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Eastern District ai Pennsylvania, to wit:

0e$fe£ BE IT REMEMBERED, thatonthe Twenty Ninth day of Apri I, in the

QSKALk Fiftieth year of the independence of the United States of America. A. 1)1826

^6^9 Benjnniin Carrj of the tuid District, hath deposited in his office the Title of a

Book, the right whereof he claims at Proprietor, in the words following,to wit:

The Analytical Instructor, for the Piano Torte, by B. Carr, in three pans.

In conformity to the Act of the Congress of the United S tates^iutitu led, *An Act for the

Encouragement of Lea rni ng, by securing the Copies of Maps,Charts, and Books,to the Authors

and Proprietors of. suth Copies, daring the times therein mentioned. 'And also to the Act,intit

le'dj Al Act supplementary to an Act^er-titled, An Act for the encouragement of Learning,by

securing the Copies of »;;: a, Charts, and Books, to the Authors and Proprietors of such copies

during the times' therein tu^tioned" and extending the benefits thereof to the Arts of designing

engraving,aud etching historical and otner Prints?'

D.CALDWELL.
Clerk of the Eaatern District of Pennsylvania.

In the introduction to this work, it may not be amiss to apologise for its apparent bulk.

Elementary books of instruction were formerly made as small as possiblejbut the object

of facilitating the progress of the pupil has cansed the gradual admission of much expla—

— natory text into works of this kind, and at the present day European instruction books

have become considerably extended. It would be a great mistake to suppose that this ex—

-•-tension has added in any degree to the labour of the icholar; on the eontraryjit hasbeen

the means of diminishing it, and of shorteningthe time employed in the study of music.

Those who are a I ready per formers, will we trust be satisfied of this by a cursory inspection

of the following pages.

It has been the wish of the author to present the work to the piblic at the cheapest

possible rate. With this view he has compressed into each page more than the usual mailer

and has charged considerably less per page than the ordinary price ofmusio.

With the i utention of making it as extensively useful as possible, he has divided the work

into parts either of which will be disposed of sep arately. The first of these contains the mosi

simple Elements and a recapitulation . The second is for pupils somewhat advanced, and will

be valuable on account of the copious collection which it contains of beautiful and fashion-'

-able airs, with the fingering marked and snch explanations as will assist their efforts.

The third p»rt- or appendix is intended for a higher class of pupils, and will be found

useful and interesting to those who are tolerably adyanced in practical inssie. And :'
whole work may be denominated a s*fe bock of reference _____—___..

_ The parts will he sold separately at 0neDollar_2 5 _Cmt*;eaeh or together at Three Dollars.
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This little elementary work is not made public for the purpose of intro—

— during a new system or of effecting a change in the mode of musical instruction.

It differs from the works which have been already published merely in the arrange—

—ment of the first principles of the art and in the effort to combine from the enr_

_liest lessdns precept with example.

In the long coarse of hisprofessional occupations,the Editor has occa_

-sionnally found it useful to present to his pupils the introductory part of their

studies in the form which he has here detailed; and some fifteen years since he prc_

— pared the materials of a class— book for his own convenience in this kind of instruc-

—tion.Tne request of some friends , who were desirous of procuring a copy of this

book , has led to the present publication.

WMaIE
Part the First.

MUSIC is written upon five parallel LINES; which are counted upwards

from the bottom.

5*?1 LINE :

4th LINE

3d. LINE
*$ LINE

THUS

I
s
.

st LINE
Ol* on the foal* white parts or distances between the Lines called tin

SPACES; which also are counted from the bottom:

THUS

lih SPACE
3d SPACE

*
d SPACE

I
s

.
1 SPACE

And these five Lines

and four Spaces arc

called a STAVE .

*
and the title then assumed ^Analytical li^4vUt;tor) baa been retained'

It may he remarked that, with two small exceptions, no part of this book need be committe
memory as a task . Carefully reading t t, e text and p | aT inK the exam p le 8 will sufficiently fix the
'len.ents of mnsicin the mind of a ptlpii.

d to .



Occasionally, small additional lines placed either above or below the Slave

are used: they arc tailed LEDGKR L1\ES and are named according, to the

number of them employed,* As for instance

One alone is called the

First Ledger Line

When there are two, it is

called the 2 .Ledger Line m
And go of all the others

Music for the PIANO FORTE is written upon

two of these Staves , or sets of five Lines and f°ur
1^*S

Spaces each , braced together <v

This mark© upon the upper Stave is called the TREBLE CLIFF and the upper

Slave is (ailed TREBLE and usually played by the RIGHT HAND .

This markO- upon the lower Stave is called the BASS CLIFF and the lower

Stave is called BASS and usually played by the LEFT HAND.
The Signs employed to express Musical ideas are called NOTES,' the mosl part

of which consist of a head and a stem; thusS f, which arc placed on the Lines,

Spates and Ledger Lines, the head of the Note always determining the situation of

the same: it being perfectly immaterial whether the stem is up or down.

As for Example.

This Note stands

on the second line

i

—
f

This on t\c

fourth space

This on the

fifth Line

r

1

This on the

second Space

This stands on the This onlhe second

first LedgerLine Ledger Line

=£=

This below the

second LedgerLine

-zL-

When a note stands either immediately above , or immediately below the Stave, it

is simply mentioned as being

above the Lines

or

below the Lines
m



The Xotcs in Mush are called by the first Seven Letters in the Alphabet \ ,

ABCDEFG and are known by their position upon the Stave or Ledger Lines.

G is the last letter of the musical alphabet j.and alter it comes ABCDKF&-G over

again: as for Instance,

Our common Alphabet is .JBCDEFG HIJKLMNic.
But the Musical Alpha het runs thus , \ BCD BFG,ABCDEF GAc.

These SEVEN LETTERS being used to name all the Notes by , are of course

often repeated both in the Music and on the Keys of the Piano Forte. Practice soon

points out the 'particular situation of them in both instances.

Upon observing the KKYS of a Piano Forte, it is immediately perceived that the

]oilg ones are White, and the short black and that the bla( k keys stand

in gl'OlIpS of l\\o or three together. Where ever they stand two together

,

the white key in the middle of them is D: ~"| consequently the one

immediately before it or on the left hand of it must be C , and the one after it or

<.m the right must be E . I

L-*

—

*—^ "Where the black keys stand three togethei

the white key on the left hand side of them is F, and that on the right hand side

TITof them is B .' therefore the two intermediate

ones must be G & A

These two Examples give

the whole SEVEN NOTES

This little Scale will shew

them arranged Alphabetically

mmc
I r> | e| f|g| a|b

which are exactly the same

all over the Instrument.

/

mmm
There are certain marks used to tell with what finger each note or key is

to be struck: they are as follows

. _|_ means the Thumb ,

1 the flTST, commonly called the fore finger,

2 the Second or middle finger,

3 the third , and

4 the foil lih or little finger.



Every ;\o<e lias one certain situation , either on a Line , Space or Ledger Line.

This Note in the Treble m is C on the first Ledger line, and is easily found

upon the keys of the Piano Forte ; _ for the maker's name faith very few exceptions)

is always in the middle of the instrument ,and C upon the first Ledger Line , is the

C nearest the maker's name . — Observe this well, and the little scale of notes below

is easily understood ._ The four notes which follow the C come regularly one after

the other towards the right upon the keys of the Piano Forte exactly as they stand

in the written Music which follows

C on the first

Ledger Line.

y
&
s

D below theLines* E on the i F on the

first Line . \ first Space.

G on the *

second Line, t
4
4
4

I

In finding these notes on the Piano Forte use the Right Hand.

Play these Treble Notes just learnt, with the right hand, and with such fingers

as are marked over them .

+ >
2 S

mm ~h

D E F G F K D C

This Note in the Bass 9z is C upon the second space, and its place upon

the Piano Forte is the next C on the left hand

side from the C already known. This and the other notes in the small scale below

follow regularly towards the right on the keys of the Piano Forte from the C explained

above, in the same order as they stand: use the left hand in finding them upon the

G on the {

fourth Space

m :

Piano Forte.
C on the i

second Spate
00

D on the i

third Line .

E on the

third Space

.

F on the

fourth Line.

Play these Bass Notes just learnt , with the left hand with the fingers

marked above them .

4 3 2l-f-123.4
EE m m

D E F G- j? E D C



Then play both hands together .

TREBLB/:
Right hfii

.1 2 3 4 3 2 1 . . 1 2343 2 I -(- 1 2 3 4 3 S I -L

im"y^^feqjj^jbfei^p i

BASS
Left hand

C DEFGFEDC DEFGFEDCDEFG FEDC
4 3 2 1 -(-I 234 3214-1 2343 21-|-1 234

ppW#
CDliFGFEDCDEFGFEDCDBFG FEDC

It may be perceived even in this small scale, that if the Notes ascend in

' the music, they move to the right on the keys of the Piano Forte, and it is saying

the Letters of the Musical Alphabet forwards ; but >if the Notes deseend in the

music , they then move to the left on the keys of the Piano Forte and the Letters

are said backwards: this rule must always be kept in mind.

It is now necessary to mention that the Pupil must sit before the Piano Fottc,

sufficiently elevated to permit the hand and arm to form such a direct line, that

the fingers, when curved, will permit the ends of them to press the keys ; and

particular care must betaken that the WRISTS DO NOT 81NK DOWN.—
( The engraved Vignette of the Title will best exemplify a graceful and advan

—

—tageous position for Playing the Piano Forte .\

BEFORE proceeding to the following Examples and Lessons which arc

meant as introductory to playing the Piano Forte it is highly important to impress

the following general rules upon the mind of the Pupil .

1 Let every note be played firm and clear

.

2. Never take the finger off of one key till yotr play the next .

O Neither hold any key down after you have played the next one.

4 Above all , remember to strike upon the keys of the Piano Forte the

RIGHT NOTES with the RIGHT FINGERS ,* and to play sufficiently slow, so that

the eye may deliberately read the music .

These few Precepts include the most essential part of elementary musical

instruction ,• for by such simple means as these , combined with daily industry ,

observation and perseverance, is laid a sure and certain foundation of future

excellence . The neglect of them will render the correct performance of the most

trifling piece of music altogether an impossibility. To those therefore who are

, unwilling to observe them , common justice would dictate the propriety of reive*—

— ing the feelings of their teacher 'and the liberality of their parents from the

hopeless effort to make them accomplished Amateurs . It is at the same time equal__

— ly certain that assiduity and care in the first stages of practice will inevitably

lead the way to fine playing , unless there exists some natural defect of the

i
ear or finger.

ai



The NOTES m MUSIC differ in their value

Thisq is (ailed a M1MM
as for instance

fhisP

This J a CROTCHET
I and TWO CROTCHETS make ONE MINIM

Strokes run down the lines thus 1 are called BARS and they divide the Notes

into equal quantities .

Two thicker Strokes— thus II are called DOUBLE BARS and denote the end

of a part or conclusion of a peice— If they are dotted thus Jlj or thus
:|J

or have

this mark at top ji' it means that a preceding part is to he repeated.

II EXAMPLE of two Crotchets making on" Minim, in which the

few Notes already learnt are brought into use ; first remarking that Crotchets must

he played very deliberately, and for the few first samples, it may be adviseable to learn the

Treble and Bass seperately, and then play them together.*

1 2 5 4. 3 2 1+

C D „

H
G
4-

E
; 2

D
t

D E

jCl ~et

£f==IgRft

1 33 *

f
M-w^w^m^^ M W

+

=#=N= ;m
f

Tins j is called A QUAVER: if several of them are together, they are written

trms
fp|»p or thus ^J

TWO QUAVERS make ONE CROTCHET
and Quavers are to he played rather quicker than Crotchets .

