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PART., III. °

SECTION FIRST.

CHAP. I. ‘ S : -
~ D@ .
Onx GRACES, AND ON THE CHARACTERS USED TO

DENOTE THESE SPECIES OF MINOR EMBE‘LLISHMENTS,

The characters _indicaﬁng" the various graces, the appogiatura both. before and‘ '
after a note, and other. embellishments of a similar description, are indispensable -
in music, as they assist greatly. in connecting the notes of melody, and 'cen_ =
tribute much towards expression and beauty of performance.  As the numher
of these characters formerly in use and the slight shades of difference existing -
between them, often caused them. to he neglected or Amisa'pplied, and, as in the modern
style of writing, many are become altogether unnecessary, and others are indicated '
to the Player by notes, in order to ensure the correct performance of them; it
will not be superfluous to -endeavour .to mtroduce here, some more precise . de._
~ finition and limitation of them. . . _
I shall divide these embellishments into two classes: .15t such as are indi_
cated by characters and. 21Y such as/ are more advantageously expressed by
notes. } S ‘ | f‘»_

o | s 1. \ |

For the 15t Class, the Piano forte player requires only the four follow.:
ing grace . marks: ' b ‘ :

.1.) the ‘p'erfect shake, (/r) ‘with its resolution': or conclusion.

- 2) the unper_fect shake, (Nw) or mark -for a note merely shaken, with_

. _ ' . out a resolution or  turn.

'8) the short beat, or mordente (’%’),

. 4) the  turn, dJreet (n)  or inverted (e) .

Al four characters are placed over mnotes, the turn alone frequently oc..
curs also between motes. ) ' o

s 2. . -

The graces belonging to the 29 Class, are the 'appogiatura before or after
a note, various species of turns, beats, compound appogiaturas, and other g'ra._
“ces, formerly represented by particular characters, and now indicated by
notes. ' o

N : ' \
* If, for the better understanding of the compositions of those days, the Student should desire to become ac_

" quainted with these characters, he will find sufficient explanations in the older books of instrurtions.



"CHAP. II.
O

THE S HAKE.
S 1
') is an equable, rapld and, according to its prescribed dura-

tion, often ‘répeatcd alternation of - two adjacent notes; namely of the note over
which it is written, and of the one immediately above it, at the distance of a
Jatter note is termed the

Ox

: The Shake. (k

tone or somctimes of a semitone: the subsidiary

_accessory .note. _
o s 2
. Of all the graces used for embellishment, the shake is the most dlfflcult for,

or

’

as’ cucmnstances require, it. must be played with all the 5 fingers; it will there_.

fore be proper to commence the practice of it as early as possible: the per_
- fect and equal elasticity of the first joints of the flngers can alone give. it"
.a:,,‘we]l._,tu_rned and brilliant effect. For this purpose I recommend the |
following _exercise on the shake with all the fmgers alternatcly, communica .:
ted to me practically by Mozart himself. ** '

‘ s 3

2

. With regard to. vther sha,ke; we have hitherto followed the practice of the ancient

‘masters, and begun jt always with the subsidiary note above; a custom to all ap
pearance founded upon the earliest rules laid down for the voice in singing,. and
which were subsequently adopted for instruments.. But, as each instrument

" has its peculiarities as' to touch and position of the hand, so likewise has the
piano_ forte, and mo reason exists that the Samé rules which were given  for
the mémagement of the voice, must also serve for the piano. forte,; without
. admitting’ of alteration or imprm;ement.. B o ‘ '

" .Many books of instructions lay down as a rule that the shake should not be played quick. * This
rule may  have. applied to several instruments of the Harpsichord species formerly in use, ‘but it is by no

meéans adapted to the genius of the piano.- forte; nothing is more insupportable than a slow, heavy, .
and tottering, kind .of shake. : o o
* %k . -
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Two principal reasons determine me to lay down the rule, that in general
every shake should begin with the note itself, over which it stands and not
with the -subsidiary note above, unless  the contrary be expressly indicated:”

_ a) because the note shaken, after which a-sort of close generally fo]lows '

~ought to be more strongly impressed ‘upon ‘the ear, than the subsidiary note ™ *
and the stress should naturally fall upon the accented of the two members
namely on the note to be shaken.

o
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. b) because on the  piano - forte, the succession of notes differs in some re.
spects - from ‘that usual on' other instruments; and, on account of the position
of the hands 'and the consequent arrangement of the fingers, it generally is
more convenient for the player to begin with the principal note itself, (1.)than
with ‘the subsidiary note. - (2) To commence thé shake with the note above, he will-
- often be obliged, either to 'lift Lrp the hand, or 'to substitute another finger. on

the same key. Ex: -, :

. " instead
ot 1 ool

" as'played

At %, the finger to be passed over, fa]ls directly on - the shake _note, at **
. the thumb must be taken up, and the second hnger substltuted in 1ts place

~ S 5. ,

- In general, therefore, the . shake must begin with the p‘mncwpal note, .and
always terminate with the same. (1) ~If the composer desires that it should
commence with the note above or below, he must mdlcate this by an additional
small sized note, above or below.

f== == = =
Py in genexal

(1)

(2_) ‘from above from below
y o8 -

as played

‘S 6
Every perfect shake must have a termination or. turn at the conclusion of it, ev.
en though this be not expressly marked. Should the shortness of the shaked
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note, or thc nature of the notes which immediately follow, not allow of this, itis no
longer a perfect shake; but merely -a not¢ shaken, and it should not be’ marked
with the character ( bran~)  see Chap. 8.

The termlnatlon or turn to be added to-the shake, consists of the supplementdry
note below and the . shake . note ltself the mterval between which is elther a tone or
a senutone Ex: '

0

"5

\
A

wha",[e1olne i
X - * a R 2
T " .I ’ " ," 4 , 

termination v

. This conclusion or turn is played with the same rapidity as the shake itself. It
becomes slow’ only 'in‘what is termed a = fermata or pause, when other instruments
" are accompanying' (@) 1In this case, it is frequently protracted by a few addition-
al notes, (b) in order. to- make -the accompanylsts more sensible of the cadence in
the original key, and to "prepare them to. fall in with the principal perform.

er in the a tempoe or tutti. .
61) ,:\ §75334A8f1§x;»«vu\mA‘ ‘ - ’ (b) Y ,-\
o —
] . r
J o] o : "

. A’ "chain of ‘shakes ~as it is termed embraces a series of notes proceeding ei_
ther by ‘degrees or by skips; upon “which ‘it is continued unmterruptedly, the .
" turn is then appended only to thé' last note of ‘the chain.
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. as played - T o - . L
Y ascendmg‘ when the ‘tlme permits, ‘the. turn may.. take place after ‘each
note, but this must be expressly ' indicated : S
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There is also a sort of false conclusmn or turn, which however is now bqt seldom used.
as; . S S L ,
N = : T T
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Further ]t is to be observed thaL the shake as ve]l as all g'races in g'eneral con
forms itself to the 51gnature of the: Ppiece. Should the subsidiary note require any
alteration, the accidental marks of transposition must always be indicated over the
shake; (a.) ‘and if the same ‘thing  occurs in the turn of the shake, it will be most
safe to write it at length in. small” notes, (b) adding: to them the reqmslte aceiden _
tals. : T :
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. All the above rules equally  apply to the double_ shake both with re.
-gard to the incipient .note and to the turn. It may be played with.



