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A DIPERTISEME N'T.

The principal reason for producing this book, has heen the necessity the Author
felt for Placing- in the hand:-;. of Harp Practitioners, observations and Examples on the
subject of Eapression, which by all former works of instruction, have been neglected,or
insufficiently attended to.

The Masters who have treated on this ixnlr;ﬂrtant point, have, in general, contented them.
sclves with griving' Exercises, and slight hints on that province of musical excellence, which
being: of the utmost consequence,(as including the very Anima di Musica, or Soul of ‘Musiej )
demands the most sedulous attention, and the most intelligible and enlightning precepts.

Sensible of this, and that the Pupil must be considerably advanced in his studies, before
he can be prepared for acquiring 'so highan excellence, the Author has not only devoted this
latter Appendix of his work to that valuable and indispensable object, but made it the last
and crowning' portion of his didactic labours .

Some Critics, more disposed to censure than to apprufe, will, perhaps, aver that,on many
points,the Author has been too minutely attentive; and that, on the principles of fingrer_
ing', he has dwelt longeer than was necessary: But his long experience having convinced
him that Harp Pupils in general, even when considerably advanced, require a closer and
more instilled instruction, than practitioners cn HI:I}? other instrument, he has deemed it
necessary to go into the minatice of  performance, and to leave nothing untouched,nothing
ummpressed upon the Pupil’s mind, that could tend to render him correct in his execution.

On the score of fingering;he has made remarks, and giveh Examples, which are not only
of the highest and most indispensable utility, but have never before appeared in any other
book of instruction. These are so closely connected with Accent, Emphasis, and every
variety of expression, that had they been given in the Introductory portion of this
work; that is, crowded together with the first rudiments of Harp performance,as hitherto
hath always been done, they would not only have been out of place, but utterly ineffec ..
tual, because, begiinners are not qualified even to understand them.

The Author, anxious to render Harp P“P,ils Good Musicians as well as able executants
has added to the Ten Skefches, or Essays on various styles, which follow the preceptorial
part of this Book, some remark: on transposition, and useful information respecting' the
different Clefs, and the Enharmonic changes.

While the Pupil is studying the precepts of this Book, it will be necessary that he
should practise a variety of good compositions, which the taste and judgment of the Master

will sclect for him, and which will prepare him for the Ten Essays.
Appendix Class 8. (Bochsa.)
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If, of all the various Sciences, no hl:l.l; claims such -uuivér;a.l attention as Music, it is,
hecause no other is so c'lésely interwoven with our nature, So uh11|1lai::tt*}1, iﬁdé;zc:l,‘ are the
“eleménts of H:irmany and Meludyi.' with odr feeling's, that. the possession’ of a voice to utter
musical sounds, 1s not more general than the pleasure those sounds afford to theé human ear.

-‘But:the power of music to gratify the external sense, is so far frém constituting its gre:t

est charm,that the refined partions of society chief lyltg,lue it asit appea];n_.;tprt‘l;eir mental sen
sations; estimate its m‘ellmme- by the force with which it awakens sentiment, ﬁnd moral
emotion. Though sensible to the attractions of taste and beauty in wmpualtmn they seck
the Iug'her g*ratlﬁcatmn of that lmpassmned but delicate excitement, whuh can only be
kindled by the magic of musical expression, working' on cultivated and sensitive minds.
This is the quality ‘which constitutes the Anima d? Musica. '

It was by their devotion to this the highest province of their art| that Tyrtocus and
Bimmlidﬂﬁ, Orpheus and Timotheus, among' the Ancrents;. Palestrina and Handel, Jomelli
and Gluck, Mozart, Haydn and Beethuven among the Moderns, ll.i‘.‘i_tl..‘{]-‘\_ft‘..l‘t‘.'(‘l the great sceret
of makmg' a deep and mmmdndmg' 1mpre-:.~_.mn on their hearers. *

T\'eatmg- music as the i inspirer of bLl]tlll"lEllt they opened to her a new and supe rior
career; made her attributes the basis of a noble pleasure, and ‘gave her an equal exalta.
tion - with her ¢harmful Sister, _ PoeTRY.

With this object before him,: the Author eutered upon -the present work, animated with
the wish tomaintain.the digmity. of music, he has endeavoured to employ her higher pow.
ers, to create an interest, by resorting' to the best resources of his science, and directing'
them to the sensibilities of the heart. The principal pmnta at whlth he has aimed to oh.
tain this end, have been those of pruduung‘ the relief’ of due llg‘ht and shade, of giving
a Lucidus ordo tu the arrangement of his matter, and in his L*uncludmg' Ea*-_uwh in vari.
ous styles, of so, interming'ling' the tender, the energetic, and the rapld_, as to produce that
striking' alternation, and those variegated effects, ’i;fhit:h, by imparting' a g'low to composition,
rouse the attention, and awaken admiration . ' :

It will, perhaps, appear to some, that in undértaking' to effect so much, he has ventured
upon too arduous a task, especially, as the Harp does not possess all the powers of ex.
pression which reside in some other instruments, that can sustain and swell their sounds,
but nmrtheless it is possible to lay down rules by which much may be effected in
that wspect and to state and explain those rules in so luminous and useful a manner,

as to insure a refined style of performance.

*The Author having named so many distinguished Composers, thinks it hut right,to add some of

those Musicians who have done honor to their Art, not only as Composers, but Performers: Among these are Dussch,
Clementi, Cramer, Hummel, Moschelles, Le Viscount de Marin, Viotti, Kreutzer, &c. &c.

Appendix Class 8. (Bochsa.)
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Before proceeding an:y further, it will be proper to discribe, what L'unhtitutes this Style.

It is the union of that grace and taste, that striking' contrast, and energetic expression,
without which the most correct execution will be dry, cold, and unimpressive .

To effect these, Composers avail themselves of various Italian phrases;* as Con molto
passtone, (with much passion,) Con fuoco, (with fire and spirit) Con gusto, (with -'tahtvi
Con Espressione (with eipreésiﬂn} Agitato, (In an agitated manner}-Affeftuom,*{in an af’
fective style) Cantabile, (in a singing' manner) Con Energia, (with eﬁerg'y] Brillante,
(in a brilliant and powerful manner) &c.&c.  Which directions are,'g*enern]ly,-too little
regarded, especially by Harp practitioners; and consequently, with them, they have not their
intended utilityf* It is therefore of importance to press these directional expressions on
their attention.

If Harp performances, whether private or public, are,(with few exceptions) of inferior
effect, as compared with those of most other instruments, it is partly to be attributed to
this neglect, and partly to the deficiency of musical knowledge; both too frequent with
Harp performers,who are too aptto content themselves with playing' light and trifling' pie.

ces, mstead of practising' compositions which would demand a closer and more scientific

(%)

attention, To arrive at something' above this, they muat‘ aspire ‘to the more wor._

thy objects, of placing' the powers of"their instrument and of their own talents, in the most
favorable light . |

*lt is not a little singular, that the German, French and English Composers, should exclusively employ Italian
musical Terms, instead of using those of their own respective languages, which, while they would be equally ap.

plicable to every occasion, would be better understood, and consequently the mrusic be better performed .

(%) It is one of the prevailing negligences of Pupils, to forgeet, that when a Flat Nutural, or Shrf-rp, is placed

before a note, it affects every succeeding note of the same degree inthe same bar. Another'common fault, is, that of breaking

the time in cases where, for the purpose of marking a particular expression, notes are divided which otherwise would be

= £

tied together, and which are always meant to be played equally.
o

Allegro.

Right.

-

Mod at 1
OCLlerato, A 'S relt 4
= ' S -

Wrong' . -

It is worthy of observation, that Pupils when they find a passage written in a peculiar way, like the following; (A)
to facilitate the fingering, or the change of the hands, which is simply as (B) they are too apt to break the

time, which fault may be corrected by attentively counting each measure of the Bar.

