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I have written this method with the conviction that by so doing 1 am rendering .a service
to Amateurs, And it is with confidence that 1 propose these principles as the fruit of long expe-
‘rience, and which will in a short time enable the Student to play agreeably on the Guitar..

If it is generally thought that the study of this instrument is difficult, it is ‘because a
Pupil, even after considerabie practice, does not know how to use his left hand, so as to execute.
music such as it is written, particularly when it goes above the 5% fret . This result is not .
surprizing, seeing' that they do not begin by learning' the doctrine of Equisonants or Synomymons
sounds; and that guitar music often presents more difficulties of reading than of execution; for
each string, open and fingered as far as the 17th fret, offers eighteen ' different sounds, conse -
quently the six strings together produce one hundred and eight. Yet the whole extent of the
finger board of the guitar,’ computed from the open 6% string, to the 17t fret on the 1t string,
is enly 42 different semitones, all the other sounds up to 108 are merely repetitions of these.

The. Guitar is essentially an instrument for bharmony, and guitar - music is founded

on chords. A chord is the combination of several intervals, which obliges the student to form
on the guitar every kind of interval which he must first know on the stave. '

PREFACE. :

. I propose to teach the Student: __
I** to read on the stave all the notes within the compass of the guitar, distributing by
octaves the sounds which they represent. The sound represented by any -note may be played
on different strings, and at different parts of the finger board.

2% to know the different localities of each sound . These localities I «call
" Equisonants or Synonymous sounds. Consequently a sound represented on the stave by a -single.
note, may be produced by several Eqiisonants or Synonyms.

3% to read the intervals on the stave,

47 to play them on different strings .

y 5Y to read and execute a series of chords.

At the same time the Pupil will acquire a knowledge. of the system which I have established .
to regulate the movements of the two hands. By following this method, an Amateur will begin
to play the guitar well, before another person, learning on the common plan, would' immagine it
possible to understand the instrumeit even after a le rened study of it. I know from repeated
trials that from the first lesson the Pupil will play with pleasure to himself, and that his taste
for the guitar will encrease at each new lesson; this it is, that induces wme to think that ‘I
have written a treatise, which unites in an especial degree both the useful and the agreeable.

I have adopted the form of Wiltzes for the lessons, because the pericds of the music.
are more readily understood, shorter, and more easily committed to memory, and consequently they.
may be more often practised without fatigue. From the 1% lesson the Pupil employs the.
Equisonants of the same note, this does not compel him to constantly retain the tiresome Posi-
tion of the four first frets. Still, it is on those that he practises the different movements.
of the fingers of the left hand in changing their position.  For this purpose I have intro.
duced six easy Waltzes under the title of EXERCISES, after the 7t lesson .

It is useful to be able to read and know in advance two or more chords, hefore we
execute them, whether the different, notes are to be played together, or one after a .
nother, or whether there exists among them, combinations forming three distinct parts,
a melody, a bass, and an accompaniment . This may be seen from the 1t iesson. . N

It is important to give the fingers of the right hand an order which mzy dispose them
to execute good music swuch as it is written . The rules whick I propose attain this end,
and from the 3" lesson the fore-finger and middle fingers are exercised in the proper wanner.

«Advantages which may be derived from the use of this Treatise.

I The Amateur will learn with Jacility and pleasure from the very first lesson, be-
cause he will understand it, and will directly percieve that his left hand moves from the,
bottom to the top of the neck of the guitar.

249 The right hand, which requires especial attention, begins at once to play with
confidence, attacking the strings with three fingers in the most advantageous manner .

3% At the same time the Pupil exercises his hands, and disposes them so as to play any
usic he pleases; he forms for himself a repertory of Waltzes, which he will play well .and
with facility, and, consequently, he at once reaps the fruits of his studies .
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Back.

BeLLy.

BRIDGE .

Divistons

NAMES
of some “parts

of the Guitar.

D7) Gm—

Part opposite to the Belly.

Over wwiack the strings: are

placed, often called the sound-board .

Piece of wood glewed to

the belly, to which the strings

" are fastened .

. Spaces contained between
. the Frets.

FincErR-Boarp. Piece of Ebony -laid

FRreTS.

NEecCK.

Nur.

ROSETTE .

 SIDES.

Sousn-Bos

on the Neck, forming an 'even
sui‘face over which the sfring‘s

" are stretched .

Wires or strips of metal
placed parallel to the nut, accor -
ding to certain proportions.

Long piece of wood joined
t.o the body of the Guitar.

Piece of wood glewed on to
the neck, over which the strings are

stretched and on which they rest.

Circular opening in

middle of sound -board .

Bent strips of wood
which connect the sound-board
with the back, and thus form

the Lody of the Guitar.

RD . Sre B ly .

2871

Explanation of Technical Terms

and Abbreviations.

ASCEND. To wxdvance the hand
towards the bridge .

BACKWARDS. Draw the hand back

towards the nut.

DESCEND . To draw back the hand

towards the nut.

The action of placing. the

FiNeERING.
fingers of the left hand on
the strings to press them up -
on the finger-board .
Forwarp. Advance the hand
' towards the bridge .
TWITCH. To ®Hull or throw the

strings inte vibration by . the
fingers of the right hand.

Divis:

Division or fret.
Equis: Equisonant .
"Ex: Example .
INT: Fiterval
R.H. " Right G
L.H. et Taad-
ifas - Play loud.
/o5 Play ‘soft .
Jf- Play very Toud .

_< This character placed above

or below a -passage, signifies
that we must begin soft and
gradually augment the. quan -
tity of tone to the fortissimo.

This sign, on the contrary
implies that we must. begin
forte, and diminish the sound
by degrees to pianissimo .

1/_;__”‘ i )

These characters cowbine:

R s

i et S both the above significations .
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Observations on the Position of the Hands .

LEFT HAND.

1% Mhe: arin should . always remain flexible, 2% The wrist wust be . much
clevated. 8% mpe fingers, kept rather arched, should rest on the strings, so as
to form .lines Parallel to the divisions between the frets. 47 Their pressure should
act on the strings by forcing them against the lower part of the divisions he-
tween the frets. 6 The Thumb ‘must be Placed on the middle of ‘the hinder
part of the neck, so that if we were to draw a line, which should -divide  the
neck, lengthwise in two equal parts, the thumb would fall upon that line, I.Jetween
the first and middle fingers . '

To enable us to properly seize the details of the left hand, we may conceive

. that the plane which the string's desecribe, is the key-board of a piano, and the fingers

must act on that plane as they would act on the keys of the piano .

RI1IeHET HuUuND.

The fore-arm being' placed . on the side of the i;létrument, the part . advanced
over the belly will allow the fingers to reach the strings: their direction must be

.iliag‘cnai, that is to say, after we have separated the elbow from the body, the
“fing‘ers must be directed towards the Roserte of the guitar . The fingers should

twitch the strings below the Rosette; the wrist must be arched, and the hand .should

never be flattened on the sound - board .

It it customary to place the little f inger on the belly, probably in order
to find a resting point for the right hand, and at: the. same time to obtain force
and certainty in playing . We may however obtuin these advantages by using our.
selves from the outset not to ‘twitch  the- strings  without some fixed aim; and by -
‘watching  the wrist so that it shall .remain immoveable amid the movements  of the

fingers, when they endeavour to touch the strings .

By this means we shall avoid the pressure of .the little finger on

the " sound - board .

2871
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E\pldnatlon of the Table ‘ of Equlsonants.

The chromatic Scale of the. Guitar contains within its compass forty - two .sounds,
distributed into 4 octaves: . I't the very low or very grave octave, 24Uy the low or grave octave;
{3?.1.”' the acute octave, 4 the sur-acute or very acute octave. (see page 5.)

This scale must be read several times to know on the stave the position.. or
place of each sound. Yor example, if we were asked the place of the grave or deep
F; (1! space); we ought to be able to answer at once, without confounding ‘it with the
acute ¥, situated on the fifth line.

: The N9 2 of the plite is' composed of six octaves on which are written the sounds
produced by each string, 1%' open, and then shortened successively as far as the 12 fret inclusive .

We must cobserve that the first sound of the first strmg‘ open (acute E) may also be

found on the Second string. at the fifth fret; the second sound of the first string, (acute ¥ )

may also be found on the Second string at the sixth fret, and so on we may - - successively
produce on the Second string all the sounds of the first .

B) the same process we may find on the 4™ string the sounds of the ‘third:
on the 5% the notes of the 4% and on the 6th those of the fifth; in a word . the
‘acute sounds of any ome string may be produced on the string immediately below it
‘at the distances indicated in the Table.

To dlstlngmqh and know the distinct doealities of the same sound, I consider the
place and degree which is occupied on the stave by the note which represents them: T say. for

example, How many localities has ._ = ? We first find it on open I string, - then

according to the above pmceqs, at the 5™ fret of the string immediately below it; the. same
afterwards at the 91 fret of the string immediately below the former (the d’d).‘ lastly we
again fmd tlle same E at the 14™ fret of the htrmg' immediately below the 3¢ (the 4M);

thus we see that - = has four distinct. localities on the finger-board of the Guitar, on

four different strings. I call the sounds of these 4 localities equisonants, and dlstlng'msh
them nuinerically by 1, 2, 8y 4, petting out from ﬂ\e nut.

: To indicate the first equisonants of a sound, I figure them 1, 2, 6, in a
little circle close to , the note. -

From this explanation it follows that the sounds of any one of the first five
strings may be found on the string immediately below it, five frets in advance; (eX( ept
they occur on the 2°% and 3™ string, where the distance is only 4 ‘frets.

