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The Piano .Fort(. iq at present morc gcncral1~- cultivated than any othcr nltr- 

sic$ instru~ncnt, and with reason, for it i.; the least likely of any to prolc . 
injurious to thc hcalth of evcn thc fccl~lest individual, and has besi(lcs,this 

important advantage, that the performer docs not rctluire the co-operation of 

any other instrument to produce the e l l e s t  and most perfect harmony. 

These valual~lc qualities, added 'to the extensive compass which it has acrgrccl 

within thcse 20 years, have contributed to introduce it into such universal 

favor and use, and have given birth to that high degree of execution upon it, 

now so generally diffuded. 

In the course of this progressive hprovcment, the style of writing for this 

instrument has hy degrees assume& a totally different form and direction, 

an(1 the great and increasing ' (liffirnllies daily  resented to the player, have 

rendered necessary a considcrablc chang-c in the principles hitherto establish-- 

etl, morc particularly with regard to thc system of fingering. 

At thv request of many - friends and music -masters, I have been intluccrl 

to write a course of instructions, adapted to the present newly commenccci- 

epoch of this instrument. 

T h ~ t  I now offcr to the Public an introduction to playing the Piano-forte, 

docs not proceed from, any presumptuous feeling, but from a wisk to tcstifj. my 

rcspect for the ronfidence which has been reposed in my love of the art, antl' 

from an cn(1eavour to be perhaps by this means uscfttl to i t .  

My view ' has always been lcss to wr;te a preceptor for those who, in thc 

st-rict sense of the word, desire to lcarn to play in thc s h o ~ t e s t  manner, 

than for those who wish to combinc with thc practical part, the theoretical 

knowledge connected with it, and who aspire to the ,rank of well-groun(lct1 

performers. 

Lct no one imagine that I havc every whrrc aimed .at heing new, original, 

and errcditp; on t l ~ c  contrary, I haw, as far as possible, endeavoured to rcs- 

tain and turn to account, all thc good,  and the usefril, which men of scnw 

havc written on thc subject, (luring more than half a century, and after matul-r 



consitlcl*ation and long experience; and have adtlcd o n l ~  what T fbuntl apl~t-o. 

priatc and suited to the present style of writing and playing; ant1 on the 

othcr hand, hale omitted that only, which, a t  this time, appearetl to  me 

to be superfluous. 

I have also endeavoured, as far as possible, to observe a gradual and pro- 

gressjvc arrangement, to establish many points hitherto remaining doubtful, 

tr, be as concise, clear, and intelligible in the execution as was practicable, . 

a~ltl to let there he found no want of sufficient practical examples. 

If, by means of this treatise, I should succeed in rendering myself use- 

f~rl, not to the present t h e  only, hut also to posterity, I shall consider 

this as the best and brjghtcst recom-yence of my cndeavours. 



Since thc wholc Edifice of instruction depends upon the f i r s t  principles laid 

down as a foundation, Parents, in the choice of a master, shoultl rlirect thcir 

a t t  entjon lcss towards cheapness of instruction, than to asc ' e~ ta in in~  that he: 

1) is a man thorougWy conversant with the principles of his a r t ,  and one 

who has himsclf received thc best instructions; because evil habits, arising 

in thc commencement throuhh neglect, are not to  be laid aside a t  a l a t c r  

period without great difficulty, and sometimes continue altogether inc-urablc. 

2 )  that his method of hs t ruct ion is good and intelligible; that he conducts 

himself towards children with patience and kindness, and employs severity only 

ulicrc it bedmes necessary. . 

Parents, alas! are often so weak as to require that their children, in order 

to attract attention, s h o d  play all sorts of little tunes before their tuition 

is well b e p ;  not considerkg that this leads to nothing acivantageous, and 

that i t  only steals so much away from that eq~ensive time, requisite to a com- 

ylete course of elementary instructions, which is so necessary to fix the first 

rudiments firmly on the mind, and which- alone can produce any regular and 

useful resul t .  

When, however, the Pupil has attained a certain deg-ree of improvement, I 

should myself advise him to play occasionally before others, for this will 

stimulate his industry and give him jconrage and certainty. 

For the f i r s t  half year, and, if possible, for even the f i r s t  entirc year, ev- 

cry b e g h e r  requires one hours daily instruction; because the p q i l  is as 

yet incapable of ass is t ing himself, and if l e f t  too long alone, it is , to  be 

fcarcd that, by contracting bad habits, he will rather injure than hcnef'it 

himself. 

Many entertain the erroneous opinion that to arrive a t  ex~ellencc,  it i+ 

nc-c.rs.;alVy to practice for a t  least 6 or 7 hours every day; but I can assrrtr 

-b 



il~cln, that  a reg-ulat; daily ,  at tent ive  study, of a t  most three hours, is srri. 

fioicnt i'or this purpose; ally practice beyond this, damps the spirits, pro - 

tluccs a mechanical, ralhcr than an expressive and impassioned stylc of lllay- 

ing, and is generally disac!wntagcous to tlle performer, inasmuch as when 

compelled to b)lay asirlc illis i i ~ r c s ~ ? n t  rxcrcise, if called upon to  play any 

l~iece on a sntldcn, 11e earr;loi rt.gz-in his usual powers of cxcdutiun ~ S t h -  

out  ha\-ing some' +J-s -previous practice. 

I am of opinion that, in  g-rinc~-al, gir ls  should not hr taught m~rsic he- 

fore 7 y e a r s  of agey nor b n j s  I~cfore  8, rmless they should display a 

very remarkable degree c f  talcnt  for it, anti, in a manr,er, bc led to i t  

by the peculiar inclination arising therefrom. 

M i a t  are the chief qualities that a good master 'should possess, 
. , 

have hcen explained above. I shall furthcr remark: 

1)  T h a t  the master shoultl feel the most zealous interest in all that 

rclatrs to his puI>jlc progress in ~ h c  a r t  
1 

r)  T h a t  he must not allow him to contract any bad habits, 

3 )  That. as soon a s  the pupil has acquired the preliminary know- 

lec?p absolutely necessary, he should not cxclusively occupy hjrn with 

merely clr-y exarnplcs, b u t  should occasionally intermingle with them, short 

and pleasing pieces, cornposecl for the  Piano - forte and f o r  this ex - 

press  purpose, that the ~ u p i l b  amusement and his desire of learning may 
/- 

bc encouraged. 

T h e  custom of many nia.;tcrs of tormenting beginners with tlifficult 

compositions, is absolutely iiljurious. c 

4) That  he should accustcan thr yuljil bctiincs to direct his eyes to the notes 

only, ancl to f'intl tlic k c J i  1 ) j  the frrl of the fingers; according to their tli.;- 

tancc fiom one another. 31,- ny p11pi1.s~ particularly children, endeavour at 

f i r s t  to play from memory, by w-hich means they nevpr attain to  any 
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readiness in .reading the notcs; .let t h e ,  master by all means use'  them 

to name aloud the notes quickly, one after the other; i f  he should oh- 

serve that the pupil . has committed a piece too much to memory, let  

him proceed no further with it, but  at  once give him somethug new, 

that hc may be compelled to play by note and not by ear. 

5 )  Le t  him never allow the pupil to play too fast; for this is the 

f i r s t  step towards an unintelligible and incorrect style of perform, 

ance. 

6 ) Le t  him endeavour, from the very outset, to  give the pupil a 

clear and correct manner of marking time by his touch, a d  a strict 
t. 

ant1 well - measured observance of i t .  

7 )  L e t  the master, as far  as possible, attend to the proper tuning 

of thc instrument, that thc ear of the pupil may not be -spoiled hut ra- 

ther improved, and refined. 

I f  he wishes to see his Pupil make a rapid progress, he must de- 

monstrate the warmest interest in his so doing; must t reat  him wi th  in-  

dulgence, and not urge him too ctuickly forward, but nevertheless be strict 

in his instructions. From t h r L  first ,  he must not &ow the pupil to keep 

4 s  fingers on the keys, either a longer or shorter lime than is necessary; 

he must accustom him to hold out syncopated notes, and to play short ones 

lightly an# detached, that he may have his hands and fingers under controul, 

and a\oid a lame and heavy style of performance. Le t  the master also, &om 

the very commencement, habituate the prq)il to the strict observance of time, 

and to count whilc playing; le t  him shew the pupil how he shoulrl play a 

passage, and causc him to imitate and practise it; ti l l  he can perform it 

with perfect cor~.cctness. By  this method the pupil 

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

Sroln his.. labours. 



S E C T I O N  F I R S * .  

C H A P .  1, 

O N  SITTING AT THE P I A N O  FORTE. 

The Ptq~i l  must sit opposite to the middle of the key - board, a t  a dis 

' tance of from 6 t o  lo inches, according to his stature, and the length 

of his arms; so that the right hand may conveniently reach the highest, 

and the left hand the lowest keys, without altcring the yosition of the body. 

The seat must neither be too high nor too low, and such that both hanrls 

]nay rest on the keys, naturally and withorrt rf'f'ort. Children shouldha~e 

their feet supported, that their seat may bc stcarty and secure. . 

C H A P .  nn. 

ON HOLDING THE BODY, THE ARMS, THE HANDS, . 

A N D  T H E  FINGERS. 

From the outset, partictrlar attention must bc tlirectcd to these points, 

since any neg.ljpnce on this head, t l r ~ ~ r s  in i t s  t rzir  the most clisatl~anta- 

gcous rtsults,  such in(2eed a= arc  ~ c . ~ r c e l y  to bc amentltd a t  a firtul.c 

\)cl-iotl; and facility, gracefulness, nratnrcs, expression, ant1 strengt1-i of' 
+ 

i~.~*fi,lsmanc.c will thrreby suffer mattrially. 



