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PREFACE By THE JAUTHOR.

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 tome, and to thc mammer of treating it. Melody, that
noblest branch of the art, can now be expressed on it, in the fullest and richest .
tones, "and most varied shades of expression; numerous composers znd Virtuosi hour
ly invite us to practice, by the invention of new ‘passages, and effeets, 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 whlch the study is least likely to cause any injury to th(
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 méchaﬁ_n’sm of fingering, with what was

previously known; and which have become necessary in consequence of the increased
refinement of our musical taste, which is due to the more modern class of composi _
ﬁons, and to the improvements made in the structure of the instrument itself; all of
which causes mnecessarily 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 ('OllSlSt 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 months, nay even years, and innumerable repetitions of these rules by
the Teacher, before they can: accustom themselves to follow those precepts with prac.
tical correctness. These reflections every Teacher must have often made. = How
many Pupils sacrifice years to discover and rectify what ‘was mwundtrstood or er.
roncous in their first instructions! : :

The FIRST PART of the present method is written according to thm view .of the
case; and with the endeavour that beginners of every age, without any waste of
time, and in a manner not unpleasant, may obtain a clear, comprehensive, and well
grounded explanation of the ele‘mentary principles of music, and of playing on the

-~
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Piano - forte; aud open to their talent a correct and regular path towards a high de-
gree of refinement in execution; and that Pupils, whose circumstances will not ad._
mit of their employing an cminent 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 prooress; 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, all the varied mechanical facility of fihger which he can
desire, and without which mere theory is fruitless and unprofitable.

The THIRD PART has been written with equal attention as to completeness;
and I have endeavoured, as far as was possible, to enumerate and ekplain 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
-4 well-grounded, and at fthe\ same time, easy, and rapid‘ ‘acquirement of an agree._
able, widely-spread, and honourable art: for -

.“As the use, so will be the gain.”

CHARLES CZERNY

3192.



PRELI@MIJ”’JJ%}Y" OBSERVATIONS,

For the first three ‘months, it is rf-qmsm: that thc Learner should receive . omne
hours lesson every week-day, or at least four lessons in the week; and in addltwn
to this, that he should daily practise ome hour by himself, as it is very necessary to .
abridgee ‘as much as po‘;SIble the labour of acquireing the first principles of the

art.

The subjects to be explained, are distributed into LESSONS; such that the con .
tents of cach LESSON may casﬂy be read through and explam(d at length to a Pu_
pil in  one hours - attendance; this calculation will also include the time necessary for
him to fix in his mind, and to practise the rules laid down in exch Lesson.

It will naturally dcpend 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 duys 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.

1 -

The practical exercises must be frequently and dlllgently played over; and thcy,

should mnot be laid aside, till the Pupil by his progress is enabled to proceed to
“the study of longer and more difficult composnmm

Ist ?Lzsson.

POSITION OF THF BODY‘ AND OF THE HA.N'DS

The movements of the body have so grezt an inﬂuenee on PIANO FORTE play- .
~ing;, that a good and graceful position must be the first thmg' to which the Pu_
pils attention should be drawn; and the rules on this head must be mcessantly re_ -

peated, till the exact observance of them shall bave grown into a settled habit.
In playing, all unnecessary movements must be aveided, for every obliquity of po si_

‘tion, every grimace, and every usclwe gesture, have a disadvantageous influence on
the hands and fingers.

Before any thing else, the Pupll must be ~made acquamted with the followmg
rUlL 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 e¢lbows, when hanging down free.

iy, shall be about four inches nearer the kevs than the shoulders; so that the‘.

movements of the arms and hands over the whole length of the key-board may
ot be impeded in' any way by the chest.

52.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

sxuface of the keys; for a low sc at ‘!mpcdes and fatigues the “hands.

3. Whﬂe playing;, the stool must never be moved either backwards or forwards;nor

nust the player wriggle to and fro’ upon his seat. :
S 4. The position of the head and of the chest should be upr1g'ht dlg nified, and na_

tural; % little inclining towards the key - board, so that the back of the chairor. smt .
But we must avoid assuming a bent and crooked p(mtlon,

may mnot touch the body.

- as. that is at once. unmg‘hﬂ}f and injurious to the playcr, and, if pq’msud in - for
aily leug'th/ of time, it may even become  prejudicial to the health.

/
\ ] ) ,
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$5. Let the Pupil, while playing, avoid accustoming himself to nodding,or any other
movement of the head. It is only when both hands have to play in the highest oc.
tave 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 Wuthout movmg' on
the scat. '

$6.The feet should rest on the ground, near the PEDALS, hut mthout 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, a\mdmg‘ every perceptible. and ustlc 'ss movement.

$8.The surface of the fore-arm, from the elbow to the knuckles of the bended
fingers, must form an absolutely straight and horizontz! line; and the wrists must
neither be bent downwards, nor upwards, so as to resemble a hall. The preserving
an exactly straight line with the knuckles and the upper surface of the hands is
one of the principal requisites towards zcquiring a fine style of playing.

§9.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 piaced close together. In thls 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 itself 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.

$ 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 Wlth‘
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 necessary.

§$ 12. The four fingers of each hand are respectively indicated by the f]g‘ures 1, 2
8,4; the character + is used to indicate the thumb.

~ $13. The percussion of the keys is effccted by means of the fleshy tips ‘of the
four longer fingers, and with the extreme 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 Lnd nearest the .
player. _

S 14. The player must keep his nails so short, that they may never project beyond

the extremitics of the tips of the fingers, zs otherwise the: chckmg‘ of them on’
the keys will become disagreeably audible.

«

CONTINUATION OF THEE FIRST LESSON.

ON THE N4.iES OF THE _KEYS.

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

use, contuins 78 keys. Older instruments contain - from 5 to 10 keys fewer th'a'n'f
- that number.

That portion of the Key - bmnd intended for the 110ht hdnd is calltd the ”upper

3192.



acute, or TREBLE part .of the instrument. That portion- intended for the left hand 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 rlght to left,we descend
or run_down. the instrument; thes_e expressions should not be - confounded with one
" another. o ' ‘

§ 16. The greater number of keys consist of the longer, broader, and.- lower
series, called the white keys, because they are generally covered at the
tops with ivory. The .shorter and less numerous row of keys which lie 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 percéive, that the black keys are e‘ery__
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"
‘whmh\ 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 to do,

"if he were to depend solely on the white keys, which appear every where
uniform and alike. S

THEWWHITE KEYS.

S18. The 7 white keys between which the 5 black keys are dlstrlbuted
~are named after the 7 alphabetical letters C,D, E, F, G, A, B, which are con
stantly repeated in the very same ordef, from . left to right, that is in ‘ascend._.
ing from  the Bass towards the Treble.

. S19. 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 C's on the instrument, for which purpose the. following representa_
~tion of the key- board will be found of assistance. _
- After C follows (between the group of two black keys) the key D, which
lies next to it on the right. After this comes E; next to this F (Wh](‘h
~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
ar¢ 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 aill the Cs that are to be found on
the key-board, then all ‘the D’s, next all the Es, and so on: he must then
learn to name readlly while striking them, all the white keys in their re.

‘gular order, first in ascendzng‘, and afterwards also in descending, wviz: C,-
B, A,G, F, E, D L

e Y
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y DISTRIBUTION OF THE WHITE KEYS.

S 1. All keys of the same name have also a great similarity in sound; and arc 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.
diately ‘above or below it, what is termed an OCTAVE; they are thus called,because
in the space from' one to the other inclusive, eight consecutive keys or notes are
contained. Thus the interval from any one C to the C ncarest 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: :
5 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 4th and sth octcwes, from C to C, and lastly the .notes of the 6th octave, so
far as the key board extends. See the Representatlon of the Piano-forte Key-
‘board. page 4.

In PIANO FORTES of less compass, which extend only from F in the bass 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.

$ 23. When the Pupil now tries to find thé different keys by way of practlce,
or when they are touched by the Teacher in order that he may name them, he .

must be taught to know in what octave each mnote lics.

NAMES OF THE BLACK KEYS.

S 24. The 5 black keys comprlscd in -each octave, have a two-fold name, which
they derive from the “two contiguous white keys by which each' is encireled. 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. I it is named ac.
cordingto the contiyuous whitc key on the right, it receives 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 C sharp or D flat.

— Dand E ___ D shap or E flat.
F and G . F shap or G flat.

G and A ___ G sharp 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 applied, will be prlamcd to the Pupll when he learns
the names of the notes.

S 25. The black keys have also their OCTAVES, like the wh1te 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 accordmm to the sccond denomination,
C,D flat, D,E flat, E, F G flat, G, &ec. \

3l92.
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RELATION OF THE SOUNDS OF THE KEYS TO EACH OTHER.

S26. From what precedes, it appears that on the PIANO FORTE, and indeed in Music
in general, that there exists but 12 sounds; whichﬁ‘l')y their repetition in so many Oc_
taves, and’ by their higher or deeper pitch,form the whole rang'e of sounds of which
modern music consists. ' ' - ' 4

§ 27. Each Key compared with that dmmediately contiguous ‘to it forms a half - tone,
that is in vespect to its pitch 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 firom E to F, or from B to C, is also a ‘half tone, or sém’itone;since be _
4t\‘~'ct:n these two white keys there occurs mno black key.. : ) ‘ ‘

5§ 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,“Qr“ A flat to B flat, are
whole tones. ' ' , , o L
S 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 (/)f
attention. : : ; '

2 Peggomn.

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

S1. As soon as the Pupil is well »cquainted with the keys, the master must
teach him to play by heart the following exercises.
First with the right hand alone. o

1‘+1+1+1.+1 + 1 + 1 4+ ] + ] 2~‘+121'+121+ 1‘~’1+12l

e

e —— -} E— —— |
R T A e A e G R RSy A A

—i—r —=

J

2 2 2 2 22 22 31 1.1 1 1111 Y

e e S e i —— e — = '

Each example must be re»p,eatcd from ‘10 to 20 - times without intermission.

5 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. -
S8, 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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cach finger, when the hand- is at rest, may strike its own key ewactly in  the . A

middle; for this purpose the thumb must be extended in an exactly straight line,
and the “little finger be but a httle 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
its outer end. For the percussion on the white keys should always be madc on'the
surface of the keys by all the fingers, and nearly in the middle of that part;.
they must never be struck mnear 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” tht.
preceding Exercises any finger strikes its proper key.

§ 5. As each finger, previous to its being used, must be held very near to its key,
(WIthout however touchmg' 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 beg'lnners, and it cannot be too-
~often repeated to them. '
§ 7. Im, the first Exercise, intended only for two " fingers, 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.

S 8. The same thing takes place in the 2d 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 onre 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 pnnm_
pal rule.

Two or more 1mmed1ate1y contiguous keys, when struck tog'ether produce a very
‘disag'reeable and ‘dissonant effect; while if the same keys are struck one after
another, ~they will sound agreeably enough.

Now, as the strings belonging to any key continue to ‘sound long after it is struck;
if the keysbe kept down by holding the contlg'uous keys too long, a very unpleasant

-discordance will arise, whlch may be avmded by attending to the fortg*omg' prin_
cipal rule. S

§10. The 5t Exercise has for its aim to accustom the beginner to a firm touch
and tone, as he must strike one. key several times succeSSWely 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.

S11..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. :
$12.'As soon as the fingers of the right hand have had some practice and

acquired some degree of independence, the same examples must be tnod bytlu
lef't hand in the following manner. y .7



8 L ]
: First Exercises for the Left hand.

1 1+ 1+ 1+ 31+ 1+ 1+ 3+ 1+ Q.o 141 41 +1 21 +1 g1 +1

3-2214‘12,‘521+124‘.4‘321+1234321+.123

j All the rules given for the right hand must be applied with equal,—;istricﬁ.mss to '
¢ left; and, above all, the adroitness of the left hand must always keep pace
<wth that of the right.

13. When this is accomplished, the above exercises should be practised wrth
both hands in the following manner.

+1 + 1

+ + + + 1111 2 2 2 ¢ 3 3 3 3

&3 W:m:‘_#‘_‘_ﬁﬁjitﬁ ﬁi
5 v o dd dddd v I v s OO -

23 o
3—3

)L o X k4 4

,M#ﬁ—w

3192,



9
51t. Here the Pupil must chiefly observe that each note in hoth hands is <truck
exactly -together. 'This on the PIANO-FORTE itisnot easy 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 ineéi -
ther hand,is directly felt, and by it the necessary equality is lost.

§.15.This equality;j\n the touch can only be acquired, when both hands are kept
perfectly still, and all the fingers held up equally high; for those fingers which
are removed farther from the keys than the rest, or which are held with stiff_
ness, naturally strike later, by which the perfect equality of the blow is des_
troyed.

§16. All these Exercises must be practised over, daily and patiently, at least 8’
or. 4 times; each time for about half an ‘hour, so that the Pupil may be able
to play them with tolerable qmckmss whlle he’ proceeds to the following sub_
jects.
- §17. The continuation and multlphcatlon of these Exerc1ses will follow . in the
+th LEssoN. |

o

39 Pesgsomn.

ON THE NAMES of the NOTES.

S1. All the different sounds and keys are 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. ‘ - S ‘ o
- * & 18t bar..' ﬁ?dbar ’ 394 bar.

P‘— 1 1 F —

The upper line — - .
for the right hand. JRPF— lf }. P e i'p . ‘
<[ 2
) - ¥ &
The lower line Jizae = wy =
18~ ~1 L~
for the left hand. {P——+ — T —
....+.--ot-. L ettt et a0 e, , ..."'...Tt ........
. th .+ zth p, e ’ hpoe 700 . ‘
* 4‘ . bal : e 2 . bdr. ‘ 6 . bal‘. . .,
o A I WY
~ ; N i - 1 1 ]
t—2—35— == = =y T
1 I | ‘, , _ -~ o
* !
C=—— | =  —— =

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

--------------------------

L)
¢
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~§2. On examining' this example the Pupil must be made to observe what fol
lows:

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

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

c. Immediately after the Brace, follows a character called a CLEF; (see & ).
having in the upper stave the form ¢§; this ‘is called the TREBLE CLEF; it im
plies that zll 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 plaoed on- this _stave,
are. to be played on the left side of the key-board, that is on the g~raVe or
bass part of the instrument . :

d. The character which occurs next in both staves (Q ),is the Tlm( ~mark ,
5),1t 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;see 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“seell, 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. See the 15t and 24 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 thée 5th and 6t bars in the top stave; partly also under
the 5 lines, as in the sth bar. upper stave. :

g. The notes are sometimes white, as in the 18t 2d and 8¢ bars, bottom stave,
sometimes black, as in all the rest. ’

- h. Sometimes the white notes occur without any thin stroke or stem,see the 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 3% sth gth and 7th bars, upper stave. :

These numerous variations indicate the longer or shorter duration or velocity,
w1th 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 .
consequence we must firmly hold down the key which 1t represents, as long
as the entire bar lasts.

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

u Black notes, standing alone, called crotchets, are,as to duratlon, Worth
onl) the half of the Minim.

' . . . — R
n. Black notes tied together by one line across their stems, are called Quavers.

319<.
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and _they are only one half the duration of the ecrotchets. -~
o. And thus, each additional cross-stroke increases the qmckness of mnotes 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, whlle in others, on the
contrary, there may be a. great many.

p-In the five last bars, several ‘characters occur beSldeS the notes; they are cal.
led Rests, as [**%; these characterb lmply, that for a- certaln time we must not -
touch any key with our fingers, but 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 ‘0ver ‘one anether with only one
single stem to them all, as in the 4th bar, they are to be struck together these
are called double-notes, when there are but two; and Chords, when several
stand over oneanother in this way. \
$8. When the Pupil thoroughly comprehends and obserws ‘all .these rules,he will
find them facilitate and abridge, in a very great deg'ree, the followmg- Elemen
tary Instructions. |

CONTINUATION OF THE 3‘.’ LESSON.

" NAMES OF THE TREBLE J\OTFS

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

§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 between the lines, are cailed -Spaces.

Lines. - Spaces.

G

4+ 7

N 3 %)
3 fad 1
1 ]

§ 6. The note on the first line in the Treble clef is the E of the, 32 Octave,
and therefore it is ~ placed very nearly in the middle of the key board.
The note on the 29 line is the G next above; on the 3¢ line, the following B;

on the 4th the following D, of the 4th Octave; and on the 5% the following F.

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

| , E ¢ B D F
Treble Notes on the lines. —#& — o -
U7 P =
. J w

§$ 7. The keys, which are passed over in playihg" the five notes, namely

3192.
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F. A,C, E, are indicated by the notes in the intermediate spaces. ,
: | a F A ¢ K
‘Notes in the Spaces. e —— — _—— —
E F G A ¢ D E F

B
| ,
_._.«:J"“ ‘”‘F ! —

Consequently the 5 lines include
in all, the 9 following' notes.

&

7
'Y,

SS, As these notes are not sufficient to indicate 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 lines, and which either pass throuzh
the heads of the notes, or are placed over or wunder them.

Notes under the lines.

v 3
D C rJ
| B A g T 7
The D stands under the E in the 84 Octave, and then follow the notes descend.
ing to the E in the 24 octave.
. . s
- £ = » £
s st —

L, eesztffEopeee:

v @A B CDETFGAB CD EF

Notes over the lines.

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 o2, which signify that they must be played an octave
higher than the notes really appear This #22..__ lasts till the word loco " ap_
‘pears.

$9. In this way, as we  may percleVe, all the treble keys from E in the 2¢
octave to the highest F are clearly .and conveniently indicated by notes here

vfollows the complete series of them.

, L
All the Notes in the Tr . G G
. gbleClef g CD E F g ,pcCcDE E G
A GcALC S = £F
LEFGABCDEFGABCDEFG o pep P se?2 EEEF
, —— . { -
!\‘ T 1‘ t‘ I } : 5 . —
‘J ) L . __‘_ R T . . o .
. =3 . atoet athoet st et eth oct
. 290ct Ceeeeaieaeent

.
.....

.
ey
........

rr as’ sooh as possible. to- aci{uire th.é
powu' of read1ng~ the notes qmckly and correctly, and of str‘lkmg' them on their
proper keys.

1l
i
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311 Correct reading of the notes is the business of the E_ye 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 exactness; and. the Pupil must make
himself master of this two-fold knowledge, so perfectly as never to mistake; for -
on these points malnly depends the whole art of playing the Piano - forte..
$12.To facﬂltate reading with quickness, the following means will be found of
service:

a. Make the Pupil often name the notes aloud, whlle you point te 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. '
“ ¢. Strike several keys at - hazard, and let the Pupﬂ seek for and pomt out
the corresponding mnotes on the paper. ‘

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

The prescribed fmgermg' must be observed as soon as practicable.

By + the Thumb is indicated in both hands; and the other fingers %ucccsswelyby

1, 2, 3, 4, the last - %tandmg' for the little finger.

.Alleg'ro moderato.

4 4 4 5 3 * 4 B
2 2 3 3 2 2 3 3 . g = 3
+ + 1 3 34
l ~ =
T S 7/ I' T! i ll L i ]lj } L
Ex:l. Y
O 2 fo] 1 + o 3 o _ 2 2 +
rN—-= — z 1 3 z: - 3 -
. ) I W7 1 1 - + T
= I - :
ko,
(n + 1.2 4 1 3 3 2 3 + 1
- S, L]
e = S—
A \avs — ! —
_<'J L !

& 1 2 m/ a Q 1 3 3 3 2 1 + o 1 1 1 1
A : , 3 1:__1 53— : : - -
=7 l L I i 1 —1
[Adv S =} — { = - - =
' < ST I e a8 ‘

! o 3 3 @ 3 " .
1 2 4 1 2 ‘ 1 1
] 113 3 2 + + 1 t 9 - -ﬁ £ » .g - +
— T ..__.'_F 1 — ! T !
) o e ! '
, - — - -
'{ + /
) +] 1 4 + +I 1 Q 5 3 3
P ; .
) - I = - 1 T
5 o

A
« ~ L C ' - ,
ReMark. The Italian words standing at the commencement of each piece indicate how quick or how slow,

the piece is to be ]‘)lbayed; this 'will be explained to the Pupil in the sequel. !
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Allegretto.

1.7.4
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4" P edsomn.

CO.N‘TI.NU.AT[O.N’ OF THE FI.N‘GER EXFRC[SFS

7z

S “’hlle the Pupll is making' the necessary prog'ress in the knowle dg*( of the Tr(_,
‘ble notes, he may, by way of daily. Exerclse, add the following studies to those al_.
ready g'lven in the 29 Lesson. ,

1 4 3% 3 4 3 4% + 4gd 14 34

+ 42 F z‘l-z‘*‘

. $2. These Exercises  must also be flrst practised by each hand separatdy and

: afterwards with both ‘togrether.

' /The same tranquil position of the hand over the .5 keys, and moderate move_.
ments of the fingers, Jindividually, as well as all the other rules. on touch which
have been explained in ‘the 24 lesson, must hkemse be strleﬂy observed in these
new Exercises. .
' $8. Experience. has taught me, that Pupils, even with very feeble memories, are
soon- able to learn all these Exercises by heart; if we patiently teach them note v
by note for each hand separately, partly by first plavmg' them over oursclves, .
and partly by short verbal instructions, drawing their. attention at the sqmehme
to the similarity as well as to the differences in all these Excrcises.

.S4. The first Elementary instructions may . naturally be d]V]’ded mto two parts,
‘Wwhich must proceed together step by step.

" a. First. Intothe learning' ' of the Notes, the distribution of them, the tlme, &e:

b. Secondly. And into the ~earliest possible development ‘of the free action of
the Fingers, by practlsmg' passagres learned by heart and properly contrived for
the purpose of improvement.

Neither of these dlwswns must be neg-lected for if we wait tﬂl the Pupll has

3

- 3192.
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obtained flexibility of finger, by merely reading and finding the notes, much tune
will be lost, and a stumbling - block be placed in the way ‘of his future progress.

CO.N'TI.N'UAT[O.N‘ OF THE PRACTICAL EXERCISES. -

First, for ‘learning' the Treble notes, and afterwards ’inténded to be p‘rac'tised.

Allegro molto.
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Allegro vivace.
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5% Tesson.

NAMES OF THE BA,\S}S—JV'OIES.

51. The learmng of the Bass-notes is not a matter of dlfflculty if we transfcr to

the bass octaves, in the following manner, the knowledge of the notes already
acquired.

$2. The note on the first line in the bass- clcf is the G, of the first octave.
(see the Representation of the key-board.)

S 3. The note on the 2d line is the follomng"B that on the 8" the D on the
ath the F; and on the 5th the A.

G B D F A

| 1HEI

. . ’ 1
Bass notes on the lines. h—

2102
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>4. The notes in the spaces indicate the intermediate keys; viz:

Bass notes in the spaces

2.3

A C, E

A I

[
L.

_TWL

Conscquently all these notes range between G in the first octave and A in the
24 “octave.

G

A B C, D E F G g
—®s : + § ' —d —® T
— ————o—* "_f— T =

§5. The remalmng' keys are in like mamner indicated by addztwnal or ledger lines.
Namely the bottom notes as fur as double C.

_F E D c B A

G

F

L :
N e B —) ]

AR

—

T

o~ L =

-

E:

=

' §6. The mnotes wrltten above the stave in the bass clef ascend as high as A in
- the third octave.

C A
s o » E E .S &
| o e e 2 = £ F E
"Bass notes above the stave. £ + ! : —ﬂ -
$ 7. The following is the complete series of _bass - notes. i ox ‘e A
D s £
: B C o 2 =
CDEFGABCDEFGABCIJ)EFGA -2 2 C = E
! ' 3 ] —— -
il e ﬁ‘d‘-" d ‘
3"“‘- 7. ; "o.....--”'.“ .."0.0.'. TP TE L
TR deco .

$ 8. The Pupll wﬂl remark that a number of the latter notes in the last example,

(from E, 24 octave, to A,sd octave) occur also in the Treble clef; and that there_
fore these 11 notes may be written in both clefs.

T T
-

'JI"""*: Ié

i‘fﬁfﬁ- _ Lo

23

3

v

i

1
1 |

§9. Thus, for Ex: the following passagres in the Treble clef, %:_Jj;@

o

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

In both_cases they are to be played
on exactly the saine keys :

§10 We shall now give the general notation of all the notes in both clefs, which are met
with in modern music.

Treble F

Clef

. F FG
J i canconyesnenyradfefEfatbefs
[ 4. o t Tt —
A\ PR T Lﬂg:‘gl +—t— - - n
v - ALY .. 6T 0ct.
: gg#jicnl‘: F.g. .,@Q’Oct:‘ 5t.lloct . S vieeaet
: c ABC GABS sef ,’ﬁ_ ..... ; N
@ T T 11LJI B T .
\'S I ;f o '.J..II '_d.t‘ — == - = ﬂ
=237+ S el gt 370ct.
6"1“_“3;" ToIstoet, o T RH Ot e e
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Generally speaking, compositions do not contain notes lower than FF; the latter
3 keys are seldom used. |

When the three latter notes appear marked with ¢, the lower octaves are

taken with them viz: © o E D ¢ .,
.- E_D ¢ E_ D ¢
R P~ =N
| v/ O " 1 D
B N

=
LI %%

§ll The Teacher must prachqe “the Pﬂpll in reading qmckly the Bass . notes, in
the same manner as was before directed for the Treble notes; causing him in the

~meanwhile to frequently play over the following Exercises.

" Allegro. 4 4 o
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26 . Allegretto.
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' 29
OBSERVATIONS ADDRESSED TO THE TEACHER..

So far, the usual routine has been followed in this, course 'epf:"’fnsti'uctious, accord.
ing to which ‘the knowledge “of the keys precedes the lmowledg'e of the notes.

But“it is not less applicable to that method in which it is required that .the
Pupil, previous to other thmg‘s, should possess a knowledge of the notes, before
he proceeds. to that of the key-board, 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 several Pupils, a large tablet
of this sort, and explain that "each stave. consists of 5 lines; that the heads of
the notes are wrltten either upon or between them; that there are two clefs, the
Treble and the Bass. &c: connected as is explained in the 2d it and 6t Les_
sons ‘of this work. '

‘When the Pupil is capable of nammg' and flndmg‘ in each octave thc 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.
tlcularly 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 Pupﬂ ' : :

Both lead to the same - result, and we have only to endeavour to lmpart as mtel
ligibly, quickly, and ag'reeably as possible, to the Pupll these not very ‘tedious ru_
diments. ‘

Wlth Pupils who are not much advanced in reading -and writing, it will be best in
all cases to commence with the knowledg‘e of the keys, as the easiest course; be.
cause by a lengthened practice of the Scales; shakes, and other easy and comimonpas:
sagies, 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 soom . as posmble to obtain a certain facility in reading the notes, and
some little- flex1b1hty 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 agree.
able prehmmary prmmples, to others more interesting.