2 3 4. 3 * 1 J_ 1 2 3 4 2*21212

Bnt the ability to read and play both lines at onoe is soon acquired



FOUR QUAVERS make ONE MlMM.

EXAMPLE
2 1 t 3

>» . + *i 3 2 1

i2J_f 3) 3 1 2+2+-
l jL£j-8 lL^4-« J Sgj "+^

+ l +12 3

3

Where the Trebled*

Bass Notes arc oi

the SAME \ A LIE
*

| |
They of course play

a 1 1~ 1 J ^P ONK TO EACH.

NJ: MINIMS must be held down the time of Two Crotchets.

When there is a dot after a Note, it makes that Note half as long again— thus it

takes THREE CROTCHETS to make a DOTTED MlMM.

1
. Dotted Minims

=P M l must be held st'ul
"d • ** —J- 1-j-—-il longer then Mi_-

"^7 ' niins not dotted.
i « 4- 4

THREE QUAVERS make a DOTTED CROTCHET.

-f t^J -f 2^* 3

^FjlrTl lj^UJ pp
fad—rrr—

^

i
+

tol
| k^M^SrJ^kr-^ll

Crotchets a U«" -J • ^^#^ ^ • -•t. longer then it

. 4- * not dotted .
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SIX QUAVERS make a DOTTED MlMM.
EXAMPLE.

+ 1 gaii + 4-2
±24- t&l«+- 1

« sl£f 1

234 32 1 + 234 3 2

1

+ "2 1 'i 2 4 -Mj32i 12 4 3 8 1 iSs r^ mm
2 1 +1 2 3

4

K=t=c

21+1 2 3 4

q SP 13

4

?
xs: 3

It is now necessary to become acquainted with a few more of the Note s, and their

situation upon the keys of the Piano Forte; for which purpose, learn the small scales

below of five notes each. As the first note(Gonthe second line^ in the TrebleScale

is already known, the remaining four arc easily understood, as they stand regularly

forwards towards the right of it on the keys of the Piano Forte, in the same order

rt- they do in the Music. N

G already known.A onthe2"Space. B on the 3. Line. C on theS.Space. D on the 4 . Line.

tf

1'! ;v these with the Right Hand, and with

I. he i igers w.hich are marked over them

+ 1 2^ 3 +

mrn^m
The two first Notes in the Bass Scale(D on the 3? Line, and Cpnthe 2. Space)

ilready known; the remaing three come on the keys of the Piano Forte regularly

ifter them towards the LEFT and the names of them are to be said backwards,

D and C already known. B on the S^Line. A on the l4SpaceG on the l
s.Line.

i
Play these with the Left Hand, -r^

and with the fingers as marked

T 1

m
j j j j j rg=^iii

+ 12343 21 + 12343 21+1 23432 1 +

Play with both Hands .

kJJ r r r r *s^mÊ JISiw?

I
r-

m
4321+1 2 343214-1 234321_|_1£3 4

Z 5*^£r* i
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Nine of Hie Notes in the Treble and Eight of those in tlie Bass Stave are now

known, which learn to read with facility both

4?
.VB in regular order

s fe-j-.ua mm
dc seperately

m
pa
—

in regular order

jU-J-tf-ti
& seperately

rrn-jrj
3i I

RESTS are signs used to denote that the performer is to stop playing a given

time, the length of which depends upon the kind of Rest marked. Particular tare is

to be taken that during a rest the hand,or hands (if there is a rest in both Treble and

Bass Staves') are raised a little from the keys . «£

This mark - called a MIMM REST ,
denotes that the stop is to

equal the time employed in playing a Minum .

EXAMPLE of MINUM RESTS.
'

i 1+ 2 4 2
i + * 4

m
Lift up the hanc.

for the rests -f-

%

+

e^

—<2h

2±2—
W^^ + *• .+

feŝ Sip
42 3 1 4

Pgp^
+

feSfe
-f

S^^PF -O

4- j

This mark with the head pointing to the Right r is a CROTCHET REST__and this

Hith the head pointing to the Left «i is a QUAVER REST, both subject to the above roles

EXAMPLE of Crotchet and Quaver Rests_/<he Crotchet rests are in the Bass

8 +

Che
Crotchet rests are in the Bass \

nd the Quaver rests in the Treble/

1 8 1

4-

+

,r 4-

4 2 4-

zm*w
+

jLEE-fa^hffl
l*o-
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All the foregoing Examples have been played HiUout moving <hc iu-nds,-!' r

being one certain note for each finger; and this method of playing is called UNDER
THE HAND or a POSITION;^, and it must be remarked that this mode of plying,
in which the fingers fall regularly on the notes as they occur is of the first lDTpOIL-

_tance and never to be forgotten, for thothe wide range of the Key- board of
a Piano Forte requires of course other methods., yet they all have the same object

in view, namely to GAIN SOME POSITION where the notes can lie regularly or

conveniently under the particular fingers required .

One of these other methods of playing is by putting the I
s
. 2. or 8 . finger (but

not the 4\ ) over the thumb ,or the thumb under some one of these three fingers for

the purpose of gaining a different position
t
and is called PASSING.

EXAMPLE of PASSING.

Si
•m

4 8 2* 2 1 +. J

3
1 -f

4 2 + *

Another i* by bringing finger(or the thumb) closer to the one in use than it

would otherwise lie _ this is called CONTRACTION _ which like Passing is forth*
purpose <>f gaining a new position.
jqEXAMPIiK ofCONTK ACTION.

2 1 j. 1 2 j +4 :i 2 -riamn^p^ + 821 +

2 1 -L + 4 «
j g

4 -^23 4 \ j |

A further Variation from the mode first pointed out, is by atretching a finger

or the thumb over one or more keys of the Piano Forte , called EXTENSION.
oV^*\0* , , 2 J , , ?J » , , i *J , I 2j 1 4 4 +

* \_ j -

!
4- l g J 4 2 J 4- i* J 2 |

^ J 2 /
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Two r more notes struck together by the -same hand is railed a CHORD .

Example of Chords. 4 4 4 4 4 4 4
r I i *i + +i +1 -f -f +i

Of the above the first six Chords in the Treble Stave are termed COMMOX CHORDS

The seven which follow are called SIXTHS because each of them are exactly Six notes

in width
, vi« : D.efga B _ K.fga b C _ &< &c and the Chords immediately after^e

double Bar have the name of THIRDS they being three notes in width, viz: B( D_A bC

&cAn_they are also often termed DOUBLE NOTES ; as likewise are any two notes

struck at once._ In the Bass Stave directly after the first double Bar are twoG's,

one above and the other below, to be played alternately, and in the last bar but one,

they are struck together as a Chord: this is termed an OCTAVE; that being the word

used in music to express an eighth and these being precisely eight notes apart.

The notes at the ends of an Octave are always both of the same name; for by play_

_ine: anv eieht notes either up or down, a note of the same must occur again: as* y&
1 2 3 4 5 6 7 *8 « 3 4 5 6 7 8

for instance- upwards G.a.b.c.d.e.tLG — a.b.c.d.e.t.g.A &c«tc _ or downwards
18 3*567* 1234567* *

.
• #JJ

B.a.g.f.e.d.c.B -C.b.a.g.f.e.d.C &c and so of any other series ot eight

notes whatever— %

All of tnese Chords are in very general use; especially the latter

(the Octave) which is a very commons*xtension especially in the Bass, and the thumb

and little finger are almost invariably used m playing them

.

Every other Chord^named according to the above rule ,viz: the number

.of notes it may be in width.

In addition to the Notes already known, acquire a knowledge of the following.

/and these stand to the right of the latter on the keysofthe

[Piano Forte inthe order in which they are placed .

In the Treble this C&D arealreadA E,on the 4<KSpace.:i?onthe5VlLine.G, above the Lines.
known V

m I i i
Play these with the Right Hand and
with the fingers marked ove? £
4;̂ an Explanation of the Common Chord *ill be given in the APPENDIX.

-f



and these three are to the right of the latter on i(Jie keys

of ihe Piano Forte in the order in which they are placed here.

In the Bassthis F&G^'V^^A^onthe S^Line. B , above the Line.C,on the I
s
.* Ledger Line.

; ;
known •

}
i i ?— T —

=

1
a

Play these with the Left Hand and ^ i i

with the fingers marked over them—

—

r r r

Then play both hands together, observing however that there is a little novelty

in the arrangement of this example, the Bass descending while the Treble ascends, and

vice versa . This example being merely for a temporary purpose, a trifling harshness

in the sound need not b« heeded.

« 1 4-

# m i PPPP £
t 8! t

• . ;
i

2 3 4 3* (•1*-i"*34»*i-|»-

i

In the Treble in regular order dc separately

"I

All the Notes occupying the Lines and Spaces both in the Treble and Bass, inclu_
-ding one of the Ledger Lines in each, have now been studied: learn to read them with
facility.

iX» It may be ob—
_serv eelthatthe

rf

8
., same Key
serves for

eitherof these« seperately «C»
(
fpmtlggU J

I

''! f
J U J.IJ

d in tfie H.i ,> i!! regular order

in 'ill f r t if^rrhjrrrf i
The other Ledger Lines will be named as they occur.

Two other methods of fingering are sometimes resorted to, which the now rather «xten_
_ded knowledge of the notes and of the Kay- board of the Piano Forte gives an oppoc
-tunity of explaining: these are called CHANGING and SUBSTITUTION .

CHANGING consists in moving thehand quickly to a different part of the Key— board .

SUBSTITUTION is,where different fingers mre used to the same note repeated .

^e of Changing
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Changing the hand generally happens either after a Chord, or after a rest or

double bar: but neither Contractions, Changings or Substitutions are ever resorted

to except where a PASSAGE , as any series of notes is usually termed, does not

lie under the hand, and cannot be gained by either Passing or Extension: and the

same Finger is never to be taken to two different notes immediatety following

each, other

.

Of TIME.
A familiar explanation of the difference of manner in which the notes are played,

has been hitherto given by simply using the terms Slow for Minims, moderately slow

for Crotchets, and rather quicJc for Quavers : which, though not sufficiently definite,

yet should always be held in mind as a good general direction .But the correct ne-

_thod of ascertaing the true value of each particular note is by counting . _ The Note

commonly ('tho not always) used to count by is the crotchet; and the rule is to count

ONE deliberately for each CROTCHET .

EXAMPLE of

Crotchets counted

one two three four one two three four one two three four

P^d mm ^ i

mb^tmm i
Rests ara both counted and reckoned the same as the notes they represent .

Upon this principal a MINIM must be held while TWO are deliberately counted,

Minims being twice the length of Crotchets ,

one two three four one two three four one two three four

II \ a in pie of Minimsjg^l
counted by Crotchet

i ^eP i

33 £ # 1

Of QUAVERS; TWO must be played while you count ONE, Quavers being but

half as long as Crotchet*

one two three four one two three four one two three four

Example of Quavers

counted by Crotchets

tsu u ^^tr^
I l ij] i I ,i ^^F

DOTTED MINIMS being of the value of three Crotchets each, must be held

whileTHREE are counted.

one two three one two three one two three one two three one two three

EX AMPLE of

)TTED MINI>
counted* by Crotch

f
£ i 1

DOTTED MINIMS
ets f*>Q .