H‘. H
], #ﬂ_;h
($ : " == m= = rIs =
(LA ) = | R L.H (B) i ¥, .
U LA :

* _ . - >
— Hurp performers in general are too little accustomed to read music ntﬂ?g'hf; therefure it is advisable, ‘lhﬂl,t{i'ﬁmﬂi

the [Iil"{'l‘, in the prau'tim- of which tllt"}' are rug*llg‘t-tij t.ht'y should. ﬂdﬂl“ the habit of d“i[}.r plﬂﬁng‘ a vm._.t}f of other

goud compositions .
Appendix Class 3. (Bochsa.)



The first thing' to which. the Pupil must be particularly attentive, is the phrase or

expression, (as Andante or Allegro, &c.) prefixed to the movement, and desigmating' the de.
~gree of slowness or velocity, with which 1t is desigmed to be performed.  Without an
attention to this, it is impossible to produce the effect contemplated by the Composer.

To more readi ly and perfectly comprehend this rule, the whole piece should be previous.
ly looked over with a studious eye, that the performer may thoroughly understand the text;
may, as it were, make the Composers ideas his own, and execute what is before him with
the same spirit with which it was written. _

By this strict observance of the time is not, however, meant that monotonous servility,
throughout the piece whluh would leave nothing' to the sentiment and taste of the per
former; but only that g'enardl attention to the plan and conception of the music, neces
sary to ensureits being' griiven in the style and manner intended,and to preserve its true
character . *® ;

The next prﬂcﬂpt (whth cannot be too earnestly observed ) is the attending' to the
value of the Rests, and the proper length of the Pauses; the time of the latter of which
is never to be counted, hut prolongred, Ad lLibitum, (At plPaﬁllré ‘)

The common faults to be guarded against, ure those of not filling' up the time of
bars, the latter partsof which consist of' Rests, and of counting and limiting the time
of Pauses, instead of leaving' 1t open and indefinite.

ExXxAMPLES.

Right.

 EESEE S PR
'@iﬂl—-” S rorra e [ e pfer )

Wron £

|

1 234 1 2 3. 123?1234 12345 12345 & 1.8
Or even Or even
123! ]!

It is necessary to observe, that when the Pupil is practising' alone, his part,ina Duef,
I'rio, &c, he should make it a rule, to count out the time of all the occuring' rests, ex.
actly as he would, if actually accompanied by the other parts of the piece. ¥

As wntu:n

s ok =

LEEEEEe———e ]

LX: e plﬂyti o | | 1—& -[ i.e !(:) = | =
==

234, 1234, 1234, 1234, 1234, 1234, 1234, 1234, 1234,1234.
The Author would strongly recommend the practice of part Pieces, as particularly

tending' to perfect the Pupil in keeping' time.

*JIHEIEEI, an ‘ingenious foreign Mechanician, has invented a machine called a Metronome, which acting by
a visible Pendulum, not only points out, but preserves the time throng'h the movement. _ The Author. however does not
recommend an incessant use of the Metronome; because occasionswill occur when the time will necessarily be somewhat
violated,for the sake of expression,or Grace; baut only to ascertain by it, before beginning the piece, the exact time,and
the character, intended by the Composer. |

*! Except when the rests extend any great length,as eight,ten,or twelve bars &c. in which case the counting would he too te 170 s,
Appendix Class 8. ( Bochsa).




Synceputed passages, which are too often neglected, should alwivs be strictly ation
ded to, and performed as such, by not striking' the second of the two notes, when on the

same degree; for instance, the second E of the following' Example is not to be struck, nor

the second D &e, - BxaAMPLE
& I 5 1T W [, ) :
Right. % i i e 2 - If ! &1!43 - ':EE

Wrong:.

ON VI BRaMATION.

-

Of all the various rules here given, no one is more indispensable to the ensuring: a stri.
king' and effective style of performance, than that of giving by proper vibration, the full
length, or valuf; to every mnote, according' to the measure or time of the movement,

On the Piano-forte, the value of a long' or short note, is expressed by keeping; or not
keeping, the finger on the key. But,on the Harp, the time of a long' or short note, is

expressed by a strongeer, or a more delicate vibration of the string.

§ =z = S B e
v = < -~ K :

P k) -9 A - /
o+ ' * & . A el L ’ ‘ ‘
hull Vibration. .- *\Less Vibration., ./ ' Lesser Vibration. . . In a short, and
i e L = = *\ pointed manncr. .*

- am
hhhhhhhhhhhhhhh
qqqqq

The observance of this rule (as regarding' the longer notes) will be most impressive

on the lower strings of the Bass; because, being: lnnger than the tre’ble atrlng'.s, their

tained. and their mixture with the notes ﬂi the higher string's parti. —< " a— E
Left Hand. o

cularly beautiful .
(The notes of' small value, in the left hand,as quavers,or semiquavers,should, when followed by

rests.be playedas Sons Etouffes; especially, in combined notes, hecause otherwise they would not
be sufficiently distinguished from the longer notes: in playing' the crotchets, the vibra.
tionsshould not be abruptly checked. In observing this rale, ‘the signsfor Sons E_
touffes < are not placed immediately under, but somewhat after, the crotchets.
' EXAMPLES.

J:;f”f”- | I_;_”“'“- Mﬂdﬁ'ﬂfo.- o Allegro. 3
tte e +1£:I_—'_|5;¢,=+- :_.:‘*-‘_.,_Efﬂ% | %)
EEA R A E AR Y XY I AARARARAA

* The full ]H-!g'lh of single Semibreves, and of Minims, in slow movements, cannot be well expressed on the Harp; for

which reason Composers never write a series of those notes, without accompanying them with arpeggioed chords.

\|r}|“1'.|“-: {.‘:li’lﬁﬂ 3. (Bochsa) .
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Here follow several Examples illustrative of this important precept,in sing'le and combined

notes,of different value and in different times;to which the Pupil cannot g'ive too much attention.

EXAMPLARY EXERCISES.

Right Hand. | = i
Vibration. Vib. ¥ - Y. Vib. V.
- - =2 - ; X 1 X
L =] *— - = ? & F_l_ Q—T—L:_E
7o , Lento.

. L : - : - ] & 2 g X X ] iE a Y % V.
T E s ¢ ;Le_':%
==== —_~ . =
Andante. AHfgru ¥ 2 ; ~ B
A ;l;—!—o—. — P o =
O R Fota” '1-:""’-1-; o !"J_rj}
= - e s |
| :
E""’." 5" "i‘h V. y - PJ-J. 6 -
% gl X lg & ¥ b N N W Vi
= t ot ety R O ey
! - | ! ? | L i 7.4 1 =2 |
Allegretio. Moderato.
ot e ¥ Ajﬁ%—’ ' Rt B A P B —H
o = S m L : ~e ; |
> 4 v ) \ i
Left Hand . B .8 2._;.! 2 ¥ 2;_1 o ¥ (X 5
Vib. v- ¥ o —- o o4 i1, 3 2 o
_— 2, —x Pl - ™ 1
Ex. 7. | = K- === > | :
I 1
- e Pe - o

‘Wrung "

o }"

- i
i
I
‘J+
\

¥ The under staves of this and the following Examples,show the eommon error of Pupils in not giving due
l"angth to the long notes, and thereby destroying the intended effect,

Afrite ndix Clus« 3, (Bochan .,
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~ As written

. 7
In slow movements,the Harp not being able to preserve the duration of long' notes,
combined or in chords,they must alwéys be arpeggrioed,griving thf' fullest vibration to the lowest

note., Audum‘e Sostenuto, 70 Aﬂn’f‘
Right |Hand. | . ‘M"f‘__ e o
As written, ot = q__I ; 1 [
L 1 o ; - -
Ex. 11. : AN e
S '
As pluj'ed = ' 1 = e 2 ~1 Y ' i * '
& : ! - & . ; i

The Pupil will perceive by the above Example, that when the combined notes are long;their
arpegigioes are long' in proportion, for the purpose of sustaining the vibratory effect tothe full
extent of the note, supplying by that resource,a material deficiency in the Harp: of course,there.

~ fore, as the notes are shorter,on account of the quickness of the time, the arpeggioes will be less
wanted, and when the time is very quick;, not at all necessary.

Right Hand.
Andte sostenuto. Allegretto. | Allegro. Presto. |

e e :
For Both Hands .
And“; sostenuto, Allegrello. A!ff,g ro.