6‘“‘ Pesson.

OF THF NOTES WHICH INDICATE THF BLACK KEYS; AND OF THE MARKS
= OF TRANSPOSITION (or the #, b, and b )

S1. The hlack keys are indicated on paper, merely by adding to the notes already

known, either a Sharp, (§), or a Flat (b); these characterq are always‘ written
on the left side of the note, and quite close to it.

3190,
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§2. A shavp raises the pitch 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 ad_]acent to
the former, because it is the next acute half note from C.

z (=

.J-.L;,u

I
l N 1
C © sharp. C C shurp. C C sharp.

§3. As a cousequence of this rule, we may indicate all “the flve black keys by
add(‘d sharps, thus:

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

Ex.=fn : — { j[f—“} &#1:“

Y, - s o . #

~ And so on throug'hout all the octaves in both clefs. .

$4. The original or natural notes, when a # is placed. before them, receive the
names of C sharp, D sharp, &c: and .in this case they represent the next ke)s
above their respective natural notes.

$5. The ? 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 strlke the next
black key on the left, which is then called D flat.. ;

EX::@_ mac— - ——hH o — Tﬂ

T
I
9 ,
: ‘} . D Dﬂat D" '. D\fldt - D - D flat.

§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. -

S7. For by the addition of a D each note receives the epithet of flat to its
usual denomination, as may be seen in the following example. -

o) 1 R

Ex e == —]

[ % .
D D flat. E E flat. G G flat. A A flat. 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. 4 '

~ C C:sharp. D D sharp. F F sharp. G G Sharpl.. A‘ A sharp.
- |
g ! I T
- - .
Ex J’ -
| L |
' — i -
J - U
C

Dflt D Eflda F  Gflat G Aflat . A . B flt
and similarly, in all the octaves, and in both clefs.

3192.



: C LA 31/
9. As the £ raises each note without exce ption 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 rlg~ht we must in these

cases, strike F for E sharp, and C for B sharp.

= ===—=E
.J_ E : sharp. B B sharp. . A
§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 denommatlon o F

1 - 1
1

flat. - .
c : T T - i
p .  C flat. F F flat.

S11. From all this we perc1eve, that even some of the white keys may recieve a
double name by means of the ¢ and _b; for the whole series of notes by the addi-
tion of ¢ or b may be displaced a selmtone upwards or downwards. Ex:

and so on throughout all the octaves on the key-board.
or a D is repeated several times in the space of

§12. When a note affected by a ¢
any one bar, the § or b extends to and affects all these repeated notes, without re_

quiring to be wrltten over ag'am ; \
- prep—— | J
PN S 1 I 1 “

(= ‘#:":‘g:lp— ——1 -
| ——
. , ) 12
# stands

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

before the

first B, all the other B’s must be played flat.

$13. If the same altered note occurs in another oct.ﬂe, the § or b is usually,ﬁxou,gh

not always, placed before it. P
| e = |

Vo)
i

first G. - .
The same takes place in the second bar, where beCause a b stands before the

y B 1
The sharp or flat applies only to the notes in the stave where lt occurs, and

"not to those in the other stave.
3192.
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Sl The Pupil must carefully observe this extension of the mark of transposltwn to
the same named notes occurring between one bar-line and the next; and accustom
‘himself to the strict observance of the rule, as it is very easy to fail in the dp_'
plication of it, when reading the notes quickly.

§ 15. When the. ﬂorb is not to apply on the repetition of the note in the same
bar, we must place before the repeated note the character b, called a matural;

after which it is restored to its original situation. For Ex:

N

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

Allegretto moderato.

4 K :
3 3 1] 2 2 .2 . 3 2 3 .2 + 1 + + 1 2 + '+
F 1 ! ] A . ! g’ ! H‘
41 L - L N 1 I 1 - 1 | Y 1
ARV 4 1 + I 1 I 1 ! 1 r i ; ; Ir = ! ] 1
- Ex: J
+ + 1 ) . ) + 1 + 1 +
20' - 1 A A — 1 T 1 ] 3 2—'2 2 ..
49 i b 4 L ! 1 i H i 1
) . W) 1 ! — H 1 P T ! IN 1] | N
o e etk
, , S
1T 2 2 2 e 3 3 o 2 2 1 | 22 % 2 2 1 1
T —o- 3
) 'I | 1 ] 1 I L ] ) ) | L | I 1 | Il |
A V4 L 1 1 1 ) I A 1 1 ry N A 1 1 N 1 1 | 1 1 1
J T T T T T I T T - r/ g
+ + o
4+ 1 1 2
0 4 3i kY 4 4 4
" 1 A L 1 1 1 1
)} N I 1 1 . 1 e 1
\/ ~ 1 L 1 I
. > NB.

+
+
110 ~
ILE
'I"h W
>
_s__h %
3x
H R ~
*—h—* %
-
—__*H
&
g

H—‘r—‘ —
TI® ©
T
__.__“

+
4 .
= A

1
|
o+ v
v o4 +
3

\'l .
- [N
T
'“T*-f.
A e
/
w+-_‘*
o
3]
W + —*
[ XI=
y

B4
W+
B

1
3 L .-y

NB. Although the B occurs in another bar, and therefore the preceding.b 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.
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§16. Cases sometimes occur in compositions, in which a note must be transposed
two scmitones, that is, a whole tone higher or lower. The
have been invented to denote these changes.

a. The Double sharp x, which raises the note two semltones higher. If, for ex_

ample, a x stands before C, we, ‘must strike the D which is then called C double.
sharp.

following characters

’

A x before F makes G, oF, more properly, Fdouble sharp.

0.
L - -
{7 !
DT #—d—ﬂ:ﬁ
i f ' G or A or . B or
Example. c D or F double# »hdrp G double . sharp A double .
sharp. C doublc Shdl’p sharp
. : sharp
ZaN®

§

—p—x—p——#-al", ;
”"'—‘«F‘ i :

\. | l
b. The double flat b, Whuh depresses a note two semitones.

a b before E, produces D, or E' double flat.
a b» before B, producesA or B double flat

b.,t be be

L4

i - qﬂ——ﬂhﬁ——-b—c“
T g S —t 1 i
B - . o E Dwr D A G,or G
o flat. B double flat.” ~. flat. E double flat. flat. A double  f£].¢.
N ’ flat. flat. . - flat. :

17. When a x or Y is resolved into a simiple mark of transposition, it is usual,
for the sake of greater clearness, to place before the note b#, or kb, to indicate

that the double mark is reselved into the single one, the latter retaining its usual
acceptation. l

G shar F. F shar B flat.
EX. P double sharp. P doubl(. flat

W L T T I E
S’ T i i T 1 1
—1
- t +

NB. Many Composers omit the f, and write .only the single $ or b, to indicate
that the double sign is no longer to take effect. . ‘
§18. If, however, the double sign is wholly resolved into the or1gmal or. natural"
notes, we usually write b .

S 19. All these marks ‘of transposrc]on ,must, to assist in reading ‘more

be placed exactly on the same line or in the same
sclves  are  situated. '

)
1

“readily,
space, as the notes them_

o

\ "3'92.



. _ 39
In double notes and chords, in which several gsor 25 stand one over another,
he Pupil must observe most carefully which note each character is meant to af
feet.

for‘*:rfv T ] y ‘!WI.I

Example. =& %&%ﬁ:mﬂe ., _
p‘- .“l - i - 1 } i " 1 - } T H 1] e #’A — q

.§20- Although-according to the rule, the influence of each § 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 § before it. for Ex:

., 2 - b ‘{ 3e 1 2 4+ 4 k 4 103 14
(7 a— »fofeo aPaly > P 1
R 1 | ! N | : h'_;}' "
) A W ] i A R A I . | S 1 1 ¥ Al
o ' i
b IN) _—— e e A
,(‘E)o{v > — - — — . n
B h J B - B -

Sel. 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 that note. for Ex:

, ; I e R ]
SR ssiee e s S Se e e

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 transposmon over again in the next
bar. , T

’ CONTINUATION of the 6% LESSON.

CON SIG.N‘ATURES. ,
.S22. The § or b are employed in two ‘ways: viz: )
a. Thcy are either placed before each note when necessary;
b, Or, from the commencement of the piece, they are placed at the beg-m_
ning of each staxe, directly after the clef. ‘ _—
S23. A § or b, thus indicated at the commencement of a piece, apphes to
one certain note in all its octaves, without requiring that in the course. of

‘the piece, it should be added particularly to that note. ey

3192. , i /.
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§ 24. Though the Pupil will pot, 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 each § or b belongs, when thus prefixed. '

36 ‘ | o ‘ \

) R . |
12 § j:;—_.—: This single § applies to all the F's comprised in the compass of the key- |

board,and shows that instead of F' natural K sharp must always-be taken. '

2 #’s E F sharp and C sharp to be played, instcad of F and C. ,
S H ﬁ F sharp,C sharp, and G sharp, instead of F, C, G.

4 #s & F <harp. C sharp, G sharp,and D sharp, instead of F, C,G, and D.

— I sharp, C sharp,G sharp,D sharp, and A sharp, instead of F.C.G.D.& A

—

- / +— F sharp, C sharp,G sl;arp,D sharp, A sharp, E sharp, instead of F,C,
AN G D, A, and E. | | o

—4— Fsharp, C sharp,G sharp, D sharp, A sharp, E sharp, and B sharp, in_
p# stcad of F,C,G,D,A E, and B. (Here every note is sharp.)

1 b E B flat ”ex/rery where, instead of B natural.
2 by E B flat,and E flat, instead of B and E.
3bhs ﬁ B flat, E flat, and A flat, instead of B, E, and A.
\ |
4 b E 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.
50 (All the notes here are flat, except C and F.) :

" B flat, E flat, A flat, D flat, G flat, and C flat, instead of B,E,A,D,
7S — G,and C. (Here all the notes are flat, except F. )

.. Sfas5— Bflat, Eflat, Aflat, Dflat, Gflat, Cflat, and F flat, instead of
oA 95— B.E.A.D.G.C,and F. (Here every note is flat))

22 ELI



§ 25. More than 7

stave, hecause there are no more than 7 notes

in music.

, 37
sharps or flats cannot be indicated at the heginning of the .

!

S 26. The characters x, bb, and l, are never placed at the sigmature; they only

occur in.the course of the piece,
§ 27. The #s or b’s thus placed at the beginning of each stave, are called

applied to indivicual notes.

essential; and those which occur before particular notes in the course of
the piece, are called accidental. marks of transposition.
0 ‘;; " N
FURTHER EXAMPLES and EXERCISES on ACCIDENTAL  and
ESSENTIAL MARKS OF TRANSPOSITION.
Allegro. ) 4 ErE
% .34 $e 3¢ ree 1 t oo ¢+
2fololy, tosogoge— t4ooo #F —
. e i S s s B i :
Ex: — — :
d* +
2
+ . . )
23. byha 2 L2 st B e
. e = —  —) ‘ =)
S S/ | N 1 1 ] i ! 1 | 1 i i H 1
_—_ﬂ i . 1 I i - 1 H Il
4 \
4 > 2 % 9 4 :
' 1 + 2 1 Es+ ¢ -9+ + # 1 3 4 . .
: hs fe + + t g TFee £ Feul 3 2 , 2 %
o e o O — £ #}'4{' ———
) | ] 1 I 1 I et 1 . 1 U - 1
— = - — L
'1” i + . + . }
o g £ 5 T 2 s S S—
\ I I I AT I— S T ! ——* :ﬂ
. 1 1 v T T 1 T T T .
. ' a .
Y , | | .
44 33 23 2 4 4 4
. ~ ; # L] - —]
iy : 1117 ! ] ! — ‘ L ] * T
v = e J 0 T N Dy =
) 2 - 1 ;_b:b_‘, 3 beas #4 2 3 4 2 "
| 0 -ﬁva : T "_1‘ > ._'_:‘3‘ Y
oy ——T—1 ! T I I I =
. : —————
Y R T - , }
. + lo,o0he 21 ,
. + 1 t,1 - e + 3 . 1l 4
P + 1 2 !t 2 7 #?-F -tj # :—qu—J:. - -'-2 + + g 2 + + l% 3
M — y P— f :
70— T—] 1 [ — 1 ——1 - = — 1 .
- 1 T K .
— — ——1 7
X + + . + . e
E Bis 4y pie e B2E £ B S
O — I i d : P C: 3 I I ul =
I 8/ 3N 1 1 Jan T F 1 ? T 1 1T )
= = == —t—+ ——————

*As nothing is indicated at the

acczden tal #sor

b’s.

/
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Every B is to be played flat, as indicated at the beginning of each stave.

3 2 .
1 I

+ “IL
& -

Ca LI.
N
\ 1 L

Y \

1
Halll  $
YRR 3L YANI

ol L YL YRR
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:ff
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Ex
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e
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Allegro vivace.
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)

Ex. 27.
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42 Allegretto.
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EkamPles with a greater number of £$andbs prefiXed,wﬂl follow hereafter, after the Lesson
on the Keys and Modes. ;o :

7th P egson.

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

§$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:.

—

Il
Jl

] H >

T i R S R e
+ 2

+
2o 1. 1,?*_,1

s 43 o2
e , ’ ] ) 1
I 1 1 + T
j ’




4' ' .
3 3 5. + 3
1 R 3 1 2 t 21 3 2 +
12+¢| +12+"o- 4 9+ 2 2 ]
-~ - +— T ! S — f .\[l f—r—’_'_z‘ —— ﬂ
LY . s ' ~@
e i s +321,+21 +1‘.‘.z+12 _;_12+ .
: 1 - f?-‘ ’ 3 o~ o 1o 3 |
: o 4} ] '\y, T t - 1 II | Ao J 1 :
 And lastly the entirg Scale in C major. B S
. . N id ]
123 g 3 &% 23 g 3 2
+ 12+ s12+1lo@ ) 2+!1-o--¢1—flf1+21

-

~ § 2. Before these new Excrﬂscs are beg'un wﬁh,w: must carefully attend to the followi ing
important. rules on the use of the Thumb.

§3.The thumb is in many points of view the most. useful of the Fingers, since 1t is only
by properly availing' ourselves of it, that we can pass qulckly 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.
$5. Most frequently it happens that the thumb is passed under the 2 or sd fmg-crs, as

for Ex: . -

S
1t 4+
[

: : : 3
i 2 . : + 1 2 < 3
. : : T L+ 12 1 +1 2 3 ggﬁ + 1 2 5
Right hand. e — - ﬂ s -
- —+ ” N
F . l . ’ )

—
]2~‘.‘93'

iy
t* & t‘u

§6 In g'eneral also, elther the 2¢ or the 3¢ finger-is passed over the thumb. Ex .
e 1, g Lte, L @ %14 g '321’{;'
Right hand. M e ==
N .-i+21+21?% -él 321+‘211v+3§*-19--1r:-v 'él .
Lot hnd. B e e e



Besides these ways, the 1% finger is often, and sometimes, ‘though very seldom, the 4”‘
finger is occasionally passed over the thumb, or the thumb passed under those fingers.

§7. The following rules relatmg'to the pasSmg‘ of the thumb must be most striet..
ly attended to. = - .
S  FIRST RULE. : ‘

At the sume moment that the finger under which the thumb is to be 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
benecath them towards that key which it is presently to strike.

SECO.N‘D 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 dang'hng- posmon
either off of or below the key- boara

THIRD R ULF

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 RDLE

The remaining 4 fingers must, during the passag'e of the thumb, remain qmte still
in their usual bent position, so that the movement of the thumb may be so hldden
by them, as to be hardly visible to the cye. -

~— FIFTH- RULE.

Durmg‘ the paSSag'e of the thumb, the hand must by no means be held obliquely; nor
must it make any jerking or upward motion.

SIXTHT 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 passmg‘ of the thumb should depend wholly on the f 1ex1b1hty

oftheJOInts Lo o+ 12 3.2

| ! I

§ 8. Example for, the right hand.’ | F——= ; e

- In this Example the thumb is once passed under the 24, and once under the 8¢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 13t and 2¢ fingers successively strike D
E, and the hand advances a little forward,in a natural manncr, and always preserving
its horizontal position, it already hang's close over the F, and is prepared to strlke
it directly after the E is played.
S 10. All these rules apply also to the left hand when it descends the key board.

= §11. Nothing is more' important to the Piano forte player than a facility 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,

3192



| \ .45
S or laylng the thumb over the other fmg'ers, or by 1ts means foreing these latter out
of their place. A
* ~ S12. 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 ascendmg' or m descendmg' '

Example for Right hand. . .;g .

o

Here the 84 fmg‘er ls passed once over. the thumb upon B, and subsequently the 24 fm_
ger upon E.

'$13. The thumb must keep down. its key, tﬂl the finger passed over it has struck the
one approprlated to it; for if the thumb were to relinquish it sooner than this, it would -
occasion an interruption in that perfect equahty 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 dlrected
“§ 14. The tranquility of the hand and arm must be retamed as exactly as in passmg‘ _
the thumb wnder the fingers. ‘

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

S16. In the following passagee, which must be frequently and assiduously played over,we
have an opportunity of putting into practice all these .rules with both hands at the

ame time. = @ Lt gva _.cemmimmmeeaeeone- loco
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$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 rule, that in a run or passage on the white keys, we must first
employ 8 and then 4 consecutive fingers, if particular circimstances do not enforce an
exception. :
S19. From this it follows, that in playing an ascending scale commencing: with C in the .
right band, 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.

S20. The opposite disposition of the fingers of the left hand,as compared with the r]ght
obliges us to place the thumb on C and G : '

N

. 4 ,
‘ + 2.3 H
s a 42 = 2 . +3 :
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S21. In the following' passage )fof oo :CDT-«:E SSNRN A
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 where both ‘hands have to play the same thing; in the. middle of the run both thumbs fall on C,

- but in the mlddle of the Octave, on the contrary, the thumb of the right hand falls on F, and.
that of the. left hand on G. :

L _ T 8l9g2-
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S22 This difference in the placing‘l of the fingers, arises from the difference of conforma
tion in the hands; and at first, is the cause of much perplexity to the begiinner, who
always naturally-inclined to pass both thumbs at the same time.

$23.To ensure to both hands the requisite independence of each other, the Pupil must at
first practise the preceding passage with each hand alone, and continue this, till this differ_
ent placing' of the thumb has become a habit. When this is accomplished, he may then prac
tise it with both hands togethu at first extremely slow; and afterwards g'raduaU) ‘quicker &
quicker.

S22, The hahitual observance of all these rules exerts an immense influence on the P uplls '
performance and future progress; it is for thlq reason that we have been so diffuse in g'iving’
these very necessary instructions. |
§25. A few weeks later, we may add the following Exercises to those alreadyg'lvcn, to accus:
tom the Pupl] to the passing' of the thumb under, or of the fingers over to mox;e remote
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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.

8 Pegson.
PRACTICE OF THE SCALFS IN ALL THE MAJOR KEYS.

§1. So soon as the Pupﬂ has attained some knowledge as to the readmg' of the notes, and some
facility in playing' the Finger Exercises, he must practise the Scales in all the 12 major keys,

~and by dogrees 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 execution, may be developed, explained, repeated
and reduced to practiee,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 du_

- 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 Puplls with singular advantage. By the connection produced by the
chord of the 7% théy 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

evident to the student the almost innumecrable applications of uhlch they are ca_
pable.
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1) The Exercise in C consists of 5 passages, which must be practised with the right hand
slone; while the left hand, not to remain altogether 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 mterruptlon, so that the right
hand shall not twice strike either the lowest or the highest C, or remain rest_
. ing’ on them for a. Whll(., whether we repeat any one  passage, or proceed on to the
next.” ~
- Each passage must be repeated 3 or 4 tlmes or ‘even much oftener, if any fault
or bad habit is to be corrected.

-(2) These are fundamental passages, from which we may g'ather the fmgerlnb g-for

1nnumerab1e others.
4

A Thcy consist of 3 lpositions and it is only in the . first, which begins

3 3
with the bass, or fundamental note, (here the C) that we place the 24 finger on, the 3¢
note G.. In both the other cases, the 3¢ fmg'er must be placed on the 3¢ note of
the chord. =
While the other fingers are playmg', we must take care that the thumb doés not
bend outwards, but that it shall glide from one key to another, over the superficics of
the white keys, without being taken uwp from them more than about ],41, of an inch. So
likewise with the little: finger, which must remain down until the thumb has again
struck. The 8 middle -fingers strike the keys in the ceuntre of the front portion of .
them. In descending, the thumb must hold down its key, till the little finger has ac. .
tually struck the one appropriated to it. :
' 3192
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(3.) All the rules respecting' the Thumb and little finger in passage (2) equally ap-
ply. here: in both passages we must carefully avoid any drawing back, or vibratory
motion of the elbows. - o )

(4) This passage contains numerous repetitions of the Grace called a Twrn, in a
comnected 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 & 8.) All the notes must be played equally quick, equally loud, and
be equal in respect of duration.- 2 T '

In this Exercise the 24 finger is pafticularly active, and we must take care to
lift it up i proper time, to strike with it again distinctly after the 3¢ finger;
wd again subsequently, so' as to make room for the thumb on the same key.

3192
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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 stretched out straight. ’ .
As the thumb is chiefly employed, its position must be flexible and easy, and we must
partlcullarly observe not to strike the keys with it either too hard or too gently, so that
no obvious inequality may be felt between it and the other fingers. :

On the three highest 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. : B

(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
h?nd has only to strictly follow the rules on equality of touch,already given in the short Exer.
cises, and by practice to attain to an equal degree of quickness. :

rre,
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(7.) There are also three positions for the left hand, viz: in which

2 & ¥
we must carefully notice, that the 2¢ finger is used only in the third position; in the
two first the 389 is made use of. S

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 superficies 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. &e. : '

(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 _
ble chasm or interruption; the left hand has only to imitate it strictly in all these cir-
cumstances, till both play with perfect equality. . e

NB. The Scale of Turns in both hands is mnot inserted, as it very seldom
occurs in practice, and would therefore be ‘worse than useless in this place.
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(9)When theec scales begin so low as in this Example, the left hand usually takes
the bottom note with -either the 4th or the 3¢ finger, as the preceding notes may
make it necessary; and then, as soon as possible, we return to the usual and regu.
lar mode of fingering .

In the left hand too, the fmg‘ers of which should lie half bent abOVe the black
keys, all the rules given for the right hand must equally he observed. The slight.
est incquality in the touch of either hand, produces an effect doubly unpltasant 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 magor, n(-
hand must take the place ‘of the other on the same 4 keys, and we must be carcful
_that the thumb of the left hand, which is to move from one Bb to another, shall al .
ways perform this movement across the superficies of the black keys, as any drawihg;‘
of the hand inwards towards the body would here be very prejudicial.

In like manner, the thumb of the rig‘ht hand must always be carried across the su.
“ perficies of thé white keys, at about Y inch above them, in its movements fiom one
C to another; so that the fingers. of .both hands, as they pass from octave to octa\(,
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 hétween 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 keeping: downany
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.

(11) 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 pa’ssag'es, like those in C, consist of three positions. wviz:

and.are treated exactly as in C major.

I ‘3)’[‘}115 scale is repeated in each octave only tw1ce, namely from C and fromF it ends
‘at last w1th the 3¢ fmg;er on F, néver with the 4“‘ on the C.
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(14‘.).Althoug'h the chromatic Scale is one and the same thing in all the keys,thcy are here
given in each key individually; because the Pupil cannot repeat it too often,and because
" he must accustom himself to terminate this scalc 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 rules as to
exccution 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

» d

of »both hands may not be obliged 'to strike the keys obliquely and sideways .
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(16) All as in C.

(17.) The usual fmg'ermg' remams in the left hand; in which at first, the 5 fmg'ers are
always employcd in regular successwn and then the 24 finger is passed over the thumb.
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(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. o o
- The fingers which fall on the black keys, must also be kept bent, to 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 tosmooth and connected execu.
tion, as in the preceding scales. s -
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(20) As in these passég‘es the thumb must not be;placed on the black keys, it must neces.

sarily be passed under on to a remote key;

fingers,

this requires great flexibility in the other
‘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 2¢ finger falls on Bb, and the s4 on Eb,
the thumb on D and A. The P
fingers, which this scale is v
‘the 1t finger, because - we should

('(‘SSH[‘y.

. The fingers of the left hand must also be somewhat bent,when strikin

keys.

and consequcnt‘ly_

upil must sedulously avoid anyoblique position of the
ery

apt to induce. On the highest Bb,the left hand places

a9,

never pass over more fingers than are absolutely ne_

g the black
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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 necessary 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.

(23) 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 thefirsttran.
sition, from C to F, relating to its motion over the superficies of the keys without
the.least jerk. In the passages above intreduced we must carefully ohserve, that the
middle notes D and F shall always be played clear, and well detached from each other.
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(?4;1-)';"116‘ scale in Eb contains 3 black keys, Eb, Ab, and Bb; and the thumb 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 2¢ finger falls on every Eb, and 34 on every Ab, and con_
scquently the thumh always on G and D.
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(27) In the left hand, the 24 finger falls only on the lowest Eb; every thmg‘ else as

in the right hand.-

(28) Fmg'ermg', manner of playing', and position of the hands as in the ﬂ:ree pre

ceding' chord Exercises.

(29) Ab has a black keys, mz Ab, Bb, Db, and Eb; and the thumb again falls on

C and F.

f30) All exactly as in Kb,
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(31) In the left hand, the 24 finger falls on Ab, and the 39 on
Db, and consequently the thumb .always on C and G. '
(32) All as in Eb. ‘
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(‘33)All as in the precedmg' passages of tranSItmn '

(34) Db major contains all the black keys, and only the white keys C and F, on wlﬂch
the thumb must be placed. This key is’extremely pleasant to play in, as the thumb
may be very conveniently passed udder the middle finger, when this latter is pro-
perly bent. The 15t finger falls on the highest Db, as it is very useful to the Pupil
always to employ his fingers in the established order. >
(35) AH 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 mstrument are separatedﬁom each
other by equal dlstances '
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N0 with both hands. e ;é;ﬂ . gpﬁ

e
N
QE]FHD

Yy
> 5y
Gt P
19
e
[
g
&
"
.p.

a1 “ (38) ‘ '*ﬂqf,i EPA

(‘36) In the left hand, the thumb can faH only on F and C; and on the hlg‘hest Db we

‘must again place the 1t finger.
(37) 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 Ch and F.-
But as it has 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. o
(40) As these 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 8, po-

e 74 }7‘1., T v: - . .
sitions Pry g ——g—s¢—as there explained.
g |

They are particularly useful, as the Pupil must maintain a very firm and tranquil po.
sition of the hand and fingers, in order that they shall not he drawn down off from
the smaller black keys. I .
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(4‘1‘.):’All as in the right hand. .
(42) The left hand as firm and tranquil as the right. The fingering is here likewise
+

1
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according' to the 8 positions. - +
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(43) All the black keys are employed,and the thumb falls on B and E. The Scalo 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

keys occur in the chord. The 34 finger is never used here.
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(45) In the left hand the 34 fmg‘er is not cmplo_yed here.