The body must be held upright, neither bending forwards nor sitlcw ays, 

ant1 the elbows rather turned, towards the body, yet without pl-cssing against i t .  

4 2. 
Thc muscles of the arms and hands most act without any stiffness, 

and with so much force only, as is necessary ' to move the hands and fingers 

with out languor, 

- B 3. \ 

The hands must be held in a somewhat rounded position, and turned ra-  

ther outwards, like the f;et,y3 freely and without effort; by this means the eml~loy- 

mcnt of the thumb on the black keys will be much facilitated. Their position 

must not be either higher or lower than is necesFary to bend the finpr-joints, 

so as to strike the keys with the midille of the tips of the fmger~,  and so 
I 

that the thmb may form a horizontal line uitli the little finger on the key-board. 

Extending the fingers f la t  on the keys, and, as i t  were, boreing b to  thcm, 

by letting the hands hang . downwards, are altogether faulty positions, and 

give rise to  a lame and heavy manner of 

1, 
B 4. 

L 

Excepting in extensions, the fingers ' must neither stand too far apartnorbe 

drawn too closc tog-ether; each finger shoull lie naturally over its proper 

key. Thcy ought not likewise to rest longer on the keys than the pre- 

scribed tirvc., as a habit of so doing greatly diminishes the clearness of the 

performance. 

The thumb touches lightly the surface of the keys with the edge of i ts top 
I 

joint. As it is the shortest of the fingers, the pupil must accustom himself to 

hold it somewhat bent and inclining towards the f i rs t  finger, that i t  may always .. 

be ready to pass under the fingers; but i t  must not be pressed again9t the 

other fingcr*, nor he allowetl to clrop below, the keys. 

In brcneral, to attain the necessary facility, steadiness, and certaintyin s a y -  

ing, we must a~oltl every violent movement of the e1l)ows and hahds; am1 the nirls- 

clc. 



I I I L I . ; ~  not I)e cxcrted, hej-ontl what a free and quiet yobition of the llantl r c  - 

cpkcs. Tlre ~~r~ickness  of motion lies only in th6 joints of' the f inprs ,  whic.11 

shuultl Inow with lightness and &eeloln, and not be lif&d up too high fk(un tlic keys 

P 5. 
The torcch, 01- mode of striking tlre key, must be clecisi~ c antl equa1;alI l~l-cs- 

srrre and tlimipiug are to be avoided; neither hands nor f'ingcqs should challgr 

their natzrrslly bent position; and the keys must be strrrck 1-athcr .forwards than 

bacharcl. on the key - board, that the tone may be more powerfrrl, antl the  

passages clelivered wi th  nlol-c rountlness allti finish. 

Lastly, unl.~ecomu~g- - habits should he carefully a%oidctl, as : holding the 

face too near the book, biting the lips, nodding the head to mark thc 

time, opening 01- h s t o r t i n g  thc mouth, &c. &c. as they are preju(lieia1 to 

the health, and contrary to gracefulness of clemeanour. 

The  systcm of lines on ~vluch musical sounds are repreqented by signs 

callcd notes, is termed the Stave; i t s  five lines and four inrluded s11a- 

cts, are counted qnvards, as: 

Stave. 

t l ~ e  five Lines. the four spaces. 

I 

. T o  designate hig-her ant1 lower sountls, short  horizontal lines callcd I ~ d g -  

e r  lines are addccl to the notes; these are drawn above or below th r  

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

- 
l o v e r  sol~r:(Is. higher sounds. 



THO staves arc required for the Piano - fbrte; these arc l)laceh over oncb 

another, the q p e r  for the right, the under fbr the l e f t  hand; a single one 

of these not unfrequently serves for both hands at--once. Both staves a1-e 

conneeted together a t  their commencement by a brace, as:  

Right hand. 

Brace. - Left hand. 1 1  
For the Piano-forte we a t  present employ the Treble or  Violin clef for 

tlic hgh,and the Bass clef for the low notes? To the former, belong the 

notes running upwards from the C, si tuated in the middle of the instru- 

ment; t o  the latter, l l~ose  running downwards from ,the same note. Both 

clefs a r e  writ ten immccliately af ter  the brace. 

@ 
-Treble clef. 

Bass clef. . ; 

8 " 

How laborious and difficult a task it is, to  familiarize children with the key - 

board and the notes, without exhausting their patience, and diminishing their dcsirc 

of learning, every Teacher muat have experienced; the methods usually employed are not 

ahbrays satisfactory, as they often hecomc (Hficult and .tedious to children, even those 

1no.t anxious to learn. From my own experience in teaching, I am led to  recomrna~cl 

tlie following two methods, recently introdrrced, as the best and most certain for this pulnsc. 

. * ~ h r  professional Piano-forte pliyer %.ill find it absolutely necessary to acquaint h e s e l f  thorooKhly with th , .  

. So1,r&o, Counterf enor, and Tenor clefs, thqr being indispensable f o r  accompanying, reading from srnrr, and bt1111). 
i n r  ro~nposition'. 



- 
5 1 .  

In thc f i r s t  place, let tlie Pupil bc taught that musir consists of seven 
prhnary and indep endent notes, w hirh, naming them in an ascending succession, 

are callctl C,D, E, F, G,A,B; and ~ h i c h ;  including the C, returning again cii- 
rectly after B, forms 'what is termed an octave. 

s 2. 
Then shew him on the piano- forte, the swen notes from C, to C, in the 

micltlle of the instrument; directing his attention to thc C being situated &- 
rectly below th; group of h o  black keys, and to the F 'lying below the 
three black kcys, and let him point out these two notes thr,oughr>ut the whole 

kcy -bozrd: then teach him the names of the key9 lying between C and F, 
and of those between F and the C, next above it; and, similarly, let him disco- 

wr these and point them out throrrgh all the octaves. 

s 3 .  
When he is well acquainted with the key -hoard, explain to him the dis - 

tribution of it into different octaves, as: thc upper, middle, and lower octaves 

of the bass, and the lower, middle, and q ~ p e r ,  octaves of the trel~lc.  

s 4. 
Now coml~jne a knc~wledge of thc notcs with that of the keys  and this ac- 

cortli11~ to one of the two following ~ ~ ~ c t h o t l ~ ,  as may be hcst ada~tcd  to the tem- 

pei.ament of the Pupil. 

If' tl-re chilcl be lively and not much clisposetl to reflection, choose the f i r s t  
methot\, fa.) which of' the two is more mechanical and striking to  the e y  r, __ 

l?rrt if he bc of a solid and sommhat thinking turn,  I should rathrr  employ 
the second method, (b3  founded more q o n  his own comparison and juclgemcnt 
respecting the succession of notes by degrees: t h i s  1 should also reeomrnentl 

in teaching grown persons.  

FIRST METHOD. (a.) 

Le t  the4 Pupil begin with learning the seven notcs of the lower octave of the tre- 

ble, ant\ of the nlq)er octave of the bass, and let him play thc notes as he proceeds; 

this will amuse him, and prepare his fingcrs for striking thc notes correctly. 

The head of the note inclicates i t s  name ,and sound, as: 
(lo-r orture+in the treble.)  - 

- (upper o r t ~ w  i n  t h ?  bass.) 



proceed in the same manner with tbe succeeding octave in treble and hass; - 
middle octave' in the treble. - 

' and, simi'larly, with the notes of the succeeding octave, up to G in the trcl~le and down 
to  F (usually called tlouhle F.). in the hass. 

Teach the pupil, both on the staves and on the key board, the $ace  of a n  - t l ~  CJs ,  
and of the f i r s t  and fifth lines in both bass and treble, for  Ex: 

middle octave. 
appcr octave. 

I 

\ 7. r - 
V t o p  line 

'middle octave. upper octave. 

Then eqla in  to hin  the relations of the degrees of the notes lying between them, andlct 
him fjrltl them out, both on the stave and on the piano. forte. As soon as he is fb i l ia r -  
ised with this, question him respecting notes taken out of ovder and a t  &rd; this 
practice imle'ed I should recommend with regard to the f i r s t  method, a s  it will prove 
of essential assistance to him hereafter in reading 

- 

ON THE FORM OF THE NOTES, THEIR \rlI.UE, AND ON T ~ E  

RESTS EQUNALENT TO THEM IN DURATION. 

s -  1. 
T h e  varioub forms of the notes determine their value, time, o r  dumtirnr, and thc 

rests  bear a certain fixed relation to  them. Thcse lat ter  direct the performerto ccaLc. 
playing-for a longer o r  chorter and, in many eases, t o  let  one of the hands 
play on alone, for such t h e  - as  is eGivalent  to their value. 



T A B L E  of N O T E S  alltl R E S T S .  
A Srmil)~r.\c. or 

To a h e ~ ~ ~ i h r e \ e  b e l o ~ ~ g  whole bdr rest. 

)I A Miuim rest. 

A Crotchet rest." 

. 
a. m I .  I I .. h 

I I 
I , I -. I , 1 I I I 

I 
\ 4 \ 

i 

\ A Semiqrra\er rest. 
\ Sixteen ~ e r n i ~ r & e r s  I 

A Sernirlelnisemi - 
arraer  rest. 

