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PREFACE By THE AUTHOR.,

Every succeeding year, Pianoforte playing is more widely cultivated and more highly
rated'in‘public estimation. The instrument itself is constantly receivingprogressive
improvements both as to its tone, and to the manner of treating it. Melody, that
noblest branch of the art, can now be expressed on it, in the fullest and richest
tones, and most varicd shades of expression; numerous composers and Virtuosi hour
ly invite us to practice, by the invention of new passages, and effects, not before
thought of; and every day serves more firmly to establish the conviction,that . the
Pianoforte can never be displaced, nor even thrown into the shade by any other in-
strument; as also, that it is the only one really adapted for the’ fair sex, while it is
of all others, that of which the study is least likely to cause any injury to the
health.

This continual advance in its general utility, demands of course a corresponding
degree of perfection in the Elementary works written for the instrument; in order
to unite the more recent discoveries on the mechanism of fingering,with what was
previously known; and which have become necessary in consequence of the increased
refinement of owr musical taste, which is due to the more modern class of composi-
tions, and to the improvements made in the structure of the instrument itself; all of
which causes necessarily exert considerable influence on the style of performance,
even of the older and more simple productions.

‘Much the greater number of those who begin to learn the Piano-forte consist of
children of from 8 to 10 years of age; and in truth we ought to commence as ear-
ly as possible; if we wish to attain to any great degree of proficiency in playing.
For this reason, it is necessary to explain the first rudiments, on which in fact
every thing depends, in a full, clear, and comprehensive manner; for here any thing
like laconic brevity is more particularly misplaced, since the mere untaught child is.
not capable of unravelling' nor comprehending it, nor indeed are many Teachers them.
selves.

In many Instruction Books, the rules are laid down so concisely, that the Pupil
may in a few minutes learn by heart the words in which they are expressed. But
it requires moﬁths, nay even years, and innumerable repetitions of these rules hy
the Teacher, before they can accustom themselves to follow those’ prcéepts with prac..
tical correctness. These reflections every Teacher must have often made. How
many Pupils sacrifice years to discover and rectify what 'was misunderstood or er.
roneous in their first instructions!
~The FIRST PART of the present method is written according to this view .of the
case; and with the endeavour that beginners of every age, without any waste of.
time, and in a manner not uynplea‘sant," may obtain a clear, comprehensive, and well-
grounded explanation of the elementary principles of music, and of playing on the
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Piano- forte; and open to their talent a correct and regular path towards a high de.
ovee of refinement in execution; and that Pupils, whose circumstances will not ad_
mit of their employing an eminent master, may by a frequent and attentive perusal
of cach chapter, and an industrious practice of the examples, find all the means re.
quisite to ensure a well-regulated progress; and, lastly, that many young teachers
may herein find a desirable and certain guide, to preserve their Pupils from fall_
ing into errors, and to accelerate their progress towards perfection.

The SECOND PART  contains the doctrine of Fingering, established on simple
principles, and illustrated by so many practical examples, that by the mere play
ing of them, the Pupil will acquire, together with a well-digested theoretical know.
ledge of the subject, alli the varied mechanical facility of finger which he can
desire, and without which mere theory is fruitless and unprofitable.

The THIRD PART has been writien with equal attention as to completeness;
and I have endcavoured, as far as was possible, to enumerate and explain all the
difficulties "contained therein, ‘and also to render clear and intelligible, such sub.
Jects as for the most part depend on the feelings, ear, fancy, imitative powers,
and even caprice of the player.

By a careful and patient elaboration of .this Treatise, I have also endeavoured
to satisfy a wish, expressed in many quarters, that I should form into a syste.
matic and well-digested whole, the views and principles which I had collected du-
ring 30 years practical experience in teaching: and I now dedicate this work
to youthful talent, with the wish that they may avail themselves of it, to ensure
a well-grounded, and at the same time, easy, and rapid acquirement of an agree.
able, widely-spread, and honourable art: for

“As the use, so will be the gain.”

CHARILES CIZERNY.

3192.



PRELINMIMNARY QRBRSEFRZATICND,

For the first three months, it is requisite .that the Learner should receive . one
hours lesson every week-day, or at least four lessons in the week; and in addition
to this, that he should daily practise one hour by himself, as it is very necessary to
abridge as much as possible the lahour of acquireing the first principles of the
art.

The subjects to be explained, are distributed into LESSONS, such that the con._
tents of ecach LESSON may casily be read through and explained at length to a Pu_
pil in one hours attendance; this caleulation will also include the time necessary for
him to fix in his mind, and to practise the rules laid down in eazch Lesson.

It will naturally dqund on the age, talent, and industry of the Pupil, as to how
far the Teacher may find it necessary to lengthen or curtail the prescribed times.
At the end of each month, a couple of days should be devoted to the recapitula
tion of all what has been already learned, and the Pupil should be made to repeat
the principal rules by heart.

The practical exercises must be frequently and diligently played over; and they
should not be laid aside, till the Pupil by his progress is enabled to proceed to
the study of longer and more difficult compositions.

1t Pesson.

Posrrron ofF THE Bopy, A~xD OF THE Han~nDs.

The movements of the body have so great an influence on PIANO-FORTE play-
ing, that a good and graceful position must be the first thing to which the Pu_
pils attention  should be drawn; and the rules on this head must be incessantly re_
peated, till the exact observance of them shall have grown into a settled habit.
In playing:, all unnecessary movements must be avoided, for every obliquity of posi.-
tion, every grimace, and every useless gesture, have a disadvantageous influence on
the hands and fingers.

Before any thing else, the Pupil must be made acquainted with the following
rulc s

S 1.The seat of the player must be placed exactly opposite to the middle of the key-
board; and at such a distance -from it, that the elbows, when hang'ing' down free_
ly, shall be about four inches nearer the keys than the shoulders; so that the
movements of the arms and hands over the whole length of the key-board may
not be impeded in any way by the chest.

S2.The height.of the stool must be so exactly proportioned to the stature of the
player, that the ends of the elbows may be about an inch higher than the upper
surface of the keys; for a low scat impedes and fatigues the hands.
$ 3. While playing, the stool must ncver be moved either backwards or forwards; nor
must the player wriggle to and  fro’ upon his seat.
$4.The position of the head and of the chest should be upright, dignified, and na_
tural; a little inclining towards the key-board, so that the back of the chair or scat
may mnot touch the body. But we must avoid assuming a bent and crooked position,
as that is at once unsightly and injurious to the player; and, if persisted in for
any length of time, it may even become prejudicial to the health.

CzERNY'S Schuol. Pagrt I. 3192.
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$ 5. Let the Pupil, while playing, avoid accustoming himsclf to nodding:, or any other
movement of the head. IL is only when both hands have to play in the highest oc.
tine on the right of the key-board, or in the lowest. octave on the left, that the
body may follow them by a gentle side-motion, but however without moving on
the seat.

36 . The feet should rest on the ground, near the PEDALS, but without touching
them; children must place their feet on "a- foot-stool adapted to their height.
7. The arms ought neither "'to be pressed against the body, nor extended out.
wards, away from it; but they should hang freely down by their own natu_
ral weight, avoiding every perceptible and restless movement.

§8.The suface of the fore-arm, from the elbow to the knuckles of the bended
fingers, must form an absolutcly - straight and horizontal line; and the wrists must
neither be bent downwards, nor upwards, so as to resemble a ball. The preserving
an exactly straight line with the knuckles and the upper surface of the hands is
‘one of the principal requisites towards acquiring a fine style of playing.

S9.The fingers must be somewhat bent inwards. As the fingers are of unequal
lengths, each finger (not including the thumb) must take such a part in this spe-
- cies of curvature, that all their tips as well as the thumb in its natural outstretched
position, may form one straight line, when placed close together. In this case the
knuckles will assume nearly the form of a semicircle.

§ 10. In playing, the fingers ought never to be pressed against one another; they
.must be kept so far apart, that when the hand is at rest, each for itsclf may free_.
ly and independently make the necessary movement upwards -or downwards; for it is
by this motion that the keys are to be struck.

S 1. An oblique position of the hands and fingers, either inwards or outwards, is
very injurious. In proportion to their lengths, the fingers must form a line with
the length of the keys, and it is only in extensions or skips that this rule may
be deviated from, so far as it may become mnecessary.

§ 12. The four fingers of each hand are respectively indicated by the figures 1,2,
3, 4; the character + is used to indicate the thumb.

S 13. The percussion of the keys is effected by means of the fleshy tips of the
four longer fingers, and with the extrcme side of the tip of the thumb, which for
this purpose must be somewhat bent inwardly. We must avoid bending the other fin-
gers inwardly, so much that the nails shall fall on the keys. The keys must not
be struck near their edge, but at about half an inch from their end nearest the
player.

§ 14. The player must keep his mnails so short, that they may never project heyond
the extremitics of the tips of the fingers, as otherwise the clicking of them on
the keys will become disagrecably audible.

CONTINUATION OF THE FIRST LESSON.

ON THE N'4MES oF THE KEYS.

§ 15. The key-board of a PIANO - FORTE of the most extensive compass in present

use, contains 78 keys. Older instruments contain from 5 to 10 keys fewer than
that aumber.

That portion of the key-board intended for the right hand is called the upper,
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acule, ot TREBLE part of the instrument. That portion intended for the left band is
called the lower, grave, or BASS part. When we.strike several keys in a series pro.
ceeding from the left to the right side of the' key - board, we ascend or run up the
instrument; and when we proceed in the same manner from right to left,we descend
or run down the instrument; these expressions should not be confounded with one
another. '

§16. The greater number of keys consist of the longer, broader, and lower
series, called the white keys, because they are gencrally covered at the
tops with ivory. The .shorter and less numerous row of keys which lic above
the former, are- called the black Fkeys, as they are usually covered with ebo-
ny; they are so related that 5 of the upper row are every where distributed be.
tween 7 of the lower row.

$17. At the first glance the Pupil will perceive, that the black keys are every
where separated into two sorts of groups, one containing two and the other
three black keys. This unequal distribution of the black keys, is the means by
which the player is enabled to gain a rapid oversight of all the keys. and to
distinguish each one individually;-this it would be much more difficult todo,
if he were to depend solely on the white keys, which appear every where
uniform and alike.

THE WuaHITE KEYS.

§18. The 7 white keys between which the 5 black keys are distributed,
are named after the 7 alphabetical letters C,D, E,F, G, A,B, which are con.
stantly repeated in the very same order from  left to right, that is in ascend.
ing from- the Bass towards the Treble.

§19._The key called C lies on the left of the two black keys, and it oc-
curs as often therefore, as the key-board contains groups of two black
keys. The Pupil must now try to find out and strike one after another
all the Cs on the instrument, for which purpose the following représenta-
tion of the key- board will be found of assistance.

After C follows (between the group of two black keys) the keyD which
lies next to it on the right. After this comes E; next to this F (which
is placed close to the group of three black keys.) Next comes G; then
A, and lastly B. After this again comes a C, and then all the 7 keys
are repeated again and again to the end of the key-board.

S 20. The Pupil must now diligently look out for all these keys, strike
them, and name them aloud; at first all the C’s, that are to be found on
the ‘key-board, theu all the D’s, next all the Es, and so on: he must then
learn to name readily while striking them, all the white keys in their re-
gular order, first in ascending, and afterwards also in descending, viz: C,

B, A,G, F, E,D.
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DISTRIBUTION OF THE WHiTE KEySs.

$21. All keys of the same name have also a great similarity in sound; and are only
disting-uishable from each other by a difference of acuteness or gravity as to their
pitch. These similarly named keys, form each one as compared with the one imme.
diatcly above or below it, what is termed an OCTAVE; they are thus called,because
in the space from one te the other inclusive, cight consecutive keys or notes are
contained. Thus the interval from any one C to the C nearest to it, is called an
Octave; the same takes place from one D to the next D, from one E to the
next E, &c: &e:

S 22. To distinguish all these OCTAVES from one another, the octaves C,C, are
indicated by numbers, with the exception of the lowest octave, which is called the
DOUBLE OCTAVE. Next to this comes the First octave, then the second, then the
34, 1t and 5t gctaves, from C to C. and lastly the notes of the 6 octave, so
far as the key board extends. See the Representation of the Piano-forte Key-
board. page 1.

In PIANO FORTES of less compass, which extend only from F in the hass to
F, (six: octaves) the DOUBLE OCTAVE is not complete, and the deepest double
notes consist therefore only of 4 white and 3 black keys.

5 23. When the Pupil now tries to find the different keys by way of practice;
or when they are touched by the Teacher in order that he may name them, he
must be taught to kmow in what octave each note lics.

NAMES OF THE BLack KEVYS.

92t The 5 black keys comprised in cach octave, have a two-fold name, which
they derive from the two coutiguous white keys by which each is encircled. If
the black key is named from the white key contiguous to it on the left, it re
ceives in addition to the name of that key the epithet sharp. If it is pamed ac_
cording'to the contiyuous white key on the #ight, it reccives in addition to that
name, the epithet  flat. Hence the 5 black keys are named as follows:

The black key between C and D is called € sharp or D flat.

Dand E D shap or E flat.
F and G _—_ F shap or G flat.
G and A G shap or A flat.
A and B A sharp or B flat.

The cause of this two - fold denomination, and the reason why sometimes the one
and sometimes the other is applicd, will be explained to the Pupil, when he learns
the names of the notes. :

S ¢5. The black keys have also their OCTAVES, like the white ones; as for Ex:
C sharp to C sharp, F sharp to F sharp, B flat to B flat, &c: and the Pupil must
often practise striking and naming the keys aloud, both backwards and  forwards
throughout the entire key-board; thus: C, C sharp, D, D sharp, E, F, F sharpG,
G sharp, A, A sharp, B,C, &c:" as also according to the second denomination,
C.D {flut, D,E {lat, E,.F, G flat. G, &ec.
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RELATION "0F THE SOUNDS OF THE KEYS TO EACH OTHER.

$v6. From what precedes, it appears that on the PIANO FORTE, and indeed in Music
in general, that there exists but 12 sounds; which by their repetition in so many Qc_
taves, and by their higher or deeper pitch,form the whole range of sounds of which
modern music consists.

§27. Each Key compared with that tmmediately contiguous to it forms a half - tone,
that is in respect to its piteh it is distant from it a half-tone,or semitone.

Thus: C to C sharp,D sharp to E, F to F sharp are half tones. Similarly
the distance from E to F, or from B to C, is also a half tone, or scmitone;since be _
tween these two white keys there occurs mo black key.

S 28. When two keys are separated by one intermediate key, theyform a
whole tone;for Ex: C to D, or E to F sharp, or B flat to C, or A flat to B flat, are

whole tones.
§ 29. It can at most require but a few days, to indelibly impress on the mind of the

Pupil this explanation of the keys; if the Teacher has the patience to employ all
the helps here suggested, and if the Pupil himself bestows the proper degree of
attention.

o2nd Peggon .

PRIMARY FINGER - EXERCISES, and FURTHER RULES on TOUCHING or STRIKING the KEY'S.

$1. As soon as the Pupil is well scquainted with the keys, the master must
teach him to play by heart the following exercises.

First with the right hand alone.

1-+1+l+1.+l+1+l+1+1 2-+121+l21+121+121

7 :
0 h ! :: i [ :
1/ - 1 1. 1 [ Il 1 | 1D T )
I et g g e Je SIS eI o’
- 3 2 2 1 + 1 2 3 2 1 44.4.123‘4‘321 1234-321'
'ﬁ::: | T I I ] | 1 ] 1 l:: ;":
LY, - (4
5’- T T T 2 2 2 9 22 2 o 3 3 33 3.3 3 3
< F + ¥ F ¥ F ¥ 3 11 3 3
) ]

DR R R S N

2 4+ A b bk 33 3 4 3.3 3 3

Each example must be repeated from 10 to 20 times without intermission.

S 2. During the practice of these cxercises, the Teacher must gradually explain
to the Pupil the following' additional rules on the position of the fingers, and
on striking the keys; taking care that he observes them ' practically.

$3. If we hold the 5 fingers, properly bent, quite close over the 5 keys, C,D,
E.F and G, we shall percieve that one finger only is given to each key.

The five fingers must therefore be kept so far apart from one another, that
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rach finger, when the hand is at rest, may strike its own key exvactly in the
aiddle; for this purpose the thumb must be extended in an exactly straight ling,
and the "little finger be but a little bent. The end of the thumb must always reach to
the middle of the fore or broad part of the white key, and never strike it ncar to
it~ outer end. For the percussion on the white keys should always be made on the
surface of the keys by all the fingers, and nearly in the middle of that parg
they must never be struck near the extreme end, nor on the small narrow por.
tions included between the black keys.

§ 4. This position of all the 5 fingers must always remain the same, when in the
preceding Exercises any finger strikes its proper key.

§ 5. As each finger, previous to its being used, must be held very near to its ke_y,
(without however touching it); so, after the stroke, it must again return to its
previous situation.

§ 6. PRINCIPAT, RUIE. Each finger must be lifted up exactly at the same moment
in which the next finger strikes its key.

This is the most important rule of all for beginners, and it cannot be too
often repeated to them.

§ 7. In the first Exercise. intended only for two finzers, the thumb must quit the
C at the very same moment that the first finger strikes the D, which in its
turn must be quitted, at the same moment that the thumb again strikes the C.
§ 8. The same thing takes place in the 29 Exercise, with the 3 fingers; then with
the 4, and lastly with all the 5 fingers: so that the weight of the hand always rests
on the keys, but on one finger only, while all the rest are poised in the air.

§S9. What follows, will serve to explain to the Pupil the reasons of this princi-
pal rule.

Two or more immediately contiguous keys, when struck fogether, produce a very

disagreeable and dissonant effect; while if the same keys are struck one after
_another, they will sound agrecably enough.
" Now, as the strings bhelonging to any key continue to sound long after it is struck;
if the keysbe kept down by holding the contiguous keys too long, a very unpleasant
discordance will arise, which may be avoided by attending to the foregoing prin_
cipal rule.

§10. The 50 Exercise has for its aim to accustom the beginner to a firm touch
and tone, as he must strike one key several times successively with the same
finger. The hand must here be held as tranquilly as possible over the 5 keys,
so that the re-iterated percussion may be produced by the quiet movement of
the single finger.

§$11. In this Exercise the beginner must accustom himself to a moderately strong
touch, so as to press down the keys firmly; he will naturally practise it, at
first very slow, accelerating the movement by degrees, as the flexibility of
the fingers develops itself. and without any strain upon the nerves.

S12. As soon as the fingers of the right hand have had some practice and
acquired some degree of independence, the same examples must he tried by the
lef't hand in the following manuner.



First Exercises for the Left hand.
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All the rules given for the right hand must be applied with equal strictness to
the left; and, above all, the adroitness of the left hand must always keep pace

with that of the right.
5 13. When this is accomplished, the above exercises should be practised with

both hands in the following manner.

P +1 +
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ik flere the Pupil must chicfly observe that each nole in holi hands is struck
exactly fogether. 'This on the PIANO-FORTE itisnot eaxy to do; for  though
the stroke of the hammer against the wires is effected with  extreme  rapidity,
its return is somewhat slower; and the smallest keeping: back of the blow iuei
ther hand,is directly felt, and by it the necessary equality is lost.

§ 15. This equality in the touch can only be acquired, when hoth hands are kept
porfectly still, and all the fingers held up equally high; for those fingers which
arc removed farther from the keys than the rest, or which are held with stiff_
uess, naturally strike later, by which the perfect equality of the blow is des._
troyed.

S16. All these Exercises must be practised over, daily and patiently, at least 3
or 4 times; each time for about half an hour, so that the Pupil may be able
to play them with tolerable quickness, while he proceeds to the following sub_
jects. :
§17. The continuation and multiplication of these Exercises will follow. in the
+th LESsoN.

39 Pessomn.

O~ THE NAMES of the NOTES.

§1. All the different sounds and keys arc expressed on paper by characters, called
Notes, which consist of a round dot or head, to which is appended a thin stroke
drawn upwards or downwards. The round dot or head is the note. »

The following example will give a general view of the forms of
the notes.

+ ¥ ; 15t bar. "QQ o 24 par, 34 par.
- o B

The upper line y
y A ) & L_P r J ™y = )
for the right hand. \P——— } ] — — —e e —— j
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N |
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lows:

a. The notes are placed on two sets of five lines which are called Staves,
of which thc upper one is intended for the right hand, and the uander one for
the left.

b. These two staves are tied together at their commencement by a character
called a BRACE; see 1

c. Immediately after the Brace, follows a character called a CLEF; (see * )
having in the upper stave the form ¢f; this ‘is called the TREBLE CLEF; it im
plies that all the notes which are placed on this stave are to be played on
the right side of the key-board; that is, on the acute or treble portion of the
instrument. The Clef in the bottom stave is formed thus @;:; it is called thé
BASS CLEF, and it indicates that the notes which are placed on this stave,
are to be played on the left side of the key-board, that lis on the grave or
bass part of the instrument.

d. The "character which occurs next in both staves (C),is the Time-mark
( $),it shews in what manner the notes are divided in respect of the time or mea._
sure, by the bdar lines,  which occur at every step;(sec the first of them at ¥ .)
e. The space between 2 such bar-lines, as also all the notes included therein,
make ONE BAR, each of which must be of exactly equal duration throughout the
whole movement or composition. The preceding example, as will be- seen, con.
sists of 8 such bars. :

f- Each stave consists of 5 parallel lines, and the notes are placed partly on
these lines and partly between them. Sec the 15t and 2d bars-in the upper “stave;
they are also partly placed over the 5 lines by means of little additional lines cal-
led ledger lines, .see the 5th and 6™ bars in the top stave; partly also wunder
the 5 lines, as in the sth bar. upper stave.

.g- The notes are sometimes white, as in the 15t 2d and 84 bars, bottom stave,
sometimes black, as in all the rest.

h. Sometimes the white notes occur without any thin stroke or stem,seethe first
bar, lower stave. On the contrary, the black notes always have a thin stem
attached to them; and in addition to this, they are also often connected together
in groups of two, three, or more notes by thick lines drawn across. the stems
as in the 8¢ sth gth and 7th bars, upper stave.

4. These numerous variations indicate the longer or shorier duration or velocity,
with which the notes to be played are to follow one another.

k. A white note without any stem is called a SEMIBREVE; this in modern mu
sic is comparatively the longest note, as it fills up the whole bar; and .in
consequence we must firmly hold down the key which it represents, as long
as the entire bar lasts.

I. White notes with a stem, called minims, last exactly one half the time
of the Semibreve.

w. Black notes, standing alone, called crotchets, are,as to duration, worth
only the half of the Minim.

n. Black notes tied together by onec line across their stems, are called Quavers,
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and they are only one half the duration of the crotchets.

o. And thus, each additional cross- stroke increases the quickness of notes in the
same proportion; by this it occurs that one bar every-where lasts as long as
another, though in some there may be ‘only a few notes. while in otherson the
contrary, there may be a great many.

p-In the five last bars, several characters occur hesides the notes; they are cal
led Rests, as [*%; these characters imply, that for a certain time we must not
touch any key with our fingers, hut that the hand must,as it were, hover in
the air just over the keys.

q. Besides this, according to Rule each note must be held down till the fol
lowing one is struck, because, with the exception of the rests where indicated,
no chasm or interruption must take place in the melody which the notes in_
dicate.

r. When two or more notes in the stave stand over one another with only one
single stem to them all, as in the ath bhar, they are to be struck together these
are called double- notes, when there are but two; and Chords, when several
- stand over oncanother in this way.

§38. When the Pupil thoroughly .comprehends and observes all these rules,he will
find them facilitate and abridge, in a very great deg'ree, the following Elemen
tary Instructions.

CONTINUATION OF THE 39 LESSON.

NAMES OF THE TREBLE NOTES.

S4. It is necessary that beginmers should First learn the Treble notes well,
before they attempt the bass-mnotes

$5. The five lines of which each stave consists, are always reckoned wpwards,
so_that the lowest line is called the first, and the highest the fifth.

The 4 empty interstices, which occur hetween the lines, are called Spaces.

Lines. Spaces.

4
~X

3

o
F

P4

2.
~ 1

1
T

56. The note on the first line in the Treble clef is the E of the 34 Octave,
and therefore it is placed very nearly in the middle of the l\ey board.
The note on the 2¢ line is the G next above; on the 89 line, the following'B;
on the ath the following' D, of the 4th Octave; and on the 5t the following F.

As we ascend from the lower octave to the higher, the notes on the paper
ascend in like manner.

__ E__ G B b F
Treble Notes on the lines. —#— — s <
7 P b
o -

¢ 7. The keys, which are passed over in playing the five notes. namely
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BOALCO B, are indicated by the motes in the intermediate wpaces,

: ‘ C K
: 7 - A S e
Notes in the Spaces. :@_:_‘:——:C:——

J
G

Consequently the 5 lines include G— l T ] 27—
in all, the 9 following notes. 0 — |

§8. As these notes are not sufficient to indicatc the whole of the acute or Tre.
ble notes on the key-board; the deeper notes are placed below, and the more acute
ones above the stave; and - the additional lines requisite for each note are indicated by
short thin cross lines, which are called ledger lincs, and which either pass through
the heads of the notes, or are placed over or wunder them.

Notes under the lines. ié’g
d R

b 1 }

e

T ol
a ¢

w4}
A

The D stands under the E in the 34 Octave, and then follow the notes descend_
ing to the E in the 29 octave.

-lr#—#-g"—'E

1 1
I Ll ] I

e

2

e

£

I
e
IIL

e

Notes over the lines.

0)

1
1
G A B C D EF G A B C D E F

NB. As the highest notes require too many additional lines to be easily distin _
guished by the eye; it is usual to write them an Octave lower, and to place
over them the characters sve___ which signify that they must be played an octave
higher than the notes really appear.  This 2% ___ lasts till the word loco ap_
pears.

$9. In this way, as we may. percieve, all the treble keys from E in the 2¢
octave to the highest F are clearly and conveniently indicated by notes: here
follows the complete - series of them.

B eeeee
All the Notes in the Treble Clef. cp EF ('} g ¢ D E F g
‘ B C o2 2 A ‘ e 2
. G A = £ s £ =
ErGABODERGAPODE S e EfEFE e e PERET
© ##SL#"J:E]'—}F:A'_WF
" ;Ei'#j 34 Oct: S athoet con 5™ oct e¢th oct

............

.
........

$.10.The chief point is for the Learner; as soon as possible to acquire the
power of reading the notes quickly and correctly, and of striking them on their
proper keys.
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S Correet reading: of the notex is the business of the Ky the striking of them
correctly on the instrument, that of the Hands and Fingers. Both must how
ever be impressed on the memory with equal cxactness; and the Pupil must make
himself master of this two-fold knowledge, so perfectly as never to mistake; for
on these points mainly depends the whole art of playing the Piano - forte.
512.To facilitate reading with quickness, the following means will be found of
service:

a. Make the Pupil often name the notes aloud, while you point to them, taken
at hazard on the paper, with a pen or pencil.

b. In a similar manner, let him look for the notes on the keys, striking them,
and at the same time naming them aloud.

c. Strike several keys at hazard, and let the Pupil scek for and point out
the corresponding notes on the paper.

d.If the Pupil can wuse a pen, teach him to write the notes, and digtate va
rious mnotes to him, by mercly striking them, causing him to write them down.
§13.The following little pieces, which must hereafter bhe studied as practical
Exercises, may in the mean time serve to practise reading the notes.by causing
the Pupil to name thc notes, find them on the keys, and strike them with each
hand separately.

The prescribed fingering must be observed as soon as practicable.

By + the Thumb ' is indicated in both hands, and the other fingers successivelyby
1, 2, 3,4, the last  standing for the little finger.

*Alleg'»ru moderato. *

E 4 . 4 .
> - < 3 3 3 3 3 3
. 1 2 o 3 3 ) 2 2 o 2 1 3 3 3 2 =2 1
e e fr ety
W is ») - —1 F——1— | — ! T T I —
A4 — T I ————— — ! i —t t — i
Ex:1. J
3 £ 1 + £ 1 2 2 2 +
A d N L3 L3 7 ] 1
](' 1 T t IL ) i - Jl
~ 1 t 1 1 = I 1 | t " )
J < g <= 2 < ¢ 4 3 g <
<
(—p——+ 1 2 + 1 3 1 2 3 + 1
F P — ~ S :“: O — re - (W)
A I 1 1 T i I =
[ B B I 1
1 2 a o 1__3 3 3 2 1 t+ g 11 1 1
;/1!1 : 1 = H — = 1 } % { I [L +
7 = I 3 | 1 1 —t— — v oo o &
< c - o4 4

3 4 3 ¢ 3
1 2 4 1 P 11:' 1 +
+ 4 + £ £
1 5 3 2 4+ 1 - =~ - -»
i + 1' t L P — +' r—‘—g T T 1 1 I 2 I T 2 o—
_qﬂq_ T | I I L | T T T T (—
T I T  — — ' 1 ———
& —T I 1 T 7 1
Y - —1 - !
N + + 1 N + t 1 @ 2 3 3
7 ] T 1 = —+ T t n T -
D— o = 1 = = = = ? T !
Y = =- e ~ =] <

ReMark, - The Ituliun words stunding at the commencement of euch picce indicute how quick vy how slow.

the piece is to be played; this will be explained to the Pupil in the sequel.
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4% Begson.

CONTINUATION OF THE KFINGER KEXERCISES.

$1. While the Pupil is making the necessary progress in the knowledge of the Tre.
ble notes, he may, by way of daily Exercise, add the following studics to those al.
ready given in the 29 Lesson.

. 2 2% 31 3 1
- e ==
Right hand. ST ST ST S S e S
2+ 2t 13 13
Left hand.

§ 2. These Exercises must also be first practised by each hand separately, and
afterwards with both together.