" gh
n



DOTTED CROTCHETS may be connted two ways: THREE to each, counting

tnicr as quick as before described, s <i as to' make the counting express the valni

of Quavers ,(they being halt' the length of Crotchets and Three Quavers making-

out dotted Crotchet)
;

on e two three one two three one two three one two three

EX A

Dotted

MPLEof (jfe

Crotchets S^
rn:

counted by Quavers
i._. m i

one two one two one two

or by counting ONE
Crotchet to each ,

only mo
_berately than if not dotted.

f3 i

^=^ i

All this is subject to different modifications according as the Music may

require quick or slow motion ; which is always pointed out by certain terms at the

beginning of each piece , as future study will explain .

Of MEASURE
Measure is the division of Notes by ihe Bars into EQUAL QUANTITIES,

according to certain characters or marks placed for the purpose at the beginning

of the Stave _ as for instance this markL stands for COMMON TIME ant\ means

that there must be FOUR CROTCHETS, or ihe value of four crotchets in every

bar; and that whatever number of notes may be in each Bar, they must be played

in the time in whicK four can be counted .

Example of Common Time or Four Crotchets in a Bur.

The manner of counting is placed over the notes in this and the following examples;

which readily point out the equal quantities as to value, in every Bar .

onetwothiee four one two three four one two three four ongtwo three four
-ft—- p^i , a r*** a

onetwothree four onetwo three four onetno three four one two three four

-I i — i ft
B
i ini'.^'-^r^ «.=p^m m

bjfll*. uffg

lEfe

4 T

fe^pfSiP
i

>} - -~ 4. C -

This mark means tliat the same notes are to be repeated as often as it occurs .



^ means that ihcvc must he TWO CROTCHETS or the value of Two Crotchets

in a bar.— EXAMPLE of ^ or Two Crotchets in a Bar.

one two one two one two one two onetwo one two. one two one two
* _ m . +

17

i,?

P=^

3

Tgp=ft=q£ S=^- |ff 13 I
o tie two one two one two one two one two one two one two one two

^--W im • I ' i' i

1

i
mi

ii

At each of these marks .^<. in the foregoing example there are three Quavers played to

one Crotchet instead of two according to the general rule: This however is an allow__

_able exception with every kind of note and often used : It is called a TRIPLET.

Sometimes Six Notes are played in the time of four*, this is called a UOUBLE
TRIPLET. Occasionally the figure of 3 or 6 is placed above or below to distin_

_guisk them, but they so often occur and are so well understood, that this is not

always attended to .

7) means that there are THREE CROTCHETS or the value of Three Crotchets in

* each bar . »

EXAMPLE of 5 or Three Crotchets in a Bar.

4
one two three one two three one two three one two three one two three

iff ffl'i' '
i Im y

p

5 E

i +
,

I fiM' 1

y=̂
^ Z&T.

^ 3
i
I PI

one two three one two three one two three one two three one tiro thr

? m ee

Ii

3 JlU^UJ p
one^ two three one two three one two three one two three one two three one two three

P
^T3I 3=*:

"S
IT

^L3^JAtltoj

i

Bass notes first , Treble ones afterwards

, mm § !

i

ib V '

i

i
i i

i ii
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^ means that there are THREE jOT AVERS or ilio value of Three Quavers in a Bar

EX AMPLE of 8 or Three Quavers in a Bar .

1H .'Count ihvee in ear h bar, but quicker than the Crotchets were counted .

one two three one two three one taro three one Iwo three one two three

one two three one two three one two three one two three one two three
4m _ 1 + SLl 3jv J*, A_^ S

5
-f-

H i 5
one two- three one two three one two three one two three onetwo three onetwo three
t 3. . 2 2 4« 3 +

-x S
,

i i H#=*!

^^ 4-

i i
4-

1g , 9

O means that there are SIX QUA&VERS or the value of Six Quavers in each Bar

EXAMPLE ofO or Six Quavers in a Bar.

8
two three four five six

+ * l ±
•

one two three four five six one two three fourfive six one two three fourf
* +pupii^i2 l + L

ive six

2 i ± I i +

P
-f-

^^^ :^~
4-

3E

i

one two three. four'five six one two three fourfive six one two three fdurfive six
fi J db * ! j 4g * -r 4j a? 4- . 2 1 + 1

4- i
^ 1

1 £ tass
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But in very SLOW MUSIC the lime is COUNTED in QUAVERS instead of

Crotchets, playing each Quaver as slow as a Crotchet.

EXAMPLE of Slow Common Time Counted mQuavprs.

one two thr^v lour five six seven eight one two three four five six BCV^ngfrt

EXAMPLE of Slow Jr Time counted in Quavers .

one two three four one two tFuvefour one two three four one two, thrrcfou'*
t 4. 1 fcS 3 li

§= IHl£ >

20 +^
one

EXAMPLE of SloSv2 Time counted in Quavers,

two three four five six one two three four f\vc six

£

i
.1 <?

Slow O and GTime are counted as they are in Examples 19&20.onlv Each Quaver

must be held as long as a Crotchet .

The subject of the Eight last Examples is called COUNTING THE TIME.
It is usual for the Performer or some person standing by to give a slight lap of
the foot or a motion of the hand at the beginning of each bar: this is called -BEAT-
ING THB TIME .Sometimes too, each division of the bar is marked in a similar

manner; and this is called MARKING THE TIME _ a person who in playing observes

the foregoing rules and examples is said to keep "the time, and those who excel
in giving to every note its just proportion are termed good. iimelSiS .-

TIME in music is a very comprehensive term, and includes much that the Pupil has

now learnt . The relative value of the notes and rests, their different degrees of
quickness and slowness ,_the division of them into equal quantities by the bars accord_

-ing to certain marks at the beginning of each piece, as explained in the eight
last examples ._ and other modifications of their movement which future practice

will require ._ All these are embraced in the single word TIME .

The several marks which are placed at the beginning of musical compositions
whether to designate the Time or for any other purpose , constitute what is called
the SIGNATURE, and the last note in the baSS is termed the TONIC or KEY—
—NOTE, meaning that the music is in the key of A or B or C or whatever may be

the name Of the Tonic or Key note _ so that the Signature tells what Time, and
the lasi note in the Bass what key the mUSlC IS in •



RECAPITULATION
of what has already been learnt

.

MUSIC is written upon five lines and four spaces -railed a STAVE or upon small
additional line* cither above or below i he Slave tailed LEDGER LINES and Music
5>r the Piano Forte is written upon two Staves braced together.

IJ^TREBLK CLIFF usually placed upon the upper Stave whichAplajed by the R^Haud
iprV BASS CLIFF usually placed upon <he lower Stave and played by the Left Hand

ABCDEF and G are the Letters used to name the notes,which are known by their

situation upon the Lines , Spaces or Ledger Lines . _ The following are the Notes
which have been studied, with *an add it on of a few more of the Ledger Lines .

E F G

I

In the

TREBLE

In the

BASS

i I l i *

D E £>

t

A

f
D * E

I P i l

B C £> E

¥
m

GAMUT is the name of an Example like the above .

a Quayev

J
A MINIM which i?*twice as long as a Crotchet and four times as long'as

f A CROTCHET _Two Crotchets makes one Minim .

P A QUAVER or ffV,, QUAVERS . Two Quavers make one Ciotchet and four Q
<make one Minim ^^

uavers

RESTS are marks of SILENCE and the Hand is to cease playing the Time of what—

— ever note the Rest may represent and they are always considered the SAME IN

VALUE AS NOTES. 3= A MINIM REST .
'— A CROTCHET REST.

=S=E A QUAVER REST.
A DOT after a Note or Rest makes either of them HALF AS LONG AGAIN

,

Thus it takes 3 Crotchets to make a Dotted Minim - it also takes 3 Quavers to make

a Dotted Crotchet and 6 Quavers to make a Dotted Minim .

A TRIPLET is a Licence of Time by which THREE NOTES are played in the

TIME OF TWO .

A DOUBLE TRIPLET is a Licence of the time kind, by which SIX NOTES are

played in the time of FOUR .

zr A BLR, which divides the Notes into equal quantities.

A DOUBLE BAR, denoting the end of a Part or Strain

TIME teaches the value of the Notes and the playing them in just proportions of

quicker and slower according to their value.

MEASURE denotes the equal quantities the Notes are divided into by tbe Bars ,

which is pointed out by certain marks in the

SIGNATURE which precedes the Notes at the beginning of every piece of Music,

containing the Cliffs &c, and some one of the following Time marks .



C„r(? COMMON TIME or FOUR CROTCHETS in a Bar.

i TWO CROTCHETS in a Bar. ? THREE CROTCHETS in a Bar.

I THREE QUAVERS in a Bar. « SIX QUAVERS in a Bar.

COUNTING THE TIME is while Playing to count in each Bar the number

pointed out in the Signature and to regulate the different Notes by the counting.

BEATTNG THE TIME is to put down the foot or hand with a sligM tap at the first

Note of ever) Ra. .

MARKING THE TIME is for a few Bars to give a tap for each division.

KEEPING THE TIME is to play exactly according to the regular heats and counts,

and the whole that has been recapitulated from the Gamut of Treble and Bass

Notes conies under the comprehensive word of TIAjLE •

FINGER MARKS are+ for thumb. 1 for the first or forefinger^ t for middle

finger _ 3 for the third finger, and 4 for the little finger.

FINGERING is the using of a proper finger to every Note and is divided into Six

methods; the three first of which may be considered as Principal . and the throe latter

as Subordinate.

(l) POSITION or UNDER THE HAND where the fingers lay regularly together

above the keys about to be struck — and all other methods are for the pi pose

of gaining some certain position .

(*) PASSING putting the I
s* *4 or 3*! finger(but never the 4^) over the 1

1 umb
,

or the thumb under the I
s
. 2d or 3*! finger .

(3) EXTENSION streching the thumb, a finger or fingers over one or more keys .

(i) CONTRACTION bringing the thumb or a finger closer to another than it would

otherwise be

.

(5) CHANGING shifting the hand at once to another- part of the key board of the

Piano- Forte .

(6) SUBSTITUTION when a Note is repeated , to take^a different finger to the latter

than was used to the former one .

Contraction .Changing and Substitution mre never resorted to but where a Position,

Passing or Extension is not sufficient for the purpose _ they arc therefore rather
subordinate methods .

CHORDS are more Notes than one struck at the same time with one hand and
are named according to the number of Notes they are in width.
DOUBUE NOTES- Any two notes struck together by ene hand.
OCTAVE an eighth or two notes of the same name exactly eight notes apart

—

a s

A be d e f g A &c.&c
A PASSAGE in Music is similar to a Sentence in Reading .

READING OF MUSIC _ this term explains itself.
Correct Reading and attention to Time with proper fingering must be rigidly adhered to.

KEY a word applied two different ways, meaning a 'key of the key board of a Piano-
—Forte played upon by the fingers or the key any piece of music may be composed
in, according to the next article .

TONIC or KEY NOTE the last note in the Bass of any peice of music .Whatever
it is, the peice is always in the key of that note.

REPEATS marked thus •

:| !i ».
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.0J^ THE A^AlLYTlCVII.lNSTia^r'.l'i.)!^
THIRTY FAVORITE AIRS.

The following Airs selected from German, Italian, French and English Composers
including some National Melodies, are arranged as Lessons, for the purpose of
putting into practice the principles already taught and of communicating instruc-
_tion in other parts of Elementary Study . Whether it may be in all cases neces_
_sary to go through the whole of this Collection must of course be left entirely
to the judgment of the Tutor.-, at any rate it was thought advisable to furnish a

variety for choice .