Here it may be seen that cluring the time of one semibreve, two minims m u ~ t  be 
played; similzrly, in the time of one minim, two crotchets; in the time of one crotchet, 
two quavers, &c: &c: in order to fill up the time of the longer notes by the in - 
creased nnmber of cotes of the smaEcr v 2 l ~ e .  

s 2. 
Frequently t h e e  equal note? are required to be played in thc time that two of 

thc same PrincIwoulri naturdj-bc;tbcsc notes are called triplets, and are ucually clistingui~F,ed by 
the figure 9. 

the triplet of crotchets the triplet of 

The  following- examples, lying- within thc compass of five notes, will accustom 
the fingers t o  a uniform progression ancl touch, and bring the puyil more 
fully acquainted with the notes and keys. Let  him at f i rs t  play* them slowly 
and with carh hanil separztel~7, then with both togethel; and continue this yrac - 
tice till h i  .clegrees they hecome familiar to him. 

* 
The Author here observes, thjt in English and French n~usiral plllrliratio~~s, the rrotrhet rest bears 80 grea't a 

rcsernblnnre to that of the quaver, as often to deceive the eye and indcrre mistakes; he therefore recornmende 

C'omposers of these Countries to adopt and irl troducethe German crotchet r e s t ,  formed thus  (f) 



I Several fingers must not remain lying on the keys a t  one time; for th i5 gives rise to a 
heacy mo e of @aying,which,at a later period,it is difficult to overcome; let each f i n p  1 therefore quit the key as goon as the follo*g note is struck. 

The thumb is every where denoted by a cross + , and the other four fingers by 1,2, 
s ,e ,  re~pectively. * 

+ 1 3 4 3 + 

8 8 and so on, 
4 2 1 + 1  2 repeated.  

. * The Gennms andFrenrh indicate the f ingers  by 1,2 ,3 ,4 ,5 ,  beginning f rom the thrrmb; and this mode theAlrthor prefers on 
thr g-rounds. "that..the. thumbis not only one of the five fingers,but,in th'e prescnt styie ofpl.~ying,that i t  is the one whirh 
rfluld least ?om-cnicnt$.be dispensed'with','. to  me, however, i t  certainly .appars more natnrId to indicate tht f K r ~ n i \ r r . s ~ t l -  
ly called the f i rs t ,by the f i p e  1 than by .the f igure  2, and the same may be said with regilrd, t o  the other finqers. T. 

' : 



NO III. 

as before, 

likewise beginning 
u 

from G,D,' and A .  



N? VII.  

, NO XI. 

NO IX. 

N9 XV. . PREPARATION FOR d SHAKE. 



Termination of 
the shake. 

- PRACTICAL EXAMPLE s WITH VARIATIONS, RELATING. 

N? X K .  T O  THE VALUE AND SUBDIVISION OF THE NOTES. 



VAR. VI. 

VAR. VII. 



1.4 . . 

VAR. VIII. 

\ 
- VAR. IX. 



\ 

, VAR. XVI. 



l t i  
E x m v r ~ ~ ~ s ,  to f k l i a r i z e  the pupil with the up er and l o ~ r r  notcs of the stave, with the 

scileand with extensions and contractions of tlle%ands and fingers. 



SECTION S E C O N D .  

s 1. 
Each of the 7 primary notes C,D,E,E G,A,B, mentioned in Chap. m. B 4. , may 

1 ) ~  depressen or elevated by m a r k s  o f  t m n s p o s i t i o n .  W'hen this takes place, 
inqteacl of the white keys, we commonly employ the ncxt black keys ahove or helow; each 

of wldrh forms the interval of a semitone with the white key immediately 4jacent ;  for 

th is  reason, we consider the notes of the black keys as arising out of the nztmal or  pri- 

mary (notes, and call them dependant or  accessory notes. The difference between the 

, , ~ a j o r  or d i a t o n i c  semitone, and the m i n o r  or  , c h r o m a t i c  semitone is not per - 
rcived by the ear, but is rather addressed to  the eye, as will be explained in Chip. ill. 

/ 

B 2. ' 
Both s i n g l e  and d o u b l e  marks of transposition are nsecl. 1) The single 

sharp, (#) e l e v a t e s  the note before which i t  stands, a minor or chromatic semi- 

tone, &ch on the piano -forte is t,layed on the ncxt key above. Ex :  

2.)  The  single flat (b) depre s se s  it a minor semitone, which falls 

on the ncxt key below. E x :  

The  natural ( h  ) totally contra(ficts the sharp, fa) and the f l a t  (b),  and re- 

stores to the note i ts  former name, sound, anit place on the instrument. EX: 



(u .) Tllc btd,lc sharp ( x )  e lecntes ,  and (b . )  the double flat (bb) or (%"I dcpr-esses  

thc nutc - a . wholc tone, that is, - tu o succeeding kcys, either ascendmgor desccnd- 

ing: Ex: 

on the piano forte as , 

1 C . double flat. 

s 5 .  
(a*) ,  The t] also totally contradicts the clor~ble sharp and double flat ,  

' and- restores to thc note its original name, ancl place on the instrir- 

mcnt. 

(6 . )  If, there fore,^ desire to c'l-nge the x 01- % into a silrg.1~ sharp or pot, 
_ r  t 

.* A s  the rhar.irter for the double f L t  hltherto in use. is apt to ronfrrsr the eye. partirulnly in khords wi th  
sc.vc.rdl flats placed over each other, drrd as wr hdxo already an ~ o p r i d t c  dnd sinrplc m ~ r k  for the double sh.trp (7) 

i t  were to be wished that the double f h t  should J -o  he expressed by a single rhararter. I ~ e n t ~ r r e  to propose fi)r l h ~  
prlrpow the mark employed above; should any person in\ent and introdure a rhrrarter still mvre romenient,the musir.tl 

worlcl Hill be indebted tb him ftlr doiny so. 



1.9 
, 

t o  obriatr a l l  do~d)t, we must expressly add to the the single or b: Ex: 

# 

The marks of transposition are either essential or accid&tal.' 

(1.) Essential, when they are written at the very beginning of a composition, afl  

ter the clef, and-so point out thc key in which it is written; in this case they 

transpose throughout the entire piece, those notes w;hose place they occupy on the stave. 

2.  Accidental, when, in the course of the piece, they are placed by the side of noies; 
' 2  ' .  

then then preserve their influence only throughorlt thatone ba> unless during the course 

of jet, the? JshoriLn be again contradicted by a natrrral. However, if an accidental # or b 
stank before the last note of a bar, and if the next begins with the same note, the mark of 

transposition la.) extends its-influence to that bar also, if it be not again contradicted 
/ 

by a natural, (6.) 6; if the natural note be not altered by some other mark of transposi - 
. tion. Ex: 

A few short examplcs follow, in -hich the marks of transposition appear both as 
' 

nccidentn 1, before the notes, and as essential, at the commencement of the piece. 



Accidental. - 



hT(! VI. N!) VII.  

NO VIII. " 

N? I X .  4 

NPX. - 1 

Essential. 



Solnctimes the original ~ l i ; ~ ~ ' l ) =  01. f la ts  placed a t  the hcginrrin;r. of a cornyosition 

( : J ) ,  and whirl), c~ l lCc t i \~ l j  fa1 c . 1 1 ,  iornl &at is eallcd the Sig~lotic re, arc contradicted ant1 

sc~yLlecd 1iy a nezu Sig~rrrLirl.e. Tllcl ibllowing examples \+dl rendcr thi. morc intcll i~il~lc.  



Retllrn into the origindl key, y,uld Sigllatrlre ar at firit. 

ON THE DOT AFTER NOTES AND -RESTS; ON THE TIE OR BIN~),  AND ON 

VARIOUS SUBI>IVISIONS of NOTES.  

Thi< Chapter wliic.11 is vlosrly conncctetl with Chap. 5.  of the precetljng section,(lcmantl.; 
thr 1)al.tirrrlar attention of' thc prry il, a.; it has an important influence oil the ac* - 

vrrl-att ~)e l~'c l ) t  ion of' timc, antl on tht rorrcct division of the ~iotcs . 



24 
s 1 .  

The  do t ,  a s  ucll as the t i e  or b i n d ,  lcngtl~cns tllr [nlue of a notc. Otle (lot lrngtll- 
ells the notc l~ehintl wl~ich i t  is: placed hy olte half of' i t s  natural value; con~cclucntly 
a minim with a dot i s  equal to tllrce crotchet.;. &c. Ex: 

a semiquaver. a d~ ' ' ' 

three crotchets three quavers. three semiquavers. three 

If two  dots are placetl aftcr  a note, the f i r s t  is equal to the half of it, and 

the sccond to the half of the f i r s t  dot. Ex: 
. Bchind a minim the . 

a quaver a demisemiquaver. 
1st dot is  a crotchet. 

h. 
I I 

1 I1 I I I I  1 . ! !  I 
rl P I 1  I . . r 1 1 - 1  . . . . 

I!  - 

- 
as played. 

