues till some new mo.

S (forte) .. loud; ‘ dification is indicated.

Sf (fortissimo) R very loud;

sf (sforzatu ) played with emphasis;

SP (orte e pian\o) SR played loud and then These only apply to the single notes against

diminished to softuess; which they are placed.

ten. (t(_‘hlltO) ............... held down or on: )

Marcato.._..__. more strongly marked This term sometimes relates to a wh.l
v series of notes which . are to bhe more

forcibly marked than usual-



-(l(‘('l‘(‘S. (decrescendo) ._____. - decreasing;

calando .= <inking, subsiding;

(“lnlnll(‘ll(lo ---------------------- d-ilnilliﬁh].ug; These "Olf‘ds m]p]y a grad“al dilnin“(i.,"
P('l'd(‘“d("“ R Rt SRR DL losillg itself; in the qnantiiy of tone.

smorzando ... _____. becoming extinct;

rltar(land() ------------ '"’ '''''''' I‘Pfarding; These li()t Ollly ]mply a dimmnution in the
l'a”(‘ntando """""""""""""""" draggi“gi illtf‘llsif}' of sound, but likewise a simulta.
morendo ... d)’"‘g away. neous decrease in the speed of the mmement.

TERMS . of various significations.
m.d. (mano dritta or main droite) for the right hand. ‘are used in passages in which one
m.s. (mano sinistra or main gauche) for the left hand. } hand is to cross over the other. -
Q’atta(‘ca subito (proceed directly) } is placed at the end of one movement, when another

is to follow it immediately.

most frequently occurs in dance times, Scherzi, &c.

Da Capo (from the beginning);
and shews, that after the termination of a succeedingTrio,

- or alternativo, the first piece is to be repeated.

Senza replica, (without repetition), occurs when a movement, repeated in the first instance,
must on the Da Capo be pla);ed throughout without repe._
fition; this term is' now but seldom met with, as the move.
ment intended for repetition is usually inserted again.

Coda, (adjun(‘.t) ............ signifies the éon(-ludipg passage, which is sometimes superadded

to the natural termination of a piece: it seldom occurs but

~

in dance . music.

Sompre (always) is often added to other words as

sempre @ or PP
f oo Sf

. legato
..’ ’ '
| staccato -
cresc.
decres. &ec.
solo  (alone) _ _ generally occurs in Concertos, and points out to the Performer

where he is to begin.

this term is connected with the foregoing, and shews "where the or.

tutti (all) . _ _ _ _

chestra commences -  playmg



WORDS which are placed at the commencement, to denote

the character of the composition, or occasionally in the course

of the piece, to point out the effect of a single period.

mesto, lugubre, ememmmeememes seemeccesemmsmmesmeeemms smmeses coccezicion sadly, mournfully.
patetico, pathetically, eurnos-tl_;f,
ceon dolore, e e sorrowfully,
languido, ........ S 117-4 (3 111 3
con anima, ... e em e e full of soul, impassioned.
cantabile, ... e e S full of song, melodiously.
jvspressi\o, L) S S S emmememmemeeee expressively.
[(‘(m espressione, ... mmomemmmema eemeeessiseeesosieeeioas with feeling.
\dolee, or .. :_-__._-_________-__.__-_-__.__-; _____________________ sweetly, with softness,
con doleezza, ... . . e iemmimememenan delicately.
ATOS O, oo e in a singing manner.
amabile, ... A T amiably.
con tenerezza, ... .. ___.___ . __ e e e e tenderly;
innocente, .------_--------.-______.-_‘. ________________ N innocellf']y, unpretendingly.
con grazia, R -_-_._---.._.____-______;_' _____________ P gracefully, pleasingly.
leggriero, or . e lightly, with facility.
leg‘gierissimo, ................ e e R with much lightness and facility.
Schei‘zantdo, e e e e e pluyful]y', jocosely.
risoluto, O S e e mmmmmeiemeee. boldly, resolutely.

Notwithstanding Authors labour to explain both the time and the character of
their compositions by words, yet their endeavours are but seldom completely
successful; because this depends too much on the individual feelings and ideas
of the player, which ‘sometimes make it difficult for him to gather correct.
ly fr»o'm the 'chara(jtor of a . piece, the time in. which it should be perform.
ed. For this purpose Maeclzels Métronome is an invention of undeni.
able utility, since by it the . player or conductor ‘instantly discovers the
exact time in which the Composer, of whatever country, desires that. his

composition shall be performed.

On the use of the Métronome consult Part 3% _
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(%) dotted notes; Rule g'?,«f‘)’,B, Chap: Z. Sect: 2. .'t' be played with a swood A of point.
a movement like this,consisting entirely of dotted notes, mus play
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NS0, Allegretlo. .
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SUPPLEMNENTARY O APT:

o
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As the uninterupted study of the foregoing exercises and lessons, might somewhat
abate the energy of the Beginner, I should advise the Master to mix with them.
from' time to time, compositions of a light and pleasing character; avoiding
only’ flimsy extracts from Operas, ballets, overtures, dances, &c: because they
are not suited to the Piano . forte, form neither the hands nor the fingers, em.
1;1@ the left hand too little, spoil the taste for genuine Piano _forte music,
and. interrupt the progress of a serious and rational study of music.

1 conceive, therefore, that it will not be unacceptable to the master if, up.
on this opportunity, and as a termination to tkis part of the work,I add
a select li'st. of compositions, known to me; which, suited to the increasing
powers of the Pupil, begin with pieces’ purposely written for him, and
advance gradually towards the highest stage of execution and refine .

ment.

SELECTION FOR THE BEGINNER.

A.C. MULLER’S, instructive Lessons ..__.__. 6 Dbooks.

3 Sonatines progressives. Op: 18.

. HumMmEL; 6 pieces faciles.
PrEvEL, 18 pieces faciles.
Wanuarrs, works for beginners.

Dusseks .6 Sonatines progressives. Op 20. Books 1 & 2.
Kunravu, little Rondos.
CLEMENTIS Sonatinas fingered. Op 36, 37, 38.

C.. CZERNY
GeLINEK, Sonatine facile, 1 & 2.

LixL, Sonatines, Nos: 1.2.3. with Violin Acet

HasLINGERs Youths Musical friend.
" Hiser, little pieces for beginners in all the keys.

musical diversions,
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IN A MORE ADVANCED STAGE,
PLEYEL),
KozELUCH,
HumMmEL,
HavypN;

MozarT, and.

CLEMENTIS  ‘easier works, with or without accompaniments.

When the Pupil shall have attained a still greater power of execution, place before

him MozARrT,
CLEMENTI,
DusskEk,

BEETHOVEN, and

Cramer’s, more difficult compositions; and if, in the mean while, he has

sufficiently studied the practical examples contained in the second part of this

school, then
CLEMENTIS Preludes and Exercises,

Gradus ad Parnassum

i

CRAMER’s Studies &ec:
and the more diificult compositions of distinguished composers,_aﬁcient and modern.
And, as a termination to the whole, as a practice in the strict or fug;uvd- style
of composition, and as a mecans of forming the taste for the loftiest depart

ments of thé art.

J. S. BACH and HANDELS WORKS.

END OF PART THE FIRST.
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