Ex. 12,

-+
E

As played .

d
==

B
i
N

(I

Presto.

=

=

g

< &
£

ﬂ%%—’-
T
== —‘%1

g 0 N Vv - .
i 2 = _ég Often, in his music, the Author, after a pause
— E or long-chord to sustain the vibrations, follows it
'f' with an immediate and sweeping’ Arpeggrio,which,
- = : E taking* up the sounds before they have expired,
has the effect of prolonging' them.

h.—_'_-_!
-

,-lpprnﬂit F];th-. y § 'Hurhu;i
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In quick movements, many performers arpeggio the combined notes, or. chords; too

_often the consequences of -~ this are a deg'ree of confusion,and want of neatness and precision in

the e_fﬁ!_ctfr his faalt” principally prevails in passagees for the left hand for instance, when

they meet with bars like the following': _

Left Hand .

They play thus =¥ & I TE

- A9 -

#.

-

o

&

R aRi SRR S S SO 0E
= - " R

Allo - _’_t ';;:‘_'_'—:1._]’:—'.% n: ﬁ %
; > Ty

{

A

instead of which,the chords should be given shortly and delicately (especially the three last

crotchets of each bar) and by a simultaneous action of the fingers. ‘The first note of

each bar, in this and similar passages, must be struck with a :.strnng- appulse of the fin.

ger, that is, with more Vibration. ’ It is. not improper to remark here, that accompany.

ing' Basses to a Melody, especially when in chords, should, in general, be performed with

a degree of softness and nicety,. lest the notes of the upper part should be drowned, as

the voice too often is by the power of the Orchestra.
Eax. 16,

=

(Rossini.) Moderato. % " L;I'. = | ﬁ] ;:.5 N
- O - L
: e S a %&:ﬁﬁlm - L i H
s . — D - 2T o 3
Grazioso ¢ scherzando. =i I8 a4 Jf”fff” | | E. | . | -
| | *'_ ."—I 1 "!.'_ 'T"_ i P
ﬁ P;E::I_l:l__:l:ii_ — % s fld—
e — 1w 5 = : o | = = !
. ] - 1 r { : | | _i,._. o
| i - s P |

One particalar, worth remarking, which has never been noticed elsewhere(being' peculiar

to the school of the Author)is a certain means of prolonging the tones of the higher notes,

by pressing' the. fingers of the left hand on that part of the sounding board near the pegs,

immediately after those notes are struck. In slow movements, the effect of this is very

impressive. The sign for it is that placed over the following' crotchets: __ -

™

Adagio. B 5 T oen o
et et e E. .o 3 =2 ~
] * =
= (&
h_“__‘_*.:;:?-
2 —a
====—=——=~ic=
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When the stress is on a minim, or any very long' note, the left hand should repeat its

pressure on the sounding board.

Lento. | | = .
t = ¢t &£ % & " : :
FEE=SSe——ce = =
=

When, 1n slow movements, the word Staccato and dots are placed over or under any

MXAMPLE.

1
1

combined notes,or chords, they are to be pl.ayed very short.
Andante Sostenuto.

qul‘ffﬂ'f.'ﬂfﬂ.

As played . | . gjjﬁ_
H.ﬂ-—i;d

As written .

ExAMPLE.

Single notes, for the right hand, thus marked- ﬁ' ﬂ:i are generally

played with the first fingeer,the fleshy part of which,will,by its backward pressure, suc.

cessively check the Vibration of the string just after it has been struck.
Staccato passagres with the left hand, are also performed as Sons etouffes.

The word Legato, implies a” manner of performance which is generally designated by a’

’T; ® L L . g
Curve drawn over the nutes,thu:-s;i : ——— ‘—p:;j by which the performer is to

understand, that the notes it includes are to be played in a smooth and gliding manner,and

with an equality of vibration

EXAMPLE.

e o e > =5 \
. > ! T . —_—
V | ' : r

i:e B= -;‘5—_‘3 —=F

WIKY

-"hppwuil it z ('1:155. , 'Hnthsﬂ.i
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| Beﬁ::re quitting' the subject of vibration, it is well to recommend the endeavouring: ..tu
check the vibra;tinn of a chord, by the left hand, before a new chord is struck different in
h:l.rnlmrq!.r;J.r the way to effect which, is, the gently though not immediately (as in_ Sons
" Etouffés ) damping' the previous chord. This is of great importance, inasmuch as. it will
prevent the producing' a dissonance of effect, ﬁhiﬂh cam;ut be too carefully avoided, espe.

-
cially in slow. movements, or in modulating'.

N

Adagio.
Ex. 1. = 2
¥ r —
E %EJ [ ?
5

I11
|
|

\
SRRl
|4
K
| ¢
| |1

' 2 = i -
' = > ia - E
2> .
J T i
H_.f" b

G"_‘E The same rule

Ex 2. applics tothe fol.

b
il
]

-2

E lowing' Example.

: ;
‘ fo P & ¢-’°| pl
= *gﬁ '*E

x* hprrully in passages which lay in the lower part of thv [nstrument .

Appeudix Class 3. ' Bochua .
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OF THE ACCENT AJND EMPHASIS,

- —— =

By what has already been said, especially in explaining the last Rule, the Pupil is pre.
pared to receive the necessary observations on the subject of accent, or emphasis, so indispen.
sable to the higher order of performance, as constituting both its grace,and its eloquence .

This accent, or emphasis, is, in fact, that which gives life to expression;is the: medium

by which the performer ¢onveys his feelings, renders sound the language of his senti.
ments, and realises the Anima di musica . | |
As a Melody consists of different phrases, so phrases have their variously accented por.
tions; and it is by the different dég’rees of Piano and Forte, the delicacy or force,
with which these portions are given, that the composition is, as it were, made to speak,
and its effect fully brought out. |

The chief or principal places on which the accent falls, (especially in the old Music),
are, in common-time, the commencement, and the middle of the bar.

(Handel ,)
acc. aAcCc.
- | | |
A = ! 4 | j H _ll.
UXAMPLE. ——— 3 f—i_. = =

', ace,
acce acc. acc, ace,

acc.
- > E&ﬂ )

In Triple Time, on the first measure or beat of the Bar .

acc, acc. acc. ace, » acc, acc,
— ‘_q—o——l——' — ' :
:h:\hil‘LE.ﬁ = i T , = E

! v

-1—

‘When the series of notes moves in Fours, the accent is generally
on the first of each Four.

aAcc. ACC.
Te

j'_J-_l*ncc. $ acc. t - =

ExAMPLE. ' ]

acc.

When in Sives, on the first of each Six.

acc.

ExamMPLE.

=F

- -LJ-H-'-(-' " acc. @ ALe .:ﬂ‘"f &  acc, - — T
. f - |
EIAMPLE ' _"'"I E_‘._'“ » 1'—'# ﬂ ’,. - . 1. ! '_'_'7' Egl

The above accents, being intended to mark the measures, or proper divisions of

the bar, are to .be regarded in that light by the performer, rather than as calling

for any strong', or particular emphasis .

Appendix Class 8 .(Bochsa).
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In Modern IﬁflllsiuJ the accents are more varied and complex, applying' directly to
the style and Bxpressiun;_ and fulling indifferently upon any parts of the bar.

T!IL‘HI:‘ different accents, or emphasis are duhig'natﬂﬂ by various siglns, placed
over or under the particular notes, or portions' of phrases, designed to be ui:ﬁﬂ:ted;
and they upémte on those particular notes just as the expressions which have before
been explained, operate on the whole movement to which they are prefixed; or on the

passages, or entire phrases, to which thﬂy‘urt'uﬁiunﬁlly apply.
EXAMPLES.