Dots  after  - rests  have a similar pow-cr to  those af ter  notes .  Ex: 

one dot nfter .I qumer res t  after a scmiqua-er rest  after n dumisemiquavers 

to A demise~niquav 

.lil like manner, the second dot after  a rest, as  after a .note, ie ecpal to one half the f h t .  
i 

d hdf'  demisemiquaver. , 

s 3. 
The t& or bind (-)is eml)loyed to connect two notes standing on the same degree,w..hcn the~alut 

of tllc sccontl E~lls short of one half of that of thc first,  ant1 which therefore rannotbe expmssctl I )J  a ,  

dot. 
Tllc szronc1 or tied note must not IIC struck. hut must be held down during its valrrc . F u : 



It Ir2urps the place of the dot only when ('0.) the bar at  the end of tllc line 
i- 17ot completed, and the following line conm~ences with the second half of the har, 

nhcre t h e  dot should have stood; or ( D . )  when thr note to he kept d m  i~ in- 

terrupted by a bar; thus: 

i l iateat1 of; 

5 4. 
In, passages of several parts, we meet ~ ~ , i t h  rests ocer  or zchder the notcs; 

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

are to be held down. Ex: 

enters at the 

Notes are termed syncopated, when their rythm sometimes precedes, an(? at 

others, follows after that of those notes which occqy the place of, anti which 

mark the natural ant1 equal divisions of the bar 

6. 
To what has lwen said already respecting triplets, I shall atltl, that thcy 

fn . )  solnetimc.; occur ' in  notcs of longcr valnc; ant1 that they are a190 occasionally 

(6.) ro~rl)inetl with rcht~; in ilicse rases thcy are d i~ t ing r i~hed  by the figure :3 



Three s ~ c h  ~rotes arc ~o~nctinic.;  playecl by  one hancl against tulo by thc othcr; 
but since p la j ing  them together. stric.tly a s  w-rittcn with r e g a r d  t o  timc,will be 
fount1 too tlif'ficrrlt for bcgin~icrs, wc must allow thrm to s t r ike  thc  ~ecoil t l  note of' 

the one hand along- with the third note of' the othcr; as  

WThrn the Pupi l  hcconlcc a be t te r  timcist, znc1 his f ingers have gainetl l)ovcr, 
thj, inequality in the valirc. of: thc notes oppo~c t l  t o  each other, wiU of' j t ~ e l f  
tlice\)pcar in the y c r f i ~ r r ~ z n c c .  

s 7. 
O t . o ~ i ~ s  of 6 noles,' af is ing from the (tivision of one note into six etlual parts  

instc.atl of forrr, arc al together different  fr'om triplets, b u t  are of'tcn confound- 
etl wit11 ttrcm 1 , ~  a faulty junction of two , t r i p l e t s .  

The  performance of these groups of six notes fa$ divides itself into 3 parts  of twomcm- 
hers each;bot that of triylcts (71.) into two p a r t s e a c h  of three members. Ex: 

fa.) 

s 8.  
I n  i l ~ c .  1)rescnt stylr of writing,,yarticularly in emhelli=Iicd A(Lagios ant1 similar 

~)roductions, we meet with rna~ly p o n \ ) s  of cal~ricious numl~ers  of potes, as  .i, 7, 

3,  1 ,  1 ,  I ,  1 5  c :  thc ~ ) c r f j ) r ~ n ~ ~ ? t ~ c  of which, according 'to the strict clivisions 
of' thr  bar, woultl not corrcspontl to tl16 intrntions of the Composeq for Ex; if'x+-r wi.11- 

t.11 t o  tlistrihute ac.cording to  s t r ic t  r ~ l l c  7 n o t c ~  bcb+.ccn one o r  two pa r t s  



& d 
rd the bar, the performance, instead of heing. neatly rounded off. and f'inishecl, 
~ o u l t l  al)l)ca~. I~alting, stiff, and unccpral; thrrs ' 

This pds5dge ~ o l l l t l  bound a s ,  

. To avoid this inconvenience, Composers group together as  many notes as  are 
to  l ~ e  played in thc  time of one or  more divisions of' the bar, fa.) or  even in the 
tilac o f  a whole bar (71) and write the number over them; these notec must heplay- 
ed in a manner, so perfectly equal, rounded off, and connected, that not the least 
separation or  pause shallbe percelltible, and the performer must not finish the 
group sooner or la ter  than the time required. 

I .  . 9 -a. 
%% sometimes meet withr abbvevintions" indicated b y  means of a s@e notc fa.) 

o r  a sing& group of notes (6.) and which are to be repeatcd as  often as  is 
pointed orrt by the quaver, semiquaver, &c: strokes o r  marks of' abbreviation, and 
a s  the taloe of the pa r t s  of the bar require.  

.'*) Note for M ~ ~ s i r n l  Publishers. 
All ahbreviatio,rs o~rg-ht to 1,e banished from engraved piano-forte m~rsir, and esrh group t a  be repestccl, 

ought' t o  be engraved at length. 



0,re dot after the note. see 1.  (a.) 

N? 1x1. One dot after a rest. 2. 



J N? IT TWO dots after a note. . 1. (b.) 

N O  V %O dots after a rest.  % 2. 

N? VI. The Tie or Rind 3. 



. Rests 01-er, the notes, mixed Ath the tie or bind. 0 4. 

. . 

N? X. Syncopated notes. 0 5: 



Various kinds of Triplets .s 6 .  



a l&plet played against tw egud notes. 

f 

. Crotchets. 1 4 

NO XVII. T h e  precedir~g exalllyle as grorrps of 6 notes. 7. 

2. 3. 4. Crotchets. 



33 
Gronl~s of odd numbers Sf notes,  a 8 .  i 

N? XVIII. 

1 11. 1 2  b. b. Crotchets. 

/ '  , . 

w XIX. 
;:, 1 , 

Examp1c.n of p o ~ p  consisting of d still  greater numbers of notes, w ~ l l  be introduced in the aeque1,as the 

pt,rfoxm~nce of them would at presknt be  t o o  difficult for the  Pupil.  ' - 



)('ors the purpose of' training all the f i np r s  of both hands to an equal d e ~ e e  of 

~ M C I '  ant1 ipclcpenclence of action, I have added the following collection of examples, 

which con~ i i t  of short groups of notes within the compass of a fifth, the hand re- 

maining ahvays in one fixed position. Thesc must be practiced at  f i rs t  with each 
hand separately, ancl then with both hands together, till they are played without 
effort and with the requisite roundncss and finish. Particular attention must be 

@\en t o  the rules which direct, that the hands should be held perfectly still, tllc 

f i n e r s  moved with freedom and hcility, without being lifted 9 from the keys, 
and that they should not be allowed to dwell longer upon them than is neces.jalyf 

.* Logier; &implast or Hand - guide may he employed here, and should he recommended to pupils, particularly 

in the absenre o f  the Master, as condurive towards maintaining a correct and .tranquil position of  thc hands. 

* 
beginning with the low-er .note. 

* Thc firlvZr marks ober the notes .~r.,a fi,r the right hand, those underncdth,firr thc left,uhirh rnrtst ~ 1 . 3 ~  the p d s s ~ t g ~ s  .'I7 

t,tre 111rcr down thun thrr ere ur i l t t  I I  



21. 22. with  the Third. 

36. 38. with the Fifth. 









157. doublenotes 158.' i 159. 160. 

- . I  

If the Pupils hand be rdpdlnle of reaching s ix th  o r  d st i l l  w d e r  interval, i t  will now be of advantage t o  him to 
prdrtire the following extmplrs; they w i l l  serve t o  render thc artion o f  the f i ~ i g e r s  independent of earh other 
in an extcndt~d p o s ~ t i o n  of the hand. 



.. 40 \. 
E X K R C ' I S E S  

within the c30r/cpzss u f  u ,ei.rth aud sevc~rctlr, ill nhic h tlrc? fifth i u  al\+,ays played l i  the right hard nit11 the 
.~$_;,trd i r l  the lef,t with tlre lht fi~rgr.1.. - . . .. . 

. . . .  . . . . .  







106: 105. wit11 the sixth. 



' beginning with the b o t t o m  n o t e .  
A'? I .  - 9  



33. with the, F&fth. 

eteral parts. ' 



46 Exm~crs~s uilllin 11 e Corn a9.i of an ortaw. in which the fdth b plajcd in the right hand 
with tho fjngcr, and in the 1;ft with the first. 



69. beginning with the Fourth. yfi 9'7 







uith the Sixth. 

e + '  







S E C T I O N  T H I R D .  

B 2. 
Every musical compositiorl is founded upon one or other of the la  notes corn- 

vrised within the compass of the octave, and which note determines the principal 

key of the ~jiece; conse~en t l y  there are as many keys as there are different note.;. 

The character of the key- clepends upon the scale, that is, upon the correct ancl or. 

derly succession of the notes by degrees. 
4 2. 

By the word scale is to be understood the regular succession of whole tones 
and semitones, ascending or d e s c e n h g  by degrees. 

s 3. 
Semitones are of two sorts, major and minor; a howlectge of the clistinction 

between them is not necessary t o  the h a t e r r r ,  thocg% as connected with compo- 
sition,.it i s  of importance to the Musician, as determining the nature and rela- 

tion of the intervals entering into the harmony . 
(a.) the ~ n i n o q  or, as it is also termed, the chromatic semitone, is formed by a 8, b, or 1, 

and stands always on the same degree of the stave as thc precerling note, as: 

(b . )  the major or dintonic  semitone, on the contrary, stands always on thenext 
ilrg-ee above o r  below; as 

(c.) It follows, therefore, that a whole tone al\vays comprises one major ancl 

one minor semitone; and that,between the two keys which form the wholr tone, 
there is always a key in the middle. 

C to ... :-. D a whole tone 



The scalv is tcrmccl d ia ton ic  (natural), when it is composed of tones and semi - 
toncs; clrrottratir, (artificial) when i t  consists of semitone: only. 

r. 

' a 5. 
' Each of the 12 principal keys already mentioned, may Ee either nrajor (greater) 

or  minor, (less); the former is determined by the m a j o y  third, and the l a t t e r  
by the ~ ~ T L O V  third. Since each of the 12 degrees of the octave may be taken as 
the root or  cormnencement of a scale, and since this may be either major or minor, 
there are in a l l  2s keys. 