Those Masters who reside at a distance from the large Cities and who have often to
complain of the difficulty of procuring music at a moment it may be wanted, will
find in it a full series of Lessons.
As a collection of very beautiful and' truly 'interesting melodies it can scarely re_
-quire an- apology

j
and it is hoped that each may be capable of yielding some use-

_ful knowledge and conveying pleasure to the pupil.
Every piece of music is in a certain Key or Tonic as has already been explained

;

and each key or tonic ha* , what is termed its SCALE.'which is a regular ascent or .

descent from the key note to its octave. As the practice of these scales gives a
degree of facility to the eye in reading, and to the finger in playing music; they are
attached to each tonic in the following airs . After being learnt , they should always be
retained; to play through the different scales is a very useful daily exercise. It is
best first to learn the Treble and Bass lines separately (with extreme caution-th.t
the right fingers are used) and then play both hands together .

The first three of these

SCALE of C major.

series of Airs being in the key of C_ the following is the

+ "J : "* *
' 1 * 3

4

43 1 + * 1

^JL^.J J J j j j
=p

-d- .

t -r i * 4- 1 * a 4.

t±-USS
+

3 g J

As it is usual before commencing a piece of Music to play a few notes by way of
PRELUDE; during the present stage of practice there can be nothing more appro _
_p -iateop mor^ improving than to play the Scale of the Key the music may be in as a
Prelude to each of the following Airs .

In page 16 it is mentioned thai the different grades of slowness or quickness of play_
_mg are pointed out by certain terms placed at the beginning of each piece of Music:
these terms will now be employed and their explanation will be given under each of
them as they occur . + f) » „

MODERATO
to play mode.
— rately neither
too slow nor
quick .

Lesson 1. WALTZ,/.. ... n /~A/*^fl f 0\

L&j § •+ i
ft -f 1-M 2 1 I 3 g j 1 1
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1 m i
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Notes twice tied , thus ,

tes f»P°
r thus J

jPW or thus <>r LJ\if in the same tie with QuaversA^^

or with two hooks, thus h K.are called Semiquavers* they are half the value of

Quavers _ consequently TWO SEMIQUAVERS go to a Qua\cr, Four to a Crotchet

and Eight to a Minim _ 3 Semiquavers make a dotted Quaver- 6 a dotted Crotchet

and 12 a dotted Minim _ and this mark q is a SEMIQUAVER REST-

NB: This short rule had better J>e committed to Memory.

ALLEGRETTO
to play with

a slight degree

of quickness

Lesson 2. ALLEMANDE.
% tit 2< 3 1. % t+t t

^^^m&0^0^^
3 1

Very often at the commencement of a piece of Music one or more notes forming,

but a small part of the whole value of a Bar will occur _ these are termed the

ODD NOTE or ODD NOTES, and the last Bar of that particular part or of the

conclusion will always be wanting in the exact value of the odd note or notes _

an odd note twice occurs in the following Lesson, as. also this markO which is a

PAUSE meaning that the note *s held down longer than its value.

LBSSON 3 . HurrahlHur

ALLEGRO
MODERATO

riotic Air/ J

a I +

Mode, 'atelyH^g|pEpg^ 4 A
t

i

r>

I

r These 3 are struck together tho'

the G stands rather sideways _this holds

good with all notes similarly situated —

t -f t + *

In .playing Chords be certain that the little finger does its duty .

r



4. A

This mark $ is called A SHARP and means thai the next black key to the right

of the note on the Piano Fojte is to be played instead of the usual white key . _
In the following Scale and Lessons the Sharp is placed upon the 5 . Line in the Treble

and on the 4^ Line in the Bass ., which are the places for the Note F : therefore every F
must be played on the short black keys, to the right of the white ones heretofore

known as F's which for distinction sake are called F NATURAL and the black ones

F SHARP . -the fame rule serves for other notes made sharp .

-f-
1 2 + i 2 3 4 4.321 + 2 1 +

SCALE of G major. i I
4 3 2 1+21 + +12 + 1234

i Ppff m\

LESSON 4 . They're aa noddin .(Scotch Air .)

+ I 2 1 1 3 2 3 4

ALLEGRET

see Lesson 2

i^f- J_J..iiP

+y + 1 . 2 + 1 2 + I

mwgwg
jam m%

2
4

4 3U^A
* »g + 1+1+3 K

^^ ie^^^£)+ D& CAPO (sometimes written .with only the initials D.C.)
-*~ ^ iJ^o-j^ means that you are to begfif^aT the beginning of the piece

K-
j

l
n#1 end at the first double bar: the word LENTANDO
means that the part so marked must be played slower

than the rest of the music .

A small Note J is called a GRACE NOTE its value is not reckoned in the bar

but is borrowed from the next note ; both being played a little quicker so as to

take up the time of only -M^ty one . In the following Lesson and in similar in-

-stances, the Grace Note is struck at tke same time with the Bass and ihe Ordinary

treble note next in order of place comes afterwards .

LESSON ^.(Italian Air.)Di tanti palpiti or Hail to the happy day." by Rossini .

£Q * ,> .a 1A.m rah g
rl-

AND ANTE
rather slow

and very

distinct

.



Oar of the principal embellishments used In Music is thc^SHAKE or TRILL
marked thus Jr _ 11 occurs in the following Air, and the manner of performing H

is explained by «mall grace notesto <he right of the mark . _ In this, and many other

instances, grace notes are employed without having any distinct value attached

to them; but the whole bar is to be played in the same time as if the grace notes

had been omitted _

LESSON O • English National Air.
1*3+1 1 + 1

MAESTOSO
in a majestic

style & rathci

slow.

SSI

tjipNfp^
The two last notes of those which explain the sfcake arc called the return and is

sometimes omitted especially if the shake comes upon a short note.

The next Scale and f«ur following Airs, have two sharps in their signatures; F as

before, with the addition ot'C sharp.- The latter is played according to the same rule

as the former _ viz_ by taking the next black key to the right of the whrte one already

known as C _For the future the white key is to be named natural and the black key to

the right of it C sharp ;_ all of which applies to every note made sharp .

+ 1 2 + 1 2 3 i 4.321+11 +

SCALE of D major.

m pp rrr JJ J
r

J
4*3.2 1+. 2 1+ +12 + 1*34.

D K

^ II r J J JF^ 3f
Another of the principal embellishments in Music U called the TURN marked thirsc-o

the manner of performing it is placed above where it occurs in the following Lesson .

. LESSON y. Scotch Air .('Kelvin's Grove.)

MODERATO.
+ 1 2^2+2 14 + 1 ll>-l g+ 21 + 1 "H

, m *
l 34+ • l

l 3+ +4

M O A Da Capo.
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hi the following Air.is explained a manner in which .Repeats are sometimes made, by
which the last Lap of every part is played differently each time. _ Wherever this oc_
—curs it is marked thus ; I

s.t time , v gd time , as at the end of the first part, or per—
_ haps only 1 x—v 2 as at the conclusion of the Air . _ The method is , to play the first

time as far as the double bar; then repeat the part & omit the bar marked I
s
. timeorl,

play that which is marked a». time or 2 instead ©fit . — By observing the repeating

marks rt will be seen that when the first part is played over again, that the odd notes

before {he first full bar are to be left out . _
l^timVltime

IiES

GRAZIOSO

onv Q M^NouvinesWaltz?.
'

mm
Gracefully

\„ and
rather slow

\*jHJ*1 2 -H 2+

A 1 + .11 +7 1 T 3 1
+ « * I j 31 + , „ 4. I + 3 1

+

L^i jj|gj± i^jai g-n^+i"? £i + i-r£-:+ iifg* i K T+ 2~
__

4 1 + 3 1+41+ 3 1 + P P fcf ip*%U P fg

This Note o is a SEMIBREVE .this mark a SEMIBREVE REST._
A Semibreve is the longest note in modern music and is twice as long as a Minim:

consequently it takes t Minims, 4 Crotchets, 8 Quavers or 16 Semiquavers to mak.e

One Semibreve. this short rule should be committed to memory .

LESSON y(\ Caledonian Melody )which gives examples of dotted notes in

the Treble and even notes in the Bass, in the manner in which they often occur.

The notes of this Air are placed exactly in the order in which they ar« to be played;

This Lesson also gives an opportunity of remarking , that when a slow note has quicker

ones over or under it
t
making the same in value, (as in the three first bars in the

Bass where the'8 Quavers are exactly the value of the Semibreve underneath them)<he

SLOW NOTE tho> placed in th« middle of the bar always plays with the FIRST

QUICKER ONE as the small stave beneath will explain.

Go quick from the *<! in the 3*! and from the 4*/1 to the 5 . note in cmh bar? ^__H

LENTO
SI

(^W1 i
+ +

o-
-^agj^nininTi-rnnirTn

fFnfW' i
JL* "J

4"

d

n
+

Bass played
' thus

MT:ThisD, after being played to the first upper note, must be held down all

the while the remaining ones arc played; let this REMARK he attended to in every

ilar instance

.
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j and f,
H Aji j»oi« W played r, uicJt <7

Neither the thumb nor little finger is to be used upon the black

keys where it can POSSIBLY BE AVOIDED in passages done by

the rule of passing; NEVER but where the notes lay under the

hand forming a position as in the concluding bars of this Lesson.

In other instances which future practice and experience will show,

either or both can be used with propriety.

NB: The Bass n»tes to the 8*.^ and the most pari of those to the
9th Lesson »re termed moving BASSES .

This mark!) is called a NATURAL and signifies that the note immediately after

it must be played on the WHITE KEY. In the second part of the following Lesson

C is twice made natural, but after the second time it is again made sharp according

to the Signature.- in the »ext bar the last G in the Bass must be sharp ;These altr_

-rations from the Signature will be further explained in the next page .

LESSON 10 .(Duke of York's March.) 4

+

mm&s&m
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This markb is called a FLAT; it is exactly the contrary of the sharp- for a

Flat means that the next black key OK THE LEFT is to be played instead of the

usual white one ._ In the next scale and four following Lessons, the flat is placed

on the third Line in the Treble, and on the second Line in the Bass, which arc the

places for the B: —therefore all the B's are flat and must be played on the short

black key to the left of the whi^e one Called B , which may now more properly be ca| led

B natural, to distinguish it from the B flat on the black key.

+ 123+ 123321 + 3 21 +

S cale of Fmajo

EJ^Hafe
r r r r i r iirtiii

4. 3 2 1 + 2 I + +12+123*
J

i FPSPPP i Pi
For the present ( till some- exceptions »re pointed out in the Appendix) it

may be said that the white keys of the Piano Forte are naturals
, and the black ones

either Sharps or Flats .

, The Sharps or Flats, placed in the signature are used throughout ftxe piece and

ave termed STATIONARY-, but the Sharps, Flats or "Naturals that occur now and
then but are not placed in the signature are termed ACCIDENTALS tthey only

affect the particular note that comes next and the same notes in the same Bar,

and when restored by a sharp, flat or natural placed before it, to its former place

according to its signature, the Accidental is said to be CONTRADICTED.
In the following Lesson an accidental B natural occurs three times during the

first part, as also a TURN, written in grace notes ( as is sometimes the case) instead

of being expressed by its mark over the note, thus ^/^ . The Turn also in this instance

ends with the thumb instead of the Second finger, a style of fingering this em

—

— bellishmeut often resorted to when the notes ascend . In three first bars of the.

bass is a Minim which is as long as the four Quavers above it and therefore is played

to the first one . _ ( see directions to Lesson 9.)

11LESSON French Air.

AND A NTIN(
gentle, tendoi

& moderately

slow.