.The same tranquil position of the hand over the 5 keys, and moderate move.
ments of the fingers individually, as well as all the other rules. on touch which
have been explained in the 29 lesson, must likewise be strictly ehserved in these
new Exercises.
$ 3. Experience has taught me, that Pupils, even with very feeble memorics, ave
soon able to learn all these Exercises by heart; if we patiently teach them note
by note for each hand separately, partly by first playing them over ourselves,
and partly by short verbal instructions, drawing thcir attention at the sametime
to the similarity as well as to the differences in all these Exercises.
$4. The first Elementary instructions may naturally be divided into two parts,
which must proceed together step by step.

a. First. Intothe learning of the Notes, the distribution of them, the time, &c:

b. Secondly. And into the earliest possible development of the free action of
the Fingers, by practising passages learned by heart, and properly contrived for
the purpose of improvement.

Neither of these divisions must-be neglected; for if we wait till the Pupil has
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reading and finding the notes, much time

obtained flexibility of finger, by merely

will be lost, and a stumbling-block be placed in the way of his future progress.

CONTINUATION OF THE PRAcTICAL EXERCISES.

First, for learning the Twreble notes, and afterwards intended to be practised.
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Allegro vicace.
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§1. The
the bass

51‘71
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NAaMES OF THE BASS -NOTES.

learning' of the Bass-notes is' not a matter of difficulty, if we transfer to
octaves, in the following manner, the knowledge of the notes

acquired.

S2. The

(see. the
5 3. The

note on the first line in the bass-clef is the G, of the first
Representation of the key-board.)
note on the 29 line is the following B; that on the 3% the D; on the
4™ the F; and on the 5" the A.

Buss

notes on the lines.
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+. The notes in the spaces indicate the intermediate keys; viz:

. ) 1 !
Bass notes in the spaces X—F—4 {' !
Conscquently all these notes range between G in the first octave and A in the
2% octave.

G A B (o D E
Lt 4 !
. A\ O ! T T

G A
& ]

T

1
1
T

r : :
§5. The remaining keys arc in like manner indicated by aaditional or ledger lines.
Namely the bottom notes as far as double C.

E D ¢
= -dll- _;L t i n ; ﬂ I _J_ I

73 F 3 aTZ

§6. The notes written above the stave in the bass clef ascend as high as A in
the third octave.

¥ E D C B A G F
£}
| A L) 1
\ 2 1

A
G
B C D E F - 2
e £ F £ £ E
Bass notes above the stave. O— I J : ' - :~ﬂ
Z 1
$ 7. The following is the complete series of bass - notes PG A
D E ) y ]
c - £
) B = =
CDEFGABCDEFGAB?];EFGf'?‘#‘}"'f—"‘—
@ el r P F
- 1 1 1 )| I 1 H
i . - 1 1 — | 1 ) |
TR —  — t A ——p—
- -J. ' _-‘.. T 1

.......
....................
.............

T 2gEeRrc

“”“"lm o
$8. The Pup]l will remark that a number of the latter notes in the last example,
(from E, 2¢ octave, to A,3¢ octave) occur also in the Treble clef; and that there
fore these 1l notes may be written in both clefs.

§9. Thus, for Ex: the following passages in the Treble clef, %

may also be written in the bass clef, as follows:

 ——— — S o —r

EZEE: pEE - lf:! ’Eﬁfgf e, In both cases they are to be played

' t - t on exactly the same keys.

§10. We shall now give the general notation of all the notes in hoth clefs, which are met

with in modern musie. . g RO EFG
AB C D 7] A B C D - -
G = =
- EFGABCDEl“GABCDEj.ﬂ‘w‘%:#'!%1 gf#‘.:ﬁ?:ﬁ-—
Treble 104 " ] ol ) s | —
Clef (&) —— :Liltd_ﬁf"mll t
oJ - o’ Al 00t
33#j# GDEFSe . ao 5t oet, Lo
. CJ)I'-FGABCDEFGAE(}"HFpGAB-P--F-l-‘—-ﬁEi """
= % — - e S
Clet | ——— —t—+ "]'T_}_i" — i
a5 S 3T 0ct
8‘1“___ 3 4% Itoet. e ot e
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fienerally speaking, compositions do not contain notes lower than FF; the latter

e

[

heys are seldom used.
When the three latter notes appear marked with sv2, the lower octaves are

taken with them. viz: . E D c
E D C E D C
) o 1
y ! F = N  —
‘5;:; 71‘ : -‘:
T8 g %

S1. The Teacher must practise the Pupil in reading quickly the Bass - notes,in
the same manner as was before directed for the Treble notes; causing him inthe
meanwhile to frequently play over the following Exercises.

Allegro.
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OBSERVATIONS ADDRESSKD TO THE TEACHER.

So far, the usual routine has been followed in this course of Instructions, accord.
ing to which the knowledge of the keys precedes the knowledge of the notes.

But it is not less applicable to that method in which it is required that the
Pupil, previous to other things, should possess a knowledge of the notes, before
he proceeds to that of ‘the key-hoard, and before he is allowed to seat himself at
the Piano - forte.

The mode to be pursued is this: Let the Teacher take a page of blank music
paper with tolerably wide staves, or if there are scveral Pupils, a large tablet
of this sort, and explain that each stave consists of 5 lines; that the heads of
the notes arc written either upon or between them; that there are two clefs, the
Treble and the Bass. &c: connected as is explained in the 24 M and 6 Les_
sons of this work.

‘When the Pupil -is capable of naming and finding in each octave the Treble and
Bass-notes, let him then first be placed at the Piano - forte, and be shewn the
lessons relating to the position of the body, arms, and hands.

Along with the knowledge of the keys, he must be shewn the notes appropri-
ated to them, and so on with the objects of instruction contained in the rules,par.
ticularly with all what relates to the Fmg‘er Exercises.

It of course depends on the Teacher which of these two methods he will fol .
low, or will chose to employ for any particular Pupil.

Both lead to the same result, and we have only to endeavour to impart as intel
ligibly, quickly, and agreeably as possible, to the Pupil these not very tedious ru_
diments.

With Pupils who are not much advanced in reading and writing, it will be best in
all cases to commence with the knowledge of the keys, as the easiest course; be.
cause by a lengthened practice of the Scales, shakes, and other easy and common pas.
sages, they may in the most pleasant manner acquire a certain degree of mechani.
cal facility in the fingers, before they proceed to the more difficult acquisition

of a knowledge of the notes.
Any Pupil who takes an hours’ lesson daily, or at least four times in a week, and

who, besides this, practises one hour each day, may in 8 or 4 weeks acquire a to.
lerably accurate knowledge of all the subjects already spoken of. He must endea.
vour as soon as possible to obtain a certain facility in reading the notes, and
some little flexibility in the fingers, from playing the exercises by heart; that he
may be able to pass on,in a natural manner, from these, perhaps not very agrce-
able preliminary principles, to others more interesting.

6 Pesson.

OF THE NOTES WHICH INDICATE THE BLACK KEYS; AND OF THE MARKS
oF TransposiTion (or the $, b, and § )

$1. The black keys are indicated on paper, merely by adding to the notes already
known, either a Sharp, (§), or a Flat (b); these characters are always written
on the left side of the note, and quite close to it.
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2. A sharp raises the piteh of the note to which it is applied, by the interval of
a half tone, or, as it is also called a semitone. 'Thus, when a # stands  before
the note C, we must strike the black key called C sharp, immediately adjacent to
the former, hecause it is the mext acute half note from C.

2 ; £t
; |

C sharp. C C sharp.

;

J #-J-

C C:hqrp.
§3. As a consequence of this rule, we may indicate all the five black keys by
added sharps, thus:

n

C C sharp. D D sharp. F F sharp. G G shurp. A

E-#:x‘;;l E m | R |
EESE e sssss o]

A s{nrp.

| 168}
| 1N

And so on throughout all the octaves in both clefs.

§1. The original or natural notes, when a §# is placed before them, receive the
names of C sharp, D sharp, &e: and in this case they represent the next keys
above their respective natural notes.

§5 The P has an opposite effect, as it depresses.the natural notes a semi._
tone, or one key lower. Thus, if a b stands before D, we must strike the next
black key on the left, which is then called D flat.

. - -
Ex. 76— ] —p-e : :
F—F b : =

D D flit. D Dflt. D D flat.

T

$6.This black key is the same which we have already become acquainted with un
der the name of C sharp; and the Pupil will now percieve the reason why each
black key has a double name, since each may be written in two ways.

§7. For by the addition of a b each note receives the epithet of flat to its
usual denomination, as may be seen in the following example.

il ; 1 1 1 I

Ex. % ] —

T it
Il 1 | i i
| f : — 4 g —
D D flat. E E flat. G G flat. A A flut. B B flat.

$8. As a consequence of this rule, the notes in the two following staves are
to be played on the very same keys.

C. C-sharp. D D sharp. F Fsharp. G G sharp. A A sharp.
=/ _ . N i

Ex. J -~ #I

C D flat D E flat F G flat G A flat A B flut

and similarly, in all the octaves, and in both clefs.
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$9. As the § raises cach note without exception a semitone higher, it must like
wise do so, when placed before E or B. Since, however, immediately next to these
two white keys no black keys are to be found on the right, we must in these
cases, strike F for E sharp, and C for B sharp.

4 I
/i) f — 5o
. *_g 1 1 |
S T
E E shaxrp. B B sharp.

§10. A similar circumstance takes place with regard to the flat. When a b s
placed before C, we must strike the white key B, calling it C flat. Similarly,F flat
must be played on the E key, which however must assume the denomination of F

flat.
— b Cﬂ —]
c

I
L |
|
C flat. F F flat.

o

§11. From all this we percieve, that even some of the white keys may recicve a
double name by means of the g and b; for the whole series of notes by the addi-
tion of ¢ or b may be displaced a semitone upwards or downwards. Ex:

P

e

and so on throughout all the octaves on the key-board.

S 12. When a note affected by a § or a b is repeated several times in the space of
any . one bar, the § or b extends to and affects all these repeated notes, without re.
quiring to be written over again.

) P - [r——— [—— !
1 1 ] 1 i | Y 1 ] { Il I ] il I
€ e i—%i:ﬂ
. >+ 4 } 2
C=sizs=c st —

Here, in the first bar,G sharp must be struck each time after A, because a t stands
before the first G.

The same takes place in the second bar, where because a b stands before the
first B, all the other Bs must be played flat.

§13. If the same altered note occurs in another octave,the § or b is usually,though
not always, placed before it.

o . pm— -P-b'F' E
= :
tl # 1 i
The sharp or flat applies only to the notes in the stave where it occurs, and
not to those in the other stave.
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3135 The Pupil must carvefully ohserve this extension of the mark of transposition to
the ~ame named notes oceurring between one bar-line and the next; and accustom
himsell to the striet observance of the rule, as it is very easy to fail in the ap.

plication of it, when reading the notes quickly.

§ 15. When the § or b is not to apply on the repetition of the note in the
bar, we must place before the repeated note the character b, called " a natural;
Ex:

same

after which it is restored to its original situation. For

C shurp. C. B flut. B. Fsharp.F Eflit. E A flat A Dsharp D

#W" f‘-h" be 1o

0]
e — et
- I T i W 7 ! I
¥ 1 T l

7

‘We shall now give a few Exercises to illustrate the preceding rules.

Allegretto moderato.

4
+ 3 .3 1 2 2 2 3 2 3 2 + 1 + + 1 2 + +
R o A—— ' —t— { s S s !  — ———
Kx: "y ' y T T
20 0 + 1+ 1 NV AR S SR . 2 2 2 +
* )74 . T N 1 1 1 il . e
y ., A ] I 1 1 1 1 1 TU N S |
[ H | I A A o
L] o o o -~
%&:&g@% ‘ e e
S
A 1 2 2 2 2 3 3 o 2 2 1 3 =2 2 % 2 2 1 1
e A @] 0 | & > e s
r P | el il
N i) T T 31D i -
) ———F—— 1 1 S —— 1
U T T T T 1 T T
ot g o + 1
A+ 3 22 3 F + 1, 1424§15-b§4£42!4‘
?l! = AEL!T':E :41 S ——— — 1
\/ ~7 L v vl ¥ ' | B I 1 I 1 1 1
> fe ® - 5 NB
+ 3 2 2
1 b 1 1 4 3
+ - 2 2
(;b;LQ. E £ fhe POP o yp o L o v 2 1]
: -
I T T T BN — T T 1 1 - & N >
) — —— — : ! ———F — —
JJ N 1 — ]
1 * H
»~ 1+ E 3 o T T T .
: + ! - 2 Y fV ! lln'f v
] m| I - 1 1 Y. # -
- + + + + 2 1 4+ o L
P 3 2 3 4 1 4 + 1
3 3

NB. Although the B occurs in another bar, and therefore the preceding D be.
fore B does not apply to it, yet it is sometimes better to .add the § to dispel any

hesitation in the mind of the player.

3192,



+o
X"

-

1

.- .-

. d

(1€ Lo

R g
T+

o T

(24

19

5]
L

+
2

<

3

——

villegretto.

e

o] |-t %) TOFM o= aff
o ! L Y " e 2 L
- ] - H + %
.A g l*;,“l ++. i \J] LLFIA w “‘m
N+ Q8 #4_. ~ .H |1 | \ 1REE By ’ 2
L Y1 wnegl] T N il [ e m..- 2*# o
+H ®
] I A=
—~ +fll. |11 4 A — 3Iw’.— m exllv
N flll i T N ~ QL1 L) % *Al ]
fii +&lL 3 IJH « ~&l]] ol ij ! .= ]
3% ) YHE CHEYil W hait — 8 ~Sly N
'_ B*h -1 Py [} | ]
Yt +@TT e 32.’.#1 il b ! _ ...Mn 4
sll]| " s || a1 L e
s g Sl Wl e T £ AN e
ey +
+ + 9 T l+r1x HA =
o] ~all o4 N o] R oo{al ]| 4.#1
AT 1 (iR R !
2 3;,1 ~n IQIII ) 4‘£Jl| n_." lm ol ¢ 4 }
| T -~ o)
R e 1 et B . 2
il ol sl sl i I
M| ot T oMU W e - B N
L 1] o L +9/ ] n L YRAN OE
St et R P
S
2y || ] NS us - = . ) n“, 1
+ql] eﬁ_f Ml okl L 1+4 AN YR “w || .lm,m s i) H
]l d ST +9 = Wy .
' = el e S0
1 1 O s B B
J o o . . oy +9l] = An
- 3 = = Y~ ©)
a v \ﬂ L + aTT %Nvlll- & ~cn G Mnm - ,
o~ n7m o mmml #wd m\ mvd m.u.v = Ex ”W
N g’ N’ Nm— e’

Ldv9

)"




S 16,
two scmitones, that 1s, a

Cases

The following

sometimes occur in compesitions, in which a note must be transposed
whole tone higher or lower.

characters

have been invented to denote these changes.
a. The Double sharp x, which raises the note two semitones higher. If, for ex.
ample, a x stands before C, we must strike the D, which is then called C double.
sharp.
A x before F makes G, or, more properly, F-double sharp.
o) [ |
iz ‘ % i ! ] i !
N— T I t
ARV 4 ) _JI_ #
#'J' x D F G or G A or A B or
Example. C D or F double £.5h4rp. G doubleg. sharp. A double #.
shuarp. C double sharp.  sharp.
sharp W
. . N X
. v | Il 1
I I 1 1 ] |
N I i ! 1 I T v
\ . ‘[ l i T T
b. The double flat ", which depresses a note two semitones.
a W before E, produces D, or E double flat.
a D> before B, produces A, or B double flat.
! | ! ] |
N - 1 H T I 4 | (N 1
| 4] h—# b & 104 [ T I
= b b .
oF be t i f +— F W
e 3 41[4k7 ] ; i
B Asor D,or D A G,or - G ’
flat. B double fl..lt flat E double: f]dt flat. A d.mble " flat.
flat. flat. flat.

$i7. When a x or P is resolved into a simple mark of transposition, it is usual,

for the sake of greater clearness, to place hefore the note,f#, or kb, to indicate
that the double mark is resolved into the single one, the latter retainingits usual

dcceptatlon.

! T— N
T J{ |

| 1558

—+& o
F. F shurp.
double sharp.

B.
donl)ll flat.

el

A flat. B flat.

G shurp.

NB. Many Composers omit the f, and write only the single t or b, to indicate
that the double sign is no longer to take effect:
S 18. If, however, the double sign is wholly resolved into the original or natural

notes, we usually write L .
§19. All these marks of transposition-,must, to assist in reading more

i ! ‘ . . o
be placed exactly on the same line or in the same space, as the notes

situated.

readily,
them_

selves  are
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In double notes and chords, in which several #5sor bs stand one over another,
the Pupil must obscrve most carefully which note ecach character is meant to af_
fect.

3 ) J ,J
’4 D . o Iy o - - o~ IE.3 i
e i e EE e S T ST S P [
for J T : 1 — iz
b -
Example. r—‘———f—%'- # bt e Lo o ##~ "
) ® i & o— 7 ¥ o '
\ 7 W] | { T ll ! Ml I ¥ ¥
T 1 I

‘§20- Although according to the rule, the influence of each g or b only lasts till .
the next bar-line, it is not unusual, for the sake of greater clearness, when the
next bar contains the note which was so affected,to place a f before it. for Ex:

3 4
"5 1, 2 1 2 4 3
o | + 3 4 + 1 4
—Hﬁtgp e —— =
1 i H L he i M e L Budll™
i1 ! 4 | } { } T 1 . l I ; . M LA R IR B T
—— —— [
T a=a o 5 -
T [ ) (W) O :ﬂ
:

§21. In old music, it was, formerly the custom to continue the influence of the ¥ or b
into the next bar, when the one bar ended, and the next began with trat note. for Ex:

Z | : - |
v :#g o . 2 s o (& 0 ﬁt_ﬁ—:ﬂ

L3 iy L] Li L Sh -

A4 e % ¥ — —F

Y
Here the § and b affect the minims of the same names in the subsequent bars. At

present,it is more usual to write all the marks of transposition over again in the next
bar. ,

CONTINUATION of the 6/ LESSON,

ON SIGNATURES.

S22. The § or b are employed in two ways. viz:

a. They are either placed before each note when necessary;

b. Or, from the commencement of the piece, they are placed at the begin.
ning of each stave, directly after the clef.

$23. A # or b, thus indicated at the commencement of a picce, applics to
one certain mnote in all its octaves, without requiring that in the course of
the piece, it should be added particularly to that note.
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521 Though the Pupil will not, till somewhat farther on, be taught the true principles of
the keys and modes,it will nevertheless be useful for him to learn by heart from the

following Table, to what note cach # or'd helongs, when thus prefixed.

5 = -— This single § applics to all the K5 comprised in the compass of the key-
E_,—;‘ board, and shows that instead of F natural K sharp mast always be taken.

2 §s ﬁ—: F sharp and C sharp to be played, instead of F and C.
3 5 %ﬁ_ —E F sharp,C sharp, and G sharp, instead of ¥, C, G.

"
#&: F <harp. € <harp, G sharp,and D sharp, instead of F, C, G, and D.

5 s %@ E ~harp, C sharp,G sharp,D) sharp,and A sharp, instead of F.LCGD.&A.

12

e ]

, —8¥%i4— Fsharp, C sharp, G sharp,D sharp,A sharp, E sharp, instead of F,C,
6 #s ‘% G.D. A, and E.

, j;ﬁ — Fsharp, C sharp, G sharp, D sharp, A sharp,E sharp, and B sharp, in.
7 ¥s i ¥ stead of i¥,C.G.D,A E, and B. (Here every note is sharp.)
o

| b %E—j— B flat ecvery where, instead of B natural.

2 by ig:;—-)_—_; B flat,and E flat, instead of B and E.
'y,

3 by —= B flat, E flat,and A flat, instead of B, E, and A.

4 bl B flat, E flat, A flat,and D flat, instead of B, E,A ,and D.

. —%: B flat, E flat, A flat, D flat, and G flat, instead of B, E,A,D.&G.
5 b % = (All the notes here are flat, except C and F.)

Y -% B flat, E flat, A flat, D flat, G flat, and C flat, instead of B,E,A.D,
6 ps % G,and C. (Here all the notes are flat, except F.)

, =EZ2 — B flat, E flat, A flat, Dflat, Gflat, C flat, and F flat, instead of
P b ﬁﬁE B,E.,A,D,G,C,and F. (Here every note is flat.)
3192.
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525 More than 7 sharps or flats cannot be indicated at the heginning offh:
stave, because there are no more than 7 notes in music.
§ 26. The characters x, bb, and i, are never placed at the signature; they only
occur in the course of the piece, applied to individual notes.
§ 27. The #’s or b’s thus placed at the beginning of each stave, are called
essential;' and those which occur before particular notés in the course of

the piece, are called accidental marks of transposition.

FURTHER EXAMPLES and EXERCISES on ACCIDENTAL and

ESSENTIAL MARKS OF TRANSPOSITION.

Allegro. . £, 2 %0
4+ % 3 7 + +
0,50 ,0 5,07 to?2 31 +1+—-—-+#1‘ e T o
Iy R PO A A T q i (e  — i =
| 40 DA, W) )i ; I 1 } | I l 1 1
Ex:
v +
* 2
23 + 1 + + 2 1‘1 2 1., 4 'F ﬁ ﬁ——ﬁ:
)2 Al —le—p , ! —=
L L 17741# 1 1 Il N 1 I 1 I
— | |
4
¢ 4
4 2 2 +
2 o + + o ° 4.
1 + 1 + ] f! + + ¥ 1 3 . o +
h TH4e + + - fs"‘ Ly o 2 2 7
-~ H '_1. L { ]‘ '? r-l'. -IE# #l’ o ——— : g'
D n T — 1 I i - " o=
T T t T —T w 0§
1
T +
1y g S < % o - 18
C i - JE. 7 —
bl I} bl ] e .
1 1 N T £
1 I -
i 4 4 323 2
2 4 4 4 4
L 1 " i+ 115% 5% 1e.3e4301 0
| T - # -
& = l 1
4 I - ! "
2 7 2 1, £ 1
2 1t 3 2 3 4 2
0 ‘;b‘F‘h'F ‘QI be -:'-'—ﬁ e ()
. 2 { by | ] 1 1 I T | 1 ‘P » v
11 B i i — ! I ‘[ i
4« 34 3
1 ‘ 2
+.1* Thie*le 1 4+ 3
+ 1 Fiel" (2 o 2 3 4
+ 1#2 >l £ Fj—#j—- q-—-—-ﬁ-p— o+ + 2 + + 13 @3 1
17 ] 1 1 l I l — } Il % | l; I; 1 — ) I
A4 = —] 1 T ) T 0
QJ - | = 1
3 + + o + + +1 -
2 ¥ i & s s ie® o= 1% it 2 F
o B { ] ! ; 4 _‘._g -y > 4-' I - N | |
L U s
— .. — | —

*As nothing' is indicated at the commencement, all the marks that appear therein, are

aceidental gsor bs.
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Allegro.
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Every B is to be played flat, as indicated at the beginning of each stave.

Ex: 25.
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Allegro vivace.
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42 Allegretto.
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Examples with a greater number of $%andb% prefixed,will follow hereafter, after the Lesson
on the Keys and Modes.

7th Poesson.

ON PASSING THE THUMB UNDER THE OTHER FINGERS, OR THOSE
FINGERS OVER THE THUMBE.

1. While we are proceeding with these subjects,we must add to the Finger Exercises .al_
ready given in Lessons 2 and 4, the following: Exercises,in which again each hand must first
be practised separately, slowly, and with the greatest possible attention.

Each Repeat must be played over at least 20 times without stopping.
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§ 2. Before these new Excrcises are begun with,we must carefully attend to the following
important rules on the use of the Thumb.

§3.The thumb is in many points of view the most. useful of the Fingers, since it is only
by properly availing' ourselves of it, that we can pass quickly over a series of consecu.
tive keys, in a smooth and easy manner.

$4.The mode of using the Thumb is this: either that it is passed under the other fingers,
when the right hand has to ascend, or the left hand to descend along' the keys; or the other
fingers are turned over it,when the right hand has to descend,or the left to ascend along
the keys.

S5. M}ost frequently it happens that the thumb is passed under the 24 or 34 fingers, as
for Ex:

3
“ 1 % o5
‘ e ae v VL e +12 3 * + 125
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Besides these ways, the 1! finger is often, and somctimes, though very seldom,the 4
finger is occasionally passed over the thumb, or the thumb passed under those fingers.
§7. The following rules relating to the passing of the thumb must be most strict.
ly attended to.

FirsT RULE.

At the same moment that the finger under which the thumb is to he passed, strikes its
proper key, the thumb must quit its own key, and bend itself a little inwardly, so far on_
ly that, while the other fingers in their usual bent position are playing, it may approach
bencath them towards that key which it is presently to strike.

SEconD RULE.

This movement under the other fingers must be performed by the thumb over the sur.
face of the white keys; and in effecting this, it must never assume a dangling position
either off of or below the key-board.

THIRD RULE.

The finger, which immediately precedes the passage of the thumb, must remain down
on its key, till the moment that the thumb actually strikes its own key.

FoURTH RULE.

The remaining 4 fingers must, during the passage of the thumb, remain quite still
in their usual bent position, so that the movement of the thumb may be so hidden
by them, as to be hardly visible to the eye.

FrrTH RULE.

During the .passage of the thumb, the hand must by no means be held obliquely; nor
must it make any jerking or upward motion.

SIxTH RULE.

The passage of the thumb under the fingers must not in any wise disturb the tran
quil position of the fore-arm; nor must the elbow by any means make the least
sideward motion. For the passing of the thumb should depend wholly on the flexibility

of the joints. L e o+ 1 234 . g 3 X
I 1 1 ] e
S 8. Example for, the right hand. ::' —~ o

In this Example the thumb is once passed under the 2%, and once under the 3¢finger.
§9. At the moment that the ‘1% finger strikes the D, the thumb relinquishes the first
C; and bends ‘itself a little, so that, while the It and 2¢ fingers successively strike D
E, and the¢ hand ‘advances a little forward,in a natural manner, and always preserving
its horizontal posmon, it already hangs. close over the F, and-is prepared to strike
it directly after the E is played.

S 10. All these rules apply also.to the left hand when it descends the key-board.

S Nothmg' is more’ lmportant to the Piano forte player than a facﬂlty at correct.
ly passing the thumb; ‘and he cannot commit any greater fault than by stumbling,
sticking' fast, or losing' the natural position of the hand, shaking the elbows to and fro,

819z
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or laying the thumb over the other fingers, or by its means foreing these latter out
of their place.

§ 12 The passing of the longer fingers over the thumb is less difficult, though equal
ly important, for the hand must be able to run over the keys with equal facility,
whether in ascending' or in descending'. 4 v 3 s
3 2 1 1 + Q 1 +

Example for Right hand. . ; — ——
o/ o o

Here the 8¢ fingeer is passed once over the thumb upon B, and subsequently the 24 fin_
ger upon E.

§13. The thumb must keep down its key, till the finger passed over it has struck the
one appropriated to it; for if the thumb were to relinquish it sooner than this, it would
occasion an interruption in that perfect equality of the run or passage which it is
the first duty of the player to maintain, and the end to which all these rules are directed.
'S 14. The tranquility of the hand and arm must be retained as exactly as in passing
the thumb under the fingers.

$ 15. The same must likewise be observed with the left hand.in ascending.

§16. In the following' passage, which must be frequently and assiduously played over,we
have an opportunity of putting' into practice all these rules with both hands at the

S 1 . t DBl v mmmmmmm mmmmmmm - loco
same time. g + 2 g vy :2_'1 ‘3
+ P -'--!. 53— - + 1 - 9 + ¢
+ - -rl' —1— _r.‘-'“g - -’1' o T I’I' ;
_ : 1 I 1 I - S (W)
7
L ¥, +
1 _'-‘ .
v i |

§17. The preceding passage, in which the hands proceed in contrary motion, does not occur
by any means so often, as' that in which both hands ascend or descend in octaves at the
same time. In respect to this latter run, the following observations are important.

§18. It is established as a rulc, that in a run or passage on the white keys, we must first
employ 3 and then 4 consecutive fingers, if particular circumstances do not enforce an
exception.

$19. From this it follows, that in playing an ascending scale commencing with C in the
right hand,the thumb must always be placed on C and F; and in descending, the other fin
gers must be passed over the thumb, so that it may again fall on C and F.

$20. The opposite disposition of the fingers of the left hand,as compared with the right,
obliges us to place the thumb on C and G.

g
2 * .
3 * 2 ' g ! —~2_ +3
. 2t [ o2Ze ™ + 2
O—7; ' E
§21. In the following passage o -
- +
+ 2903 +2 %+ N B 3
= T 2 ~
- | . I 1
z ?; )|
I + i -

where both hands have to play the same thing; in the middle of the run both thumbs fall on C,
but in the middle of the Octave, on the contrary, the thumb of the right hand falls on F, and
that of the left hand on G.
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S This difference in the placing of the fingers, avises from the diffecence of conforina
tionr in the hands; and at fiest.is the cause of much perplexity to the beyinner, whe
always naturally inclined to pass both thumbs at the same time. ‘

§23. To ensure to both hands the requisite independence of cach other, the Pupil must  at
Hfirst practise the preceding passage with cach hand alone, wnd continue this, till this differ.
ent placing of the thumb bhas hecome a habit. When this is 2ecomplished. he may then prac.

tise it with both hands together; at first extremely slow, and afterwards gradually quicker &
quicker.

1s

§2a. The habitual observance of all these rules exerts an immensc influence on the Pupils
performance and future progress;it is for this reason that we have heen so diffuse in giving:
these very necessary instructions.

§25 A few weeks later, we may add the following Excreises to those alreadygiven, to accus_
tom the Pupil to the passing of the thumb under, or of the fingers over to more

remote
< % 1 4‘
keys. 242l + +12+lz;zj+z +13431 - NS

B L \ . : I : :

o = i == W

h 22 1+12 i - ?
These exercises must be studied in the same manner as those which preceded them, and

we must take particular care that in playing them,the Pupil does not lift up, or turn out his
arms or elbows.

+H

Sth Pesson.

PRACTICE OF THE SCALES IN ALL THE MAJOR KEY'S.