- (16) E maj()r includes. 4 black keys C#,D4,F¢,and G§; the thumb alw.jys falls on E
and A
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N°OT, with both hands.

(47) As the chord contains only one black key, (the G¢), 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 perimt

equality of execution.

(48) In the left hand the 3¢ finger always falls on F# and the 290n C# and consequmt
ly the thumb always on B and E.
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(a9) In the left hand the 87 finger is never used.
(50) A maJor contams s black keys Ct. ¥i, and G# and the thumb always falls on A

and D.
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(31.) All as in E major. ~ e

(52) - In the left hand, the thumb always falls on E and A, and consequently the 84 finger
on every B, and the 24 on every F. ‘ ’
. Here we must pay great attention to the manner of glaying' the descending Scale.

On tle first and lowest A we naturally place the ath finger.
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(53.)'All as'in E major.

3192



A
(

i

ﬂ
©

.i-

4..u—

e

e

N
Y ‘with both hands.

Here too we
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(64 D major contalns only 2 black keys,F# and C}, 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 84 finger on every
- E, and the 2¢ on every B.

must take great care in descending, as in this case it is easy to fall inte
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(57) All.as in E or A major.
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_ with both hands.
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(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 D and G, and consequently the 34 fin_
gecr on every A and the 29 on every K. ~
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C()JVCLI DING __ REMARKS

ON THE SCALI' EXERCISES. i

§44 The arrangement which I have here follgged, facilitates so much the learnmo of all-
these Exereises by heart, that I have constantly found that all my Puplls w1th0ut excep-
tion, have heen able to master them in the space of a month or at most 6 weeks.. For
when the Pupil has learned the first 5 passagees in C major, together with the chords
of transition leading into F, it will only be necessary to make him observe, how each sub_
sequent key, compared with the preceding one, contains one additional black key, as. far
as B de or; and that after then, each key relmqmshes at each step one black: key, till
we agrain return to C major.

In addition to this,he must also observe what keys .are to be struck by the thumb,. and
it will then hardly be poss1ble for him to fall into any error.

$5. Those Pupils who recieve 3 lessons per week, will easily study a new key at
-each lesson, for which purpose more than a quarter of an hour camnot be required,when
the Tecacher 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 left to the Pupil himseclf, during the intermediate days.

Se. 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 correctly, both hands must not be triedto.
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 timc.
For Ex: Monday, the 4 first keys from C major .as far as the chords of transition
into Ah; Wednesday, from the transition into Ab,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 begran, and -he will soon begin to comprehend
their great utility. Nothing can be more erroneous than the belief that they may be
dispensed with altogether; or that once learned they may be laid aside and- forgottcn
_ without prejudice. :

‘While the Teacher in each lesson causes the lPupll to devote to this study of 4 keys
at a time, a quarter, or even half an hour; he has the opportunity of repeatingto him
all the rules on the position of the body, the hands, the arms, and the fingers; on
the equality and firmnéss of the touch, and the beauty of tone which results thercfrom
on the perfect evenness in the succession of the notes, &c: &c: 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 sécond nature.

$8. When these Exercises are perfectly apd 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 acquire the necessary rapidity of fingering,
and that even to the highest degree of execution; in this point of view lndeed they
are as useful to the Well practised and long taught Pupil, as to the mere beg'lnner

In this manner, Pupils who have not received from nature- such a conformation -of
their fingers as is favourable to.Piano forte playing, will still acquire all the execution.
to Mhuh in this case, it is. possible for them to attain. L
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7
- If we repeat each passage twice without omissions, in a tolerably quick time, the un_
mterr\upted performance of all the 12 keys, in the order prescribed,will occupy from

30 to'ss minutes;and if in this manner 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 ultlmately lead to perfect mastery of his instrument.

§9.. After the acqmrement of considerable rapidity, these exercises must still be pra(
tised with reference to the fundamental rules of style or delivery; for the Pupil must
practise them, sometunesforte:, sometimes piano; sometimes strictly legato, sometimes
freely detached or Sciolto; sometlmes Crescendo in ascending, and Diminuendo in des_
cending’; sometimes also slow, with a heavy and laboured touch, and sometlmes pres._
tissimo, and with the utmost possible degree of lightness.

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

“$10. In.the 2¢ part of this method, which treats on fingering:, we shall seg that all
the fundamental rules of fingering, are founded on these Scale exercises, and that they
are entlrely developed by their means.

'The Pupil must however strictly observe the fingering, which is every-where mar_
ked.
N = N

.9"‘ Fesson.

/
’

— O.N‘ THE VALUE OoF THF .N‘OTFs AND THFIR SUBDIVISIONS.,

S1. In music the notes are somehmes ‘played quickly and sometimes slowly after one
another, and this in many various ways and degrees; and on the piano one hand often
holds down a long' note whlle fhe other hand has to play a certain number of qmcker
notes.

.§2. To indicate in an intelligible manner how long' each note must be - hcld down
ou its key, we employ the\followmg' methods:

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

White Notes. Black Notes,
: : w — T t  — —
~ : Y » """""ﬁ_
. [ 140 ] - } — 1 1 - :
- .J T T

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

One tail.

2 tails. 3 tails.

$3. The whlte note without any stem is called a Semzbreve and it is held compara
tively longer than any of the rest as @ -

- White notes Wrth a thin: stroke 7 are called Minims;

R . ) : - - ™~ S y— P
and thcy are. kept down only one half as long a time as ! ‘L}') : = iﬂ
thc semlbreve so-that 2 ‘mlmms are exactly as long' as A —  e———
one Scmlbreve Ex: — —
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lBlack notes_‘standmg' alone o ?;{?—_HT?: are called Crotchets; they again are
’ i ’ . i ' . T ’ R

only one half as long in duration as the Minim, :p:f:;l -
and consequently 4 crotchets are required to O 3} =] ﬂ
make one Semibreve. . for Ex:, v ' - . ' o , '
‘- @} [ Hll j { '} i] — ﬁi l:ﬂL 1
Black notes with one tail o 2# 2P areto be held down only one half

: T C—] ‘ C

-
{

the duration of the crotchet. : :
They are called Quavers, and conseqnently 2 quavers are played to one crotchet,

4 quavers to one minim, and 8 quavers to one semibreve. Ex: -

== e e 134 : TSR S S ——
il!,;t : : :p;m!:L =
‘:li 11 ;If il 8 i v ; - ] ~ i:tiﬂ:
Py, F *III . ; | .
e L 0.0 0L o o 4
"o : e e e
—— - e
* - * a+1+

are called Semiquavers. They, as

Notes with two. tails

. the name expresses, are only one half the. duratlon of the Quaver; consequenﬂy 2 se.
miquavers go to one quaver, 4 to one crotchct, 8 to one minim, and 16 to ome se-

mibreve. Ex: e

13
- . oo S o o
--r'n---_--r'r —o- -
% 1 L < el B < O o
T + +
]
i S S N S —

are called Demisemiquavers:

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

4 . 4 43 : 4
+ 42 2 3071 4 30341314 :
8. Y Vo 4 4. - . Y
T T T T 1w T v P, aFg a>a o -
P P a4 vV WV ¥
.4l EN. . 4AERN .4 1 ¥
R S ’ '
|\ =S 12 14
f —
AN % + 1

1 KEN




_are called Semi-demisemiquavers, they again are

only one-half the duration of the demisemiquaver; and according to this same ratio all the

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

TABLE OF THE VALUES
and Subdjvisioné of the different kinds of Notes.

[N

Semibreve

contams 1
R |
2 Minims §

or
% (“rot(‘hoh

i
!
i
|
|
|

TN
TN
I

|

8 le\d N

or 16 Semi}f -
i | ————

quavers. - i} ‘

¥ im— :

. 1
.
or 32 Denii§l

!l---'---_---------------_---'----
| l-—---——_——————-—--—--_-—————_-

or 64 Semi !
L. \wrrrrz;/7rrrir
dc¢mis emi f =----—--—’--’-’-’-’-’J—

quuvers. ———— —m. - A S ————— o

From this Table we see, that the different velocities of the notes are by this means
capable of being expressed in the clearest and most varied manner; and:that the du.
ration 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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‘ P»ARTICULAR ‘RULES.

o S ‘th ene quaver, semlqu‘i\m &e. stands alone, their individual dmdtum is. expressed
in the following manner. 4
—f

%::I"‘I‘_Fl ——a 1 — ,___‘___r*.:_ﬂ
i I —% =
Quuvers. Semiquuvers. Demisemiquavers.

" Semi demisemiquavers.

§5. When two or more notes stand over one another, as in double notes and Chords, and

must therefore be struck tog'ether they have newerthcle%s only the duratwn of a smg~lc
note. Ex:

_e = — [

o =4 -
- Semibreve. 2 Minims. 4 Crotchets.

-| 998

8 Quavers.

§6. When 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:

. ) 3 4 3
o+ 1 : - & 2 o 1
i 1 [N
[} 1 1 1
: ] ; 1 i
AV " [} T T
J : ; P ; o~ o :
: : - i b i ;
(] H P i
— i, ’
== | S ﬁ%
+ Al |
N 2 1+
+ ? 2 gL+ 1 321 7 *

57 Every note,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 i the right
. hand, must be held down till the following minim, the E in the same handis to be struck.
§8.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 specics of notes they belong:, and in what _proportion they are to be played
whether quick or slow.

. 4 4 - .
_ + 1353 L 1 123 11’23 23235 212123 1 4 93214, ¢
C = e —
1 I A
o/ a V ; , ' 4>
. + . 4 + 24 ll' + 1 + 2+ )
X
o aen S ¢ g ——
A W &) H | N | 1 [ H
| =1 1[ et i ! 1 | ‘li ’

In this example,the first three notes in the right hand have in the agg'reg'atc exact_
1y the same value, as the first minim in the, bass; and the first crotchet,the G, is to
be held twice as long as either of the following two quavers. The following' crotchet, the
upper G, forms together with the 4 subsequent semiquavers, again the worth of the '2d
‘minim in the left hand. This is every where the case, as there must never be any defl_
ciency in the above described values of the notes. :

S9. In the state of perfection to which music-engraving has now arrwed the notes
are so exactly 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 vhen, as in written music, the notes are, throug‘h carelessness, not correctly pla-
ced i 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 incorreetly
ylth regard to each other. ‘

4 . +

. A
i :j—p—l;;i”*”l“ s
A
. - ] l):,‘ .
— 1 H }
g_s-u:uséif:‘ :
1

3  + 1

2+ 2
4 4 -
Here, at the very beg:lnmng‘,the first four semtquavers in the left hand must be given to

the crotchef 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 w1th
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 musje, 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, decipher 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, mechamcally ‘playing by ear, without hemg' 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. tog'ether, as he must himself in each week endeavour to learn to play at
1east 3 of them in a correct and cmmected manner.

CONTINUATION OF THE 9% LESSON
onx TRIPLETS

“S11. We have already seen, that every slow species of note montams 2 qmcker ones,
which are known by an additional thick oblique stroke, or tail, drawn throug‘h their
stems.

In each species of note, however, these two qulcker 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 recog'msed 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 descrlptlon of notes, . havmg' the. same number of
tallb For Ex:

* Quavers of the usuwal sort \ Triplets of Quavers: '\' :
——. N
. . 3 I
p N N\ ! ; 4 | ; :
e S e | e e
Ol T O B Bl el Y AT O O >) s
NNNWNU NNNNN !
. ' 1 o +
> . - > o 3 20 5 o
N — I t T ~ xﬁﬁj - i e ||
t —t 1 )|
i et — |
» Common Quavers,
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] 1 |
5 o = ==
._k.. ] L4 f:i L —& L o— &
‘JY 1 - ¥ * - L 4 L 4
2 p 1 pa Semiquavers :_f the usual sort. . Triplets of Semiquavers. ™
4 302 o2 o2 o8 11 e F-lg ~ ;
o, | el B HE ol - i :
.~ 1 1 1 T ™ f ' i S—
‘ g 1
Triplets of Quavers. L— 31+131+1 !
— == ==
| ‘: + 2 = ol - 4 ﬁT S————
o + B + ~N~— — +¥1/ =

Demisemiquavers as usual. Sixus or double triplets of Demisemiquavers.

o ‘==-'==-'==Jé o - B
e —— o = :

it

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 be 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 crotchcts,and
minims, and distributed in the same manner. Ex: -~ e T o

- . et ~F A T
?):_.:(_p—(_} === = S S S =
| - }; ;i T M,n’ — vf - — —t 3
Usuul notes. . Triplets of Crotchets. T Usual Minims. Triplet_s of Minims. .
——F—+ lar 1 — =
§14.Yfmen notes of thc ycdm_‘lvndn‘ “sort, are written against T'ripiets,Aso,_ that 8 of the
‘one arc 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 + 3 l 2 + N 3 . 4‘ 3 " =
= = e e e e e
: . . A‘ 1 r ; el - i A e B el | i el [ vl
AR SR R BT L
e e e L g e P e | pf g |
e — A — ———— =|
. ’4%" - 4?1“-’H ’4.94'“ - " +2+% 41+ 1 4 2 4 .

-

- But we must avoid playing triplets in  an unequal and
 hobling manner. It would, for Example be altogether
-bad if we were to play the first bar of the preceding
‘example dn the following' manner. g a

===

It is bettertherefore to play the two common notes someivhat"uﬁeqnal,fhan to dis_
- turb the equality of the Triplets. ' |

\
I
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CONTINUATION OF THE RULES ON THE SUBDIVISION OF NOTES.

Ox THE Dor.

 S1. Cases often occur in which we are obliged to protract the value or time of
holding down a nete." ’ ’

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

the. note. -
=

I\ g I

YA

Ay

S2. A dot of this kind protracts the holding-down of the mote by a quantity equal
to onc-half of its original value. Consequently a minim with a dot is equal to
three crotchets; a dotted crotchet to three quavers; a quaver with a dot to
three semiquavers, and the same with all othér 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 descriptions as will collectively. make up its value.
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‘Semiquavers with dots. 4

S4. Such dotted notes are generally followed by notes of smaller, value, which are na.
turally to be played qulcker

e e g - g—: i
EE e e e e e e e e ==
1 : T .

+ S
P .re. . e L., . P s s
%: I T I T F~ P ! /
tﬁ_u—d_u ' = — I — n

N

Here, after each semiquaver, the next dotted quavér must follow immediately

5. When against such unequal notes, one hand has to play notes’ equal in point of
length, one of these latter falls to the dot, and the qulck note is to be. struck
alone. , .

%-:f e L—:‘;W
A W — —"

'
N

L) S -l'- .1'. -’ ? 7 -P. i -l'- 1'. ;»’ »_F : -IP. 1 » !
(0 — — —  — h——-t——4——:n
- Se. T}vo such dots are often added to a note.

7 ="

[

)
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90

The second dot lengthens the first dot by the addition of one-half its valuc

or duration. Consequently a minim with 2 dots is as long as 7 quavers; a crotchet
~ with 2 dots is equal to 7 semiquavers. &ec.

N .
+ + 1 Ns - 3 L 44 .
* === i — ST &
1 * o K i
N 140} Dl — i T ) — 'y f .. T — t
T+ . ' . +,+ o+ P
.3lel o @ . 1> oo 0o 30000 oo 9
7~ Py Y ™y ? o P g ¥ | AN .
1 80 O @ B o F - A B N el O e R 8 e R O O
A w2 . 1 1 1 1
.. . 4 + ( + 1 3 1
3 * 4 2 b, 4N 2 + 2 , N
e CI0) ) I * \__1_' DO = 5 T —— ﬂ
Bl
+ + + s +
1 + + +
A‘-gbg'g _g,g 1 e oo L1t o 4 to+t 3o-lo o - 3
ot 48 - . ¥ o o o > PN =N
*). ok T 1 - el el BN : o A=
A . 1 1 - I ] I T

The semiquavers, marked +, must be played'affer thebbass because that only
contains. quavers. The same thing occurs in the following examples, in regard to
all the notes whlch follow the double dots. :

Np

S7. .Sometimes the dot belonging to a note is not placed till after the bar- lmc and
consequently it falls in the next bar; still, however; it is equal ‘to the half of the note
to which it is attached.

| ;J

Here the minim in the right hand is contmucd into the next bar for the duration
of a ecrotehet., '
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EXAMPLES ON DOTTED NOTES.
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$8. When Triplets are to be played against such passag'eé of dotted notes, the note

" which follows the dot must be played after the last note of the triplet.
S 4 ;4

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. '

1 + 1 2 4
3 1 2 N E‘a—" -
; L) ‘; e J 0 P Al 0 .' : “-H
\ 1.2 3 12 Y
2 ."L : f"' ;—PT'- n‘f =

™
>

Only we must play them quick and with spirit, so as not to.approach too near to
the manner spoken of in the 145 of the gth lesson, when treating on Triplets. .
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CONTINUATION of the IO LEssON.

ON THE TIE OR BIND.

§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:
% =S —fra—z 5 ﬁ? &
J —— — & 2 S

St10..Such ties ‘may be' applied to protract a note or a chord throughout several bars.

v

B . - ) R . s
- A z B y- —_—
Ex: [ ) ; Y (W)
¢ \/j R P4 & A —
SNS~—— -7 \" o —

§ 1. We.must observe, however, that a tie of thls sort has no longer the same s1g-mf1 ca.

‘tion, when the second note 1nd1cates another ‘key on the instrument.

]

=¥ ===
[ 1 | |

Here, all” the notes are to be struck
§12. 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 tie;
we shall explam its mame and s1g'n1f1c’atlon in this case in a subsequent page.

T
i .____F_ — ﬁ‘ —9- = L - ’:ﬁ w ‘:21 S
Y 1 T — t = ~ : %: — 1 I T | — 1 ~ I]
:}V I I H 1 T - I T T T 1 — 1

$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 1 1 2
. 1 1 £ f 2 2 2 1 - ¥ - 3 2
ird + + ¥ rd +’ o Pl +l ¥
-~ G\—fﬂ |4 ~ s'-—_
~ ¢ P 1 ~— S~ T
+ -i- % 3 + 3 3 3 ‘;' b1 1 +_g i
2 T - 3 L
4 A3 Ab 2 - 2 =<r Q'QF/-\‘Q 4.'5" g
fw\l . . — (- . P~ S [N
=== = === ¥
" V\'Ai ! ]

. $ 14. When, however the same chords follow in another posmon, we must strike all the
notes together, notw1thstandmg the tles that may occur.

4 4 H % 2
2 2
\ 2 2 I .
i 4 | + i Ha 2 + I 4
# o g"{ —a——4 > S & = : -
= P tee _ze2y He—eb—t—x
t Y g — e e — N -

‘\ . .
Here follow some Exercises on these ties.
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11" Wegson.
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 mo
key is to be held down. . j

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

. Semibreve  Minim Crotchet . Quaver Semiquaver Demisemiquaver Semi-demisemiquaver
. - Rest. rest, rest. rest, rest. rest. rest.
Rest lasts - P o7 - - v S| i :
as long - I >~ > >
- ) 1
as - Y r
Il . ! l‘ | s ﬂ
i v Z —%
v Z

§4. The semibreve rest a good deal resembles the minim rest;
it is however distinguished from it, by its standing' under a line, rost.
and pointing downwards; whllc the minim rest stands on a line, t = = ﬂ
and points upwards.

§5. A dot or double dot added to a rest, protracts its duration in exacﬂ) the same
proportion as with the notes themselves.

Semibreve
rest.-

Minim

.—.' o * o N [ ° &
T 1

- LJ o__* [ .
1 1

is equal to equal to equal to is equal to equal to equal to

3 Crotchets. 3 levers 3 Semiquavers. 7 Quavers. 7 Semiquavers. - 7 Demisemiquavers. -

S6. The exact observance of the re%ts is of great importance bo 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 part]cularly useful to indicate where this rule does. not
apply, and where consequently a key is to be quitted some definite perlod sooner.

5

1 2

w
110

A0
1o
110 e

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

===
J ! '

Here each key must be qmttcd sooner than before, by the 14 of the value of the notes .
in the former example; that is, by one quaver; so that between these 7 notes there
is no absolute connection, although each key is kept down for a certain time;
since the dot protracts, the sound in proportion to' its value.

Vo ]
.B.  — | —

e

L]
I

AL )

Y
I )
1
f
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Here each note is exactly equal to onc half the length of those in the first example,

at a. During the other half, no sound must he heard.

N N -

D. - e e

, o Vv
Hcere the notes are to be struck rather short.

Vol N N .
Y N P
E. i i o ~F~—1—r——-—:ﬂ
JJ o v ‘
~Here, 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 -¢ecurs that what both hands have to play is written on only one
stave, whilc the other one remains quite empty. The Pupil can generally percicve 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:

.

X
AYEL

.

|

i
:

‘L\
M
N

o 3 % 3 3

1 a2 1 1%

2 m— st m—— - =
L - - o - £

P ’: ! 4— - ‘F Z +2 3 [5) i; 4.

: RN - = +] ,ﬂ é + | 4
e e P il 210 B N
e e AR A ’

A Non w: LR e 2 e oo :
== [ P I 1 ™ H ) nd
e et
e +3+ ™ 1 -
4+ 1+ 3+3+ ot 3 E‘ ]

A}

‘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 e LI LESSOMN.

ON SYNCOPATION, and on PASSAGES 1in SEVERAL PARTS.

~ §7. By the appellation of Syncopated notes, is to be understood what follows:
‘When the next example is to be played:

4 . 4 2 2 & 3
+ 2 N + + + 4+
n‘i 1 qjﬁ‘i ?'\/D b@L»: @ i * iﬂ
'VL/ 1 A7 — & > > ~— = N & 5 F .
.J ~ ~— ~— ~— N < L
3 2 3 i 1
. - ‘ — i F*
1 b | N ,' o0

--we Perceive that according to the doctrine of the tie or bind, the bass always falls
_on a note held down or tied, not struck; and that the note 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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has been lmcnted for the purpose, and thu» the precedmg' exampl( may be written in the
followmg manner.
Preceding Example in Sy ncopated Notes.

]

t ) TNt o I i
>
Yy [~ | - M 1 T 1 1 T T ~ )
A A W ™ B I ™ ™ | I I P o T T ol N1 I
3] w 1 ][ -w - w T f '\; % ‘[ w I I \
~— — g Pty J"-

™
H
]

S e e i

Here, in the right hand crotchets occur as well as in the bass; but since at the _outset
there appears a quaver rest, each upper crotchet must, as it were, be bisected,(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.

. Ss. Syncopatlon may take place with every species of note.

‘ + 1 2 3 + 2 +
= == = =3
. T = i S
Synr‘oputlons . Py = L4 L 4 I t N I i
. - ’ ' 1 + 1 N 1 3
with Minims. 4 3 = # # ;
a2 . } 1 1
. . . i/ O 3 T = f t ﬂ
Z T ]
A
+ 1 2 4 2 + 2‘\4" 2+ 1 3 1 + 4 1 + 3 <
% ‘ ST | P — A | +
. A} : > =l - i N ! = {
. tions 1 — — & —— H
Syncopations Py, e R ~ " ~ —
with P11 lgl 2 22 MR T
3.1 @ r o — % 4 4 24 3 '~1 3 + 2 4
Quavers. D — - Ii ? ] J:_:r = n —
- i Piﬂ - f——gzﬂ
?‘ 1 H T .

Syncopations
with

Semiquavers.

“We have already gman an example of Syncopated . crotchets.
ON PASSAGES IN SEVERAL PARTS. ’

'S9. If we play the following passage with both hands;

. . 4 3 2
Right Hand. 2 3 2 + 1 ,J ‘l .
5+ 3 Y e R S
- —_— r A ™ T
T T
.3 - 1 + 3 ? 1 +
Leftslland 2' K 1

we “shall perceive that each hand proceeds regularly with its own part. -
But thls passag‘e may also be correctly played by one hand, while the other
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plays "an accompaniment to it.

. 1 4 . 1 2 4 35 1 2 + 1 1. 302
PR S DR T B ~v e~
v 1 1 =+ 1 _'l L7 =+ # 1 i o — 'n ‘ —
= S S S e 2—
J l i | i [ T
. - 2 1 e 35 a4 2 7;
/L < » - T =)
X S | == S===—=
X T ' N f g R

The right hand here plays in two parts, and it mﬁst distribute these two parts with
regard to each other, as if each of them stood in a separate stave. The. upperpart con.
1213 4

tains 4. crotchets, or at least the value of them, namely _é_j_g_.;: ;the under part

contains the same, namely ;and - since both parts are to be played at the

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

§10. Double notes of this sort are known from the circumstance, that the higher notes
are arranged with their stems drawn upuards, and the lower notes w1th their stems.
drawn downwards.
- S1. 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.

fore contains a double value. Ex:

+ * ’ * 4+ .
31 +1 41 +1 42 4 1 + =2+2 4 2 :
s -
.Lt‘ff L . g - !
B ‘ —& j ﬂ
Hand. e : : :
+ 4+ ) 4 + 24

+
+ +
4‘2-0-4'14- 4.224‘; 4 +2+ 4 + 1+
— — 1 -

v

In these cases, the first note of each group of notes,whether quaver or semi_
quaver, is,by means of its stem drawn upwardb, played as quick as all followmg'
notes of the same value; but this first note is also to be considered as’ a minim,
crotchet, &c: 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 thc
quicker 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.

-~ = >
= W4
A P

AMPLE are, as to distribution, played exacﬂy thus ==—H = ——

only that the lowest note is always to be held down during the playmg' of the
next three uavers.
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§12. Similar 'passages .frequently occur in the right hand. Ex: .
3 + 1 i, , 3 3
(W

Cp— g p——

- L1 |
Right ha“d'@:" ﬁ’: ﬁ, SEETSSTEES e aaa s aaa
g 3i1+1£ii1+1 | M + > — i

+131

A
o

H- -

Here, and in all similar cases, the slower of the double notes must be kept down its
full time, while the qmcker notes must be proceeded with in uninterrupted smoothness
~and equality.
§$13. From all this, the Pupil will again observe, that the  holding’ on of the keys is elearly
indicated by the notes, and that therefore the fingers must never be allowed to lic on
the keys beyond the prescrlbed time, and according' to mere caprice.
Remark. Sometimes, both in eng-raved and manuscript music, the semibreve,or also the
"minim, is placed in the middle of the bar, instcad 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 wery beg'mnmg of the bar Ex

23 21 2.4 3 2 .
Vo) 3 [re—— 3 4
Vo Y
N Y =
S H———«a—:ﬁ
o/ [+ 1 }+ 11 + I+ |+ l+ }4— +

1+ 1] o+ 1

’ |l L : +
1 -l P e
(pa——a—*F o~ = O gﬁzzﬂ
2z (] P N
n — :
3 . .