For the same reason, the scunds of any one of the five lower ﬁtrmg'b must, setting
out from the 5" tret; be reproduced, on the strings immediately above, five frets lower down,
(except from the 3™! to the second strings because the distances there are only four frets:)

In general the order of equisonants may be indicated thus:

I’ Eovisovaxrs. Sounds of the strings whether open or stopped as . far
as the 4™ fret inclusive .

2" Kouisoxarrs. Strings fingered from the 5™ fret to the 9™ inclusive, except
on the 15 string, because they are finst equisonants .
g )/ q

3™ Kouisovaxrs. Strings fingercd from the 91 fret to the 14T inclusive, except
on the 2°¢ string, where these equisonants are of the second. species,
as just now they were the first of the first string .
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Scale of all the Sounds of the Six Strings,

Fret and on the First String to the i Fret .
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We play on the same fret

FE 6b; G4 and Ap.

N.B.
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INTERVALS. (1)

An IxTERP4L is _the -distance which lies hetween one note and another on

i . .
the stave. For -example, From“E to E there is an interval of

a THairD, because thiy distance ineludes three degrees; the two which are indi-

cated by the two’ motes, and a third placed in the space between . In this way there
are intervals of - Second, Third, Fourth, Fifth, Sixth, Seventh, and .Octave,

because they respectively contain 241354y 85,216 7. and & degrees .

i . :
-.A- Interval B. Third (C'. The same Third

| - 3
| ot s Third— A Py 71
Y 4 5. =l b
| : Example 1. =% s v s 3
, : e ) ety |
(% o/ o

» If, for instance we wish to play the third D. F marked B in . the above
{ : example, we must stop the 2u¢ string at  the third fret, and proceeding. by.r Se
|~ mitones, we shall find D (&7 fret). E (8P fret), F (6% fret). So that -at the

6™ fret we have found the F.(¥) If we wish to -sound these two notes . ‘at  one

time, we must emply two strings. Then we take the upper note of " the: interval, in

" this case the F, on the higher string, c(nnseduelit]y the- ¥ will be stopped. on the 1%

string. at the 1°¢ fret, and the D on the 2% string at the third fret. (same Ex: let: C.)

-

Sk

. o R ;
i Aes Fingering of Thirds on all the Stﬁngs .

y MiNor THIRDS. MAasor THIRDS.
i A. 2 h o q gndg gst > d yid st
i : ord ¢ gnd 270& 1% th_ . grde ond 20 & 1%
;‘. trings. Gilg 5th 5‘.“&4}:‘ 4. &vd,'- 3. 1&2 . - Stringl-B'.h&.’;t.h 5P 4ath 4le g™ 3 I&z"' 7
(‘ 17 | ll ! : . l; == { HETY { o
4 HE—— e s e :
| b %3 l : MR e I '
1 e 23 - 1
; 3 T. ! i (3)%F 3% | ' : :

‘ : (1) We may mix the study of Entervals with that of the 1% lessons .

. (2) This dncerval is a minor third formed of a tone and a semitone. It is
thus that ai)! minor thirds are played on any string, at the 4t fret. :

(8) That »hich i« essential in the execution of intervals, is mnot the stopping of
t{hem with such or such a' finger of the left bLand, but it is the fcrm or
figure =hich the fingers of this hand take for each nteryvel. Tte numerals 1,
%, 8 & indicate the first, second or middle, third. and litile fingers .
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1 : . General Remark. 'The 3rd and 1% fingers when pressed upon the 6 g
. 5’!‘ strmg‘k, (as on G Bb of the example 1n the Lprecedmg‘ Page) and . leaving

a het between, will form a minor third. -Tf ~in this: position, ‘these same
£i mg'ers advance omne fret, they will form another minor third .

continued to advance the hand towards the Rosette, we shall

Hence if, we

obtain. a. sucession.. of
minor. ‘thirds . This procesa equal apphes to other - thirds,

formed on. other
strings, .and also to.the intervals of the subsequent

examples .

| f Sl g s
‘,, : : ; Fingering of Fourths.

i . PErFEcT FoURTHS. : SurerrLUoUs FourTHS. - ¢

R g

See note "4 plate 9.

A. rd . ond 2“‘* 15t ord o ond 2'“"&1“
1 th 3% 2 th 4qthg grd g 0 ¢ .
i Strings.gthg 5th 5the 4th 47 &d i smnp gthg 5t 5the 4t 4«.‘&.3. g
: —p —r—t ﬂ'tt{:'z: | = -
I 9:’—-&—“‘};62 O 4351 Do+ ]
: : j‘_}[zq z o1 : P— 8 2 I I
-4 3 -9-3 3¢ l i 4 s
3 2 p 3

Ex: 41
| e ) Fingering of Fifths.

ImPERFECT FiFTHS. PeErrFeEcT FirTHSs.

A.

hd st
4 rd d Qnd 18t ri grdg 2"d gid g 15
b""‘g" 6. &sth 5 h 4' &dr % &2n Strmgq 6‘}‘&5“‘ 5‘,‘&4' " t »
o 1 — —--
- f = 5‘3" ) n Lﬁt—t‘}'—sj,—‘- i g
T b:‘ +—8 e [“_L t
89 ™ 9 a 1 3 r 1
_ r‘ 32 | ' 1 ,
Ex: 5.
Another way of Fingering the Perfect Fifth on two Strings, leaving' one .open .
- s ord st
( Cgthy ura 4R g gnd 8T & 1Y
Strings. 6% & 435‘; 5. f; 3. I ‘,
i —a = —& 1
Lo e e e e e e .ﬂ
£ : —_— i
: : : R e ! l
] i .- 4 i 55
. l }
¥ ¢
nd

(') Here we employ . the 2" equisonants .
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'g‘) Ex: 6.

{ Fingering of Sixths on two Strings, leaving one string open.

‘ -MiNor SixTHS. ok Maisor SIXTHS. .
o ,i gheah  5ha g +".‘a|; ~)”f“ 3'-‘]& 1':-‘ li gtha 4 5'."1& grd  4thgond *i & : ;

=~

'b = -o- 3 , ‘l' e i o/ -l; s T—2 3 r

Ex: 7.
Another way of Fingering the. \'I]nor Sixth on two contlguous strings.

i .
F

| -
| h h eggrd 2 e 1y
| s =th t A 4. &
?, i a!ru.gs.s. & 5 5. & ', | A
| "7 ! 1 II{L e H 3
| =Y o 1
] ;(‘Z—;b L TR TEssti]
g h=l & i ) #,“ 1 ] H
—_— __'_ l 1
e 1 |

~ Ex: &.
Fingering . of Seconds.

MAJGR SECONDS. L MINOR SECONDS.

<F i P
- 3 th. .th 4B, ord 4 rd& gnd  2U%K 18t B. th. h gth o grd grigand 9ndg 1S
String‘s.seh&s\h 5 %4 . 4.a3d7 9o i 6‘5"&5".“ Va4l 4. &id . 3
77 = i i 174 ] Y =z
: =2y 51 G 2
g e : e P | l
1t ® | = % ® ‘

l |
-3 4 .Fingering of Sevenths.

i 'l‘he interval of the minor seventh contams a bemltone more than the maJnr sixth.
: Hence we have only to advance by one fret the finger which stops the top note . of
i . this interval played on two ‘alternate strings ( sce Ex: 6. letter B ), and we shall percieve

_ that the minor seventh may be played at the same fret on the 6™ and 4tt sfnnO'b, on
the® 5™ and 37 and on two contiguous frets on the 4™ and 273 strings, and on the 3™ and 33
To form the major seventh we must advance by dnﬁt})e‘ fret -the ' finger which forms the

upper note of the minor seventh on whatever strmg'b it may happen . :

- E X0 :
Fingering - of Octaves. |
This interval offers more variety of fingering than any other. ;
i 7 ginge 4Re 5 alaand  ghaond  ghggnl  ghggt glhadl s 1
A B. C. D. Else pvit nXe 0. &
1 -1 | | : | -

T s @f"hii@i[tizzﬁ—_ﬂ
T‘s 'r'l l”-?--l- b,"_o-—l

i The it finger stons the acute note of the octaves, lettees A, CoE. (wraceds g v )

i
[

and the samie finger plays the bottom note in the octaves, letters B,D, 1,0, (seuce .“l."\_

|i 2871 .
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Ex: 10. 9

Fingering of Tenths.

All the preceding intervals are _simple, beeause they are included . within the
limits of. the octave. Those which exceed that are Gompound . Among. this latter
class, the. intervals of a major and minor- tenth, are those most wused in. Guitar - music .

This interval is composed -of an octave and a major or minor third .

f i  10th Major. . - 10" Minor.

A B. c. | n. | E. P L
b7 1 1 == P — >~ r—
& e = bF 1 s 1
4 ; ! o 1 2 I hr th g pt ditto .
i -r- 4 s 5'!1& 2r.d | ditto. 4o&1 t
‘ ) Strings. 6 g g . ditto. i
Synopsis of the Fingering of Intervals .
: _ MINOR THIRD. ' ; ~—_MAJOR THIRD.
i This interval is played on two contiguous - This interval is Played on two strings
string's, leaving between the two’ notes an and on two contiguous frets . On the
empty fret. On the 8" and gud strings, it 3™ and gnd strings, it is played on the

is played on twe coptiguous frets.

i same fret.
F ke . (Ex: 2. let: A)

(EX: 2. let:B-)_. ‘.