§1. So soon as the Pupil has attained some knowledge as to the reading of the notes,and some
facility in playing the Finger Excreises, he must practise the Scales in all the 12 major keys,
and by degrees learn them by heart; he must consider them as a perpetual Study, and during
the remaining: period of his learning the Piano forte, never omit playing them over every day,
either wholly or at least in part.
$2. All the rules relating to the position of the arms, hands, fingers, &c: to the touch, to quality
of tone, to fingering.,to quickness and style of cxecution, may be developed, explained, repeated
and reduced to practice,during the study of the scales; so that at last, the observance of them
shall become to the Pupil a confirmed habit.

§3. These Exercises here follow in the same form and order as the experience; acquired da-
ring a life devoted to teaching, gradually suggested to me as the best; and such as I have pla.
ced in the hands of my Pupils with singular advantagre. By the connection produced by the
chord of the 7th they acquire the form of short Fantasias, or Preludes; accustom the ear
of the Pupil to the effects of modulation, and facilitate the committal of them to memory.

The remarks added to them at the bottom of each page, will assist in rendering
e\"i}dlent to the student the almost innumerable applications of which they are ca.
nable.
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(1) The Exercise in C consists of 5 passages, which must be practised with the right hand
alone; while the left hand, not to remain altcgether idle, keeps down the lower C,
without however re-striking it on the repetition of the passages.

All the 5 passages must be played over, without interruption so that the right
hand shall not twice strike either the lowest or the highest C, or remain rest_
ing on them for a while, whether we repeat any one passage, or proceed on to the
next.

Each passage must be repeated 3 or 4 times, or even much oftener, if any fault
or bad habit is to be corrected.

(2) These are fundamental passages, from which we may gather the fingeringfor
innumerable others.

1 %
They consist of 8 positions %& and it is only in the first, which begins
+

with the bass, or fundamental note, (here the C) that we place the 2¢ finger on the 3¢
note G.. In both the other cases, the 3¢ finger. must be placed on the 3! note of
the chord.

‘While the other fingers are playing, we must take eare that the thumb does not
bend outwards, but that it shall glide from one key to another, over the superficics of
the white keys, without being taken up from them more than about )4 of an inch. So
likewise with the little finger, which must remain down until the thumb has ag-ain
struck. The 3 middle fingers strike the keys in the centre of the front portion of
them. In descending, the thumb must hold down its key, till the little finger has sc.
tually struck the onc appropriated to it.
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(3)All the rules respecting the Thumb and little finger in passage (2) equally ap-
Ply here: in hoth passages we must carefully avoid any drawing back, or vibratory
motion of the elbows.

(4) This passageé contains numerous repetitions of the Grace called a Turn, in a
conncected series, that the pupil may from the beginning, acquire an even and dis_
tinct style of performing it.

The same tranquil position of the thumb and 3 middle fingers must be maintain_
ed, as in NOS(2 & 3.) All the notes must be played equally quick, equally loud, and
be equal in respect of duration.

In this Exercise the 2¢ finger is particularly active, and we must take care-to
lift it up in proper time, to strike with it again distinctly after the 3¢ finger;
and again subsequently, so as to make room for the thumb on the same key.
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(5.) Here follows that very essential Exercise for the Pupil, the Chromatic Scale.

In the Second part of this Method,we shall see that this Scale admits of three dif-
ferent, though equally useful modes of fingering: In the mean time, we have here cho-
sen that which is most proper for beginners. The first and second fingers must al-
ways be kept half bent, and never siretched out straight.

As the thumb is chiefly employed, its position must be flexible and easy, and we must
particularly observe not to strike the keys with it cither too hard or too gently, so that
no. obvious inequality may be felt between it and the other fingers.

) On the three l_n'ghest notes of the scale,the thumb is not used, and therefore the fingering

is changed, by employing so many additional fingers as are necessary to reach to the high-
est note of the passage. In descending; avoid holding the hand obliquely, or projecting: the
elbow farther from the body than usual.

{6)We shall now give the same Exercises for both hands. It will not be necessary to practise
the left hand alone, as we suppose that the right is already master of its own portion; the left
hand has only to strictly follow the rules on-equality of touch,already given in the short Face.

cises, and by practice to attain to an equal degree of quickness.
A0
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(7.) There are also three positions for the left hand, viz: in which
4 4

we must carefully notice, that the 29 finger is used only in the third position;in the
two first the 3¢ is made use of.

All -the other rules alreadygiven for the right hand respecting this Exercise, equally
apply to the left hand; viz: the quiet motion of the thumb over the broad superficics of
the white keys; the avoiding all shaking of the arm and elbow; the equal and modcrate
lifting' up of the fingers, none of which must hold down their keys, beyond the moment
in which the next note is struck. &ec. &c.

(8.) When the right hand is able to play these Scales with perfect equality, so that the
skip in descending, which occurs ~after every 8 notes, does not occasion any percepti -
Lle chasm or interruption; the left hand has only to imitate it strictly in all these cir-
cumstanees, till both play with .perfect equality.

™B. The Scale of Turns in both hands is not inserted, as it very seldom
occurs in practice, and would therefore be worse than useless in this place.
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(9.)When these scales begin so low as in this Example, the left hand usually takes
the bottom note with either the 4th or the 34 finger, as the preceding notes may
make it necessary; and then, as soon as possible, we return to the usual and rcgu.
lar mode of fingering .

In the left hand too, the fingers of which should lie half bent above the black
keys, all the rules given for the right hand must equally be observed. The slight.
est inequality in the touch of either hand, produces an effect doubly unpleasant, on
account of those scales containing so many dissonant notes.
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(10) In these passages, which serve as a transition into the next key, F major; one
hand must take the place of the other on the same 4 keys; and we must be careful
that the thumb of the left hand, which is t6 move from one Bb -to another, shall al.
ways perform this movement across the superficies of the black keys, as any drawing
of the hand inwards towards the body would here be very prejudicial.

In like manner, the thumb of the right hand must always be carried across the su_
perf1c1eq of the white keys, at about 4 inch above them, in its movements from one
C to another; so that the fingers of both hands, as they pass from octave to octave,
shall always retain the same positions.

The two thumbs,which here strike directly one after the other, must be placed on
their keys so smoothly, that we shall not hear any difference between the two _hands.
The same must be observed with respect to the two little fingers. The longer fingers
must be kept bent, and all must strike with equal firmness, and without keepmg- down any
one key; after the moment in which the next is struck. The diligent practice of this pas.
sage which is of very frequent occurence, will be found extremely useful to the Pupil.

(ll) The diatonic Scale of F major, contains only one black key, the Bb; and the thumb
falls on F and C, just as in the key of C major.

The highest Fis taken with the 34 finger. All the rules apply here just as in C
major.
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(12.) These passages, like those in C, consist of three positions. viz: %ﬂf =

and are treated exactly as in C major.

(13) This scale is repeated in each octave only twice, namcly from C and from F; it ends
at last with the 84 finger on F, never with the 4" on the C.
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(14 Although the chromatic Scale is or.e and the same thing in allthe keys,they are here
given in each key individually; because the Pupil cannot repeat it too often,and because
he must accustom himself 10 terminate this scale on every one of the keys.
(15) In this Scale the thumb of both hands always falls on the same keys, viz. Fand C;
and therefore it is much easier to play than that of C major. All the other rulesas to
exceution equally apply here.

When the Pupil has in this manner to pass backwards and forwards with both hands
over the entire key-board, the upper part of the body must naturally at times incline
sideways, as otherwise the arms, by being held obliquely. would be an impediment to
the perpendicular striking of the fingers on the keys. Still,however, this sideway incli_
nation must be managed gracefully, quietly, and only in such a degree,that the fingers
of hoth hands may not be obliged to strike the keys obliquely and sideways.

+
w
+
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(16)) All as in C.
(17.) The usual fingering remains in the left hand; in which at first,the 5 fingers are
always employed in regular succession, and then the 24 finger is passed over the thumb.
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NOT. in Bb.
g 1 . P 2+
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S
(18.) Exactly the same manner of playing as in the transition from C to F.
(19.) The scale of Bb contains two black keys, Bb and Eb, and the thumb again falls on
C and F, as in the two preceding scales.

The fingers which fall on the black keys, must also be kept bent, fo facilitate the
passing -of the thumb under the other fingers in ascending; and of the latter over
the thumb in descending. '

We must also preserve the same equality in regard to sinooth and connected execu.
tion, as in the preceding scales.

e
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(20.)As4 in these passages the thumb must not be placed on the black keys,it must neces.
sarily be passed under on to a remote key; this requires great flexibility in the other
fingers, which here also must retain their bent position over the black keys; the tran .
quility of the hand must be preserved, in order to strictly maintain the same degree of
equality, and natural style of execution as in the preceding keys.
(21) In the left hand, the 24 finger falls on Bb, and the 3¢ on Eb,and consequently
the thumb on D and A. The Pupil must sedulously avoid anyoblique position of the
fingers, which this scale is very apt to induce. On the highest Bo, the left hand places
the 1%t finger, because we should never pass over more fingers than are absolutcly ne.

cessary.

The fingers of the left hand must also be somewhat bent,when striking the black

keys.
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(22) In the left hand too, we must avoid any unnatural twisting or shaking' of the arms
or elbows in these passages; and endeavour to acquire that degree of flexibility, which
is equally mecessary in passing the thumb' under the other fingers, or those fingers
over the thumb, and which will be best attained by a light and yet firm touch.

(28) The fingering constantly remains the same,in all the chords of transition which oc.
cur here; and the thumb must be made to strictly observe the rules given in thefivst tran
sition, from C to F, relating to its motion over the superficies of the keys without
the least jerk. In the passages above introduced we must carefully observe, that the
middle notes D and F shall always ‘be played clear,and well detached from each other.
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(24(:i)¥‘he scale in Eb contains 3 black keys, Eb, Ab, and Bb; and the thumh falls on every C
and F.

Mode of playing and position of the fingers, as in the earlier scales.
(25) As in these chords two different black keys occur,Bb, and Eb, the interchanged
group of notes for each hand alternately, would not be useful to our views; indeed the
uninterrupted continuation of the notes of the chord is much more useful in this key,
as it often occurs, and assists greatly in imparting an easy flexibility to the arms.

The 24 finger is not employed in this passage,and the black keys must always be

struck with the. fingers bent.
(26) In the left hand the 29 finger falls on every Eb, and 8¢ on every'Ab, and con._

sequently the thumb always on-G and D.
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(27) In the left hand, the 2¢ finger falls only on the lowest Eb; every thing else as
in the right hand.

(28) Fingering, manncr of playing, and position of the hands, as in the three pre_
ceding chord Exercises.

(29) Ab has 4 black keys, viz: Ab, Bb, Db, and Eb; and the thumb again falls on
C and ¥.

(80) All exactly as in Eb.
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(31) In the left hand, the 24 finger falls on AD, and the 34 on

Db,and consequently the thumb always on C and G.
(3?) All as in Eb 3192
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(38)All as in the preceding passages of transition.

(314) Db major contains all the black keys, and only the white keys C and F, on which
the thumb must be placed. This key is extrcmely pleasant to play in, as the thumb
may be very conveniently passed under the middle finger, when this latter is pro-
perly bent. The 1st finger falls on the highest Db, as it is very useful to the Pupil
always to employ his fingers in the established order.

(35) All as in Eb or Ab. The chord passages in Eb, Ab,and Db, are exactly alike,

because in them all the keys to be struck on the instrument are scparated from each
other by equal distances.

3192



+
ez et foe,, e
A ‘%"*F"' ros 1 fo —
B 5 T - r o : : !
(36) P
b

{ S - _#7" L H

q\
B\
A

i)

%

LT_
__“’

|

LN

— 4 23 @ g7 - 3 1}
l'r/-u” D '34.f’f'1 . 4‘3-_' I 'r’ 31 oD — T H
D205 1 L - = 33 3
) | el
— L F 2 1%+ ﬁ
42 4 + ] -
Iy =+ +‘o o — E3
~U L: g - >
[ ™ et LEP=N
=05 x .. o1y *F
h4;/17}; ]

(36)In the left hand, the thamb ean fall only on F and C; and on the highest Db we
must again place the 15t finger.

(87) All as in Eb, or Ab.

(38) In the chords of Transition the same fingering is employed as before,and also
the same manner of execution.
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(39) Here too, all the black keys are employed, and the thumb falls only on Cb and F.
But as it Las to be placed once on a nearer and once on a more remote white key,
(since Cb is nearer to Bb, than F to Eb), this in a manner throws a_difficulty in the way
of correct and equal execution, particularly in a quick movement, and consequently the
Pupil should practise this Scale with particular attention.

(40) As thesc passages fall only on black keys, they are most advantageously played
as in C or F major; and the varying disposition of the fingers observed in the 3 po.

.o :7II.I T 5 .
sitions Fhpdg—g—s2—as there explained.
J T 5 3
18 4

They are particularly useful, as the Pupil must maintain a very firm and tranquil po.

sition of the hand and fing-ers, in order that they shall not be drawn down off from
the smaller black keys.
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(42) The left hand as firm and tranquil as the right. The fingering is here likewise

(41.) All as in the right hand.

according to the 3 positions.
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(a8) All the black keys are employed, and the thumb falls on B and E. The Scale in
this key is the easiest of all,in respect to equality and beauty of performance in everyde
gree of movement; because the thumb is always passed under on to the next white key,
which it can very conveniently effect beneath the middle finger, when this latter- is pro_
perly bent.

(+1) The uninterrupted manner is here again the more useful, because two different black
heys occur in the chord. The 8¢ finger is mever used here.
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(+6) In the left hand the 8¢ finger is not employed here.
(L(Il.)jlf major includes 4 black keys,C#,D#,F¢,and G§; the thumb always falls on E
and A,
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3
(a7) As the chord contains only one black key, (the G4#), this passage is again played

with changes of positions, and the utmost attention must be given as to quickness in
passing the thumb;to a quiet position of the hand and arm; and also as to perfect
equality of execution.

48) In the left hand the 3¢ finger always falls on F# and the 2%on C#, and consequent_
ly the thumb always on B and E.
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(49) In the left hand the 89 finger is never used.
(’53-)DA major, contains*8 black keys C#,F#%, and G¢; and the thumb always falls on A
an .
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Nor,
with both hands.
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. 3
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(51.) All as in E major. *

(52) In the left hand, the thumb always falls on E and A, and consequently the 34 finger
on every B, and the 24 on every F!
Here we must pay great attention to the manner of playing the descending Scale:
On the first and lowest A we naturally place the 4! finger.
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(53) All as in E major.
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NOL in D major.

. v+
{ “ ffM+
/8 — 117

Q
Y

NOT,
with both hands.
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I
I
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i o2 _ﬂ-} _..‘F_ f'l’p + ] 7 1
2 ! T - . 0 : .
1 - 0
== = P e : . :
2 J o + T 2
v + [ +3 3 w + J
+3 3 4
R+ 3

(54.) D major contains only 2 black keys,F# and Cf, and the thumb always falls onD and G .
(55) Every thing as in E or A major. The Chord passages in E, A, and D major,are ex_
actly similar.

(56) In the left hand the thumb falls on A and D, and consequently the 8¢finger on every

E, and the 2¢ on every B.
Here too we must take great care in descending, as in this case it is easy to fall into

an-error,
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(57) All as in E or A major.
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NOL. in G major. 2 4 0y 2
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2+ 3
(58) G major contains only one black key F#, and the thumb always falls on G and C.
(59.) These passages are exactly similar to those in C or F major; they include the same
positions, and have consequently the same fingering.

(60) In the left hand the thumb always falls on I and G, and consequently the 34 fin_
ger on every A and the.29 on every E.
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0 CONCLUDING  RiGNURKS

ON THE SCALE EYERCISES.

$4. The arrangement which I have here followed, facilitates so much the learning: of all
these Excercises by heart. that I have constantly found that all my Pupils, without cxeep-
tion, have been able to master them in the space of a month or at most 6 wecks.. For
when the Pupil has learned the first 5 passages in C major, together with the chords
of transition lezding into k. it will only be nceessary to make him observe, how each sul)-
scquent key, compared with the preceding one, contains one additional black key, as far
as B major; and that after then, each key relinquishes at each step one black key, till
we again return to C major.

In addition to this,he must also observe what keys arc to be struck by the thumb, and
it will then hardly be possible for him to fall into any error.

3 5. Those Pupils who recieve 3 lessons per week, will easily study a new key at
cach lesson, for which purpose more than a quarter of an hour cannot be required,when
the Teacher knows how to explain the thing properly: in all cases the keys already ac_
quired must first be played over. The farther practice of what has already been learned
must always be lett to the Pupil himself, during thke intermediate days.

Se6. It is as well to remark that in practising, the right hand must always be first ex_
ercised alone, on all the passages in each key, while the left hand merely holds down
the key note; and till the Pupil can do this correetly, both hands must not be tried to:
gether.

‘When all the 12 keys have been well studied, it will not be necessary for the Pupil
to play over to the Teacher more than 4 of them at each lesson,in order to save time.
For Ex: Monday, the 4 first keys from C major as far as the chords of transition
into Ab; Wednesday, from the transition into A- to that in E. Friday, therest to the
end. But in the intermediate days the Pupil must practise all the 12.

§7. When the Pupil is able to play through all the 12 keys without stumbling;the prac_
tice of them may be said to have really began, and he will soon begin to comprehend
their great utility. Nothing can be more erroncous than the belief that thcy may bhe
dispensed with altogether; or that once learned,they may be laid aside and -forgotten
without prejudice.

‘While the Teacher in each lesson causes the Pupil to devote to this study of 4 keys
at a time, a quarter, or even half an hour; he has the opportunity of repeating to him
all the rules on the position of the body, the hands, the arms, and the fingers; on
the equality and firmness of the touch, and the beauty of tone which results therefrom;
on the perfect evenness in the succession of the notes, &c: &e: and this so often, and
so long, till they become firmly rooted in his mind, and the practical observance of
them in playing all future lessons, a sort of second nature.

$8. When these Exercises are perfectly and regularly impressed on the memory of
the Pupil, and properly reduced to practice, which will occupy about 3 months, we
must then cause the Pupil from day to day to play them a small degree quicker. For
they are the best means to enable him to acyuire the necessary rapidity of fingering,
and that even to the highest degree of exccution; in this point of view indeed they -
arc as useful to the well practised and long taught Pupil, as to the mere beginner.

In this manner, Pupils who have not received from nature such a conformation of
their fingeers as is favourable to Piano forte playing: will still acquire all the execution,
to which, in this case, it is possible for them o aliqin.
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If we repeat each passuge twice without omissions, in a tolerably quick time, the ui.
intervupted performance ot all the 12 keys, in the order prescribed, will occupy from
30 to 35 minutes;and if in this manuer these exercises are played through daily, they
will ensure to the Pupil a high degree of facility and certainty in all the keys, which
will ultimately lead to perfect mastery of his instrument.

$9." After the acquirement of considerable rapidity, these exercises must still be prac.
tised with reference to the fundamental rules of style or delivery; for the Pupil must
practise them, sometimes forte, sometimes piano; sometimes strictly legato, sometimes
freely detached or Sciolto; sometimes Crescendo in ascending, and Diminuendo in des.
cending'; sometimes also”slow, with a heavy and laboured touch, and sometimes pres
tissimo, and with the utmost possible degree of lightness.

This generally falls in the second year of the Pupils learning .

$10. In the 29 part of this method, which treats on fingering, we shall see that all
the fundamental rules of fingering, are founded on these Scalc exercises, and that they
are entirely developed by their means.

'The Pupil must however strictly observe the fingering, which is every.where mar.
ked.

9% P esso0mn.

ON THE VALUE OF THE NOTES AND THEIR SUBDIVISIONS.

91. In music the notes are somctimes played quickly and sometimes slowly after one
another, and this in many various ways and degrees; and ¢n the piano one hand often
holds down a long' note, while the other hand has to play a certain number of quicker
notes.

$2. To indicate in an intelligible manner how long each note must be held down
on its key, we employ the following methods:

(a) A different colourand form of the notes. for Ex:

White Notes. Bluck Notes.
I |
3 < i — —o—w—wi———, 1]
| 148 ] | 1 1 1 1 I P ] hutl o
& Tttt e——e

(b) By connecting one, two, three, or more black notes into groups,by means of one
or more thick bars, called tails, drawn across their stems.

e st
—

One tuil, 2 tuails. 3 tails. 4o tails.

$3. The white note without any stem is called a Semibreve, and it is held compara_
tively longer than any of the rest, as E

‘White notes with a thin stroke

are called Minims;

%)
1
[
1
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>
0
|
i
i L

N
N

41

and they are kept down only one half as long a time as

Qt

the semibreve, so that 2 minims are exactly as long as

on¢ Scemibreve. Ex:
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Blach notes standing alone o=

only onc half as long in duration as the Minim,
and consequently 4 crotchets are required to {{

make one Scmibreve.

Black notes with one tail ﬁ

oo P # o1 are culled Crofehetss they again are
B AR S | % 1
e —— —
JFF_‘ o =N ~
)—’L 1 I — "} \1
% ¥ L7 1 1 = ! !
for Ex: |
] : 4 I
m: 1' I} i ; : } I I ) P { |
[ (o] i ] jﬁ;’:ﬁ
-

the duration of the crotchet.
They are called Quavers, and consequently 2 quavers are played to one crotchet,
4 quavers to one minim, and 8 quavers to one semibreve. Ex:

LY

are to be held down only one half

/1 4 + 2 4 134 2 4 | [
— oo _T# it S S S 2
s =
| m L,2 '5,!! 2. . gF.g > o >
- ] { — e e I
A d ~ I' ]' If' I" 1] { 1 T r r H
x 2 11 I 3 F1+ |~
2+1+
Notes with two tails F e sy are called Semiquavers. They, as
P L

the name expresses, are only one half the duration of the Quaver; consequently 2 se-
miquavers go_to one quaver, 4 to one erotchet, 8 to one minim, and 16 to onec se.

mibreve.

Ex:

o

These again are only to be held down one half the duration of the semiquaver, as .
deed their name implies; consequently, 2 demisemiquavers make -one semiquaver; 4,
onc quaver; 8, one crotchet; 16, one minim; and 32, one semibreve. Ex:

E

343 43
V_ILIY PRy 3.%,+131+ ,
> S S p—— 2
N U gl Yl N 0 o Y PN o oo
: Pl P Wl B Y O
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Notes with four tails

oy
only one-half the duration of the demisemiquaver; and according to this =ame ratio all the

remaining species of notes are subdivided and proportioned.
The following Table will give the Pupil a better insightasto these.proportions.

TABLE OF THE VALUES

and Subdivisions of the different kinds of Notes.

Semibreve -
contains
- . [
2 Minims } I
1 T
or
4 Crotchets

TN
M
N

or

8 Quuvet's —

or 16 Secmi

quuvers.

uvr 32 Denii

semiquuvers

or 64 Semi

d¢emisemi |

quavers.

From this Table we see, that the different velocities of the notes are by this means
(‘apfﬂ)lc of being expressed in the clearest and most varied manner; and that the du.
f‘atlon or holding down of each single note,is to be found out and determined accord.
ing to its proportion to the rest, as well by the eye as by the ear.
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Parricurar RULES.

$ 1. When one quaver, semijuaver. &e. stands alone, their individual duration is expressed
W tae following' manner.

- :—3—_—_—_,'3 l:F C_F__+_ r—jr— >

¢ .
Quavers, Seniquiavers, Demisemiquavers.

Sr 'mi demisemiquavers.

55. When two or more notes stand over one another, as in double notes and Chords, and
must therefore be struck together, they have nevertheless only the duration of a single
note. Ex:

7 &

£
—
\ .

Sdmibreve. 2 Minims. 4« Crotchets. 8 Quuvers.

Se. “'hcu‘ several quick notes are to be played to one long note; the latter is naturally
struck with the first of the shorter notes, and the others follow in succession. Ex:

: 4 3
+. 1 S ~_» 2 S
' T

.

1]

)~

T 1 T 4
! — ]
t

L
| 4
1 L3 H A
Y, : 1 B ! : H
' H . ' ’

' H ! H i
! E? . y e - : — [ T i
" — = : _A—El
+ | | 1
I4. P Q __ r + 1 o

§ 7. Every mnote,or rather the key which it represents, must be flrmly held down till the
next note follows.

Thus for Ex: in the last of the above examples,the first semibreve, the C in the right
hand, must be held down till the fellowing minim, the E in the same hand,is to be struck.
58.When notes of unequal and dissimilar values follow one another, the Player must gather
from their forms and the number of the thick strokes or tails drawn through their stems,
to what species of notes they belong. and in what proportion they are to be played,
whether quick or slow.

zaszs 3

- . 21,2,12
,_.V_a_v_a____l_#:]d:ﬁ

4+ + 24 1

o

v

1
>
d
F
I
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ELJS
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N
il
N

In this example,the first three notes in the right hand have in the aggregate exact_
ly the same value, as the first minim in the bass; and the first erotchet,the G, is to
be held twice as long as either of the following two quavers. The following' erotchet, the
upper G, forms together with the 4 subsequent semiquavers, again the worth of the, 24
mlmm in the left hand. This is ever y where the case, as there must never be any defi-
cie ncy in the above described values of the notes.

S9. In the state of perfection to which music-engraving has now arrived, the mnotes
are so cxactly placed over one another, that generally speaking, we have no difficulty
in discovering which of them in the two hands are to be played together.
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But even when. as in written music, the notes are, through carelessness, not correctly pla-

ced in one of the hands, the player can and must learn to find from their values the pro-
per mode of dlstrlbutmg' them.

We shall here give an example in which the notes are intentionally placed incorreectly
with regard to each other.

4
4 + 3 4 o %
_ 2 1 2 3 B E 1 123 2) 314 % 4
e T e e rey £ b e
| 7410 B WA 7 f 1 L—ith— 1 1
S SSta gt ees = £ =
I _{_—gf"—‘*—
. | 1 1 {
2 ; z e T — 51—
= Y . - c ——
= 21+21+1 + % 431+ 4 2+4e+ I 2+ 1 o4 %
% 4

Here, at the very beginning;the first four semiquavers in the left hznd must be given to
the crotchet in the right; the 4 following' semiquavers, to the 2 quavers; the following 8
semiquavers in the right hand must be distributed between the 2 crotchets below; and in
like manner must the remaining bars be analysed and played.

Remark. Every Teacher knows, how long a time it takes to impress most Pupils with
a correct idea of the subdivision of the notes. One of the best modes of doing this,is for
the Teacher to occasionally bring with him a few lines of musjc, in which the notes are
on purpose incorrectly distributed,in the manner shewn above; so that the Pupil may, at
first by word of mouth, and then on the keys, decjpher them correctly. In a few weeks
he will in this way be taught to attend precisely to the form and value of every note,
instead of, as frequently occurs, mechanically playing by ear, without heing in a situa.
tion to explain the subject clearly.

$ 10. From this period, the Pupil must begin to practise all the earlier exercises with
both hands together, as he must himself in each week endeavour to learn to play at
least 8 of them in a correct and conmected manner.

CONTINUATION OF THE 9h LESson;

ON TRIPLETS.

$11. We have already seen, that every slow species of note contains 2 quicker ones,
which are known by an additional thick oblique stroke, or tail, drawn through their
stems.

In each species of note, however, these two quicker notes, may be changed and encrea.
sed to three, which in this case must occupy exactly the same time as the two form.
er notes, and which therefore must naturally be played somewhat quicker than they.

These are called Triplets, and they are generally recognised by their being grouped
in 8’ or 6’s; very frequently also, the number “3> or 6> is placed over them, to

distinguish them from the usual description of notes, having the. same number of
tails. For Ex:

4 Quuvers of the usuul sort. Triplets of Quavers.
103 e
3 2o 3 37 TN > $ |
L 7, " e 1S P e S —
e O . 0 D 3 0 4 O O B O Y I O 53
.J T t T T F 1
| — ) NN Y NJW !
1 +
e e . » - - > - 3 2P0 o
gEESE=ss s ——== alalalalreto _elo”
; " | i — vi‘
. . t ‘ T 1 i J:_.‘ﬂ
1 +

Common Quavers.
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Triplets of Semiquavers.

-

3
k1
- * M |
2 T 7 f—p— 18 O I —
Y —o———o—1 o1&
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1t Semiquavers (:—f the usual sort.
2 302 of of o 1 . £,
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Demisemiquavers as usual. SiXEs or double triplets of Demisemiquavers.

| |

&

—

—

=

!
I

NB _When the figure”6  stands over a group of notes, they are called sixes, or double triplets,

§12. In all these examples,we shall easily percieve how much quicker the Triplets ought
to he played, as the accompanying' notes in the other hand always remain the same.

§13. Triplets are sometimes formed of still longer species of notes, as crotchets,and
minims, and distributed in the same manner. Ex:

!

e P
8 & 3 9
< T a—S— 1N
ﬁm e ——
! !  —  — i - 1 1
J | AR i | ' | '
Usual notes. Triplots of Crotchets. Usuul Minims. Triplets of Minims.
0 (W) N ) oY
\ NV ) TS = oY Ha TS = (w) H—S—
i ‘]I \-i } | 1l \11 i i e

§$14.When notes of the common sort, are written against Triplets, so that 8 of the
onc are to be played against 2. of the other; beginners must, for a time at least, divide

them so, that the two common notes shall be struck to the first and third notes of
the triplet, so that the middle note of the triplet is played singly.
2 4 3y 2 4
I +3 — a4 3 — <
r=— —H—H D e |
J : | - A " bl A —_ el .4 i Al ol el
" : : : ' ; : 1 ) : : : : ' . | ) . A ' ' w' . X ! W
| : ! l| ' I ! : i ) ) r' : i | ' i ! 7 _' ' N S f
P s e S Y e e o e e e o . £
e e e e as s ==== i
But we must avoid playing triplets in an unequal and Py —f———!
hobling manner. Tt would, for Example be altogether —o e e
bad if we were to play the first bar of the preceding v ~
_——u o>

example:in the following manner.

It is bettertherefore to play the two common notes somewhat unequal,than to dis_
turb the equality of the Triplets.
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on the Subdivision of Notes.
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10" Fegson,

CONTINUATION OF THE RULES ON THE SUBDIVISION OF JN'OTES

Ox THE Dor.

§1. Cases often oceur in which we are obliged to protract the value or time of
holding down a note.

For this purpose we make use of the dot, which is always placed close beside
the note.