- I 3 ‘!

y

'Hence, in the 15t bar the C semlbreves must in both hands be played exacﬂy 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.
S$14. Further rules on passages in several parts will be given in their proper place in

the subsequent pages. ‘
CONTINTUATION or tar O™ LESssox.

i I

i ’ g . I. . . 3 3 ) . * o
O~ THE DIsTRIBUTION OF NoTEs arising from unlike rhythmic subdivisions.

2

$15. In the Sth LESSON 14, we have already shewn how the Pupﬂ is to play trlplet% a.
gainst notes of equal length, arising from the usual mode of mubdlwdmg- the notes.,

z'l, ’
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5 16. When however he is more advanced, he must try to play such passages in ea(-b'
hand with the most perfect equahty, 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 ; 4". 3 9 . '
+_ 1 2% + - = * 0 t2 1 o+ 4 o4 2 2 + + + 4+
: = 1 —- : Fa——
T . : . ! g
| : + § 5 E i 1+ E § E 2 ¥ E §
7\ g & _an - '_F__'jt:%_l__tl__:l:_r:
I . — & . - > 5
. T F- = — 11 = dj 1 F ? T
—a— iy — e L e e |
3 * 4 . 1 2 S 2 + 3
( n 1 . 11 1 1+ + - + o+ 1 + 2 1
e e e e e e e e e e e
§ 14D ] i ; T 1 ] ] 1 1 1 - 1 L 1 1 1 1 1
P : 3 P el e e e el
7RO 2 ra ) ﬁﬂ : M —— ﬁ,:,# -
= o - o - T . i T f T 1 g
—» rl o » {
== U === '
, 4
3 2 ) 3 4 4 ' ]
N + 2 1 + 1 3 3 1 . ﬂ
4
. ich) ¥ 1 T "F—rF—_ — —f* y - -
N R Sy R S ; : : P
] -] - e E g : : < : 2 ¥ 2 L
_ﬁ_—:# - A e —T T - 0 W
._‘.:[ .:‘.' -‘.' _J 0 - ] 1 T 1 ! ! 1
. + 2 &
(- - e B ot e 0 e O e 0 et B e B e
= i o1 S e e e
7 o> :’_‘_ U & o2 o— }‘
: : : . . i : : : +
H ' H 1 + ' ? + e ' + L _g }°2
Q 2 1 + 2 - 4 b 2 ' 7] ﬁ ! 4 - e -g
: " ! I 1 , Jf. T In ~ { T 1 IT——['.—}‘ dl__..;
Lasm—— - :
w2 1 p * 13 | 1 |
al o o T e e e B e
(6= : - == SEESs
v e : :
+ 3 + + : / H +
h ‘¢'|" Lo 1 3 - 1 ¢ 1 3 ll + 1 + 1 2 3 4 31 ‘f‘
l,L'\l: +—— — + J
N\ T / F B ! ! 1 | S— | — E TF_‘IF .Lf :B
¢ . d = ] M—M T 4 O

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

th cm.
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en the Pupil has to distribute 4 'notes to

$17. The same meané must be employed, wh
a triplet. '

- )
must be
4 3

diligently pra(;tl‘ se

‘_
\
O H
Fl
\
LW,
A \

. 2 232 1% 2 4 ot 4 2
L.d ShRe
1 —_ +——1 ~II'J f o T HE el o > et

~ ' -~ ‘

oy
+1+ +1 4+
O | D 4 >

1 ol

34 . _ 31 13 1
=ttt e e e et
‘ ¥ i N ot 0 ® 1@ o
S S SN S S ~ = -

4.32 y 4 1+1+ 2 +e+ 1

S18. 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 above. 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.
sages to a Pupil by any computation of the value of the notes. Co

3192



%

J of ol ol .-MW. . IH; W === ~ - il ¢14u , a_m.- o .
) p 4 il |~ ] B i . |+ R —oo]
O RN Rl - LM AR ] Al 11| 2
) A P il ° N7 . A
o R & -— N g . Lw -
4 ol e (S Ny sl INT QU |
N (T ,v N . F L . - ,JQI!
s e VO “n s “ TR \usi |
- +
\ N - TN 1 o @] .JET R i

Dd4 Capo

sino a1 Fine,

©
[ S 2 IS

.
Vo oy T

7

ES <

¥

AR

£ g.tt

NN 4
g > 4

BEXAMPLES on the 11U

tale.

-
~

|

Allegro mar

1
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Ne
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Alleg'retto moderato

o 0
A —am

o

+0v]

-
I

| A L ]

2

o3

Alleg'ro moderato.

——

le

B

I

-

-
I

4 3 2

+

+ 4 3 2

Z: A=

Il

Ex:

47.

v
-] o— ol
=
+m. )
B A
S+ TIg NPT
nN+ | N
™ K
<+ |
L]
*® . [
] 3
4+ nlr

wld T

+0U

|
R W)
Nt

|
S
~
—1
Bl

212

T

.l
. 3 2 4 +J
e

N

A
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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 finger must remain held down.
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x 12t Lesson. 107

‘ON THF DIF]’FR}'.N'T SPFCI]'S oF TI.ME

S1. Every piece ‘of music, as the Pupil already knows, is dlnded into bars, Whl(‘h cir.
cumgtance is indicated by the bar-lines drawn downwards through each stave;each of
these bars, whether it contains few or many notes, must last exactly as Iong‘ as every

other.
S2. Any number of hotes of equal value, may be grouped and divided in the two fol

lomng- manners. _ 1 2 3 a 2 3 a 2 34. 1 2 8 4
: % * —— =
Always as a group of O————+ ——]

4 crotchets, for Ex. v ¢ 4 4 - o

And therefore into an even number;or

1
™
bl v

1
—
1
o
w

L YRER )

s : ; # 1 2 8 1. 2 8 1 2 8 1 2 s
A ways as a g'i'OUp o Y T ‘1 : 1’." ,7: } ll : J '.1" F # ﬂ
3 crotchets, for ' Ex. Y T e e B G T —t

And therefore into an, odd number.

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

S4. Immediately at the beginning of each pleee of musie, and dlrecﬂy after the clef
and sigmature, are placed the characters which denote the species of time.

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

pressed by the characters here given.: 2
. |C o ¢ 4
4. Common Times. a whole bar, .
\ , 1 Two crotchet -time.
or tlme
B. Triple Times. 4, - 8 .
\ ' Three crotchet time. Three quaver time.
T 6 9 2.
¢. Compound Times. 8 8 8 :
|9 quaver time. 12 quaver time. |

_ 6 quaver time.
§5 The -names sufflclently shew, how many parts (whether quavers or crotchets)
contained in each of these bars. ,

FULLER EXPLANATION OF ALL THE SPECIES oF TIMES.

are

$6.4. An entire bar (its character is C or ¢ )
It contains 4 erotchets, or at least so many notes of various lengths, as wﬂl exactlymke

up the Value of 4 crotchets A semibreve lel fill up the whole bar.

* N
{ # + 2 + 29 * 4 21+ 3 . .
I e S e e e e e e f#‘{"'jf‘ﬂ
Example 2 = i - - [ i 17 2“"
| J < 15 = _ e 5
=) . ] . .
of the . = % S S . - - o |
Species. i ﬁjﬁ:m__!’:i%!" ..,-__H«_.j
] 1 T #
\ , . b % v r .

N3. In the last bars, it will be perceived that when hut a few notes occur; and that
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these are to be played short, the I‘(‘Iﬂd]ﬂd(l of the time is filled up’by other char act(rs
called Rests, because each bar must contain its 4 crotchets in duration.

 B. Two-crotchet time (denoted by )  This contains only one half of the precedmg»
time, and a minim complctely fills up the bar.

: o 2 2 2 # 3 o : 2 .
o T RVEN 032 L+ ieef b g
- o . 1 y lv%;'—_
“Ex:of 1 i = A R -
B = . , = VY
-2 N1 i
- & ‘ % il il A
time. Wﬁ—e— - — M
h 4 1 1 L 1 1 [

C. Three-crotchet time ) contams 3 crotchets; and to fill the bar up by a single
note, we must employ a dotted minim. . .

4 " 4 4 3 4
2 $ 24 i o+%3” 4; #2214, 1 2
(= - ) ; f
Ex: of | petT e amaEE e == !
3 + b 1 .
1 1
4 ] o5k < . 3 < » 3 - ,
time. ™o T T 1 ! o ’*u ﬁ < ~ -] Fi. e
\ W, | o ! 1 1 1 Il 1 T 1 I B | 1 3 1 { J T_1&
— s — VV:W'EEH

D. Three-quaver time, (3) contains only 8 quavers; and a dotted croteket fills up
the bar.

4 ) ’ 3 4
//)L,\l. -F' + + + f + 21 + + 12+ ....@ "'&3#
e et —p e —
Fu:of \N—8— — T e
\.3 ‘) 1 E l ® ; + ; !
. 3 4 . ) . 1 - - +
SN o efF eff f- efE4sF o T 5 . %
time. (RIS ! ! ! g = |
s -

k. Siz-quaver time ( ‘8;) contains 6 quavéi's; and a dotted minim fills up the bar. ..

NB. We must not confound this time w1th time, though both contain 6 (uavers;, and
may be filled up by a dotted mzmm, for m 4 time the quavers are distributed into

three parts or groups, viz: ; and in 6 time, on the contrary, into two

parts or groups, viz.—
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halves, and it is thcrcfore muych more lxke 2 time; while Z tnne is always subdivided

into 8 equal ‘parts. For Ex.

. 3 ’
1 : :
(;@:#ﬁ—ﬁ—m—’i—fg’f——%% p— % L - :
o e w—"%—%
W T : T 1
18 . S R 12 1 4 £££° I
2. — - F () P \ ’
L [ @) L | 1 1 1 ! | = _
(® ] 1 ! J[ il
+ 2+ 1 1 3 4 3 I
. DI e ey e =
' b O | I ﬁfl ' l E - l+ -
The same ) —f—o o T
passage in<|Y ' _’_ e e g
.Z time. :ﬁ&:ﬁ ﬁ P ﬁ E é — i i —— ,
v, | A | l | 1 I 1 1 ||
L le—

Here we see; that although the rlg‘ht hand in both times remains very ncarly the -
same, yet the difference arising' from the variation in the groupings of tho notes is
so considerable, that we appear to listen to quite another idea.

contains 9 quavers, which are distributed into groups of
9

F. MNine-quaver time

.be written thus:

9
8’, by which it resembles $ time. Since there is no single note which contams
quavers, the single sound by ~which this time may be filled up-must =g

)y .l +} 1 lif-
2 0 F ® y Bl ]
Example of 8 T —— i
Y T — T
g “time. - . . _ L
5 11— —1—eT
| 1 1. 1 | Il i 1
' 4 A 4 4
0 2 2 4 Tt 2 2
e — e
7 i a4+
v — »
1 . - 4 ;
= { f ﬁ . - 3
\L)-T.‘; -n‘|< W‘i 2} &1 ) - nnmnm;ﬂ
1 }’ 1 1 I’ 1 1 1 1 1 ! Il H 1
AN e " V

¢. Twelve-quaver time (182 ) contaiiis 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. .
1 + * e +123524 2+ -9-321+3' :
) . 12 (W] g A —— ﬂW“H#iﬁ
: - L A
Example of , i 1 = , :
s + +
12 time. 1+ * . 2 >3 1 & .
, < > — e =
4 I 4 - o — | — i
DR e P e e ——
< 3 <
L . Q 3 4 3
Y ¢ + 1 2 4 2 4 2 1L 4 .
HA— t = I = ﬁ 1 ’:5:“— . -y =1 g?L_i'—_L!H!*M' - ﬂ
AN 7R v 1 T 1 1 1 1 . o > ]
< — — r— —— ! !
. ' | )
, :,: % . 3 : 2 ‘.
ﬁH 1 4 V‘F ~ : (- L] ’ S——
A 11 - 1 H Jl 1 l 1 T = —
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‘I'hese are:
3
A. 2

like whlch it is dWlded into

For E xample.

3
1

)

3
1

\a

3 parts.

4
1 3

~

Time, which contains 8 minims, and is in prlnclple merely a doubled

-~

S7. There are some other spemes of t-lme, whlch however are mow but seldom used

3

2 tlme,

W

3

[
3

o | 2 + 1 2
T =+
ﬁﬁ;’ﬁf’:‘f — —
= i —

A

[V

(YR

3| +

[} ]

EL)

R L1

Y

2

c.
For Example.

4

and, lastly, 2 time, which exactly contains the half of

21 + 3

B

2 1 + 2

time.

1

L)

iy

i o
1 1 |

===

b 2

-

I

.

<4T‘H\

§8. The character for Common 61' four_érotchet
it is then called Alla breve, and it in_

guished by a transverse line thus

dicates -that we must play the whole piece as quick again,

‘the time was indicated only by C.
S9. It is uncommonly useful in practice-to often cause the Pupll to guess the

from inspecting the single bars of any: musical piece.

species of time,
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-ExAMPLES on all the SPECIES of TivkE in USE.

- .rva - Lok N Jﬂ - | ﬂf
31 | ~OTTT olo @ N — _ —Q T 7l
| . + R - ‘._:i%&w 41110 | ;T{_#
P i K i |
~ HT  F
< o+ AN . & -t m A N
N I .III .31_ . +0 o] (\] o] | 1L T 1
0| | K
3U+ mQO : 00 AR L) o+ G 19 B
T d L 3
A T ....:h- . o+
-I) L) i - p——
S S 1 Rl .. L
1 N} TTTO . L
. oF q
Tt THIP SR VI o M| -
1O i XY YR
© o H : it ool soqalll
. 0N ) ¥ 0 : ) 3 N+ n
44 L _ F OO i [ _6 i, 1 ®
Ry " a4t »+[TT00 1o f 4
G | o+ . | o (1] e | -
oy 4._.2 B ° i e i .
n ] ..3[| b -:n—.‘ o | " el T 110_
.. _ ™ )
11 HOTT R | | + [ o H
S o — \ FN A
w L . oM km r 1l
2 o «—+ 00 010 O ) =M T :
: | wrtt Al o RAIE
= R e — 3 - | .
Q u anﬁav , o uwﬁ Lo R m N
S «-HOMo AT - — I *TTTO = g H- ul
| - | | |
S e de e T omF [0 HITTO mw, e ,
-~ | . 2h F | :
RN [N 0 o V . N
QO P S ] ) H (] - /
e (84 e NS g
- LJ.hV R ..WEV .
O . AN 2N ‘ s ard ST 0
=) v | o | 5 S
i R (}4 —=



1
o

=t |

-+

S
[}

e
1
o
—t
1

~ LY o+ o =+ w : . ) . 3 i .

" B 1] +™UH TR H Yy
TN e ‘ 1 :
$ N+ |_+&] =t T + . ) N ot I_IIfl

A +H 1T oF N

1

~
S
I
1
< -
11 1
} S| !
+
+ 14
o o7
ja
t
'ﬁ'.
’él
1 !
1 4+
1
{
——
4
+
+ &
AT

3192

3
.

| 1418 W40 ) AR
o) o
A,

1l *9 . i +
7 ' ao] Il Tl i A Lt
+ TN H nryl 9 . w~rejenll] ¥ : o
+ 'nﬂ—v‘ 4 — —
= +__H i 9 | hl i 7.._ ’y ¥ e * ]
Ayt i i " &4 B
- Y . X . .
oA Wﬁr- & , ..Jﬁ I ﬁ fF
L] | 3 . ] L] * -
Wl ill 1 6y | : T O i .
\._%l + R~ 3 . p ][] 1 1
, 1T + - i H P3Q_ITJ m&% Avg (] . "vnrl 3# ! 4.'+ ‘— .I
17 + 1T +| 9L =~ 1A ’ )
T ey T QSR +4 +4 _ N
o= ol ol L anw Iy i ~ -
8585 of ool irl WO . . 5 mm/ lw & b} .g o= OR |
W hdl ~— ] O = s il
el o]0 .. . - o] . o] o &
N o~ . Srlle
/ E. 5 1

|
{
{



3

i
=
2
8
=
=
=

+
4
—
<
—
=

+ — ir. | —

a
[ _ +4} o
& : ky ,
| | -1 .w.”. ofs]s]ol B " ¥ ‘ ) 1
| £ ‘1"
J
r | S N "
LI ' |
| I N v i 1 |
%0 . 21{1-- + TTTe XY i et ~ ¥ -

Molto Allegro.
‘4

3192

+ r.# , o ¢
] K 31:HW
i d RQ]
i
o.w. Ry
ot £
+8 _ <
H o) &4
+9 T
| lfget]

415 Riam)

T

,| (e
14



=

aN+

. ) T L ’ AT el framal [ AR (O)]] m Moer - P -
< | ~ NIA L\E!L ey e L8 ; m 2+HJ»E6 i L .. LEE .
m.ll_LJ H “4.1! | 4.:;177 m B ! md.*.—\l ) ..I.L
' .V ) 1 I ! _] H |1 ]
m J RN o Iwr iLI fnll M . m i n..l. E ‘ :
A1 7oy T Laglll oty L B .
P . I NN Wt =0T ,JL Poadlell el M e .j.+ 11 Ik
m , Lol | ‘ PN N
M H L Mu, g Y] POFTITR| tSL z T
: T AN el | i " AN w
| L) || &wwu, P fH o n L+~ T +af]]
. HE L 1A A 18N L q f
| B o 4& l i ! : aro It o0+
) I r ' H ! N+ 44 L)\ JAEE If
N1 : «
Y . W

i
M
'] =
fe
!
P

N+ J»Lx

1
1
I
"

3

3
1 8
25
t
T N
-9.
< e~
=
M !
I L

N 3 Q .
Efze .
e

+

1
N H

b

- %% 1

3.
S S

- I w

X'Fll
.

.
|

e e e e e e e e e e e me = e A A e .. ———————
-~

, i,
sl s | il ik
+ .pq_ + .Jd.nnw | -yl ‘

lTl “HTdEMY | AN 1

ol 1] e N ] H

oo Q|| Wboz 1 ). +.1..m.i #

Ao 3. q J
.ww.l _. .m M —~+ «

3192



115

./1llég'retto.

4
2
T

—

*# bl
n.AY J

A~
1D

™+ N
. = K
g+ ] N
o4 A ‘]
<+ ]
- N
- a ‘
-~ N
o+ HAN
L
WL TN
3+f| BN
x| '
S+ 1901 N
o+ NN ¢
IR
4.+41 4.
elelele noog 4.%1_
~ R
xR [}
1 N N Rryil
& +j
i} I S
i v R (Y
ool o «o M
Q||
o+t | ] &l
Oy | ‘P - | |
RN | +
o |
. N+ | - (Y .
ot JV...,
R L 1] T o
N .
i (
: EEN $+
E= S ESY ’
Y 4
Hanw Y "
N po
e @

1
2.
r
i

T T

+

2
17

3

E¥3

2 =t

=

+
)

1

g

4

B2 . %8

2

~~
Y
e

32 1.2 3

Allegro.

J

i #'

3
e

£
2
A Zd

|

(

Ex.

56. ).

® ﬁ o H
+ 4 o o 1
- Q| i N+ 111 ill.
N ol m
3. ‘ll , lI.H-L #"H}T T
+¢] _ ’ | .
- ’:IH— | | * LL.“ Bt 18
] —h | ]
A 1 421%11 *. |
\ | @
+H NN ﬂf
[
o Q]| +ol - JaR
S3[ YEAN T8
lorl ™y . t&.ll
AN ¥ +*;} I 4.— ..11
® <N T
2»45‘ [T
o
- -~ !
o ded ,2 '
Nf. ?.lo A.r; | L1064
~ - L Y § ! ‘
Lmnw EL ~Tla Lu,hy
Mer W, e 1Y

3192



Andante.

HH T_ -
el e
A i)
o unw’.
91l TN
. o
& 1;»71—
<
ol el
q
. N . f
+]] 2y LAPIH
P PP

116

TN
+ ~XX
—
2 .
3 i
o
- Y
+
- !1 ]
,.ZfL
o ri =
LN
2] i “
ol o
4# o
3 = ] -
Y
L] "O..r
*W mi
. | |
Jelll el
+ L]
. e

+

w 4 | = bd

T OB Y,
X 4l ]
ol lan .
¥ H 1
A _
L YREEE AL YEAN Wa u
. “IM ! |
~ 9] +8
+y . NEYE
o). —+ | e
- ® ” b
_ L |
AW i
¢ e N F~+ I.— ,
. N~
o=t
EL YIRS Jont m—
° | .‘. a
ey
| - 1.4
B 3
° I.I.J' L] ulﬁi‘ L
Al g
+ i - .
oy 1. B
. .- P
-t ™ .mTh
. 3
Lo
4194 \ F .
] iF.N
QN
N N

38192



PreT)

sts as we percieve of 2 entire

up such a bar
marked thus:

)

- To fill

3192

P

r ordinary time.

-

, we must employ the' Brevé, -

v

u 4+ A, X Y 41*.Jm . d T -
i ah! U dl | r T4
| .MDL I o, B NN
a+ ™ 8 ¥ kL
4? _ 4% Jff *1._“” L o N _ Q&#
iy .._-fr_. He| i i n a1, LI
1 B O N £ ity -

i ; > i\ =
R % Hfif + |4 Hn Y| 1.r§ —ﬁ M.. o H
« s LY N il 1 . ~+H -
X H +3_ r.’!‘ B —_H 4.’4_1 i_ 1 Nl _ Y F *
+4 31 18 OO - UL ki me|
N r *L#}? _ i jd_._o ﬁfl% B Hm _ 3.“, . M a4+ [ t
o i +& [4{7 o.”. 1. 31{ oy N "e | m ol H
1 i N I
® 4 | +|9 Yyl o Q] i *H
, il N . | p_bpx 4_1 | 1 . & ##P Il T.
~ l.ﬁ‘ 30. | | = H_ . Hy +|el | Mb V
I e O B
].M, LJI..‘ 32' | .&% A o« H — m N
*Y ‘ ’ NH yin + L
) ’y”lr Er . +‘\|. ] _ lﬁ, 1 L * _ - m oot —
+4/ +e L) -4 \ | | ln. T..__.. +—
-\ _ av| : - — ,d x| —H L) o
L YR I %X YA 1] i 3|h'/_|i °© : ¥

: a.m s—, # 1 ﬁ..” B _ Tho T R s A

2l | g I g |

= o] * :

A | oy X i ¥ .m i

IE A - S M e T . -
=b . :

AN

PN
I/ P

[

This s

pecies of Time, used in a former age, consi

bars of four erotchet o

with one note



s 3 - 13" 3 esson.
| ON KEEPING EXACT TIME IN EACH BAR, and on preserving the same
degree of movement throughoul a musical piece.

S1. By, keeping time in every bar, it is to be understood:
18t that each note must be held down according to its value;
2l¥ that the notes shall be correctly: distributed, and struck at the proper time

8‘5’ that each bar shall last as long as the others; and

41y lastly, that the player shall never stumble, come to a stand stlll nor hold down
the keys ‘merely accordmg- to his caprice.

S2.. By preserving the same degree quovement on the contrary,is to.be understood
that the rhythmic flow or movement in which a piece is beg'un, whether quick or slow,
shall be strictly kept up during the whole of that plece and that consequently,ve must
not from mere whim, accellerate the movement of a piece which beg-mq in a slow time,

‘and thus cause it to finish in a quicker-time; nor in the course of a quick picce,
must we slacken the degree of movement so as to finish slower than we began.

$8.. To accustom the Pupil to keepmg' 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 picce w1thout hesitation,or play_
ing wrong notes, the Teacher must not only count the time aloud in its smallest di_
visions, (‘as crotchets, quavers, znd in slow movements even semiquavers,) but also mark
these divisions distinctly and audibly with a pencil, pen, or other small substance.

This beating 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 contiffiued even to the high.
est degree of the pupils attainment.

B. At first, the pupil will find great advantage in countmg' aloud h1mself partlcularly in
those passagres in which many long notes or rests oecur. For Example in 2 crotchet

time. ‘
Moderately slow. ’(.Andante) %
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When & time is to be played in a quicker degrec of movement, we must divide the
bar into only two parts, and count 1, 2. Example

Molto Allegro. (very quick.) 2
. 5

3 . 4 3
1 + 2 1 f
: e %%:@ﬁ:ﬂ
VIRVttt 3J'E'T : ——— = . | 1 1
: ) Y T ——~ —— 5 —
vl 2 InF 12 121 o2 T2 1 5 ‘{32
D~ L b v |

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:

4 A '
4 .
2 4
» +1 01 +139 +1 355 +121 +214 1 T
y LB T F ' ! N ) — = ()
4T B, W /200 o I - 1T i 'l: 1 X r—ca
J b - .1' — ] S TS
1 2 1° 2 1 2 1 e~ L 2 12 12 12 ;9
. = N H S i) Y a
s OO A ﬁ—y - = = - - =1
( 2 N1/ 198 ! - ! i‘F{l — \S‘K
| ! 2 A ! B > =

‘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 unequal 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.

c. It is also very useful for the Pupﬁ to occasionally study Duets for 4 hands to be
" 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. *Maelzels 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 mast 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 13" LEssOMN

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

BN

S4. 'The parts of the bars, ( as crotchets in 4. time ) are dlwded into accented or
strong, and wnaccented or weak times, and for the follomng‘ reasons.

§5. Although in the same piece all crotchets are equal in point of duratlon yet
our feelings and musical ear cause u$ to lay a peculiar stress or weight ( called Ac.
“cent ) on the Sirst 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 ‘411 the modern improvements are imported ohly by R.Cocks & C°
sole Agents for MY MAFLZEL Price with the Bell (f«)r marking the first beat in each bar; 2.12.6. do:with
out the Bell 36/. }

o e /
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§6. The second crotchet, which appears less important or weighty to the ear. is
therefore unaccented or weak; the third is again accented, and the fourth unaccented.
Even in counting time, we involuntarily lay a stress on the first and third numbers;
as one, two, three, four; one, two, three, four. o ,
§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 are doubtft}l. or un-
dulating; thus it proceeds at the 24 crotchet upwards on the left, at the third hori-

- zontally to the right, and at the ath crotchet again upwards somewhat to the left as
shewn in the following figure.