4 6. 
To render the Pupil familiar with, and certain as to the succession of notes in 

the 2 4  diatonic scales, I shoulil advise the master to explain to him t l ~ e  regu- 
l a r  succession of tones and semitoncs in- both thc major and minor F C E ~ C ,  ant1 
to take care that  he be thororrghly poundecl in them. For this puq~ose,the ~ c z l c .  
of C major and A minor s h o d l  be selected as moclels, they being the most siinl~lc. 

s 7. ' 
The major'  scale contains 5 whole tonzs and n ~ n n j o r  semitones; in ascend%, 

the lat ter  fall between the S$ and 4?', and 7th and st' clegrees . 

Scale of C n ~ a j o r  as- a model .  

3 whole tonrs Z tones 

2 whole tones 3 whole tones 
*In descending, the succession of  notes remain the 

Sdme as in ascending, though the order is inverted. 

8 .  
The  minor srafe differ-s from thc major in ascenfing (a.) merely by the m i n o r  

th i rd ,  since here the major semitonc lies ketween the second and third clcg-rees; 

fb.) in cleseenchg-, on the contrary, the srrcceesion of whole tones and semitonc* 

is v e r y '  different. 

Scale o f  A minor  as a mode l .  
-- 
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From the moilel, we perceive that in descending, the two major semitones lic bc- 

h c e n  the 6th and st!', and the 9d  and 2d degrees; The Puyil should pay par- ' 

ticuIar attention to the descendmg minor scales, because from them he will most 
reaclily gather the number of sharps or flats required for the signature of thc 
minor keys. 

In descending minor scales, the major 7th note is often used in place of the mi- 
nor. There still however remains much doubt as to the employment of it. F o r  
my own part, I introduce the major 7th note when the scale belongs to the' har- 
mony of the dominant, and the minor, when this note immediately succeeds the to- 
nic, in both cases preserving the minor sixth note. as: 

s 9. 
As a practical exercise in all the keys, and lo impress firmly on the mind of tho 

Pupil where the marks of transposition of each key belong; the master shoultl 
write out the notes of a scale, and let tlw p q j l  add the required sharps or flats . - 

in their proper places, accordmg to the ,,arrangement of the scales of C major and 
A minor, given as models in S 7 and 8. By this means he will acquire a know- 
ledge of the signature proper to .any given- key, and will abstain from employ 
in a false succession of notes through the. want of a correct ear. 

N.B. relative scale o f  E mi - 
the same signa - . 

< 

NB. These relative minor keys all originate f?om the major keys having the same common 
signature; the minor third below the major key -note, is always the root of the relative minor key. 
Hcnce itwillbe seen, that the keys which are indicated to the performer at  the commencement 

of'a piece by signatures,containing more or fewer marks of transposition,originate fiom and 
habe a practical relation to the scales. 

- 

*The indistinct idea. which I have observed in Inany persons(not unflequentli excellent p~yers),withregard to a cor- 
rert knowledge o f  the scales, have illduced me to treat h r p l y  on this suhject, and to impart a rnc-thod for acquiring it which 
I have found successful. The Pupil  m a  now take as a practical exercise,,the more easy scales given in Part 2. Ch.to.2. 

' I  

as c . G . o . n .  F. s l  ~ b . )  major. 

and A .  E. F. D .  G.  C .  j- minor. 



;; ii 
5 10 

11t te t . rwl  sigaifies thc.tlistance of' one note froin another g i ten  note,which may 

be ter~nctl tlic r o o t  or  bass  -note. as: 

a Seco~ld Third Forrrth Fifth ' 
n I 
I 11 U 

I I 11 I 1 11 A I 
I 1 ,  / \ -1 - 

1 - I I 1  I 
J .  from 4- to w P 4 ,?.,r ' - 

contains ( 1 tone) (2 ' tbnes) (2 )!! tones) - 
(3, 72 tones) 

Sixtll Seventh Octa,e 

C i s  here the g-iz'en note or r o o t ,  and the greater or less distance of the 

other notes from it, gives the interval i ts  name. 

T o  facilitate to the Pupil the correct naming of intervals computed from other roots, 

direct his attention, according to the above example, to the number of tones and SC- 

mitones which each interval contains, and to the order in which they succeed one ano - 
ther. A further analysis belongs less to -&is  lace than to'the theory of chords. 

s 11. 
T o  learn how many ft or  b are ~ o n t a i ~ e d  in tllc signature of all the major and 

minor scales, and to ascertain more easily their relation under the same signature, 

we may employ what is called the circle of fifths; thus, seek from C, as a root, the 

fifth ahove, an( again from this latter, the fifth, &c, till we come back .to c again; and 

we shall find that each new f i f th  supplies the roo t  of a new key and scale. 

While we explain to the pupil their signatures, let  him compare them with the scales 

as  filled up by himself according to S 9. 
Upon the eo~oparison he will f k d .  that G major has only,  one #, and that, in 

. ascending, this falls on the Tth degree before the F, that in D major, a sc -  

cond # comes before C, also on the 7th  degree from the tonic; that F major 

has only one by which falls, in ascending, on the 4th deg-rce B; and that  in the 

key of ~ b ,  a second b comes before E, likewise the 4th degree. of the scale, & c :  

and again, that from G major, D major, &c, are  deduced the minor keys, E minor, 

B minor, &c,which are related to them and have the same signature; and that  

from F major and ~b major a r e  clcduced the relat ive minor keys, D lni. 

nor, and G minor. &c: 



C mj: Gmaj: Dmaj: Amaj:  E maj: B maj: ~b maj: ~ b m a j :  ~ b r n a j :  ~ b r n a ~ :  . . s b m a j :  Fwdj: C! 

- s LZ. 
To a Pupil yet rmacquairited with harmony, it is often difficult, from the signature alone, 

to distinguish the relatiwe minor from the major key; for greater certainty, he may hc 
taught to ascertain this from th2 last and lowest bass note of the composition? 

s 1i.- 
Before the Pupil attempts a piece, I advise him to play over t l ~  scale of 

the key in which it is written, that his ear may be accustomed to it, and that hc may 
fix more firmly in his memory the # or b contained in the signature. 

S 14. 
The graclud progression through all the white and black keys contained 

in the compass of an octave, forms what is call& the Chromatic or artifi. 
cia1 scale. Ex :  

consisting of' 5 minor 

In  addition to these scales, there ari also enharmonic mutations of notes; . 

these are of importance to composers on the score of orthography, rather than to 
Piano - forte players; as, though they alter the notes to the eye, their pitch and 
place on the instrument remain unchanged, as: 

* 
Exreptiuns ire to be met with in church mtrsic,'as also in modern instrumental music in the k q s  of ~b and ~b mi"or, 

whirh, ocrasiondlly and for greater facility, are marked by 2 or  3 f l s t s  as in major, a11d the remrinirlq 

f lats  axe added. irl the course of  the pierc. ,s accidental. 



Tinre i s  t h a t )  rythmic and equal movement in music, which our  feelings natu.  

rally resolve &to short and equal measures or portions of duration, and whichmea. 

. sures th4- again sul)&\ide into a constantly equal number of elements or  units. 

a 2. 
These elements we shall call parts, and the constantly equal number of them which 

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

a 3. 
'From this we see, that  whatever is ryfhrmcal in mnsic is  comprised under the itlea 

of time, and that  the term bar, as compared with time, is onG a subordinate 

&vision of this rythmic and equable .movement. 

Accordingly, time includes 

1.) the de te rkna t ion  of those rythnlic numbers of equal par ts  by 'marks or fi. 

gmes, which are placed a t  the commencement of a piece, immediately after the 

clef ant1 signature, and whic) sometimes appear changed in the course of the 

piece : 
/ 

2 .  . the . determination by means, of words, of the quicker or slower degree of move- 

ment (il tempo;); an(\, lastly, 

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

ment, usually called . keeping the tirne. 

a 5 .  

On the other hand, by the word Bar is t o  be untlerstood a group of notes 

which, accordmg t o  the, time f ixed upon, are  separated from the following 

notes by , s t rokes  drawn across  the stave, in order t o  
. , 

ylace more d e a r l y  befo;e the eyes of the performer the >rythmic d iv i .  

sions of the time. 



Hence, all the ,space contained between two such strokes, together with the notcs 
contained therein, form what is called a 6 a ~ .  Ex: 

1 4 bars. 

The different species of time are, with one o r  two exceptions, indicated by two f i - 
guresl in the form of a fraction; the bottorn figure shews the value, and the - top fi- ' 

gure the number of parts of the bar, contained within the bar itself. Beforethe 

Pupil begins to learn any musical composition, let him, in addition to the s&naturc, 
attend to the marks of time, that by their means he may also learn the rythmic move- 

ment of the piece.. + 
Allegra. Allegretto. Andante. 

C major. 4 Crotchet time. ~b maj: %,or 4 qnaver t h e .  D maj: or 3 ,quaver time. 

s . 7 .  
The p a ~ t s  of the bar, are divided into ' accented' and unaccented. By the former 

are to be understood those parts upon which our feelings naturally bestow a certain 
degree,of weigjLt or  s t ~ e s s .  The latter pass by our ear, as it were, and,in com- 
parison with the former, appear lght  and unimportant. 

In beatmg or marking time by means of the hand, the former are dist&ished by 
' 

the falhg,  &d the latter by the rising of €he hand. 
s 8. 

There are three kinds of time, Common (even, equal,) T,riple  (odd, unequal,) 
and Compound. 