===
,.\J/ I ﬂ
$52. A dot of this kind protracts

the holding-down of the note by a quantity equal
to onc-half of its original value.

Consequently a minim with a dot is equal .to
(hree crotchets; a dotted crotchet to three quavers; a quaver with a dot to

three semiquavers, and the same with all other species of notes.
§ 3. When a dotted note of this kind occurs in one hand, the other hand may have
as many notes of all deseriptions as will collectively make up its value.
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Detted Minims. o
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Semiquavers with dots. 4

/) 3
& -

"--- . 1.-—1
) 1
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¥, 1 |

J
e e ee

§4. Such dotted notes are generally followed by notes of smaller value, which are na.
turally to be played quicker.

Ex: 3 P i 1

; + o - o +

EEEEEEEEECEEES ===
+ + 1 + )

e e e e i

AN : i {

Here, after each semiquaver, the next dotted quaver must follow immediately.

$5. When aguainst such unequal notes, one hand has to play-notes equal in point of
]cing-th, one of these latter falls to the dot, and the quick note is to be struck
alone.

4 3
2 - i
i _ _ . ., =
v \A \Jld |-A
r e B - s » e > o =
o= o e —]

§6. Two such dots are often added to a note.

EX: ﬁ — 1 { = L T — 1 H
A Y 72 Pr T 7.
l} v’

v
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The second dot lengthens the first dot by the

or duration. Conscquently a minim  with 2 dots is

with 2 dots is equal to

T semiquavers. &e.

addition

of one-half its value
as long as 7 quavers; a crotchet

1 1 I
' N + 3 .3 + o+
= = bt e
1 I )i D — —x]
. = s i —* — i T —— 7
" + + 4+ .+
! 1 2 -»- - o 39 .- & ;- >
L . P - - "_Ff B - »- _;‘ - -p-" -?r'- P oall
(e L e e e S —— o e v
H ! + n L M
e === ‘ — e
+ )
- + 3
4 4 * T % + ¥ +N 2 + 2 L N1
] 1; >~ .L‘ —F H
L] " * e ) y ) - — ‘L
Qf;, —+ —— am 1 ~ - —— )
o ' v [ 174 | KI
pa 1 : +2+ + .+ +l+
2] o L 1pim o e a1l L ato+ sole o & 5
)" ™ g P 1 & o Yol Y P . o~ | o
| 1 bl 1 r{i 4r l ‘ i = [ \4'
A — t | ! gﬁ Tt ]

The semiquavers, marked +, must be played after the bass, because that only
contains quavers. The same thing occurs in the following examples, in regard to
all the notes which follow the double dots.

4
2

+ 2 2 +
—i e OO0

1 [ I w1 1 N R S S | — et |74 ¢
Py i g 11 T v i —

+

R ; NS .. - | N . »
: 'p'_"r { o > ' N e
| = i = e = S = |

!'l _*__]jf = 17 | | - ]

[ A I R

{@J‘ =
e

$7. Sometimes the dot belonging to a note is not placed till after the bar-line, and
consequently it falls in the next bar; still, however, it is equal to the half of the notc
to which it is attached.

n

|

(#

]

|

Vo N n
~ 0 . ] T o LW
—_— - P ) 7 5 T ~
P .4 H | 1| o
J T | & ] <
|
A 1 o, Py v n =
miw D ~ . o [ | 1
| - : T | 1 { Il (W]
L I — P . P
1 T A -

ilere the minim in the right hand is continued into the next bar for the duration
ci a crotchet.
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EXAMPLES ON DOTTED NOTES.

»

Allegro assai.
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Allegretto. b
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§8. When Triplets are to be played against such passages of dotted notes, the note
which follows the dot must be played after the last note of the triplet.

3
1 ;P 3 - + 1
T —g 1 ]'Jl .f* i ET'J;';BI i
31+ - 4_ 1 + 3_1;
F—F » » -
% 1 ll_—|i 4 - I

This is the case only however in slow movements. In very quick times, the.note
which follows the dot must be played with the third note of the triplet.
2

Only we must play them quick and with spirit,so as not to.approach too near to
the manner spoken of in the 1#S of the 8™ lesson, when treating on Triplets.
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0.3
CONTINUATION of the 10 Lusorr,

O~ THE TIE OR BIw~ND.

§9. The Ties— or ~ form the second means used to protract the holding on of notes.
When between notes indicating' the self same key, such a tie is met with, the second

note is not to be struck, but to be held on according to its duration. Ex:
TN
/s ! ! I I <~ Ld { P2
7/ 1 1 I 7 i o AT ' | ~
Y, ' ‘ I 7 (SIS
§10..Such ties may be applied to protract a note or a chord throughout several bars.
4
i et =S S S—=—F——

$i1. We.must observe, however, that a tie of this sort has no longer the same significa-
tion, when the second note indicates another key on the instrument.

N

——
- r.2 TS 4 -
— " O 1SN
~ 128 1
I B i

o

T

Here, all the notes are to be struck.
§S12. Again when a curve line of this sort is drawn over two or more notes of differ

ent names, all of them are to be struck, and the curve line is no longer called a tic;
we shall explain its name and signification in this case in a subsequent page.

. o . — ‘ ~
— — —— oY  ———
- » T 1 et [ ~1 L}
: H 1 1 T 1 I )|
i/ 1 I T Al i 1 1 T ] I
] ] . — ] :

§13.. When ties occur between two chords, and that in the second chord one or more
notes are changed; only the changed notes are to be struck, and all the rest, which were in

the first chord, are to be held on. 4 4 4
4 3 4 % 4 3 3 1 1 2
1 1 2 3 2 2 ed kS + + ¥ 3 2
+ + B + l [ "'1 +
(o )id a» (= St L) E
Y X0 ~ N
< ~7 L= A A hod
Py + + SN——"
5 01 12 9+ F o3 P 13 i g
< N 3
4 3 b 2 —% - éi - 49 <o 34 g
~C (@ (- ~ S [ - N Y [ [« . I'n
i ) [ N (% s N — [ | &
(\ ~— ~ [ {

$ 14. When, however, the same chords follow in another position, we must strike all the

notes together, notwithstanding the tie4s that may oceur. 4 % 4
2 + ) 2 1 2 1
1 1 1
2 1 i + 4 Hoe 2t + + S .
1 = 3 b 24 3 ~ L ! -
1 £4D) = — s P A=S ot > 7 ¥ 7 m— \\"
A7 4 =y ¥ Pt ~ [t Id ;:) \‘ 1l

Here follow some Exercises on these ties.
Sluz.
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H” Lessgon.

CONTINUATION of the CHARACTERS relating to the Subdivion of NOTES.

O~ RESTS.

S1. The characters hitherto described, have all been invented for the purpose of indica.
ting the precise time of holding' down a key,in proceeding from one note to another.
S2. But in playing;, it often occurs that one or other hand, and sometimes both, must
be taken off the keys for a short time, without however any intentional interruption
of therhythmic flow or equality of measure. These cessations in playing are called
Rests, and certain characters have been invented, during which for a given time no
key is to be held down.

§3. For each species of note there is an equivalent rest, which has the same duration
as would the note itself.

Semibreve  Minim Crotchet Quuver Semiquaver Demisemiquaver Semi-demisemiquaver
Rest. rest, rest, rest. rest. rest. rest.
lest lasts - - jo _OX " e > ~ ot - }
as long : - ! 4 > = 1
I
as - <y y - !
( , R .~ —e——
1 T z 73 172 1l
¥ 4 I 7 (72
§4. The semibreve rest a good deal resembles the minim rest; Semibreve  Minim
rest. rest.

it is however distinguished from it, by its standing under-a line,
and pointing downwards; while the minim rest stands on a line,
and points upwards.
§5. A dot or double dot added to a rest, protracts its duration in exactly the same
proportion as with the notes themselves.

=

|

™ 0

T

~] .
l

= )
T

is equal to

equal to

eﬁual to

is equal to

equal to

equal to

3 Crotchets. 3 Quuvers. 3 Semiquavers. 7 Quavers. 7 Scmiquavers. 7 Demisemiquuvers.

S6. The exact observance of the rests is_of great importance to the Pupil; and he
must, from the first,be made to attend strictly to them.

For, as the rule. says, that each note must be held down till the following one is
actually struck, the rests are particularly useful to indicate where this rule does mnot
apply, and where consequently a key is to be quitted some definite period sooncr.

1 P4 3 3

= y

Hcre each key must be strictly kept down till the following one is struck.

1.4

N
=
I
|

A. Y
X

1 HP»

o

N
1 =
>  — 1 > SR o — < 0 )
B. 1 1 f mi i f. 1 1 H
) |

. i .

J f I

Here each key must be quitted sooner than before, by the "4 of the value of the note-

in the former example; that is, by one quaver; so that between these 7 motes th‘ore

i~ no absolute connection, although each key is kept down for a certain time;
since the dot protracts the sound in proportion to its value.

410
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Here each note is exactly equal to one half the length of those in the first example,
at «. During the other half, no sound must be heard.

|

% ——* o ——S S —T——11  ——
] )i Le I 1
'Y V v |74 !
Here the notes are to be struck rather short.
. N
— &v N e =
e e et i o 7 B e~ B e
‘ i P T 1 - T
J [ d 173 14

Hcre, at last, they must be very smartly detached.

The Pupil must also remark, that the measure in which the notes follow one an.
other, is one and the same in all the 5 examples; for the duration of the minims at a
is every where exactly compensated -by the rests.

The difference is made by detaching them more, or less from each other.

Remark. It-sometimes occurs that what both hands have to play is written on only one
stave, while the other one remains quite empty. The Pupil can generally percieve that
he must use both. hands, from the circumstance, that in the other stave no rests are
to be found, and that the passage is in several parts. Ex:

3 % 3 3
1 g" 1] i %
- - - . ‘= T = - % 4H
’p > :f ‘f 15 Q 5 =] 4
= = 1 + +
o * 3 é ‘[
Q 4 3+ ’ r ;— 44+ 1+1% 3 J r‘ l""'i"
G 3 4."" A - — >y _ | S o Er T
T T I;i'[: 5 I" il F- If“ {‘ {"
- = %
+2+3% + 3
4+ 1 3+3+t 4+ ]: 'f"

We see that here all the quavers are to be played by the left hand, and that even in
the 2 last bars both hands must be employed.

CONTINUATION or tur ILI" LESSOMN.

ON SYNCOPATION, and on PASSAGES in SEVERAL PARTS.

§7. By the appellation of Syncopated motes, is to be understood what follows:

‘When the next example is to be played: u

4 ¢ 2 3
+ & 2 + + —j ‘r.é-ﬁ-; Py + 4+ +
9" A i 1 ."r.l ‘llidl —F +
O — 11— T — e e e e r‘ﬂ
. N w v L4 v v
d ~— ~— ~— ~— — |l
1 3
¢ 1
: 2 1 % +
- 2 i 4 _
- - il
s =" —s—3 : B

l

l

l

o

L Y

we perceive that acecording' to the doctrine of the tie .
on a note held down or tied, not struck; and that ‘the nete which speaks, is to be

struck after the former. '
As however this notation would be too formal and diffuse, a more convenient one
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Las been invented for the purpose: and thus the preced ng example may be written

following' manner.

Preceding' Example in Syncopated Notes.

A

N

97

in th

I
>

Here, in the right hand erotchets occur as well as in the bass: but since at the

o) N N 4 Py N N N
7 & NTINt—® = i Y NT—I
A v —~— 1 f r. i I — I o I I A ol 1 T re =
1 \o— 1 1 f o T g 1 1 p=, —— 1 ] = - N f
(&5 L I I 1O f 1 L & 1 I L 4 L4 -
'Y, ! - l I I .
s - =
Ot & 5 5 7z ¢ ¢ - ——]
— - 4 < -
i' IF )

ouiset

there appears a quaver rest, each upper crotchet must, as it were, be bdisected,(or Syn_
copated), and at the second half of each of them the bass must be struck,so as to pre.
serve its regular and equal progression. At the end of each bar there occurs a quaver,
which is united to the following' quaver by a bind or tie, because the duration of any one
note should not extend beyond the bar-line.

§8. Syncopation may take place with every species of note.

A + 3 “: ﬂﬁ 3 + 2 +,
P 1 ___H
C——— % F————=* =< = S = i
Syncopations - =+ ” & = ﬁl t 1T =
a L 1
o/ < ~— +
. . + 1 1 .
with Minims. i 4 3 1 <r S # .g. a 3
1SR = ! — e e — ,
L SN~ T ' I 1 I T
N 1 T
j I
+

Syncopatiuns
with

.Quavers.

Syncoputions

i

with

Semiquavers.

‘We have already given an example of Syncopated crotchets.
ON PASSAGES IN SEVERAL PARTS.

L

1
2

So. If we play the following passage with both hands;

- 3 2
Right Hand. 4 3 2 + 1 + ]
= 3 1 2' ,I = | | J /\____. ' e
—r— - F— * t_.g_br > (S 2
L = () y J Z . heatl P
3l n] 1] 7 A l' ! ‘ —
? +
Left 3Hand . o 1 3 1 1

we “shall perceive that each hand proceeds regularly with its own part.
But this passage may also be correctly played by onc hand, while the other
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plays an accompaninwnt to 1t.

+ 1 2 4 3 o 1 2 + ] * 3 2
1 oy ~ 1 1 d |
—J*—‘Lf——é‘—"j' é » = = =
LY TS —‘"Cl ~ — e — ! : .
S [ ! ! T [ ' !
Q2 1 — 2 3 Py 2 ;
Y 3 N ~
w‘ —_——pb——+ = =
, i 1 i ' T f f i

The right hand here plays in two parts, and it must distribute these two parts with
regard to each other, as if each of them stood in a separate stave. The upperpart con.
1 23 4,

taios + crotchets, or at least the value of them, namcly %{é;the under part

contains the same, namely =

=;and “sinee hoth partsdare to he played at the

same tine, they both together last no longer than the simple bass -part, which also
contains the value of 4 crotchets.

§16. Double notes of this sort are known from the circumstance, that the higher notes
ar¢ arranged with their stems drawn upwards, and the lower notes with their stems
drawn downwards.

§11. A single note has often a double stem, upwards and downwards, by which means,
although it indicates only one key, it is considered as being in two parts, and there-

fure contains a double value. Ex:

4 41 i oz2+2 ;3
31 +1 41 +1 4 + i 4 -
I.lt‘ft [ I j jj i l b
S SR i s '
fland. — = S ~ ~ -

4 +2%* + t20

'S
A
[ O
o |
[N
% |
% *
1

In these cases, the first note of each group of notes, whether quaver or semi.

quaver, is,by means of its stem drawn upwards, played as quick as all following
notes of the same value; but this first note is also to be considered as a minim,
crotchet, &e: as the case may be, on account of its other stem; and -to be firmly
held down for that duration,while the other notes of the group are played.

When a dot is placed by the side of any such note, it applies to it only in its
nature as a note held on, and has therefore no influence on the equality of the
yuicker notes.

When the notes are written twice, as at the passages marked x,they are,however,
only to be struck once. Hence, for example, the two first bars of the preceding Ex_

—,-_--—-- R
— ?

 SC— —.-—_-— N M —

AMPLE are, as to distribution, played exactly thus === e =

only that the lowest note is always to be held down during the playmg' of the
next three quavers.
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$12. Similar passages frequently occur in the right hand. Ex:

4
4 1

3 + 1 ¥ 11 3 H

o) 4 -{ N ! ‘rf. : — | —— 1 + -

Rizht hand. 5= s+ ey =
19 At e S S S T i S

. i |
]

Here, and in all similar cases, the slower of the double notes must be kept down its
full time, while the quicker notes must be procceded with in uninterrupted smoothness
and equality.

§13. From all this, the Pupil will again observe, that the holding on of the keys is clearly
indicated by the notes, and that therefore the fingers must never be allowed to lic .on
the keys beyond the prescribed time, and according to mere caprice.

Remark. Sometimes, both in engraved and manuseript music, the semibreve,er also the
minim, is placed in the middle of the bar, ‘instead of at its commencement; the Player
must not however be led astray by this, for the semibreve or minim must always in these
cases be struck at the wvery beginning of the bar. Ex:

3 2] 2 4 3 2

o) 3 | s 3 4
o i - S
e
mlﬁa— > P =~
JJ [P R P + T i ¥
1+ 1+ 1 +
. MV ) Y 1]
> ) — =~ — & T . et ||
HEn )
i

\- 3 Ji

Hence, in the I8t bar the C semibreves must in both hands be played exactly together
with the first G in the right hand, and with the first E in the left;and be held down
during the remaining crotchets, and the same in all similar cases.

S1a. Further rules on passages in several parts will be given in their proper place in
the subsequent pages.

CONTINUATION or the 10 LEsson.

O~ THE pisTRIBUTION oF NoTEs arising from unlike rhythmic subdivisions.

§.la. In the St.h LEssoN, 11, we have already shewn how the Pupil is to play triplets a_
gainst notes of equal length, arising from the usual mode of ~ubdividing the notes.

Rl
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516, When however he is more advanced, he must try to play such passages in each
band with the most perfeet equality, as if the other hand were not there.

The best help for this purpose,is for the Pupil to first practise each hand separately*’
so long, that the fingers and the ear shall have become so used to a perfect equality
of . the notes, as hardly to have the power of playing them otherwise. For Ex.

Alleg'ro moderato. , 2 3 _‘:_ 3 0, .
g = £ . ] t e 3 4 , o+ =2 2 + + +  +
; —, qﬂ{%m:ﬁ
- T I m—— F— — T, ——
:n 1 + .: : : . Q + H H '
o _o @ _ o
fl _i I - IF . 1] fT' % P 1 H 1
I ey = =
4
; 3
1+ 12, e D2 4 4 12 4 503 2
o — #;&gi
1 ] 1 1 Il 1 1 L )| 1
— T T 1 1 I
E ' : - - H --!': --e- o -\L
.—_-—L H } 1 l:r ;‘l' I;I' I;
- l T N } 1
@
4 L1
+ 1 3 o 3 1 - -
: } i f—— i I} } —f* Ca @~ ”
*ﬁﬁ—)—*—. ‘J@— . A . > >
i of n 5 : P L
e s : s
o o dl’ :Jr o —— 1 I
v - - (— | —
T - ) I —‘1 I —q ﬂ
P S i —— s Ca
-"+ : 1 3
+ . + 2
2 2 .
4 4 % - =z f.
: 2 P o _ﬁ o o2
w ! S —i i f 1 f - T._
e —— e —
4
4 3 4
+ 1 1 1
A sl s S e B o * ‘o |
o T ] o - I 1 1
el I w w w % o ]7 = H
- o b L
L 4 L4
H + 4
2 1 3 v 1 + 1 + 1 2 3 4 3 1 f‘ \
e e RE i ma e
] < s S i s S — ‘Cf_ﬁ ——1
kel ey l— == — w

The notes distinguished by the line of dots are to be struck together in both hands.
The other notes follow .with perfect equality, as well with respect to the ordinary qua
vers.as to the Triplets; without our hestowing any thought as to the distribution of

them.
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$17. The same means must be employed, when the Pupil has to distribute 4 notes

V{7)|

to

a triplet.
For this purpoese the following excrcise must be diligently practise(l. 434
4 . 4 242 3 3,
123 %  +1zt + 2714+ Ny~  + 1 -
- 0 = o
] . ot ¢ ¥
- : 5 ) - --
:. 1 + : + 1 +
- - 3 L2 —————
et ., 2 =
{ | | Il )| 1 1 I s 1 1 1
I = — i } -
14
+ 4 +134-
(‘!’4'&’"': g g e oo 5o
: 431 +13
1+ ‘3 1#1 3 » o
v ¢ 0 | O ;T — T o}
]_J = v —1 1 =
~ [l harstmms—— |
2424
. riied 1313 42,4 439, tHt+++
o o 0 0 o0 o & ] .T 2
HE - A, » W £ | 3 N .l 4 o-H -
Y == e ~ N =
a1+ + +1+ 4+2+
a5 ?&H_ - > el B | 3 — % o
- ] i 1 & - # R X | B || er??r %Il'llj
g - s> B =

§18. When the Beginner endeavours to study and practise
such passages for the first time, he may naturally be allowed
to adopt some such distribution as this: Ex:

For it is much more difficult to play such passages slow than quick.
As soon however as he thoroughly knows the notes and the fingering of them, he must
practise them in the manner explained ahove. For this mode of distribution. is merely - a
thing' of custom; and it would be equally useless and difficult,to try to teach such pas.

sagies to a Pupil by any computation of the value of the notes.
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Remarks on Examples 46 and 47.
When the fingering is indicated to tied notes, the note so“tied is not to be struck again,

but the {inger must remain held down.

Allegretto.
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ON THE DIFFRERENT SPECIES OF TiruwE.

fl. Every plcce of music, as the Pupil already knows, is divided into b&ars, which cir
cumgtance is indicated by the bar-lines drawn downwards through each stave; each oY
these bars, whether it contains few or many notes, must last exactly as long as every

other. |
§2. Any number of notes of equal value, may be grouped and divided in the two fol
lowing manners. 1 o g a 1 2 3 4 l; 2 8 a4 1 2 3 a
il + + ) ) 1 .
Always as a group of ?}’: e o — J 1 ;r:;r 7 e e i i it i
4 crotchets, for Ex. J 44 dd AL
And therefore into an even number;or
a1l 2 3 1 2 38 1 2 38 1 2 3
- w » + 3 { T N
Always as a group of ;j}; ! } ‘}r i _,{ —— = I._EH
3 crotchets, for Ex. v o 2 —o —» ] ——

And therefore into an odd number.

$3. In music there are different kinds of time, represented hy even,by odd, and by
compound numbers, and which are respectively termed Common, Triple, and Compound
Times.

S4.. Immediately at the beginning of each piece of music, and dllen’d} after the clef
and sigmature, are placed the characters which denote the species of time.

The followmg' Times are those usually met with in modern music, and they are ex.

pressed by the characters here given. \
2
C o ¢ 1
4. Common Tines. a whole bar, .
4 ril Two crotchet -time.
or % time. I
!
3 3
B. Triple Times. 4, 8
Three crotchet time. |Three quaver time. |
6 ' 9 | 12
c. Compound Times. 8 ' ! 8 8
6 quaver timel ‘9 quaver time. 12 quaver time. |

§$5. The names sufficiently shew, how many parts (whether quavers or crotchets) are
contained in each of these bars.

FULLER EXPLANATION OF ALL THE SPECIES OF TIMES.

$6.4. An entire bar (its character is C or ¢)
It contains 4 ecrotchets, or at least so many notes of various lengths,as will exactly muke

up the value of 4 crotchets. A semibreve will fill up the whole bar.
3 &+ 4 214

# + 2 + 2 3 ;
& oo e
VD WY -
. 2 el A S S D S O o O O O s I I
Example X C= " ]' i f F=1 - ——1 -+ i y ..
. = = ' [4
of the > S
X s = S— e o—_—" ;
Species. g2 = jg—ﬂ— ~ - R < . e B |
I T & Al
[ L | v rol

NB. In the last bars,it will be perceived that when but a few notes occur:and that
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these are to be played short, the remainder of the time is filled up’by other characters
because each bar must contain its 4 crotchets in duration.
This contains only onc half of the preceding:

called Rests,

B. Two-crotchet time (denoted by %)

time, and a minim completely fills up the bar.

525 0 o 3 o - 3 2
e B3R 2B RT e Theyis . 33,02
S ; ] 3 !
Ex: of \HDZ, e e N i
o T 1 iy — — >
& P —P ‘- q -g. -g- -g- N
time. @%—ML ﬂ: T T [ ~ [ -~ M] >
N 1 T U ra 1 - T T |
14 lI 1| { ” l',

C. Three-crotchet time ('Z,.) contains 8 crotchets; and to

note, we must employ a dotted minim.

4 4 4 4
¢ 3 3 3
2 £ 2. ] +43 43 #9214 1 2 N |
o = - e
. 4 S o o o o T T T T
Ex-: of Zp 11 ] ol D 0 I I i - 19
; + LI | +&_] 1 L -_—
. 1 l
+ =g 4‘% — "‘H 1 i 2 T ]
time. f®O—¢ ! — I T i o o T c— S— — T T ﬁtﬂ
\ PR, I U | i ' [ 7 L 1 f I N
ZH 1 72 172 7 1 Vg T

D. Three-qguaver time, (2)

contains only 8 quavers; and a dotted crotchet fills up

the bar.
4 42
2 P
FYOU N S S e
‘i'}\u‘l I o T - - e
150 B4 O | 1 1 1 I 1 T T T T
Ex:of \FF ' e — 7 -
+ +
3 l o y ] 7] 1 2
3 = 4 y - -
8 2 ,gﬁ g#T‘ ng — 4 - - .f'_ .5 5 4
N —‘——Q—‘,\... f 1 + Fa— T - - T —1— 1S
time. LYN) A2d ; T i — | o e ; T C— o ..,1
- i 1 } | !V : L ;[ 1 T

E. Six-quaver time

(8)

4
3 3 Q2 Q Q
H 4 + 1 +# 3 3
> ] & ##?-"*- -ﬁ # T - .
Ex:of : —— ot | ! =" =
i 1 "4l |~ »
= s — ; = -9
< - ] 4 i fr’f
— m— —y
4+ 3, 4 3
1 Lol 2 3 03
# FFLee22 1 43 1 e N
T 1 & ¥ N i I
tEee e, e
— ] - 4 Z bl
"'N.,.
l{]i: 1 T 3 L 4 .
o ~ N NT T
[ > e i -~ [ | I S | | -Mﬂg:n
1 1] 1 1 1 I le 1 |l & 1 1
7 > Lo

MN3. We rnust not confound this time with § time, though both contain 6 quavers, and
raay he filled up by a dotted mzmm, for ln 4 time the quavers are distributed into
three parts or groups, viz:

parts orgroups, viz.

A

. -*--,so thdt ¢ time is always divided into 2 equal

—J

anl in g time, on the contrary, into

two



j(a’b,’ﬁ
. - . . D4 . . . . . . . ‘
halves, and it is thercfore much more like 3 time; while i time is always subdivided

into 8 equal parts. For Ex.

3
+ + <2 + 1 1 3 1 -+ 3 o 1
r 5N prmm— P i i A ey S e +— i  —
"0 — P 1 I > £ & - T !
K o969 -—o t —F :
QJ + » hﬁ "‘; +
5 E - S - S 1 s 1 . L E
| D b 0] K . - . r J i ? | |
D 3 =1 ] - N T T H
. i ©) 1] i 1 1 1 H M [l 1
o S— I I ) —— T
2+ 1 31 4 3
+ 3
ey ey [ | -~ Q 2 1 2 ]%—
D’ A R4 1 1 1 1 4111 ] fad & - &- + 1
Jr“‘ — I 1 11 I :L )i - -4 4 4 |
The same J—f—9 ¢ 0+ o aa e —ﬂ o #—‘i >,
. .} -  Sem—
assage in l-i
basse 2 2 £ % £ S
3 time. D -4 e > " :
4, . Lo 1 [y It - T
4 4 I ! 1 1 1 1 ] o
E= 7] 1 1 1 } T 1 L | — x’

Here we see, that although the right hand in both times remains very ncarly the
same, yet the difference arising from the variation in the groupings of the notes is

so considerable, that we appear to listen to quite another idea.
F. Nine-quaver time (2) contains 9 quavers, which are distributed into groups of

s, by which it resembles’ 3 time. Since there is no single note which contains 9
_quavers,the single sound by which this time may be filled up inust =
be written thus: —e—

+
/B—— | 1 -
o —— ]
Example of \FKH—8& i T *
d Dl i | !
g time. L L P v e
r— § S— - — 9 P o B Pt
Cy Ao o e e s
P Y— i o T
-8 ! — T
4 3 1
< o e 4 Tt 2 12 X3 1 2
[/Tb V‘ : ; -%1 £ V; % } ‘ .Ir } f\ ' I e
b i Y. o I | 1 T 1 "
'y — S b E— hd -~ T ma—
1 e b e, %
ot . % S :
., |
S — =g e e e e
= ~

Q.
G. Twelrve-quaver time (lé') contains 12 quavers, which are distributed into 4 equal
parts or groups. It is filled up by a dotted semibreve, and to the ear resembles 4 crotch
et time.

0 31 + 2 1
19 o
E S ) v > T o
Example of \P—8 — —— e —
L p Py, A= 4 1 T I n +
y 4
Q . - - 1 4 &=
12 time. . : 1+ T O . ,
0 >y - — > ! !
s ‘ I ! i o = 1 i h_l — Ir ___;_Z_
. | = = e
2 3 2 3 4+ 3
L rd 4 124 2 1 +
_ 2 o 12 2 _+ @ —
Y +"N =) o) -1 ? 4 T 1 ' D l
)2 1 i T 1o Y P 1 !
~F [t T T S —* [ | — T I
J ' _ NS - I
f»
. f g = . -
or— 51 I. ~ = =1 - - T [ Jll
N~ } 1} ]l 1 Il 1 } - T Ml T 1 H

sl



il:)
¢7. There are some other species of time, which however arc now hut seldom uscd.

These are:
4.3 Time, which contains 3 minims, and is in principle merely a douhled Z time,
like which it is divided into 3 parts.

For Example.

3 23 ? 3 3-12
0 21+ 1o, 2+ 290l gl ¥ ! [ .
3 o V'3
e e e T S S e e e lhﬁﬁiw—r—%f—-__—%g
Sy o1 i H [ w—— ! T s
— ' = ~— >
Py ST t t
+
1
o | 3 3 ~ =g - 3 + 4 11, .
T e S B e e e e e |
Pe o) | I o A | T 1 1 I {
P — —t—g
B. 6 Time. A doubled § time, and divisible into 2 parts.
Example. 3 4
1 2 2 1 2
. 4 , | +| e o & pA
& PEY __,____% ol 4 4 -4 -
H——= #- s —
)y —= o = o - - ;
o
4 1 + . 2
Ne 7 = 3 [ ) Q} \3, L]
e = . ,
o 1 %
rlE, T, . ; f
e e
”

k
i |

() 4,

14

i
[
¢

c. and, lastly, ﬁ time, which exactly contains the half of i time.
For Example.