O
one hand in thirds .ﬂz.), in sixths (b.), or also in three parts with both hands. (c)
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There are also false double shakes, in Wthh only the top note is shaken and
the und(er one,. elther ‘held down, fa ) or struck along w1’(h the upper note each
time. b)

) ﬂl) one_lmnd. | ) ~ both hands. ' . ) (b) one ﬁmd.
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' 7
the shake, the other fingers pcrform .an )accom

-Cases also occur in which,durin
%) or both at once, (.) or alternately. (e,

panying' melody, above or below it,

(@)

/;vWWVM

with one hand.

/,MNWW

) I
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*When double. notes or when notes lying somewhat distant, are to be played along with the shake, us ubove at
D Jund (c), and the span of the hand does not allow of the shake being continued uninterruptedly, we muay dis.
continue it while we play thenotes of melody; but the shake must recommence mmedntely, 80 that the inter._

ruphon may pass unnoticed by the ear.




CH.AIPo IIIo
-~

ON IMPERFECT SHAKES OR NOTES MERELY SHAKEN.

..Here the Tnotes ,are shaken - ‘according. to their whole length,: but these shakes must
.not by ‘any means" ‘be confounded with the real and perfect shake, since on account
of the notes whmh follow (a.), or becausc: of the short duratlon of the note (b )
they do not admit of any. turn or conclusion.’ o :

They are m(hcated by (mm) ,and commence also with the shake note. -

. ﬁl) - ’ : | (b)Allegr/(i,\N\ . E

If a note ’dms shaken is. t1ed to another note; stand_mg ‘upon the same degree,
and with which the shake._note concludes; or if, after the shake, the group of notes
ascends,. we must -terminate . the shake  with the subsuhary ‘note helow, (an lmper.
fect tm'n) (@) in order to shew more obviously the commencement, of - ﬂle tied note.
If, after :the note, shaken, the. group  of ‘notes should descend; " the ‘tied note will com.
mence - strlctly as to. time, but must receive: a “somewhat marked emphas1s b. .

“CHAP.O b:‘E‘—'Vo
o @S :

ON THE MORDENTE, OR TRANSIENT SHAKE.

ThlS g'race is - the dmumxtlve of the imperfect shake. The character used to md;_
catc it..is formed thus, ('y(/ or/\fv o
It oecurs. -over long " notes, - fa.) cas well” as- over <horter notes (b.),- in
which latter ‘case it produces a particularly good effect. This grace also
begins with the principal note over which it stands, and together with its subsi.



diary note above, is, as it were, hurried over rapidly by the fingers.

S as pla;red.v e

: : s I. .. =
. The turn is a" g‘roup of notes c0n51st1ng' of a prmc‘lpal note, and the subsuh_
_ary notes above and below it. It occurs over notes and also between them it mu@t
nelther be played too quick nor too slow;, but -with v1vac1ty neatness, and energy
It is represented and played in three dlfferent wayss - namely, beg'mnmg‘ mth
the principal note. itself: @;). with a little ‘additional note ( j‘r\;) beginning with the
subsidiary note above (. b.), and then proceeding downwards (), usually called ‘the.
direct * turnjs and, lastly, begmmng with the subsidiary note below (c) and then o
proceedmg upwards ( 2); thls is generally ca]led the inverted turn.* .

ﬂ‘)

N
PY) l
2
- S | R 1T 1T 1 1 1—1 1|
 as played. H T B \
s

The accidental marks of transposition are " also added to the turn, as ﬂms 1f the
_ accident relates to the subsidiary note above, the mark for it, is written ‘over the cha

racter_indicating the turn (a ) if to the subsidiary note below, then under it (Z),
and if two accidents are required at once, one for each of the subsidiary notes (c .
both are written close to one another, accordmg to the order in which they follow.

(a) ho & ey~ b _&. 4 be
. : A E e ﬂ
E: @ -

T T

* As Engravers erroneously give the same posxhon to the character indicating the turn, whether 1t 'be direct
or imerted, the attention of Musical Publishers is invited to this point; and they are recommended ‘to explain
to their Engravers this twofold position of the character, and to desire their strict observance of it.
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. When a turn occurs between two notes, or over a dot, 1ta1ways beg‘ihs with the
note above the principal one -and proceeds downwards. In the first case, the turn

must be finished before the entrance of the second note. In the latt

er, the turn ends

>

“with the note itself, just before the ‘appearance of the

; ‘held dqwn_' according to its value.

dot, which is then to be

between notes )

over a dot

. The embellishments belonging to the second class are mnot -indicated by pecullar

characters, but by means of small notes, and with the exception of the Appogiatura,

' 'do not require . any particular explanations.

peILL

CHAP.

.. NOTES,

AFTER

ON APPOGIATURAS,

S

Api;ogiaturas are at present often inti',oduced as

AND OTHER EMBELLISHMENTS.
the bar, and represented by notes of the usual size;

forming a part of
however, in many. cases .

£

small - notes.

- they are still expressed by



11
s 2. | |
They may be considered as suspensions of the principal notes, from the value of
which they borrow some portion. Appogiaturas are divided into long: and short.
R ’ s 3. .
_ The- long‘ or accented. Appog'latura borrows one half the value of its: pr1n01pal
note, when, agcording to the nature of -the measure, that -consists of two-equal ‘parts,
It will therefore be proper to denote at once the real value of the Appogiatura
by means .of a correspondmg small note.,  as: C e

_1i
1

spl

The Sig‘nature applies also to the Appogiatura,- and. accideilfal % or b are
added to them, as to- other ‘gotes. ,
S 4. v
Before a note w1th a dot, which by this means considts of three parts, the appo _
g1atura borrows the whole value of the prmmpal note, which 1tse1f must be playedto the
dot. ' : A :

/) | |A‘
-
= . —
g . L
SRR N AN | 1 1

I two dots’ follow a note, the appog‘iaitm'a, still borrows the value of the principal
note, which itself appears with the first dot, and must be held down during the
time of both. ‘

* 1t is tex-med accented, because the stress or emphasis falls rather apon it, than upon t.'he prlnr‘lpal

note itself,



’ S 5.
In passages of several parts, the appog'latura refers only to the note or part be
forc which it stands; the other parts lose mothing of their. value but must “be

struck together with the appoglatura o Y

: The short appog'latura borrows scarcely any portion of the value of the prmmpal _
note;whether that be of long or short duration, with or without a dot;since it is
but rapidly touched upon, and then quitted by the finger. The accent does not
fall upon the appogiatura, but upon. the principal note. By way of distinction, it .