+ f + 833 S 31 -r 3 2 • 4-Ai- 1+ " + 1 + **1 W +

1
S

-JT3-nh mHERfewand HERE] the lower note strikes
in place of the Quaver rest above it

.



29
lesson 12 . rousseau's dream.

The small stave marked above this Aii

GRACE NOTES, when placed before double notes, and at the same time show another

The small stave marked above this Air will explain the manner of playing
NOTES, when placed before double notes, and at the same time show anc

way of executing the Turn, by both beginning and ending upOn the note over which
the mark of the turn is placed. This is called the PREPARED TU

. _ N- - - _

UH\ ; the one pre_
_viously considered being called the unprepared Turn :_ The prepared Turn is

generally used upon long notes, especially dotted ones, and the unprepared turn
.upon short ones . „

2321-+

£5* m

LESSON 13. ITALl AN AlR.(«itti~Zitti)
Pi

Forte, 'for orjf to play

in a short pointed manner and are called STACCATO.

Mano, ?)ia or
J)

means to play soft by pressing the keys of the Piano Forte gently;

?orte,J\)r orj* to play loud . __ Notes with specks over them are to be performed

tl ? 21+1+L?

<-v
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LESSON 14. RUSSIAN Vesper Hymn .with Variations .

An Air withVariations is a very popular style of Composition, sometimes enti—

-tied "Aria ccn Variazione", sometimes'Thema con Variazione".

This markr^ is called a SLUR and means that the notes included in it are

to be played very smooth and gliding . _ In the *4 Variation is an Example ofwhat

are called CROSS HAND PASS AGES ." thus in the first part of this Variation (Var:«)

the Right Hand strikes one note in the Treble and the ne*t in the Bass
,
crossing

the Right Hand over the Left; and in the second part of the same Variation the Left

Hand strikes one note in the Bass and the next in the Treble, crossing over theRigfit

Hand Sometimes RH,is put for the Right Hand, and LH, for the Left Hand to

point out the changes, but these passages arc after awhile so well understood, that

this direction is not alway§ mentioned .

Moderately

SLOW

2434 £414 £4*1 +1 3 +
,

I * +

s€?3 3X i
.+ mm l

Variation I.

1 ... £ -2 ] 3 £ 1"

* 4 1 4£4 + 4

: [
mtm^wm S£i

r^^T#^T
+

SB
i

P
s ^mm
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We now introduce to the Pupil another Key with B P in its signature called

D Minor Scales in Minor have accidental Sharps or Naturals in their ascent
,

but the descent is always according to the signature.

+ 1 t + 1 t 3 t 1 +

SCALE of D minor

^bbtdtp=^^g^|>-J=j^^
4 a * l *+• s l +

. ^-jEEpf

2 1 + + 1**1*34

NB : For the difference between Major and Minor see the Appendix.

LESSON 13. Roxalana: by Haydn.

^somclimesilielt-^-^c'Treble, and then returns agai

Jii)ss is played iri 3 «
"*:£:£ =£ ft

Ul

to the Bass

NB; When the Music is in Minor, the Accidentals must be rigidly observed.

In the following Scale and Lessons there are two Flats E aswellasB:_

t'i K i'lxt i s played upon the black key to the left of the natural of the same name.
\!l other Flats are subject to the same rule.

. + 1 * + ^J? -E ^ '
+ * I -r ,

afc^j rfr ff
1
f r r r 1 1

"SCALE in

B Flat
1 +

Major. ^uJXf_ibfcL i-rrrr
i

-hit
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LESSON 16. Cambrian MeJody.

Affctt

Affectingly

play slow

3 3
t * * V 3

! ? * 3 23 7 1 +

l^#^#at

This^mark means thai the
LESSON iy. Spanish Waltz.
mi • i l^^^ci^i ^1^1,~ \ I

same notes must be repea_]
This mark « means a transient Shaxe, as ) \

r

>=;explained by the small .notes above.) ^ed " see P aSe 16 Ex; U '

^3=2T ^ 3 1+ - 3 1 Vt J_+i_i«i +

4. a ' + 31 +

s^jJ^fi^-lgjTIc^ l-E^Ms^^if^c^

LESSON 1H .(Mozart's March, witK a Variation . _)ln the latter part of this .

Lesson, a very common regulation is to be observed, viz: that where 8v.
a alxa is over

the notes, they are to be played an Octave (eight notes) higher than they are written,

as far as the dotted line extends , to the word LOCO , when they are again playeH in

their usual places ._ The word CRES (an abbreviation of Crescendo) which occurs

in the variation means that you must gradually increase the tone by playing louder

and louder . _ DIM (the abbreviation of Diminuendo) means that you must gradual—

— ly decrease the tone by playing softer and softer.
*

3
i t +

MARZ1ALE ri
| Hifl p.

in a f^f^-'^fj^^'^f^^ .

Martial j^^T^gfj f fS^Estyie V /
r
Hr.^T *zl f
M hsn^thr- ~Ra synii ti's ;

3' 2

~f- I
r +

it£b«
4 tney may be written in the I reble Line

^p. r r rr ~jr m

jnrcrrr



Variation .

t
s + - 0* X

_± g_ 31+1m$mm
The Treble Cliff is somciimcs used in the Bass Line when the ISioles lie high

m^^j^m^mzm^F=r^n r 5^EE mm
* 1+1

Joco
JL-JL J£

m&ffmmm
~N r -i

—

r I [JEg1 gr *JE==
Sometimes <he following marks are used instead of the words to express ihe

increase or decrease of lone ._ <^ to increase;-. ^^ to decrease : ^*^> to

increase and then decrease :_ fcxCTl ^° decrease and then increase .

8CALK of G Minor

which lias also

2 Flats

-f-
1 f T , 2 3 4. ; 4 3 T » I +^^r̂ f¥r

f

J J J J

. s « 1*• f 7 _j + *
] 1 „ I L

' * ±
I ? ^

LESSON 1^/ .(Turkish March.) sf(sforza) orJ*z(fOrlando) mean thai the one particular
note must beloird.l S + ~J^m« 1 231 i l + l^L— + .HrS

«* r
, ~f

doicc —meaning

^tei^i
>»* + 9 1 5

to play in a soft and soothing style.

mmmmMt
7rTHt-Q^& E a

r
1

1

1

f\rm
9 CODA or a few Bars added by way bf conclusion.

^fe#fei
«/<>r

LaIg^^^^^^^^fai
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It ii presumed thai no further explanation of Sharps and Flats is required.

#_+
1 *

3
i 1 3

* J + * ,

SCALE of A Major
mm

2 1+ + 1 « + , * 3 4

r m r r
r r r

J J n
LESSON ^O (Musette de Demophon._)ln the last bar a shake over a double

note is explained in the small stave above. f 4 4 5 ,

^1*4*1 M t .
*-M t . t *

.
* *

. Hi i kt-T .^+-

I^L a *? tm m •• i«4^ These marks mean that the same notes are repeated.

£?€;£ _£ 1 X 3 « 3 ^ 4 2 S 3 « *

' fe*"5 i, , ^ r" ' i*L
* -r + H '-r j

ULT'fg'ei/ 'UJ"

LESSOR ^51.(Roll Drums merrily .)The passage of small notesTn the las;£ bar is

called a CADSNCfi orCADENZ A:it ranks among the embellishments of Music and
is not subject to the rules of time , except that if written in Semiquavers it is to be

played quickly- if in Quavers moderately _ m Crotchets rather slow &c. __ with those

far advanced in music, Cadences are the result of their own invention .

jgH^i^ i

^nV^ 1

l%^g#f 1
1v J i gagE

V

«-



Mljj^lMhjJM^rjtftr
'4 3

D:C:
al Segno

#

D.*C: al Segno means to Da Capo to the Sign, which is this mark X '» H may *>*

seen that when a return is made to the beginning for Da Capo, the notes ofHhe imper_

_fect bar with which the piece begins are left out and not played : this rule applies in

similar instances .

LESSON22 .(Italian Air, by Paisiello. ^Passages like the one at this mark # where

all the keysboth black and white are used in succession, are called HALF TONES or

CHROMATICS.^CALANDO means to gradually play both softer and slower:

SMORZANDO to play very soft _ (he literal meaning is to smother t^e time.

n»3o3 a j*
I

a_ ,_ —*>*? ,.j I _±J

?

3 4.

-±

^

4
•

if- I JmJ9mm l BE

+ g+glftr * 1 +1*~=

—

M-W ' W^SP
3CT

**"*
fc^£gBJiSB S

*JLCalando ,
ftror/ando
4' f

' ' .
3'

or

| |fr|r*Mgj=fe

5E . 7?
Pianissbno.meaiis

T^ ver> soil.
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The next Scale and followingTune is in A Minor, and has nti'ut". sharps or flats in i t ^ s ig mature, so far

agreeing with the three first Lessons(tho'different as to Tonic.) It was not brought into < orsiderationat that

time on account of some little difficulty always attached to pieces in the minor keys ._ accidental sharps are .

also necessary, and at that portion of the book sharps had not been explained.

. jfe ^ r r r*r*r I
M
rtM r r

j | j j »

LESSOn2«3 .(Welsh Air—) mrf.or MeZZO Forte mean a little loud,ff orFORT] SSIMO
very^loud.^

4, _ t^jLj * * * 1 g } , , . , , ,

Scale in K ,'"> Major.

it t
T i *mill

The following Lesson exemplifies a remark belonging to Lesson the Q*V—TheTre

—

ble part by cautionary extensions avoids using a thumb or little finger upon a black

key according to the direction given in that lesson • hut in the bass they fall so natural—

—ly upon the black keys, that in such an instance it is proper to use them. ,

LE88QN24. iii3 8 f?jr l8 li !J3 ** f ? * t



1J.LESSON 2«?.(Slow French March,-) said to have been a great favorite with Louis 16

All theTarns in the following Lesson being upon slow notes are consequently prepared

turns: _the manner in which a prepared turn is done to a moving bass is explained in

the third bar.

Counted as in Example _L9pagc 19 .

e^ 2 3

,1 _„ ^1 i,t ;ti, ^r^u-4-^sr . m 1, + ij-'p-iiv rv^r

"1
, 1 - + 4 t t + i . . . *^ a. x\ _

o
1 4* i. ** a + ' 3o

1 + * Xi-4 a-3 .'V 1 ir 1 . 1 .

] %
1

+
.

'M +i
. 1 n 1

u as hefyr<k
/r

8

-l a- 4« R^s- • -C%- •
•

•
•

I

mm 4. E42C C

fijyr
1 a ^siip

i -: r

LESSON 20. A beautiful Adagio by Pleyel. <*

The terms which at the beginning direct how the m«sic is to be played as to quickness

or slowness, as also its character, are offcen used as a TITLE to the music; Thus we say,

An Adagio by Pleyel _ An Andante from Stiebelt SlcSlC

To be counted as in Ex? 20. page 19 ^
a ,

_ • _ 4

• i>rn r 1 -_i 1 •<» H

39 SBtmm M̂M
A^"G*"

+ 4

iprc piano,or
ft throughout.

prepared
turn .