4 4

2 1 o 21 + 3 2 1 + 2 1
x — ® T i o * r ]
F8— { 1 — o —— { ' i
J 2 T ‘ mr— — 1
1 2 -

P - P ) - + > >

(;) D 5 MRS ] ] I —l

g 1) 1 L [ | Le >~ 1 |

;X'/ﬁ{‘\ 1 1 V- T T T

§8. The character for Common or four- crotchet time is sometimes. distin.
guished by a transverse line thus (]): it is then called Alla breve, and it in.
dicates that we must play the whole piece as quick again, as we should do if
the time was indicated only by C.

59. It is uncommonly useful in practice to often cause the Pupil to guess the

speeies of time, from inspecting the single bars of any musical piece.
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CIES of TIME in USE.

ExXAMPLES on all the SPE
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.Hle‘g'retto.

Ancient species of Time containing 2 Semibreves or 4 Minims.
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1I8 13" Peggon.

ON KEEPING EXACT TIME IN EACH BAR, and on preserving the same
degree of movement throughout a musical piece.

S1. By keeping time in every bar, it is to be understood:

15t that each note must be held down according -to its valuc;

2!Y that the notes shall be correctly distributed, and struck at the proper time;

8!Y that each bar shall last as long as the others; and

4lY lastly, that the player shall never stumble, come to-a stand still,nor hold down
the keys merely according to his caprice.

S2.. By preserving the same degree of movement; on the contrary,is to be understood
that the rhythmic flow or movement in which a piece is begun, whether quick or slow,
shall be strictly kept up during the whole of that piece; and that, consequently, we must
not from mere whim, accellerate the movement of a piece which begins in a slow time,
and thus cause it to finish in a quicker time; nor in the course of a quick piece,
must we slacken the degree of movement so as to finish slower than we began.

$8. To accustom the Pupil to keeping correct time from bar to bar, we may em_
ploy the following means:

4. As soon as the Pupil is able to read any little piece without hesitation,or play_
ing wrong notes, the Teacher must not only count the time aloud in its smallest di_.
visions, (‘as crotchets, quavers, and in slow movements even semiquavers,)but also mark
these divisions distincetly and audibly with a pencil, pen, or other small substance.

This beatmg- of the bar has the preference over counting both in respect to preci.
sion and conciseness; and also the advantage,that the Teacher can at the same time
indicate all the changes in expression as they occur. This plan must be pursued du.
ring the whole time spent in_elementary instructions, and continued even to the high_

est degree of the pupils attainment.

B. At first, the pupil will find great advantage in counting' aloud himself; particularly in
those passages in which many long notes or rests occur. For Example in -2 crotchet
time.

Moderately slow. (Andante) 4 3 o 2 3
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When g time is to be played in a quicker degree of movement.we must divide the
bar into only two parts, and count 1, 2. Example.

Molto Allegro. (very q,f;”(']") 3 2 % 3 o
pas) P o g 2 oy o + o o 1 +
—O- T = - o O S ‘ el — 3
7Y i o ‘ 0 R A i 1 >
SEVAN ) T E L—" {" ! 1 11 I 11 7 I i
2 ) P> ‘ e l' P73 1 <
1 2 1 2 1 1 2 1 2 1 2 P ~
. £ =
) : > o [ o 9 O & -~ [ = %#MM ] - & e @ Jy
\ =Y i N S S I, 4 i I i - i 1% :
r —F 7 -
v v v L d

(o4 . . . -
In 3 time, if quick, we must count 2 crotchets, and if slow, 4 quavers.
In very slow movements in 3 time, we must count 6 quavers.
In Alla breve time, it is usual to count only 2 minims in a bar. Ex:

%
. &
3 1
+la". 21 0 +1 3 + 121 +234 - — S Q
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) IT_IIjgllL - f: o 1 S e : X <1
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] T 1 1 11 L]
I I 1 P o
[ — (LRSS S e
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When the Pupil himself counts the time, the great difficulty is to accustom him to
do so correctly and equally. For when the counting is uncqual and uncertain, it is more
injurious than beneficial. For this reason the counting and beating of the bar by the
Teacher is always the best.

¢. It is also very useful for the Pupil to occasionally study Duets for 4 hands to he
played with the Teacher; in which case he must learn not only the Primo, but also
the Secondo part. If, when a little advanced, he has an opportunity of now and then
playing pieces with an accompaniment for a Violin or Flute, he will by this means im_
prove rapidly in keeping time with steadiness.

D. *Maelzel's Metronome is one of the most useful means to learn to keep time;
farther on we shall speak more at length on this subject.

E. Lastly, the Pupil must learn to beat time himself, while the Teacher plays some
picce adapted for this purpose. Previous to this, however, the following rules and.
principles must be well explained to him.

CONTINUATION of the I3 LEssON

ON THE ACCENTED AND UNACCENTED PARTS OF THE BAR;
AND ON BEATING TIME.

S4. The parts of the bars, (as crotchets in i time) are divided into accented or
strong’, and wunaccented or weak times,:and for the following reasons.

$5. Although in the same piece all crotchets are equal in point of duration, yet
our feelings and musical ear cause us to lay a peculiar stress or weight (called Ac.
cent) on the first crotchet in each bar; and therefore this is called a strong or ac.
cented time; in beating time this part is indicated by the falling of the hand.

* These very useful Instruments with all the modern improvements are imported ohly by R.Cocas & CV
svle Agents for MY MAKLZEL. Price with the Bell (fur marking the first beut in each bu 2. 12. 6. do wi’k
out the Bell 36/.
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§ 6. The sccond crotehet, which appears less important or weighty to the car, fis
therefore wnaccented or weak; the third is again accented, and the fourth wunaccented.
Even in counting time, we involuntarily lay a stress on the first and third numbers;
as one, two, three, four; one, two, three, four.

§7. In beating time by the hand, the right hand marks the beginning of the bar
by striking on some firm substance, and then proceeds to indicate the other parts
of the bar by smart and vigorous movements, and not by such as arc doubtful or un.
dulating; thus it proceeds at the 2! crotchet upwards on the left, at the third hori.
zontally to the right, and at the 4t crotchet again upwards somewhat to the left as
shewn in the following figure.
4t Crotchet.

24 Crotehet. 34 Crotehet.

18t Crotchet or fall of the hand.
§$8. These movements of the hand must be so directed,that at the beginning of each
crotchet the hand shall exactly arrive at the extreme points indicated by o. Ex.

Allegretto.
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This marking of the 4 crotchets would naturally remain the same, even if this cxample were
altered so as to contain ‘many quicker notes, and those too of various lengths. Ex.

Allegretto.
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§9. This mode of marking time is observed in all common times, as 1‘, 189, z, C; ex
cept that in 5 and in Allabreve-time, the hand after its falling' only makes onc up.
ward movement, because each bar contains only one unaccented time.

$10. In tripl?: times, as j,g g,{}, the first part of the bar is accented, and the other two
unaccented ; for Ex: one, two, thrce, one, two, three; consequently the hand falls at one, and

at both- two and three, it. makes a movement upwards, the third time somewhat to the lefl.
Ex.  41° modto
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S1. § time in slow movements is marked nearly in the same manner as C ora crotchet
time, so that its first movement falis on 3, the second on 4, and the third on 6; thus:

©
5

3

2
1

and consequently it corresponds with one, two, three, four, five, six. Should, however, the move._
ment be very quick,it is beat like Z time, so that the rising: of the hand_falls on 4.

§12. When a piece of music or a single bar begins by a rest in both hands, the player must
count this rest in idea. Ex:

1 2 3 4 1 2 3 4 1 23 1 2 3 4
Allegrro. N N N N N [ NN
G =repe g =t
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e F S —S i Mt e

§13. Sometimes a piece does not commence with a éomplete bar, but only with a part of
one; in- beating time this must be marked by the rise of the hand, as the fall of the hand
can only take place at the beginning of a bar. Ex:
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In the first cexample, at the 2 quavers, the hand must be lifted up, while we say aloud
the number &; for the fall of the hand always, without exception, takes place at the heo
ginning of the bar

In the second example, we see by the rests below, that the 3 quavers at top do not
form a Triplet. We therefore play the first quaver unmarked, and raise the hand, saying
the number 3, at G, the second quaver.

If there had only been a crotchet rest in the bass, the three quavers would have form.
ed a triplet, and the rise of the hand would have taken place on the first E.

Stk. In Piano-forte pieces with accompaniments for other instruments,it is frequently
m-cn«ary to rest for several bars; this is indicated in the following‘ manner.

J—_ﬂ i 4 1—""_“:'3:“;:”:@7—%

In this case we must count in idea as many whole bars of the species of time, in
which the piece is written, as the characters and the numbers placed over them indi.
cate, and recommence playing in strict time with the notes which follow.

The semibreve rest is used to fill up an entire bar in every species of time.

ON THE PAUSE.

§i5. When over a note or rest there is placed the following character /A, the note
or rest so distinguished is to be held down much beyond its usual duration; in slow
movements, for example, as long as one whole bar, and in quicker movements, as long-as
two or even more bars.

S16. While such a pause (or Fermata. as it is also termed) lasts, no counting or beating
of time takes place; and in marking' time, when the pause occurs at the beginning of the
bar;, the band remains gently resting on its point of repose; or, when it occurs at the vi-
sing' of the hand, it must remain quietly poised in the air.
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$17. The semiquavers in small sized notes which occur in the 8¢ bar, are called grace-
notes, or notes of embellishment.

$18. Pauses, and embellishments,(which latter are sometimes very long, and are then cal-

led Cadenzas),are the only cases, in which we are allowed to completely abandon the ex-
act movement,and where consequently a sort of caprice may find a place, regarding

which we shall speak more fully hereafter.

ExERcCISES oNn TIME.

$19. The Pupil must practise for several days these Exercises on Time in the fol-
lowing different ways.
1*! Both the Pupil and the Teacher must count them together aloud.
2! The Pupil must count them aloud, while the Teacher marks them with his hand,
;:cntlx and visibly only.
31 The Pupil must not count, and the Teacher will count the time, at first aloud,

and then softly. 3192
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"% The Pupil must play them without either counting: or beating' time.

51y Lastly, The Tecacher should himself play these Exercises, while the Pupil counts
aloud and also marks the time with his hand.

Svo. If the Pupil has got a Metronome, he may practise them gradually in the move-
ments indicated by the following numbers, = 80, 84, 88,92, 100, and so on, from

number to number, to [ = l14.
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W4 1
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le 84 1 2 3 4 1 2 3 4 1 2 3 &

Count one, two,three, four.
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REMARK. 125

In the 101" Lesson we have already explained how the Pupil was to distribute Trip.
lets against equal notes; and that,properly speaking,in quick movements,cach hand heing
first practised separately, such notes should be played together freely and indcpendent.
ly, and without thinking of any strict or formal mode of distribution.

In slow times, however, when a triplet is to be divided hetween two equal notes,
correctness of distribution must be attained in the following manner.

Divide in idea each note of the triplet into two equal parts or halves, and there.
fore the whole triplet into 6 such parts. On the 4th note of these ideally shortened
notes will fall the 29 note in the other hand. Ex:

z [s

3

Po) 3 2 1 4 1 - o 2 P 3 E 1 T 1 2
A ——a— — . e S—— <y j
o ] f —— ~ i ! — }
v - ‘ - N S S R
1 + 3
+ 2 + 4
2 R 1 2 1 + - 2 2 # =
LoVt ) =4 -y T
S == =S==——|
It 1
\C l | Iomemm—
As played
—~
P ~ e — — —_— o~
| -

e

|
N
‘i__._l“"""

e

< . i i ——— J o 3 =

. &
Hence the 24 equal note always falls to the 29 half of the middle note of the Triplet.

e shall add here an Exercise for Two Performers, which has the double object of fixing:
on the Pupils memory the differences in the value of the notes, and at the same time of serv.
ing as a useful five-finger Exercise. o 4 e Yo P2 *£

The upper part intended for the Pupil is every :
where constructed on the five following: notes,

“1b

-+

3,
.

78|+

/_-J
el ed

8%
Hl =

and the fingers here indicated, apply throughout, each for the note prescrﬂ)ed The lower
part or aecompamment which is intended for the Teacher, contains only the principal times
of the bar, as crotchets and quavers.

The Pupll must count 4 crotchets in each bar, at first in a moderately quick time. In the
slower movement,which comes afterwards, he must count the erotchets as slow agrain as before.

The two hands must constantly be held in a tranquil position over the five keys above
indicated.

Subsequently the Pupil may occasionally play the under part as a useful practice ontime,
while the Teacher takes the upper part.

At first the Pupil must count the time aloud, afterward he may do so only in idea,
while the Teacher counts aloud,

When this exercise goes tolerably well as to time, the Pupil must attend carcfully al-
$0 to the Terms which apply to the style or manner of execution.
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CODA. Pit Allegro, 15
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NB. The Coda must be played about one third quicker than the preceding Andante.

14 P ess0m.

O~ THE CHARACTERS which indicate REPETITION; ABBREYVIATION. &c:

S1. The character ZJfE ,which the Pupil will have observed in most of the Exercises, is * a
mark implying Repetition, called a dotted double bar. When the dots are placed on both sides
of the double bar as above, they indicate that what has preceded the double bar must be repeat._
ed,as well ‘as that which follows it. If the dots are on the left side, as, :] ,we must repeat
that part only which has already been once played;if they are placed on the right side as
l|: ,then we must only repeat the part which follows.

S2. It must be carefully remarked that these Marks of Repetition must never interrupt

the measure or the degree of movement, even though they should fall in the middle of
the bar. Ex:

2

4 4
0 + * 4 43 9 e 4 3 9 1 e o 1 3 2 N
1”4 I ! | 0 s S ) y A 63 T Y
Y, Suy ) 17 M | — = > T et & -
7O—X o o 2l I 1 T
{99 1 ! S : & 2
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Here, the notes previous to the first fall of the hand consist in 3 quavers, and the 4tMbhar
contains the value of 5 quavers before the dotted double bhar: these 8 quavers together
make up an entire bar;and on the repetition, all of them must be played so as to form
one bar, as strictly in time as any other bar in the piece. The 2% part is exactly similar;
for in every Composition, where marks of repetition occur, the number of notes or rests
are so computed that they, together with the notes placed at the commencement before the
first complete bar, shall collectively form one entire bar, so that no interruption shall
take place in beating or counting the time.

$8. When over the last bar before the Mark of repetition, there occurs 1™9 and over
the following bar there is placed 24°;0n the second time of playing,all that stands un -
der I'° must be omitted, and consequently we must pass on to the gdo, Ex:

4 / mo \VARRZY |
3 3 '3 T4 1T 2do 3
O S U 1, 21 2 4 | + 12
: T -~ }—:1 T— 1 t { 1!{ E + L + 1T ) T B 1
: % - V:I'i 5 : L: :j 1 1 : 1 1 |
. #" o & ﬁi -
5 = N P P
: 1y e " = ol Q—F’—F o o :_- Py ] - Tl
. f t f ——Ho— O S I < et IR | .-
. 1 I 1 1 1 {; 1 T 1 0 i
i | I ! |
E o~ s 4 33 /g mo V' 2edo
s * 1 4+ ® 2 1 4 3 @ R P ,
T —— — I H—— —
s e e = = f:f‘sﬁuue : —
Y —
1 13
_ = - , | £ o 2 | e 4
T )| 1 | 1 d 1 T T T . w H
T 1 i ! I ) T 0 H
f ! - ' © -

- Here we see that the incipient notes before the 13! complete bar are not to be repeat.
ed.because the first mark of.repetition does not occur till after them.

The two bars distinguished by having1™m° pla_céd over them,are to be played the first
time; the second time they are to be omitted, and we must go on at omce to 2d°. The
same is to be observed in the 24 part.

4. To save space and useless writing, various marks of abbreviation have been ivent.

ed,which the pupil must now be taught to know.

$5.When several notes connected in a group,as for Ex:the follwzingpassag-cs@ or
ﬁ ,are to be repeated several times successively, instead:of these - repetitions it
is usual to write s0 many times the character 7 or // Ex:

Abbreviations.

. > T y 1 =
{ L;Q';Il"-l 2 il‘: - < . D - A 0 . ] s
v - s
As Played. )
‘ s 4y € S . [\ J'\ N N _r A p—ﬂ i,
o ’ ! T  — ﬁﬁj‘t#hit — 4 &
oo o e il pis g3 .4
A\ 74 '1}" |v£va=L'T:—cH:g - —r— e >—r w
o/ - " 4 - ’ T [ o
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When an entire bar is wholly filled up by one such sign, as =z=, the whole of
the preceding bar must be repeated. —
56. When a note or a chord is to be struck several times in succession and with
equal rapidity, the passage may be abbreviated as follows
Quavers or Semiquavers.
/)
N - -
Avbreviations. | o C—) = L s —=]
- —— - vy - - - —_— ;I\ 13
Py, - - - - - - y
. T 7 4 ] A 8 ol o]l Bl sl
As played ey : ! —
Y e e e e e | e e e —— o ——— o ———
['Y, it—
Triplets. - . .
3rp 3 3 3 Dotted Minim. Semibreve in quavers. 6 6
e e m— < : -m = >
- . - (= Qe = 5 o .
) — o e - - © 11
.) -n - - L o
in Quavers,
p D W Y W -
) — T o F:F:l:::;ﬂﬂﬂm:ﬁ:“
| S—— 1 T ’| | i e— j ——— > ' " > >
ry, ] 1 e e T
§7. Minims connected in groups, are to be played as follows.
N J— J— ——— I J— S
e i 1 1 1 | |
Abbreviations. 1 =t - I — —— ——
o~ 7 ~ 7 e e s e
Quavers. Triplet.
| 2
I I I | 13 - 18 1 M 4
As  played. T C— ‘ ; R | B - —
A & L o [ —‘T“:‘t' bl P A N o2
XY Lol o : [ oL
o ———— —_— i——— 2 m—— >
o~ 1 H L =4 1 ] £l 0
(48] =1 | 4 - ® H =1 )
17 < e yd' s . A—d 1 > L)
- ! [ . R
Semiguavers. Quavers. Semiquavers.
] —— ] —
ey e

‘When such notes have three tails through their stems, they, of course, imply Demi.
semiquavers, and se on.
§8. If over such notes with several tails,there occurs the word Tremolo, they must be
played as quick as possible, so that the notes ‘cannot. be counted singly, and that the whole
may form a kind of vertex, and yet the prescribed time of the piece must be strictly kept

up. Ex:
. as Plaved.
Y = .i , oot o f
505 5%
Tremolo.
. =4 A "_-"‘“ v 'é
g F < < EECE!
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§9. The words Da Capo are sometimes placed at the end of a picee,or dal Segno ¥,

; they

denote that the actual conelusion of the piece is not there,but that we must return to the
begrinning of it,or to the sign ¥, and play from there till the word Fine indicates the conclu-

+

+

sion. Ex: . 5, o & - 4, 43
) '8/-2312+ 3 2 g1 2 4 2+-£-—'-—‘-f‘ 1+-'-;f + +
Sﬁ;‘;m:i% T i > e _
LA TPGY — - | 1 1 T 1
-~ - - o
*Allegro. 4 + » o Fine.
P i s 5 & £f 3 rﬁ:ﬁ
=% 3 '.:? > y 4 — I
% o 1 T ~ ] -il' l ——1—
11 1 » J w | T St —|
u‘ ——— - m———l
1h §2 1, 1 2 Bl “Pog + + 4 .
bty o o #iT® e L3 ., 4 2 2 2
o FFT1Tl 11 [ - =Y - R N L. B > 4
W_&!— T L 1= II’ H f el l'. ‘l’ % I ’_’ i 1 -+
[ comtnenl— | t — o —t
o/ DaCapo |
2 P v N _ dal Segno ‘8,
= s i - = ez
. 4 Il - ) 1 o™ 1 1 1 - ¥ L
p—— e ey o e e = 1
— -

NB. Here as the dotted double bar or mark of Repetition is of that sort which applies to both
parts of the example,we must repeat the whole of the second part tog-ether with the Da Capo.

$10. When chords and double notes are accompanied by the following marks.

Own

ARPEGGIOS.

~ P . ’ N
o H - . N
” i 5 5‘, - bl L4 1
[ b - > 2 =1 ) ) >~ > L] = [ad il 1
—ny 4 S ol 1 - 1 | S H | 4 | ETY 1 b4 T b= [ T T 1
h Z} L & L r4 > 'uy et > )
L g 7
| &/ P ra L
D & o ﬁ zb ;‘E 1 N N D
(oD e St e~ e — %zﬁn e —
I 1 I P i 1 il 1 1
P2 L

they are broken or sprmnkled into single notes, played one after another, and always
proceeding from the bottom note upward:
Mode of Playing the prgcemng‘ Exumples.

0 - ‘g - r_4 o
= ' N iR HC=1 -
v 4 . T3 A il K= A i N N AR ] B 0 R L ) 1%"‘ |
) I, § A i N A% of W 7 7S i W70 Y A I e 12 1 (=) 21 5% S WO |
- 7 7 14 T 1 W T | 7 o 7 ]
. -/ ¥ O 0 rJ ) 2 o,
/ v . o . //
,\ﬁa B & ) r |
D> A INCJ ICA Il i Tl 7 Lo® 1— r
b ) 7 ya i Z T 7 A1°T 7 I
4 — | e @ | 7 ]
H | By rl iay/ g

Here we percieve the right hand must always follow after the left, and consequent.
ly both hands should never play such chords at the same time.
S11.When chords, marked as above, consist of long notes, we must still sprinkle or Ar.
peggio them,but the fingers must hold down the keys as they strike the notes in suc_

cession. Ex:

Z > — = & < :
N b= [} 04“

Y )+ = = [ JRE)
g2 =l 4
v o

o - g[,—s o : Played
S enen= ==

"4
LW 4 IC4 e o~ A - 1CA [ T
) o o P! - ) N -
L U7 —
Q.
= b =S EV‘Q‘
o =2 T4 T I~ o o~ Sy
o« O 14 [ ) — f O
AW £) & [
.

NB. Here the ties denote that the little notes are to be held down till the duration of the
minim is complete. and that consequently they are not to be struck again.
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ST AU T ION: of the 1R Luzsos,

N,
PARICCLAR RULES ON THE IMNISTRIBUTION of the NOTES
BETWEEN THE ThW0 HANDS.

$12. When Arpeggived chords. in which the successive notes are actually written,occur in both

hands. it sometimes happens,that the rests which seem to be necessary are not always inserted;
and the Player must gather from the position of the notes, that they arc to be struck one after

another. Ex. u
1 33 4 4
+ + + 1 1 ﬁ
+ -
[ . N | & | ™ b
o i ——f EI{ { — e e—— Y
: — 3 5% e
ﬂ + b ++ 1
Allegro. e 3\  ,lg 215 L 1 2 off
%A ! -];Il T » ‘= 1
4‘1+ +l3
g L o + —— 1 1
( Y D e o & ;%' é 7 = S~ -
T &, gz K = &
Py, l_,,+ .+ R ¥ 1+ + + 1 31+‘E-
1 o 2
, 3 2 g2 4 4 4 4 1 '
i —4 ] - Q‘L 4 - T— A )
et o] 1 ——
V E J

513 When such chords are to be held down, the following mode of notation is made use of

in slow movements.
2 %
- r‘i [ — - + .
C - ) — 1 - — )
R i ' > G :
Allegro. e J_ l [
‘ = | = r‘;‘?'QJA [ =3 |
i~ e (o) ) T | l
(&) v v ) P AL " —
i\/ A WA ) (Y b =] = T " { H
i - 1

In the two first bars the notes follow one another regularly as crotchets, and in the two last
bars, as quavers; the firmly keeping down of the notes as they individually occur, is what ren-

ders this notation necessary.
§ 14 When the notes are quicker, such passages are written as follows.

0 @ ﬁ
'{l' ] T d 1 .r"f ) g
| £20 A W] | | T - ¥ 1
Allegro L\"4 ‘;‘ L {i = !
Mod ﬁ o =re J Pt 3
3 : Tf - —
— 2 o = : !
I T T I I

The ties apply to the whole of the following chord, which consequently must not be struck,

but merely held on.
$15. As from 2 quavers a Triplet may be formed;similarly, from 4 semiquavers,we can also

form a group of 6 notes, or Sextuplet, if the term may be used. ¢
> 6
V o A | f

Alleg t_lo

A <5




-0 .
S1 Where such a group of six notes, is to be played against ordinary quavers,we na-
turally distribute 3 to each. Ex:

7! o 4 — TP e T,
%ﬁ——?—?i.:rﬁ&mmﬁ;mqj;—,:g:;fa
ey e e
- o

= = —

Moderato. .

_@: v -"- &
| o e e———
§17. Occasionally, however, such groups arc to he played to a triplet of 8 quavers, and
then only two are distributed to each. Ex:

—— : %
T
9

Moderato. '3_ - {: o - *
: — v r

Il
.. ! ] 1
T

44

- E f—

§1s. Groups often eccur which contain an odd number of notes, but which must be intro-
duced into the divisions of the bar, in strict proportion, so as not to affect the time. It
is usuai in this case to write the number of the notes over the group. Ex:

& 3

+ 1+
== 2 S oaP —5 >
< T I
e e L T S R —— e
e a1 e
2 1

-+

]
ol =

M
Allegro. ;
) ~ .
ST e —ie—= Ei: -
As 5 notes go hereto a crotchet, they must be played somewhat quicker than ordinary semi-

quavers, and somewhat slower than a Sextuplet or group of 6 semiquavers.
$19. Sometimes also 7 semiquavers are written in the time of one crotchet. Ex:

= 7

5
v Y]
b

e

®
W
A W

it

N

.Allegro  £10 B, W2~ )

w v S

+ <
non v M 32 B3

t"oppo' fa\s 0 +'

Ind IY B > g O LI X
\ W L 3 &

r: 7] S _

s T

These must. therefore be played somewhat quicker than a Sextuplet of semiquavers,and somewhat
slower than ordinary demisemiquavers, for the time of the crotchet must always remain the same.
$20. When a quick run of several odd numbers of notes occur, the diversity between the dif-
ferent species of them must not be made too sensible to the ear, by separating them into dis-
tinct groups; but they must run on with the greatest possible equality. Ex:

Allegro. f o mﬁ
e et = a3 ﬁ\#ﬁ#ﬁ: E
- e = | ] ) -
| - 1 T T
J e — + ¥ o 3T v @ T
Jl\j (S m . . f" = \\.v PFA_’ﬂJ
v = >
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Here the velocity of the run must be augmented by degrees, so that the space of the bar
may be properly filled up.

521. In modern Piano-forte music there very frequently occurs, particularly in the right
hand, capriciously large numbers of quick notes, which are to be distributed against lon-
ger equal notes in the other hand. To distribute and play such odd numbers, as for Ex: 7 to
2,5 to 4, 10 to 3, &c: without stiffness, hesitation, or inequality, is a work of conside-
rablc difficulty;and the Pupil must be spared the attempt, till he has acquired a certain
fluency and independence in his fingers, and much readiness at reading the notes.

We shall not therefore speak at large on this subject, till the 8¢ Part of this
Method , which treats on style and delivery, but merely insert here in the mecan
time, a couple of Examples.

Andarnte. LA s a

-
1 A SES.E=s : o ——1
" ] I 1
N w_—d*
% 3
2
nit TrPel+2e +1 3 1+ 23 | hY ! ! |
1t 4 1 ] I -+ = — L
8 441 B 0 D A I —i——.&;—L—"— — i —T 1
t oL
: | d
m | | | g1 | [ -Lt » I
i F— - — > o 0 [ — S e
N T | o | [l | 1 | BV T 71 T T 1 T
e s ) ' -
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CORT I TATION of the 14" LESs O

ON CROSSING OVER AND INTERWEAVING THE HawnDs.

Sz, Passages often oceur in which the hands must eross one over the other; such, for Ex-
ample, that the left hand must for a short time be held crosswise over the right,so"as to play
higficr up on the in<trument;and the reverse,so that the right hand, crossing: over the left, takes
the bass.

§ 3. This is done to produce effects which could not be obtained in the ordinary way of playing.
$24. In these cases, that hand which has the skip,must always be held quietly over the other,

but so that the hands may not touch one another.

925. Such passages are gencrally known,from the peculiarity of the notation where the
crossing occurs; because there to retain the usual and natural position of the hands would
always be more inconvenient and often impossible. Ex:

Crossing of the left hand over the right. ‘2

left hand 4 ﬂ -IJ- 1 i’ j

e o 2 L !
ST e e == =S s EESS SES===
S T 5
right hund. 1 N 4 .
: — » — = — it
2 ! = — F— it-
| ! [ i 1
-
Right hand crossed over the left.
R.H. 3 3 3
4 2 3 3 2 2 + 1
(gt o o Po,0 P o foe,s £ £ oy »
v ————— } - + ﬁ ] =
ltﬁwl = ﬁ i
XY,
! (— E————
L.H ] ' [ N——
. e]e[d] ¢ JI2 e e [Z s [dd[de
}\: W 79 —® Cd o .‘5‘" b4
» - =
R.H. 1 =
| d f . ®

We must take care that in crossing the hands, the shoulders shall not be unnaturally
brought forwards.
§26 It is not uncommon in such cases to write each hand in its own stave. Ex:

+1 3

+2 + N
0 ) ‘r-ﬂ-—"-ﬂ e o | o) e e
L b A
A SPLEPES
1 . 2 1
A B + e 3 o' 4
@ - T —7— : +— & ™
—9 = #n{é } I~ : T
4= =
4@

b £ 1 1 3 2 1 1
lﬁﬂ; » '—%ﬁ:;&@%l
h ™ | ) T

o “—j J ’ )
‘ 2.0 0 0 0 0

oo oo

-+ +




1“3

$27. When the notes are to be¢ quick, the necessary rests are occasionally omitted, and the
player sees from the stems of the notes aceording as they are drawn down or up, that the form-
cr ave to be taken by the left and the latter by the right hand; as also from the number  and
consceution of them, whether they are to be played as Triplets, Sextuplets, or Semiquavers.
&e: Ex. 4

13 13 13 13 1 1+ 1ﬁ“‘ lﬁ‘" 13 13 13,3 13 13
. 5 O P I A 7 . -
5é%%ZEE%ﬂE%ﬁEggigfi;ﬂifEéEﬂ — 1o ® I ::EJE%@E%!EEE&EEEEEH<
UJ_’L & V.4 Vv |7 :J ;’é ;’# I’d =‘ | 7 tﬁ'rll il e ” -
1Y) 1 1 - 1 1 1 T 1 1 7l
7 1 :
4 g

4 % * - 1

=~ 1t
{5 iF

Here, each single note, which with the 2 that follow form a Triplet, must be played by the
left hand,which has to cross quickly over the right. These passages may also be played inthe
following more natural and easy way,in which the lowest note in each bar is struck by the
left hand.