Femr e e e

SR vf rf sfz. H?E‘f; sfz. forz,

In s l](;U ated passages, the . - MEFRE L P Y
gh PR G ﬁ e e e
:__-,.. i

accent is always on the syncopated notes. T e '

The most usual marks for desigmating' irregrular or eccentric Accents, or Emphasis,

are the following': _

rf. (Rinforzando.) IJ Ff’ IJ,JIJ Smorz. (Smorzando.) . &
Hf.. ( Sforzato, ) ’H’lf. .f. .fft Per. (Perdendosi.) .
- Cres. (Crescendo).or — —— Mor. [Hul‘t‘nd:l.ﬁ il
— : . Dﬁfﬂ‘ﬂﬂ. ( Decrescendo).or o —— Sotto wvoce. ;

| <P R Dim. (Diminuendo. | Mezza voce. |

E Jorz. or fz. (Forzando.) “ Cal. (calando.) )

Multiplied as are these signs of expression, by Modern Composers, still much is often

left to the performer, whose own taste and judgment will be his best guides.

ON THE FINGERING BEST CALCULATED TO ENSURE A PROPER AND EFFECTIVE ACCENT.

——— L AR
e, = -—-— —m T = — F——

Since (on the Harp,) Expression, greatly depends on the mode of fingering, the Au.
thor cannot be too particular in his directions on that head. In the course of his pro.
grress, the Pupil must have remarked, that the Sliding of the thumb, tor producing' a
forcible and effective expression, has been repeatedly rﬁ'nmnlr:lflrd. "

As this action of the thumb, is peculiar to the School ot the Author, as well as of

that of the celebrated Madame Krumpholtz, and that of the very eminent Viscount de

Marin, it is the more necessary to dwell upon its advantages .

* The Pupil will keep in mind, that the above and following remarks apply to the thumb of the right hand .

ippendix Class 7. (Bochsa)
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The vertical position of the thumb. enables it to strike the string with its fleshy |
part, and to slide from one string to another with more smoothness and facility than
any other finger, and also without producing' the least jarring effect,while ‘it gives
a more emphatic and legato style to the passage t+hau'1 can be attained by any.cﬂher means.
Here follows several passagres of taste and expression in which this use of the thumb
is indispéuﬁahle to the effect required: and they are given with different fingering,that
the Pupil,by trying both methods, may convince himself of the awkwardness and inef.

- ficacy of the one, and the great superiority of the other.

EXAMPLARY EXERCISES.

Right Hu-rgi e &L = . Ex. 2. . M
). B Kil X%, N ot ke
E.T. 1- ' ! e I 1--L—i e, SR ‘
et g =t
Andt€ con espress. | Adugio con Anima, | T\
] x | ) 2% ] e ' I Y X |
i el ——
fingering . ») | S B ERes) [ ":__|+' 2 _H -
] u L ] q |
— ~ Eux.4. Andante: T -
- Ex3 xx XX X % < e ) E.r.l’i:g_\ T
e e e ' = ' 1™ o E
r_: > = - = - - ' ' s T i | :
Allegretto con Energiu. €.
* @
Pe, Teo _Te *
:. b l .—_' [: ! l
‘ == .

Besides losing' the accent, by not sliding the thumb,in the second, fourth, and . fifth
Exercises, when the first finger strikes the note which the thumb ought to strike, its
nail is brought into contact with the string it has just quitted, and produces a jarring effect.

T
o ;‘ X
: v - {:‘, —= e oo
Right . . I =
-GI- o
: Mod? Amabele. X |
2o X
> v, P
: - 1.. I
Wrong: | - % &
-2
K p— x

X | )‘i )15 7"‘5

Ex. 8. }T X I
—s 10— 13 1 —a——
o —= '. : : “ 'F
i ‘m S| . % : = . -
|
o

—X

AN

Allo ben Sostenuto.
|

. | 2 | X _ , |
i T LT e twxe—ro g
‘]?ﬁ N L@j’% 3= 3= 38 S &L
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The above Exercises have shown the Pupil, that it is only by this mode of using the
thumb, that expression and pathos can be produced: and that without it, the performance

- will, in  many respects, be cold,stiff, and ineffective. If the Authors compositions have
been received with indulgent favor and partialty, and his Pupils been highly success._
ful in their public exertions, he, in great part, owes it to the universal adoption of this
rule, and those given on the subject of wvibration.

Appendix Class 3. Bochsal,
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To resume: _ The Pupil when, in expressive movements, he finds two notes of' con.”
tiguous degrees, (followed by one or more descending' notes, the first of which is em.
phasised,) will always strike such notes with the thumb, pressing the first with particular

force. In very. slow movements, this rule will apply as well to three contiguous notes,as to fwor

The Pupil will always be careful to arrange his fingering' according' to the form or nature
of the phrases, in order to enable himself to avoid destroying' their unity, by aﬁy ill placed
change of the hand; and to secure the power of giving' them the right accent or emphasis,

and the truest effect. For this purpose, his earnest attention 1s called to the following' rules.

The Sliding:, regarded as a point in execution, may be considered as of the greatest use, since with.

out 1t, passages cannot be performed with the same degree of equality and neatness.
By sliding the thumb from one string to another, in descending passages, and the third finger, in ascending

passages, a finger is always gained; which advantage, sometimes, will save a change of the hand; as shown by the
following: Examples. = ==
ollowing' Examples o §321 X
,T?.::!'—?"LF—'“

Right. ’/!

Wmng *

Some performers think, that because, 6, 7,0or 8 notes, can be played, without sliding the thumb, or the third fin
ger, no reason can be given for sliding them, in playing a less number. But, for 6,7, or 8 notes, the fingers have
sufficient time for an effectual change of position, without any abrupt motion; while for five only, in ascen.

 ding, the first fing*t-.rj or even the ;urs.'-nt:rt:uudJr after having played their respective notes, have no time to pass under
the thumb, in order to play the fifth note, without a great and awkward motion, and a breach of equality.
The same deficiency is to be remarked, when in descending, the thumb passes over the fingers; which will be
avoided by the slid ng: .

—

(d.'f-'f_T | x X x ] 1o X x] 1 X aEL el o X o1 %y, 1 20X

e X

- NO0le, The a-iliding- of the thumb is often marked in music, by a little slur over the two notes, thus, _._;
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- The natural structure of the hand giving less and less power to the fingers as they re.
cede from the thumb (that is the second finger being less strong' than the first,and the third
less ﬁtfﬁng' than the second) and also the contracted position of the hand on the Harp,giving:
a2 f'lexion to the fingers which still increases this progressive weakness, it is not possible that -
any practice should grive the power of producing' an equal effect with every finger. It will
therefore be necessary ‘that,in consecutive descending' passagres,the Pupil should,as often as
possible, give the accented or leading' notes with the thumb as in the following: Examplary Ex.
ercises. ’

X1 x j Ll 1g &
"'l!.....]’flxlxl ; ##I!ii;_xl 1 2949 3
- . u I J ! i B} | .
E ™ - T " ¥ _h -
L | . Wrong' fingeering: — = -

" 80C. acce, ace, acc, at. yec,

Besides that this latter mode of fingering unavoidably weakens the accent,and the regular
form of the passage, it involves the fault of striking' the same note twice successively with the
sume finger; a practice always obstructive of a free and rapid execution, because the fin.
ger having been bent in striking' the string' the first time, it has to recover itself be._
fore it can be prepared to strike it again; while the thumb, or another finger, being

unbent, is ready for the purpose. ¥ .
Ex. 4.

. EII.BKI')( Eul'-3- -
# L x ]-d)':l::'..“x - }f
Right ' - Frre f==mc ‘ :ﬁ-:
&5re 1 ! i - . | o
T 1 e
. )(_ .
$218%0 1%y b o Tgra s .o
' -

- : x - Il -- " ‘ i .‘ ‘
! . > o o0, X X ”“’
. 9 1o 91 9. X1917. X X x![,:[’_e,)__. .3
| | ! -~ 4 : .I_,d_j_‘_,e __,3
. ‘ , ."."iil = = g ,Ef "'_'l".'.._.l_..

The above and following: Exercises, may be practiced one octave lower, by the Left
hand only, or by both hands .