1 Crotchet.

24 Crotehet. 34 Crotehet.

15t 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.

Sl NN N N NN S ol S N e
('/ i, < < S v # ot :l',{"'V-JE:;IB_?:] #II*
Y 1234 1234 .1 23412841234 1234 1234 1234
V. BBET 2p3e soe B, R 3
k; ' e e }ﬁ% e SiEassaes |
— S A A g

This marking' of the 4 erotchets would naturally remain the same, even if this example were
altered so as to -contain many quicker notes, and those too of various lengths. Ex.

' Alleg‘wl‘etto. 3 3 4 1 2 3 a 1 2 3 4 1 2 38 4

( 2
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§9 This modc of markmg‘ time is ObserVed in all common times, as 2, gz, Z, C; ex
‘cept that in Z and in Jllabreve-time, the hand after its falhng- only makes one up._’
- ward movement, because each bar contains only one unaccented time. - - .
§10. In triple times, as 3% »3, the first part of the bar is accented, and the other two

_unaccented ; for Ex: one, two, ee, 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 left.

Ex.  A411° modto

SR N I N NS E N |
H |

- - - .
[ L 3 < > 3 1 2 3 1 2 3
g3 3 > j - -
.. :1 =1 [~ l[l M‘ ;l [~ >t T 2] e FM - M1
4 L 1| 1 L4 L ] Ld 1 1 1 h ! ] ! 1 P 1
—f 2 7 1”4 V |
. dllegretto -,
) -r o ) : . 5 .
et E Eﬁ AT e |
1 I
== 1 1 1 . . )
i L2 o8 1 _'2 o3 o 1 2 8 'f' 2 3
o e s * e
z € I - - il : g . y
<—s—w - , ,

S11. 8 tlme in slow movements is marked nearly in the same manner as C ora4 crotchet
tlme so that its first movement falls’ on 3, the second on 4, and the ﬁurd on 6; thus~

<
LN

and consequenﬂy it corresponds wﬂh one, two, three, Sour, five, siz. Should, however, the move._
~ment be very qmck it is beat like 9 time, so that the rising of the hand falls on 4.

S12. When a piece of music or a single bar beg‘lns by a rest in both hands, the playermust
count this rest in idea. Ex:

1 2 8 4 1 1 2 3 1 2 38 4

Allegro. N NN N NN N
’ —i‘——i_ﬁ_ﬁ_'"_':f w8 _
v 3 = $ '
)i £ -
‘; P W Rl S C— N T - —)~ E;yi 1 ? R - " = —*
AN 1 e

§13. Sometlmes a piece does not commence with a complete bar, but only with a part of
one; in- beatlng' 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: -

IO - e
e =ty 3 e B g
5 ’ j oo o j—_":ﬂ'on $ == % - .
I 4 12 8 4 12 34 ILKY - 8 1 2 3 1 2 3
O e e e e E= N fC = =
S T {f1 (-* LE TR

S . e 1) aYas



 In the first example, at the 2 quavers, the hand must be lifted up, while we say aloud
v'the number 4; for the fall of the hand ahays, without exceptlon takes place at the be.
“giinning of the bar.

In the second example,we see by the rests below, that the 8 quavers at top do not

form a Triplet. We therefore play the first quaver unmarked, and raise the hand saying
the number 8, 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.
~ $14. In Piano-forte pieces with accompaniments for other instruments, it is frequently.
necessary to rest for several bars; th]b is indicated in the followmg' manner.

E =E==—S=E==: %‘"*‘H—“_Fﬂzﬁbﬂ

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.

OnN THF Pa USE

§15. When over a note or rest there ls placed the following' character /™, the note
or rest so distinguished is to be held down much beyond its usual durat10n° in slow
movements, for example, as long as one whole bar, and in quicker movements, as longas
two or even more bars.

§16. While such a pause (or Fermata, as it is also termed) lasts, no counting: or beatmg'
“of time takes place, and in marking time, when the pause occurs at the beginning of the
bar; the hand remains gently restvno' on its pomt of repose; or, when it occurs at the ri-
sing' of the hand, it must remain qmeﬂy poised in the air.

~ 2 ' ‘
. r’QF 21‘& ‘231/.\ :%5 3 . 2 ~ -
—
- (- 5){1_['.! el J P Py
[~ o e MM 17 - -
—7 —— HZEH
N AR
rE ~ : 2 ~
$le ;/ } o & o ]
L ! I 1 — i 1 I i ;

§17. The semiquavers in small sized notes thch occur in the Sd bar, are called g'race-
- notes, or notes of embellishment.

§18. Pauses, and embelhshments,(whlch 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. :

EXERCISES oN TIME.

»

S19. The Pupil must practise for several days these Exercises on Time in the fol-
lowing' different ways.

15! Both the Pupil and the Teacher must count them together aloud.

217 The Pupil must count them aloud,while the Teacher marks them with his hand
gently and visibly only. ‘

31 The Pupil must not count, and the Teacher w111 count the time, at first aloud
~and then softly. gl9e -



123
4% The Pupil must play them. mthout either counting or beating tlme o
515’ Lastly, The Teacher should himself play these Exercises, while the Pupll counts
~aloud and also marks the time with his hand.
§2o. If the Pupil has got a Metronome, he may practise them gradually in the move-"
ments indicated by the following numbers, J = 80, 84, 88,92, 100, and ‘so on, from
number to mumber, to ) <= 144.

- 4143

: L I + 2 ; [—— 32, -

S e e e e
\l}‘ - 6 ~ !l { - — e 11

- + e Wy Sy
-@-’-ﬁ—-—i‘ ' 2 SO P o oy 2ot ? :
e : ; fF % {l -g--,-——-==
Count one, two,three, four. 12 84 1 2 84 1 2 8 4 1 2 3 4

L N
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L ]
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I 1 |
1 2 84 12 8 4 123 4 1234
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“And in the same mamer with all the Fxerecises in the 11t Tesson.
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In the 10th Lesson we have already explaincd how the Pupil was to distribute Trip.-
lets against equal notes; and that,properly speaking,in quick movements,each hand bemg'
first practised separately, such notes should be played together freely and independent.
ly, and without thinking' of anmy strict or formal mode of distribution.

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

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: :

Adag'q’o"/____—‘i‘s\\\ /’——\

3 = -

3 2 1 4 o ~ R 3 2 1 4
) I ? 1 1 r f

o 3 ————

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

V\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. ’ s ‘e 32 *1‘- '

The upper part intended for the Pupil is every (%) :

where constructed on the five following notes, L% 4 !

and the fingers here indicated, apply throughout, each for the note prescrlbed The lower
part or accompaniment,which is intended for the Teacher. contains only the prlnclpal times
of the bar, as crotchets and quavers.

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

'The two hands mus: constantly be held in a tranquil position over the five keys above
fndicated.

Subsequently the Pupll may occasionally play the under part as a useful practlce on time,
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 carefully al-
so to the Terms Whl(‘h apply to the style or manner of execution. :
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Tt % FLLE  cr.f iS00
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< % ¥ /3% * 3% 7 3 =% 3

NB. The Coda must be played about one third quicker than the preceding Andante.

. 14 R eggon.
ON THE CHARACTERS which indicate REPETITION; ABBREVIATION. &c:

U

S1. The. character S ,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 enly which has already been once played;if they are placed on the right side as
lI: ;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: o S : : '

+ M 4 43 2 o L2 % 5o H 143 =
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Here, the notes previous to the first fall of the hand consist in 8 quavers, and the 4tbar
contains the value of 5 quavers before the dotted double bar; 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 strietly in time as any other bar in the picce. 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.. /-

$3.When over the last bar before the Mark of repetition, there occurs I™M% and over
the following bar there is placed 229;on the second time of playing, all that stands un _
der I™° must be omitted, and consequenﬂy we must pass on to the gdo. Ex:

l3/?‘,11'»1.0 V2¢[o+123
2N -

“_.Al leg'ro. z

14
+

e

\
- :
)T 2 | - ﬁ
o e B [~) [
y | 1 | N N R N 1 1 1 1
LS 7] -1 1 : 1 I

o 23
—~0
N

v
4__‘"?
e

'"ll

d —~ a 4 2 1
+ 3 - .
= + P——- [ . ,—p— }
7 e . T 3 e "‘ﬂ
} ‘1 - 8 |
' 5% ; —— é :
: F. 4]” { ;" f‘ t : ;‘L§‘
- I - & -

- Here we see that the incipient notes before the 15! 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 having'1™® placed over them,are to be played the first
time; the second time they are to be omitted, and we must go on at once to ¢do. The
same is to be observed in the 24 part.

$4. To save space and useless writing, various marks of abbrewatlon have been invent.

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

$5.When several notes connected in a group,as for Ex:the following' pasqageq@ or
ﬁ ,are to be repeated several times successnely, instead of these repetitions it
is usual to write so max}y times the character g2 or / Ex:

v
sy

. Nlell

Abbreviations.

"mf’

A N
>y
As Pliyed. ANKNNKN ' 1 -
AN RO N S A =t I - - _e 19 1
‘ ﬁ%ﬁ PP e Sl E R ]
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- When: an entire bar is wholly filled up by one such -‘Si‘g'n, as, —=—, the whole of
the preceding bar must be repeated. — :

S6. When a note or a chord is to be struck several times in succession and with
equal rapldlty, the passagre may be abbreviated as follows. ~

L ' Quavers _ .. or . Semiquavers.
wseerisions. (RS EE=E=== ==
. N . . N vr’ '

CAs played

.u._ﬂ

Semibreve in quavers.

S ; =
= = i
“w
—ssssss 885555

ébﬁreviatiopg. 9' 5 &' IA ] 1 - 31 L) 1 S 9] —
Quavers '
As 'élayed. ] i —
1 i - 1 rj' [] H
5 - : =

Semiquavers.. - . Quavers. Sequuavers. :

When .such notes have three talls through their stems, they, of course, 1mply Demi-
semiquavers, and so 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 vortex, and yet the prescmbed time of the piece must be strictly kept
up. Ex:_ 2

as Ia\ ed.

- — |y /
—--——-I/ -///- ’

Tremolo.

o3 @

Y
o
4
4
118
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S9. The words Da Capo are sometimes placed at the end of a piece,or dal Segmo g, ; they
denote that the actual conclusion of the piece is not there,but that we must return to the
begiinning of it,or to the sign ‘¥., and play from there till the word Fine indicates the conclu.
" sion. Ex: ’ . 2 45 43

3

o SRCE 3 R 212 2 T ¥ 1 -3 : A .
2 .2 12 + < + + o+ 14 + +
+ JF#FJ@# Hotrs f—»] z%
'Alleg'ro. £ + | ' ' #__ # Fine.
2 1 + & & 255
: FH‘W’ !_H I:l { F { — — — :": ! 1
& - lh 1321’ T —o—+ ll 3* i r2le w ‘
. epli®e,l+ 1 2 @14 &ﬁo— + 3 BPEEEEE
%f#flbt‘ﬁffff—t[- ;f[}"‘“ 1.3—-#-'1"1&_‘;:7' + -‘1 }I‘Fﬂ
J ‘ —— Da Capo
, . -ﬁ- -ﬁ— .- o2 o2 - dal Segno ¥
o " g 1 1 — : Tm
\ " ,1. J| i - o ] t i —1 = i d I f i 1 7 - —F

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.

v O~ ARPEGGIOS.
-$10. When chords and double notes are accompanied by the following' marks.

e sE e e S

4
| g DIV 4 ﬁ %« P4 < T >l % q Te e
N 4 1 I 1973 1 L ' 1 L H

S 1 > ~

[ i, 1 . - . |,
they are broken or sprinkled into single notes, played one after another, and always

proceeding' from the bottom note upwards.
Moude of Pluying.the preceding Examples.

e

Here we percieve the right hand must always follow after the left, and consequent._
ly both hands $hould 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: : : ~ '

Vo WP=N
b= 4 &
‘U [&
£)- P
FeE
o i by £ : |
FAVER= 4l M W T 1 —~ o
s DILP 4 a oo [ H
A
ot ~ .

N3. Here the tics 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. » '
3192 " '



CONTINTUATION of the J4% Lisson. o 139

" PARTICULAR RULES ON THE DISTRIBUTION of the NOTES
BETWEEN THE TWo HANDS.

S12.When Arpeggioed chords, in which the successive notes are actually written,occur in b oth
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 are to be struck one af ter

another. Ex.

+ 14 ’ +1 4'
=F. == |
- o 23
. ) 3 N 1 + £
Allegro. +— =/ ++ 14

i

N ! :
ol It T L —

({/1 = P &— + & v[;}

[ oJ Tt T + 1 31+-E'

2.
E 4\1"" 4 - N
; s p
. — — : —
vV

$13. When such chords are to be held down, the following: mode of notation is made use of
in slow movements. ‘ , /

» - - rf ',; o | - + N :
Py Py 1 I - T o i 4
i. Y - =) T () = i "' e
{ ) . 1 & - g P ) e~
S P 0 [l M T | L
J Fo ) o g
Allegro. i ) .
. ] | -
: = | > f'z gj -
7~ . o} F iy . | > - —H
AT F ¥V s (W) = PN ] S~ ~— T
A N2 WA . I (W) L M 1
[- T T =1 -
i’ n

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. " . S ' '

§14. When the notes are quicker, such passages are written as follows.

“Allegro
Modt?

: . X 1 - T T T &
The ties apply to the whole of the following: chord, which consequently ‘must not be struck,
but merely held on. ' s C A
$15. As from 2 quavers a Triplet may be formed;similarly, from 4 semiquavers,we can also

“form a group of € notes, or Sextuplet, if the term may be used. . P e
‘ 131,23 3 . 22N se 5EF Ty g3~
- iy . : Vo >y

Alleg tto

. sl



140

§16 Where such a group of six notes,is to be played against ordinary quavers,we na-
turally distribute 8 to each. Ex: :

~ - /_: N TN

Moderato. - ] - o
' 1y A — —— i
A \ W] H 1 .

§17. Occasionally, however, such groups are to be played to a triplet of 3 quavers, and |
then only two are distributed to each. Ex: \

H - 1 1 : r
o - - 2 :&

8 -
== —

f )
| 14 BB W]

4

‘ ' 3
Moderato. - .-

o — i

_r

§1s. Groups often occur 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 affeet the time. It
is usual in this case to write the number of the notes over the group. Ex: '

: " 5

Allegro. : s 8 ’ = ’ s

: o O8 ) L 7] : ﬁ—vjﬁ"ﬁ ‘ (7] E R S B i
} - IV - T’ . B ﬁ . 11
A v , N ¥
As 5 notes go héreto a crotchet, they must be played somewhat quicker than ordinary semi-

quavers, and somewhat slower than a Sextuplet or group of 6 'semiquavers.
S19. Sometimes also 7 semiquavers are written in the time of one crotchet. Ex:

7
ﬁﬁ-f 2
1| .

Allegro i o —
. nmon

troppo. |i= + W 2 o . -
| O = = =

P ") R 1 oz i

.- | v v v ,
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-
tinet groups; but they must run on with the greatest possible equality. Ex:

aeettts

Allegro. f

NTTe

o 6 -
1 1
7/
3
+ 3+ N + .
N
N -
~ ~
Vv A
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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..

§21. In modern Piano- forte music there very frequenﬂy occurs, partwularly in the right
hand, caprlclous]y 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 10 4, 10 to 3, &c: without stiffness, hesitation, or inequality, is a work of conside- .
rable dlffwulty, and the Pupll must be spared the attempt, till he has acquired a certain-
fluency and independence in his fingers, and much readiness at readmg the notes. = - .

‘We shall not therefore speak at large on this subject, till the 89 Part of this -
" Method, which treats on style and delivery, but merely insert here in the mean
- time, a . couple of Examples.

‘Andante.

'g';l.‘_'_z,!.o- - v PR

@ 1+232 132132132132 12121*’ - %
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CONTINTATICN of the 14" LESS QN

OJV‘ CROSSING OVER AND INTERWEAVING THE H./I.N‘DS

S Passag-e% often occur in which the hands must cross one. over the other such, for Ex-
amplc, that the left hand must for a short time be held crosswise over the rlg-ht s0 as to play
* highier up on the instrument;and the reverse, o that the right hand, crossmg over the left, takes-

the bass.
§23.This is done to produce effects which could not be obtained in the ordmary way of playmg-

" §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.

§25. Such passages are generally known, from the pecuharlty of the notatlon 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.

1efthmd.4| | ﬂ 1 ‘ ﬂ_ . ﬂ ﬂ ,. __A_

*_o @
#13 & . - - -
right hand. l' N . . . _ .
o 2 —  J -
. \,fggﬁf, » 2 - y = ol 44H§
b4 " T ] I I - — -
14‘ ‘ I ] L -1 -
- - Right hand crossed over the left. |
RH. :
e 3 3 2
— e fe ot ® Lope £ £ en; &
A {‘: I ! SSS=S2 é ’ *.
A NS4 g
oJ

DO ?@-%gj%

mufl T v ok
. We must take care that in crossing the hands, the shoulders shall not be unnaturally
- brought forwards. .
S2e6. It 1is not uncommon in such cases to write each hand in its own stave. Ex:
o+ 3 +2% L24 +1.4

X o o ettt B~ ) : '
e —— % P i R B i
{']VV 1__1 v L v L 4
v i
4
-
{
o

v

. -
2 .
- & 'rF 3 ll 3 + F":' + . +| 4 )
e e ey
N\ T B ~ ”"J j
3 gsz % -
o ! £ ; l,,,'£+ 1 1 3 2 1 lg'
—X » {®: < m: — J}
I T 1 - ic—
+ + L+ .
y y . r 2

=

G.
Vq~
N -
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L)
M
N
N
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ENEL)
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L)
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N
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§27. When the notes are to be quick, the necessary rests:are occasionally omitted; and the -
player sees from the stems of the notes according as they are drawn down or up, that the form-
er are to be taken by the left and the latter by the right hand;as also from the number and
(onsecuhon of them, whether they are to be played as Trlplets, Sextuplets, or Scm1qudwers

» Ex. 4 L4

L3 13 13 13 1> 1 & 14 33 33 ;3 g

'i
.

L
)
))

L —-' AN R A
- ~> W
] “ A4 -‘-"-V"-'

‘i ; E ’ .

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 passagees may also be playeh inthe.
fllowing' more natural and easy way, in which the lowest note in each bar is struck by the

left hand. .
+24+ 2 +24+2 +24+2 41341 + 24 4+ 2

%@ﬁi“!b el ‘?ﬁr; s
S AARA CARAN TR LR AR

| 1a

1L4

1

ilt

But as the crossing of the hands produces quite another effect, it is necessary to do. so,
. dnd the Composer never prescrlbes it without good reasons.
Ses. Slmﬂar exchanges and crossing: of the hands, take . place in the following Exerclse

21 e 1 21 21 21 21 S | 21

WI—'
’”H
W’-
W_
77 =
$
%
sl
)
€ ¢
‘Iﬂz
_:h—?

77
||
/A
WIr - :
'S\ y v
o}
» XY
-
q
||<
]
]

The left hand here plays “all the notes of w’hJch the stems are drawn downwards, and
crosses rapldly over the right hand where necessary,while the latter remains at rest. .

§29. It is easily understood, that in such passages the rules relating to the tranqull
holding of the hands, cannot be so strictly observed as usual. But €ven 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 g'reat weight on the keys; so that
-even in the quickest movements we may always retain at our dlsposal every de-
gree, ‘of power that may be requisite. ’

8192 .



144 ' : ¥

§30. Similar to the crossing of the hands, is the interweaving: or inserting of the fmg ers of the
one hand,(grenerally the left), hetween those of the other hand. The player must here take eare

that one hand does not touch the other, so as to impede its movements. Ex: s
24 +13 2D
= | == = = = = F- ==
1 1
3 3
T 03 N
<
1 1= 1 .
3  —E— E

" In such passages,each hand must choose such a position and mode of fmg‘ermg', as may be
most convenient for playing them distinetly and intelligibly.
S31. Thlb interweaving of the hands sometlmes occurs in passages of mere tranqull melody.

¢ .3 3 3
4 v 049 ?‘+l M T
% v I — - > Ld_._l,..__—g - > >
o\ [ (Y P r A
- T T T B | r
. + ’ ( v

)

R o 5 %
Here the thumb of the left hand must be held between the thumb and 1St finger of the rig’ ht hand.
Ssz, In Arpeggm passages, crossing' of the hands often takes place. Ex:

B ) ’.__+ Y
T
zanal

R\ Y

;.

,}v:

Here one hand must cross over the other.
$43.In the last’ Example L.H.stands for the left and R.H. for the right hand in forelo'n mu-

sic M.S.(man sinistra),is generally used to - imply the left hand, and M. D(man dritta or des-

tra)to #dicate the right hand.
In thh manner the Composer in doubtful cases shows whwh hand 19 to eross over the other

3192



61.

Allegro.

¥
prer]

’
Pes

BECL2ED on the 14 ./‘ PO ITONON i

fgff]&éf 121

4S5

A | 1@ :\’ 2 3 2
0% sE=cS= g e
J 3 j] . ) =
f i 3o :E;§ . 3 p

VWA

| §410 B

).
v/ D

/:_’s*eq\'

4‘ 3 :: . 321+
£ - + 1 21 3 .
1 l%' 0 P, 0

L D]

11



=
“

SR TN

e~ N
N &

3
o
Q
1
£2es
dot.
II
/\
1
.

-

3

+ 4}

4
P - . NGLIT : A s . ‘
- It -~ o Sl ol el N ”m i
& LASLIE I B AU M WO e

I
4
e
P
L

e
1

4'/\
o>
‘ J":g
-
1
1
—

=
2
£ress,s
—» y /4
+ 1+ 1 2ouemt
b e
ol ol
) +
£, Fee
. ] e
1 | 1
- / » - 13 4.
- = ‘ : !‘l_a
-

=
S
L‘J
e

<>

-

39



Andante e\presauo. ,

: ék\f"{ﬁ#—w "
%*—}—‘—jiﬂ - 2
Bx. J . ?{,
2.' 4 3114-5 -\ ﬁ ’ "l
. I .
{l

3 3 4
qtf\_p_ N /\f_;fF '}l'," + 21 4 3’8\ +
er——r— = === e Fry
4 1 ;. - ‘ . - 4 '
N £y = et i e
(2 1 ] o F S ! A\ -

6 6 ‘ ; 6 24«2.,,22 , 1 ; Q
o 3 . —
~t3e, 41 %2 14 "';_;1", Fee F te »

. - e
p— » 7 o
F ] 1 1 - I T
LN 1 N 1 H |
l -
—~1 1 — 1 -6 1/, R PR e + 3 4 3
v B #ISRIIONEe B *. (P12 9,12, Pa
EZE I J - . gl ———— y !
o/
] + . + +
44 2 U-0-2 e 3 ;_. £ 4 2k
Al ) [N [~ ? st e |
— ! : —— = S ‘.
/-\4‘ N
1 F ‘ 81’(’{”’
o ~[ ) + 3 2 + 1 + - + N N o +
. BT — i .._#_'_F 1 PR + T =
Y71 —T
j 4 LI | 1 1 | T T
.J -~
' 3 1a . ——
L : Nl - k
o)+ i _..F 4 —
X h — ,i {r S - -

gl o ’ b .



2_— 123212 % . 3
o+
! T - (
- _' _L
— @ — \ -I%b!.i_
«vL 1 |
"’J -
4

L]

L -
.
‘1b+5321 T~ ST N a st % and A\
o FF'!"P‘ t121 4 39439 3.4 o 1 loco 8% beco
¥ & XA . 0 L
! e —— fﬂa} =
v el —— -
. 3 1 .
4 K 4 3 + 1 3 + 1 3
. - — - 4.
-___i’ N\ }.7 — 1 1*5 1 |

3192

e —— e ——— e




.. RoxDpo. AU? vivace. sy A
4 r}a """""""""""""""""""""""" -

: 2 - . 3 . \ .3 2

1252 G2l a ax Wt b 1 2 3 L 2

o 2
L
¥

1 ; . .
/ r ﬂf" 'i 1—'—4_,',.# Mri_ I i J
L Cadenza. - : l/ ? tempo. . i . .
L) - N 1S
~= A g
e J ST =

" 3l9g.



i
A
i
W
L1
M
=
'FL
U4
L 13K X 1A

77
e

i

&

wA

"i? Y i S |
" ! 4. '

2 21t 1+1 3 VG

The first strain must-be played agdin,but witheut repeating Du Cupo senza Repetitione

. ; ’ - sino_al Fine.

its several members, 3192 .



Moderato.

o * 52
1 2 4 < T+ 4+ 3 S el
‘ — e — —— = - }'f;'—
CEx:s —== = g B )
o ) 3t ‘ & -
o cofefef Lofotor storotoe ot
. 11 1 ‘?‘-—?- 1 T ? i 1 f T -

I 7,0 NS w—
X7

LAY BT
N T 7 Y 8 [




i

/1’_

rﬁ-

7 —

Y Y

g

S}
1
-
7

.-

K.
N
4 +
43
' N
PR
2 5
TUITY 1%
T
L @

ey

S 1)

3192




+3 +

Allegro.
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Allegro. 24 2+ 2+ 24

EX. AT I y
’ o E 1 1 1 g
67. w9 -
X AR 3 .
2+ 24 24 = .
% " 1 ST Th
o1 ‘ ASmay AS.4 AmENY
¢ 7 Y myml mes mvaay =

)
)
N
3

T - . e - ] . I
In the sccond part of this last Example, in the 3¢ 4 7" and 8th bars the crotchets and
minims ‘in the left hand mu<t be held down their full ialue.
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Durmg- this lapse of time the Pupil  should, as occasion may serve,be made acquamtedmth '
the . following short sketch of the Intervals and their different denominations.

S1. The Pupil already knows that two keys which are named alike, are called an octaveas for
Ex:Cto C, Fto F, &c: But smaller distances between one key and another have also their pecu-
liar denominations, which like the term octave, are borrowed from the Latin lang'nag'e '

§2. If we strike two keys together, the one which is the deeper as to pitch, is called the root,
bass, 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.

Unison. Second. Third, Fourth. Fifth. Sixth. Seventh. Octave.  Ninth.  Tenth. -

. ==

“'We percieve that the keys taken Wlth the C,are always those whlch belongto the Scale of that
key.
§3.The two last Intervals, the Ninth and Tenth are n reality only repetitions of the 214 and a4

~When the right hand ascends still higher, we shall again have Fourths, Fifths, Sizths, &c:
S4. Any key, either black or white, may be chosen as the bass no}c or root of such a series of

Intervals, if we take the upper notes from the Scale which belong's to such root,and which the
Pupil already knows from the Scale Exercises.