PERFECT FOURTH. SUPERFLUOUS FOURTH or TRI TONUS. .
i “Is played on two contiguous strings and on | - Is played on two contiguous strings and 2
the same frets' On the 37d and gnd string® the , contiguous frets. On the 374 and 24 strings we

frets are contiguoys. (Ex:'3. Ic‘t:uA.) i must leave an empty fret. (Ex: 3. lct=B.) -

_ Note. The major third is Played, like the superflwnsus Jousth, on contiguous frets. The difference. .-
between .them is, that the top note of the major third is stopped by the first finger (Ex: 2. let: B.) -
while this same finger plays the bottom mnote of the superfiuous fourth. (¥x: 3. let: B.)

IMPERFECT FIFTH. PERFECT FIFTH. :
. This interval is played on two contiguous - This interval is played on .t‘:vq b
strings, in the same- way as the. superfluous contiguous  strings, leaving one fret:
fourth. (Ex: 4. 1et: B.) ; open. (Ex: 4. let: B.) It may also be-
5 .?V'ote. The intervals ~of the superfluous Jourth, ﬁ;ld '!)]nyed ?n two stn'qg's, ‘,bleavmg' Al
" the “imperfect fifth are alike in extent, and axe fin- Intermediate open string. (Ex: 5 R
-gered in the same .manner;: still, however, on the R g

stave, one contains 4 degrees and the other §. -

MINOR SIXTH. : MAJOR SIXTH.

The minor sizth is generally played on The major siath is played . on two.
two alternate strings, leaving a fret- open, on alternate strings, on two adjacent frets on the
the 6™ and 4'k strings and on the 5% and 374 6% and 4™ and the 5t and grd strings. It is
strings, but on the 41" 4pd gnd strings and on Played on the same fret on the 4t and 2
the 3" and 1% j¢ is played on two contiguous and 374 and 15t strings. (Ex: 6. 1et: B.)
frets. (Ex: 6. 1ct: A) It may also be played i
on two adjacent strings, by leaving between OcTAVES (sece Ex: 9‘)

the two notes two empty frets. (Ex: 7.) TENTHS (sce Ex 10
L A b ee . .
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Mznner of Studying this Lesson.
In . this. Waltz  we 'may distinguish - three parts: the mielody at tops. the bass . at
the bottom, and the intermediate accompaniment . - ; v i
From the 1%t bar the left hand is placed almost on the ‘whole of

Lerr Hanp. _
te the three parts at one time ..

the neck of the guitar, in order to execu
This is the manner in which we must proceed: . AP
It Bar. Place the 3" finger on the acute A (274 equisonant , 4™ string, TP fret) from
this A to C# which is joined to it, there is a major-third. in ascending, which is played
on two adjacent frets. (See Page 9, fingering of Thirds.) 'This C# forms with the sur-
acute A of the melody, a minor sizth in. ascending s which must be * played on the 1% and
24 strings on two adjacent frets. (See Page 5, Fingering of Sixths.)

Ricut Hanp. In this bar the right hand acts according to the foliowing rules..
Thumb plays the A in the bass, and also the acute A of the accompaniwent . The first finger
twitches the acute mote of the accompaniment (C#)- The middle. finger plays the two -notes of the
melody . The fingers of the right hand preserve the same arrangement in all the subsequent bars .

The same fingers play the other strings in the 9™ 10t 11 and 12® bars of the
following example, and in the same order as the preceding -example . ;

The letters t, f> m, indicate respectively the Thumb, first, and middle fingers .

L.H. After the second bar, which is a vepetition of the first, and keeping the left
hand immoveable in” the position which forms the chord, before: we play the 84 bar, . it mwust
be read by saying: from the acute A of the accompaniment (2¢ bar) to the G§ (8¢ bar), there
is a semitone in descending ; consequently we must place a finger on the fret immediately below.

From C§ of the accompaniment (2" bar) to D» 84 bar, there is a semitone in ascending:
‘we must therefore place another finger on the fret which follows . - : i

From: the sur-acute A of the melody (29 bar) to ‘the .B (44 bar) there is a. whole
{one in ascending; consequently we must place a finger two frets higher .

Before we play the 4" bar, we must read in 4he manner . above indicated, the
juovements of rthe mnotes of each part of the third. bar, in respect to the mnext bar,
keeping the fingers in the same -position. :

To pass from the 5% to the 6™ bar, we say: from the acute C§ of the .accompaniment
(5™ ber), to D (61" bar), there is a semitone. in ascending. From this D to Ff we find a major
third, in ascending, which is stopped on the same fret,on the 873 and 29 strings (See page 9), and we
then place the fingers according to the figures. The sur-acute B of the melody is a whole tone
fower than C# (5% bar),hence it follows that the three fingers are placed on the same fret.

7% Bur. 7The 1t finger being placed on the lower E, is not to be lifted up during the

wlole bar: The
kenn up. Duringy the length of this E, we play the potes which follow; they are to be sounded
by the firct and middle fingecs, s also the three motes of the chord in the 8% bar. .

2RrT1

L
1e

The

cend ceases as soon as the finger which presses the string, slides or is ta-




Second Strain of the same Waltz.

* Manner of Studying this Strain.

R.H. 9% Bax.: The second finger once placed on the grave E, must not be moved
while we play the 10 11t angd 12th bars in which it occurs. ‘It -thus .serves as a peint: of
support and a pivot to assist us in placing the other fingers. .The fingers of the R.H.
sound the strings according to the rules established in the preceding strain .

"The figures 1,2, 3,4, indicate the JSirst; middle, third and little -fing'ers of the left hard .

- REMARKS . X ;
- I. R.H. The . right hand must not twitch the 1%t note of a bar, till  after we
have placed the fingers of the L.H. on the notes of the chord in that bar.

II. R.H. In the action of playing the accompahiment, the right hamd.musf, ad -
vance the thumb sufficiently, so as to leave enough space for the 15t finger to bend .

5 III. R.H. 'The wrist of the right hand must always. remain  steady, in ordér to avoid
useless movements of the hand' while the fingers are executihg‘ the different parts. .

IV. LEFT HAND. To stop a .chord simultaneously, the 8 bar for. example, we
must be careful’ to exert the same degree of force on all the three strings: in  this . case
. the first finger which is in.the middle, is naturally - the weakest . ‘

V. When there are several frets between the positions cf two adjacent bars,.we
wust fix our attention on some resting point to give confidence to the hand in placing
 our fingers. For example, in passing from the 12P bar to the 13th -the seccnd finger
which rests on the E (12th bar), does not quit the 4™ string, on which it plays the acute. A
(e equisonant) of the 13%™ bar, and hence it serves as a support to place the .others. .

The Two Strains of the same Waltz united.

m

B i e e e - o T



s

s

S

o SO i S T

s

i
1
|
]
)

2 " LLESSON.

This Waltz s composed of the same chords as the precedmg‘ one. The molody and
the ass are absolutely the same, except in the 7t and ‘the 15t bars, where the difference.
lies in the accompaniment. In the preceding Waltz the notes of the major third A cg (¢ bar) ;
are struck simultaneously, but in this lesson they are sounded one after the other

See the opposite Example. In the 1t bar Of the stave N l -we twitch at the same time.
.the E in the melody with the A in' the bass. ' In the first bar of the 2nd gtave, we twitch
at the same time the E and the A, and ‘afterwards the CH with the first finger.

’ In the I% stave we play at the same time the two notes A C§ of ‘the accompaniment.
‘In the first bar, o2nd gtave we twitch these notes in succession; the lowest A with the
Thumb and afterwards the C# with the first finger.. 'The same thing is donme in the
third line of the first bar of the Waltz, adding in the melody the sur- acute .4 to
the acute A. The points sufficiently indicate this- reunion, amh the letters.¢, £, indi-
cate the Thumb and fore - finger of the right hand.

: The same attention is requsite in playing the 24 bar, as also the 34 and subsequent
bars, as far as the 9th bar, where we apply the same rules to other strings.
The B’s in the 7th bar, are made by the 271 equisonants (s string, 4th fret) with
‘the third finger .
RiéaT Hanp. The Thumb and midd’e fzngevt are naturally -stronger than ﬂne fore—frng‘c’r

for which reason this finger must act with force, yet mot so as to overpower .and crush
the accompaniment made by the thumb

This Lesson must be studied slowly, and bar by bar.

®X

8% LESSON.

This Waltz is similar to the .two which precede, except in some slight. modifica-.
tlons in the melody. 'The positions of the left hand are almost the same. However, we ,
must observe the indications of the fingering. In the 5™ bar the _major- third A C¥ is .
the same as that in the 4" bar; the fingering differs a 1little, because we must extend.,
the little finger to the sur-acute C§ .

. RieHT HAND. In this lesson we commence giving a regular order to the fingers .
of the right hand, which prepares them to execute passages -of agility. The Thumb, as.
in the preceding Waltzes, plays the mote in the bass;” and the bottom mnote of the .accom.
paniment . 'The fore-finger twitches the acute note and also the F§ (24 equ]sonant,ﬁ strmg', .
7t fret). The middle finger plays the notes on the first string. .

In the 5”’ bar, the fore-finger, besides the acute -note of the accompaniment , also .

: twitches the sur- acute Cf§ of the melody (a- semlquaver) and the middle finger -twitches ﬂxe ;
- C# wl ich follows The same order is observed in the 6™ and 7% bars -

- VIn the 9% bar the Thumb plays the bass and also the grave E of the accompaniment - .
The first finger twitches the acute note, the middle finger attacks the C# of. the me]ody, and ﬂle
first finger the D following. We proceed in the same manner in f]lé\ nt

_ As a corollary of the order which we have given to the fingers of  the rlg'ht hand, we’
may- establish this  rule: that if on the 1*! or 2"d strings there occur two notes of small.

‘:va]ue, of which the first has a longer duration then the second, the latfer must be played.‘
by the fore-finger, and the former by the middie finger .