+24 + +24 +2 +2 4 +% + 1341 + %4 4+ 2

. iﬂg‘f" ) ﬁﬁi&jﬁ%

FrEEEEt RN e e
/\.‘)E'f g:? E}-'] E‘q E L{ -
A s - -
ES

But as the crossing of the hands produces quite another effect, it is necessary to do so,
and the Composer never prescribes it without good reasons.
§28. Similar exchanges and crossing: of the hands, take place in the following Exercise.

2 ] 2

+13 X
1 11 TR 11 1 ? _ == 4;
o L
# N2 R R R R Lk R .. R T, ] -, ™ !d——"l ,
g s o o o Lo s LIS 55 9,05 — =
G — - e o : =
- - - _=_g:= ! -
AN R
{E”*’ -

The left hand here plays all the notes of which the stems are drawn downwards, and
crosses rapidly over the right hand where necessary,while the latter remains at rest.

S29. It is easily understood, that in such passages the rules relating to the tranquil
holding' of the hands, cannot be so strictly observed as usual. But even here we
must avoid every superfluous movement; and the hand which is to cross over, must
be held so lightly, as never to fall with too great weight on the keys; so that
even in the quickest movements we may always retain at our dixposal every de-
grec of power that may be requisite.
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$:30. Similar to the erossing' of the hands, is the inlerweaving or inscrting of the fingers of the
one hand.(gencrally the left) hetween those of the other hand. The playce nust here tahe care
that one hand does not touch the other, so as to impede its movements. fx: :

g +13 R & 3 !

’ + + by — - B | =
7 ‘ o T e — o P iy P
TW};I_ W o 1g® o g T g o S48

huatl Y = bt w m by AN
3 ~ V. 3 -' ﬂ— v - g - Y - D ———
e g =
1 & k ¥ ; v v
! v = v “ - ' 1 !
? \ f :
riZ_):' V3 = I % B— —= 1 e
AN 7 ‘_f
3 3 3 . %
2 1 1 _E 3 + i 4 + 3
+ + + - E 1 1 it "
2z e e
o S &1 S7% = — I <l
ol T A LAt AT A e it i "o ES ——
! T
1
+ o+ 4 1 4 1 4 1 1 1 1 1
Y & 4 R 3 ] _n
i & - I
‘_

In <uch pas-ages,each hand must choose such a position and mode of fingering,as may be
most convenicnt for playing them distinetly and intelligiibly.
+31 This interweaving of the hands sometimes occurs in passages of mere tranquil melody.

o ) 4 3 p 3 4 @
RS > 2 3 3 3 2 + +
y - v+ +H o N+ 'y Y | ]
FACy ) > L 2y = 2— = i:p__ﬂ:
| 140 A W] bl T
XV o~ I' > L% & [ %) Py r A o Py .
J Nl i | i i i [' ] = r
+ + + + + + o+ o+
e o s wavus s Pl — | —— — | ! | oo vt s IS SV N o | ! 1 t ]
L) L 1 1 11 1 ) ] { I [ 1 | T T. — 1 ] 1 I I | - 1 1 1 1 | il
AN 7 o o o o o = e e = A B e e e B B B B B e
~ J o e - -
S LT 3 rr s FE T
Heve the thumb of the left hand must be held between the thumb and 15" finger of the right hand.

532. In Arpeggio passages,crossing of the hands often takes place. Ex:

Here one hand must cross over the other.
$33.In the last Example L.H.stands for the left and R.H. for the right hand; in foreign mu-
sic JML.S.(man sinistra),is generally used to imply the left hand, and M. D.(man dritta or des-
tra)to indicate the right hand.
In this manner the Composer in doubtful cases shews which hand is to cross over the other.
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minims in the left hand must be held down their full value.

In the second part of this last Exam
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REMARK. 155

During this lapse of time the Pupil should, as oceasion may serve,be made acquainted with
the following' short sketch of the Intervals and their different denominations.

5L The Pupil already knows that two keys which are named alike, are called an octaveas for
Ex:Cto C, Fto F, &ec: But smaller distances between one key and another have also their pecu-
liar denominations, which like the term octave, are borrowed firom the Latin language.

Se2. If we strike two keys together, the one which is the deeper as to pitch, is called the root,
bhass, or fundamental note in respect to that which lies above it; and the space or interstice
between the two, is called an Interval; and this latter; according to the less or greater dis-
tance from the lower note to the upper, is named in the following manner.

In the following Examples we shall take the C as the lower note or root, and the different
intervals will be reckoned upwards from that note.

A Unison. Second. Third. Fourth. Fifth. Sixth. Seventh. Octave. Ninth. Tenth.
_i e Y —— Y ‘"
Y £A) =~ (W) S 11|
L 74 ~ (%) O 11}
J o> - <> = > = > e - =

‘We percieve that the keys taken with the C,are always those which belong to the Scale of that
key.

§3.The two last Intervals,the Ninth and Tenth are in reality only repetitions of the 20 and 3¢
‘When the right hand ascends still higher, we shall again have Fourths, Fifths, Sixzths, &c:

S4. Any key, either black or white, may be chosen as the bass note or root of such a series of
Intervals, if we take the upper notes from the Scale which belongs to such root,and which the

Pupil already knows from the Scale Exercises.

—_—1D
iy PN
— O\ # 8 7
I P L) O w
T T g Q L
PYRE S~ N S S S \) N S
Unison. Second. Third. Fourth. Fifth. Sixth. Seventh. Octave,
Unison. Second. Third. Fourth. Fifth. Sixth. Seventh. ()Lota‘e.
Ve
- T o — :1, S (™) O b
s s IS re—tt b b thre

NB. The Unison is not properly an Interval, because no keys occur between.

$5. If we strike a Second, there lies between the two keys which form it,only one intermediate
key, which besides does not at all belong to the key or scale,as for Ex: C, C#, D.

If we strike a Third,there lies between it one intermediate key belonging to the Scale,as C,n, E.
In the Fourth are to be found two such intermediate notes, as C, D,E, F. In the Fifth three
such notes occur, as C,D,E,F, G; and so on, always comprising one more note: this circum-
stance has given rise to the different denominations. _— i D, in Eb
§$6. The Third, the Fifth, and the Octave are the most A — }7”'
pleasing intervals to the ear; and when they are struck %\!EH
together, they form a chord which is called the Per- —¢
fect Common chord.

i
QA
(W) —)
O

E 2 2

If we double this chord ever so often, it still remains

the same. for Ex: —
1®). — D ;‘L‘,\‘l_

= PR N} LA

g: #-S— >

And similarly in all keys, and on any key of the instrument, taken as a hass-note or root.
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O~ THE TIME OR DEGREE OF MOVEMENT.

§1. At the very commencement of every musical piece, one or more Italian words arc placed,
1o indicate how fast or how slow it is to be played.

§2. This prefatory indication has naturaliy an influence on the single notes and divisions
of ecach bar; thus, for Ex: the crotchets and quavers in a slow movement must he kept
down much longer than in a quick movement.

In some movements, the quavers must be played so fast;that it would not be possible to em-
ploy any quicker sort of note; and on the contrary,there are some times,in which even demi-
semiquavers are to be played rather slow than otherwise.

§3. We shall here give a list of the most usual Ttalian terms, relating to the degrees

of movement, togeether with their significations.

GRAVE. Extremely slow and sedute; very serious.
LARGO. Broud and lengthened. Neurly the same
degree of slowness as Gruve,
LARGHETTO. Somewhat less slow, yet very extended
or spun out.

Abacio. Very sluw, yet not dragging.

ANDANTE. Moving onwurd: slowlysless so however than
Adagio. _
ANDANTINO, Progressing with a tolerubly slow pace.
ALLEGRETTO. Somewhut lively,cheerful, yet not hurrying
onward.
ALLEGRO. Fust, Lively, with Agility.
Y
PrEsTo. Very fast and vivacious.

PRESTISSIMO. As fust us possible.

S4. The indications of the degrees of movement are now. often modified by the fol-

lowing adverbial expressions.

MoLTo. very.

MENO. Less,

Piv. More.

NoN TROPPO. Not tvo much.
QUuASI.  Neurly. Almost.

MODERATO. Moderately.

MODERATISSIMO. With extreme moderation.
G1USTO. With exuct meusure.

Un Poco. a little. Somewhat.

CoMMODO. Comeniently, Suitably.

CON Moro. With a certuin degree of movement.
Mosso. Hustily, Quickly.

Con Brio. cuiy

CoN FUOCO. With fire.

VIVACE. Lively. With wurmth.

BRILLANTE. With brilliancy. Splendidly.
CAPRICCIOSO. With funcy. Cupriciously.
AGITATO. Touched with anxicty; with cmotion.

LENTO. Slow.

RisoLuro. Resolvedly. With powerful determinution.

VIVACISSIMO. With extreme vivacity.

FUR1080. Wildly. Impetuously.

CoN SPIRITO. With spirit, With importance & weight.

SCHERZANDO Pluyfully. Sportively. Lightly.

Con BRAVURA. With force and effort, overcoming
difficulties with distinction.

PIACEVOLE. In a pleasing manner,

MEesTo. Mournfully.

AMABILE. Aimiubly.

DoLENTE

Con DOLORE.} Painfully. With grief.

MagesToso. Mujesticully. With grundeur.With nobleness.

A¥FETTUOSO. Impassionedly. Movingly. With emotion.

CANTABILE. In a singing style. Melodiously.

TRANQUILLO.

Composedly.

QuikeToO.

SOSTENUTO. Holding on. Keeping buck.

MANCANDO. Fuiling, lusing one self. &. &,
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§5. We see that by the addition of these adverbs, the different degrees of movement may
be determined and limited in the most ~aried and yet positive manner, whether asto the in-
crease or deercase of their primary signification; and that there are innumecrable mi-
nute modifications of movement, between the slowest and the quickest times which are
equally applicable to every species of measure.

S6. Many of these epithets oceasionally occur in the course of a piece, in particular
passages; for Ex: Meno mosso, (with less mevement); Piu Allegro, (quicker); Non tanto lento,
(not so slow.)

§7. The following' epithets relating to the #/me,or movement,also occur often in particular
passages.

A PIACERE Or" That is, out of the regulurrhythmic flow, and consequently the time is lcft to the
Ar will. feelings or even fancy of the pluyer.

Ap LIBITUM
A TEMPO. Occurs after some suck wilful interruption of the movement;und directs us to return to, und pliy on

in the time originally prescribed.

Tempo MO 1, the time first pres(.‘x"ibcd, after the occurrence of some deviution from the muvement in the

course of the piece.
ACCELERANDO. Gradually accelerating the degree of muvement,

STRINGENDO. Pressing or hurrying onwards, gradually fuster.

Gradu.ily quicker, livelier: more and more hurried; hastening gra-

A
SEMPRE PIU MOSSO, PIU VIVO,
dually.

N \ \
P1v n1 MOTO, PIU VIVACE, PIU PRESTO.
DOPPIO MOVIMENTO. Twice as fast ax befure. A dvuble degree of movement.

IV IsTESSO MOVIMENTO. The same movement; the sume time as that alreudy indicuted.

§8. We must also learn the following Cheracicristic indications of Times or degrees.
of movement which apply to whole pieces.

Arra POLACCA. In the time of « well known Polish Dunce. A moderate and tranquil Allegretto.
TEMPO DI MENUETTO. In Minuet time; that is, slow and gruceful.
Tempo DI WALZE.  In Wiltz time; quick and lively.

TemrPo DI MARCIAI
The modcrate movement of a militury march; a quiet Allegro.
MarcIALE. J-

PASTORALE. Pastoral, Shepherd like; a tranquil Allegretto.

S9. Any musical piece produces its proper effeet only when it is played in the ex-
act degree of movement prescribed by its Author; and any even inconsiderable devia.
tion from that time, whether as to quickness,or slowness, will often totally destroy
the sense, the beauty, and the intelligibility of the piece.

S10. But it cannot be expected from a beginner, that he shall at once strictly ebh_
serve each different degree of movement, particularly the Allegro and the Presto.
He must for some time play every thing  slow, till he has learned to strikethc notes
correctly, and to strictly observe the division and distribution of the notes.

Then, and aot till then, on each repetition he must gradually quicken the time,
as much as the increasing volubility of his fingers will allow him to doit.
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CONTINUATION of the FLNGRR EXPECLSES.

While the Pupil is engaged in aequiring the knowledge of which we have spoken, the
Teacher should by rdeg‘rees add to the earlicr exercises those which now follow.

N3. The semibreves in each Exercise are to be held down as long as we repeat cach
bar, and must therefore be struck no more than once.

O
N
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ON (iRACES OR «\ OTES 0k KMBE LLISHMENT, AND
THE SIGNS EMPLOYED TO INDICATE THE. .

§1. By Graces are to he understood certain little additions which are added to the simple
notes of a melody, to impart to it new charms, and without which it would appear too simple

and bald.
52. Such embellishments are either indicated by small sized notes or by peculiar charac-

ters, standing over the notes.
On GRACES which are indicated in Notes.

§3. The most simple Grace consists of one small note only, which is called an Appogiatura;
of this grace there are two species, one called the short, and onc the long Appogiatura.
According to the Rule, the short Appogiatura, of which we shall treat first, must always be
played so quick,that it does not take from the following' large note any perceptible portion
of its duration;it must therefore never be held down, but the finger which is to play it,
must be ralsed at the xery instant that the following larg*e note is struck. Ex:

—

L0 M N

3 = 1 /Mi I.Mlis.; — ’MQA‘LIfMﬁT 1 +—~ L7 |74 .} iéﬂ:ﬁﬂf};'}%‘
e ¥ fé%“*?? T EPS S =R S SV Y

%(3 s @ l i —t T S T i
e o — ] L

By4 =
Sa. If the Composer desires that the little note should be held down, he must write
it in the following manner.

3 e * 1 + 3
r N 4 1 ; 1 3 +
Pol + l M+ + @ x3 Y 2 x3 +g T [—— +
,g_‘r.._F' 0 .l F' 0 P(Il dl w‘ 3 TR & e 1 |
i}—\.t—d»%———J—Q‘ e ~— JD jf‘A & T i T

Y ~I ~—1

In this case also, the upper note must- quickly follow the Appogiatura, while the
tower one, hecause of the Tie, must be held down.

§56. When a simple Appogriatura of this kind stands before a chord or a pair of double
notes, it belong's only to that note which stands close to it. It must therefore be
struck simultaneously with all the other notes; and that note which is next to it

must be struck instantly afterwards. Example.

Moderato. ' 3

4 3
1 32 4
X

4
Z 4
g T RS B B ad ke fT N2 tg 2o IO T
[ O e e e e e e e e e
é = . — = z
/

+u—9:
e

X
2

Mauner of playing the above example.
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$6. In a similar way, the Appogiatura must be struck together with the ac compammonl in Hu

other hand. Ex. ! T T I x 3 4 1
ne yr Jo N tgyd Y os L e S

] o
¢ Void Vo d Lre (=1 —
T— ¥ 7T 1
Z

T o o FoL 1 -~
= —r
t T — H

As Played. 7 lﬂf\_‘a b Z.E l’% 1 "E E i}
o __i“ ——= = iz —1['

il P i~ I - f—z-r-j 4 |
= o p— el 'Y J -] 1 o
e . ";EEI_:'% : =
T . e
S At S—— S 1 — U { i I 4

S7. From all these Examples the Pupil will percieve, that the small notes do not in the
least disturb the measure; since the Accent, which each full sized note must recieve
according to its value, always remains with the large note, just as though the pre-

ceding little note was not there at all.
§8. One exception to this rule must be carefully noticed:to wit, when the Appogia-

tura stands before the following groups of notes.

5 K [ I LY s
e =i
— P 7t | S :

All the four notes are to be played equally quick, as follows.

Played —4 * ﬁ— - = =
thus. %%{ i C—— I+

§$9. The Appogiatura may also be played in quite another manner, which ‘is very often em-
ployed in the older eclass of Compositions, and which must therefore he attended to by
the Pup]l since even now many writers occasionally make use of it.

910. It is here taken for granted,that the little note must be considered as a sus
pending' note belong'mo to the melody, which to distinguish it from the appogiatura
befcre explained, is called the long or accented Appogiatura.

S11. In this case the little note is equal in value to one-half of the value of the fol.
lowing large note, and therefore takes away from the latter one half of its usual duration.

An Appoglatura of this kind appears (when exactly written) as a small minim,crotch
et, or quaver: Ex.

| —ﬁb
e
v

my
doe

‘%

L

3

RN

r

-
el
i
)
T

I
I

E 2 3

N
0

N |ed

oy

L1
-

=

Long Appogiatura.

-_ | 4 ‘[\ r& 5 | 5
N
H— oo = tr ribe—= ]
T— [ 1= 1 | I 5 I ! ]
py) t { i T —— e i '
As played.
2 s e : : Y
AN ) (& el B W jL}’ y 4 A D L
{2 | [ 1 | { oY ° |
Aji I - I[ -~ 1 E I - S—— 'l ; ! 1
'Y, — - 7- - - —

Here the accent falls on the Appogiatura itself, while in short appogiaturas, it mu-~!
he placed on the following note.
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Y i When a long: Appogiatura stands before a dotted note (which therefore consists of three
parts). it borrows from it two third parts of its value. Ex.

As written.#r -9
A% ]

As played. #—f—

| J 1 | I\ 1
73 U~ 1 1 e
e e et L TR
o/ | ! | ' | | V1 v

] o~ Py - 1
S e i T o -
H— —f i o o i i 35"_-

T =T = T I L L - =&

$13. When it stands before a note with two dots, it borrows the value of the note itself,
which is then not struck till the commencement of the first dot.

Fo) - L] > o — Y N |
H— = e e —
d " Vv q
As played. #, i } I } r ) [ . I {-'
o - = >
S14. In double notes and chords,we proceed with the long appogiatura as with the

short one; since it is to be‘struck at the same moment with all the other notes, so that
only the principal note close to it must come after it.

As played.

S 15. ‘At present such passages are generally written in full sized notes only; and

S L r

# ) )= - ] - b , ] & W)
)} o = P <

Tj’ C.ld gl O & ” & & =
7 Ir !’l _AL 4 .13 ¥ 17! .4'

# 7 = 4 (W) P (o, 7N (W)
Y = < »

L — S > =" ﬂEg:gE]? S

'Y ] I |

. as

this is much more precise and convenicnt, the long appogiatura (borrowed from ancient
vocal music) ought in justice to be banished from Piano-forte music altogether.

The short Appogiatura will always remain useful.
S16. All other Appogiaturas consisting: of several small notes, must always be played so
quick, as not to take away from the following large mnotes, any portion either of their

accent or their duration; nor must they in any respect disturb the measure, nor the dis-
tribution of the notes. Ex:

3 32
12 32 3 Q
. + 4 21 12 12 4 .
+12 4 Z E 1 Ri1 g + 3 P 3
i - o ? ) r i
Moderato N Je ] i >
. ) B WA ) % I { { r { } o T I 1 l
'y J ! [ ‘ o
+12 4 23
+1 . +1 123 12
+ .o Z o2, " 2 E ;_ 3, + 12 4 4 +12+ﬁ 3 3
%:}' - ‘%%F o 2, T a— - ] —f—|
7 e P |me I
.\Jy i/L —L ]I'lu% |'. 1 T T \’J ) ‘z T | ﬁ B I ] >3 !
3
3 43 2
%1, 21 3 tl 4 31 32 12 4
4 2 ‘ 1 +
2 2 2 1 s = ‘ﬁ 4 tey -
* ﬁj : - + Q ‘N w12 N 412 4 =
- e J] S IC) e
& I >t (=1 & I o] 1 >~ 7 1 P
- L ! P2 1 - 1 1 v g I 1
———& 7 1 - T _1# ld T
e < 4 -+ 7

NB. Thf- long' runs which oceur in the 7% gth and nth bars, although they pass over
very quickly, must however be commenced with, something earlier than where they stand;

ﬂxat- is to say, during the counting of the second crotchet of the bar. because the fol -
lowing large Note must fall exactly on the third portion of thebar and not afterwards
3192



CONTINUATION of the 16 Lxsson, 165

ON GRACES which are expressed by particular characters.

§17. In the music of former days, there are to be found many characters for embellishments,
But, as many of those graces have become antiquated and obsolete, and others more conve-
nient and precise, may he,and are usually written in full sized notes, there are now only
the following in general use.

a. The Transient shake, indicated thus (m or w)

b. The Turn, marked thus (~)

c. The Shake, indicated by (fr )

§18. The tr anszent shake consists of two notes, which are added to the written note,
so that this latter is struck twice, but between its repercussion,is placed an added note ly-
ing one degree higher in the scale than the prmclpal one ltself

el e N o D M e % f 1.- . 2+ e
W = e e
written. :j, E 1=]r i 1 2 — — = — Lf - '_Iiﬂ
2 1
23 .ﬁ —~ 3, 23
As Ak EXE DS AT Feﬂfgﬁ; g 218l
layed i 1 T —1 be— A--r}—ﬁ-‘
played. 3/ i — v — H e

The two httle notes must be played extremely quick,and the accent falls (:1.1] the 34 or
written note.

$19. The higher note of the transient shake must always be borrowed from the scale of thatvery
key in which the passage occurs; and when the Composer has placed a mark of transposition
over the character for the shake, it always applies to the #Irpper note.

b § M
Ny S #l 21\'“ L+ o 3 - » #j%
i IF ?4}’ I IP ; & Il l{lﬂ 4 ||" —
o/ 2 3 23 P 3
o + X "ii“fal La‘l +;-’-ﬁ—il -'“:@::# &
As played. EL’ = o — - i e =
— ~ :

.§ 20. When the transient shake stands over double notes, the first of the little notes of which
it is composed, must be struck together with the lower of the principal notes,and the other
grace notes must follow as quick as possible. Ex:

M M M N

M M/—\ . ) A‘/\
ﬁiﬁi gF‘J: EErere——s
(V) 332 4 3 4 ;' — e i +to o T
1 N 1 3 2 43 3 2
Pl s, sk NN ok
As played !
‘_H s = E T———— 1

M - A AN
ot ”\.-M;-:é\f?-, £ ,ﬁ_.;;;@‘.f?. 4r=f;Lp1e“_.

5 8 & o [ el L. P 1T ] futl

SamcsESg===cs 2 ReE-FESSSTendSat oS

_}UA s written As played. '

! 'l 2 o Y ] £ ' 3 o

= - o » o
b o a1 Fe— e

r A W | _ ! 1 fuall .
==
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o2, The Turn is of three kinds, for it may consist of 3, 4, or of 5 notes.

Sz The simple or direct Turn begins with a note one degree higher than the written or
principal note;then follow 2 notes of the descending scale, after which follows the written or
principal note itself. Ex:

J 04 2 2 1? ¢ ~ 2 R
A~ written. '_X——’—F o @ — = - f %.« - —— r-—i'
- i F— — > P B L ! 7
Py, ! I ' i 1 l
— = - '?1 T T N i m’ —
As played. — - R Y —_— s i S—
| 1 | CP "JJ,‘ ¥ | | 1”4
LY, ‘ I ' ¢ | 5
Turn with double notes. 0

The 3 small notes must be played extremely —g-2 = — —

uick, and the accent falls on the written or .\)y, - — ' :
.. >

principal note. . \s Plaved. —_—

The distribution as to double notes, and with - - ;;%___ =
respect to the bass, is the same as in the h?é%&—fiiﬂ =
Transient shake. vﬁr?'% | i

. /o) I A F } ’:

§23. The double Turn,as it may be called, be- ﬁﬁjﬁ s i
gins with the principal note itself, after which all 3 } : —
the notes of the simple turn follow. This 15t note As Plaved. = ﬁ
i~ oenerally written in a small sized character. = TaC P &5 o

2 y %ﬁ‘? —— e
= 1 =
. . 2 2 N 14

All other rules are the same as in the simple Turn. x S I —

S21.The triple Turn begins by a note a degree JW f‘ i {:ﬁf‘
!ower than the d(.)uble one, and then all follows as &, Played, I
in the latter kind. ﬁ-

= I ——
.\Jy Jl ] i |- ! Ll i' T

All the remaining rules are the same.
$25. A mark of transposition over the Turn, applies to its upper note, and below it,

to its lowest note. For Ex:

As Pluyed. b
e = 5T M. == = =
= o= = = %‘%mjwlﬁﬁwﬁdﬁ ST

] 1
| i T 1 =T I

J
Sze. Turns are employed in 2 different manners;namely: first as a grace before a
note, and 24y as a grace after the note, or means of connection between two notes.
$27. When the Turn is placed directly over a mote,it is played as a grace anticipating the
principal,.  in the manner we have already described,and always as a simple Turn.
S28. But when the Turn is placed between two notes,it is still played as belonging to
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the preceding note, but it must be introduced as fate as possible, namely, just before the fol-
lowing mnote.

In this case the double Turn is generally most applicable.

TR LA LR N mi

B % e % in 3ﬁ21+" s -#-é+ Szl . B3

p 2 2 2 + 2 T T ke e 2

2 ‘LﬁTF_'Q_Jd — Y%, ¢ 3ot r’ T i t\’ﬁf r- S
X 1= S f ] ! T -l e | | —

y A
1 i I L II

v As Played. r

T+ + +1+ o o0 o0 P o
o e e ol et T e
&511_“ fﬁﬁm;l‘_];‘?T‘ll ?—1&:; fl-ll fl?u 5

e — e L L L e = =

Here the last note of the Turn must always be the principal note, for it should not con-
clude with any other.

‘When this Example is played slow, the 4 little notes do not come in till after the 4t quaver.
But when the movement is quick we must try to play those little notes to the 4ih quaver.
In both cases, the little notes must all he equally quick, and we must not dwell on, or
keep down any of them.

$ 29. When the Turn stands over a dot, followed by a quick note, and belonging to one
of the divisions of the bar; the Turn must be introduced just before the dot,so that
the last note of the Turn may fall exactly with the dot, and be held down during
the whole time of the dot, and till the next note has to come in. Ex:

As written.
("]

2
— i £ - ¢ E i T e 2
Ot ——— — T t - | =—— e i B
ﬁd,ﬁ = i ] I i I —g ! 1',;
4 3 321
1) 2 321 + 1 2 ﬁ 2 +. 2 ﬁ + 2 1 + 2 RR 23 1
P4 I L4 i X/ Y __H—y, y
M_ﬁ_pzéﬁ% = e e e e i e B
W e @ 1 1 - ] e e e i +—1—
YAs Played ' ] o e
S aye —————
Y > - e o o b 2
s i ™ » > » -
Ezb— _'.14 f ] ][F T =4 i : =

§30. When two dots are placed after a note,the Turn,as before, must conclude on the first dot;
and the last note is merely held down so much the longer. Ex:

As written. ) P . 2 g p
t -4 r ) [ i y 4 S oy I
) =1 L A I - = ~7 i S =
~ Le 1 I |3 | 1
v - I 1 1 I
As Played. 32) " 321 321 3
- 2 321 * ] 2 2 & + =Nt 3 2 B O+ o +
# 1 ﬁ_l g 1 RN g i
I T y = l ] P——F S I 1 [w -
Y ~ L% N ™ | . | T T Al T Iz I
A7 < - 1 1 — 1 T I I
J > l = ' - '

§81. When the Turn is used as a means of connecting notes, it must never begin by the
principal note, because that has already been struck, though it must always conclude
with that note.

It commences therefore with the higher auailiary note.
In very slow movements, it may also, as in the triple Tnrn, begin by the auxiliary
note below the principal one.
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17" 3L esson. 171

ON THE SHXAXDIX.

§1. The Shake is one of the most usual and beautiful graces in music, and the finished ex-

ecution of it, does no small credit to the Player.

$2.The Shake is indicated by the character fr or lr~~ over the note, and it consists of two
contiguous notes, at the distance of a semitone or a tone from one another;namely, of the
principal note as written,and that adjacent note which lies at the distance of a tone or a
~emitone above it in the scale, which latter is called the accessary or awxiliary note.

These two notes are struck alternately, and with the utmost possible rapidity and equality, and
this is continued as long as the time of the principal note lasts. Ex:

1 1
/r‘ +1 2~ /r AAAAANANAANANS +1 2
0 ﬁ
= = I
Shakes. Z%(' S A -
VY { L 1 1} v
o/ ' v
1 21+ 2 1 2 1+ 2 .
As ayed, : e
s Played — . = — .
v h
i % r oo v ‘E ,1} P~ —]
] g 1 I T . e t
P T 1 ! =
'Y o L 2 ' |
1% [ 4
; gégééééé*‘éf plolofo,0’ 12 +123 212 + 21211+ 1 L
s t %& ? —,

$3. The two little concluding notes must be played with the same eelerity as those which form the
shalke, arid the lower of them must always precede the principal note, and never the auxiliary note.

Though these concluding notes are generally written, yet when this happens not to he the
case, they must be added by the Player. )

It is only when several shakes immediately follow each other, which is called a chain of
shakes, that the two concluding notes are omitted. Ex:

—3 +21 2T
& 3 .