4 = — S e:ﬂ:#:ﬁ:E:-e’:i |

() O

v ia)

g

Unison. Second. Third. Fourth. Fifth. - Sixth. Seventh. Oectave.
. Unison. Second. Third. Fourth. = Fifth. Sixth. Seventh. (ictave.

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 1ntermcd1ate -
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,p,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 eircum-
stance has given rise to the different denominations. o © o D.  in Eb

S6. The Third, the Fifth, and the Octave are the most ’ i i g
pleasing' intervals to the ear; and when they are struck .

together, they form a chord which is called the Per-
fect Common chord.

B

If we double this chord ever so often, it still remains
~ the same. for Ex:

”

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

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

§2.This prefatory indication has naturally an influence on the smg-lc notes and divisions
of each bar; thus, for Ex: the crotchets and quavers in a slow movement must be 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 arc 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, together with their sigmifications.

GRAVE. Extremely slow and sedate; very serious. A.N'DANTE Mmmg onward:  slowly;less so however than
. Adagio.

LARGO. Broud und lengthened. Ncurly the same : ANDANTINO. Progressing with a tolerably slow pace.

degree of slowness as Gruve. . .ALLEGRETTO. Somew]:i‘t Iively, cheerful, yet not ﬂxzrrying

. onwurd.
LLARGHETTO. Somewhat less slow, yet very extended = ALLEGRO. Fast, Lively, with Agility.
or spun out. PRESTO. Very fast and vivacious.
. ' »

ADAGIO. Very slow, yet not dragging. PRESTISSIMO. As fast as possible.

S4. The indications of the degrees of movement are now often modified by the fol-
lowing' adverbial expressions.

MovrTo. . Very. ,RISOLUTO Resulwedly. With powerful determiriution.
MeNO.  Less. . VIVACISSIMO. With extreme vivacity.
Piv. More. | FuURr10S0. Wildly. Impetuously.
NON TROPPO. Not too much.. . ' CoN SPIRITO. With spirit. With importance & wcight.
QuAasi. Nearly. Almost. - SCHERZANDO Plyfully. Sportively. Lightly.
MODERATO. Moderately. . CON BRAVURA. With force and effort, overcoming
.MODERATISSIMO. With extreme .moderation. difficultics ‘dih"dist.inction.
GIUSTO. With exuct measure. ' PIACEVOLE. Ina pleasing manner. B
Un Poco. A Little. Somewhat. MESTO. Mournfully. |
ComMMODO. Conveniently, Suitubly. AMARILE. A;migbly.
CoN MOTO. With a certuin degree of movement. DoLENTE »
Mosso. itutily, Quickly. Con Dororg. [~ Tnfully: With grict.
CoxN Brio. cuiy. MAESTOSO. Mujesticully. With grandeur.With nobleness.
Con Fuoco. with fire. ' ' AFFETTUOSO. Impassionedly. Movingly. With emotion.
VIVACE. Lively. With warmth. a CANTABILE. In a singing style. Melodiously.
_BRIELANTE. With brilliuncy. Splendidly. | 'TraNQuILLO. )

o Composedly.
Carpriccroso. With- funcy. Capriciously. QuikeTo. ‘
AGITATO. Touched with anxicty; with emotion. So0STENUTO. Holding on. keeping buck.

LENTO. siow. MancanDo. Failing, losing one self, &c. &c.

192



157

$5. We see that by the addition of these adverbs, the different degrees of movement may
be determined and limited in the most varied and yet positive manner, whether as to the in-
crease or deerease of their primary signification; and that there are innumerable mi -
‘nute modifications of movement, between the slowest and the quickest times which are
equally applicable to every species of measure. ‘ 4 |
§6. Many of these epithets occasionally occur in the course of a piece, in particular
passages; for Ex: Meno mosso, (with less movement); Piu Allegro, (quicker); Non tanto lento,
(not so slow.) :
§7. The following epithets relating to the time,or movement,also occur often in particulér
passagres. ‘

A PIACERE or) ’ ’ That is, out of the regular vhythmic flow, and consequently the time is left to the
-

At will. feelings or even fancy of the player.
Ap vLiBITUM )

A Tewmpo. Occurs after some such wilful interruption of the movementjund directs us to return to, und play on
in the time originally prescribed.
TeEmpo MO 1, the time first prescribed, after the occurrence of some deviation from the movement in the
course of the piece. :
ACCELERANDO. Grudually accelerating the degree of movement.

STRINGENDO. Pressing or hurrying onwards, gradually faster.
- , g ying g

Grudually quicker, livelier; more and more hurried; husteming yra-

\ A
SEMPRE PIU MOSSO, PIU VIVO,
dually.

\ . \
PII\J DI MOTO, PIU VIVACE, PIU PRESTO.
DOPPIO MOVIMENTO. - Twice as fast as befure. A double degree of movement.

L ISTESSO MOVIMENTO. The same movement; the sume time as that alreudy indicated.

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

A1r.A POLACCA. In the time of a well known Polish Dunce. A moderate and tranquil Allegretto. .
TEMPO DI MENUETTO. In Minuet time; that is, slow and graceful.
Tevro DI WALZE.  In Witz time; quick and Lively.

Tempo p1 Marcia
The moderate movement of a military march; a quiet Allegro.
MARCIALE.

PASTORALE. Pustoral, Shepherd like; a tranquil Allegretto. '

Se. Any musical piece produces its proper effect 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. '

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

Then, and not 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.

3192



158 | o
: CENTINUATION o f the #\NGER EXEXCLED.

While the Pupil is engaged in acquiring the knowledge of which we have si)okcn, the
Tea her should by degrees add to the earlier exercises those which now follow.

NB. The semibreves in each Exercise are to be held down as long as we repeat each
bar, and must therefore be struck no more than once.
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100 16th ?Lcsson

ON URACES OR NOTES oF E.MB]*ILISH.M]'.N‘T AND
THE SIGNS EMPLOYED TO INDICATE THEM.

S1. By Graces are to be 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.
§2. Such embellishments are either indicated by small sized motes or by peculiar charac-

ters, standing over the notes.
On GRrR.4cES which are indicated in Notes.

§8. The most simple Grace consists of one small note only, which is called an .Appogmtura
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 perceptﬂ)k- portion
of its duration;it must therefore never he held down, but the fi inger which is to play it,
must be raised at the very instant that the following: large note is struck. Ex:

Right hand * g =~ —
- P . —~~ .
| = £ f AN P . NP - S A
| Q 1~ e 1
i > . &1 3 & [ . &1 v 1 P ™ TR o>l il el 1
) B W] [ [V 17 o ' g | [ I I 31 [ o T ! 14 | 5 M 1 'l T
3 I3 x 2 rd - i v X 7.4 HEERE @ AJLL bl
+ I 3 +. lv

]

- ; 1
Y i "4 v i3 | 3} o
1 3 — . 5 3 -
A S rw‘r I R 1
P 2 1 4 4 3
] + pat?’ ) &% 1 m 1 4
41t Ly x4 _T( .-'l&#« i o I + 12 S g+ x™ #13 19 )&2;
) | s v~ 1 7 A th'i LWLy
O T r "o . S St gy S |
~ ] MR Vv 4 %

S4. If the Composer desires that the little note should be held down, he must write
it in the following manner. . -

3 1 e . - .
F+J Ny g3 + g Lg

N + +
O CT—"5 T P i ——
ryj N = = T [ f

In this case dlso, the upper note must: qmckly follow the Appog-latura while the
lower one, because of the Tie, must be held down.

S5. When a simple Appoglatura 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. , i 3

4 3 4 4 . ‘g 3% 4 ?_323 3"' 3
3 1 T a1 ~ S ORF k@2 ¥
¥ + +
-~ Kt 1
S |
] T
e
L w
N
—
)
——




6’
S(‘ In a similar way. the Appogiatura must be struck together with the accompaniment in th{\

other hand. Ex. oy 4 3 _ 3 e
3KR 2 +x"'° N %, i 1 4'§3+ K*t x:l" x* ‘iP(; . , '
et s . 8 P — — s — o —

¥ ‘j\tﬁL I——— ! i— E— !'_',—‘_—— S T
SE==e==s — =
. \/:ia\/ 1 T 1 f fo' 5‘:’9 t 1 - & IL
- o | I ] )
As Played. | ‘ ‘ .
< v_,z"j ~ :}h ‘MM W A e
- S 1 11— 1 I i e o > f
E o , AN |
o T A - e S T L St A ! : ,
E . B 1 L

S7. From all these Examples the- Pupﬁ will percieve, that the small notes do not in the
least disturb the measure; since the JAccent, 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 notleed to wit, when the Appogia-
tura stands before the follomng' groups of notes. ‘

| I’é "(! j y_ F:F‘:‘ m— f 'f‘ : X -{‘
o i " : [ 1 # i g |
Py ‘-Hi#',

All the four notes are to be played equally qu'ic\k, as follows.

Played —£ - : = F - :
thus. M@F = ‘r i y:
S9. The Appogiatura may also be played in quite another manner, which ‘is very often em-

ployed in the older class of Compositions, and which must therefore be attended to by
the Pupll since even now many writers occasionally make use of it.

§10. It is here taken for granted,that the little note must be considered as a sus '
pending' note belong'mg' to the melody, which to distinguish it from the appog-latura
before explained, is called the long or accented Appogiatura.

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

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

\

-

o

Long- Appogiatura.
| - | ' N N N

—0 ‘ P | [

— Yy — [#) ) P~ 7 o L J f! 7 9 u' '; - D —]
% B ] I I i { - !
</ - B i = — ;

As played. A .

— , S 1 § R . .
%= = prsclefe W;—'Jﬂ
- I | H 1‘! 1 H ! 1

o - = ' > > = >| l

Here the accent falls on the Appogiatura ]tbelf whlle in short appogﬂdturas it must
he placed on the following note. :
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512, When a long Appogiatura stands hefore a dotted note (which therefore consists of three
parts), it borrows from it two third parts of its value. Ex.

o) Jl ) f\

| |
: P2l (7] I 1 I -
As written.%jf -~ —* s - L — H__ﬁ_1l
' o ' * T
‘As played. #ﬁ— al ; [ g =
S am— ] | —
o i = = p = =

, = T
§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.

0 LB J N 4 N ‘
% . _w = =
JJ v q .
7 T, : . | :
As played. gy _ = ; : éﬁ =
A - = Tl - -
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.

) | | I p ‘
) N (W) —& W)
H—= S = g g =
J ™ N »
. Po | j | | f— o !l |
As played. —gft——= S L (%) g!:‘::‘ gl - (W) i
.J - 4 l A | v ' <

S15. At present such passages are genera\lly' written in full sized notes only; and . 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 notes, 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: i .

3
12 .
3 -+ 4 : B 1 4+ 2
#f‘ - *ﬁ”a 2 a3 . b 1 + g3 2'go 51
- o & : - o -
MOderatOc Y7 ¢ - - 1 - 1 - ,}é II'
Y - t — ! "
oJ '
+12 4 23 ' .
+1g +1 4 123 12
Q +
TR LTI PRI - PR P
%:1__1{ & 2 e J hef + - V L]
I & [l - -
- I & —t ~ I = uﬂl; FCaa [,l
o/ 7/ 23 : l
23 43 1 ‘ ‘
1oy 21 3 g 8 N 321 4, +12 4
. 2 2 f—_ﬁ + 2] 4
2 é g 5 ¥ 4— F—' r— + ) : I‘ +12 N 412 4 =z
e e [ PP ey & -
X B a— o 1 T Lz A I 1 L . 1 1
:_y I p e -JI-A T

NB. The long runs which occur in the 7% gth and 1th bars, although they pass over
very quickly, must however be commenced with, something earlier than where they stand;
that is to say. during the counting of the second crotchet of the bar. hecause the fol .
lowi‘ng' large Note must fall exactly on the third portion of thebar and not afterwards
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COoN TINUATION of the IGth I,:33

oN,

ON GRACES which are expressed by particular characters..

1 0Oy

$17 In the music of former days, there are to be found many characters for ombc “Ishm( nts
But, as many of those graces have become. anthuated and obsolete, and others more conve-
nient and precise, may be,and are usually. wrltten 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 (~)
The Shake, indicated by (fr ) /

518 The transient shake consists of two notes whlch are added to the wrltten note,
so that this latter is struck twice, but between its repercussion,is placed an added note Ly-
mg' one deg'ree higher in the scale than the prlnclpal one itself.

m-

>

i

A it B A DA e , A . 2y e
s \AJ g o ~. }- - '——.7' ..‘
written. ) o —1 i 7 — o wr i et
Y —— R fa‘g’_\l 23, _ — s
s f\l. ~ "\.ﬂ y oo N gfﬂ ~ a8 e
played., — -~ - - H T s 7" i i
The two htﬂe notes must be played extremely quick,and the accent falls o the 34 or

written note.

$19. The higher note of the trans1ent shake must always be borrowed from the scale of that very
key in which the passage occurs; and when the Composer has placed a mark of transposition
over the character for the shake, 1t alwa) s applies to the upper note.

i 2

4
1 M- 1 % :
i g b g
: 1 f | ul - - l[ F'
2 3 23 2 2 . - J . .

+ 1 + ﬂ ‘+ 1 E.‘.l & == o i_& ’ L
As played "# - : S  —— !!
v 1

§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 U
3 2 2 > — j— Al‘sr AR
geiimte e
3 T 4 —* %’ + _ .
¥ :ls 2 2 1 2 3 43 $ 2
e N3 N i@ _‘f\ + ¥
As played. O h ] > > —-‘ :
I— I—— —— i r esnsued -———11

They are to be distributed in a similar way with respect to the accompanying notes in the bass.

A AN o) X D . A
‘ o .} ‘ «. o o [ .}_LJ " v‘
| 9 . | " As played. . e .
F < r. ) - -
— fif’ For— o PLF S2E
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Sz1.The Turn is of three kinds, for it may consist of 8, 4, or of 5 notes.

§ 22. The simple or direct Turn begins with a notc 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: ' \ . o

5 2 2 e 2 e, 2
As written. %__‘l = M f:‘ E = I = — . =
Yy I ] [ J -
.) I . J j
As played. m = 'ﬁ—krﬁa = I\ - ‘ @ZF . =
) L4 ; P /R O I
’ .J ) / e o T
: o Turn with doug)le notes. >
The 3 small notes must i;e played extremely ﬁ 2. — o e—
quick, and the accent falls on the written or ‘ o — '
principal  mnote. ’ . As Played. —_—
The distribution as to double notes, and with * ’i\ye ; -
respect to the bass, is the same as in the i
- Transient shake. ﬁ
: . r' !
| : [ FN _F ~ |
§ 23. The double Turn,as it may be called, be- #i? s ?'ﬁ" —
gins with the principal note itself, after which all i g 1 =
the notes of the simple turn follow. This 15t note As Played. =
is generally written in a small sized character. ﬁg@l e By
| ' . 7 — f i — ﬁ
. , : Y 1 . 4!
_ A | 5
" All other rules are the same as in the simple Turn. —g—2 3 fr_T Yo
- §24.The triple Turn begins by a note a degree Aﬁ:i?f‘y —— T :_.tEE
lower than the double one, and then all follows as ¢} Plaved i
- in the latter kind ﬁ’F} . % P —ria i e v
. . o _
: g (ion i — i ’;i‘:ﬂJ i
o ! . |

- All the remaining rules are the same. v
$25. A mark of transposition over the Turn, applies to its upper note, and below it,
to its lowest note. For Ex: |

b
: 2 ¢ ¢
. # )
7 I— ¥ i ) il g ¢ # § L
——a" e e e
o » [ I I

As Pliyed. | b
s il J Ej -  BEB= =
. —e : LR 3 'p f' = " } J

See. Turns are employed in 2 different. manners; namely: first as a grace before a
note,‘and 24 as a grace after the note, or means of comnection between two notes. |

S27. When the Turn is placed directly over a note, it is played as a grace anticipating: the
principal,.  in the manner we have. already described, and always as a simple Turn.

S¢8. But when the Turn is placed hetween two notes,it is still played as belonging to
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the preceding note, but it must be introduced as late as possible, namely, just before the fol-
lowing note. : »

In this case the double Turn is generally most applicable.

G4 //4\2 T~ 1>
RN 2 S I T T BT
PRAY Oy 2 g T T o e 5

{
1
T

:j As written:

. 4
3 - -
TR i R % . e + S R 2
2 2 Z _g_ 2 ‘ﬁ'—’ 2 11 20 -F 2 ﬁ#
P : i l = ‘F- : ) 3ot 321 LAwRil
u i d A I ki L p:Cadl —y—
| 470 I, O A Mt 1 :
vAs,Played.+ - . ” o
) +2 +1+ . o o r B ) @
S UE. r - —p = : 1" : I‘ N f'q, [E
g T e ii i i { L &

- 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 4! quaver.
In both cases, the little notes must all be 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.
_ '~

et m— 4 _ g = ' :
?’T‘(—_ﬁ“ - 0 > F — * 2 —— T - +
d Ca /{ — ! -
.o 321~ 321 g4 - ' '
. 4 .3 321 —
2 323 + 1 2 2 9 + e M+ P o221+ ome3
A N —Pig?: ' = 2 ‘ e —
) 2 — I — { i I — L
As Played. & ~
ayed | - L £ £ o 57 e
(&) ) - l = . { F_ ﬁl —F ] f " I- - }'4.‘

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

¢

As written. . 2
Y x4 2 .
(4B ] - ) - [F — If — -
As Played-. ‘ 321
S, 2 321 % 1 2 + ,_3 +
—— o s =
- v . ! i |"all
il V =

~ S31. When the Turn is used as a means of connecting mnotes, it must never begin by the
- principal note, because that has already been struck, though it must always conclude.
.with that note. o ‘ _ ’ o v
It commences therefore with the higher auziliary note. o
- In very slow movements, it may also, as in the ¢riple Turn, begin by the auxiliary
note below the principal one. - o o

S~
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. Andanteo Q141 R ;-; 3212 . » +12 /-—\

. ~ 21+l 3 g QI+ . :
£ e P 31 m~ e p 1+ 1 _ﬁ_2 ";________—-_.
J = X - - — * e i -
Ex: 'Yy | No, . . + 2 + 3 4+ 2+ 1

;"\L‘l 3 ht
LA 0 S
' 4
PP 3 124 821+
P + e~ 2 ""r".v ]
p——~ -

o)t Lo

D ) & -
~—H1 < Ei

4,.'. 21+ 3 % -
1 ~ :__.’ /‘\ 321+ . -~ y 0
b ="+ el 4+, NP A SAE D
o T N q —t—— e i
17 N 1N r—
) %A 4 o 5 & -d

{ -~ -
f.\: |y 1 P
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L v U 1 |
. 4o 13, 13 .
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N3. NB. When over any note there occurs a double fing‘eriﬁg, as here ‘ , the key must be struok with the 15
. rE= .
e |
of the ﬁng‘orx indicatedy here f'nr Ex: by the 34 fingrer,ind the other fing 1 £ the place of the former, the key heing firmly

Yol down all the time, 4, .
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I Hesson. 171
O\ THE “'Uﬂ/"

_§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.
S2:The Shake is indicated by the. character fr or fr~~ over the note, and it consists of two

‘contiguous notes, at the distance of a semitone ora tone from one another;namely, of the
-principal note as written,and that adjacent note which Ties at the distance of a tone or a-

semitone, above it in the scale, which latter is called the accessary or auxiliary mote.
These two notes are struck altcrnately, ‘and with the utmost possible rapidity and equahty and
this is continued as long as the time of the prmclpal note lasts Ex: :

v 1 -y
, - +1 2 /r ~ AARAAAAAS E 2.
: ) . = o :
Shakes, . z 5 ~ S J', S
N - -
g Nl kil Audl B A4 Al B
As Played. ; A e m——— o
S m= - - p— : : —— v

P ,,
> '}glﬂel'ﬁ' 2 : 5 z12+zl2lel-'/rl %
ﬁ:ﬁ = e w e
- §3. The two little concluding: notes must be pla} ed with the same cclerlty as those which form the
shake, and the lower of them must always- precede the principal note, and never the auxiliary note.
. Though these concludmg' notes are generally written,yet" when this happens not to be the
case, they must be added by the Player.
It is only when several shakes immediately follow each other, which is called a chazn of
: shakes, that the two concluding notes are omitted. Ex -

Y Py
PP PP I
et JAIHI._IEHI=-JI'II'1 n’i""‘-"-

'njrjmni----
*’* ________ ==;=gu-u-lxqﬂ_.r_7.._(’r’r’ )-(-“

2 3 ——_ +
e 1 g — g _g—— ool o ¥ e,
pa— ] -----ﬂ

g.‘E---==--’ _z.z;_p i

Remark Although the mode of playmg- the shakes is here explamed by means of a determl—
wate. number of notes, the Pupil is by no means tied down to this number; indeed it de-
pends upon the movement of the plece to determine how 1 many single notes cach shake
shall consist of; all that is reqmr(d is, that all the notes are "quick, equal, and distinet.
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2 1. The Shake may begin in three ways, viz: () with the principal note il-cif.  This occurs
when prior to the shake,gither nothing has preceded, or some other note, not the same as the
principal note, and which therefore must be taken on another key. Ex. -

12t 4 A, 3 ’ 12 /rl'w o :t‘ +1

/T’W i V4] ‘ ,Lrw +1 4 /7"\/\/ + E A~ %_ 2 +
| ~ .
1

2= = E—' < I - —— ) : Lo
G, —F P = - — —
d . 12 ‘ 1 21 . .
as played. o 3 121 +1 + 1% ’ +1 1 1 2 4
; — i ‘L__ﬂﬁ—_': 4
121 {1 ’ ’ o =
(B) With the auxiliary mote. 'This must always be the case when the principal note of
the shake immediately precedes the commencement of it. 5o | Lo ~
K - l 1 S .
: 21 1 Yo 1+ y PR
DU I S I 4 .
‘ ] .I 0 ' j‘x || = B ﬂ_{l o~ - .
= R == _ =
g : 3 ¢ . -7 4
as played. . - 1 21 1.2 2 0.1 +
as piayea. @ 3% 1+ YRS ofolo.,p 1
: ' e ——————E — _— R
e ~ b
1 1 gy 1 : 121 as played. \
. T . ' #f)t&/’ ~ s p+12121 +.1 3
(c) With the lower of the con- fo—y—° —n -+ ! "'
cluding motes. wiz: o : o B  —

This we may .occasionally allow ourselves to employ, when the shake is of some considerable
length, 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 course,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 sigmature of
the piece,or according to that in which the passage 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: | : .

— et -7 fte ™ # : . -
—_ﬁf g \f t t F 4ot 'ﬁs r o<1t i —® |
XY |72 - o
o as played.

21
o Ps %P,

Y

when they wish to indicate, that the shake is not to have the usual termination. .";.‘. v
1 . B g
R v S~ PO Sy

o As Played.
12 1+

§6. Many Composers emt)loy the simple sign of the imperfect shake, or note merély shaken ~~ ,

ore%” P P, 19— 7
A et Jnd_dod_hef ——— oY Y i
S e e sy il

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 celerity as
those forming the shake.
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y 'S7. The lower concluding note must always precede the: principal note. ”

It would be a great error, to take that lower note immediately after the auxﬂlary note.
: bad é,(md '

rod
g;o

§8. The rapidity of the shake i is- not liniited, supposing’ that it is play ed dcstmct and. equal
Sometimes it must become gradually slower and slower, till as it were, it scems altogether to die

away. he
. Z Q ‘I‘J
For Ex: :é = —
Josf dim rall o
)
as played. S i e —
sf dim: ‘rall. PP Adagio. | v

This decrease must be managed in an equal, regular,and well digested manner.

 CONTINUATION of the 17" LESsOMN.

SHAKES WITH BOTH HANDS, AND DOUBLE I~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 mote, 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 :

-



A4 v
St1o. With like rcg-ald to the most perfect cquality. must a (‘ham of shakes, dlll shakcsonhold—
ing notes be exccuted. Ex.

)
) | f - B
t: = 0 s . ni———
1 i
v Dim: . ‘rall: .
a— 4 1 ——r—
T S
o . #CL.
o/
1 : : o~
S— e
e —I° =
el B | L
i
Dim rall: bp o
1+1+ 1+2 32+1 4
1| * =
T -l 3-? 1 T :L'l .
o’ o‘?‘v#,bd;%. »
~—

)

We sce here that the number of notes in both hands are exactl_y equal a smg'lc note too
many would cause discord and confusion.

S11. When to the shake and in the same hand,long holdmg‘ notes are added, they mustbe\kopt
" down during the shake, according to their value. Ex.

b

~

|
2 : : ’ -
4 = o s .
== B R e il T ——
\, P 1: A r J.“ ' .
‘ .
)] s
= + |
=5 ===
as !

played. % +1+1

.
- |
-i---—*_"* i
(D PGPSV G W W JP

The long note must always be struck with the prmc1pa1 note of the shake. '
S12. Skips with shakes, following each other quickly, must be played merely as shaken notes

that is, without a formal conclusion; and each must commence w1th as well as terminate by
the principal note. Ex.

A~ . A~

*— = z 2

—— : = S—

.)' - 212 . ltt‘
_p 12121 191211!#1!1 , L ##él ,

as played. Wﬁﬁqﬁ#: = A e |




And similarly with double notes. Ex.

=——-_°-——:-—>°— -

J 2 g 3 2.3 2 ¢ 2 ) ‘ 3g3e 4343
i ¥ % 2 ﬁg
\ e . %, :

3.2 3 2

[

The skip must be: effected with the utmost rapldlty $0 that between the bhakes no inter.

ruption may be perceptlble
§13. Double shakes for one hand are subJect to the same i'ulcs as those that are smg'lc Ex.

P R NS I S N
(Yt — |

T :
$14. Sometimes the shake appears ln connectlon with quavers or even semuluaxers be.
~low it.  Ex. :

b . ke

— /7' — . oS 5
P9 —9 000000000000 r=
XY —— 1V| A N E: *:#—&' | :F — :
e i  SSES S Sy s s e T o v '

Y

‘When these quavers or semiquavers consist of the same key, repcatcd again and agaln, ,
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 ahake, never with the auxiliary note;
and this is done as often as the prmc1pal notes occur in the shake,without hmltmg' 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.

. i '.:ig3
[ 4

O < s 4 as o ‘ : ' :ﬂ
‘%z% slayed OB S B8 3 |

- , . 8l92

‘. .’_:HO
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S16. When, however, such notes are plaCtd over the shake, they must alwa)S be struck
together with the Auxiliary note. Ex. '

In the left hahd the same rules must be observed.