_ may be. represented by a quaver w1th an oblique line through its stem _ Ex:

..Ajler noles have some resemblance to~ wthe. turn of a;shake since the one,hket-he
other, stands after the note to which it belongsThey are connected with the principal
note by a small slur, to shew ‘that in the performance, the time occupied by the

after_notes must be borrowed- from the preceding,” and not from the following
member of the bar. ' o

 —
! 17 | 1
|4 N
instead
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The double appogiatura, the Slide, and other compound graces, ' dependant upon the .
fancy of the Composer, require no particular notice, since the nogation itself will
sufficiently explain them to the eye; they belong to the note before which they . stand.

DousLE. APPOGIATURAS.
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-see Dr. Cullecotts Grammar.



VARIOUS OTHER EMBELLISHMENTS. )
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All these graces are to be played with rapldlty, so that the _principal note
may lose but little of its duratmn '

ExAMPLES FOR ELUCIDATING THE It SECTION.

 SHAKES.

- - *
I Andante. (veginning with the note_itself.)
- _ 7 _
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* see the rules  Chup: 2. 5.



4. Larg hetto.
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Chain * of Shakes.

*ee Chap. 2. § 7.9.and 10.
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Shake.
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Imperféct Shake_.or shaked noles.
begiuuing with the note itselfX

1 -Allegretto. . -

ﬁm\

2 Allegro moderato.
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4. Alleg'ro con brio.

a rest follows after '):,f'
the note ted to the shake note,

‘ If the passag‘ descends after the ~u
: - &note tied to the shake” note: # ;&
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’ : : ¥a skip should follow the .
MAAAANANN .
+ MM 3 Fenate tiod to the shake note.
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3. Un poco Allegretto.
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1. . dAndante.
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TURNS.

from the note below.

from the note above.
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 SECTION SECOND.

rTHAP. T,
%'

ON MusicaL PERFORMANCE IN GENERAL.

N s 1.
‘ It is ‘usual, an(} very properly so, to discriminatc between a correct and a beau.
tzful performance. The' latter is frequently termed expressive, but, as it appears
_ to me,not with sufficient» ace uracy. Correctness of performance relates to- the mechamsm "
" of playing, as faras it can he indicated by musical notation. Beauty. of performance sup -
'poses every thing' nicely. rounded off, and accurately. suited to any given COmpOblthIl
- and to every Ppassage in it; it includes whatever is tasteful, pleasmg, and ornamental . Ex.
pression relates immediately to the feelings, and denotes in the player a capacity and
facility of (displaying by his performance, and urging to the heart of his audience,
whatever the Composer has addressed. to the feelings in his production, and whlch the
performer must also feel “after him; pomts whlch .can be intimated only by general terms,
havmg' but little precision in- them, and which usually are o{ service. to those only who
‘have these things already within them. = If such be' the case, it will follow, that expres
sion may be awakened indeed,but properly speakmg’, that it can neither be taught nor
acquired; it dwells ‘within the soul itself, and must be transfused directly from it in_
to the performance, for which reason we sha]lnot treat of expression in this place.
It follows also, that beatrty of performance cannot be perﬁectly taught or acquired,
though much that relates to it may “be explamcd by means of circumstances connected
with it: __ this we shall endeavour to do; and,on the whole, we must conclude, -
that cor rectne%s of performance alone admits of a thorough developement.
5 2. :

What relates to beauty and taste in performance, will he best cultivated, ~ and
perhaps ultlmately most easily obtained, by hearing music - finely ' performed, and
by listening - to highly disting‘ui%hed musicians, particularly  Singers gifted
- with great, powers of expression. ___ Indeed, among those musicians and Com._
posers who in their youth have received instructions on singing, there will g‘cne
rall} be found more pure, correct and critical musical feeling, than among such
as have only a general and extrinsic idea of melody and good singing *

_ * HASSE,v NAUMANN, GLUCK, hoth the HAYDNS, MOZART, and the most’ celébrutcd Compo.

sers of" all .ages, were singers in their youth.
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2
It is no doubt meritorious to overcome g‘reat def1cult1es upon the instrument, but
this alone is not sufficiemt to entitle any_ one to the reputation of a ¢omplete master .
of it; such dextrous players surprise the ear to be sure, (as Ph. Em.Bach expresses
himself), but do not delight it; they astonish the understanding without satisfying it.
In the present day, many performers endeavour to supply the absence of natural
inward feehng by an appearance of it; for example, '

1) by distortions of the body and wnnatural elevations of the arms;

0) by a perpetual gmgle, produced by the constant use of the Pedals;

- 3) by a capnclous draggmg or slackening of the time, ( tempo rubato) intro_

e duced at  every instant and to satiety; /

"4) by an overloaded decoration of the ' passages of melody, till the air and
‘ character is often no long‘er - perceptible; °
“but I caution every player against falllng into these impimre and tasteless exces
ses, and advise him to give to every thing that which ~ really belongs to it. By ex.
cessive drag‘gmg‘ in the time, the allegro loses 1ts brllhancy, neatncss and wnity; by
being overcharged with embellishments, the adagio is deprived of its genuine solemn.
and pathetic character, and. of its beauty, wcctucss, and grace.

In his performance,the Player. ought not to let it be for a moment doubtful,
even to the uninitiated, whether he is playing an “adagio or an allegro. I do not
by any means intend to say, that we may not occasionally retard the time in an
allegro, or that we ought not to intfodnce efnbe]lishments ‘into an adagio; but this
must be done with moderation and in the prdper pla'ce That an adagio is much
more difficult to poriorm with propriety than an allegro, is a fact acknow _
ledged by every onme.

C TAL ﬂ{ P c 14{2‘@
O

SomE LEADING OBSERVATIONS RESPECTING

BEAUTY 'OF PERFORMANCE.

o - S 1 , - .