A - I = - * =

X7 1 i » -* = ! I ]

J A l | i ~

As Played.
L 12 es—— > 2 232 12 2+1 2 +1
H_—.‘ T1- [ J

jl'ﬁr- -

1
U ——— = 7 I o o s e BN Y YD
| pesessyc— ) & V) ¥ . o ] »

S —— A e B g — — — —— —

Remark. Although the mode of playing the shakes is here explained by means of a determi-
Hute number of notes, the Pupil is by no means tied down to this number; indeed it de-
peinds upon the movement of the piece, to determine how many single notes cach shake
shall consist of; all that is required is, that all the notes are quick. equal, and distinct.
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7

2 1. The Shake may begin in three ways, viz: (4,) with the principal note it<clf. This oceurs
when prior to the shake, either nothing' has preceded, or some otlzor note, not the same as the
principal note, and which therefore must be taken on another key. Ex.

121 4 A‘ )
v | I~ 3 ey 4 e

G - L o S 1 I T > 2
6= . ]
3 - -
o/ 12 1

s played. 4 ﬁ+ 3
g 121 %1

(B.). With the auxiliary mote. This must always he the case when the principal note of
the shake immediately precedes the commencement of it.

; 2l « .1 32 12
21 2 + o
+1 1 A
o b g o~ g 1 P~ B 5 CE A
e — ]
F=- =S — L
s played 2 12 52 1 5
as ptayea. 2 2 3« 1+ 1 + !-"_‘tg_#'f‘l‘— + | S
——} v e
- - et .
i
Y —
Py, ¢ .
119, +1 ] as played.
+/7M 3 A +12121 +1 3
(c) With the lower of the con- £ -~ Crerlrlelatese '

I
. A 1 1 P | _ — 1
cluding motes. wiz: 1 W ===
= L %

Thris we may occasionally allow ourselves to employ, when the shake is of some considerable
leng'th, and we wish by this means to give it a striking effect.

‘When, however, the Composer has,by means of a preceding little note; indicated which note shall
be taken for the commencement,we must of coutse,in this as in all other cases, subseribe to his wishes.
§5.The auxiliary note must always be taken according to the key indicated by the signature of
the picce,or according: to that in which the passagre occurs; and it will therefore be at the dis-
tance of a semitone or a whole tone, as the scale of the key may determine.

Capricious alterations on this head, must be indicated by the Composer, by marks of transposition,or

by little notes. Ex: §
/Or/—\% ™ » ﬁia /r Heo ® 4 » a °
— { } T TL :5' }'q]l e } f. - r I
> 1= v ﬁ-r%, T | L4 i
@/ As played.
2
ol ual

$6.Many Composers employ the simple sign of the imperfect shake, or note merely shaken ~~
when they wish to indicate, that the shake is not to have the usual termination.

2

1
e +"£V ~Y ~v AN A v AN ’V.V ~
! .. & !
i ' - fero—
-  — ] o5 L le
As Pluyed,
1212 1 12 I+ 12 + 2
+12 1+ 2 1 12 1+1 1+, o :_____ 12 214 1 % + 1
x P S = 2 — ~ — — — — — Iy
= g o S PY_JoY =SS D B ]
. | S HE.:.'!;;;.:E”E!'!‘)U. _:'jhﬁ i

In the first two bars no conclusion can he employed in any case, because the next

note is quick and in descending. This note must be played with equal cclerity as
those forming' the shake,
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57. The lower concluding note must always precede the principal note.
It would be a great error, to take that lower note immediately after the auxiliary note.
bad *g”“d

And the same at the commencement of a shake.

§s. The rapidity of the shake is not limited, supposing' that it is played distinct and equal.
Somctimes it must become gradually slower and slower, till as it were, it scems altogether to die

away. he -
L/l) C:\\ ‘l L =
FOI’ EX: ‘@ = —s J- 1 -
Joosf dim: rall. i ‘
121 )
as played. : lﬁl _EEMZE o — _x'zjr =
a — i
sf dim: rall. 12)10 Adagio.

This decrease must be managed in an equal, regrular,and well digested manner.

CONTINUATION of the 17" LESSOMN.

SHAKES wiTH BOTH HANDS, AND DOUBLE SHAKES.

S9. When shakes are to be played in both hands at once,the incipient note must be the
same in each hand; the shake must proceed with exactly similar rapidity in both hands,and
therefore fall note to note, so that both the principal notes shall be struck together, aswell
as both the auxiliary notes.

A wretched effect is produced, when the smallest inequality takes place.

— y— E—a
£ N o A e 1 & _re ~ A | >
 — Tt 1  — 1 — —
[ ] I & d%_:l 1 - —
‘U < 7 e
L et S S e it 2 ] S 5 I i i | |
I~ I 1 T 11
as played.
121 +1e 121 +12 21 +12

.\JV ‘l:é.'u‘rl r[_idl_'l - '_'._.' [ J '_'_' |

1+1 21 +
3 t31+1 21 ﬁﬁﬁ r ’M%Foﬂrg o { s.n.?-_— -
o e e =

+
1+1 21

'|r+
|
<
1
L}
———
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S10.With like regrard to the most perfect equality. must a chain of shakes, and shakesonhold -
ing' notes he executed. K.
[N h
-~ 7-/7'W ‘/ ~~ o B VII'W a_ A-W r_r—T-'l
= e Lt — ; e
' T— T L4 'r - i { I
| v : ‘
- f~n Dim: rall:
set e e
®). o [ 7 =T -
& | = T+ e
: 1 ' J & . 4 o~
as played. &/
121+ 23, 232 12 } g3 I
e 4P 5 = o2o?e’0:e Ny Y I Y P PY PN Y PY PYOT ‘;.‘GF"'
1 ﬁi s 2ie® Pttt g 6 sl 0 ot i
S e s

Dim: rall: rr 2
1t1+ 1+2 32+1 4
®)

—————=— ——————— I -
\

We sce here that the number of notes in both hands are exactly equal; a single note too
many would cause discord and confusion.

S11. When to the shake and in the same hand,long holding notes are added, they mustbe kept
dowa during the shake, according' to their value. Ex.

e
1
e
I
*
as

played. 3

. -

= Z

".l.t r‘

The long note mu~t always be struck with the principal notc of the shake.
S12. Skips with shukes, following each other quickly, must be played merely as shaken notes

that is, without a formal conclusion; and each must commence with, as well as terminate by
the principal note. Ex.

>

~

L

~v
— —
Al

I
1

1212, | 1, .
12121 lglﬁﬁr"ﬁgl 1 1 ﬁj{‘; 'E,El

as played. g tety gty o , = |

B e R = e O
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And similarly with double notes. Ex.

e s
AN ~v A ~v Y /\I,V l
g z - = ’ A
ﬁ ﬂ Il "] 4 ™ o
1 * r = {- i »
Y . — + ¥ 4
by o 3 23 2 . . 3232 4343
2
* ;l_'_ ; ! Vo J‘LU‘-O’ + +
&%’ —ﬁ‘ e
f o - 1 L
[ [ F v J
f I [ 'P [

The skip must be effceted with the utmost rapidity, so that hetween the shakes,no inter.

ruption may be perceptible.
§13. Double shakes for cne hand are subject to the same rules as those that are single. Ex.

4 —____.i_.'

;‘wmmwjﬁqr-- s . _— =N~

s o >

i—’({h‘l: = H o 1%l

_q!j /r‘lvmwv\/\f — /I" ==
o

N .

T

§ 14. Sometimes the shake appears in connection with quavers or even semiquavers be_

low it. Ex.

[ VNN UNINUNIIN

ava
-n o
- o= o = i i a2 =
- 2 4
i N H 9009509 — — 7 S
> T i M i e S R - =
X “ - — -

‘When these quavers or semiquavers consist of the same key, repcated again and again,
the whole must be played as follows.

For here the whole is only a facilitated double shake. We therefore always strike the
lower note together with the principal note of the shake,never with the auxiliary note;
and this is done as often as the principal notes occur in the shake,without limiting our _

sclves to the prescribed numbers given in the examples.
§15. The same thing takes place, when double notes are placed below the shake. Ex.

3 3 3 2

| +1a 1eas
g sfs”s e

P played T &
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S16. When, however, such notes are placed over the shake, they must always be struck

togrether with the Awadliary note. Ex.

| ’ ‘g‘_éi
“ &

os P F % s 3. T
= e S

e 1 1 1 71 1

- y PN | J¥ s

3

as played# H 3 73 PR .
S ot e Py P.i}-F ’ f'—‘l—_ :-p- +

4‘@7’ oo 1lI - I e sy S 704 ’ , —

In the left hand,the same rules must he observed.
S17. Sometime a melody is added to the shake, Jrnmnnrnns - ‘ { ,’_ i

either above or below it. <y
Vi

The notes of this mclody, when they are not quick, —¢J |
must be struck together withthe auziliary notes of the shake. Ex.

ﬁ 4 . )
as played. % ¥343%3 U343 %3 2 | 5 4 1 3
" .7 — Ly ] A

‘When, however, it is difficult to reach these notes of melody, they may be struck alone,and

the auxiliary note may for that instant be omitted.
S18. In this case, however, the notes of the melody must always he followed by the princi-

pal note of the shake. Ex.

Allegro. m
/r‘l S t - J‘\ [Lv\.vv::m E'__
-7

N 9{) i T T T T T A A A AT T ] H
Gz = o ="
Py i : : o ' 4 ”
) w—
. 4

as played. 4 s & 4 .

9Nz 2 32 4 ] T~ ®il. @23 32 932 932 121*“»21 2121 21+ 1
I y =, y

B ezl

Sl S

Here,we see that every intermediate portion of the shake must hoth commonceand con.

clude with the principal note. bad. 2z .
The contrary arrangement would T R A T R Rt 2
be very bad. Ex: d ! =
ry = P e E

S19. When after a shake there follows its principal note, connected to it by a tie and of

short duration, and that the subsequent notes proceed in descending; the tied note must

be played in strict time, with particular emphasis, and without the usual conclusion

B nmnnn
to the shake. e I é’/’,_\\ .
A ; z—F—P—n_,_lz@jh

Ex: =fh —— = i
laved. J e =
as p (lye
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When, however, after the tied note the following' notes ascend, the lower concluding
note of the shake must precede them. KEx.

S20. Shakes placed in the middle between double notes sometimes occur.

In these cases the double notés are struck -2 I — f
together with the principal note of the shake. : - T
i f
as played. i ‘i 4 i
P amy——————— my————— o — |- —— L
e ¥ %%, "}"r"ﬁr';ri;r' T j‘—'r—-f’:f:;ﬂ"

The facilitated passage produces as good an effect in a quick time as the more diffi-
cult one; only observing: that the double notes must everywhere be struck loud and held down.
§21. The following passage requires a peculiar mode of execution.

Iy 213
| FJ 1 21 &
] Htete e @ _. _8 ﬁ ﬁ ﬁ
<tr - as — "o " "o . o y 7 7 4
Y o 0 00 0 0 0o l d Y ol ol o o ol ol lol 1o ol g Tl 1 / 4 4
el o ol 8 4 Pltayed. <y— @@ 81— il O et o o o]
o Ll i r'Y)

S22. The Pupil should devote much time and attention to the practice of the shake.
His hands must be exercised both together and separately on the shake, on all the
keys, black and white, with all degrees of rapidity, and alternately with all the fingers;
for which purpose the following exercise will be found useful.

i
|
1

f 4 +1+4 121 232 31‘14-3 232 121 +
i 7 1= r e~ ya r -
] V5 TaVava IF 77 77 1 1
Y ° N (W) N | 1]
o/ . S ~ 141 ~ S o~
3% 2] 212 323
4‘?’4' /3 }1/\1\1 /IM/ fre / 4
PO | NV 1r-< i 151 N 14 e s | | |
LT e i~ N (W) i ~ [ N 111 e -
A w7 [ O H A ﬁ[
121 232 393 232 121 +
Vi 7. J §2aVava J 2N Vi +
V7 a¥%v4 yr=Y 7 I { r‘ -
1+) o} 2
434 323 212 / ALN 323
. hoas o~ S I fonns 4 .
®h ) O — < - it
AW |l 1 T J
| %4 ] !
\C f
23 4 3
21 21
i
T
r
-8

Subsequentlytoo,the double —g =
shake.in the same way. %ﬁ—"_"_"_'—ﬁ% H—H—F

The position of the Fingers in all shakes, must be the usual one; regularly bent,
and no finger must be lifted up higher than another.

219



-

e |

»
re

SHARE. N

T
2
5]

——

&

XKERCISEs ON THE

h]
+

E

[aSa N

PrAacricAL

Andante,

"8

[ ] : 1 HITH ni 11 T T
L. M v F{ \ * N .
: - -9 N
~ HOTTT L L W ff E + Ll
& B ! —wli £y ‘ W\
s 134 N
. I AR i . -+
B . by Lyl -
w B m o) -'rlUr ' K Y
" N d~ P+ hh s
-~ W - f; \ m - 7_ ﬁr \Ll - + ** 1 H
2 ) 12 PR T a1l :
| o) i “.
J @ : 0 f A ! ne . )2 L
+all e ; : \ W 0
~ J Pl PoH tli
R 4 ; H- n
| . il m T -8 .l
+ N sy " "M ‘ﬁl m +ﬁ1 1 ™
T R ST i ,w B N
el |J' ; i - f%._ 11%1!1 OoH A 1Y
: SIS I & i T s g
IS Al Lallll]
+4§ 1 r”- : + o~ MH L4
: - Un : L1 2gT ! AN
ey i ﬁ g [t
4 | * 1]
-t § ! ) e m +M1. Oalll L
A . :
+ L1 - I Opl” Bl L\ w 2“
] t . e
iy &4 | il A )
al LT 1) ) I~ i Wﬁ 3
AN o Awu.l- e 0
+f|ll - olefole ofelele ﬂ IWQLIJW .‘.-
Qy ™ Py QN A ole N
S ) ﬁ 3 r? >

AB. The finger whieh st nds over a shuke-pote applies atways to the prineipal note of the shake.
SHO2



179

e

—.

%

r

Tegretto.
o

b
H
[4

S
A

30“

o)
o2

ot I

£

JEE

£8

—_—

Nz D

Ex.

75.

o
i i
i o
AN ® Ty
] el
+(Ql] HQY
- ‘-..
+0)
+
n ¥
+
§a i)
L I
P |
m o Q] .
: Q| i 12
P[] e
e 1
Lm.ru!i T\
. ﬁo.l H
m l”# & -..
Powiln g
H =z N .
W I”',-ll G ',
i A
il
By I |
._Uhv T
n e|e

- -
-Mv}:“
.H

} SRR [ -

19
v

N

3192



a.b.rx
~ Wi
$!
Wi
/¥ «TN
\ 2- t‘F
N 'y
fax\u. ii
+ i ¥4
S Q]
Zl” L &
B} Jﬁ @
+ b ¥

Andantino.

180

frr o s

z.

+1+

AP AN AN

1

y -J

Ex.:

76.

— Q]+~
< 4
+ougg]
¥
*QT7] 4.%‘V
Dh
3@1#% S
R 3
—- hY
p A
]
A
*
2[” 111 ) N @
#ﬁuw & _.
~Qll] oF
Ay .
$
iR,
v-
+ [+ k
70
L
~Ql[] +m~
i)
+ 7
. <+ _r‘
9P
akg|
ol
/7 M J l\rmw v

— Q. [
Y
L]
1 ;
& (
/]
(9
3 t——
2 1
- s
[T +
ln | |
| T
L8 151
- anu .“
0
P = o
HH
]
] LN
-
]
b

T

A 5
(.2 .~

FI+1

R

=+

+21
=
HC|

1
fon.

-

34+41+2 A"M/

ror
4+

dim.

.1

o

Y]
Y-

3192



—

h—

3 21 +

—|
E.‘!
1=
1+

dee| h o
e .
- +°
+ S Ne lli ™ * ].o*nl
| W & oyl
+
lu ] j - I“. Wn 3-*._|I
Tt + 8]
-lchﬁ 2[” fl”-.._v

£Eige

12

[N
-

fr_8

E—a

2
1 4
-3 2,

1t 1
1
| |
2 2
2 &
| R
|
—
3
=

f; v
2%_
:

4

Il:”llv A 11 -
T SR Y

Bés,
2 .

1

Ay
=

All® moderato.
1+ 2

a UL

il [ i
e ‘Il L..—l
+..’F .+4.—| A
- 2‘[ .I..Tﬁv

[}

.
ry

.

D

\ 7
) ]

@

>

3192

B e




=

.'f:tp_

4

£
N s 2
—3

&
T

rJ

2 + 4

{
3
+
|
2,
Y
i

ys

.- .
U
¥ —
Jesss 85

=1
lr |
L4
;rh
. 7N
4?\1
T
+

-

+

1 3

F1

1
by
=
Feeiig

1

hr

be-

< P
P—

E=

_1
v
Lo

4

3
=
;!
+ *

o 7
o
——
1
1

Oy

IS S &.. .

el

PN
il
| .
1
|
]
SN
O
é
b~

. >~
>
H"

o>
-

H ] l‘”—_r‘“l ~+ Q%] |\ -

)

b
o

b |

52

=
h

R

r

1 b4

IR ol s T IS

;

=

-2£0

b

oo |
b
s

I—T1
I/
QI‘R

o

-
-~ L ola. ﬂﬁl«-.—, zau o=
| I w bt ﬁh g et I o il TR M IJ
& T A - hake 9T 1}

N @.j S ...P- || (r= I i " I

bt V] H L 1 [

+

.ty
o + ¢l
o

M ]

o+

3

L <94

h B TH

|
s
33

)

P
1 +1 4%

b

2
&
e
3 +4~321_
p——
2—5—5—
, 234t
ef £25
| g
3
b s 23k
=
s
/-r
L E
g ¢ ¢

ie2
heb b/r
=
s g ﬂ -
ST
o pif
} +
o
{500t s
aiz s
dd 4

’ v
.1/11141/1I(.

n
AN
t

)

=%
. Y A
Q@

A\

X

A
4
{

Iz

N 3 b , A | A b
- = - - B 11 \
'y & TR h -x] N

I 3R - =
g H o ) S 1 |
fnu N = L SN
I\J nal Vm m. - ? !

& !

3192

5 19.

Sce the rules in

AVER



A

5

-

BRE]

N+

18.
1/—\
IJ
| {
o—e—]
3
—
B D ‘D
C:sr
P
2
===
;-134%
4 D
I ‘"
4
Lo
5 ‘i
F £
1 I!
4.
1
e e —

1o B g | I
- T T -
o ¢ ™ b N+ L.
L0 &g e [
Ry 2 DN+ Y
. P
i I” ar- ) | |~ 1 #:IJ l”l
o £l o g il %, g
o o ¥ S v ] Ml
+|.IMI ri i ﬂk I.u.l” J| M Fldv
k) ' 4|n_v m. @A < +T7 , .PI 4+J,.4Jﬁ- L!ujﬁ]
| 12 )l ~wp |-
..‘-i? T ¥ + mu
Jol | 3
¥ Salllll 5 i
wy, 7 ¥ 0 m Lnlvh% ) PL . lrlll Qw m '*U.
EY B 1
L+ [T N S t--- 4N | I
- p. 8 - l;. 4 . N I M
1 4 I
lﬁ. + 90! . i H
=t T "N N by \|1
) ol 11wl
Al R | TS W - iy
L qp O ] NJ.., o
42 I !l
g 108N y — ol
5| oT
_ i . NV ]
i mm e|®
o n
g T ) 2 0ello 20 NS 1,
= 4{
N Q oe .
Jru w P N kmm\, , = b M

>

3192

¥

»

w1

\B. ‘See the rules in §18.

(st

b

f 4




154 I8t 3P cgs 0.

ON S1yLEX EXPRESSION, and the CHARACTFKRS wsed to indicate them.

PREFATORY REMARKS.

S1. Each key, considered mdividually, may be struck more or Iess loud or soft.

$2. Siniiarly, cach individual key may be struck quite short, or held down for a period
mare or less long:

§3. The established degree of movement may for a short space, and in particular pas-
sayes, be changed for one that is slower, or quicker.

§4. From the combined observance of these three principal rules, consists what is termed
style, and refined playing in musical performance.

ON THE FORTE A4AND Piaxo.

§5. If we were to play a musical composition quite through with that kind of mo-
notony, with which boys .repeat the multiplication table, it would produce no effect, even
though in itself the piece were ever so charming.

§6. But the mere alternations of loud and soft will not of themselves be sufficient for
the purpose of expressive execution, since each admits of many gradations and degrees,
according as we strike the keys; indeed by gradually augmenting the power of each, we
are enabled to obtain from each key, a series of sounds increasing from the softest and
almost inaudible whisper, to the utmost strength of tone of which the Piano-forte is
capable.

g7. To express all these degrees of Loud and Soft,the following Italian terms have
been introduced; the exact signification of which the Pupil must learn both to estimate
and carefully observe in practice.

Jor. (forte) loud.

ffo. (fortissimo) very loud.

mf. (mezzo forte) moderately loud.

1°. (piano) soft.

1P (pianissimo) very soft.

12f. (poco forte) rather loud.

sf, fz, sfz, (sforzate);struck smartly and emphatically;this term is generally applied

to single notes only.

FP. (forte e piano) one note loud, all the others soft,

cres:.(c"rescend? with encreasing power, swelling, growing greater,

dim:or dimin: (diminuendo) with decreasing power.

decres: (decrescendo) gradually diminishing, growing less.

dol: (dolce) soft.

dolciss, -(dolcissimo) very soft.

delicatamente, with delicacy.

energico, with power and enery.

marcate, each individual note with peculiar emphasis or weight.

§8. Each of these signs is placed, (gencrallyabbreviated), between the two staves; and
according' to the Rule, applies to both hands at the same time.

Its application begins from the note under which it stands, and lasts till some other
mark appears. Ex:

L 3 & 3
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Here the first bar is to be played loud, the second soft. The 39 bar and the minim in

the 4P bar, very loud. From the quaver in this latter bar, every note is to be played soft,
till in the 7th bar, where the first four quavers must encrease in loudness, and the E and
G in the two hands must be played loud; from thence to the double bar all is piano.
The 9t! bar begins piano; a gradual increase of tone must then take place, and this fncrease
must continue through 2 bars, and till the commencement of the 11thbar. where the real forte
appears; then we must begin to diminish the tone gradually till the commenceent of the
13th bar, where the piano again gives place to a crescendo, lasting' through two hars; subse _
quent to this,the sf in the last bar but one,indicates a marked emphasis on the 15t and 84
crotchets of the bar; after which follows the last bar,which is to be played with energy to
the. end of the piece.

§9. To indicate a marked degree of cmphasis on single notes,Composers also employ the char
acter > or A which may be placed e;ther over or under the note. .

Aty . e —
: T—1 L 1 —* 7 ! i W—P’_J_ﬂ
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P * * 1 * 13 = > = =
PAYXE:] S e n> T ﬂ' ;,L2l
)5V FAxQ o
o S S— ' L —— .
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3 e v 3: 4 '

3 4

Sjn.ce the entire passage is to be played piano, the notes marked with =~ or A must
recieve a slight degree of emphasis, approaching nearly to mf; but not by any means
to sf. If the passage were to be played loud the emphasis would naturally be much

Jouder.
$10. The crescendo is also expressed by the gradually opening angle ——.as is the

Diminuendo, by the closing angle ——— Ex:
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1. As the gentlest Piannissimo must still be distinet and intelligrible; so on the other
hand the Fortissimo itsclf must never degenerate into a mere violent blow, by which the
note or even the instrument will he put out of tunc and spoiled. A good player never strikes
with so much force as to injure the Piano.

The Forte must be produced by a stronger degree of pressurc. never hy a 3low, and it
therefore never disturbs the tranquil position of the hands and arms.

ON THE LEGATO AND STACC.ATO.

§12. When we hold down a key that we have just struek, it continues to sound while the vi-
bration of the string lasts, and that through a certain time. unless we raise the finger
from the key.
$13. If we strike a hey and then instantly quit it, the tone is but short, and it is directly
damped or extinguished.

S14. It is very important that the Pupils attention should early be directed to the differ-
ence between a prolonged,a connected, and a detached touch; and he must perpetually
be reminded as to the exact difference between these three kinds.

§15. The prolonged touch consists in this, that one or more keys are held on,while other
notes are played to them. This species of touch is indicated in the following manner.

N ,-. | - or also. | |
- T T - T
77—  ———

f
{ | r N [
| ™ I
XV I 5r 0 ol |
d

516. The connected touch is that,where we hold down a key till the very instant in
which the following one is struck.
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This kind of touch is exactly that which is indicated by the word Legato (tied);and it
is also customary to employ the curvelines—~or.__,which are drawn either over or
under the notes to be thus played, to indicate this Legato: such marks are called Slurs.

$17. In the detached species of touch, each key is quitted by the finger defore the fol.
lowing one is struck; and this is indicated either by rests placed between the notes, or
by dashes 111, or dots ....,which latter may either be placed under or over the notes. Ex:

£

A ~ A t v T ! ~— —
T 1 g 1 ;
[ | 1 o v T 1 i T
1 ™ H v . 1 Il 1
. ] . Al

S18. This separation or detaching of the notes is indicated by the term staccato:it is ef -
fected by 2 geutle withdrawingof the fingers, and also by lifting up the hand somewhat
higher than usual.

$19. Sometimes the slur appears in combination with the dots or dashes over the notes;
and it then indicates what may be termed the lingering staccato touch,whichis as

it were,a medium between the legato and staccato.
LT

ry ry - L‘ J— | — 1 1

HOo—— = i o e —— —
<J w 1 - ] ! ;]’ ] —F——F
' s T

Here the fingers must rest on the keys for one half the duration of the notes, and the

hand must remain as tranquil as in the legato; so that the notes are shortened only by a

gentle withdrawing of the tips of the fingers. 3192
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$20. As slurs often occur betwecn two notes only, they must not be confounded withy'the
characters called Ties, as may be seen from the following examples.
—~

Ties. N prmm—— Slurs. —~ ﬁ . \
0 : : 1 , Lo - = ] N0 S o L
-h. L | H
’ y i e e B i = /i w7 i e 7 o 7 v~ -
P . O S

In N?1. the tied quaver must not be struck again, but only be held down according: to its
value; because both quavers belong to one and the same key.

But in N92. all the quavers must he struck,hecause they indicate different keys, and the
Slurs only denote that the one quaver must be connected to the other in the leg-ato manner.

S21. In like. manner the dots over or under the notes must not be confounded with those
which stand by the side of the notes; hecause, as is well known,the latter only protract the
duration of a note, while the former indicate the detaching or separating of them.

§22. When short slurs are giiven to groups of 2 or 8 notes, the 29 or 3¢ note is in
this case played detached.

. 2 2
321 4+ '\I-,\l%\lz’_\l

|

VAR S e > B R = T A S R
§23. This separation of the notes must be still more marked, when a dot stands over the

2d or 8¢ note. Ex:

321—2 321 2

§ 24. When, however, slurs are drawn over several notes, although the slurs are not con.
tinuous, but are broken into several lines, they are considered as forming hLut one, and no
perceptible scparation must take place. Ex:

— o T T e — .
g a ot T AN PHe,tN S s NP g M R =
FSmssmrriiiaaeEtd iR e e e
v 4 T . - ~

Here the last note of each bar must not be played short or detached; but it must,en the.
contrary, be connected with the following one.

Should the Composer desire to make it detached, he must place a doi or dash over it.
§ 26. The Te and Slur are often met with in combination. Ex:

T—. e
. 4 S e ’_—__x .
+ 2 1 3 p

e

| JRES

3 > > . 31 4 3 1 3
1 2 » v ! ] i~ ~ 1 |
< : P 1= ::'f_': = E S - . 1
F‘ T e e o e e e et e o e &tizﬂ
J || T ¥ s i ——— i

Here the whole must be played Legato, and likewise every tie must be held according
to its value.
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$26. In passages in many parts, oftentimes the same hand must at the same time connect

some,and detach cther notes. Ex: i r s
. E . .
R -
~ T | |
"~ —& e
¢ & ] . | S Q.iﬂ
—_— T . e S = 2 J
n s 1 = S : £*
oy = < i 3 ;
s S & = £
i | 3 2 |
§27. Cases sometimes occur, in which some mnotes are held down, while others are only
closely connected together, /4‘/:,‘—?\
f\v . 1
— 5% 1 2 i 2 % s 1 * " |
S
RV —

Lento. + u
; + | - i *4(4 * -l
T ; _l T 7‘ — o2 iy il -
3Tz = et R e =
. 0 - . i ) i
‘ - 7% i - : e«
SQ Qe L, iy

- 4
F‘q /—-——‘“\ q/ Ns_l_—‘ .
e T I T T rE Z >y 1 <
. A J H 1 | I o o2 1 F 1 4 ™ -
-‘ 7 1 T o [ 1 : .l —
[ [e@ ] ¥ T [t f T I +
% 3417 a4 + 1 45 |

Here, ail the notes in the right hand are held down, as far as the bar-line, except those
marked *,which are only to be slurred according to their value as quavers.

In playing such passagres, the pupil must carefully observe the import of the notes
and characters indicated; as holding: down many ¢f them beyond their proper time, would
produce false sounds and detestable harmony.

S28. When dots stand. over notes of long duration, these notes must be held exactly
one - half of their usual value. Ex:

. . * . - -
o] - - T T 4{} ~ ! } I
t#l"" 1 ¥ t (¥ ] s T
) . W T 1 ¥ 1 % ) I = I )
1 | i —< (> 2f, r' s 1
oJ s C ¢ < )| J = -, S
or : -

. . = S i ;
L/ OO ) - < =N < II (®. 9 i T 1 1
\ W7 S 1 . y S— T X I
i ! s 7 L =

§29. Rests are often placed between staccato-notes with a slur over them. Ex:

0 L 4 * _#_'_—F - d
- 5 [ — T e e e T o
7 - I — " e 7t —+ I — ot g
ivd 1 I 7 v ¥ 74 i — I = o !
Vv Vv VvV T ' * I

In these cases the keys must be struck with more than usual emphasis, and the notes must

be held on for almest more than their usual value.
To express this peculiar lingering manner of holding down a note, many Composers

write —~ over the note. Ex:

A

. . " .
Py o
) [t ™) 1 1 Iid ™ T
y] ] 1 | 1 1 e I I I | T
. - I v 174

A note of this kind is to be kept down almost beyond its full daration.
3192
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§30. When nothing' is placed over the notes, and they are not separated by vests; they are,
in compliance with a genecral rule, always to be played 'n a smoothly connceted man-
ner; for the Leguto style is the rule, and the Staccato the exception. If, however,
in a passage counsisting: of notes all equal in length, several of the first are marked with
dots ....,the Staccato lasts till the passage is changed, or till some other charac-

ter appears. Ex:
T
013 24" 3 2 S tm
+1 2+ 14 2+ 21_‘" 14 ~ -~ 1 * MR P ot 3

e e e ETEEE
X e =) _‘*ﬂ — Lo C ]
v 1 cres dim. ! cres J — P

Here, the first two bars must be played Staccato throughout; the two following Le-
gato; the next bar staccato all through, and so on.