§17. Sometime a melody is added to the shake, frnnnnnrnnns ! ] J J- i

. either above or below it. : )
* The notes of this melody, when they are e not quick, P !
must. be struck together with the auziliary notes of the shake. Ex.

4. . PR :
- as p (lyed Yga5ts  Yias m f//:""?’f 4 \
{ o A
= s Bl = PEPS Y

13%5 - el f : : —

§1 =" 5

* Whe n,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.

§18. In this case, however, the notes of the melody must always be followed. by the prm(-l—
pal note of the shake. Ex '

Allegro. m | '
e, | NN S N )

< 1 oo = e —F
S e ‘
| ] S
as played

4 5> 4 , 4 -
. ) 4 / )
29?2&5} 32 932 1__8_1_4‘_'-1-_,1#?'. Pily @2, .3 32 2 1211212121 21+ 1

Y 4

] | .Y . ' = p—

= - 2

 Here, we see that every intermediate portion of the shake must both commernce and con.
clude with the principal note. :
The contrary arrangement would
b very bad. Ex: '

$19. When after a shake there follows its: prmmpal 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

tolythc shake. i Ir. rannnan: ; : :
E N ) H‘tq:?—hi + 1 1 ‘l ;—_;

as played.




When, howowr aftcr the tled note tho f'ollomn » notcs ascend, the lower con.’cludmg
note of the shakc ‘must precede them. Ex.

'§20. Shakes placed in the middle between double notes sometimes oceur. .
0o L L L | N -

In these cases the double notes are struck.. — =, . ——
together with the principal note of the shake “‘f‘ = S F :
| asplayed.  } T | $ .
O
- () - T ———— N~ e~ N
B i S leamman st e e S

n F b
The same; somewhat more easy 4 3 "

— -
L g [ T @ 1T T |
W oW 4 i "-IF'I Py T >

The faclhtated passag'e pPr oduces as g'ood an effect in a qulck time as the more diffi-
cult one; only observing that thé double notes must everywhere be struck loud and held down. .
§21. The following passage requires a peculiar mode of execution.

4 4 : _

P rrrrrrra 1218 ., . .. e
i as : ) . N

.’.‘m} played.

L e '

S22. The Pupll should devote much tune and attentlon 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 fmg-ers,
for which purpose the followmg' exermse will be found useful.

Po) C 414 121 232 343 232 121 ) +

7 = I~ o — | r~—W——Hr~—H y 11 PO —
1
Y) - O ~ . ~ S -
32 212 z 212 323
434 13 L\N ‘ fr~ / 4 - ‘
Zay® hos e 7 1§ =N I 104
12 nis —— ~“ [ Y— 1.5 —O—N () S e -.%

434 393 =12 e 2;2 393 ‘
_ Ca élv S = | (W] : élv :
' ~ 971'7 ii - : i . I
’ . . - N . !
B L 21 51 -
Subsequently too the double = —— - —
shake.in’the same way s : ’x- f

s The pos1t10n of the Fingers in all shakes, must be the usual one; regularly bent,
~and no finger must be lifted up higher than another.

«)'(; >
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PRACTICAL EXERCISES ON THE SHAKE. N3.

Andante. " 1 S fr~ 1§+ 1
N (2% % ____”_2 _/, "V ;_g 2 . ) " l Fo# F
v — N - — ¥
& ) —Jé { = O ) = _‘::i

=
e
-3
B
)
%
.
L
0
"
"
"

£)
174

7

‘"
L
N
H__-
N
o _
$~+ 1

N ——- e e i e eme————
2 g4 7r > E 2 12 323 4
2 ~—
3 2 3 2
0 /T_g__e_*ﬁ. 1+ r . . 1 + ~
Re™ X - — ! } D )

- » - .
G S= == ]
— 1% T 1 E— — 11
6’?3‘_-------.------.------.------.--:.---------.i--.f ..... S S loco

il

/
) 1 - -
+ 1+ /rvv 1 ‘M o
.'_ .0 ;- 1 + /}‘ +
~ —TTTTTTTT
0O Q Q. ) #d ;i ] "F 0.
L ) | 1 + 1 y —
A\B”4 —
JJ = =
 E—— ——1—H —t—+t —t+—

NB. The finger which stands over a shake-note applies always to the{prin‘cip,al; note of the shake. .
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180 - Andantino. ‘ PU
WW\W - +l . /TM’ 1+ 1 .’Rg 1 2 3 14 1

# +1+ 1 . .
S ) = S v L : O * -
L W P .
¥

Ex:
+

76 N
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184 18 SLesson.

ON STYLE & EXPRFSSIO.N‘, and the CHARACTERS wused to indicate them

PREFATORY REMARKS. -

S1. Each key, considered individually, may be struck more or less loud or soft.

§2. Similarly, each 1nd1v1dua1 key may be struck quite short, or held down for a period
more or less lo

3. The estabhshed degree of movement may for a short space, and in parhcular pas_
sages, be changed for one that is slower, or quicker.

S4. From the combined observance of these three principal rules, consists what is termed
style, and refined playing in musical performance. '

ON THE FORTE AND Prawo.

§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. n

§ 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 augmentmg the power of cach, 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.

g'{ To express all these degrees of Loud and Soft the following Italian terms have

been introduced; the exact s1g-mflcat10n of which the Pupll must learn both to estimate
and carefully observe in practice.

Jor. (forte) loud.

' ffo. (fortissimo) very loud.
mf (mezzo forte) moderately loud.
(piano) soft.
]~)[0 (pzamsszmo) very soft.
12f. (poco forte) rather loud.
sf, fz, 8fz, (sforzate);struck smartly and emphatlcal]y, this term is g'eneraﬂy apphed
_ to sing'le notes only.
IP- ( forte ¢ piano) one note loud, all the others soft.

cres: (crescendo) with encreasing power, swelling, growing greater,
dim:or dimin: diminuendo) with decreasing power:

decres: (decrescendo) g'radually diminishing’, growing less.
dol: (dolce) soft.

dolciss, (dolcmsszmo) very soft, ' .
delicatamente, with declicacy. ' |

energico, with power and ener

marcate, each individual note w1th peculiar emphasis or weight.

§8. Each of these signs is placed, (generallyabbreviated), 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:
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Here the first bar is to be played loud, the second soft. The 3¢ bar and the minim in -
the. 4t bar, very loud. From the quaver in this latter bar, every note is to be played soft,
t111 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 9th bar begins piano; a gradual increase of tone must then take place, and this increase
must continue through 2 bars, and till the commencement of the 11th bar, where the real forte
appears; then we must begm to diminish the tone gradually till the commencement of the
13t bar,where the plano again gives place to a crescendo, lasting' through two bars; 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 elther over or under the note.

&QT—EEQ_ ' T I S A A S N S
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+ ¥ 4 1 3 2 - v
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Cre y ‘:4—## & 'iJ
s AANCE v is 5 .

Since the entire passage is to be played - piano, the notes marked Wlth > or A must
recieve a slight degree of emphasis, approaching nearly to mf; but not by any means
’lco :,1)" If the passage were to be played loud the emphasm would naturally be much
ouder.

$10. The crescendo is also expressed by the gradually opening angle ———.as is the
Diminuendo, by the closing' angle —— Ex: -
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Jil. As the g~entlest Piannissimo must still be distinet and 1ntelhg‘1blc, so on the other

hand the Fortissimo itself must never degenerate into a mere violent dlow, by which the
note or even the instrument will be put out of tune 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 pressure. never by a dlow, and it
therefore never disturbs the tranquil position of the hands and arms.

[N

O.N‘ THE LEGATO AND Sr4cc./1ro

S 12. When we hold down a key that we have just struck, it continues to sound Whlle the vi-
bration of the string lasts, and that through a certain time, unless we raise the- fmg er
from the key.

$13. If we strike a key and then instantly quit it, the tone is but short, and it is dlrect]y
damped or extinguished.

S14. It is very important that the Pupils attention should early be dlrooted to the dlffer_
ence between a prolonged,a connected, and a detached touch; and he must perpetually
be reminded as to the exact difference between these thrce kinds.

§15. The prolonged touch cousists in this, that one or more keys are held on,while other
notcs are played to them. This species of touch is indicated in the following: manner.

- I | - i l or also. | | -
P — —T— == 7 =
%4 1 0 ~ T 0

Y g o > . ' - L a4

516. The connected touch is that,where we hold down a key till the very instant in
which the following one is struck. ~

e

] J <& -

- 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 Leguato: such marks are called Slurs.
§$17. In the detached species of touch, each key is quitted by the finger before the fol:
lowing one is struck; and this is indicated either by rests placed between the notes, or
by dashes ", or dots --..,Which latter may either be placed under or over the notes. Ex:

_ » Lo . . .g:

N : i : v o

AN 'f v; > i1 &1

AN 1 T i T T 1
17 - = - B T—1

oJ - v “.‘. v o T T T |

§18. This separation or detaching of the notes is indicated by the term staceato;it is ef -
fected by a gentle w1thdrawm“‘of the fingeers, 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 b(-tween the legato and staccato

Gy ——
ﬁtf . CHer -i“v'l‘:% ‘

i

B

| 188

. } '\_.._/'/4 — 3

Here the fingers must rest on the keys for one half the duration of the notes, and the
~band must remain as tranquil as in the legato: so that the notes are shortened only by a
gentle withdrawing of the tips of the fm aers,

BIEK
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520. As slurs often occur between two notes only, they must not he confounded mth the
characters called Ties, as may be seen from the following: examples.

Tzes ' T | p—— nSlglrs —~ r— e i
7\'0 . - .N'ﬁm_‘ i — - o] L_i:
#QI 1 i I o i 5 —H w2 ) i .1%4 o ‘
. -,.\Jy lV = .- J.JV . > -

In NO1. the tied quaver must not be struck again, but only be held down accordmg to its
value; because both quavers belong to one and the same key.

But in N92. all the quavers must be struck,because they indicate different keys, and the
Slurs only denote that the one quaver must be connected to the other in the legato 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; because, as is well known, the latter only protract the
duration of a note, while the former indicate the detaching or separating: of them.
- S22. When short slurs are given to groups of 2 or 8 notes the 24 or 3" note is in
this case played detached. ‘ \
: 3,‘&1_'_ ,\I. 231231 1/—\

4 . : 234'4,‘2 . ' - .
PIEITE- DY X B PPy
Y : "_ " o — o I —
g U

§23. This sepdratlon of the motes must be still more marked when a dot stands over the
24 or 3¢ note. Ex:

/\. —~ . Ne , ~ /\ /-\

m s ' ] —] '*—H:-u;a\-i' ‘ i -
- ' 32 o 321 2 .
§ 24. When, however, slurs are drawn over several notes, although the slurs are mnot con.

tinuous, but are broken into several lines, they are considered as forming bhut one, and no
perceptlble separation must take place. Ex:

Py /?\\:im ’m R -
ﬁ% 'f_g’ i et

— =t e

Here the last note of each bar must not be played short or detached; but it must,on the
" contrary, be connected with the following one.

Should the Composer desire to make it detached, he must place a dot or dash over it.

S2s5. The Tle and Slur are often met with in combination. KEx:-

1 .

3~ 3 1 4 3 1 3 +
.+ 2 1 - - o 4 A~ I 1 ] |
5 f' i —Fﬁ : ———— : i B - ' 1
d ' 7 —— —1 11 1
aL/ 1 - —

Here the whole must be played Leg'ato and likewise every tie must be held accordmg-
to its value.
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226, In passages in many parts, oftentimes the same hand must at the same time comiect
some,and detach other notes. Ex: ’ : :

"+

. 2 2 *
* . +- . _’_' l. . e
: q-m T
‘ 1o a—
\?V ) ~
/
: S & £ 4
RS S 1
< 11}
4 .|
$27. Cases sometimes oceur, in which some  notes are held down, while others are only
closely connected together, 7 2 3
. 1 B3 1
3 * 1 2 & : , 2 ¥ + 1= +
Lento. ¥t o + ¥ — 1
| | ’
! I ol L P H
N ) | i 1 m - 3 ; 5 [.d
[ (49 W W] % E _‘{U ’{ ~ gr #® l,\_/v
-‘N/% ~

34 17 4

Here, all the notes in the right hand are held down, as far as the bar-line, except those
marked  x, which are only to be slurred according to their value as quavers.

In pldymw such passag-es, the pupil must carefully observe the import of the notes
and characters indicated; as holding down many of them beyond thelrproper time, would
produce false sounds and detestable harmony.

S28. When dots stand. over notes of long duratlon these notes must be held exactly
one - half’ of thar usual value Ex:

. e .‘ . . N * . .
. .- . e , . |

{ .A' o L . i 1”4 3 L} } J.=
i#, - I 7 € : : :

SV —~l S A V4 L}__: 0 1 - ﬂ

v & @ < < . JV : o e . €

. . . .

oy ° - PR ! . 1 * >

- v - v
SRS S =1 @ - i
E : e —it

N - . . . ; #" . .
1 . [ 1 & H‘l 7 e ) e i P e
. / 7 I - 1z 1 ) R AN R | T—] 1 I 1 o1 L T
XYV | P 1”4 Ll v |”d ] | |
f 7 v Vv ] * !

In these cases the keys must be struck with more than usual emphasis, and the notes must
be held on for almost more than their usual value.

To express this peculiar lingering manner of ho]dmg down a note, many Composers
write — over the note. Ex:

A ) - _.'_-. . , . . - #/'—Q-\ .
A .
ﬁb O——= A e — —
}— _ 1 -, I I 1 1 1 T T ¥ T ﬂ
AV o ] gf— ’

A note of this kind is to be kept down almost beyond its full duration.
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© §$30.'When nothing' is placed over the notes, and they-are not separated by rests; they are,
in compliance with a general rule, always to be played in a smoothly connected man-
ner; for the Legato style is the rule, and the Staccato the exception. If, however,
. in a passage consisting of notes all equal in length, several of the first are marked with
dots ....,the Staccato lasts till the passage is ehanged, or till some other charac-
ter appears. Ex: : | :

) . \ 123 - 3 7
51 3 3 b 12+ < ; 14 o
n +12+14 2+Ei#1r@#i" l+'_ J’i 2 1 -\\-i 1+, _'.FF_.. :zr-;‘,_ )
o8 T - T4 = +1 Iﬁf _Gﬂﬁ
1 ores dim. ores = 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. '

"TERMS reldting- to the LEGATO and STACCATO modes of TOUCH.

LEcaTo. Gliding' one into another; smoothly connected.
LEecAaTissiMo |

' / : ' ‘hing: longed R
Morro LEGATO.}- Very connected; n\e_arly approaehmg to the prolonge touch.
TexvTo. (ten:) Held on, is sometimes placed over single notes, which in that case, must

be struck with emphasis, ard then be firmly held down.

Sraccaro. Detached, separated. , -
- Marcaro. | With peculiar emphasis; generally united with staccato, though also .
'Ben MarcaTo. applicable to the Legato. \ '

LEGGIERMENTE. | free, light, agile; is most properly employed’iri ‘quick movements

LEGGIEROD. afd in the somewhat staccato style or touch; though it -may also be

Con Leceierezza.) 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 _

o duced into general use. , ‘
- Remark. As the sort of detached touch,indicated by <77, is not expressed by any Italian
term in general use, we shall propose the word Scrorto 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
.deli€' and agiile), and therefore express this style with perfect correctness. |

ON RETARDING and ACCELERATING the degree of MovEMENT or TIME.

- 531 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:. :

S32. As this already belongs to refined execution, to which the third part of this methoc
is 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.

'+ 8192



Rrrarvanvo. Always retarding or slackemng' in the degree of movement,so that each
division of the bar gets something slower than that which 1mmed1ate]) pre-.

- ceded lt. Ex:

. . + 3 / . , : 12 4 __3 L% m .
; 4lliegfro /\ 4 3 + L 2 43 25 =2 +//;1 ’:
- CH — g s o :
o/ P - ores:  Ti_ _ _ _ _tavﬁ.i_ - - _y-dan__. _ _ _ _ - f
ot e, e 2L | oPe  sPs &
: T = — | — ' F ——
S — : ] - - '

This retarding' of the time must proceed by equal degrees, so that the last bar but one
must be played with evident slowness (almost Andante) till in the last bar the real pausc
or Fermata follows.

RALLENTANDO
‘ l Becommg' slower and slower. Much the same as thafrdando.
SLENTANDO - j

Mogrexnpo. Dying away. Not only becoming gradually slower, but also g‘radually soft—
_ er and fainter.
' CaLanpo. more and more composed, ) Refer chiefly to the gradual decrease of power or tone;hjt
: ‘SMORZANDo.g'raduaHy becoming extinet.j also imply a holding back in the time or movement.
ACCELERANDO. always hurrying forwards |

S TRINGEN hasteni nd mor }, consequently getting quicker and quicker.
INGENDO. astening: more a ore

N

+ 3 ’ , 2 m 3 2
! | ' . 1 I | I
===
Allegro JJ ! ¥ 4
P cres: acce _ _ _ . _ _ _ . _le_ _
modt.o‘ o o o o ) > - - ‘.g -'?&
(O —a ! _?__F : » i T S o i
£ Z 1 | 1 J 1 1 | 1 ]
,,,,, m
' . 1 1 ﬁ_ 2
a1 4 3 2 1 + 3 2 1+ F-; £ £ §
\V ] 1 IP It IP-_? IP I’ ? , I | l
e —— |._...|iﬁ-—-nl~-—--——hn-n-llll-l"'é

iy
8
i
j

ANIMATO, CON ANIMA,

Vivo, Vivace. }- moving wnth spirit, life, and ﬂvamty

$33. As soon as.the Pupil has become familiar with these subjects, he must strlctly at_
tend to and reduce to practice all the characters and words relating to execution,in what .
ever future pieces he may study;and he will find that going: once more through the little
exercises which he has already learned,will be extremely useful in this respect. ‘
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.o - ONx THE 24 KEYS or SCALES.

7SI, If, beginning from C, the white keys are struck in the following order.

c D E F G A B c
Vo) ] ]
e ——
. J , :
The series of notes which result forms so agreeable a whole,that the ear is perfectly
satisfied with it. This series of white notes would sound comparatively imperfeet,

if we were to commence from any other key than C; and if we add to it some foreign and
“unconnected notes, as C#, G, Bb, it would sound still more strangwe and discordant.

* §2. Consequently the white keys alone, form a key or mode in which,without the help of
the black keys,we may write entire musical pieces, as we have already seen in the first .
practical exercises in this work. i

§3. All the 7 notes helonging to this key, are repeated in each octave; and they form when
struck one after another, either in ascending or descending, what is termed a Scale: and
since this scale sounds 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 be 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 S4F the 4G the st A the 6t and B the 7®;and in like
manner through every octave. . B ‘ -

§5. These degrees are not all equally wide apart;for from C to D, the distance amounts
to a whole tone, (because the black key C# lies between them); from D to E is awhole tone
also; but from E to F, (that is from the 8% to the 4! 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 semitone, as may be secn from the following example.

e — A |
e % = * s
D ~ ’ — —F |

1st Cad ad ath sth e¢th ~ gth gth

</

 S6. Consequently the scale of an octave consists of 5 whole tonts and 2 semitones, and
this is called the Diatonic Scale. ' : ' ’
~§7. We may nevertheless construct sich a diatonic cale 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 place in suceession,the 8 first degrees as whole tones, the
3% to thea™ as a semitone, the 3 following' degrees as whole tones, an('l,lzzls’dy;T the 7thto the sth again
a  semitone. ‘ o - ,
‘When for Example, Eb is taken for the root or key-note, the scale will be as follows.

/" whole whole semi whole whole whole semi
tone Y . tone tone / tone tone ' tone tone A\

-0 LI
% 1 —1 b — = =
— 1 194 i 124 {
st e 34 ath 5th sth 7th sth
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§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 zvor bsmerely serve to produce the requisite distances between the degrees in each key.

Here follow all the 12 keys with their diatonic scales; these are called Major keys, to dis-
ting'uish them from the Minor keys, which will presently follow. . | "

(1) c major-. (2) C# major. (38) D M?jol‘.
Jo) ‘ . ] ‘| | , l .
© ] ‘ = STAls Eesem e S =2
Py A e o to o ' .
(4) Eb major. (5) E major. (6) F major. ,,
+ 4 » t b - V1 i 4 !:
=== i et —— =

— =:—#E#‘ i - —+ i

(1) F# major. - (8) G major " (9) Ab major. L

Gt e e

1 ! l 1

10) A major. 1) Bb major. . : (12) B major.
/{ ) ke _'_() o "bf"( )

: . s atete e {
?:L ! it = ESia | ]

It must be remembered that C# major and F§ major may be written with flat sig*nétu.rc‘s,
in which case they are respectively named Db major and Gb major.

A (2) Db mf:jor.

‘ N (7) Gb major. ‘
1 1 y I ] :In, r‘—B' : _h } ®

X . i T i
I I 7

H

'S9. When a musical piece is written in any one of these 12 keys, the requisite #sor biare
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 ¢ or b thus indicatedthe player directly knows in what keythe
whole picce is to be played; for the Sigmature applies throughout all octaves to those mnotes
which require to be elevated or depressed,in order to satisfy all the rules here laid down. o

§$11. The prescribed # orb 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 KEYS.

b ' : E)
C major. G maj: has 14. D maj: 2§s. <A maj: 8 gs.
## 2 # T l}f# u# :
[ 4 1 #
0 - S, O
. J Y Y
has nothing. # applies to F. # to Fand C. # to F,C.G.

U
b o
us

#
. 2T
b1y
T

(©
::E:
©,
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o E maj: 445 Bmaj: 58s Fg maj: 685
- 4‘# -4 #_# . | 2 #JL#* # N
" lt y—t—4 lllL‘#ll =4
S — . ' o '
Y 4 tECGD. - # to F,CG,D,A. | # to E,C,G.D,AE.
i T ———
:@iit—# @& = o=t 4l
: Gb maj: 6bs ) : C# maj: T4 Db maj: 5 bs
‘ e — o
ﬁ%ﬂ& . y AV #ﬂs \ 74 U,.P . H
vV bt BEAD,GC. Y3t ECGDAEB. YY) to BEAD,G. |
TRIE ——yer T
A , m b H g H
Ab maj: 4 bs Eb maj: 8 by Bb maj: 2bs ,  F maj: 1b. _
;‘IDI lv. - 1 LDL || g A i 11
\i’, —L . A\ 4 " V. ' SV - '
Y bwBEAD. Y btBEA Y bt BE. Y bws
o)\t | - Za)* : : D ° ¢ :
O b e 2, , =

S 12. These sigmatures the Pupil mﬁst impress upon his memory, and attend to at the com-
mencement of every piece,that he may alway s apply them to the proper notes, and that he

may mnever 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 belong 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 .

EY

. ON THE MINOR KEYS.

D
- ~

S1a. 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 wrltten in these minor keys, and they differ from the
_major keys as follows: = . :

S$16. The third degree in the scale is taken a semitone lower i in thé minor scale and it is
therefore depressed by a b ora j.

By this means from the 24 to the 34 deg~ree is only a semltone, and from the 8¢ to the 4h
is a whole tone. Ex:

1 ] y ]
i f 1 ‘} — — ﬁ
== = ; ,
1st 2d a4 4t sth h - gth gth

Gr l:.td(-gree
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C17. The feeble and even pathetic character whlch the 34 deg~ree thus dummshod gives  to
the whole piece,  serves to distinguish eompos1t10ns 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 ascendzng' minor scale.

But in descending, these minor scales experience an important alteration. For if we play
the preceding scale in C minor backwards, as it stands there,it will sound hard.disagreeable,
and unsatisfactory,and it will not possess the propertles that are so striking in those scales
which are called diatonic.

S19. The experience 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.

===2

.‘\'}L_;_———;EbJ—i, o - -
5 1

I
|
1 2 38 4 6 8 8 7 6 5 4 38 2

~ T8
N

Snd in dcscendmg' the semitones occur between the 6th and 5t and between the 3¢ and 24
cgrees.

$20. The signature in these minor scales is determined by the iumber of #sor b3, which
are necessary to form the descending' scale; and these marks of transposition which are ne-
cessary in ascending, are on the contrary always added in the course of the piece to. each

note when requisite, merely as accidentals.
S2l1. Here follow the Scales in all the 12 minor keys with the necessary mgnatures
. s ‘ | , :
: 1 RS S—— L Pt 2 o ‘ :
C minor. ﬁ b —I% w has 8bs.the same as Eb major.
: 3’———— —& | f ! :
: ‘ . _‘_ i 1 I .'_ ‘.
., 2 #r* 1 2 + ‘ 3} i +. 1 P> 1 1; 2 1 + 2 1 “
C# minor. i l T 5 —— 4t ik
" b H_gtﬁ",i et ] Hhas #5like E major.
- ‘ T I ¥ N
3 A+ 2+ 4+ 4 + 21 +
~ D minor b — - | ! —H 5 : :
, . P i i as 1b, like F major.
i:jj:‘ - ] = "ﬁ;&ﬂ | ? oma ‘-
) 4 ﬁai 1 + ‘ N 3 + 2 2 + 31 + 1 : :
. S 4 3 1 T— R
D# minor, : - #o ot — has 64%like F# major.
1 —
The same key written by flats.
. N 1+ , 3 . 2 2 , + 3 i + 1
. ) b 1 N I |- . .
Eb minor. 4 EE —IH;'_E_ ==F TE = has 6bslike Gb major.
5 s 2t 4 o2
!