*Eumetmus however, in nrdr.-r to avoid the brﬂk‘l:f or dlﬂdmg' a phrase, it may be proper to strike two notes
with f.lu_a same fing'er Examples of this propriety 1 be given hereafter. i Appendix Class 3.(Rochsa .
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In consecutive ascending’ paqgagea of intervals of seconds, of thirds,orof fourths, and
in triplet passages, the accentuated notes must be giiven with the first,or second, fingers,

as follows:
Ex. 16,

. p 4
Xgls )
P g% 1 %X 12 ,1X21%X21 2259 ILQ.T_'HE_hlE!E
Right. ' } i [ —= ——tree -

|
s acc, ey ace, ] acc,
acc, Aacc, 2 ARCC. acc,

The fingering recommended in the above Examplary Exercises, are so natural and

effective, both for the right accent and emphasis,that it has been\ adopted by all the great
Masters on the Piano, in their books of instruction; especially by Clement:, Steidelt, and
Cramer, even though, on their Instrument, a fingering including the use of the third

finger, would be less objectionable than on-the Harp.*

e

% 1t s, however, to be understood, notwithstanding what the Author has said respecting the not giving accented
notes with the third finger, when it can be avoided, that he only meant, that the use of it is not to be abused;and |
that the Pupil,by dint of practice, must endeavour to render the third finger as strong as it is rni:ial;l; of becoming.

Appendi‘l Class 2. (Bochsa),
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Thougrh, the exclusive employment of the thumb and strongrer fingers has been recommended,
as preferable forthe accented notes of consecutive passages, or intervals of seconds, thirds, or
fourths, or in triplets, there will be cases, in which the third f inger must be used, to save the
necessity of changing' the position of the hand too often,and to prevent the breaking of the pas.
sagres. 'These are F/rst, When the range of passagees,or intervals of seconds,thirds,or fourths,
donatextend,in ascending;, or descending, beyond the range of a fif'th, (see the following Exam.
ples 1, 2,3, 4, 5)Secondly,When, after two ascending' notes, the next two also ascend;or after
three ascending' notes, there is a further ascent; and vice versa (see Examples 6,7, 8, 9,
10, 11, 12,13, & 14,) and Thirdiy, When the passagres comprehend the intervals of sixths, se
venths, eighths, or any greater distance, (see the remaining Examiples) . |

| EXAMPLES.
ﬂl‘; pusiti_-:;.\h 2d 3
n*i]K'XE]EIf' 3':'3:{]!2' -

[3X2 13X%2

Ex. I8¢ ' = r F
E J-'i—"'"bli'""' A g -c-fé

sth
2 g12%g12% , 6L x?{h

e | T e | g
& R 2 A a9 3" J

Itk

3

) FRLN

| 1
!

o -

2 X2 3
ITth -

& 9

)th o

- o F*F;

»—0—
el — el
z-l*-j | © [ ™t

: o P .i .

g 2 2

Before quitting'.the remark on the proper use of the third finger, it is ﬁec.'e.{amry, to
observe, that in rapidly. executing successive and contiguous thirds, and other intervals,
whether ascending' or descending, some performers employ the fingering asthus marked:

J1x1 x1x1 % Ix1Xx1 X1 X Lxo1x Lx LX e
x x 1 X 1 .
: 9 1X ey ¥ 8o e |_!Ji-
| i ' '-d- e
* . = ! ‘ = Iy 'L‘—i—h. TE
¥y 232 33y oA Fdgs y 3y 4 3

which is excessively stiff and cramped, on account of preparing the third and first fin.
gers,while the second and the thumb are in action, in the two first Examples,andin the
third, the intervals taken by the third. and first fingers are so great,as to be scarcely

practicable by a female hand. In ascending' in thirds, the Author would greatly prefer the

employment of the first finger and the thumb, and in ascending' in sixthsthe second and the
thumb _gff:"f:‘ifﬁfl = But after all,he must observe, without depreciating: the Harp
R TR S [eR , [ ey > g v i

J 1 S1e e

(for every Instrament has its own peculiar character and powers) that in rapid performance,is
cending' and contigruous thirds, fourths, and fifths, are not well adapted to this instrament and
that even performers who pretend that by the first mode of fingeering: they can play them quick

er, say that which is far from being the truth. Appendix Class 5. (Bochsa.)



In descending, the following' fingrering pro.
~duces a brilliant effect.

IJnu:EJIl- Shake .

' . JEfsists

S

The nand must be raised after each quaver. /

= —= =

It 1s here,{nﬂ_aucutint of not disjointing' the phrases, or portions of phrasea) important to re.
mind the Pupil of what has been directedinthe rules on fingering, at the beginning' of the second
Appendix of this work; that is,“To avoid as much as possible, the change of position;
“In passing' from a short note to a long one,but to let it take place, in passing from a long”
“note to a short one, or from one long note to another.” '

By attending to this rule, the Pupil will be enabled to preserve a union in the phrasesa point
of much importance, since the breaking of them always destroys the effect; and,in music, is
as anomalous, as in language, it would be to divide a sentence.

EXAMPLARY EXERCISES.

An&aﬂfe. " od Moderato.
W L — "%, 2. o
, A% = =e— = S
; ‘ Scherzando, or?
] X1x :_ | 2 e X ] y
"H’rnng' _ ._-_#__. "F o I—E #“-.--—.-
f 1ng, ; : — —
ingering —5 _i 5‘ -__H_ - —
- b 4th Lento 2 il —
»- 1 s, = X X »
o o ﬁ_\';:l, 23— F 12”""3 %iﬁl

] :
r——:‘—l& =
9 Y. |
— ; : l
3
b4

“
a3l
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20 |
When passages like the following' occur, the accent being on the first of

‘the two semiquavers, and the portions of the phrases heing:always after the quaver, _

Allegro. i g el LA g 1
_ EJ,,.'._E‘EE,,.!_J‘H_L\?\EE_L..,_R ::r/?-—-l ?,--——i_.f‘ﬁ. T or EI*%k%’T:‘:-ﬁl :
thll'."i: : —1 +— E E ._FJ i_...F 1
. = =
i »_—! or Y e
=iz " == 225 the hand must b
= 7 g — e hand must be

N

somewhat raised after each quaver; that is, it must quit the string immediately after it
has been struck, not preparing, as is usual, for the next note, (which is a semiquaver),
by which more lightness, and vivacity, and a truer accent will be obtained .

The following' passages will be treated in the same manner .

_f- con fuoco.

If they were written thus,

The same finger in rapid performance, (particularly the thumb, or the third finger),can
strike two successive notes, on the same degree; or otherwise, if the first note be of a longrer

value than the second. The following Examplary Exercises are illustrative of this rule.

Ex. 1. 21 X
$Xlexiew R el e fewe Xle,
2.0, e N — | 1
Hig‘ht]!mul._ et % ‘I?ltiiili;f —] =
Ea.l3l »
: & X
v 4
Ex. 6.
® " o
Ex. 8.
!2: : 2 1 ; ¥
Ex.11.
Left Hand,
3
g n Ex. 15.
e a2 agy xF o E5 T x4y 1
; — e T £} e - aw mx aw v b s x i xlll}
ng*htlhmd.ﬁ -&L — ;i P -~ i —————
e —— e e s = 1
w w ; {;rd],':-:)'-‘-’ 1 X o Ty A i o ‘ﬁ

s - KExcerrions. 2 e

X X X X X X X X X ¢
s o o B e STV O B . - B
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U R i_ - " 3 3 3@ " 2 S S _
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(G RACES AH_D EMBEILILIS HMEJNTS,

These powerful auxiliaries are of great importance to a finished style of performance; and
when judisciously introduced,add a considerable charm to the composition.

In modern Music, many composers write the Graces and Embellishments with which they
wish their pieces to be ornamented; by which they leave little or nothing' to be done by the per.
former, and only look to his taste, to properly and efficiently execute what they themselves
have given, But when the Composer 'presents his Melodies in a simple, unadorned style, 1t
behoves the Pupil to study the nature and character of the Composition, that he may the
better know how to supply the omitted ornaments, and to impart that variety and effect pro.
per to the Music.*

¥ There is a fault,and a very great one, which Harp. Pupils  though properly instructed from the first, almost
always fall into; that of not making any difference between the value of Grace notes, in quick and in slow movements,
they constantly play the latter too quick: which destroys entirely the expression. Here follows a Table exhibiting as
far as possible the right way of playing them,

8Tinn: IN SLow MOVEMENTS.