Usually, however, the dots are placed over all the notes, or the words sempre staccato
(always detached), are added to the passage.

..
+

e
A B

L

1]

TERMS relating to the LEGATO and STACCATO modes of TOUCH.

Lecato. Gliding one into another; smoothly counnected.

LEecaTissimo

Morro Lecaro.

TeNvuTo. (ten:) Held on, is sometimes placed over single notes, which in that case, must
be struck with emphasis, and then be firmly held down.

STaccaro. Detached, separated.

Marcaro. ‘With peculiar emphasis; generally united with staccato, though also

Ben Marcaro.} dpplicable to the Legato.

LEGGIERMENTE. ) Sfree, light,agile; is most properly employed in quick movements

}- Very connected; nearly approaching to the prolonged. touch.

LeGGiERO. and in the somewhat staccato style or touch; though it may also be
Cox LEGGmREzzA.j applied to the Legato as well as to the Staccato.”
MARTELLATO. Hammered. The highest degree of Staccato; this term is employed but sel-

dom, and but by a few authors;although it certainly deserves to be intro _

. duced into general use.

Remark. As the sort of detached touch,indicated by <773, is not expressed by any Italian
term in greneral use, we shall propose the word ScioLTo for the purpose,as it has the double
and equally applicable meaning's of untied or loosened,and of free, light, and supple, (in french
delie’and agrile), and therefore express this style with perfect correctness.

ON RETARDING and ACCELERATING the degree of MOUEMENT or TIME.

§$ 31. Many passages will not produce their intended effect,unless they are played with a cer
tain gradual slackening,  holding back,or retarding' of the Time: just as others require that
the degree of movement shall be gradually accelerated,quickened,or hurried onwards.

$32. As this already belongs to refined execution, to which the thivd part of this method
i particularly dedicated, we shall here only explain what is most essential,and that only as
far as the Pupil can at present be supposed capable of comprehending it.

Here follows the list of the usual Italian terms applicable to this subject.
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Rrrasnasvo. Always retacding or slackening in the degree of movement,so that each
division of the bar gets something slower than that which immediately pre-
ceded ilt',z Ex: 4 4
. + 2 . B -} I 2 "
. .»lll‘eg'ro. S R 4+ 12 *+_ 3 + A ‘4 E_ 3 L 0 f.\_
—~ } Li[  H I Y e —— e — o ——2— "_ ’1 ,[ Q:T [
A rJ;"{—FF-P——“f_“L'_—F‘"T—'H‘f I i I I
. \ A - gl T ! s Sy T T %_‘_J I I W 1 T
Tt b - T
‘ P cres: ro. - - _, _tar"_ - _ _,_dan-. . - . _ do _ _ Na
2 s | '-#Jg £ ] he e 020 | 6L & X
St e P e * ST S
A i W) y - L Lo - E_—HL - —

This retarding of the time must proceed by equal degrees, so that the last bar but one
must be played with evident slowness (almost «dndante).till in the last bar the real pausc

or Fermata follows.

RALLENTANDO ,
Becoming slower and slower. Much the same as Riterdando.

SLENTANDO
Mogrenvo. Dying away. Not only becoming gradually slower, but also gradually soft-

er and fainter.
CaLaNpo. more and more composcd, } Refer chicfly to the gradual decrease of power or tone;but

SMoRrzaNDO. gradually becoming' extinet.j also imply a holding back in the time or movement.
8! 8 y g

ACCELERANDO. always hurrying forwards . .
. , eanscequently getting quicker and quicker.
STriNGENDO. hastening more and more

1 + + o+
g +ﬁ , 3 P —— 3 2
— I — liﬁ . —— j I i ] (o G
Yo g 284 o 1 /
V% B A, AT A— I - :
Allegro 'Y, 1 v - 1
. P ovess acce - - . - - - - . _le_ _
mod "0 > o » | > o - . - _ o » o L 2 .'L £
5 o S T OO ™ . T, P i NP o
m ' *P‘EF—‘A - ] —FI 21 | 2 i o

3 1+
n 1 4 3 2 | B - 1 + o o
o  — > ——o— P
Yy O —— gFr— —  Se———
\ 7 A—— — ——
. ] ran _ - - - - - do - _ - - - _ff

o (1D

_ e e ; ]

ANIMATO, CON ANIMA,}_ . ‘b spirit. 1if 1 vivacit
Vivo, Vivacs. moving with spirit, life, and vivacity.
S23. As soon as the Pupil has hecome familiar with these subjects, he must strictly at.
tend to and reduce to practice all the” characters and words relating to execution,in what
ever f.'uture pieces he may study;and he will find that going once more through the little
exercises which he has already lcarned,will he extremely useful in this respect.

Y
;1
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ON THE 24+ KEYS or SCALES.

S1. If, beginning {rom C, the white keys are struck in the following order.

c D E F G A B c
7 ; I I f ! |
] . ] ] 7
_ ===
-
The series of notes which result forms so agreeable a whole.that the ear is perfectly
satisfied with it. This series  of white notex would sound comparatively imperfect,

if we were to commence from any other key than C; and if we add to it some foreign and
unconnected notes, as C3, G#, Bb, it would sound still more strange and discordant.

§2. Consequently the white keys alone, form a key or mode in which,without the help of
the hlack keys,we may write entire musical pieces, as we have already secen in the first
practical exercises in this work.

53. All the 7 notes helonging to this key. are repeated in each octaves and they form when
struck one after another, either in ascending' or descending, what is termed a Scale; and
since this scale sconds most perfect when we begin from C. this note is considered as the
root or key-note, and the key is for this reason said to bhe that of C.

$4. The notes belonging to this scale and key, are called degrees, and therefore C, is the
first degree, D the second, E the 84F the 4" G the 5™ A the 6™ and B the 7™;and in Tike
manner through every octave.

§5. These degrees are not all equally wide apart;for from C to D, the distance amounts
to a whole tone, (hecause the black key C# lies between them); from D to E is a whole tone
also; but from E to F, (that is from the 8¢ to the 4!l degree), the distance only amounts to
a half tone or Semitone, because no black key is comprised between these two notes.

Fto G, GtoA, AtoB are again whole tones; while from B, the 7th degree, to the adjacent
C,there again occurs only a semitore, as may he scen from the following: example.

-
whole whole semi whul¢ whole whole semi
tone tone tonc¢ tone tone tone tone
l A
'{ —

I Il
} 1 )
h St!]-

-g4)

1
g
o/ -

fl. T

d ad 4th sth eth

§ 6. Consequently the scale of an octave consists of 5 whole toncs and 2 semitones, and
this is called the Diatonic Scale. ‘

- §$7. We may nevertheless construct such a diatonic scale on any white or black key with-
out exception, if beginning from it,we take one after another the other 7 notes in the
same relative situations, as we did when commencing” from C.

That is to say, when we look for, and placce in succession,the 3 first degrees as whole tones, the
84 to thea™ as a semitore, the 3 following: degrees as whole tones, and. lastly, the 7% to the 8th again
a  semitone.

‘When for Example, Eb is taken for the root or key-note, the scale will be as follows.

semi
tone




192

$8. As there are but twelve  notes in music, there are naturally but 12 keys, and the like
number of Diatonic Scales. And as the 7 notes of which musical notation essentially consists,
can only be placed in the same order one after another,as in C;the marks of transposition, as
the gsor bymerely serve to produce the requisite distances hetween the degrees in each key.

Here follow all the 12 keys with their diatonic scales; these are called Major keys, to dis-
tinguish them from the Miner keys, which will presently follow.

(1) ¢ major. (2) C# major. (3) D major.

‘ . | N
I 1 | ' I I ] r—ui | II I &

It must be remembered that C# major and F# major may be written with flat signatures,
in.which case they are respectively named Db major and Gb major.

. (2) Db major. | (7) Gb majo.r. . |
7 t —t— . el —1 T i[_b_'_}z_F:b‘fIr_i}L
I — —— ! -

|
1 1 | Il 1 1
T ' I ;

S9. When a musical piece is written in any one of these 12 keys, the requisite #5or b3are
not always inserted before the notes which they concern, but they are placed at the very
commencement of the piece, and afterwards repeated at the beginning of every stave, im-
mediately after the clef.

§10. From the number of the § orb thus indicated,the player directly knows in what keythe
whole piece is to be played; for the Signature applies throughout all octaves to those notes
which require to be elevated or depressed,in order to satisfy all the rules here laid down.

$11. The prescribed § or b always stand on the same lines or spaces as the notes to which
they belong:, as may be seen from what follows.

SIGNATURES of all the MAJOR KEY'S.

C major. G maj: has 18. D maj: 2#’5 A maj: 3 #5s.
0w # o # 1
#” ﬁ i 1 -
5/ W— i — —i
. o/ o o/
has nothing. # applies to F. £ to Fand C. # to F,C.G.
. £9)" P:] [ | WA~ ] ﬁ
—Jt @t RE — e
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~ .: 4 2 B . 5 > . .: 6 JV
.t E maj ts o4 #, maj #s oyt AF# maj: 645
£yt 1 T m
{ b | hd ‘)’] htl ¥ \‘V] i %z H
Py, o/ o/
¢ to F,CG,D. # to FCGD,A # to KC,G.D,AE.
PO AN 204 | P/ B S
Qg ey et i
: —a i i
Gb maj: 6 bs
-
D1
Y ) to B,EA,D,G,C.
- T
o (D la 1
B
Ab maj: 4 bs Eb maj: 3 b Bb maj: 2bs Fmaj: 1b
ys) oy L 12 )
M2 Y A 1 1
h 7 Hh | ﬁk h
y v 7 } VvV 1Ir ) it el H L
'y '3 v 2
b to B,E:A,D. b to B.E.A. b to B.E. btoB
P T Y 1l @' 1 P~ | : -
©hs ff&E @t = e

S 12. These signatures the Pupil must impress upon his memory, and attend to at the com-
mencement of every piece,that he may always apply them to the proper notes, and that he

may never be in doubt as to the key.
§$18. As in the course of a piece marks

of transposition often occur before other notes,

which marks in this case are called accidental, because they do not helong  to the original
key; those which form the signature obtain by way of distinction the name of essential, and
their influence can only be destroyed before individual notes in the course of each bar, by

means of the §. o
N THE

MINOR KEY'S.

§14. The 12 keys before described are called major, or greater, because each note has also

a diatonic scale which is called minor or less.
$15. Entire compositions are also written in these minor keys, and they differ from the

major keys as follows:

S16. The third degree in the scale is taken a semitone lower in the minor scale, and it is

therefore depressed by a b oral.

By this means from the 24 to the 34 degree is only a scmitone, and from the 8¢ to the 4™t

is a whole tone. Ex:

whole
tone

whole semi

tone tone

semi
tone

whole
tone

whole
tone

whole
tone

\

ol

I

\ 188

BT

el
o YA
Uil

t

t.h f_h gth

or IEderice.
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$17. The feeble and even pathetic character which the 3¢ degree, thus diminished,gives  to
the whole piece,  serves to distinguish compositions in minor keys,from those more lively
and more brilliant ones which are written in major keys.

§18. The other degrees, as we see ahove, remain unaltered in the ascending minor scale.

But in descending, these minor scales expericnce an important alteration. For if we play
the preceding scale in C minor backwards, as it stands there,it will sound hard.disagrecable,
and unsatisfactory,and it will not possess the properties,that are so striking in those scales
which are called diatonic.

$19. The expericnce of the ear, on which in truth all music depends, has taught us, that in
descending;both the 7th and 6th degrees must be depressed a semitone, if these minor scales
are to form a satisfactory key.

The complete scale in C minor is therefore as follows.

¥ e e e | | i :
AW, T I T 1 ¢ L‘__b_;‘___ﬁ—'f_i
| T f T o
1 2 8 4 b 6 7 8 8 7 6 5 4 3 2 1

snd in descending' the semitones occur between the 6" and 5t and between the 84 and 24
egrees.

$20. The signature in these minor scales is determined by the number of #% or bs,which
ate necessary to form the descending scale; and these marks of transposition which are nc-
cessary in ascending; are on the contrary always added in the course of the piece to. each
note when requisite, merely as accidentals.

S21. Here follow the Scales in all the 12 minor keys with the necessary sig'natures.

3
1 pt 2 | 5 4 2
C minor. 1 _p:b_ﬁn_‘iﬁ o———F—T— ]| has 3bsthe same as Eb major.
L 1 { I i {
Y —" T -
2 #ﬁn T T—1 :? £ 1 2 1 3 P+ 2
C# minor. : - has 4#5like E major.
R DL
3 -t |2 ‘IL L 4 vt 271 +
D minor. has 1b, like F major.
susSSSsus _
4 L S o £ 3,
. ) N | T s
D# minor. ¥ Wmf—%zﬂ has 6% like F# major.
— T ¥ H N Al D
. e
The same key written by flats.
—) | B T IR 2 2 + 3,  *1
. 1 | |
Eb minor. has 6 bslike Gb major.
l ! I I J J! i
5 —4 # + 2 T ] + + +| 2
. T 11— ; t n
E minor. W M has 1¢, like G major.
— —— »—
I
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6 PRI SN SN T T N -
F' minor. s B o —  ——— o —r has 4bslike Ab major,
] H 1 T L I I 1 1
! l T T
+ 1 C
7 PR D - SN T
F# minor. SO DU S e 6 o has 3 #ilike A mojor.
SES S
P 4 ¥
8 PN M A T . S Y + 2 |
G minor. .y — — 1T has 2b%slike Bb major.
§ == =
2 2
9 bt s S
G# minor. % L i :,&&Fql?_}'lpjfj has 5#’s like B major.
) 1 1 1 M bl { 1 1 ) w
[ L L
The same key written by means of b.
2 ,
al 12 4 + —r—-b + has 7bfneons?qucntb o'ne ffn-
Ab minor. . g e — i every note, like B major, if
Vi l —— —I—— f we were to write it as Cb ma-

jor by means of flats.

4
10 A + 2 + _ 2
A minor. ﬁ:‘g i has nothing for its signature,
J — ———— i like C major.
3 3
11 1+ + ok b r 2 1
Bb minor. e B e B S s B i has 5bslike Db major.
¥V v ] [ 1 1 ! M 1 1 1 { 1}
o/ L N
4 4
12 # + 1 2 + : + 2
B minor. 1 | 2 Jike ;
.‘j’ iii e — : ——— rf = has 2g3)ike D major.

S22. The Pupil will have remarked that 2 keys,one major and one minor, have the self same
signature.

Thus, for example, C major and A minor have nothing; Bb major and G minor have 2bs; A
major and F# minor have each 38 #iand so on.

S23. This identity of signatures between two such keys forms a sort of harmonic affinity
or relation,so that one may easily pass or modulate as it is termed from one to the other.

§ 24. Among the many different chords which are possible in music, there is one which in-
dicates each key to the ear as positively, as the diatonic scale itself: It consists of the 15t
8d 5t and sth degrees of these scales, and it is called the perfect common chord,or harmo-
nic triad, to distinguish it from many other less harmonious chords.

)
Y [ ) {\: ]
§26. These chords may be either major or minor, according S -
d . . . . C major. C minos
as the 8¢ degree is taken major or minor, that is greater or - g
less. Ex: e — —— ”
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S 26. Here follow the 24 keys,expressed by these chords, and arranged according: to ther
{11nities; and the Pupil must not only learn by heart these new Modulation-scales and pla

them through daily, but he must also be able to say how many ghor bseach key has, and (o

what key, having the same signature,it is related.

have nothing. have 1b. 2 b
s 1
7 4 f = ¥ = !
b == o=
o) z
Y C major A minor. F maj. D min. Bb maj. G min.
YO -ql- S = | - } "
} 1 1 b | =N 17 ’} =
D t b I = | & y= -
Li I A4
3 bs 4 b’s 5b or THs
N | |- o L O
- | 2 b (o, . n
21 = (X | ) = n
.\J.V 14 | L -1 |
Eb maj. C min. Ab maj. F min ](),,l? maj Bb min,
AR } I < = ———C8- —
D —= —— = ——
L o ; v M ! V'D'b i -
s or 6 B3 , 58 ’
Al 61’5 ox ﬁs &ﬁ or 7bs &ﬁ o 4*#5 Q
DT # e : [T ] o [
== s= =g
T 1 i < il &
v 4 huj !
o Gb GH l
or maj or min B maj- or min, E maj. C# min.
Fg D# # LS Ab n ]
O N [ ]_F# # ] o b 1
e [Ty ] 7 [ fml'# 1 . JTRAE .4 ]
BTOD T 1 T T H .4 )
VDl J{ H LS W ALJ
L T L
8 tts 2 8% 18 -
TR St § S s
= == S—IE S
¥
Y
A maj F# min. D maj. B min G maj. E min. C muj.
it =N 3 i % -
&= A E— | T S ] | 2 I
-+ ! “ ™ 1} ~7 “ ~ E
1 ~ <~ —_—
=g

S27. In order to know in what mode a composition is written, for example, as to whether in D
major or its relative minor key, the Pupil will generally find in the first bars all that is ne-
cessary to make the diffcrence intelligible to the ear. But in unusual and doubtful cases, the
begiinner may discover the truth from the last and concluding note of the whole piece, for
every composition must end in the prescribed key. Ex:

dAlleg'ro. 3

! ° 1 A ?'F'l — 1 g?" t 2 3 ;1
DS S t ] - — : % T
O — = : y =
Y o ——#

+

AT - —F - I —F e
[ L4 1 R 1 1
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T
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T
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2 2
2 2 3 1 + +Q o
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II.
y 4 r ]
Mﬁl‘ 1 e oy 1
I I H T 1
‘ l r 1
2
.
L 4 2 4 3 1 = T %
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4 _4
Che: - 5 ==
\_/ph =4 i 4?[ ‘!_il

Here the Pupil will soon percieve which of the 2 compositions is written in Eb major,and

which in C minor.

$ 28. Sometimes the key changes in the course of the piece, in this case the altered sig-

nature lasts till the original one re-appears.

§29. A piece often ends in major,although it began in the minor of the same key, and

the reverse.

$ 0. We insert here a longer example, and one that must be well practised, in order to

explain all the keys and their sigmatures, scales, and the usual chords.
+ e 7
1 +
1
Py |
> > - ]
- | 1 |
_J
4
"4
1 4
¥ [
| ™ | IS -
[ T T T
g
4
i
~
> 21 -
=28 =
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D major. "
et e == St
- e e i el s o £ef
. — S

+
+
k]
m
ST
"
)
4

V

= T ——‘—‘? o | ?

§31. Many Pupils are so accustomed to play only in the easier keys, that they are startled
at any composition which has 4 or 5 #sor bsfor its signature. .

This is a great fault. For good players must be equally conversant and ready with all
the keys. In truth the difficulty lies chiefly in the imagination, and in the want of use; to
the fingers, one key is as difficult as another, and it is only the eye which must try to ac-

custom itself to the greater number of fior bs. _
As we have alreadygiven a sufficient. number of pieces in the easier keys, we shall now

insert a few Exercises in those which are more difficult.
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"")l(). CrY Y TRy RO " .
CONOLIDILNG  FETAX 2.

ON THE
FIRST PART.

To those young persons who are about to become Teachers,the following remarks on the man-
ner of giving Instructions will not be found useless.

1. The Teacher must know by heart all the rulesigiven in the Method or Instruction - hook
which he proposes to make use of; and that so perfectly, that he shall be able to propound
and explain any one of them to the Pupil in a quiet,clear, and satisfactory manner.

2. He must be so far capable of playing,as to be competent to exemplify practically tothe
Pupil all the rules relating to the right position of the hands, arms, and fingers, to touch,
fingering;, time, and style; as he ought always to play to him before hand each little exer-
cise and passage.

3. I have uniformly found that a firm, though friendly, warm, and patient manner of giv _
ing' instruction was the most effective with all Pupils; and that I could always stimulate the
most different tempers, from the most soft and pliable to the most lively, nay even wild and
morose dispositions to attention and perseverance, because I endeavoured to present to
them all that was necessary and useful in a clear and striking' manner; taking care never
to overload them, and to give to the driest subjects an attractive form. Good temper is
as advantageous in Teaching as in life in general.

4. An important means in this respeet is a fortunate choice as to the musical piecesto be
studicd. We shall gain nothingby torturing the young Pupil with Compositions which must
appear to him as old fashioned, unintelligible, and tasteless, or as too difficult and trouble.
some; cvery Pupil makes much greater progress when he plays all his lessons willingly
and with satisfaction. That whatever is fundamental and solid in playing' may be yery well
combined with this mode of teaching, I am able to assert from long and extensive ¢xperience.

5. Pieces which are adapted from orchestral musie, such as Overtures and operatic pieces,
as also Waltzes &c. are seldom advantagreous to the Pupil. _ At present however, most of
the striking and pleasing melodies even of the most celebrated Composers are arranged in
almost countless numbers, as real piano-forte pieces,iﬁ the form of Rondos, Variations, Pot
pourris, &c: and that in way perfectly suited to the instrument,so that every Tecacher has
in this respect an inexhaustible choice, from which to select and unite the useful with the
agreeable in giving his instructions.

6. From among these compositions let him always choose such as are adapted to the devel _
opment - of execution, and in which therefore the melody frequently alternates with easy passa._
ges, and runs.Very often, Pupils are fatigued for years with pieces of an opposite description,
because their masters attempt too soon to teach them expression and a knowledge of harmony.
But experience shows that this end, if tried too early, will seldom be attained, amd that mn
the mean time, we neglect that which every Pupil possesses sufficient talent to acquire, and what
alone will giive him facility at every sort of Exercise.

7. Nothing' is more important for the Teacher than to form and develop- as soon as possible
the taste of his Pupil. This cannot be accomplished in any way better than by a good choice
of picees. Good taste is always a proof of good sense and a clear understanding; and the
Toacher must not allow himself to be led away by pedantic views, to rob his Pupils of their

by laving before themdull and tasteless pieces, and,thus as too often happens,to grive them

“taste for this fine art.
219¢
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8. Uscful as may be the practice of the numerous Exercises or Studies, now published;still the
Teacher must not overload his Pupils with them. He must keep in mind,that each musical piece,
even a Rondo, or an Air with Variations,&c. is an Exercise in itself,and often a much hetter
oue. than any professed Study;because itis a complete composition, in which melody is inter _
mixed with passages;and hecause a Pupil will certainly practise such a Piece mora willingly
than any studies, which however good they may be in themselves, generally appearto youth dry
and tedious. The best and most necessary Exercises will always be the. scales and the other
passages which are given at length in this part; for they are quite sufficient to develop the
execution of the Pupil for the first year, and at the same time they are absolutely indispen -
sable to the formation of any Piano-forte player.

9. When the Pupil has half-studied any piece,he may then begin a new one,always continu-
ing to practise the preceding one, so that it may not be forgotten,but continually go better
and better.

It is natural for a new piece to have much more attraction for the Pupil than one that. he
has played over many times,and thathe should therefore study it with more attention and plea
surc. But the Pupil must be by times accustomed to find the same attraction in the more

Jinished style of execution, even though the piece may already appear old and too often
played over. He must be made to understand, that is not of so much importance what any one
plays, as how he plays it; and that a composition unimportant in itself will gain new charms hy
a.correct, appropriate and finished style of exccution, and thus do much more credit to the
player.

10. Many Teachers lay it down as a rule to require the Pupil to practice a piece, till it goes
off quite perfectly, and this sometimes to the neglect of all progress in other things;this fre-
quentlyruns away with months.

Other Teachers, on the contrary, confine their Pupils to the mere reading,, and carenothing’
about finishingoff the execution of any single piece.

Pupils instructed on the first of these plans,may perhaps at last be able to play before
others a piece thus laboriously acquired, and by that means gain seme little applause; but be.
sides that piece they know little or nothing.

Those,on the contrary, who are taught on the other plan,have indeed some little knowledge
and a few practical notions in their heads; but they are notin a condition to play to any one
a single line of music with effect.

Both Extremes are bad; for when the time of the Pupilis properly employed,we may, and
indeed, must unite both.

11. Nothing' so much spurs the Pupil on to the attentive and industrious practice of any
picce, as the idea that he is to play it before others. Hence the Teacher must contrive that
his Pupil shall, as often as may be,play some well-practised piece before his relatives,or fiiends,
and when more advanced even'in little parties.

By this means also we shall with certaintyconquer that bashfulness and timidity which is:
s0 common among' young people.

I2. One of the greatest difficulties is that of accustoming the Pupil to keep the time cor
rectly. An internal perception or sentiment of time is possessed by many,lndeedrt is more
common than is generally believed. But on the Piano-forte,the keeping: exact time is always
opposed by the necessity of conquering the important mechanical difficulties of playing: and
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hecause the Pupil is impeded by stumbling: or even occasionally coming to a stand still, hy
finding the keys, by the fingeringbynant of’ sufficient execution,&c: &e; and therefore,in des -
pite of his corrcet sentiment of time, he yet plays with hesitation,and often quite out of all
measure; and at last, perhaps accustoms himself'to this total want of keeping time, merely he_
cause some degree of mechanical facility was not gained sufficiently early.

Among' the means of permancntly fixing' in the Pupils mind this sentiment of time,we may
recommend:

a. That the Teacher during the lesson should beat the time steadily and aloud with a pen.
cil or a bit of stick; and by this means compel the Pupil to play the difficult as well as the
easy passages in the same measure;the Teacher should also count aloud as well as beat. It
will not be of any great advantage to oblige the Pupil himself to count aloud,or to beat
time with his foot; yet he ought to count with the Teacher at least mentally.

b. The practice of pieces for Two performers suited to the Pupils progress. Here the
Teacher himself-must generally take the bass-partor Secondo, as it is termed. It is,however,
‘advantagreous for the Pupil to now and then practise the bass-part also. We must not, how.
ever, occupy too much of his time with Duets for two performers,because he would he likely
to lose the habit of overlooking: the whole key-board ata glance, and because after all Solo-
playing is the chief object.

c. When it is possible to procure the Pupil an opportunity to play, accompanied by some
other instrument, as for example a Violin, Flute, or Violoncello, the practice of such com.
positions will be of great service to him. The Pupil may also learn now and then to ac.
company easy vocal pieces.

d. The use of Maelzel’s Mctronome may also be recommended,though perhaps somewhat
later; it will be spoken off in the 3¢ part of this work.

13. It is very common to allow Pupils to play difficult passages slower than the rest of
the picce. This is a great fault. When a somewhat difficult passage occurs, it must be
considered apart,and practised by itself till it goes correctly and in the same Time as
the entire piece; it must then be practised in connection with the rest. When passages oc_
cur, which are quite above the Pupils powers, it will be best to lay the piece aside against
some future time.

14. But in selecting picces we must always advance by very gentle degrees from easy to
the more difficult; and the Teacher should form in advance for each Pupil a little plan in
this respect.

15. When we take a Pupil who has already been imperfectly taught,and whohas therefore
contracted many bad habits; as for Ex: a bad position of the hands and fingers, an incorrect
mode of fingering, a total want of exactness in keeping time, a habit of striking wrong
notes, thumping, &c: _ we must first of all forbid his playing over any piece that he has stu-
dicd before. ‘We may then begiin at once with the pieces, easy or difficult, which are to be
found in this Part; explaining' to him once more, all the elementary principles,and then give
him wholly new and suitable pieces to be studied.

16. The method of Instruction in the present Treatise is mainly founded on the study of the
ScaLes. These scales are certainly tobemet with in other Elementary works for the Piano; _
but the applications and consequently the advantages of them will be found to be very dif.
ferent. Generally speaking, they merely serve for learning the notes, the marks of transposi.
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tion, the heys, and the most essential rules ot fingering; and the Pupil unwillingly m'('upl’l{-’
himself with them fur a time, long's for amusing pieces, and forgets them as soon as possible,

But in the connected order in which they appear in the present work, they may and will
fulfill the important purpose of developing and assisting the flexibility and adroitness of
the fingers, and lcad onwards even to the highest degree of execution.

They are of equally distinguished advantagre, not merely to the Beginner, but to the more
advanced Pupil, nay even to the formed and skilful Player; and there is no assignahle de.
gree of execution,in which the continued practice of them can be altogether dispensed with.
How often have we not occasion to remark even of persons who perform in public,that they
are not able to play the Scale of C major perfectly.

17, That most of the rules of fingering may be deduced from these Scales; as also that the
mechanical means for assisting execution may be studied by their help, will be explained
and demonstrated in the 24 and 34 Parts of this Method.

Hence,a part of these Scale-Exercises, at least 4 keys, should always be that which the Pu_
pil must daily play over before any thing else; and during the playing of them, the Teacher
will have full opportunity to repeat to him again and again, all the rules relating to fine
playing; namely: equality of touch, accuracy in keeping time, especially in quick passagres.flex.
ibility of fingers, particularly as to the thumb; correctness, propriety of flngenng- andsoon;
and * this must be continued, till at last the Pupil will apply them all to every composition
which he is called upon to study.

That the Author of this method has been so fortunate in the 80 years which he has de_
voted to giving instructions, as in a short time,to place in the right path,and in many cases
to bring to a very considerable degree of perfection,so great anumber of persons of the most
different degrees of talent;and among them many, who had before been almost spoiled by bhad
modes of instruction, he has chiefly to aseribe to the constant employment of the means here
given.

ts. The choice of pieces is naturally left to the Teacher, who will take what he imagrines best
suited to his Pupils. . As however the Author of this Method has already published a number
of works for Pupils of this description, he may perhaps be allowed to add here a cata-
logue of them in progressive order, indicating' the opera or numbers of the works.

END OF PART 1.
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