To arrive at a correct and beautiful style of performance, it is requlslte that
the player should be perfectly master of his fmg‘ers, that is, that they bhOIIl(l be
capable of every possible gradation of touch.
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This' can be effected only by the finest internal sensihility in the fingers themselves,
extending to _their very tips, by which they  are rendered capable of vincrelasing their
pressure on the keYS, from the most delicate - contact, to the utmost degree of power.
Consequently, ‘the fingers must ~obey the player in the gentlesnt touch and in’ the,
most natural and  easy p051t10n of - the. hand, equally as.in the firmest stroke and

“in the most extended state of the muscles. ’ ' (

‘When he has obtalned thls dehcate feeling so far as to be able to . produce
these various  gradations, thls power wﬂl mamfest 1tself not only by its advantagcous '
~ effect upon his ear, but, by degrees it w1]l also shed its influence “upon his sensibi- -
lity, become by 1ts means - pt[rer and more delicate, and thus ‘implant in hls soul
the seeds of a true, beautiful, and expressive style of performance ‘

I am unable to give any better rule than this, drawn from Nature bherse]f any
remammg observations belong rather to the mechanical part of execution, ~with |
which the feelings of ‘the md1v1dual _come less ]nto contact

' ,_5 2.

Let the player study the eharacter of the comp051t10n as otherwise he cannot
possibly awaken in his au(hence the same emotlons as the composer has endea-
voured to- excite by his music. Let him a_lso keep ‘in mind steadily, whether he is
. performing an adagio or an- allegro,"~ for each‘ requires. a particular style, ~and .
that- which is proper for the one, is. ].llJIlI‘lOUS to the other.

,, s 3 |

“The Alleé-ro requires br]lhancy, power,, prec151on in the dehvery, and spark.

ling elasticity in the fingers. Smg‘lng passages which , occur in it, as we have
‘already -said, may be played with some little relaxation as to t]me,m order to give
. 'them the neeessary effect; bIrt we must not deviate too strikingly from. the predom.

inating movement, be‘cause," by so doing, the umity 'of the whole will | suffer,", .

-.-and the- ‘piece degenerate into a mere rhapsody. (See Example A)
The player ‘must not waver in the time in every bar; but, whether in passa.
‘ ges of melody or of mere executlon, even from the first bar, he must catch

firmly hold of, .and preserve equably the precise time, unless the passage.
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should be of such a nature, that the time, duung‘ a series of bars,is requlred
to - become slower by " degrees, a c1rcumstance Whlch the _composer indicates by -
rallentando, ~ or, in the opposibe case, by accelerando poco @ poco. (B) Let. |
h1rn never hurrV the tune and in passages let him - occasmnally mark the acc.
eented note; this will a551st h]m in keepmg ‘the time, and enable any orchestra
to accompa.ny him with ease. i
s 4 |
" The _ Adag'w requires expressmn, a- smg'mg style, tenderness, and repose Its.
delivery is therefore in a manner opposed to that of the Allegro; for hereg the notes
must be much more sustained, more closely connected, and, as it were, rendered

vocal, by a well. d1rected pressure

The embellishments in'troduced into the
adagio must, for the most part be played with more- effus10n and tenderness . than .
fln the a]]eg‘ro; they must attract the hearer _rather -than hurry him onwards, and
awaken feeling's rather of pleasure than of surprlze Graces must be sparingly dis..
tributed, that the beauty and sunphmty of the melody may not be lost; here also,
they ymust be played with less _rapidity, but with more tenderness and attraction.
In particular, let the upper no’ees of the octave at the top of 'tlre instrument . .
be used cautiously, that the audience may h&; hear more wood than . lnusical_ :
sound. In general, in the adagio every thmg depends upon  the micely. \calcula,.l
-ted weaker orv stronger pressure = of ‘the fingers, upon a ,smoo_th and well con.-
| nected. style of playmg, occasjonally, upon the most delicate withdrawing of the fin.
gers from the keys, - and upon the nice sensibility of the fingers themselves. (C)
A series of notes uscending by degrees, from their very nature,l require to be play.
ed crescendo, (that is gradually increasing in tone); and in descending, to be played
diminuendo, _(a diminishing by degrees), as a means of iinparting ]ight and shade
to theln., However, cases occur in which this rule msy be inverted, or in which .
they may be‘ executed throughout " with an equal degree of force: this ‘depends upon

the will of the Composer, as he may have preseribed.
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the middle period somewhat slower and with tendcr feeling.
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Remark. Al relaxation of the time in single bars, and ‘in' short passages of melody, in..
pleasing * and intermediate ideas, must take . place almost imperceptibly, and not be carried to .
excess, so that ‘the difference between ‘the remission in the time, and the natural progress .
of the movement may never appear too striking with regard. to the original measure. The.
races must be so calculated -by. ‘the player, that they may mueither add too nor . take
from the strict time, but terminate always simultaneously with the bar. )

from the 3(.l Solo of the preceding Allegro. ‘
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. assuming with spirit the originul time,

and - continuing thus to the end.
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a passage becommg by degrees faster and faster, as a contrast to the preceding one.

Allegro mode)ato

) by deg'rees'




Larghetto. . p ) f

tenderly

/fw@ —

o® T
—=r s y
v P — - IP_
: - -
oI =
Y

Py —w ]
— , e
= = n h 1 1~ T
1 l‘% 1
smorz h €

e "E——s —2

-~ — - h— — j —
e £ 2 == '
o *, i S =




e
+
&
-
l

|
il
.
Hha
nn

N

{ t -
. somewhat relaxing in the time, to prepare the ear for the principal’ cadence.

Observation. With the exception of the passuges particulurly pointed out, the *pluyer must observe the time
strictly throughout the whole Larg‘hettd; and eéndeavour to produce the desired effects, as circumstunce muy - re.l

qiire, partly by softness, partly by power, that is,by a gentler or stronger pressure of “the fingers.
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 The Accompanists ougilt not for a moment to be led into any' douht by 1he'p-l_ay.
er, respectihg the time which ought to predominate; but = he must perform his piece with
such corréctness and regulurity,A that they may accompany him without app rehension,and
without being obliged to listen at almost every bar for some deviation from the time. -

The };layer himself is often the cause that he is accompanied badly, even byé good
orchestra, The dragging or. slackening of the time -in the Adagio, may be introduced
\;vith most propriety at the principal closes of fhé“mmemen‘t. Muny  players are of.
ten not content with such graces and embellishments only as are prescribed by " the "Au. B
thor, but ﬁmy multiply them unneces.s'avri.]y, and by this means spoil the Adagio, and roh
it of its beautiful and pleas:iug chdractéi". ; Iusteu'd‘:tbjf'iudulging in these superfl‘-nvousk 7
flighf; of notes, I reccommend . them -v‘rather to study to AObta)‘l’l a singing, expressive, and
melting style - of execution,: and in thew Ad_ag"iO (in general) to remain satisfied with . the

minor - graces, introduced K with propriety, . and adapted * to the»c’ompoéitio'n.