As written,

Not thus,

As played. {.

=

L5 A

=====

Not thus.

Not thus.

—F

Not thus,
7@ =
N A\ 1 ! ‘
(iﬁr—-ﬂ:_r* - l 37 l‘-‘ — ﬂ E
_'"-‘.f : ' :iﬁ_';ﬂ ?;'ttthu. = jot th
- XX H IE: X X ; ) ﬂ:PAf—I 3'";1 XX No E‘?H Not ﬂun
:E!._-_ﬁ:"'..:_- . :i. . I' - .-_-d: E B s ' d ﬁ#
I | — — 1 . — i - - :
- /” “/r*}fu_"—}: A-%*‘Irl:_?':' : 5 | | | ﬂ+
IN QUICK MOVEMENTS.
Allegr 0. > - —_—
_L. . | |'_.. -4| . ] ; r —x ~ i‘. - =
As written., “%_FM_E'H ____.__H E 1 = ¥
1y pi Ly « —1 ‘#‘:__J;I‘*E r
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% It is chiefly in slow movements that they can be introduced: and no rules can be laid
down fur them, but what must entirely depend on the fancy and judgment of the per.
former' " All the advice the Author can give is,That the added graces should neither
be of such. a nature, nor so abundant, as to overwhelm the Melody which it is their

proper purpose to decorate: and that, in pieces where the strains are repeated, the in.
troduction of these ornaments, should be reserved for the repetition %2

There are embellishments called Cadenzas, generally consisting' of brilliant pas.
sages, and which are often introduced after a pause, in the middle of 'a movement,
and which serve, as returns to the principal Theme, or lead to a new subject, (See
Adagio Sostenuto, Page 57 and 58 of this. Book.

Cadenzas are also often used, to heighten the effect of closes of movements; espe.
cially, when those movements are slow, (See page 59 and 60.

This kind of embellishment being introduced to display the talents agnd powers of
the performer, demands, when not written by the Composer, c:gsiderable knowledge of
Harmony, as well as the possession of taste and execation, because it ought to Modulate
into various Keys, and include evolutions founded on Science, and a general acquaintance
with effect , both harmonic and melodial .

ON PLAYING IN THREE, FOUR OR MORE PARTS

— e

——

Often distinguished Piano-forte Composers, to display their Science, enrichtheir
Com;wsiiinns, and, as it were, extend the province of their Instrument, grive three or more
pirts to the same hand. The Author of this work, has always been anxious to adopt a
similar style, (a specimen of which has been givenin No. 6 of the Essays), though
much more difficult of execution on the Harp, than on the Piano-forte; and extremely apt to per.
plex the performer, on account of the different values of the notes of which the several parts consist.

¥l when the word St‘:'mpliﬂﬂ, is prefixed to a movement; it implies, that it is to be performed in a plain and unor

namented style; and when a Melody, or Thema, is followed by Variations, it should be given without any embellishment what.
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Andante. —

ExampLe 1.

In four parts.

If the above Example 2{!‘- ‘ : i i:_ 4_!

were played in Quarteitby I~

—_—
four different instrinments, ) . .
the effect would be this. 34 % E {', | ,
; € o - A f#* -al > -
' I ' -
I\ ——+2 - —F

In the execution of Music of this description, it is almost impossible to abide by the

strict rules of grood fingering:, as frequently, several successive notes, must be taken by the

same finger, and considerable licence used in directing the motion of the hand.

Adagio Sostenuto.

One important point here to be observed,is that of being careful to giive to every

rote its due leng'th of Vibration, as explained in pages 15 and 6 of this Book.
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EXAMPLARY EXERCISES.

" i ——
Mod? e Grazioso. : o

ExAMPLE 3.

T

In Five parts.
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DEVIATIONS FROM TIME, <O
OCCASIONALLY PERMITTED 1IN MOVEMENTS OR P.&HEAGEE OF EIPREEEIDN. '

e e —— = —-—— —

As any piece, if played throughout, in one unvaried time, would be extremely monotonous
inits effect, it is allowable to diversify it by certain digressions from its stated measure.

It will sometimes happen that a phrase, or portion of a phrase, to make its due impression,
will require to be performed somewhat slower. To efféct this, Composers often place above,
or under such passages the words Rallentando, A poco piu lento, or Ritardando. At other
times, the phrases, or portions of phrases, will be accelerated,the announcement of which
will be given by the words Agitato, Accelerando, Peu mosso, Animato, or A poco piu pres.
to, or Stretta,(The words A Tempo or 12 Tempo, following the above designation, will ap.
prize the performer, that he is to return to the original time) .

It being very difficult, and even impossible, to g‘ive in perfection, the real meaning of
the above expressions,without due feeling, and possessing' the Soul of Music; the Author

has but one remark to make on this part of his subject: _ When the Pupil devi .
ates from the regular time to a slower, in order to give more expression to a passage, the’

slackening' of the time miust be in proportion to, or in concordance with,the time itself;

that is, if the time be Allegro, the Ritardando, will not be so slow, as if the time were
Andante, or Lento; on the contrary, when the +Pupil would effect an Accelerando, or Anz.

mato, the quickened time, must be proportioned to the measure departed from .

Another mode for giving expression to a phrase or passage, is that of playing ina

somewhat slackened time;(or Ritardando), with the right hand, when the left,continues

the former time; which is practiced by all the best Piano-forte performers, and which when
judiciously introduced, is of very great effect, though too frequently resorted to, will dege._

nerate into affectation.The Author, has here attempted as far as mere notes would enable
him,to grive some hints regarding that sort of Ritardando, with the right hand.

ExaMPLE.
Lento. y )

X ; 1 : ] X 1912l X
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26 ' " KEXAMPLE in AGITATO STYLE.
All0 Agitato ¢ doloreso,

| *
ERE R T o a3
As written, ESPress. >0 o o
g2 5of T ISP 2
‘ . T e
= - | - e =
[ J - L A e

- >~ fog '_.-'-j- .*'"';3_-;. — ® 4 2 *
#r SR ToiieeoE==
T = ' = -

As playﬂl .

S " — e
=3 T 'T % i [ 1
K J ® | ®

When, in Cantabiles, or Slow, Expressive Movements, there is.in some parts of the
bars, a great quantity of notes, as Embellishments, the regular time in playing' them may
be somewhat slackened, in order to g'ive them the more expression. Sometimes the words

ad Libitum, or A piacere, are placed under or over those notes, as below.

CANTABILE,
con molto passione

Appendix, Class, 5, (Bochsa,)
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To Transposeis to write, or perform, a picce in a key different

from that in which it was originally composed .

O?-z'g*t'i;ul Key.

| Transposed, into
Y e
ExAMPLE. : - - .
I ' '

n Bb ma jor.

€’ major. T7 rm?pmed m oA major.

+'" — T
-hi—-—”ﬂ- e

N
o

-:H—_E-ﬂ%—

The power to do this, is particularly convenient, when the Harp performer has to ac.
company the voice, or another Instrument, and the pitch of that voice, or Instrument is
a tone or semitone lower, or higher, than his own. It is also very useful. when the per.
former wishes to set for the Harp , any Composition originally designed for another In.
strument, and therefore, perhaps, not accommodated in its primitive key -to the Harp.This
however, cannot well be effected, without a knowledge of the powers of all the different
Clefs; which characters,by giving' to the notes a different station in the great scale
of sounds, afford at once the transposition required: because the Clef bheing' properly

changed, the Pupil, to perform in the desired key, has only to read the notes according'
to the Clef he has adopted .

The above Melody in Five different Keys.
In Bb major.

The G, or %
Treble Clef. g rreara, |

eble Clef . = ;ih <
. % E &0 In G major.
2 The C, or 5 = .5 .
- y i: E ¢ = : g—‘—*‘— : ‘
= Soprano Clef. :H = "E < _H: = 1. e . 'Fé
O - B R g | _
a C = 3 % In € major.
z The C, or = = T
; Cﬂlﬂtfﬂ%ﬂfﬂ‘fffﬁ* r[ E % _'; é ‘:-H -
2 R .
e A C - E ° It ed major.
=) The C, or CE- - -

y Q o —

2 Tenor Clef. ‘ E o é.; E‘ E §
o . Z =8
} g = '5;- 2 In _I.’Jlm4.':11'.]?{1»*."‘.,§

The F. or 25T I EEssTeertTEEILE

Bass Clcf . i =5 1= ——H 1 - -
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0N ENHARMONIC CHANGES.