The circular line or tie which occurs from the grave E of the gth bar, to the.

:E of the 10 bar, indicates that the sound of the first E must be prolonged to complete..
the value of the second, this latter must not be twitched. 'The same miust be observed,._
. . whenever this sort of tie embraces two notes”placed on the same degree .

Of this and the two preceding lessons we may form a very useful study, if we

‘rul*ch the bass and the melody by the Thumb and middic finger with more force than .

the accompaniment; and then endeavour to produce the contrary effect, by giving the. .
greater power to the Thunb and fore-finger which play the accompaniment .

2871
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#' LEBSON.

.- This Lesson is intended to exercise . the Sirst and. .middle fingers of the right- hard
according to the order established in the preceding Waltz. In the first. bar, the fore -

. finger twitches D§; in the 23 bar the ﬁame finger plays ﬂxe first E, &c.
In the 9 bar, the thumb plays the D, the fore- fmg‘er the A} of the melody:

the same rules apply to the subsequent bars.
Lerr Hanp. Follow exactly the fingering indicated by the figures. In the 3¢

bar, give to the D (2"! equisonant) its full duration. The same must be observed in.
" the 9" and following bars. ; : i

~ L.H. To pass- from the 9% to the 10t bar, say: fiom the D (9% ba-) to C§ (109 bar), .
there 1 is a ' semitone;. from ‘the B’ (ot bar) to the A (10th bar), there is a tone. 'To go from .
. the 1I™® to the 12 bar say: from G§, 2"d equisonant (1% bar) to A (120 bar), there is a .-
. semitone in ascending; and from this A to C#§ there is a major third in ascending .

The last E in the 77 bar, must be pfayed in. harmonics: it thus we denominate the .

sounds produced by a string on which we press but very lightly with the tip of the

finger of the left hand on certein divisions of the frets. We produce this harmonic .

by placing in this manner the 3! finger on the first string at the 127 fret. The E
of the 151 bar is produced in the same way. (see page 34.) ;

i

5% LESSON.

The ‘left hand moves throug‘h the. whole extent of the finger- bonrd, but by easy

_movements excelxt between the 6t and 7™ and the 14" and 15 bars .

R.H. Do not forget to play with the fore-finger all the.demisemiquavers-of those

groups in which are combined a semiquaver .and a demisemiquaver .

L.H. 4™ bar, fiom A semiquaver to B demisemiquaver, there is a_whole tone

‘(2 frets), from this B to C§, (5% bar) a_tone; from C# to D (6™ bar), a .semitone .

The 67 bar must be played without moving the hand; we must calculate the .
_distances . which occur between each. pair of notes.

5 b Jbar, from . scute. Gg to A (12th bar), there is a semitone. ( one fret in ldwnce».-)_

12‘ bar, from the sur- acute C# to demisemiquaver D, there is a. semitone; .
,from this D to E (13t bar) a tone .

18" bat; from Ag to B ( 141“‘ bar) there occurs a semitone. From this B to .

C# a tone, and to D, a semitone .

_ Rs.n.uur After lmnng' ]earned the locahtles of the notes, we must follow the .
fingering indicated by . the figures .

The [ time we play the first strain, we m-ust play the 8™ bar; but when we re. .

peat the strain we must finish it by the bar which follows.
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ﬂbLESSON.

This Lesson is chiefly intended to form the first and 2°¢ fingers of the left hand
to produce equaily all notes of the same duration . For this purpose we must twitch' the

the first G of the 1t bar, and then let fall the A without twitching it . The force of

the impulse on G will suffice to make A vibrate . 'This manner of executing two notes by
a1 single un‘nulse of the right hand, and the mark which is drawn from the first to the 2
of the motes is .called @ slur. .In the same manner must be played the G and A which
follow, and also the subsequent G# and A. Before, however, we pass to the second.bar,
we must endeavour to play the six semiquavers with perfect evenness, and . for this purpose
we must dwell a littde on the 15t 3™ and 5™ notes which are twitched by .the: fore- finger;
because it is matural for us to let the second finger of each pair of slurred notes fall
on the strmg' before ‘the value of the mote is completed . j

The same thing must be done in the bars which are slm]]ar, as the 5T and 9™ &c.
In the 9% bar, we must- give to the B of the melody the value which -is lndJcated,

cas also the C# in the 12“‘ bar .

The slurred notes D B-(semiquavers) if the 14™ bar are to be' pla)ed as fo]]ows, place
at the same time the 4t® and 15t fingers on D and B, twitch the D and the 4™ finger. must
then make a little effort backwards to cause the- string to sound the B. In the same manner
we must play the slurred notes G§ F§ of the 234 bar. We must also’ carvefully' observe

_the figures which indicate the fingering and the equisonants .

Such is the general rule for playing slurred notes in descending .
Ryeur HAND. The fore-finger plays the sur-acute ct of the 274 bar .
In the 14" bar the “fore- finger twitches G# (2~ equuionnnt), and  the.

;mzddle finger the open E .

‘We must here speak of an exceptxon to the estabhshed rules which flows from

:the order in which we twitch the strings. 'The passage of the 234 Bar: nkanalog‘ous, and
_yet we follow the rule, because the last two notes are, played on one string .

Obberve also that the fore finger g‘enera]ly twitches the first mnote of a g‘rouP
of four or six equal notes.

We must twitch the 1% note only of notes which are under a s]ur.

e e—

7" LESSON.

LerFrr HAND. The movements . of the left hand in the first = sixteen bars

are very delicate; they must be manag'ed with care, preservmg' g‘reat equality among

all the slurred "notes.

In the 17% ]19% and twenty-first bars the passage is the: same; still; How-
ever, , the F§ in each is played by a particular way of fingering wlnch has reference.
to the following bar.

In the 22 bar, we must sustain E B, and in’ the 2.5"‘* E A; as also the grave B.

_in the 60“‘ bar; D§ A in the 82°%; and E G§ in the 33" &c.

"The E in the 38% bar must not be twiched .
-RigaT Hanp. 'The fore-finger, followmg' ‘the order laid down, plays the wnhquaver

C# in the 6t bar and the A (2°¢ equisonant) in the 7% bar); the G§, 2" eqmsonant in the.
8™ bar; and also the F§ in the 17 19t and 21 bars.

The initial letters D), C, which we see at the end of the Waltz, indicate that we must.
. recommenice this waltg, and not stop till we come to- the word fine . - .

2871
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( l) Do not forget here what was said before, relative to the double

(2) This waltz offcrs no new rules; it is the doctrine already established . Pay strict atte

1 bare. The 6 oin the 1tognd grd oth gnd 11th bars must be strongly twitched.
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* During the whole of the 5B bar, give to F its full value . In the 13 & 1P bars, observe
the lengths of the notes. The ISt time we vlay the 2¢ part, employ the 16th bar, but when

we repeat it, play the following bar to conclude the Waltz.
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8" LESSON.

. L.H. From the B to C, (1‘.t bar), there is a semitoné,(on_e fret); from C to D, a tone:
it is thus that the 2" bar must be read as well as those that follow . '

To find the ﬂnrd F§ A, in the Tenth bar, seek for the ncu'te A, which
hn ms with the F8# a minor third_in dewendmg, and place ' the third fmg'er on the |
second - strmg‘, “third fret. (see page .9) ’ '

In the 1I% bar, we must place the. flrst finger on C#, and say; from C# to.
A ﬂu_ere is a major third in descending, and then place the second finger em the ad-
jacent fret. (see page 9.) o, ‘
In the 15 bar, play the E open and the G, a 2°¢ equisonant -
To execute the 167" bar, say: from C# (IJtl“ll;ar) to D (1161?3 bar) there is a semitone
in ascending; from G (15% bar) to F# (161" bar) there is a semitone in .descending .

R.H. The Thirds in the Ninth and Tenth bars are to be twitched with the.
fore-finger and middle finger. Sy

-

9% LESSON.

L.H. The 7t.h bar must_be.]ﬂayed_'without .moving the hand; by means of the

2" equisonants - we execute tI;e :uperf}uod: fourth C F# on the third and second.
. strings, leaving an  empty .f.re,t . (vage 9.) o

C A (90 i)ar) is a major sizth, which on the 3™ and 2% strings is played on

. the same fret. (page 9.) ""This interval bemg‘ once known on the stave, we first place

the 4™ finger on A, and then the 373 on C; we then say: from A to Gf is -a semitone

in descending; from C to B, another semitone In descending; 1t is thus that is formed another

interval of a maJor sizth B GY, with the same fingers as C A.

To proceed to the 10 hbar, we say: from A (.9“‘ bar) to G (10th bar) there is a tone
in descending: from C (9™ dbar) to B ( 10™ bar), a semitone’ in de:cendmg

13t.h Bur . 'To .slur these same sixths,-we must twitch the two notes B G§,
and then glide the two fingers to the fret immediately above, to produce the sixth.
C A without tw:tchmg' the strmg's ;

“In the I4I bar do ﬂle same thmg’

R.H. The thumb of the ng'ht hand plays the bass of the sixths and ﬂnrds
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10" LESSON. -

L.H. The D of the 2" bar must be stopped by the 2' tinger. Mo play
the slurred notes D F#, in this bar; twitch the D, and fhen let the 3™ finger
fall on- the 4 fret for the ¥g.

The first fmg'er, once placed on E (g bar), muht not be taken off
till ﬂle following bar .

In the 9™ bar, let the 2"l finger remain immoveable on C#, while the first
finger executes the slurred notes G# A, by gliding rapidly from the 1*t to the 21
fret, only twitch the C#, the A will speak of itself. : :

Let the fingers which stop the ‘major third D F§, (101.'" bar), remain immove -

able while we play the slurred notes G§ A .