As an example of an embellished 'helody of :several bars m Iength, I shall insert
the close of the Adagio from my Sonata. . Op: 106. -

Adagio. (@>
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. possible  finish.

-Observations. In such passages it must be remarked:

1. that each. hand must act independently. ) ‘ - v T

2. that the left hand must keep ithe -time ‘strictly; 'for it is ‘here: the firm" basis',_‘
on- which are founded “the - notes - of embellishment, grouped in various’ numbers, °

: and ~without any regular distribution as to measure. : C :

3. that the  player must previously examine -which bar; as comparéd with the rest, .con.
“tains the greater or less number of notes of embellishment, as upen this is ground.
ed the slower. or quicker performance of them; : ‘;

4. - that he must play the first notes of the .bar rather slower ‘than those which succeed
them, so that at the end of the bar he may not be compelled to- lengthen  the
notes, in order to fill up the time remaining, or else. to leave ‘a chasm’ altogether. '

5.

that the embellishments must be executed with‘lightness,' delicacy,  and t}}e\ utmost

~
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As in speaking, it is necessary to lay an emphasis on- certain syllables or words,
in order ‘to render our discourse impressive, ‘and . the meaning “of our words
intelligible to the hearer, so in music the same’ thing is requisite; and,in.
~decd, it is that natural feeling, which every musician, gifted with real sensi.
bility, is conscious of within himself, without first requiring his attention ‘to
be mechanically ‘drawn to it. However, as I have frequently found this
kind of feeling. deficient in pupils, by way of giving them some notion ofit,
%lmd' to_ awaken it by degrees, I have generally proceeded in ‘the manner fol.
owingr. . ) ' } . .
I caused them to play a piece which they :already knew thoroughly, passage by
passage, that is from 4 bars to 4 bars, and as they proceeded, made them explain
to me at each portion, which note as compared with the rest, required an emphasis,
and, particularly, af what point their natural internal feeling would place the chief
expression of the whole period; as also what series of notes in passages of me.
lody, required to be played with acceleration or remission as to time.

‘When they have gained Some degreg_ of insi_ght on this “head, it will be
easy for them to supply what remains, by attentive  study, and by listen.
ing to distinguished performers. -~ o o ' RORE
' EXPLANATORY Exampres®
NO 1. - Allegretto. . CA

l

f% =

a I\

g

L

#

- On the notes murked with + must be placed a slight degree of emphasis, and on those marked A, a much strong.
er cmphusis, even if np mark of expression “should stand over them. |

(x4 If, ufter a short note oceupying the accented time of the measure, a Alonger note should surceed on the
viecented time, the lutter usually requires un  emphasis. ' )

£
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taken up from the key, immediately after the second note is strurk, and before its time- has expired.

When two notes are slurred together, the first must be marked with an emphasis, and the finger gently
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j (*) ‘When after 2 notes slurred together,a rest follown, the fmger must 'be withdrawn ﬁ-om the keys gently,and before .
1 the tunenof the latter note has explred : o R .
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() Generally speaking, an ascending series of notes is to be played louder and louder by degrees.
(*"‘) ‘When one hand imitates the other, each must ohserve the same . expression.
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increusing in tone.

1 —
) The acoompanymg‘ flgm:-atrve bass, must always support ﬂxe right hand in the pia: forte, cresc: decresc: rit: aceel_

lerando, even when this is not particularly pointed: out.
N 12 Allegretto. ‘ : /'\ P
PN B . e *t-ﬁf-# TPe A
- —1 T — 8,4 14__1 = 1=
e
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Xpzfre e
Here,as at N? 2. the stress or emphasis fa]_ls onfheunaccented time.
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*) Passages of dotted notes are generally played as 'if rests stood:in the place of the dots; unless a slur should
. . i i for Ex: .
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be drawn over several of them, in which case they must not be played short, but held their full time.

held 6ut.

as performed.
short.
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5T :
.. There are certain groups. of notes which include a meloiy, and which must not
" be played detached like, other passages the de]nery of them must be connectcd and
" the melody brought out , :

~old. o
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The ; manner in Whlch the emphas1s is placed on certain notes: occupym “the accented time
of the measure, has already bcen mentioned; upon: the repetition of ‘suc passag‘ezs, the

place of the accent occasionally ‘be changed with g‘ood efféct, and made to fall upon the
tnaccented tnnesm% cor they may be v;;lll'id b . varying - ° the plano or forte. (bu})
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CHAP. IJT.

ON THE ‘USE OF THE PEDALS.

s L - o
A performance with the dampers almost constantly raised, resorted to by way-ﬁof a
cloak to an. impure and indistinct method of playing, has become so much "the fashion, .
that many p]ayers would no longer be reeog‘msed 1f they were debarred the use of the
 Pedals.

S 2 , , .

Though a truly great Artist has no oecaslon for Pedals to work upon his audience
by expression . and power, yet the use of the ~damper . pedal, combmed oceaswna]ly :
with the piano . pedal (as it is termed), has an ag'reable effect in many passages, its
employment however is rather to.be recommended m s]ow than i in. qmck mOVements and
only where the harmony changes at dlstdnt mtermls all other Pedals - are: useless
and of no ‘value either to the performer 01 to the mstrument

Let the Punil never employ the Pedals before he e play a” piece correctly and
'mte]hglbly Indeed, generally speakmg, every player should mdulg-e in. the use of them

.""~w1th the utmost moderatlon for it is an erroneous suppos1t10n that a passage, correct
ly and beauhfu]]} executed without pedals, and of which every note is clearly under-
stood wﬂl please the hearer less, than a mere confusion of sounds, arising from a

serics. of notes clashmg' one -against - another. . Pt

Only ears aecustomed to t}ns, can applaud such an abuse; sens1b1e men wﬂl no doubt
give their ksanctwn to my opinion. Neither Mozart, nor Clementi, required ‘these.helps
to obtain the - highly . deserved reptrtaition of the greatest, and mo,stb expressive "perform_.

.ers of their day. A demonstration that, without haring' recourse ro such worthless
" means, a player may ar rive at the ‘most honorable rank.