' *

I 1 + 12 3

B^anr-^ a
4 4
^ ŝ

4 3 2

SCALE

+ 124.1234 432l + ai

of C Minor. -J J 43 .1+ +,1* *
J |2 l +L*fii -- "P-^Lu 2 + 1 2 3 1
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m
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^fr
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This Mark | down the side of a Chord* is "termed APPOG1 ANDO; instead^of the

notes being struck at once,they are to come very quick after each other, thus— i fe-p .-f rT

the fingers must however keep the notes on the whole of the time. p ftuL^-£g^J0H I

LESSON . j£o . RONDO .(French Air.^The Rondo is a kind of musical composition much in use
,

in which the first part is generally repeated after each of the others. _Ttois m ark ,*«——v ; which in the ex_

—ample before given is called a SLUR, and which there means that the notes under it are to be played

smoothly; has a different signification \*hen placed over tvo or more adjoining NOTES exactlyALIKE:
In this case it is called a BIND , and denotes that the"First !Note Olllyis struck and the others held
down without being struck. So that this mark when placed over different*note$ is a slurj when over the
•ame notes repealed a bind .* _ _ _ a, a

8v*alta
a <•

, f ^ ,q ^ —

y

-g : n

t^fflt <\fifa
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J^T •+ _i»-Shake with a moving? bass
-I ?

&

locoQ-

§ i

A-

! IES
shake as bcforr-\ s hake as bctorr *%

/K Called alao SYNCOPATION Fl

>> Notes three times tied 4 dm J or with

or with three hooks J are DEMISE__
__M1QU AVERS and are unt half the

value of Semiquavers .

| 3 a Demi
?

semiquaver Revi
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LESSON 25(La Catena) Notes EN CHA1NE like those forming

the first part of the present Lesson(where the vacancies for each hand arc

not filled uy by resit.) arc subject to the following r«le: All those with the stems

n (•(•(* I
«r« played witli the Left Hand

, and those with the stems up ^^^^dOM

by \heJftightHand . The Notes being in both Treble and Bass, the 'Hands have of

course frequently to cross over each other.

In the second part of this Lesson is another species of Syncopation. __

In the Treble a quick note followed by a longer one, so that notes of an unequal length

iii the Treble are played to notes of constantly equal length in the Bass ; the time of

the notes in the two parts being however the same as to value . _The passage is given

in small lines above above
, where by the use of rests the order in which the notes

must be played is plainly pointed out. _ The Rests are only used as an easy guide

to the eye, to show where the Treble and Bass strike together, and where seperately;

but they are not to be otherwise observed, for in fact, (.as will be seen by looking

at the lower lines) Every Note must be HELD DOWN till the next one is struck.

In the third part are exemplified two methods of ABBREVIATION,

as well as a SHAKE CONTINUED in the Treble while different notes are play_

_ing,or Rests becurring in the Bast
,

In Abbreviations like those at these marks ^jk the strokes used de_

— -< ribethe kind of notes to be played , one always for Quavers Q two for

• ::*<i<juavers e and three for Demisemiquav«rs m agreeing exactly with the

number of ties or hooks those notes are written with.

One other remak is necessary previous to the study of the follow.

_ ing Lesson ._ It is divided into two portions —the first of which is in

Common Time or Four Crotchets in a Bar _ the second is injf or Two

Crotchets in a Bar _ Many Pieces are thus divided , and each division is

called a MOVEMENT; as the first movement, the second movement &c.



f «1 OB
D*^'

Andante

Moderato

4 * 3

m* i
i +1 + 1

F **
These notes are often

^F Abbreviated Thus
m p-p—p-i P

Abbreviated Th«s

-fat %

±Uf=^^J- :̂

—

1 if 1 f

feEg i i
Shake as before *

J

K

BU.CapQ^
/-\ X al segno

jlCDa Capo _that is to the beginning of the second movement— See the corrfspor.iiinr
Repeat marks ;



LKSSON«30.(\ir in Obi.) Containing another Example of SYNCOPA.

_TlON inwnicJi tne Treble-and Bass strike separatel y -.throughout the first part-

each Treble Note coining one Semiquaver later than the Bass Note
,
in consequence

either of a Rest or a Bind. -The small Lines above, by means of Rests readily point

out where this separation takes p!a< e. but the same remark holds good here ,
as

in the last Lesson .- TJio'the Rests form an easy method of explaining how the

notes are to be played
, y et the very contrary, as to effect, must be observed_vU:

each note must be held down till the next is struck .

In the second part, of this Lesson, the value of the notes in the

Treble easily showsto which of the Bass notes eacb is to be played.

i i i > i i ' i i i
i »ill iii if I i r

. i ' i l • . f . i i 9 ' i i i r r

. 3 i +

^^^
p i

ffi^fe
^s: 5^EP4

I , I t>^^ *^

*_i-U_i
3-i>3 -

L
-v^^±=f #



Previous to commencing the study of other Music, it -will be useful to

become acquainted *ith the following Scale* in addition to those already known

+ 12+1234 4 3 2 1+21 +

*'*
J

J J r
4

4,i

hi Major,

i—

r

f—

r

*=?
4 3 2 1 .+ 2 1 +

a p̂e i-U-^-J d •

+ 1 2 + 1 2 3 4

* J ' J J .r-^p

xL« Minoi

+ 12+ 1 234 4 3 2 1 -+ S? 1 -f

£ -r
i

4 3 2 1 +21 +

[

^^ ^1

j -j-4-^-^^ I

12 + 1 234

glM^J -*—#

A t?Ma jor.

12+12+12
j f r—

f

1^ ?

1 + 2 1+ 2 1

^
2 1 + 32 1 + 1 J + 1 2 3 + 1

•^-•-f-f ^
+ 1 2 3+ 1 t 3

r Minor.

ffik_J J J J

f
>pjg=j

3 2 1 + 321 +

r r
J J J j i

•4321 + 21 + + I 2 + 1 234

In page 35 Half Tones or Chromatics were used, the frequency of snch passages renders an

acquaintance with them indispensable
f
and the following Examplt gives two met hods of fingering

them, either of which may oe adopted _ it wil I be best to learn the Treble and the Bass seperalely^nd
on account of their difficulty not to play bothtogrtliertill each line singly becomes familiar to the hand .

+ 2+2+.l't+2+I 2+2+2+ 1 2 + 2+1 2 3
+ 1+1 + 1 2+1+1 2+1 + 1+ 12 + 1 + 1 23

y-^r±+±^£. *uJ J »*J J * J wU
|

I i
'

i

'

^fe
3 f I | I f + * T * I + ? f « til- + 2 < + 1 +

l fj + 2+2|+2«J?+2 1 + 2 + + 2 + 2 +
+ I + I +

ff^flf
£

+ 1 2 ! I + ? t • 2lf+*+I*+2 ? J { t * ^



SECOND RECAPITULATION
Cuinprising a uifinoranda of what bat been studied linse the first Recapitulation excepting
the Terms of inodification*such as Andant^ Allegro &c which will be found in the Vocabulary

Full GAMUT of the TREBLE NOTES, including the ADDITIONAL KE\S .

The extreme higb notes are ofleh written THUS
See Remarks previous to Lesson lft page 32 ipm ^

i<

Full Gamut of the BASS NOTES.
F G

FGABC DEFG AB ^f)EFGA C ?ij ±

wm i m it
^4 4-U

A Seinihreve

O
Semibreve

Rest

Minims

1 J
Minim
Rest

Crotchets

rj
Crotchet
Rest

r

\

Quavers

Quaver
Rest

Semiquavers

I jt£££f
Semiquaver
Rest

Demi semiquavers

Demisemiquaver
Rest

s

Of the VALUE of the NOTES .

One Semibreve makes2 Mimnm 4.Crotchet! 8 Quavers 16 Semiquavers and 32 Dem

One MINIM makes 2 Crotchets 4 Quavers 8 Semiquavers and 16 Dem

One CROTCHETrnakes k Quavers 4 Semiquavers, and 8 Dem

One QUAVER makei 2 Semiquavers and 4 Dem

One SEMIQUAVER makes 2 Dem

One doited MINIM makes 3 Crotchets 6 Quavers 12 Semiquavers and 24 Dem

One dolled CROTCHET makes 3 Quavers 6 Semiquavers and 12 Dem

One dotted QUAVER makes 3 Semiquavers and 6 Dem

A SCALE .^regular ascent or descent from a note ip Hs Octave.

JPRKLUDE, a short strain before commencing any piece of music.

fy A FALSE . to hold a note longer than Hs value.

CROSS-HAND PASS AGES _The Right Hand playing over the Left or the

• Left Hand playing over the Right— sometimes marked R.H. for RigM Hand,

nnd L.H. for Left Hand.
It is necessary to remark lhat these are subject to Abbreviature

as \||°. for Allegro -Mod'? for Moderato &c Ac .

semiquavers

semiquavers

semiquavers

semiquavers

semiquavers

semiquaver?

semiquavers

sem iqu avert
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# A SHARP, which on (he Piano Forte, is the next blade key on the right of the note
i> A FLAT, the next black key on the left of the note.
ij A NATURAL, contradicts some previous sharp or flat and is played on a *hite key
ACCIDENTALS

, are the occurrence of a sharp, flat or natural which is not in the
Signature, for further explanations seethe Appendix. ^
8v.

a alta_to play an Octave higher than the notes are written.
LOCO, to restore them to their usual place.
MOVEMENT, whenever a piece of Music is in different portions, they are termed
the first movement_ the second movement Sec. '

. /

AIR with VARIATIONS, also called ARIA con VAR1 AZIONE orTHHMA conVari-
_azione_sometimes a Piece of Music by itself

(
and sometimes an inferior move «.

_ment of an Overture
, Concerto or Sonata .

RONDO, a Piece of Music in which the first strain is repeated <fter each part.and
is generally the last movement of Overtures

, Concertos and Sonatas , and often
forms a distinct Composition.

A. j fc

1 . time and t. time or 1 , -^fc see remarks previous to Lesson 8 page 26

X Segno or Sign _ thus, Da Capo al Segno _Go back to the Sign .

CHROMATICS _ a regular succession of half tones , or the playing of every key
on the Piano Forte black and white, in a given distance either up or down .

CHAIN NOTES

hand

$k

, and those witli the

Those with the stems down are played by the Lieft

stems upwards arc played by the Right.

ABBREVIATIONS, such as ^ fee Pfegg TT BE 35
finm

m r^r^'r riprm^h is B 3ro i
^»- J TJTO^f»' ,T'

Q' 1 "
I^^

>,

segue

SEGUE, means to continue playing the same notes .

TREMANDO,
and in similar instances

.

MARKS of EXPRESSION

yO,or^)ia: or Piano _ soft_/j^, or pianissimo ^.very soft_poco piano, a little soft

DOLCE
, or Dol, also means to play in a soft and soothing mainer.

/»or/or, orj?orte_ loud _//, or fortissimo, very loud _ mezzo forte, a little

loud _ piu forte
, more loud .

/*, or s/, or
J?p, or this mark ^> the one note loud.

CODA an additional part by way of conclusion.
D.C.or Da Capo, Begin again and end at the first Double Bar.
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This mark. if orer different notes, thus
Q

|* • ^ |

is a SLUR .meaning

to play in a smooth gliding manner; if over the same notes, thus it is

called A BIN D , in which instance the first note only is played, and the remainder

held down, this is termed SYNCOPATION, as is also, a shorter note, followed by

one or more longer notes, making a seeming inequality in the measure.

This ff ml is termed STACC ATO, or to strike the notes short and distinct.

Cres , or Crescendo, or this mark -<^to increase the tone .

Dim, or Diminuendo, or this mark\. to decrease the tone .

This mark <^2^>* roeans to increase and decrease the tone.

This markp^><^J to decrease and then increase the tone .

EMBELLISHMENTS or GRACES

C A DENZ A , a brilliant passage
, not restricted as to time , introduced occasion.

_ ally where a Pause occurs .

j'.

J
S
£ HT n &> GRACE NOTES or APPOGl ATUR AS .