I .  Common times are. those which contain an even number of parts, of each 

pair of which, the lST is always accented and the 29 unaqcented. To Common times * 

belong . '. - (1.) Four crotchet time (a/,), usually called common. time and marked by a C; 

this, strictly speaking, is a doubled (2k) time, divisible by, the number 2 into 
twice 2 parts, of which the former is always accented and the second unac- 

cented; consequently each bar of four crotchet,- time contains 2 accented and 

4 unaccented parts as. . 



! 

. r. The less Allabrerr, or  e minilo time /g),gc-nerally indicated by @, contains 

h - o  parts or  beats, each of which is a minim. E x  : 
. . 

Parts of the bar. 

a 

. (3.) Two m t c h ~ t  . time (x) differs from the less Allabreve only in this, that in the 
latter the parts of the bar are minims, in this crotchets. . Ex: 

11. 'Tviple times are those of which the bais  may be divided into 3 equal 
parts, of which the first  is accented and the other two unaccented. 

T o  Triple times belong: 
(1.) 'Three minim - time (%), the bar of which consists of 3 minims. AS this time 

does not contain any g-roups of three notes, if we 'desire to represent al l  the 
3 parts by a single note, we may supply the ,,place of the third part by 
mcans of a dot. Ex:  

T 

e. Three crotchet - time (z), as well as three quaver-time (x), differ from ., 
the foregoing only by the alteration in the kind of notes; as: 

III. Compound Times, are those in which the pnrts of the bar always remain 
the same with regard to the kind of notes emyloyed,,and which appear multiplied 
only with regard to the number ' of them, thus, for Ex:  

is a doubled .... 34 

y ----------.------------ y 
8 

a tripled ........ Time. 

y .--- -.--------------.---. 
8 

a quadrupled $1 



Although tlrcse compound times may be divided into 3 parts, yet because of thiir 
muLtiple nature, they always admit of being divided by the numbers 2, 3, or 4, *in-$ 

to 2,3,  or 4 principle divisions or aggregates ,of parts, and thereby, with regard 

to their accent, possess a certain resemblance to the siiihple common and triple times.!Fhuq 
(1.1 y4 time may be divided into twice three crotchets, of each of which the first 

p i r t  is accented and the other two unaccented. 
Now since this time is a duplication of &ese 3 parts of a bar, the three crotch- 

ets together make up one capital division; and since the 6 crotchets appear as z 
capital divisions, we readily perceive the resemblance to the common time of 2 

minims in a bar ; as: I 
I 

Capital divisions. 

Parts of the bar. 

(2.)  Six quaver time (%), except as to the species of the notes, is in a similar 

situation to (%),and in its principal divisions,. it resembles (x) time. 

a u u  a u  u 

. (3.) Twelve quaver -time ( l x )  is a quadrupled ( x )  time, in which the first  quaver 
is acbented and the two others not; since it may be divided into 4 principal di- 

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

, a u u a u u  a u u  a u u  

4.) , Nine crotchet - . t ine (%), and 
. . 

Nine quaver - time (% ), are triple tirpes, as well in regard to their three. fold na. 
tnre, as from their composition consisting of 3 principal divisions: for as 

the f i r s t  of the three crotchets or quavers (parts of the bar) is accentcd, 
and the other two unaccented, so, likewise, the f i r s t  of the principal divisi- 
o ? ~  is accented, ant1 the other two unaccented, whence ariqcs their 
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vonfunnity with the , , and times. 

Principal di\ ision 

Parts of the Bar 

a u u  a u u a ' u  u 
s 9. 

The remaining times, as the greater allabreve 4 %,a 

3 3 46 12  LJ &c: 

I shall omit, as, according to the- present style o/witmg, they are use- 
less ant1 obsolete. 

s 10. 
Besitles all these, we find in J. S. Bach's 30 variations and in Mozartk Don 

Juan, wsixed, in the works of the older Authors, doubled, in Beethoven andothcl-s 
in the course of a composition, vasrkable or changing times, and in Gassman, 
entire pieces without the marks necessary to diviile music into bars. 

In my Sonatas Op. 83 and 1 0 6  w i l l  also be found interpolations of half' 
bars, introduced with a view, partly not to interrupt thc current of' ideas by 
rests, useless and merely serving to fill up the bars, and so enfeebling 

the effect; and partly, to avoid the error of many older Authors, of termi- 
nating the cadence of the period, contrary to all rhythmic feeling, on the un- 
accented portion of the bar. 

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

s 1. 
The time may be given out or beat by the hand, without difficulty, antlwith 

an ccluablc movelncnt in the following manner. * 

* Surnv r . % ~ r ~  rlever Musiriana do not know how to  give out the time in an appropriate way, but by wkwdrd ha- 
ljite rrndcr it unititcUiqible to those who play with them. Let the time be given out Llilturally, and s o  as 

t l r  be visible to Wery one:  the hand1 should be . l i f ted  up to about the height of the h ~ u d ,  with a move- 
rnr.t!t neither tou week nor too strong; but. ~ o m ~ o s e \ d  and, precise. 
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E X A M P L E S .  

Observation. The subjoined diagrams and numbers shew how the hand i s  to be condrrcted in gi- 
\ing out the time, and which beat or stroke is accented or unaccented. 

. ,, 

(c.) By t h m  beats are 'to be given out x, xJ x,' % times. 

la.) By two beats are t o  be given out the g, or @, and % times. 
2 undccented 

.. . 

1 accented 

OJ The times to be given out by four beats are the or C, 1% %, X .  

unaccented 

common 

unequal compound 

w 7 - - 

- 1  - a1 u u equal simple 1 t r iple  I 

unaccented . 
\ 

\ 

unaccented . . . ..-a $menfed 

. \ - .  

r 
accented 

triple 

cornpound. 

/ 
, 

1 
accented 

- - 

*? Should the time be so qo~rk,as not to admit ronveni~ntlj- of the hand beating four times in the bar,we must employ only 
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s 2. 

T o  rekler the Pupil steady in his time, from the very outset, the master k i l l  

find it advantageous to count aloud t o  his playing, and after  a while to accus- 
tom him to repeat  the numbers himself. In slow movements, i t  must he untkr- 
stootl that not' the pa r t s  of the bar, but the m m b e r s  or  subdivisions of these parts 

I 

(1.) Here thc 4 par t s  of tlie bar  are suhdivided into 8 members, as a t  ( 2 )  the 
three parts  into 6 members; our internal fcelings shew us that here the f i r s t  of 
thc ts+o members is always accented and the  second unaccented. 

C H A P .  IT. 

On CHARACTERS which indicate REPETITION and 

other important pe ru l i a r i t i r s  in the PERFORMANCE. 

s 1. 
Marks indieating repetition M-ere mnore numerous formerly than at  present. The (ha- 

ractcr now in use serves to  denote the repetition of both  parts of a theme or composi- 

tion, as : 3: ; o r  of the f i rs t  p a r t  only, as , qr of the second o d x  a s  

, according as the M c  dots or dashes are placed on the one side or  on the,  other? 
s 2 .  

Should one or  more bars a t  the end of a strain which is marked for rep etition, be p l a j ~ d  
the 24 time in a different way from the first ,  and so requ i re to  be  passed over on the 
repet  ition, such alteration is pointed out by the eq)rqss?on t m 9  v o l t n  (first - t i m e )  

[.-'< k 

and zda vo l t a  (the second time); and the bars to be skipped; are inclosctl hy a curxetl 

line drawn over thcm, and omitted on the (2da v o l t a )  or repetition. Ex: 

The .me  case occurs in. quick 3 k  o r  3d times; as for  Ex. in ~ e e t h w e n b  Scherzi. and similar movements. In 
I =' I" 

giving the time, it will here b e  beat only to  distinguish the.-first  o r  accented time. 
t. 

Pres to .  

w arc: , . arr: 
(*I The repeat x: Bars inclosedwith a sort of bracket and dotted on each nide,or hving a curve line drawn over them 

with the word bis: (twice); the direct .Or ; the Da Capo (except i n  dznre tunes or very ahort are altoge- 

thor sup~rfliroua, now that engraved music is generally introduced; nurh repetitions should be  engx aved at 

length, and every Publisher should instrurt his Engraver to that c f f c ~ t .  



s, 3 
T h e  S l u r  (-), whjch is similar in form to the bind o r  tie explained in Sect :  2. 

Chap 2. S 4 .  occurs sometimes over and sometimes under the notes, and im- 
plies that  t he  group of notes embraecd b y  it, must be connccted tbgethcr 
closely and smoothly, with 

1 T h c  word legato (tied) indicates also that  the whole musical period in ~bicih i t  stands? 
ete.n when no ~ l u r  appears, must be played in the smoothest and most connected manner. 

4 4 .  
Marks  indicating that  the notes are to be  perceptibly detachecl fkom one another, a s  

( . . o r  I I I 1 )  occur both over and under the  notes fa.) The keys are to be struck 
smartly by  the fingers and quitted immediately, without liftiqg up the hand too far :  

this style of playing is callccl t h e  Staccato. 
When these marks appear over a series of quick notes, fb.) the hand m u i t  not he 

taken up a t  all; b u t  the  fingers must be hurr ied  away from thc .keys, aery Jig-11tly 
and in an inward direction. T h e  grea ter  the lgh tnes s  with which these drtac.llcbt1 notrs 
a re  played, the more pleasing the effect which they will producc. 