I shall msert ‘here a few cases in- which - the damper Pedal may be resorted
vto w1th the least breach of proprlety '
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S L CHAP IV
ON THE TOUCH- PROPER 7FO0  DIFFERENT ~PIANO _ FORTES

oF . GERMAN OR ENGLISH CONSTRUCTION.

s . 1.
As I ha\e often remarked that the best ‘players are embarrassed by any unusual va..
* riation in. the mechanism or touch of the instrument, I-consider that it will ‘not be a.
miss to say a few words on this sanect /
S 2. :
Plano fortes, genera]ly sp ea_kmg- are constructed on two dlfferent plans, the Ger.
. man or Vienna, as it is termed, and the English; the former is played upon with
- great facility as to touch, the latter with: considerz;hly léss ease. - Other modes of con.
~struction are compounded of these two, or are merely partial variations upon one-or:
~ other of them. : |
S 3 _. ._
It cannot be denied but- that each of these mechanisms has its pecullar advantages
- The German piano may be played upon with ease by the weakest hand. It allows
" ‘the performer to impart to his execution. every possible degree of light and shade,
speaks clearly and promptly, has a round fluty f,tohe,iwv}ﬁch in a large room con.
trasts well with the accompanying orchestra, and does not impede rapidity of execu..
tion by requiring too great an effort** “These instruments are likewise durable,
and cost but about half the price of the. Eng]ish -'piano-forte.l
' ~ ' S 4 |

. To the English- construction however, we - must not refuse the pI‘alSCS due on the
-score of its dl&abﬂity and fullness of tone. Nevertheless this instrument does not
admit of the same facility of execution as the German; the touch is much heavier,
the keys smk much deeper; and, consequently, the return of the hammer upon. the
‘ repetlhon of a note, cannot take place so qulckly i :
" Whocver is “yet® unaccustomed to: these mstruments, should not by any means
a]low h]mseli to be dlscomposed by the deep descent of the keys, nor by the hea..
~viness of the touch only let him not huwrry himself in. the time, and let him play all
quick Eahsages and runs with the usual ]Jghmess of finger; even passages which:
require to be executed w1th streng‘th must, as in the German instruments, be pro-.
duced by the power of the fingers, and not by the Welght of the arms; for. as

*) By this I do not merely understand a somewhat shorter and a stlffer toneh for every player should
possess thus much power over the instrument. -

- ¥%) It is self evident that we spe.nk here only of “the instruments of the most celebrated Vienna and Ger. -
man  makers, :



this mechanism is not capable of such numerous modifications as to degree of tone as our's(f)
we gain no louder sound by a heavy blow, than may be produced by the natural strength and
elasticity of the f]/g:ers :

In the first moment,we are senslble of somethmg ‘unpleasant, because in forte passages
in partleular, on our German instruments, we press the keys quite down, while here,
they must be only touched superficially, as otherw1se we could not succeed in execu.
ting such runs without excessive effort and double difficulty. As a counterpoise to
this however, through the - fu]]néss of tone of  the English plano forte, the melody re:
ceives a peculiar charm and harmonious sweetness. ’

In the mean time, I have observed that, powerfu]ly -as these instruments sound in
a_chamber, they change the nature of their tone in spacious localities; and that they
‘are less distinguishable than ours; when' associated with complicated orchestral accom..
paniments; this,in my oplmon is to be attrlbuted to the thickness and fullness.of -
their tone.. S

H . -

CHAP., V.

ON THE UTILITY AND APPLICATION OF '
MaerLzEr's METRONOME. )

_ T}us modern invention is one of the most useful with respect to m’usu(*) it fu]f]lls
‘most perfectly the end aimed at by its “inventor; though many persons still errone .
ously imagine, that, in applying the métronome, ‘they .are bound to fo]low its equal
and. tmdev1at1ng' motion throutrhout the Whole piece, w1’thout allowing themselves
any latitude in the performance for the. dlsplay of taste or feeling.
. 82 N
To Composers it offers the g'reat adva,ntage, ‘that their comp osu’lons when mark-’ :
ed according to the degrees of the metronome, will ‘be - performed i in every country
in exactly the same time; and the effect of their works will not now, as formerly,
(notw1thstandmg‘ the ‘most carefu]ly chosen musmal tcrms) be lost by bemg played :
in a hurried or retarded movement. Long directions by means of multlphed epi. ’
thets are no ]onger necessdry, since the Whole system of time is divided into ‘three
principal movemerits, the slow the moderate,” “and the quick, and therefore 1tw1]1 but
very seldom be necessary to add more than one word *mdlcatmg the partlcular emo.
- tion or passion predominating 'throughout the - plece

{**) Every Composer and Muslcun ought,by all means, to be in possessmn of a Metronome, and to indicate careful]y '

its upplication in their works. Masters should also take care to impress their pupils with an idea of the advantages °
to be derived from the use of it. This,it is hop‘ed, would induce Maelzel to offer his metronomes to :the Public
at such a price as would enable every Musician and Amateur to procure one.
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From the Tabdle JV""I “drawn up hy Maelzel himself, it will be scen, that in the
slowest times, the shortest note to be chosen for indicating the degrees by the Metro.
nome, must not be inferior in wdlue to a quaver m moderatc tunes not bclow a crotch_ .
et; gnd in the qulckest movements, not below a minim. .- In the Table N 2 we
may sc¢ how various and unsettled were formerly  the ideas of Authors, with regard

to indicating the movements of their works by the very same words, and how often
At A9 3, is represented

in so doing'. they have contradicted themselves.
the graduated scale of the Metronome, as it appears in the instrument itself.
S 4.

By it, players and lovers of music w111 learn the true time, as determined by the -
Author; but they are by no means hound slavishly to follow its beats, to the exclu-
sion of occasional relaxations or ‘accelerations of the time.

I have frequently met with Amatcurs and even Artists, who were in the hablt of
""i‘acceleratmg the time to  excess; as the best means of curing this defect, I should
recommend them to practice for some time playing strictly with the Metronome,
as this will by degrees enable them to obtain the necessary steadiness and compo.
sure. . ' | '

‘ S 5.

Even to beginners it will be found useful; for by bemg constantly bound to
the strict time, they will attain a more correct perceptlon of it; it will of course be
tmderstood that they must prev10us1y be able to play their lesson through cor.
rectly. . Playing by the Metronome is also particularly useful to them, while prac.
tising in the absence of the Master. ___ Let the pupil place it beside him,
listen attentively to its movements, and ' endeavour to keep time faithfully
to its . beats. |

Wlth such a guide, speakmg at - -once to both ~eye -and ear, a pupil must .
‘indeed be little favored by Nature, if he does mnot soon ‘succeed in playmg'
correctly in time.

I \shall further observe, that the player must not begin. at the same
moment with the Metronome; let him listen a while to its movements before
he commences playmg', ‘that he may  thoroughly comp! rehend the time of the piece,
for, at first, the ear is easily deceived by the beats of the metronome. -

These remarks may also be useful to -the Composer, when he wishes to
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- ascertain the degrees of time :for the ‘purpose of mdlcatlng them correctly in his
works ; ) o .
.Care must. be taken ‘rhat the metronome does not stand uneven or awry, but,

‘on the contrary, that it stands f]rm and IIpI‘lg’ht
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‘CHAP. PI..

TN - I

ON TuNING ,THE PI1ANO _ FORTE.