Jr the SHAKE _ * the TR ANS1ENT SHAKE.

<^»the TURN_\fthe INVERTED TURN.

,
or striking the notes a little separately.iiU'PQGl ANDO.o

NB: A fuller explanation of the Graces and Expression of Music will be

found in the Appendix.

The practical part of this work is here concluded .Much information,

which would have been misplaced in the foregoing Lessons , will be found in

the Appendix
, which with most of the previous explanations and examples

may be conveniently used for the purpose of reference, even when the study

of them is discontinued .

No hook however can supply the place of an experienced Master, whose

information and explanations correct errors and remove difficulties as they

Occur; but such a Master may be willing to approve an elementary work, that

will always leave the spirit of his instructions
)
from Lesson to Lesson

,
plainly

printed before the Pupil's eye .
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V*
**t «t

#*•
ft D OF THK A \XhVr If} Ar

•~V
Coiitainin.6 the <^

^ r * t c->,

°4

^EPEISXiaX
Q€ the COMMON CHORD ( see page 13 ) ^u.

With every Tonic of Key 'Note may be played what is termed the Common Chord, which
confifts of notes in the Treble of the fame name as the $d s. and 8th to the

Bjafs Note « As for i nf tance , funp ofing the Bafs Note to be C„ according to the rules

ivenin pageXSthe 3 A. to it mnft be E ( *c
2
d *e ) and the j^ to it G (

J

c
'2
d

3
i

4
f

Jg)the

Qctave of courfe being C_thus forming what is termed the Common Chorum p^.

and tho'the E G and C in the Trebli are diftant 1 ^J

from the Bafs Note they are ftill called, the -< EXAMPLE
d th th J ^.

f,
^ • 5 • and 8 • / fl«

The Common Chords may alfo be taken ailotbjjr way by tifing the

fame not*s

Imposition 8. Position -5
(

. Position

^Ticsc are termed the i** « d and £ d Pofitioir4:XAMPLE

3^^

t

1

i i '

I
fhey may be taken fuller by doubling one of the notes V fx A MPT F

^alfo eall ed the Harmonica] Triad

t
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Thefe Chords

may be ufed

by the fame
< ale ulation

to any given

Bafs note
The Alphabetical diftaiice as pdinted out in page 13 being fulfil ie.it tho1 th*- Chord may be

far apart from the bafs note The Common Chord is frequently ufed to the Tonic or Key
Note at the close of pieces of mufic and fometimes at the commencement • one ofitsparts

that is either the 3$ 5. or 8*1* is almoft invariably the beginning- note.

The confederation of the Com m onChord gives alfo an opportunity of explaining the

difference between Major and Minor;for which purpofe Lefsons22 and23 (page 35 and 36 )

alfo Lefsons 27 and 28 (page 38 ) anfwer exactly _s_ By tu ruing back to theft it will be ft en that

the difference between Major and Minor in fig-nature is great _ for Lefson 22 in A Major

has 5 Sharps, but Lefson 23 in A Minor has neither Sharp nor Flat Lefson 28 in C Major has

neither Flat nor Sharp in its Signature, but Lefson 27 in C Minor has 3 Flats The difference.

in performance is alfo confequently very great— more efpecially as IN THE MINOR
MANY ACCIDENTAL SHARPS, FLATS & NATURALS OCCUR (for reafons which a

future-Study of Harmony can only givejrit is fufficient to fay that THAT THEY
MUST BE RIGIDLY OBSERVED: Bret the difference in the Common Chord is fmall,

ft is merely taking the third a half tone lower than in Major_ the tonic fe other notes

of the Chord being exactly alike in both Major and Minor. .and uponthis alteration of the

3. alone depends the fact of a piece of Mufic being either in a Major or Minor Key
according to the following rule_firft recolect that a halftone is the next immediate key

on the Piano Forte /whether black or white) to any given notelSee Lefson 22 Page 35 at .

this mark?v)thi'u obferve that Lefson 22 is in A Major, with 3 Sharps F C&G By counting

upwards every key of the Piano Forte from its Tonic A to its third the C fharp—the latter

l 2 «? 4U
will be found tube exactly four halftones diftant from the former . EX.-

M
Tonic
wft*

!

fg|||
termed

This is^the Major third, and determines the Mufic to be in a Major Key ______ But in
Lefson 83 which is in A Minor without Sharps

s
the third to the Tonic A is confequently

C natural which is only three half tones diftant from the Tonic v c-,

or Kev note A /

and this is termed the Minor third k determines the Mufic to be in a Minor key

A few Examples are given to fhow that, as before obferved notwithstanding the difference

between Major and Minor Keys of the fame name as to the number of flats and fharps in

their Sig uature,yet their Common C hords are exactly alike except as to th»ir thirds

c
Majjw/r^MiiioJ^-^ Maj<

vf—f— Major.



Chord , the only <'«,!< u j;: . ••> > N <».- < oniitts in al -Though in tin Common.Chord , the 01.1 .
<>«, i< 1 1 j;. . »*.-.. u •. .-i ..< «».• ronuiis in al

-

r-tertng the third from theTonic one half tomvJvhigii r or '.»»•;•.'• ., r<ii*i f
4 the Signatim

may direct— ytt as iu the number of Flats and Sharps itcn t »o . s- Rtia! ^ different*

perhaps a cartful pern sal or occasional reference 1c th» follow i; ;• 'i :..u ,, s..o* i «•'-'. what
number of Flats or Sharps (or the absence of either) belong to each Vlajor kMn ,.'Tunic

may be ser* icable .

C^ 53E
Major —

—

O 5Epy=^=)tF t^^M-M: F; 3»tf*=*=rf
Minor T [ajor

Major ^ Mi nor ; —fl|I ajor -

Major r
D^
Minor

5 1

Minor

— .Vlmor ^^
Ab Jd,

tj
'

lAJ^'
i [ajoi " L Minor ff P

E b

g

ggEE^f. Fb «J ;iMi.
Mili.ir

""'' - Minor
"

' P
I Ah a«j '

|
Ah as^

] Dai or
"

---'-Minor

Major -

El!»
Minor

Fl| JV V f F^ «J ;

|,''|> *

Major Minor

Bb -a^i' ~T Bb ^r6r
lajor v LMin Q r

P " b

I
lajor ' Minor T ' —=

Pieces of Mnfic whose Tonics require more than 4 sharps or 4flats in tluir signature are

seldom composed*

A ready recoljection of the SharpskFlats in the order in which they stand is a useful ac—
— quirem ent;for which purpose committing to memory the two following sentences will

be fon nd n sefnl "* «

JP or i Ohildrens VTood .Destroy — A- 11 — _ CtvU t§ ooks
The FIRST LETTER of EACH WORD gives the sharps in the exact oi der in which they stand

as for instance if only one is required in the signature the sharp must be F if two the
sharps must be F tC if three F C kG and so of the others — The following- sentence

JtSe C<ver xVnxiously -L/esi ring VTods Constant favour by using the FIRST
LETTER to EACH WORD gives the Flats in the order in whi ch they st a nd^ one Flat must
beB-twoB k E -three B E k A_four B E A & D and so of the others. '

^called also A SEMITONE -Two Half Tones or Semitones make A TONE-The distance

of a Tone upon the Keys of a Piano Forte maybe from a white key to the next white
key as from ( : to D I]— from F ^ to G 1}

Atc/SeeEx \\ ox from a black key to the next black
key as from F# to G# from *ttoEl> &/ See Ex 2 )also from a white key to

the next black key as from E^to F£ from B \ to c| ( See Ex 3 ) orfrom a black key
to the next white key but one as from BDtoC^ from EptoFCj ( See Ex 4 )

Ex.1. Kx.'i Ev±.

rii calculatingTones the next letter oulv must be used—as for in si.mi e_ A<is a tone above G£ but
the A$must not be called Bb for tho th'ey are both played on the same key they are noteswhichin
the Science ofHarmony are widely distinct—This rule is general.
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Thm every r
; cee of music has its Tonic or key note with its common chord: but' in its progress it embraces

many passages in other keys orTonics entirely different from the principal. This is termed MODULATION, '

and belongs to the Science ofHARMONY; to treat of which in a work purely practical would be super-

-fluous as well as impossible—Yet by a etudy of the Common Chord, according to the rules laid down in the

preceding pages, and a ready recollection of the different scales which occur throughout this? work, an

Amateur may by comparison perceive in many instances what key or Tonic the interior parts of a

piece of musio has modulated into. To illustrate this, parts of a well known Sonata, (Sonata first

- of the Set with Scotch Airs by Pleyel) are selected.

The Sonata is in

C major and beginsthus,

:g=f9:

£§P

§^
and the beginning notes being made out of the Common
Chord of Cmajor determines it to be in that key,^

>dsAbout two 3?r downthe page is this passage

*
Compare the ascending notes with the

scale of D major Page25 and it is readily observed that the musio has modulated into
major— the three last Chords are also the Common Chord of D major.

D

After which
comes this passage

wm % collect these

notes together,.

and it is found that the music is in G major as they form
the Common Chord of that Tonic.

The 5^ and 6l^Bar of Part the fc^has these notes,
fa^
Is

collect them
together

and the notes form the
Common Chord of A minor.

v-

,dsRather more than two 3^r down the 3" page the following is introduced,

Compare this with the ScaleofE major Pap;e43and observe theCommon Chord to that Tonic in the two last

notes, and it is very evident the passage is in E major But after all its varieties of modulation the Piece
ends as all otherndo,iu its own Tonic,

Which in this inntanoc is in C major,

=£

ifeife
WWaretdrUthuGvingBausesoften plainly indicate the keyor harmony modulated into, as in faot they are no

other than Chorda in acperated notes, as for instance_

;hi| passage,

oolleoted together will be found to contain the following Chord?,2EJ
,d —j t st

if the notes of each, according to their numbers are

^4 5 6 78

*^and it may easily be perceived

that N°l and 2 are Common Chords of C majorinthe 3? and l^PosiWon N»3thatof Fin the 3. Position .N.4W

Dminor in the l
8
.' Position.N° 5 C major inthe*d Position. N.° 6 G major in the 3? Position N. 7 L major id the

Imposition and N?8 Aminor in the3d Position plainly showing the keys or Harmonies of those portions or the

oiusic.

practical p;

is very conducive w
-non Chords in addition to the above, a valuable acquisition to those who wish to cultivate playingats.ght.



Additional of sharps and flats.
•Jn page 2& it is mentioned that the waite keys of the Piano Forte are Naturals and the black ones

either Sharp* or Rats , but that there were exception* to thi* rule, which would be pointed out in

the Appendix_which exception* are , that the v. bite key* alto occasionally become both Kiiarpe

and Flats _ as the true meaning of a sharp is the next immediate half tone above— to

if a B *harp is required, the next immediate half tone above it on the Piano Forte i*C natural,,

which in this in«tance ie used for B *harp — in the same way
;
and for the tame reason Esharp

i* played on the key of F natural _ and a* the true meaning of a flat is the next immedi—

— ate half tone below _ *o if C flat is required, the B natural beingthe nearest key below it

i* played for C flat, and if F flat is required that for the «am e reason is played

on the E uatural _ betwixt the B and C and the E and F there being no black key
7
tbey serve

as sharpr or flat* to each other .