66 S 5.  
Wllerl a co~. \c  line is clrmn oter the dots .-., which takes place in pas-  

sage; of a singing character, the notes must, as it were, be gently detached by the f.ilgrl..r 
and caeh,Gr itself, reeeike a certain increasing degree of emphasis. Ex: 

6. 
a P c  Arpeggio-mark ( I)or((), shews that the notes of a chord are not to be struck 

together, but played one'af te> the other, fiom the h'ottom note upwarclvuith the ut- 
most possiblc rapidity. It occurs in passages (a.) in which the fingers are to re. 
main lyug on thc keys; ahd (6.) in bthers, where, as inclirated by the slnccato 
marks, they must hc instantly taken up; this must also 11c clone where a short 
rest follows the chortl. (c.), 

s, 7. 
The Pause ?m\) occurs at the beg-ioling, as se l l  as during- the course of, and at the 

end of a piece; i t  indicates a point of repose to the performer. I f  i t  stantls 
over the notes, as a t  (n.), the fingers must dwell some little time upon the 
keys; but if it stands pver a rest, as at (b.),  they must\ quit the keys, and 
wait out the pause in silence. 

Should 2 pauses occur one after the other, separated only by a few notes 
of embellishment, the player must dwell on the former a shorter time than 011 

the latter, because, properly speaking, with this the pause . commences. - Ex: 

* The Pause denotinq that an extemporaneous embellish~nent was to bc introduced, al~pvared f~jrmerly in roncer.. 

tos k c .  grncx-ally towards the ronrlusionofthe piece, and under Gvor of it,% player endeavotucd,:~,, display kis rhicf 

powers of ext*r~~tion;  but  as the Cunrerto bas now rer&ed amother . form, and as the diffirulties aTe distributed 

th rou~hout  the rompositian itself, they are at present bu t  seldom introdured. , When such n parrse i~ met 

with in S u f ~ . ~ t d e  ur variations o f  the present day, the Composer generally supplies the player with thr* ~ . r q > t i l . c d  
rn~Lr l l i ih r t ie~~t .  
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S 8. 

Thc  crescendo (- )shews by its form that the quantity of' tone or force 
1-equired in playing, constantly increases from the point where the lines meet,tavards 
the open%; as, in the decrescendo ( -) it gradually diminishes. Ex:  

r:. 

The mark o f  emphasis ( h or 1 ) is used both in yiano and in forte passages; it, 
in a sh&t degree, distinguishes from the rest, the note over which it . stands. 

- S 663. . 
The word tremulo denotes the quick and tremndous motion of two single notes 

(R.), or o f ,  several standing over one another in a chord. (b.) In executing such 

,)assages, less attention is paid to the value of the notes, (c.) than to the f d h g  up of 
' and strict preservation of the time. 

, S 12. 
(a.) Passages which haye over them thc expression 8?a nlin, are to be played an octave 

. higher than they are written; the word loco restores the following notes to their ~ u s u d  
situation. 
(b . )  The terms con Uw.a imply that the single notes. are to .be played as octaves; 

. in very . high notes, this serves to aioid the many ledger lines which would other- 



For t a k i n g  off the dampers, the ,character is generally used, to which 

,the word P e d a l e  is often added; and ,for T e s t o r i n g  them, a character re- 

sc~nbling a star +. - More on this subject will be found in the third part 
of this work. 

C H A P .  v. - 
ON WORDS which relate to the qyicker or slower degrees of move. 

ment, to the effect or character of a piece, and to the different degrccs 

of loudness or softness required in the performance. 

To indicate the movement of a piece, and the effect ~ h i c h  predominates 

throughout it, it is usual to employ certain Italian words, which, whcn they de- 

note the degree of loudness or softness of individual notes, or even of whole 
periods, are generally abbreviated ,to single letters? I advise the Pupil to at. 

tend betimes to these latter in particular; by so doing, his fingers will insen- 

sibly acquir~ the power of delicate and refined expression, combined with such 

a degree of strength as will greatly contribute towards forming a fine style of 

playing. 

VERY SLOW, and the more sedate and measured movements. 

* As many terms a r e  in reality synonymous, as far as regards the performanre, f i i  the purpose of ~ i m ~ l i f ' i r ~ t i o n ,  

I have i n s ~ r t r d  surh only as the player lnupt necessarily bero~nc. ~r,quainted with. 

.GRAVE , 

assai 
.LARGO 

. LARGHETTO assai 

. LENTO sostenuto t 
ADAGIO, non troppo 

. . 

very 

~ e r y  

sustained 



1 ANDAXTINO .-.: . geatl) i olivards, 

................ ~naesf oso ~n~jesf ic i l ly ,  
. . non tl'01)l)o --.-..--.-..-- 11ot very. 

5 .  

affettuo SO _.--._..--..-- affectingly. 
ad\ ancirig , going on% ; ~ ~ . d r .  : grazioso --.-- 1 ---.._.._- gritcefrrlly 

i pastorale pastorally 

con mot0 with ernotlon 

QUICKER, and rapid Govements. 
ALLEGRETTO ... .........-.. \ rather chearful, light, and pleasing. 

maestoso ------. :---: ---.-.--.--: 
. I- . . . ~ o f t y ,  majestic. 

moderato .-.--.----------- i ---------------- , moderate. 

g ius to  ~ chearful - with strict measure. 
ALLEGRO and. - 

un POCO -.--.-----..--.-..-. lively, _.-..--- 
r little. 

........ ................ non troppo bu t  not too much. 
f 

................... eomodo _---.-_----..---.- conterliently, withorrt hurry 

ALLEGRO ........................................................... 
...... .............................. 

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

con mot0 

..... 

,. , 

con brio (or brillante) 
. . i 

con s p i r i t 0  (or spiritoso) :.: - 
Con ~ U O C O  --..-- L ---..-.- chearfrd and 

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

a g a o  . .  lively,- - 

furioso : ........................ , b11t .. 

molt0 .... ................................ 

ass a1 .- -. -. --. -- - - .- - - . . --. . - - . - .-. .- - - - -- .--. 

chearful and lirely. 
\ 

with greater movement. 

with hrilliaacy. 

with spirit,  boldly. 

with fire. 

with more warmth. 

al~xior~sly, with emotion. 

frrrior~sly. 

much. 

very. 

....................................... VIVACISSIMO very lively, atid fiery, I 
PRESTO ....... .......... yet quicker, and with rnure rdpidity. 

PRESTISSIMO ..................................................... as rap idly as possihle. 
.- i 

CMRACT ERESTIC MOVEMENTS. -- 
TEMPO DI MINUETTO ---.-----.-- in rninrret time mor!erdtcly, ~~~ea\r~r.eclly. 

\ ,  

ALLA POLLACCO . .  in the polo~iaise or polibll ,) rtill nlore mnde,~ately. I 
dance. time. 

imitating the 'dance of the 

Sicilinll shepherds. 

- - -- - 

. j r ~ a n p  Arrthorn assign a quicker  deg ree  of movement t o  t he  Andantino, than t o  t h e  Andante; but this is ~~~~~~~~~t, f i r !  
i t  is evident that  Andantino is t l ~ c  diminutive of t h e  original w o r d  A~tdunte, and the re fo re  t h t . i t  imp:iru a l r s s  dc,grer 
o C  rnovcmrnt  than i t  



WORDS which in thc course of a piccc 'relatc to thr time. 

piacere, a t  pleahure, ---.....--.. ... is p l ~ y e d  wit l~out  regard to the time, and is l e f t  to 

the feelings,not to say w-him of t h e  Performer. 

Meno vivo, with less ypirit \ 

Arrslcranclo, coustan~ accelerating ill speed 1 
SllSin@ncb, yresaiag, hhol.iying ' on; 

. (piu lousso, 

piu vivo, 
SE-VPRE , yiu styetto, always 

yiu presto, 

qrricker; 

l ivelier; 

hurr ied 011, 

faster: 

These expressions indicate t h a t  the 

time or degree of molement must be- 

come graduauy slower or quicker. 

lq0 tempo, i n  the  f i r s t  t ime; .- - .. - -  - - - - occurs when the  time has been changed in t h e  

course of a piece, and that  afterwards t h e  former 

t i m e  must be  restored.  

Doppio, or  l'istesso movimento -. --.--. (doubled, simnil.~r motement )is sometimesmetwith in the 

cortrse of a composition, and shews that,nohrithstald- 

i ~ ~ g  tlw former mark of time is now doubled, the 
. , 

ry thmir  molement, bar for bar, remains unaltered. 

WORDS which rc la te  t o  the  g rea te r  or less degree of tone 
required in thc performance. 

pp .--.--- ~ e r y  soft; 
- 

p. (piano.) ..----.-..-..--. soft; I 
dd. (dolce) ----.-.. -----_.. sweetly; I These abbre~iations collecti\pIy relate to the g eat- 

CW. ((crescendo ) -- - -  .--- .-_- gradrrally louder, )- er  o r  less degree of tone r e q r r i ~ d  ill the perhim. 

7~$-  [(mezzo f ~ l - t c )  ._-....- ra ther  loud; a c e ;  their influeuce contl~~rres t i l l  some new mo- 

$ (forte) .--_._.. .---.--. lorrd; dification is indicated. 
. . 

f$ (f0rt18slm0) ._..----.__. ~ e r y  loud; 

sJ ( S ~ O ~ Z ~ O  ) --------....-played with emphasis; 

3 (forte e piano) ..-_._-.played loud and These only apply to the single notea against 

dimi~ushed to which they a re  placed. 

t e ~ .  (tcIltIt0 ) held down or  on: J 

Mareato ....-.. more ~ t r o ~ i g l y  m a r k e d  T h i s  t e rm sometimes relates to  a uholc 

series of notes which are  to b~ 11101e 

forcibly marked  than usrral. 



dc t res .  (decrescendo) ..--._- :1' 
.: 

calando ....-- -..-_.-- -- ..-.-- -': 

. . 
'cltmlnutindo ----.---- - ------ -----. 