.An Enharmonic Change is that by which the same note takes a different.

~denomination; as when the note C flat, is continued under the name of B natural,

or G flat, under that of F sharp.

ExAMPLES,

.-4-__-\\\

_Enh, Enh.

e E=r= ===t
- Enh. Enh,

By their singular character, the Enharmonic Changes produce Modulations

which afford great variety in a Composition.

k|

ENHARMONIC MODULATION.

In Cb major.

P —— | Py P
- “as o e W Ta JT = = ~ o
*- o e = e e o —e—e—0 % —
Moderato.
= == = =
o == =3 =
Fix,Bj. F#. Df.  In Bh major. pixGs. Eb.  In Ef major.
! — = - E
—— _-H- — 1
.. L L hi‘ ' !l
% d ¢ O
ﬂl = = = I‘E
= — <
=2 =) =

To facilitate the action of the pedals, in the performance of accidental Flats

and Sharps, the Enharmonic change, though not written, is often to be employed;

for Example, in playing' the following passage,

Ex. 1.

1

:]'— ;

=2

g

==

it will be easier to take F%,instead of Gb, as the foot can press down the F§ Pedal,

and let it up again, with less motion than it can bring the Gb Pedal, in and. out

of the notch.

The following: Examples are illustrative of this operation .

3 !lpl‘l“.“\. . r;'ldﬁ.'i. g, H-HI_‘J'H i sl



(C#) (Bj)

When two pedals are wanted at once with the same foot,and the rapidity of the performance
will not allow time to prepare them in succession, as in the annexed Examples, the 4§, and
F4, being played ipmediatly after the 4b and Ff,and the D}, and Bjj, immediately after the
Db, and Bb, the right foot must be placed at,or on,the two pedals Ab,and Fh, the performer

not objecting to unavoidably pressing down the G, Pedal at the same time, as the G is not wan_
ted. The same rule will hold for the Df, and Bj.

Ex.-f) 3
S s

When a note is flat or sharp in one hand, and the same note remains natural in the other,
the enharmonic change must take place, as shown in the following' examples.

Ex.6. (pb) |, (Gb) Ex 7. Ex. 8. (b5 Ex.9. ®b)

& | I (Db) b

fesm et et

o/ 6 - & 3 & e S 32 1 - |
- | . % 2 e r |
= S _% & g ' Gﬂ

& 1+ |

The ten Sketches, or Essays, in various Styles, now presented to the Pupil, are intended as
illustrations of the whole of what has been said, in this and the former Books.

The Author has consequently endeavoured to give them both importance, and utility, by rai-
sing' their Character to that of Expressive and Emphatic Compositions that while they tend
to give a finish to the power of the fingers, they may improve the taste and accent of

the practitioner and by exciting his best energies as a painter of the passions,qualifying him to
impregmate his performance with the most impressive effect,and, in a word, to throw into his
expression the true Anima di Musica. | |

L e ——

* The Pupil having now arrived at an advanced stage of proficiency, the Atrtha'lg, in the K88 ys, has fingered only the
most principal passages:but if he should in any respect feel embarrassed, he will deriye great assistance from consul_
‘ing the Harp Dictionary, or Universal Director, by the same Author, Published by Messr. Goulding and Co.

Apvendix Class 3. ' Hachsa,) (Pagre 30 Rlank)



Tsrd 7 oata™

-
ol # ' = = i E . e l‘.‘ L *‘ - I
. : ¥
- =h - v : L - N - : »
. e e = . . :
& L - = - = L (I - o= : "
e = ] = £l o Y oa - .
2 i
[ &
- ® L . : J i N _' = - & ] T
L] ~ & L '... & . -
¥
. . & - -
S i L ‘ s 1
"
L
] oy —
- Fhigh iy ¢
o ; g ’ [
- o ol E oy - - - - - EE =T & B o m e P - L -
T - = L ?r i
l. e i , L et o -1.' # ey '-._“r-ll'ﬂ‘" " '_-..-—-—--h.-r---_ ﬂ-.— -l e oy ;
B 'rl_* [ S — — = - - ——— ‘- -
: .* g - .‘ -
- -_-i‘_' -t e ":IF - - -tm-—-ﬁr '-‘ - —1-‘--— -— =
- - S - - - L T e .--; 1-!." - . — - "-.
o o . -i-
ﬁ = B h rﬂ ~ :—h* - m‘
_ - .,
- & e - - o x
e " E sies = & »
- ' - % & # - ‘ & -
- - o - oA - - - - =
- - - . -
: . ¥ A
- ey,
. . " Ty wr ..':*-- Bk .
- L --i:q ; a
i, S N . i
- - - i - tr ? . ‘-"
i Iq.l Rp—— § - _)ﬁ T e o om e s gl . -1, -
- e §o— ————— --‘—— _
-lu-..!_t R S ) 1 —l--‘l--l-ll? --l-.'.—-.--h = !
w B e = — —-—— i - - -
- e w e -r---.—- R Y Y T i
L\ti ) TR
i i 1' R .
. w "
[] | " .
P "
- - * ‘
.l
# & - 1 L ] -
. _ i 5
= ' »
E - o e
- - - 4 + e
i‘ e — I

# :
-
L - L [] -
= ...—.l.-" . — _—._., — - - . =
- ' . f - LR
¥ e =
- "

= - = ®
-
& . . > "a
. '
) *
- - - L
(Y %’ Nl
® - L o x ¥
L
- - o
-
- 5 o
[+ - ' [ l-*l CLE &
I ; . - -
¥ ]
- & Ll
=
L]
- .
i
- -
- »
L] ¥ .
i .
- = . .
L]
" - a




sl

This Essay is an ALLEGRO BRILLANTE E CON FUO0CO, a style which demands a bold ex
~ ecution,combiped with taste and elegance, as well as warmth, neatness, and volatiliy in the
- energetic phrases,the arpeggioed chords, in minims must be short,terse, and strong, and

those in crotchets the same,but in phrases of Pathos and Expression,as in the 5th6th 7th
~_and 8 bars, and chiefly in the sixteen bars immediately following the second pause, all
the long notes must be well sustained; the passagees over which the words Con eleganza are
placed, must be gwen in a smooth and delicate manner, to form an effective contrast to the
more forcible part of the movement, a strict attention to the piunos and forfes and other

. signs, alluding'. to expression and accent, cannot be too strong’ly recommended.

"

No. 1.

Risoluto .

ALLEGRO

BRILLANTE,

X %
- : X
e P | - - X ——= a >
, .—.H’l. ~ | —— | —
Cres: E Ty i | . .
- Congusto e Kspressivo.
%ﬁ =T = :“ﬂ—h
1 L q - | i - =i ——————
a = —
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o Con molto Espressivo
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% Sempre legato.
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E a v = o
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cagitato, |
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Con Eleganza,
) B - T fr

% | rf > - ' b
% H ol -
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The -presént sketch, an ANDANTE GRAZI0S0, NON ;I‘RHPPﬁ LENTO, 'l.'quliI'E'S a tranquil
but fancyful style of execution, with more -taste than pathos; or atl‘eng'ﬂ{ of expression,
all the combined quavers are to be given in"a short pointed manner, -without any ari:
peggio whatever, while those and other notes with this sign over them — 'll][llﬁt be
strongly accentuated, in a performance of this kind, the greatest simplicity should
prevail, the Variatinp commencing at the words a poco animato is to be given in an

easy and playful manner, without too much accelleration of the time.