( . :ﬁ—#‘ - g } : | &
E minor. 'ﬁi : Mﬂ%g_};ﬂ has 14, like G major.
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6 ol L3+ -3 3 . +3 ,  *
F' minor. 'bv“" i jj. “r = o H has 4bslike Ab major,
J ! ' —
| 7 2 #* 1 . 2+ 3 y,+ ;:.. ,,2 ‘ o+ 2 C 2
F'% minor. *ﬁm' o st 1 1 ﬂ has 3#slike A major.
. 1 .
Y - : —t
. 2. 4 Y .
- 5 gb——t+—+—t 2 — e .
G minor. &:3{:3 i , ——F Foa g {f has 2b’slike Bb major.
, 5 ‘ |

I3 ) 4 2 2 R
9 s 2 1%+ ~ wt e o bg it 2 L
G# minor. %ﬁ_é#:_']jjj_r e e et i Y has 545 like B major.
R . T I — 1

o rt '
‘The same key written by means of b. | |
L% t g ;'b olL? has 7 bs:consequently one for
- - 2
Ab minor s b — —t y 1 every note, like B major, if
° T T i .
: ) — — | we were to write it as Ch ma-
jor by means of flats.
) I T
A0 s e s g Phei, e <
A minor. m ! — i i S | has nothing for its signature,
J I t L ] . like C major.
o o 3 3
11 W i ‘# b}'- -l# f bohe * 2 - 3 A
Bb minor. o w1 S o i has 5b%like Db major.
. T, T 1 T I H i
o o . T
‘ * o : | . A
12 + 1 2 + jo £ Lip + 2 _ o
o 7 li K T
B minor. , —— — #—J| has 2¢i)ike D major.
= ———

S22. The Pupil will have remarked that 2 keys,one major and one minor, have the sclf same
SIg‘nature

Thus, for example, C maJor and A minor have nothmg',Bb maJor and G minor have 2 ba,
major and F# minor have each 3 #iand so on. ‘

$23. This identity of sigmnatures between two such keys forms a sort of harmonic aff Imty
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 itsclf: It consists of the Ist
‘gd 5th and gth degrees of these scales, and it is called the perfect common chord, or-harmo-
nic trwd to distinguish it from many ‘other less harmonious chords.. '

. ’ - .
4 ) S %/ Lf: n S
$25. These chords may be either major or minor, according DY —>S—
d , C major, C minor.
as the 3¢ degree is taken major or minor, that is g'reater or .y

. .
less Ex: - - — _“.__ﬂ
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S26. Here follow the 24 keys, expressed by these chords, and arrang-ed accordng to their
affinities; and the Pupil must not only learn by heart these new Modulation scales and play
them through daily, but he must also be able to say how many gXor bseach key has, and to
what key, having the same sigmature,it is related.

)

have nothing. have 1b. 2 5%
|
' i = -
b z — b Z 2l
= .
C major. A minor. F maj. D min. Bb m.j. G min.
P :
1 ] 4 0
|21 ~ iy &)
v + =
b4 - 'v H ’
3bs ) 4% 5b’s or THs
o) l Lot &) Ly
) O L @ 1040 ~ Db
B 1o [, > | R ~
F ML 74 2 v (&, V1 s TS <
4 =X
U b . . b : i : ’ Db )] b i
ED maj, C min. AP maj. ~ F min. or Maj. Bp min,
. . c#
v t - : | - t
Qi = A | <
oo P | Mo <
6bs or Gfs Y S#s50r  7b%s ' P S ‘
'y . . B~ 4t
s — s ~ &7 F i (S
BB, T . S 1 # =
| LU LI
11 s T
. - Ep L - G# | .
aj. or min, B maj. or min; E maj. C# min.
D3 " Ab n
o o *
f..LL‘ v, &
gl . I, 4
o [ed LU
- "
3 . . :
- 3 8% 28y o 1 —
%# 3 4 . - =
* — P < < = - (W]
1 )' mw
A
A maj. F# min, D muj. B min. G maj. E min. C myj.
1h . -
e & L S ‘
(e #,7 ) #L‘. } # |'
A S 4 pre < ~ ] 1
Mt bl e P T
* = <-

S¢7. In order to know inwhat mode a composm on is written, for example, as to whether inD
major or its relative minor key, the Pupil will generally find-in the first bars all that is ne -
cessary to make the difference intelligible to the ear. But in unusual and doubtful eases, the
‘begrinner may discover the truth from the last and concluding' nete of the whole piece, for
every composition must end in the prescribed key. Ex:

Allegro 3
. =] : 31 2 + + .
P T N 1, N 1 gf' 9 + 1
1Y 1 1] 1 1 v I
e ' e
s
o [4
I.
N + o
D 1' g —
oo 4—, —F = o i e
| 72 1 ] } o

» ’(,C)
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, 3 1 3 2 g 1 1+ Pewe? 1E = 2
Pe=c=—== ~ =
4 T 77— —
o N — _—
)é/‘ﬂnL é " F
A e 1) - - R o -y " P
j. 2 . 1 1
L v_ T L T 1
i o , I | -
%
2 42 3 1 . ) +3 +Q . .
O ol _— e et e s
T - oL H-
T F = # {‘—rL ;r =

B

‘I}f

——TL—-h

Here the Pupil will soon percleve Mmh of the 2 compqsmons is wrltten in Eb maJor and

whirh in C minor.

§ 28. Sometimes the key changees i in'the course of the plece, in this case the altered sig-
natuse lasts till the original one’re-appears.
$29. A piece often ends in ma}onalthoug-h it began in the minor of the same key, and

the reverse.

$20. We insert here a longer example, and one that must be well practised, in order to
exphu n aLl the keys and their signatures, scales, and the usual chords.

4 . 4‘
N I N S
Fe kLY
+ 1 + /
- - 1 4
Sy e
V.
4
: i
S A S N

3192

1€




= ﬂﬂ%‘fg “: 3 E
_ﬂ l

3

.&“,l’—)




Db major. . + L+s
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. . ’ + .
B major. + 4 lo+3
b + J y ) +e

G§# minor. 3 +

T ) %) 21 [ ST NS -
VT T T T
- va
3
2 .
+ + 2 4 + 2+ LN
F N X 1

[

5 + | p 3 [
Gl 4 2 o 4
. AL -
- +

"., 32




$al. Many Pupils are so accustomed to play only in the easicr 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, aﬁd 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 #ior bs.. 0

~ 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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~Allegre vivace. 45 .
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Allegrro moderato.
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ON THE
FIRS'I‘ 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 rules: g'Wen in the Method or Instructlon book
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 quict,clear, and satisfactory manner.

2. He ‘must be so far capable of playing;as to be competernt to exemplify practically tothe
Pupil all the rules relating to the right position of the hands, arms, and fingers, to touch,
fingrering, time, and style; as he oug‘ht always to play to him before hand each little exer-
cise zand passage.

3. 1 have uniformly found that a flrm, though friendly, warm, and patient manner of g'lv
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 attractlve form. Good temper is.
as advantageous in Teaching as in life in g*cncral. Y

4. An important means in this respect is a fortunate choice as to the musical piecesto be
studicd. We shall gain nothing by torturing the young' Pupil with Compositions which must
appear to him as old fashioned, unintelligible, and tasteless, or as too difficult and trouble
some; every 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 expericnce.

5. Pieces which are adapted from orchestral music, such as Overtures and operatic pieces,
as also Waltzes &c. are seldom advantageous 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,in the form of Rondos, Variations, Pot

‘pourris, &c: and that in way perfectly suited to the instrument,so that every Teacher 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 composmons let him aIWays choose such as are adapted to the devel
opment of execution, and in which therefore ‘the melody frequently alternates with easy passa.-
g'es, and runs.Very often, Pupils are fatlgued 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,and that in
the mean time, we ncg'lect that -which every Pupil possesses sufficient talent to acqmre, and what
alone will give 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 grood choice
of picces. Good taste is always a proof of good sense and a clear understanding; and the
Teacher must not allow himself to be led away by pedantic views, to rob his Pupils of their

time. by laying: before them dull and tasteless pieces. and.thus as too often hdl’l’t“S to giive ther:
o distaste for this fine art
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3. Useful as may be the practice of the numerous Exercibes or Studies, now published;still the
Teacher must not overload his Pupils with them. He' must keep in mind,that each musical piece,
cven a Rondo, or an Air with Vanatlons,&c is an Is.terc'lse in ztself and often a much hetter

mixed with passages;and because a Pupll wﬂl certamly practise such a Piece mora willingly
than any studies, which howe ever good they may be in themselves, geenerally appearto youth dry
and tedious. Thebest 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 mdlspen -

sable to the formation of any Piano-forte player. .

9. When the Pupll has half-studied any piece,he may then begin a new one, always contlnu_
ing to practise the preceding one, so that it may not be forgotten,but contmually 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
sure. ~ But the Pupil must be by times accustomed to find the same attraction in the more
Sirished style of execution, even thoug‘h 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 compos1t10n unimportant in itself will gain new charms by
a correct, appropriate and finished style of exceutmn, and thus do much more’ credlt to the
player.

. 10. Many” Teachers lay it down as a rule to reqture the Pup11 to practice a piece, fill it goes
off quite parfectly, and this sometimes to the neg-lect of all prog‘ress in other things;this fie-
quently runs away with months.

Other Teachers, on the contrary, confine their Pupils to the mere reading, and carenothmg'
about finishingoff the execution of any single piece.

Puplls instructed on the first of these plans, may perhaps at last be able to play bcfore
others a piece thus laboriously acqulred and by that means gain some littie 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
an(t 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 Pupil is properly employed,we may.and
indeed, must unite both.

11. Nothing so much spurs the Pupil on to the attentive and industrious practlce of anV
piece, as the idea that he is to play it before others. Hence the Teacher must contrive that-
bis Pupil shall, as often as may be, play some well-practised piece before his relatives, or frlends
and when more advanced even in little parties.

By this means also we shall with certaintyconquer that bashfulness and tlmldlty Wh](‘h is
S0 common among young people.

12. 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;indeed it is morc
common than is generally believed. But on the Piano fyrte.the keeping: exact time is alway ~
oppoused by the necessity of cohquvring' the important mechanical difficulties of playing: and
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lecause the Pupil is impeded by stumbling: or even occasionally coming to a stand still, by
finding the keys, by the fingering by want of sufficient execution,&c: &c; and therefore,in des
pite of his correct sentiment of time, he yet plays with hesitation,and often quite out of all
measire; and at last, perhaps accustoms himself to this total want of keeping time, merely be.
cause some degrée 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,
advantageous 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 serwce 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,thoughh perhaps somewhat
later; it will be spoken off in the 34 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 agamst
some future time. '

14. But in selecting pieces we must always advance by very gentle degrees fromeasy 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 who has thorofore
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 keepmg- time, a habit of striking wrong
notes, thumping:, &c: _ we must first of all forbid his playing over any plece that he has stu-
dicd before, We may then begin at once with the pieces, easy or difficult, which are to be
found in this Part; explaining to him once more, all the elementary pnnclples,and thcn g‘ve
him wholly mew 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 tolic:nct with in other E/e mentary works for the Piano; _
but the applications and consequently the advantagees of them will be found to be very dif
ferent. Generally speaking:, they merely serve for learni ing' the notes, the marks of transposi.
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tion, the keys, and the most essential rules of fingering; and the Pupil unwillingly occupics
himself with them for 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 lmportant purpose of devdopmg' and asslstmg' the flexibility and adroitness of

‘__the fingers;and lead onwards even to the highest degree of execution.

They are of equally distinguished advantage, not merely to the Beginner, but to the mere
advanced Pupil, nay even to the formed and skilful Player; and there is no assignable de
gree of execution,in which the continued practice of them can be altogeether dispensed with . t

How often have we not occasion to remark even of persons who perform in pubho that the ¥
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 2¢ and 3¢ Parts of this Method. h
. Hence,a part of these Scale-Exercises, at least 4 keys, should always be that which the Pu
pil ‘must daly 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 passages.flex
ibility of fingers, particularly as to the thumb; correctness, propriety of fingering, andsoon
and  this must be continued, till at last the Pupll 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 30 years Whl(‘h 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 bad
modes of instruction, he has chief ly to ascribe to the constant employment of the means here
‘given.

18. The choice of pieces is natnrally 1eft to the Teacher, who will take what he imagines best
suited to his Pupils. Ashowever the Author of this Method has already published a number
-of works for Pupils of this deseription, 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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A LIST OF MR. CZERNY’S WORKS
Referred to and recommended by him in page 219, Vol. 1, of his Pianoforte School;

PUBLISHED ONLY BY

R. COCKS AND CO. LONDON.

CLASS A.—FOR BEGINNERS.
- Published only by Messrs. Cocks and Co.

TEN LETTERS, addressed to a Young Lady, on the Art of Playing the
Pianoforte. . ..... Ceeraeaaans e e P
CONTENTS :

Letter 5.—~On the Keys, on Stud&iﬂg a Piece,
ers,

Letter 1.—First Rudiments of the Piano.
Letter 2~O0n Touch, Tone, and the Mode of | and on Playing in the Presence of

Treating the Pianoforte. Letter 6.—On the Selection of Compositions
Letter 3.—On Time, Subdivision of the | most suitable for each Pianist.
Notes, and Fingering. Letter 7.—Rudiments of Thorough-bass:
Letter 4—On Expression and Graces of Em- | Letter 8,—On the Formation of Chords.
bellishment. Letter 9.—Continuation of Thorough-bass.
. Letter 10.—On Extempor for
Six LETTERS, addressed to a Young Lady, on learning Thorough-Bass,
(to follow the above work)............ e it ceeaaeens
CONTENTS : :

Letter 1.—Introduction to the Doctrine of
Thorough-bass.—On the Fingering of Intervals
and Chords.

Letter 2.—On the Rggula.r Progression of the
Parts, and the correct Succession of Cherds.

Letter 3.~~0n Modulation.

Letter 4.—On Dispersed Harmony; and_on
Appoggiaturas, Syncopations, or Protracted

otes, Transient Notes, &c.

Letter 5,—On Inversion, and on the Origin
and Derivation of Chords.

" Letter 6-—On Expression and refined Execu-
ion.
3 0

Skeleton Exercises, to follow ditto.. ........... Cerereeiesinan

CZERNY’S PIANOFORTE SCHOOL, dedicated to Her Most Gra-

cious Majesty, Op. 500, in 3 vols. (each vol. forming a perfect

work),each ..o it et it iieaa 31 6

1t is evidently a frank disclosure of all the writer knows, and a boon to his profession which will
long cause his name to be borne in grateful recollection.—¥Fide Times, Nov. 11.

'he examples and exercises are admirable throufhout, strictly tillustrative of the precepts to
whic =they are subjoined, often exquisitely beautiful, and wholly free from unmeaning difficulties.
Asa 1 to teachers and amat it 1s invaluable.—Vide Morning Chronicle, Nov. 12.

Czerny deserves to be honored and rewarded while alive ; and if justice be done to his memory,
posterity will not forget him.—Vide Sunday Times, Nov.17.

Czerny’s Pianoforte School is decidedly one of the most valuable contributions to the art of
modern times.—Vide Musical World, No. 192.

Mr. Czerny, cominfhintu the field after every other author, has had the advantage of meditating
on their glans, and the opportunity of ascertaining cxperi tally in what r ts they have
failed in the execution of them. He has amply and nobly supplied every deficiency in former
methods, whether of theory or practice; and he has presented us with a work which, in regard to
interest and utility, can never be surpassed.—J. A. Hamilton, Author of the Musical Catechisms.

PIANOFORTE SOLOS.

One Hundred Preparatory Lessons, of a progressive order, Op. 139, four

books, each........... e e e Ceererreraneeenaas 0
One Hundred Musical Recreations, 4 books, each........ e, 3 0
101 Elementary Studies, with Notes by Hamilton, Op. 261.... ........ 8 0
Twenty-four new additional Studies to follow ditto...... ...ooovvvnnnn. 4 0
Twenty-four Preludes in the most useful Keys, Op.501................ 3 0
Twenty-four very easy Pieces, fingered, Op. 455, each. .............. .20

Published in Sets, as under :
Trois Airs Nationaux :—No. 1, God save the Queen
, Le Vaillant Troubadour
, Rule Britannia
, Sul margine d’un rio
, Stanco di pascolar
, La Biondina .
Trois Airs Ecossois :— No. 1, My love she’s but a lassie yet
2, John Anderson my joe
3, Donald -
Le Bouquet Agréable :—No. 1, Ils ne sont plus (Waters of Elle)
2, Auld Robin Gray
3, Weber’s last Waltz
Trois Airs Elegans: — No. 1, Tic e tic e toc
, Aileen Aroon (Robin Adair)
3, Rousseau’s Dream
Trois Airs Francais: — No, 1, C’est une larme
2, Le petit Tambour
3, Le Retour de la Tyrolienne
Lrois Airs Irlandaisi— No. 1, The Groves of Blarney
2, Durandarte
3, The Moreen
Trois Airs Gracieux 1—No. 1, Air Suisse
» The poor Blind Boy
, Portrait Charmant
The foregoing series of twenty-four popular Airs, some arranged with Variations and some
as Rondinos, were composed by Mr. Czerny, during his stay in London, expressly for Messrs.
Cocks and Co. and for the youth of Great Britain. In these pieces every difficulty has been
sedulously avoided ; they are suited to small hands unable to reach an octave ; the fingering is
marked where necessary, so that they may be given to a pupil who has only been taught a few

months ; and, nevertheless, these charming compositions every where abound in traits of pure
and exquisite melody, and in passages of execution at once natural, brilliant, and effective.

Eighteen brilliant Pieces, fingered, Op. 454, published in Sets, as under :

W

Three Venetian Airs:—No.
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Gems of Italy.............. e e et each 2 6
No. 1, Voi mirate—2, Soave immagine—3, Stanca di combattere
Les petites Soirées Dramatiques. .. ... e eeiees eeaen e each 3 0

No. 1, Le Nozze di Figaro (Mozart)
2, Le Bal Masqué (Auber)
3, Il Flauto Magico (Mozart)
Les Delices des Operas.......... covevun.s corees ¢+.es....each 2 6
No. 1, The Minuetto in Don Juan (Mozart)
2, Théme Le Bal Masqué (Auber)
3, La ci darem (Mozart)
Les Charmes des Operas..........c.ovivuiennnean. vsees...each 3 0
No. 1, Preciosa (Weber)
2, The Barcarolle in Masaniello
3, Air from Zampa
Les Veilles Musicales.. ... .....oovvuinnnn.. P each 3 0
No. 1, Come innocente (Donizetti)
2, The Manly Heart (Mozart)
3, Se m’abbandoni (Mercadante)
Les Beautés des Opera. ....... Ceveeaea S E T T each 3 0
No. 1, Air from Preciosa (Weber)
2, Air from Masaniello (Auber)
3, Air from Tancredi (Rossini)

The above series of eighteen Operatic Airs, also composed during Mr. Czerny’s stay in
London, and at the request of the Publishers, are somewhat more difficult than the twenty-four
Airs mentioned in the preceding article, to which they form a sequel, largely partaking of the
same characteristics. In both, the Author’s object has been to amuse and attract the pupil, as
well as to form his taste and improve his execution: and it may be confidently asserted that no

series of pieces by any author are in those respects at all comparable to these fascinating pro-
ductions.

Six little Rondos, Pianoforte Solo, Op. 816.... «..ovvvvnernnienn. each 2 0
Twelve Scotch Rondos........ .... e e each 2 0
Three Polonoises, Op.85. .... . ... ..ciiiiiiiainnnan.s rereareae, 2 0
Victoria Waltz, Rondino, Op.496.. .. .... ......... PN 2 0
The Bells of St. Petersburgh, Op. 561........ P 2 0
The Sleeping Child...... ........ et e Cereiean 2 0
Benedetta sia la madre.. .... ... Ceveiiecteanonaas e 2 0
Beethoven’s War Song, Op. 533.. ...... ...... e e 2 0
Twelve National Airs as Rondinos, Op. 546............. e each 1 0
The March from Strauss’s Le Bouquet des Dames, Op. 521.... ...... .. 2 6
Sound the loud timbrel, Op 564............ coies caeviiiiie cont 2 0
Reminiscences of Strauss, six elegant Rondinos, Op. 519..... ...... each 3 0
No. 1, Elizabethien—No. 2, Brussler Spitzen—No. 3, Philomelen—
No. 4, Gabrielen—No 5, Alexandra—No. 6, Ball-Racketen
The Beauties of the Opera, 24 beautiful Fantasias.. ........ each 3s.and 4 0
Impromptu Sentimental, on ¢ O nume benefico,’ Op. 523.... .... ...... 30
Fantasie expressive, on the Air ¢ To1’udia,’ Op. 532.... ... Cereeaiees 4 0
Rondo brillant, on the Air ¢ Son nom,’ Op. 456............ ... o0t 4 0
0

Sabbath Recreations, selected from the great Church Writers, 12 Nos. ea. 2 + Herz's 24 Grand Studies, fingered and revised by Mr. Moscheles

PIANOFORTE SOLOS.

Fantasia on Scotch Airs...... G eaeeataoanaranenstiitetanettoranns 4 0
Fantasia on Irish Airs.....c.o.. vouenan.., . e veer 40
Three Promenade Overtures on National Airs. et ....each 8 0°
Two Spanish Marches, Op. 565.....cvvereenrnnnnennn .nn. e each 2 0
Six Octave Exercises, Op. 553............. e et 30

The whole of the foregoing Works are published only by Messrs. Cocks and Co.

EASY DUETS.
Published only by R. Cocks and Ce.
Four Duets,each.............c...... .
No. 1, Glorious Apollo
2, See the conquering

......................... ... 30
No. 3, March from the Men of Harlech
4, Martin Luther’s Hymn

Trois Rondeaux mignons, three very beautiful Duets, each. .......". P 0
Two Spanish Marches, Op. 565; No. 1 in F,and No.2inC........ each 3 0
Beethoven’s War Song.... ................ e e ceeen 30
Strauss’s March from Le Bouquet des Dames............ e 3 0
Sound the loud timbrel................. e ceeeen . 3 0
Quant’ € pilt bella....... e e N .. 30
Rousseau’s Dream............ e e B 3 0
My lodging is on the cold ground....eeeveereesassace s . 3 0
The Bells of St. Petersburgh.........c...... e e 2 6
‘Weber’s Sleeping Child....... I P .. 2 6
Benedetta sia la madre........ocoviiniiL, Ceree meesceaeie b 2 6
Mozart’s Non pilt andrai.....coovuunnnin e Ceeeaeenes ... 380
Tyrolean Air...ce.iiiiiviiniiiieninnan B I ¢
The Plough-boy...... ....... B TS vt e 3 0

The above Duets are published only by Messrs. Cocks and Co.
CLASS B.

For the further Cultivation of Pupils who are somewhat
advanced.

Published only by Messrs. Cocks and Co.

PIANO SOLOS.

Brilliant Rondo on Lanner’s Waltzes, Op. 491.... ... .ooovuvu.nu...
Ditto on the Cachucha Dance, Op. 475. .. coutvviveene i iiinrnnnnn..
Brilliant Impromptu on Spanish Airs, Op. 563.. .... Ceeseiiiaes
Brilliant Variations on Strauss’s Waltz, L’Etoile & Amour, O
Brilliant Rondino on- Strauss’s Waltzes, Op. 486.......... .
Six Scotch Airs, with brilliant Variations, Op. 557.............. ..each
Three Rondolettos Elegans, Op. 547...........ovivuiiiiiinn.n.. each
L’Ecole des Expressions, 12 Airs.....c.coiiiiiiiiiniiiniininnnens
Rondino Gracieuse on Lanner’s Waltzes, Op. 508...... ...... Ceeeeen
Trois Airs favoris, Op. 556........ e, e e each
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The following ¥Works are published abroad.
The Young Pianist, two easy Sonatinas, Pianoforte Solo, Op. 313
Ten easy Rondos for Four Hands, Op. 373
Twelve Rondos, Pianoforte Solo, Op. 385
Encouragement for Youth, 6 easy Rondos, Pianoforte Solo, Op. 402
Six easy Sonatinas, Pianoforte Solo, Op. 410
Three Rondos, Pianoforte Solo, Op. 419
Brilliant and easy Sonatinas, Pianoforte Solo, Op. 49
Two ditto for Four Hands, Op. 50
Two ditto, with Violin Accompaniment, Op. 51
Concertino for Pianoforte, with a Quartet Accoinpaniment, Op. 78
Reward for industrious Youth, three Sonatinas for Four Hands, Op. 156
Three easy Rondos, Pianoforte Solo, Op. 158
Three ditto for Four Hands ditto
Three easy Sonatinas, Pianoforte Solo, ditto
Three ditto for Four Hands ditto
Three Rondos Mignons, Pianoforte Solo, Op. 231
Souvenir des Contemporains, three brilliant Rondos, Pianoforte Sclo, Op. 274
Six Sonatinas, Op. 410
Eight Rondos, Op. 419
Sixty Examples, Op. 420
Progré du Pianiste, Op. 458
One Hundred and Ten Morceaux d’Instruction, Op. 453
Bibliotheque Musicale, Op. 463
Recompense Musicale, Op. 472
Fifty Morceaux d’ Exercises, Op. 48%

CLASS C.—FOR ADVANCED PERFORNMERS.

The following Works with * are published only by Messrs. Cocks and Co.
The others are printed abroad.

The Scientific Course for Pianists, or the Art of Practical Pianoforte Playing, n

five Works ¢
* The School of Velocity, Op. 299 ; with Notes by Mr. Hamilton. .. 10 6
* The School of Legato and Staccato, Op. 335 ; ditto. .2 books, each 7 0
The School of Embellishments, Appoggiaturas, Turns, and Shakes, Op. 355
* The School for the Left Hand, Op.399. .. .......c.... iuutt. 10
The School of Fugue-playing, and of the Execution of Composi-
tions in several Parts, Op. 400
(N.B. The last two Works are calculated for very advanced Performers.)
* Grand Exercise for the Shake, in the form of a brilliant Rondo, Op. 151 5 0
* Grand Exercise on the Common Chord, and the Chord of the 7th, in

Arpeggios, in all the twenty-four Keys, Op. 152.. ... ceviee s 400
Forty-eight Studies in the form of Preludes and Cadences, in all the 24
Keys, Op. 161

Toccata, or Exercise, Op. 92
Fourteen brilliant Ecossaises or Exercises, Op. 174
* Grand Exercise on Runs in Thirds, and Passages of Double Notes, Op.245. 3 0

Grand Exercise for the Chromatic Scales, Op.244................... . 3
The Art of Preluding, in 120 Examples, Op. 300
* Forty Daily Studies, Op.337. ... vveniiiiniit iiiiiiai i aens 8 0
* School for Virtuosi 60 Exercises in continuation of the 40 Daily Studies,

Op. 365, four books............enn.. ere i each 7 0

Grand Exercise on Thirds, in all the twenty-four Keys, Op. 380
Nine Progressive Studies, Op. 409

Preparatory and Progressive Studies, Op. 433

The Art of Fingering, in 24 Works, imitating various Masters
* L’Ecole des Ornamens, 16 Airs, embellished, 10s. 6d.

Among the numerous Studies of other Masters are chiefly to be 1 led .

The Studies of Cramer, Hummel, Moscheles, Kalkbrenner, Chopin, Hiller,
Schmittt, Herz}, Clementi’s Gradus ad Parnassum, the Studies of Zimmerman,
Bertini, Potter, Steibelt, Wolfl, &c. &e.

The following Works are published abroad.

Azealous Contribution tothe cultivated youthful Musical Talent, 6 Sonatinas, Op.136
Fifty practical Exercises for four Hands, Op. 239

First Lessons for Beginners, Op. 359

Sixty practical Exercises, Op. 420

Published only by Messrs. Cocks and Co.
+ Schmitt’s (A.) Studies, Op.16, 3 books. . ....covnnureerei e, each 7 0
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