. perclcn(Losi 

smorzando  ----. , ----------------- 

ritardando ..-_._--. . -_-_.., --.- i- 

ra l lentando ---.__ ...--.- .-.-.- - -. 

niorendo -....--.-..-.--.-------.-- 

decreasing ; 

sinking, subsiding; 

&nim\ hing; 

losing itself; 

becoming extinct; 

retarding; . 
&ragging; 

dying away. 

!- These words I imply a gradrral dimin~ltic!ll 

j 
in the quantity of tone. 

) These not only imply a diminution in the 

intensity of sound,but likewise d simulta- 

neous decrease in the speed of the rno\emc.~~t. 

T E R M  S of various s k n i f i c a t i o n s .  

m. d. (mano dr i t ta-or  main dro i te )  for the right hand. are rmed ill passages in which one 

m. s . (mano sinistra or  main gauche) for. the left hand. hand ir to cross oler the other. ' 

s'attacca subito (proceed directly) is placed at the end of one mo\elrlc,~~t, when another 

is to follow i t  immediately. 

Da Capo (from the beginning); - most frequently occurs in dance times, Scherai, &c. 

and shews, th'it after the termi~l~~t iol l  of A succeedit~gTrio, 

or alterndtil o, the first piece i5 to be repeated. 

S e n z a  rep l ica ,  (withorrt repetition), occrrrs uhetlTa movement, repeated iu the first instance, 

must 041 the 1)d Capo be played throughout withorrt repe- 

tition; this term is now but seldom met with, aq the move. 

ment intended for repetition i5 u5ually inserted again. 

C o d a ,  ( a d j u n c t )  --------.--- signifies the konclrrding pawage, which is sometime5 superadded 

to the natural termination of a piece: i t  seldom orcrlrs brrt 

in dance - mr~sic. 

S c m p r e  (always) is. often added to other words as 

s e m p r e  p or pp 
-- f O r f f  

legato 
$ 

htdc~at0 

decres. &c. i crescm 

S O ~ O  (a lone)  - - - - - generally occrrrs i l l  Concertos, and points orrt to the Pel t;)rnler 

where he is to begin, 

tutti  ( a l l )  _ _ _ - - this term is connerted with the foregoing, and sheus uhere the or- 

t hr\t rd commences pldying. 
8 



W T o ~ ~ s  which are  placed a t  the commencement, l o  denotc 

the character of the composition, or  occasionaLly in the course 

of the piece, to point out the effect of a single per iod.  

mesto, lugubre, ..._.__...-.-.--._.- sadly, mourllfrrlly. 

patetico, - - - - - - - - - - - - . - - - - - - - . 7 - - - - - - - - -  -------- ----.-.. -.--.-------.--.----.--- pathetically, ear~~estly. 
' .  ? .  

con dolore, ---.---- ---.---- ---._- -. .--..._. .----- -- - - - - - -  -- -....-- ._...----. .- sorrowfr~lly, . 
languido, languidly. 

con anima, ---.---- .--.---- .--._---.-_.-.-- I ful l  o f  soul, ilnyassio~lcd. . 
. - cantabile, . .  . .  - -  . . - -  - -  . - full of  song, meloctiorisly. 

of ---.----.--.-.-- ----.--..__.-_.- .-------.--.------...--- expressively. 

con esyressione, .--..-----. .---..--.---------- with feeling 

d o h ,  or . .  . . .  sweetly, w-ith soft~~ess. 

con clolcezza, .._..--. .---.--- -.-_.-....--.--- ---------------- -----..- . - . .  delicately. 

ari0s0, .--.---. .--.----.--.---- .--.-.--.--.-..--.....-----.---- --..-------.-. i11 a si>giog manner. 

amabile, .--:---L -. .-._.-.. amiably. 

con tenerezza, .-.-.... .._.---.---.--.......-.-..-.--.----.---.-------------- tenderly, 

innocentc, --_.-... .- :.---- .._.---_ ._-.-: --.._._. ._ ...-..- ---._... -_..._.-....-.- innocently,. urly retendingly 

.con grazia, -.-----. -----.--- gracefrrlly, pleasi~~gly. 

.lcggicro, or ---.--- --- ~ I _ I _ I _ I _ I _ I _ I _ I _ I _ I _ I _ I _ I _ - I _ I _ . I _ I _ I _ I _ I _ I _ I _ I _ I _ I _ I _ I _  . .  lightly, with facility. 

Eggierissimo, ' .-..._.. --_.--..' .-_..-- i - - - - - - -  -.-.-- --  .-: .__--.--.-...-- 1 .llllll with mrrch liKl~tness and fircilify. 

scherzando, ----.-.. -------- ----.--. ----.-.. -...._._._-.-,--.--------.- I ytayf~rlly, jocosely 

risoluto, ..-..--. .-.-.--. .---..-.... 1 ....----.--.-.-.. i.. boldly, resolr~tely. 

Notwithstanding Authors l abour  to explain both the time and the character of 

their cornyositions by words, yet their kndeavours are but seldom completely 

successful; because this depenrls too much on the individual feelings and ideas 

of the player, which 'sometimes make it difficult for him t o  gather correct- 

l y  from the character of a piece, the time in which it should be perform. 

ed. F o r  this purpose Maelzel's ~ g t r o n o m e  is an invention of undeni- 

able utility, since hy it the player  or  conductor instantly' discovers the 

exact time in which the Composer, of whatever' country, desires that  his 

composition shalt be performed. I 1 

On' the use of the M6tronome cpnsult P a r t  3n 



PRA TICAL PIJC-i,J 

In which nve exemplified the rules.containerl in the lS! P a r t .  

( x )  The tlr o r  I , i n c l ,  l:11lt 3:3 C ' I ' . ~ ~ I .  2 S ~ ' \ c t i u n  2 



111 r 
( c )  The I f ~ j l r ( c r q u i r k l ~  t.tkes t h e  plare o f  the 9d,  mthout striklng the Kcy a s c c u n ~ l  t l m e .  



( #)  C;lidir~!r dow-rl wit11 the s:tme f inper . . - 

. - 





(*) Ernploymrrlt o f  the s a m e  fing-er or, t w o  di f ferent  but ad,jarent Krps. 





I (*) dotted notes; ~ u l e  2,3,5, Chap: 2. Ser t :  2. 
a movement likr this,.consistiny entirely t t f  clottrd notes, must Ire ~1 .1yc-d  with a vtrrrd dedl of  p o i n t  



9 
3 4 3  . . morendo .+ 









, (*) <irnu,,s,nf six r1ott.c Hulp 5 11. Ch.ip:2. Srrt: 2. 
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N O  5 2  .Marcia . d ~ l e g r o  nrnestoso. 1 











N? 55. Lento un voco. 









( * )  D c l i ~  ery ; When :L I I U ~ P S  ~ f r -  , 111111(  , tc <I 1)y ~1 slur, the 2Il must be played 









A5 the e t e r u p t e d  study of thc foregoing exercises and lessons, might somewhat 

abate the energy of the Beginner, 1 should advise the Master to mix~l'ith them, 

from time to time, compositions of a light and pleasing character; avoiding 

only flimsy extracts from Operas, ballets, overtures, dances, &c: because they 

are not suited to the Piano - forte, form neither the hands nor the fingers, em. 

ploy the left  hand too little, spoil the taste for genuine Piano -forte music, 

and. interrupt the progress of a serioks and rational study of music. 

I c-onreive, therefore, that it wi l l  not be unacceptable to the master if, up- 

on this opportunity, and as a termination to this par t  of the work,I a&l 

a select l is t  of compositions, known to me; which, suited to the increasing 

powers of the h ~ i l ,  begin with , ~ i e c c s  purposely written for him, and 

- advance gradually towards the highest stage of execution and refine - 

ment . 

I 

SELECTION F O R  THE B E F i N  N*E R -  

A. C. MULLER'S, instructive Lessons .._..--. 6 books. 

3 Sonatines progressives. Op: 18. 

. HUMMEL, 6 pieces faciles. 

PLEYEL, 18 pieces faciles. 

WANHALL'S, works for  beginners. 

D U S S E K ~  6 Sonatines progressives. Op 20. Books 1  8r 2. 

KUHLAU, li t t le Rondos 

CLEMENTI'S Sonatinas fingered. Op 36, 37, 38. 

GELINEK, Sonatine facile, 1  & 2 .  

LIKL, Sonatines, Nos: 1 . 2 . 3 .  with Violin Acct 

HASLINGER'S Youth's Musical friend. 

HASER,' littlc pieecs for beginners in all the keys. 

- musical diversions I 



IN A M O R E  A D V A N C E D  S T A G E ,  

PLP 1- E L', 

MOZART, and 

CLEMEX'TIS easier works, with or  without accompaniments. 

Whcn thc Pup i l  shall have attained a still greater power of execution, place before 

him MOZART, 

DUSSEK, 

BEETHOVEN, and 

CRAM E R'S, more difficult compositions; and if, in the mean ume,  he has 

sufficicntly studicd the practical examples contained in the second part  of this 

school, then 

' CLEMENTI'S Preludcs and Exercises, 

Gradus ad ' p a p a s s u m  

CRAMER'S Studies &c: 

and the morc difficult compositions of distingrrished composers, ancient and modern. 

And, as a termination to the d o l e ,  as a practice in the strict or fugue stylc 

of composition, and as a means of forming the taste for the loftiest dcl~art- 

mcnts of the a r t .  

J. S. BACH and HANDEL'S WORKS. 

E N D  O F  P A R T  T H E  F I R S T .  