Of the necessity and ag'reableness of a we]l —tuned mstrument, every one is con.

~ vinced. But as opportumtles of:  procuring a tuner do not always present them.

~ selves, partlcularly in the country, it ‘will not, I imagine, "be altog'ether juper.

fluous to add a few words of . instruction, by attendlng to whlch any one may

'lea.rn to- tune an - mstrument themselves. * . LN
osh 20

In former tnnes when Clavmhords, ‘Harpsichords; Pantalons, and Piano . fortes
were used each note of which had only two thin, feeble strings, - several Authors,
as SORGE, FRITZ}:N, MARPURG, K_IRNBERGER VOGLER, &c: pubhshed systems’ on this
subject; but as those intruments~ are now almost wholly" laid . ‘aside, and in 'their
. place piano. fortes are mtroduced i whlch tach note has three strmgs, in.
‘stead of two, and these 4 or 5 times thicker than  those. of that perlod “the com.
plicated prop ositions laid down by these Authors,cannot now be so easily put in.
to practlce, -and we are compelled to adopt a system of temp erament by which
tuning is made much more easy and convenient. That " such is the case, ap.-
pears evident, since many who profess ‘to be tuners can, hardly be said to have an
ear so acute, as to d]scr]mmate “with the requls1te nicety, ‘the minute deviations
in the deferent ‘chords “of .the unequal tempemments proposed by the_ Authors.

. The experience - of those: who “follow" the occupation of tuming, particularly in
Vienna establishes the fact, thatthe temperament is most easily -adjusted, and the
‘whole ‘instrument tuned with the - greatest —*certamty .and._ ~ probability . of keeplng'
ing tune, according to the fo]lowmg- succession - of chords.
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. E:z.-pvlmia‘t'i.dn.' . The first or upper a is that  note ‘which in an orchestra the
violins receive from the oboes or flutes;the tuning . fork is. likewise /pitched
to this note, and the temperament or bearings begin with it. 'This ¢ must

* It is much to be wished that a uniform mode of tuning were universally introduced. To what disagreables are we not
exposed, particularly with regard to wind instruments, Sometimes they are not in tune with the piano forte,at other
times in the orchestra not with one another. One is constructed according to the mode of tuning in use at Dresden,
another to that of Vienna, a third to:that at Berlin. ©One gives “the . pitch more ‘usual in the chamber, nnothertl:at
Ain the theatre, and another again that in-the Church. How is it possible, among  all this diversity, to obtain apure
and equ41 mode of tuning: At all times Singers have been the greatest impediment to this arrangement. Would
that in all countiies they would at last agree upon some mniform_system of tuning and upon a pitch neither
too high nor -tco low and employ it alike in the theatre, as alla’ camerda, and,when possible,also in the’
church. By this means they would every where meet wﬂ’}x their accustomed pitch, and would sing wﬂh
less exernon without being compelled to have recourse to’ transposnlon
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‘be tuned so -perfectly in usison w1th the fork that if it be held ‘upon  the.
.hudge across the belly . of the mstrument during its v1brat10n, not. the least
. difference of pitch. between the sounds “shall be seénsible to the ear.

To thls a ‘must’ be tuned the a on the 5. line -of the bass stave and to
.,thls latter the a in the first space. After. wlnch accor(hng to the order pre_ ’
-scribed, we must tune all ‘the fifths wupwards, . and the octaves, where necessar);

~:‘.downwards, _ $il1 ‘the ‘whole circle of - fifths in gone through whlch terminates at
. the D.. 2 | |

Should it be consuiered t00 dlfflcult to lay.- the - bearmg‘s or. temperament S0 -

low as "G .on the frrst Tine of the bass we may employ the followmg' suc—

.cessmn of fifths ‘and octaves, whrch is more easily ‘tuned by an unpractised ear.

-~

-* ' :_p% . # ’ IVV-Pruof.
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But to- adjust the. hearings eorrectly and with certainty, . and by their means
.the whole instrument, the str1ct ohservance of the fo]ldwin;; rules is.indis.—
. pensable _ . L - ) ' ‘

'1.) No one: fxfth ‘must _be tuned pevfectlg/ true; that.is, such as the reso =
. nance of the string of the lower octave of a plano _forte would g'lve it; but
each fifth must be’ ttmed somewhat Slatter than perfect for if we were to
tune. all the fifths perfect, ‘the . 12th or last- would be so much too sharp, that
it would not be possﬂ)le to play in that key y o v
To afford the -~ ear 'some g‘mde resp ectmg' these flattened fifths, we may divide
them into three speeles into  bad, good, and absolutely perfect. A fifth is bad
When it. sounds ‘too flat ‘with regard to the lower note. It is good when not in.
,/deed absolutely perfect but yet so nearly so as not to sound offensive to the
Ttis perfect when it commdes in p1tch with. the f]fth produced by the
resonance of a deep _hass ‘note. :

2.) We must not proceed from one note to another,‘ till all the three

strings - of . the first note " are. truly m ,umson*;»as otherwise, it will be. im_
. possible to tune a correct fifth. ' ' '
3:)  All octaves are “to. be tuned perfect.

This only upplies to Instruments tuned by meuns of a damper.  T.

& Reabtshomol OL\LOLA;’/T | e'-.j‘; @
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1) Not to be compe]led to tune the bearmg's more than' once, and that we -
may be able to tune - the rest of the § mstrument with mniore confidence '
_from them, ,we. ought - at every note to the, the octave ahove it, if not/k
o absolutely true, at least very nearly s0. R | -

5.) When we_ have Taid the bearmgs ‘as far as the Jlast flfth D, A, we
. shall be able to de01de whether or not the I preceeding  fifths are tuned
correctly, or whether t.hey are too sharp, or too flat. If A as compared with
D, sounds. good ne1ther foo ﬂat nor too sharp, nor ‘perfect,' “we may be as .
sured that the temperament is correct. But if A as comp ared with D, sounds,
btoo sharp, all the ear]ler ot at least some of the latter - flfths are tuned too
flat.: It A ~with respect to D sounds too ﬂat the foreg‘omg fifths are
tuned too sharp or perfect. " To be certam on this head, we may compare
+ this last A w1th the tunmg fork It will g‘enera]ly be formd to be too flat
with respect to 1t partlcularly in’ .new ‘instruments, and ‘when this note- is
agrain - tuned ‘to the fork, t,’—M"lH generally form a good fifth as compared
with D. - a7

6.) In -hoth . cases . however, it wﬂlbe _necessary 'tolvg'o overf the bearings
once more, and 'this second tlme with partieular_ attention, for the tome .of
the whole ‘instrament depends g‘reatly."npon ‘this, ‘and several strmg's may
require to be tuned d.lfferently, before the whole is ad_]usted We must . not'
allow. .ourselves to grow impatient of this labour, but as we proceed, again,
tune the upper octave’ to,each note, as the bearing's = will - be Nless likelyto
alter. _ - 'A . R ' | -