_ ‘Nﬂlﬂ. | | : H < —_— | = . . rf :
ANDANTE ' . ﬁ%
GRAZI0SO, P/) e - | _ | i /J :
NON TROPPO : p = E R = 9 e > o #—33 2 .
LENTO. : _ t =
i —

}- @
=
=

H! P ;;g,__

e
i‘r;%lﬁi

1]

-

L
e
*
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This. studio consists of a Poracca, Allegro Spiritoso e Scherzando, itis to he perform.
ed with a sportful vigour, mingled with taste and brilliantcy of execution,in the PoLacca
the accents, (which are almost- always on the second quaver, or the second crotchet of the bar) -
should be given in that striking and eccentric manner, which marks the character of this J
*National movement, which is frequently employed as a Rondo. |

No. 3.
T =
ALLEGRO :uﬁ:'.-r.“.-u
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This Essay is in A MARTIAL STYLE, (always effective on the Harp) and to be played in
a moderate,but strongly accentuated the, all the right hand chords must be short and htrl!{?k
with point and precision, keeping' in mind that before the thumb strikes the semiquavers, the
fingers must be placed on the strings of the chord which immediately follow them,inorder
that the thumb, having' proper support, may act with more freedom, and giive the semiqua._
vers with quickness, and without any motion of the hand, the chords in the left hand, and
laying between these -$—- - - % are to be played as“Sons efouffés” the performer being care
ful,to have the palm of the hand very near the stringss, that it may the more readily damp
or stifle the sound, and to strike the strings with a degree of force,that there may he a
sufficient quantity of vibration to be stifled with effect.

No. 4, A | | - Ao e g 21 X
e, Eeepeter :
MARCI A —w—e ¢ — ¥
- J .I = . 3

"MODERATO,

on
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RoNDo, a lively kind of movement which forms the subject of the fifth sketch, the per
formance of which requires much delicacy, animation and power of execution, all the combi
ned notes for the left hand with dots over them must be played piano and very short, and
the Legato marks —— to be strictly attended to .

~a
by RONDO. Pras fops——p 58~

ALL? MODERATO

CON ELEGANZA

Appendix Class 8. (Bochsa). . % The Vibration to be stopped by the left hand.
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This Essay is a SICILIAN0o movement, to ﬂ]us;ffatﬂ.what has been said regarding the
mode of performing pieces in four or more parts, and to exercise the pupil in their in_
tricacies; he must always be attentive to the playing with more force the ineludy or up.
per part, that is with a sufficient predominancy of expression: the semiquavers which are
between two quavers should be played in a transient, but marked manner, and giving the
accents or emphasis to the first notes of each half of the bars, which particular consti.
tutes the disting'u:ishing; feature of Sieiliano movements, to break the uniformity of the
effect, the Author has relieved the Siciliano by the intermediate introduction of imitative
passagres, in the major key, the points or subjects of which as they occur in the several
parts, must be strongly expressed, to prevent their being covered or drowned by the
accompany ing Harmony . |

SICILIANO, ANDANTINO SEMPLICE. _
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An ALLEGRO PoMPoso, Con mj&ata e tranguilita, is a style of performance which de.
mands a forcible expression and elevated pathos, but not so Energ'etlc or warmly animated,
as an Atle;-rﬂ con fuoco, or Agiftltn; the time is not to be that of an Allegro, in the high

. sense of that word,but somewhat moderated in its quickness; in order that the movement
may have the repose and the Grazioso, necessary to its character. It is necessary to ob.
serve that all the phrases must be. well sounded, and the semiquavers not played as notes
of quiuii execution, as pupils are too apt to play such passages, but as forming parts of ex

pressive phrases, that is, with feeling' and sentiment .

ALLEGRO POMPOSO, con majesta e tranquilita.

No.7. < | Dolce.
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The following piece is a MINUETTO, Allegro assai,qucst presto,the time of which is very
rapid; it is to be performed with an impassioned animation: all the minims to be strongly ac.

centuated, and all the combined crotchets giiven without arpeggios, but well Staccatoed.

No. 8§ . " Con molto Anima.
. § f i T‘ | I . “ -e' '.'
MINUETT ' e = L - , e
worrro (e e e e
ALLEGRO ASSAlL I L IR T" | ] = > e
o X s - 2 ] - -’ I
QUASI PRESTO,. [azbﬁ‘z = = e~ = | — ﬁ*
— ! e i — o
|




: _ dn\DUIE:E;- ] l :r lj | l | | ¥ I *1—"'-...5\
- oy e gl 2 | | . | |
eyelen s O —® i., ~m— ® .o _t;—.‘—I]"—i—_.__ﬁ__
#gv—#* PR e = : Fh'ﬁ | =
o ~ e . Bl
. 2 i'_'_ | i 3 E e -:
'g : E? . Sy i e
i ; £ Con
| 2 aes EE2 Lol £
—r 5 ?:4'!?*5 - Q—o [ - vr {Fl—r " ]'_——o i N J— ¢
- l - | 1 : |
' P OV 08w o | =7y (FEAN ~ -
| : . — - -{
| — e o—ei4s =t
™ T e +qTLF s & ° z- -
agttatione, | ~
s, e — — — —_—— - —_ e
e A, e dd i
o = —= | et
e o) rdl ritpd ) ppd ] | rtEper e fr g
: i s I - i_a . S - - 0 ~ e _":
‘esa I ! ?—ﬁ—— _
e, = = =~ =~ =1 |
itard . - . _ _ e e
3 ’"‘":L}ﬂirﬂﬂ 3 I — e g 1_>//‘;; P
e — d - '[—G——-'—l—#:riﬁ e
.ll_ I|- .J_ ' _ . o — g =
—4 3 - i =
= - = — }

Appendix, Class. 3. (Bochsa.)

iﬁ 7 }7 ] | — — | - ,.e::m =
I | i & &
—— | e r - - - :
#ﬂy_{' ! ™ .1-*5 = {'j = —F:ﬁ:j e 4&
> 51 1 . L 5 _
<oz > PP*% & & %



ARRR
i T
{ V dlos! |
e |
1l
1l [l
- L1 ._1 |
b 1 .t-ﬁ I..é_.Y
uirh |
1
Uit [k
, ru.i__f _.47
mm ._..J || B
= B! )
b
ﬁ ® | 2
| g
[
] - _.
$ 18l a
1TO0
:J:}w;t}ﬂj
s [H=. |
paR LS
)

Ng
[fotl- s [x
HER
s =
q ;
|
_ =
- .4_
N
ot
A e
| !
__ q _-.,-,

. 9 9

g
L

e

L I - I N B SR

F KX . NN m
. » N

o
—

@

i 4

3

A T ————

A

A

A

_.L _ |
| ©
2
Il oloie\ ¢
J._[ . i
|
ﬂ p__
~ |
i
LT DR JC T IRANFSS
a_
HEw
(I
Q_
0 N
ﬁ._: \ ;
& a1\ =
e Al -




51}

%

In this sketch, an ADAGIO CANTABILE, the Author has endeavoured to throw together,
emhelhshmentb and graces, in the style nsad in modern Music. To give rules for pro.
perly performing movements of this description, wnuld be impossible, because every or
nament must be expressed with sentiment, every ‘tracture of the time having designand
feeling', every pause has its ohject and even silence must be made to speak, and it is obvious
- that where these things do not reside in the soul,the tutor cannot create them;therefore
it only remains to the Author, to refer the reader to the pages in this Book.

Con passione e Energia.
No. 9. ' . |
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6l
. In glancing' his eye over this Essay, the fmpil, not observing' any intricate fingering,

- or passages of much diff iculty, will perhaps think that no great skill is necessary to its
perlfﬂrmance ;but the Author assures him that the perfect execution of an Allegro agitato,
demands all the various qﬁé]ities enumerated in the past sketches, since it contains passa.
ges of Boldness, Expression, Pathos, Elegance, and whatever comes within the province of
musical eloquence.  The Melody of this last Studio,is in a singing style, mostly in
single notes, which must be given in an impressive manner; the accentuated notes more
marked, than in any other description of movement; the agitated emotion in which this
kind of music is to be played,requires various deviations from the regular time,the Au.
thor, as far as possible, has endeavoured to mark these deviations; but in this particu.

lar, as well as in the preceding Essay, the judgment and feeling of the performer
will best direct him .
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