.In the 19% bar, keep on the. A; in the 14 bar, keep on the tzhird D F#

in the 15™ bar, the g‘rave E; and in the 22“‘1 bar, the acute D .

R.H. The thumb plays ﬂle A - of the 2’}‘1 bar, and the G ‘in ‘the 9" bar. 'The
slurred notes G A in the ninth and tenth bars ‘must be .twitched by - the -thumb,
and the others by the fore-finger . g ' .

Rimarx. 'The D of the gnd bari represents two values, a quaver for the. bass
part and a dotted crotchet for the acute part. When a note is thus written, give
it the duration of the longer of the two values. Thus the 2% finger which stops -
this D must be sustained with force throughout the bar. 'The same thing should be

 observed in the 6t 15t and 18 bars, and in others similar to them .

R > —

11" LESSON.
Notes slurred in pairs,.both in ascending & descending.

L.H. First bar. Place at the . same time the 3™ and 15t fingers on B A, twitch.

_the B and draw back the 3" finger on the A with force and withomwt twitching it. Then.
twitch G#, and glide the first finger on the string to the adjacent fret to produce A.
.The E.which follows is an open note, and the Cg, a ond equisonant . ~ Execute in the

same manner the slurred potes in the 8™% gt & 11th bars and in those which follow .
.In the 5t and 6t bars, sustain the Jower E well; as alsé in the 7 bar the grave B .

In the 97 bar, after Ahaving' ‘played B, say: from B to G# there is a. minor shird in

. descending, and place the .‘_4"!1 finger: on the second string at the 371 fret.

In the II? bar say: from C§ to A there is . major third in descending, and

. place the second finger on the ad.]acent fret .

Sustain the G§ during the 21" bar; and the A throughout the 22°3 s-as also ﬂ»e‘
D in thé 23"  This D forms a major sixth with B, they are stopped on the

. same fret . From this B (2-5"1 bar). to. A (24«“‘ bar) there is a tene. From 1
4 (‘23"31 bar) to o8 (‘24!“’ ar) there is. a semitone in descending . S

R. H. The thumb twitches the G of the 5™ bar, and the A in the 6™ bhar.
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10" LESSON.
'Slurred notes in pairs.
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. the " same piinciples in the 5%

750 LESSON.
Inferior .Appog'mtura .

L.H.  This Appogiatura is played. in the ' same vy as, two noten connected by,

. a stur. - Place  the finger on the small note, twitch it with the rlgi:t hand, and then,

immediately ‘let fall another fmg‘er on the principal or ordinary note. The difference

_ between the two sturred motes and the appog'latura, lies in the value of the motes; in

the slurred notes, both are of equal value, in the appogiatura, the value of the little: note.

is borrowed fromn that of the principal - note . For this reason, the appog'mtura should..

. be played fast, and the sound of the principal note must. be sustained .

The 'value of the low E (4 bar) must be sustained throughout all.
.the bar. - Consequently, we must keep. the first finger immoveable bere, as also,
. for the duration’ of the following‘ ba.r &1 ; ; ;

In -the 13" bar, sustain the interval of the imperfect fifth G§ D, t\ll the
. occurrence of the major third A C§ in the 14t bar. : ‘ '

In the 287 bar sustain the miénor third .

R.H. The  thumb must attack the bottom notes of the tiu‘fds in
the 21t 2214 and 233 bars. ¢

18" LESSON.

Simple - Appogiatura in -descending .

NeLTH: This Appogiatura resembles. the #wo lsrlurred notes in . descending, and is. execu-.
.ted with quicknéss‘ for the reasons given before, reposing on the . principal note .

The appogiatura B A of the 1*! bar, is played by placing at ;‘ﬂle same time

(as- for slurred motes) the 3™ and 1* fingers. - We must’ twitche the. little ‘note B, and
~draw back "with force the finger which presses it, to cause A ‘to sound. Follow .

9th and other bars .

In ﬂle 8"’ bar the flrst fing‘er mubt glide from B# to 'C#, ‘Wh‘l]e the

. second fmger. “placed on the _A, contlnues 1mmoveable .

Great ‘attention must be paid to the execu-t;on of the" 142 and 15T bars,

that we may g'ne to the notes, ﬂlelr exact values .

¥ R. H We -must not. charge® the order of. - the fust Lgssons " relative “to:. .
‘the fore- finger of the’ right hand, as for examp]e in the 1t 5% 9™ and 1th

bars, and other similar ones. w
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Inferior Appogiatura.
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| 14" LESSON.
Compound or Double Appogiatura .

L.H. In the I bar, we must twitch the little note C#, and then let
fall with vivacity thé 274 and 4" fingers on the little note D and on_ the
principal note E (271 equisonant). ' Db the same: thing in the 5% bar, there we must

twitch the very low E of the bass with the first of the small noteb (B) Vg must, -

as a general rule, proceed in the same way in all like cases.

We twitch together the B. small note, and the low - E of the Lans
in the 9™ bar; and afterwards let fall the second and fourth _fingers on C§
and D. Sustain the acute G of this bar. : .

The double appogiatura in the 15 bar, is played in the same way, the
E with the B. Play the 15 bar with exactness . .

R.H. 8™ bar. The .thumb twitches the acute A -

—_——

15 LESSON.
Anothzr Double Appogiatura . ; _
L.H. Twitch the G (small mote) 1°t bar; let the 2 finger fall o the A, thén

. v.rithdra;w this. finger with force, to produce the principal note G . Execute in thé
. same . way the appogiaturas in the 5T 9™ and 13 bars ' z

Sustain the imperfect fifth D§ A, in the &' bar, as also the low B in the 7% bar;
and the imperfect fifth F§ C in the 1" bar, as well as the acute D in bar 15.

Remarks. The notation of music indicates only the sounds and their ' relative durations
in each bar, but there remains to add especial signs to reproduce the music on each
: mstru'ment There are certainly some general indications applicable to every piece of

music 'as piano, . forte, & but still others are required to designate .the pa.rt]cular man -

ner of drawing. out the tone, and using it to produce different effects .

The Guitar. is one of those instruments which admits of the most numerous
modifications and varieties in the quality of the tomes of the strings.

1. shall give some signs to indicate them .

. //\ When this. mark is placed on a mnote, we must damp the tone, by llftmg'
up the finger of the left hand, as soon as the chord has been twitched . ;

\/ This. sign indicates that we must damp the Saund, by placing' - on ﬂ:ev

" string  that finger of the right: hand which has just thrown it into vibration .
//\ This sign indicates that we 'must damp  the sound by these two

* processes  employed at the same' time .

‘“~ This shews that the finger placed on. the string must be kept fu'm,
while the hand moves from side to side, leaning on it as on a pivot .

- The Waltz of this lesson, if played  exactly according to the
above indications, produces an effect pecullar to the guitar, and which cannot be
imitated on any other instrument . : ;

N.B R.Cocks & C? have just published 38 Charateristic Waltzes of progressive difficulty,
expressly Composed by MT Acv.apo as a 27 part to this JMethod.
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‘14" LESSON.

Double Appogiaturas
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Ancther Double Appogiatura.
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. twitch the first of the little notes .

' : 6% LESSON.
The Turn.

The direct or. simple Turn .is. composed of three little "notes which are con-

.nected to a p_rincipal note. It is performed like the junction of two pair of slurred

notes, the one pair descending, the other .ascending: it will be sufficient to merely

1% bar. Place at the same time three fingers (4t 2d 1Y) on B, A, Gf, twitch the

] little note. B, and draw back forcibly the 4™ finger to cause A to sound; then.the 2%
. finger must make a similar movement to cause the G# to be heard; lastly, the 274 finger
. must again fall upon A, the principal note: thus, the impulse given te the 15t note will be

sufficient to cause tlie other three to vibfate: At first the slurred notes will not sound

. very distinctly; it is therefore necessary to practise these passages frequently.

"Remark. Beginners eare apt to imagine that much force is mnecessary to execute ,

. the Turn distinctly. This is an error, for that it ‘may sound properly, it is merely - neces-
. sary to place the fingers on the lower part of the divisions between the frets,and close to
. the latter; we must at first be content with causing the slurred notes to sound but softly.

Let us endeavour to move the fingers freely, like springs; practice will soon give power. Their
movements ought only to coincide with the action of the Thumb, and the wrist must  remain
elevated and supported.. If we give too much force to each finger in executing - the
Turn, the. nerves will contract, the fingers become  paralysed, and they will Tlose their.
suppleness. This observation equally apvlies to those notes slurred in pairs in ascending

. or . descending, which are met with in ¢he preceding and following lessons.

- The Tﬁrns in the 5™ gth 13t 4% and 21 bars must be executed with the same care .
o :I’]ay. with exactitude the 47‘." 10™® 1™ 14? and 150 bars. 'The Pause which wucurs in the

. 16™ bar, allows us to remain as long as we think proper on the note which accompanies. it. .

17 LESSON.
Compound Turn.

The compound . turn is. composed.'of four little notes slurred to a . princ;’pal

- note. It is played on the same "principles as the common or simple Turn. 'There are

consequently 4 slurred notes, one in ascending, 2 in descending, & then another in ascending.

. I®! bar. We must twitch the first of the little notes, C#, and let fall the finger :
on D; this finger must be withdrawn forcibly to cause C# to sound, and the 1*! finger,

-, which presses upon this note must be withdrawn energetically to cause the open B to vibrate,
- lnstly, we must let fall the finger on C# the principal note; all these different movements

are effected without twitching any other mnote than the C§, the first of the little motes. ..