7.) When we - have gone over 'the“_bearing-s a second time, we must"st‘rike
every bass - note. w1th1n those ' limits, with their fifths, thirds, " and octaves, that
~we may be certaink of their perfect correctness. . |

8) After thls is done, the notes of the lower octave of the treble must be tu_
ned to “the bass -notes; “but’ to each ‘treble note that we tune perfectly, we must,
as before, tune the octawe ahove in the treble. )

',9.) But 1f we desire to tume an 1nstr'ument w1th the g'reatest exactness and

wish it to keep in tune, not for a few hours’ or days but for weeks or even
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mouths, to. each note tuned perfect we must str]ke and compare its f)(,'thCb he.
low and. asce1ta1n then" correctness Thus, we must comparc each mote of the
lower octave of the treble with “the. corresp'onding' note in the upper octave
of -the bass each note of the middle octave of the. treblc with that of the
~'lower octave of the treble and of the upper octave of the bass; each note
'of the hzg‘hefr octaw “of the treble, w1th those of - the middle and lower oc_
taves of ‘the treble, and upper octave of the bass. &e:

: 'When all the notes of the treble are correct, and not till then, we 'may
tproceed to tune the bass in octaves to the notes. of the bearings. ‘

. The manner in which the Enghsh tune their - piano.fortes, dlff(‘l‘b from ours on.
ly in their not being obhged to employ: a damper® By means of a pedal which
" moves the key. board and hammers, t.the}.r are enabled to tune, first one, then two,
and lastly all three strmgs By th1€ contrivance', tuning is rendered much easier
“and more certain. _ o R ’ '

The many bad plaIlO fortes formerly manufactnred in Germany, m which the ham..
mers did not strlke correctly trpon the stlmgs werekthe cause that this mode of
tuning’ was not generally mtroduced among us. , ) , _

- The Plano fortes of STREICHER and A. STEIN . admit of being tuned by this
movement of the key - board, which saves much time = from being wasted by using
a damper. Another inconvenience attendjng the use ofa damper is, that it often
causes a vs'ort of supplementary sound to accompany the | princioal one, and
cont'use - the ear. '

s 3.
Mc should be careful to keep the mstrument constantly -at the same pitch, and

-

for this pm'pose always tune 1t or cause it to be tuned, strlctly to the pitch "of the '
tuning_fork. By neglecting this, the instrument sustains much injury, and in the
- end will no 'longer keepvv intune.
| | s 4
It is also - ncccq%ary to cleanse the 11151de of the instrument from dust,  twice

or thrice in every year.

‘%  Square Piano.fortes uare still tuned by means of a Damper.

EY
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O~ ExTEMPORANEOUS PERFORMANCE.

. Although particular: instructions on this rﬁoint can neither be given nor re. .
_ceived, yet we may impart‘ ni’any' useful. remarks, and ,detajl the ‘result of much
experience respecting it. | o ‘ ‘

To extemporize freely, the player must ~ possess 7 -

a. r.ais .N'at_ﬁrml gifts, invehtion, ,inte]lectuél. .acuteness, »'fiéry ele&atibn and flow

- of ideas, and the power of imp rdving‘, arranging, developing, and combining -~

.- the matter invéntgd by himself, as well as that taken from others for- this

. purpose. . ' . \'

b.. as the resull of scientific education, such perfect readiness and c_erta_inty’
regarding the laws of harmony, and the most diversified applications of them,

. that, without e‘;’en thinking particularly .about them, he no longer transgres.

. ses against the rules; and so great a readiness and certainty in playing,

that, without effort and in any" key, the hands may execute whatever the

. mind suggests, and execute it, indeed, a]most without any consciousness of the . k

mechanical operations which they perform. ‘What the moment presents to
the Artist, must be played on the. instrﬁment, correctly, with certainty and
in a suitable manner; and this must not be felt as a difficulty by the Art.
ist, nor absorb the ;ittention of his mind in anv greater degree, than it.

: claim’sv the attention of a man who has received a scientific education, to

- write with correctness,‘ precision, and propriety; otherwise, he will incur the

danger, either of stop'p.ing’ short and losing himself altog'ethei', or of being »
driven to common place ideas, and to passages committed to m’erﬁory.

To elucidate all this, I do not believe that I can do better than point out )
the way by which I acquired the power of plasrmg extemporaneously. -
After I had so far made myself master of playing on the instrument, of,har_
“mony with all its applications, of the art of modulating correctly and ag'reabvly,
of enharmonic transition, of counterpoint, &c: that I.was able to reduce them to
practice; and that, by a diligent study of the best ancient :and modern compo _

sitions, I had already acquired taste, invention. ‘of melody, ideas, together



i

with the art of arranging, cohnecting,’ aJid combining"‘ them; as I was’gemployed
throughout‘ the day with g'ivirig lessons and composing, in the evening, during
the hours of twilight, I occupied myself with extemporizing on the Piano.
forte sometlmes in the free, and at other times in the strict or fug'ue style; .
giving' myse]f up entirely to my own feelmgs and invention.

. I aimed particularly at a good connemgn and succession Qf ideas," at strict.
ness of rythm, at variety of character, at ch-,'ihges" of colouring;, at the a_w)oiding of
great diffusiveness (which easily degenerates into monotony). : I endeavoured ‘to.
ground my Fantasia on the flow of my own ideas, as also, occasionally to weave
among them some known Thema or subject, Iess with a view to vary it, than
to elaborate and to exhibit it, quite freely and on the spur of the moment, under
-various shapes, forms, and app]ications, either in the. strict or frée styles.b

. When by degrees the taste and judgement were correctly formed; and _when,
after a couple of years quiet study in my chamber, I had acqu]red a sort of
dexterity and confidence in this matter, and certainty and ease in executing mechan.
- ically with the ~fing‘ers what the -mind on the instant had suggésted- I ventured
to extemporize hefore a few persons only, some connoisseurs, others unacquaint..
ed with the science, and ‘while so domg, observed quietly how they received it,
and what effect my Fantasia produced on both portlons of my little, assemblcd,
and mixed public. ' . '

Lastly, when I had succeeded in attammg such flrmness and certainty in all
this, as to be able to satisfy both partles equally, ‘I ventured to offer myself
before the public; and from _that moment, I confess, I have always felt less
embarassment in extemporiziﬁg before an audience of 2 or 3.000 persons,

than in executing any written composition to which T was slavishly tied down.

TIME, PATIENCE, and INDUSTRY lead

to the DESIRED END.
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