In the 8™d and 5% bars and in those which resemble them, we must place at
the same time the fingers which stop the two first little notes. '

" In all Turns we must not forget the remarks in the preceding lesson .
The slurred notes A E in thé fourth bar, must be performed in the manner

_indicated; the first finger being drawn back with energy to cause the E to sound.

To play the chord A c E (324 bar), we must round the hand sufficiently;
seeking in the thumwb a support sufficient to give the fingers strength.

The grave A, (29 equisonant) 24" bar, must be sustained .

The ¥ double sharp, the last little note' of the Turn in ‘the vagnd
and 257 bars, is played like an open G. 5
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18" LESSON.
On Barring.

I have hitherto used 7all sorts of precautions not to speak of Barring. Jt s
thus that is named f!\e action of the fore- finger of the left hand, when it is placed’
upon -nn(i pressed transversly across all the strings, on any of the divisions formed by
the frets. Barring economises the movements of the fingers; but, however, it requires

"'that the hand shall previously have acquired a certain degree of force; the preceding
studies will have enabled the student to execute' this -lesson . : el

' At first, all the strings seld'o‘m‘ sound -equally . Sometimes  too, . we
only - bar the first three strings; on other occasions, the barring extends. to-
. the fourth, fifth, and sixth; strings .. : .

. ‘B'efore we employ’ any strong pressure, we must endeavour to bring the finger
towards the inferior division of the fret, and it is generally by the inner part. of"
the finger that we must press upon the strings; the finger must. however not be laid:

upon- them quite flat, but rather on ene side .
: - The Barring emplojred in the 1t and 2"¢ bars, must be retained till they. are
i played, even while we sound the acute A. In this bar we may place the tip ot
the finger on acute A, without advancing it further. : ; ;

In the 12" bar, we may place the tip of the fingers on the low K,

and keep it immoveable.

g The Barring in the 15t bar is difficult, and must be done thus: place. thel
_tip of the finger on the low B, and let the finger fall on all the strings without
. quitting the B, in order that the A may sound together with the D§ . :
T In the 22"% bar, occurs a Turn of which the little note E - must be.
. made by the second equisonant.. - :

L

19 LESSON.

i The first two ;ppog‘iatm'as in _:the first bar are t; - be pﬂlyedhviﬂl two . fingers;
the third with the fore-finger by gliding as far as A. -

. Keep firmly the position of the barring, from the ‘3™ to the 4™ bar.

Give the written va];ue to F (7% bar), and to E (8™ bar.) :

The .13'3‘ and 14™ bars” demand ilarﬁcular attention .

In the i3t bar Jet fall the finger at thé_ end to form the barring .

12 the 18" bar observe the _‘fing‘e;ing' exactly . _ -

48] tao B in the 18" bar, must be pliyed togcther, the one by the firvt
e other by the 2" eguiconant .
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18" LESsON.
On  Barring.
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19" LESSON.
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32
20" LESSON.

THE GLIDE.

The Appogiaturas F B in . the 6 bar are executed by twiching .

_the F#, and rapidly gliding forward to the B, but lightly and'  with .

. delicacy . - This embelishment is called - the Giide .

To perform it well we must round the hand, curve the finger,.

. and glide on ‘the string without stiffness .

V

From the 19t.h bar sustain the mélody well .

In the.37t.h 89" and 41 bars, and in those which are analogous .

. to them, we must sustain the chords.

In the 85T bar, there is another glide, which is to be .

played in the manner already indicated, passing from G to B .with.

the little finger.

This lesson, like the 157 s accompanied with ‘the indica-

tions which I employ to point [ .out the principal . modifications -~ of

the tones . If it be played with exactitude, it will  produce.

an. effect; such as to induce any one to believe - that™ he hears two.

 different instruments .
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19 LEssoON.
THE GLIDE
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HARMONIC SouNDs .

In this article I shall only explain what will suffiée for the intelligence

of the two Waltzes which form the two following lessons .

The most simple way of _producing harmonic sounds on the Guitar is
as follows: _ Place a finger of the left hand (well bent) on any string, at
certain divisions of the finger-board; press lightly with the tip of the finger, as
if you wished to intercept: its vibrations ;‘ and then twitch the string with force
and near to the bridge; and when the effect of this impulse is communicated to
the finger of the left hand, the string will ‘speak, and if the finger is instantly

taken wup, the string will vibrate harmonically .

Harmonic notes sound an octave higher in pitch than they.-

are represented in writing .

Sounds of this kind become more acute in proportion as they are .

stopped in ascending towards the bridge .

Those Harmonic scunds which are stohp;d on the 127 41 and 5™ frets or

divisions are the most brilliaot . :

2871




35

cy
< th rd 27"’ I‘-t #'.‘
Strings. Gk 5 4 o i s #__!_ ¥ =i ;
V74 ﬂ " f ﬁ . e — —=
’ = @& > 9 45 94 5 9735 123917 5
59,5 ;—9 78 gt 12 12
‘Frets. 19 )

It . must be observed -that the four harmonies, which are foﬁnd. on
~each string at the 19th gth #th .4 5th frets, form 2 ot chord, the tonic
-of which is the harmonic of the open string . 4_ However, it must be observed. that
. the harmonics of the 9P fret. (the major third‘—of the tonics) is in reality an octave

.higher than the sound '_,t’6 which it coresponds .

.T(; indicate the harmonics; I empl(;y the same means as M7 Sor; — I write
-the mnote which répresents the open string, and add the fig"ure which coresponds = to

.the fret which produces the harmonic mote required .

The following are the Harmonic Sounds of the preceding

example, represented by the process I have just indicated .

: Str!ug':.je {h—;-__

Frets. 12
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21 LESSON.
: : Harmonic . Sounds .

In- the Fifth bar, we .must sustain the B; in the Sixth r

the A, in the Seventh the G .

R.H. The Four semiquavers in the 10" bar, must be played
in this order: the fore-finger twitches the A; the middle finger the C;

. the fore- finger again the very acute E .

1 - 2929 LESSON.

After huaving twitched the. First bar, leave the fingers fixed. on
" the chord for the ‘duration of the 2% bar. The low A is the only note

5 played in harmonies. Sustain the grave E of the 70 bar.

R.H: I bar. The thumb must twitch the acute A}, .(23¢ 'equisonanf.)
the fore - finger ‘' twitches the C, the middle finger, the E; the fore- finger, i

| the very acute A in the second bar.

9" bar. The fore- finger twitches the two slurred notes, and .

the G (2% equisonant); the middle finger the E of the following bar.
q g

AR Ao o

In the 137 and 14™ bars the fore - finger twitches

i

the  demisemiquaver .

| &
s 0
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217 LESSON
‘ . Harmonic Sounds.
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ON THE THEORY OF MUSIC.

ALBRECHTSBERGER’s Complete Theoretical ‘Works, 2 vols.
8vo. containing nearly 900 pages, translated by A. Merrick,
Esq. published under the I ge of Her Most
Gracious Majesty and the Royal Family, and dedicated to
1. Moscheles, Esq. - - - - - 2]
Table of Modulations from C into all the other keys, major
and minor - - - - - - -
-—-—— Treatise on superfluous and diminished Intervals -
BACH (C. P. E.), (Master of Mozart), Scales and Modulations,
translated by Hamilton - - - -
CHAULIEU’s Catechism of the Rudiments of Music -
Analytical Course of the Theory of Music, accompanied
with an Atlas and a Glossary of 400 Italian words -
CHERUBINI'S Complete Course of Counterpoint and Fugue,
dedicated to H. R. H. the Duchess of Kent, and published
under the immediate sanction of Her Most Gracious Majesty
the Queen, and Royal Family, and upwards of 700 of the
most distinguished Amateurs and Professors of Music, in 2
Vols. 8vo. translated by J. A. Hamilton, author of the Musi-
cal Catechi Dictionary, G s &c. &Covevo ....price 42
CLARKE’s Catechism of the Kudiments of Music, third edition. 1
Practical Exercises in Harmony and Thorough Bass, 18
numbers, each - - - - - -
CORFE’s Principles of Harmony and Thorough Bass - 9
This is an entirely new Work, and will be found of the utmost service
to Teachers and Amateurs of Music.
FETIS'S Elementary and abridged Method of Harmony and
Accompaniment, followed by progressive Exercises in every
Key, by the study of which Amateurs will speedily be able
to accompany the figured Bass and Score, translated from
the original by Bishop - - - - - -
Forty-two Progressive Exercises for the Practice of
Harmony and Thorough Bass, extracted from the above
work - - - - - - -
FORDE's Essay on the Key in Music - - - -
GRAUN’s Art of Modulation - -
HAMILTON’s New Musical G b g
of Musical Notation, Harmony, Counterpoint and Rhythm -
Miniature Course of Harmony and Composition, comprised
in four Catechisms, viz.
1. On the Rudiments of Harmony and Thorough Bass, fourth edit.
containing 103 pages - - - - - = =
This is an extremely concise and clear development of the principles of
harmony. The form of question and answer, in which it is written,
peculiarly fits it for the use of juvenile learners, by whom it will be
found a valuable assistant in the now favourite study of musical com-
position.—Court Journal, No. 262.
Key to the Thorough Bass Exercises in ditto, for the use of
Teachers and for Self-tuition - - - -
2. Catechism on Counterpoint, Melody, and Composition -
3. Catechism on Double Counterpoint and Fugue - -
4. Catechism on the Art of Writing for an Orchestra and of Playing
from a Score - - - - - -
HAMILTON'’S Catechism on the Invention, Exposition, Develop-
ment, and Concatenation of Musical Ideas, with Examples
from every ancient and modern composer of celebrity - -
Historical, Descriptive, and Practical Catechism of the Or-
gan, with Examples - - - - - -
~——— A new Dictionary of 2000 Musical Terms, with their signi-
fications ; such as'they occur in the works of Albrechtsberger,
Beethoven, Bellini, Berbiguier, Cramer, Czerny, Chaulieu,
Campagnoli, Diabelli, Drouet, Herz, Hummel, Hiinten,
Kuhlau, Mayseder, Ghys, Mercadante, Moscheles, Onslow,
Pacini, Rink, Reicha, Rossini, Spohr, Tulou, Weber, &c.
4th edition - - - - - - - - - 10
The utility of this little ion is iently exp by its title.
The explanation of the technical terms employed by the best composers,
and which the prevailing taste for foreign music renders so peculiarly
desirable, is an advantage which this collection possesses over every
other of its kind.— Vide Court Journal.
And Second Edition of his Art of Tuning Piancfortes - - 10
‘What Mrs. Barbauld, in her day, did for the infant reader, Mr. Hamilton,
in his, has done for the musical beginner.— Vide Musical World, No. 68.
REICHA’s New Theory of Discords - - - -2 6
129 Formulas of Interrupted Cadences - - - 20
Treatise on Suspensions - - - - - 6
The Melographicon, or the Art of Composing: a musical
work by which an interminable number of melodies may be
produced, and those amateurs who have a taste for poetry
enabled to set their compositions to music - - -12
TURBRI's Complete Course of H: 1 y H 2
VIERLING’s Art of Preluding and of Extemporaneous Perform-
ance in general - - - - - o

PIANOFORTE.
ELEMENTARY WORKS.

BINFIELD'S Pupils’ First Exercises - - - - -
BURGMULLER'S Preceptive Exercises, of the easiest possible
character, followed by pleasing and instructive pieces for the
use of beginners, carefully fingered throughout - - 4
A Set of very easy and pleasing Lessons for Beginners,
carefully fingered throughout - - - - - -3

CHAULIEU’S Musical Alphabet - e s S

———————— First Six Months at the Pianoforte, 6 books, each 3

80 excellent is the plan of this truly admirable work, and the execution so

novel and ingenious, that it is in the highest degree masterly. Indeed,
I have no hesitation in saying that, for the tuition of children on the
pianoforte, no work of equal merit and utility has ever come before the
{rbﬁc; and, for class or school teaching, ‘it will be found absolutely

valuable ; and country teachers, and persons who have not had long
experience in tuition, will by its aid be enabled to guide their pupils into

hort and F\eunnt path, along which their progress towards perfection
will be rapid and certain, and which will assuredly redound equally to
their profit and their reputation.—J. Hamilton, Author of the Musical
Catechisms.

THE INDISPENSABLE, Manual for young Performers on the Piano-
forte, or Exercises for every day’; containing diatonic and chro-
matic Scales, Shakes, Exercises for equalizing the Fingers, Thirds,
Octaves, and Twenty-four little Preludes, in which are intro-
duced all the Signs and Terms employed in Music, Op 100. 8 0

‘This work ins B for the power of the fingers, and

laying a sure foundation for pure and brilliant Execution. The arrange-
ment is novel and happy; a page is appropriated to each day of the
month, containing Scales for both hands, Passages for the five fingers,
Shakes, and a short and brilliant Prelude, and occasionally Exercises
on Double Notes, in Thirds, Sixths, and Octaves, on Chords, and an
explanation of the use of the Metronome for beginners.

Supplement to ditto -~ - . . _

ClyAULlEU’S Eighteen easy Preludes - - -

Harmonic Studies or Exercises for the practice of Chords.
Exercises on Arpeggios, for the practice of Extension in
both Hands - - - - - - - - -
CLARKE's Instruction Book for Children, second edition, much
improved, with Thirty-one Airs - - -
CZERNY’s One Hundred and One Elementary Studies, fingered,
with Notes by Hamilton, Op. 261 - - - -
CZERNY’S 100 Preparatory Lessons, of moderate difficulty, ex-
presely composed to facilitate the instruction of youth, Op.
139, in 4 books G ) e S R T
HAMILTON’S Modern Preceptor, containing all the requisite
Precepts and Examples on the Rudiments of Musie, Finger-
ing, &c. and il by 24 popular M. ged ex-
pressly by Chaulieu, Czerny, Herz, F. Hunten, &c. &c.
Professors’ Exercises on Octaves OO S
Ditto Ditto  on Scales - = - e
Pupils’ new Daily Exercises s o i, g S
HERZ’s Scales and Exercises, anew and improved edition.
HUMMEL’s Twenty-four Preludes - - -
KALKBRENNER'S New Method of Studying the Pianoforte,
translated by Forde; - . . . " _ 0
This is perhaps the most masterly work that has yet appeared on the
subject. It abounds with numberless valuable hints on fingering, style,
and expression, such as none but a consummate master could have
given; while the i for the fo of the hand are
singularly complete. .

~—— Hints to Pianoforte Players, or his Art of Fingering the

* Planoforte, extracted from his Instruction trans-

< Exeripie S ¥

the Rudi

PIANOFORTE.
ELEMENTARY WORKS.
KALKBRENNER'S Indi Scales and E
the Keys, taken from his Method R
Hand Director - - - -
Instructions on the use of ditto . . . . .
A short Introduction to the knowledge of Music by a Professor -

Studies, &c. for Persons who have attained some

Proficiency.
BEETHOVEN’'S Three Master-pieces, revised by Charles Czerny :
No. 1. Pathetique Sonata, Op. 13 - - - & 5
2. Sonata with the Funeral March, Op. 26 - . .
3. Sonata Pastorale, Op. 28 - - - ) o
——— The favorite Works of the Author, revised by Charles
Czerny, and performed by Mr. Moscheles :
No. 1. Sonata in D minor - - - - o
2. Somata in C sharp minor - - -
3. Les Adieux, L’Absence, et Le Retou -
CHAULIEU’s Etudes Préparatoires -
Etudes Spéciales - - - - 5
Octave Exercis - - - - & &
Etude Romantique, 2 books - - & = each
INY’S Etude de la Velocité, or Studies for the acquirement
of great Execution - - - & &
Legato and Staccato, or Fifty Studies for the acquire-
ment of Touch and Style, 2 books, each - -
Grand Exercise on Double Notes - - -
Grand Exercise on the Scale - - -
Grand Exercise on the Shake and other Graces -
Grand Exercise in all the keys, fingered - -
Grand Studies, composed expressly for the Practice and
Improyement of the left hand, Op. 399 - - - -
Die Schule des Virtuosen, or School for Virtuosi, consisting
ot Sixty Studies on Brayura Playing, and the most modern
Refinements of Execution, with the fingering marked where
necessary, Op. 365, 4 books - - o - o each
Or the four in 1 Vol., half cloth - - - - &
GRIESBACH’s (J. H.) Pianoforte Student’s Companion -
Time Table - - - - - -
HARTNOCK’S Exercises on Double Notes - - -
HERZ’s Twenty-four Grand Studies, revised by Moscheles -
HUMMEL’s Brilliant Sonata in D, Op. 106 < &
KALKBRENNER’s Twelve New Studies - -
POTTER’s Fifty-four Preludes - - - S
SCHMITT’s (ALOISE) Studies, Op. 16, 3 books, each -
WEBER’s (C. M. von.) Four Grand Sonatas :
No. 1,in C. No. 2, in A flat.
No. 4, in E minor - - -
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No. 3, in D minor,
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EASY RONDOS FOR THE PIANOFORTE

INTENDED FOR CHILDREN.
CLARKE's Six Rondos, each - - -
GLOVER'’s (C.) Twelve National Rondinos, each
CARLINTs Twelve Rondos, each - -
SACCHINT’s Twelve Rondos, each -
KIALLMARK's Three Foreign Rondos, each

ELEMENTARY WORKS.
BERBIGUIER’s celebrated Instruction Book - - =
——— Collection of popular Airs and other chosen Pieces, Vifteen
Duets from the Works of great Masters, artanged for two
Flutes, extracted from his Method - - - - =
DROUET’s Celebrated Method of Flute-playing - >
Fourteen Lessons for the acquirement of Time -
——— Rudiments of Harmony and Modulation for the Fiute -
DRESSLER’s New and Complete Instructions for the Flute -
Flautist’s Daily Companion, or Twenty-four Studies or Ex-
ercises in all the Major and Minor Keys in both Scales and
Chords, with 24 Cadences - - - -
Ditto, No. 2 - - - - =
Fourteen Duets for the acquirement of Time -
Six new Exercises or Capriccios, Op. 60 - - =
BERBIGUIER’s Forty-eight Preparatory Duets for one or two
Flutes, for the Study of the Flat and Sharp Keys, 12 books,
each - - - - - - -
Study of the Keys, particularly the C’s, 2 books, each -
COCK’s Tutor, with forty popular Airs, third edition
FORDE’s Scales and Chords in all the Keys at one view -
GEBAUER’s Sixty Lessons - - 5
JAMES'S Catechism for the Flute, second edition -
JAMES's “ Word or two on the Flute,” in boards -

STUDIES, ETC. FOR MORE ADVANCED PERFORMERS.

BERBIGUIER’s System of Single and Double Tonguing, illus-
trated by Forde - - - - = o
——— Thirty Preludes, or Cadences, with a Portrait of the Author,

Op. 140 -
l{lghteen Studies - - - - - -

——— Twelve Grand Waltzes, 2 Nos. each - - -
——— 8ix Grand Solos or Studies, Op. 1, 2 books, each - -
DROUET’s Finishing Studies - - = . =
——— Eighteen Preludes and Six Cadenzas, as performed by the

Author - - - - S 2
~——— Modulation Study on the “ Blue-bells of Scotland”
——— Preceptive Ducts for two Plutes, 2 books, each - -
HUGOT’s Studies - - - - & &
KUHLAU’s Flautist’s Daily Companion, 6 books, each 2s. 6d. and
MARTIN’s Scales for Master and Scholar, 2 books, each -
PRICE’s Exercises on popular Airs, to facilitate the acquirement

double-tongueing, 2 books, each - - -
RIBAS's Studio Modulante, with five Scotch Airs, & -
SCHNEIDER’s Duets for the Sharp Keys - -
WEISS’ Two Hundred Studies - - - -
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ELEMENTARY WORK
CAMPAGNOLY’s One Hundred and One easy Duettinos, for one
or two Violins, 2 books, each - - - o

Complete Treatise on Harmonics - - - &

Seven Divertimentos for the seven principal positions -
FIORILLO’s Thirty-six Studies - - - S
GHYS’ L’Orage Parisien - - - - o

Sonata for the Fourth String - - o &
——— Three Grand Studies, with all the Methods of Staccato Bow-

ing now in use - - - - - o
GUHR’s Harmonics, Single and Double, according to the System
of Paganini - - - - - S
HAMILTON’s Catechism for the Violin, second edition -
HOWELL’s Progressive Duets - =
———— Method of Playing the Violin - - 5
KREUTZER’s Forty Studies - -

Exercises on Bowing - - - 5 -
I’ABBE’s Treatise on Harmonics - - &
MAYSEDER’s Six Studies ° - - = = -
MULLER’s Twenty Lessons for the acquirement of Time, for one

or two Violins - - - - - -
"wenty-four Airs, with Instructive Variations, each -

Tricks 4 1a Paganini - - = 5 -

PACINT’s Easy Method, fourth edition, with 40 Airs - -
STUDIES, &C. FOR MORE ADVANCED PERFORMERS.
PAGANINT’s Merveille, a Duet for one Violin - - -

Three Airs with Variations for the Fourth String = - .
PRAEGER’s Elementary and Practical Violin School.

Part 1. An easy Instruction Book, with 28 Airs, 12 Duettinos, and
12 Airs, for Violin and Piano - = & =

Part 2. The Indispensable ; containing Scales, Shakes, Exercise for
equalizing the fingers, eleven original Melodies, and twelve
Preludes - - - - - 5

Part 3. Eighteen Introductory Studies - - o

PRAEGER’S Twenty-four very easy Studies, fingered * -

Scales and Chords in all the Keys, at one view -

Twelve easy Studies - - 5 &
——— Twelve easy Preludes - o
——— Ninety easy Duettinos, 9 books, each - -

——— Art of Shifting - - - = S
RODE, BAILLOT, and KREUTZER's Method, as adopted in
the Conservatory of Music in Paris, translated by J. Hamilton.
to ditto, Exercises in the different Positions,
with fifty Studies on the Sc; .fumumv o
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TENOR.
BRUNI’s Method, followed by Twelve Studies -
PRAEGER’s Eighteen very easy Studies, fingered
Scales and Chords in all the Keys, at one view
Twelve easy Preludes - - o

VIOLONCELLO.

BAILLOT, LEVASSEUR, CATEL, and BAUDIOT’s Method,
as adopted h{the Paris Conservatory of Music, translated by
A. Merrick, Esq. - - - - 3 =
I to ditto, i of Exq in all the Positions of
the Thumb, and of the Management of the Bow -
BREVAL’s Six Ducts for the Study of the Clefs, Op. 23 -

Six Solos - - - - -
DUPORT’S Methode, with French Text - -
HAMILTON’s Easy Method for the Violoncello -
———— Catechism for the Violoncello - - -
HUSDESFORGE’s New Instruction Book - -
———— Second Part of ditto, Ten Duets - -
PRAEGER’s Eighteen Studies, fingered (easy) - - -

Twelve Melodies, in the style of the German Choral Tunes,

in double stops, from Beethoven, Spohr, &c. - 5
Twenty-four National Airs, with very easy Variations, fin-
gered, each - - - 5 - & =
—— Thirty-six Opera Airs for two Violoncellos, six hooks, each
——— Thirty-six Duettinos for Violin and Violoncello, from the
Works of Spohr, &c. 4 books, cach - - o o
——— Beauties of the Opera (thirty-six airs), for one Violoncello,
six books, each - - - = =

Scales and Chords in all the keys, at one view - -

One Hundred Airs, fingered - -

———— Twelve easy Adagios - - -
Twelve easy Preludes - - -
welve easy Bxercises - - -

Thirty-six Adagios from Haydn’s Symphonies

DOUBLE BASS.
MINE and FROLICH’s Method, edited by Hamilton

GUITAR.

AGUADO, The Guitar taught by a simple Method ; or a Treatise
on the Elementary Principles of Playing that Instrument in
an agreeable manner, and in a very short time - - -

Thirty-eight Characteristic Waltzes, with Introductory
Remarks, intended as a Sequel to the Method - = =

——— Hints to Guitar Players, with a description of the Tripo-
dion, or Guitar-stand, and Observations on its vast utility to
Performers on that Instrument - - - - - =

Tripodion - - - - 5 £5

BENNETT’S Method - - - = < 5

DERWORT’s unrivalled and progressive Instruction Book, new
edition, very much improved - - - -

SOR’s Twenty-four very easy Exercises, fingered, 2 books, ea. -

celebrated Method, ‘translated from the original by A.
Merrick, Esq. - - - - - >

CARULLI’s Method - - - - - &5

NUSKE’s Easy Method, with Twenty-seven Airs - -

GIULIAND’s One hundred and twenty Exercises in Arpeggio -

—— Twenty-four Exercises, Op. 48. - - -

JAMES’s Catechism for the Guitar - - - -

ROSQUELLA’S Method for the Spanish Guitar, in the Spanish
Language - - - - - = &

VOICE.
APRILI'S Modern Italian Method of Singing, revised by
Mr. Cooke - - - - - - =
FORDE’s complete Treatise on Singing - = .
Art of Singing at Sight - - S >
ROSSINT’s celebrated Solfeggios, with 24 New Exercises, by Sola
A splvndid practical Introduction to Singing in the modern
Italian Style
HAMILTON's "Practical Catechism on Singing, cloth boards -

KEYED BUGLE.
LOGIER’s Instruction Book - - -

CORNOPEAN.

CARNAUD’S Complete Instruction Book for the Cornopean
with 2 or 3 Pistons, followed by 36 Progressive Studies -
MULLER’S Journal for the Cornopean, consisting of 147 Waltzes,
Marches, Operatic Airs, and Galopades, 12 books -  each

ACCORDION.

R. COCKS AND CO.’s New Instruction Book for the Accordion.
This book is for the French or German Instruments -

S
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R. COCKS AND CO0.’S SERIES OF MODERN
TUTORS FOR WIND INSTRUMENTS,

WITH POPULAR AIRS.

KUFFNER’s Tutor for the Clarinet, with Twenty-four Airs
——— Ditto for the Bassoon, with Twenty-four Airs -
MULLER’s Tutor for the Oboe, with Twenty-four Airs -
——— Ditto for the Trumpet - - ditto
———— Ditto for the Serpent - - ditto
——— Ditto for the Bass Horn - ditto
——— Ditto for three Trombones - ditto
Seventy-six Airs for one Bugle - - S

———— T'wenty-four ditto for two and three ditto - 5
SCHILTZ’s Method, with Scale for the Ophicleide, cdited by A

Merrick, Esq. - - - - ~ a
TULLY’s Tutor for the French Horn, with Twenty-four Airs .
——~ Ditto for the Keyed Bugle - - ditto
WALCH’s New Fife Tutor - - - 2

R. COCKS's Series of Modern Scales, price 6d. each, viz.

No. 1. Violin. No. 12. Flute (by Dressler)
. Tenor. 13. Oboe (by Brod)
. Violoncello. 14, Contra-basso.
assoon. 15. Keyed Trumpet.
. Kent Bugle. 16. Tenor Trombone.
. Bass Trombone in G,
with 6 positions.
. Valve Trumpet.
. Bass Horn with 3 keys.
9. Serpent.
10. Clarinet.
11, Common Trumpet.

with 7 positions.
18, Alto Trombone.

20. French Horn.
21. Ophicleide.
22, Guitar (Derwort).

ORGAN MUSIC.

ANDRE'S Introduction to the Use of the Pedals in Organ Play-
ing, translated and adapted to English Organs by J. A,
Hamilton, Author of the Musical Catechisms, &¢, = - -

BRYAN’s Effusions, 6 books - - - - each

CORELLI's Twelve celebrated Concertos, arranged by Billington,

(new edition) - - - - = =

HAYDN’s Creation, complete, arrunged by Czerny o o

MOZART’s Requiem, complete, arranged by ditto - -

VINER'S Organist’s Library; a Selecljnn of Beautiful and
Choice Productions by the most esteemed Foreign and
English Composers, ancientand modern, arranged by W. L.
Viner, in 6 numbers, each - RN - - -

WILSON’s Twelve Movements - - - 2

SACRED PIANOFORTE MUSIC.
CLARE’s Eighteen Psalm and Hymn Tunes, with words, arranged
P for Sunday Perfc followed by Twelve Chants
FORDE'’s Fifty-one Sacred Airs, with Flute Accompaniment -
Gems of Sacr Harmony, arranged in a progressive style by Chau-
lieu, 6 books, each - - - - - -

Alsosold by R. COCKS & Co.,
L's IMPROVED PAmrunmbx"nm,wmmud.wh:MI-
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17. Bass Trombone in G,

19. Bass Horn with 4 keys.
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