There are likewise double sharp* and double flats — A DOUBLE SHARP marked

thus X aD(* oooasionally thu*## means that the note is to be played two half tones (in stead of onej

higher— thus F double sharp by looking at the Key— board of a Piano Forte
/
will be found upon

the key used for G natural that being two half tones higher and «o of any other note that is a double

sharp _ to contradict a double *harp and bring it back to a single »haip this mark is usedjHgif to.

the natural, this jijj _ \ DOUBLE FLAT marked thus R> means that the note is to be played two

half tones( instead of one\ lower., thus the place to piay B double flat by referring to the key-board

of the Piano Forte will be found on A natural that being two half tones lower and so of any other note

that is a double flat _ To contradict a double' flat and bring it back to a single flat, this mark flbie

used ; and if to a natural this Lh — Therefore the white keys are subject to being used as sharps er

flats as well as the black ones — but a* they do not frequently occur , being o»!y used in Mu aic of

great difficulty , tho*e directions given in Page 28 were sufficient for that grade of study, as they

are also for general purposes — The following Plan of Notes will ghew at one view the diffe__

_rent names each key of the Piano Forte may be called by.

The following are scakely evwused ,_ but if required Bx isplayed on the C# key and E xon theF#
;ey Ct>P is playedon the Bb key and Fbb on the E b key .
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OF STACCATO NOTES (Set Lesson 13 Page t9
)Th^p^s a distinction in these Staccato Notes vhich is pointed out by the marks

Thus £££/ means them to be struck with pressure but only a little seperated — if thus f f » f
without the s* v they are to he played short, and if with dasl.es overthem Mgf very short

Fingering*
There are also two other methods of Fingering sometimes resorted to in certain emergen-

cies called S LIPPING & SUP PL, ANTING 4 sli

Slipping is the sliding of a finger from a black key to a white one

553E
ringing a different «j; SE j"

chanfiTe — In • I

Supplanting is used in very wide passages and is done by bringing a different gp
finger on the same note without striking the note again by the change I E •

The general rule of never using the same finger to two different
adjoining notes is sometimes broken where the next Position

cannot otherwise be gained _____ __

The allowance of using the thumb on black keys in wide passages
(
See Lesson 9 Page27) does not hold good where the notes go in

regular succession in this case Contraction is resorted to

But the little Finger may sometimes
of regular succession

be , . ^i +1 2] 3<2 1+12 3 41234
used in notes —U-rh _», «».. - -m _, i

- /

It is only necessary to mention these exceptions to general rule __ the proper use of them
\
and any other variety of fingering in difficult music) A good Teacher and p«Tsonal experience
can alone supply.

Additional of Time
there is a Note of greater value than the Semibreve called a Breve marked thus \Z\ orthus\=)
which tho not generally met with in modern music is sometimes used in sacred music_It is

t*!t< the length of a Semibreve {consequently One Breve makes 8 Semibrereg 4 Miliums 8
Crov hets &c. &c .A

There are also notes four times tied called Double Demisemiqu avers and Rests
with four heads 3 called Double D emisemiquaverixests they are half the length of a Demi

— semiquaver and are calculated accordingly. Sometimes even five ties are uied

( Rests thus
)
which are called Demisemidem i semiquavers —they are half the lengh of

the latter and 4 of them go to a Demisemiqu aver and so forth.— it is merely remarked

for curiosity's sake that it would take QS6 of these last modernised notes to make one of

the old fashioned Breves and 984 to make a dotted Breve.

As the Semibreve is the standard note of the present day, so all the other notes are

calculated from it — thus the time marks in the signature are easilv understood?_a4,be—
_ ing the bottom figure, represents Crotches (a Crotchet being the 4. part of a Semibreve!

so that whatever figure is placed over it indicates the number of crotchets in the barjas for

instance, % two Crotchets — T three Crotchets 2. six Crotchets in a Bar. An 8

being the bottom figure represents Quavers /a Quaver being the 8 .part of a Semibreve)

so that the figure which is placet! over it marks the number of Quavers in a Bar as g for

three Quavers, g for six Quavers in a Bar. Upon the same principle a 2 represents

a- Mi mi in, that being one half of a Semibreve, ( this figure often occurs in the signature

of Psalm tunes) -9 meaning three Miliums in a Bar. _„ and \G to represent Semiquarers i
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[ a Semiquaver being' the 16 . part of a Semi breve) is sometimes tho' seldom resorted to'
12 meaning 12 Semiquavers in a Bar. _ It i.s presumed it is scarcely necefsary to add that

this mark C or this
(J*

means Common Time or 4 Crotchets in a Bar the stroke thro' the
latter denotes rather a quicker measure.

By refering to the different rules respectingTime particula rly to Page 4-* it will be perteivd

that the number of one kind of note that should go to another is easily calculated nv re _
„» membering the order in which they stand as to value: I

s* the Semibreve 2. the Minum 3i the

Crct?he~ 4 . fht Quaver 57 the Semiquaver &c and doubling them as you go on —Thus one

Minum w*ll make 2 Crotchets 4- Quavers 8 Semiquavers be— one Crotchet will make 2 Quavers
4 Semiquavers &c If they are dotted the result is procured by doubling the number 3 ; as

one dotted Minum makes s Crotchets G Quavers 12 Semiqu avers fce— one dotted Quaver makes
3 Semiquavers and 6 Dcmisemiquavers and so of any other note
Some idea in a general sense may bo formed of the proper duration of each note, as it

regards it- ova character and in subjection to the terms! Adagio Moderato Allegro &c \

used at the beginning of every Piece,by observing a watch, that has a hand and circle for

the seconds, or a Time peice whoso ticks count the seconds, and getting into the habit of

counting mentally or vocally exactly in the time of seconds. The» nhen theMusic is in

Adagio or Grave, count every Quaver as. a second,___ holding the Crotchets two dotted

Crotchets three—Mi.'.:ims four— dottedMinums six and Semibreves eight seconds .This rule of

counting in Quavers instead of Crotchets in very slow measure is called Double Trnie (See
Page 19 also Lessons II, 25&S56 \ Largo,L arghetto,Lento,Andantino, Audante and Moderato
may each in the order they stand be played a little quicker than the preceedi ng till we con
to Allegretto __H ere count every Crotchet as a second and the other notes in proportion.
Allegro, Brill ante , ConBrio ^Vivace & Presto ,each to be played a degree quicker,till we -

to Prestissimo and then count every Minum as a second and the other notes to be pi

accordingly.— All dotted notes , of course to be held half as long again as those n
dotted*— In VocalMuficj if the words are read over carefully and the mind is possessed of the
subject of them, the best modification of the measure will be naturally ascertained without
a formal rule.

Additional of Repeats
Repeats are sometimes used for a few bars only in the interior of a peice of music,— some—

—times the word BIS (SeeVocabularylis placed above .and sometimes the repeat marks only

come
ayed

not

are used . EX.

7* these two~b,ars must be
played twice over

The words DA CAPO are sometimes used differently from the common explanation and
mean that the Performer after beginning again must end atthe second Double Bar in—
— stead of the first: _ this alteration is always pointed out by a pause over the double bar

you are to stop at, or by the word FINE written under it, or by both. _Thus

fine

But should there be a CODA( See Lesson 28 Page 39 \ that particular double bar must not

be the end of the peice, but the Coda must be added by way of conclusion.
Sometimes a Minuet, MarchWaltz &c, is followed by an additional movement called the TRIO*,

each part will have the repeats marked '_ at the end of the Trioeiegenerally found the words DA
CAPO MlNUET(orDCM) DA CAPO WALTZ (or DCW)& C &c the routine of which is to

play to the end, repeat each part, and then play the first movement vhetherMarch Minuet or ^a.

Walti once through without repeating the parts finishing at (most likely) the second double bar

Notation
The disposition of the Notes on LinesS paces& Ledger Lines — that is the Mufic we play fro m,istermd
the NOTATION When a passage of music consists of a mixture of tones and semitones, like the

scales to each key, it is said to be DIATONIC a regular succession of semitones onlyiscalld

CHROMATIC — and two different notes played upon the same key of the Piano Forte,ai A$
followed by Bb_ Eif followed by fI] &c &c (See Page 51 )is termed ENHARMONIC.
^Biitinall other instances, the word Da Capo is used according to its familiar explanation—viz —To

v
begin again and end with the first double bar.
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Graces &Kmbcliish'nients of Music
at> exemplified by D^Callcott

I

The Appogiatura as-written^ as played. or thus, played thus

&
Appog iaturas as written as played

Doubl .• andTreble
Appogiaturas Us as played

.

wr itten ,

S 1 1 % ' B
Whenever you tan by an
Appogiatura equalize the

notes always do it

In these and similar passages equal notes
are remlerd unequal by the Appogiatura,&
that jerk in the measure is unavoidable
which In other instances should be guarded
against as the height of inelegance

.

Appog iaturas
before Chords

written, i ^ ^— y
as written

he After note as Shake as

written as played written, as played wit]

as played

(See Lesson 12 Page 29)

*
^Siff

7 f
Shake as

written as played with a return or without a return

A

This rule is

very necessary
to be recollected

|F
:%^iif^^

the shake may
begin either on
the note written
or the note above

Chain Shake
as written *

v [Continued
shake

-vr,
"ri

' n
Passing shake or

"1 ordente as written, as played or thus

Ascending grace
notes as written,a s played •

'Tin- Turn
.»>, wr*"tt«. u, asplayni .

t/5 -^ -: ailed

or thus

jglunpreggJCT
FF Mr**" ^fcttZ

,n rittruui s played

ed ^°.r ^

The sharp turn is the
one r»ncrallv used tho»
not aruovs mark'das such

turn

Turns on <1ott<d

notes, as written, as played.

ca
the

prepared
tii rn

ITlu'
meaning of

a sharpturn is

that you must
play the last note
but one only a
halftone below the
note written— there
— fore it falls on a

white key

I The inverted
[turn, as written, as played.

C/5 09 ^-^ ""S^ notes the S ^v

* l*»^ used

Skips
as written as played

I i 1 1

1

p
Beat (Half Beats r Slide

as written, as played. or thus (as written , asplayed. Lk mitten^is plavcl.

a prmg
as written as played'



Arpcg'g'io orAcciatura
us written., »s played.

-6 ^T

t be tame on
a full chord ,

played thus .

55

#

.7. \s r- y
NB : when an Arpeggio is required the word -©^
is put over or under the chord.

The oblique line
as written

oblique line Treniola
as played as writ ten as played

5f:

The half tune below the note with the
oblique line must be struck with the other

notes and played before it

Staccato Notes^SnLesson 13 Page 29 and Page 52 of the Appendix! Appogiando^Sc e Lesson 27 Pag-e36*
also Trcmando/ See Lesson 28 Pa ff e 39

J are by some numbered among- the traces or Ein__
-belli shnu -its of Music, A Pause, especially if the word AD LIBITUM is added! meaning- at
.pleasure) is the place where those additional notes called Cadenc es are used (SeeLesson2l
Page 35 and Lesson2H Page39)which are not confind to measure in these instances a brilliant

8v.
a alt a

performance of extended scales h
or the same descending also of Cftfomaties or Semitones either-up or down are much in use —
and when thus employed may likewise be con sidered among- the embellishments of music.

Of Musical Expression
A rigid observance of the Forte and Pi ano , of the Crescendo and Diminu endo,of the Rests,

Slurs,Binds, Staccato Notes &c. and a close adherence to the time and character pointed out
in the signature and directions at the beginning of each piece of music,when combined with
Accent and Emphasis^constitute what is called Musical'EXpression .

Of Accent
Each variety of Time has its peculiar accent , which is marked by a slight additional pres_

4-sure on the accented note, but in such a manner as not to interfere with the piano or
forte of the music. In the following examples , the notes to be accented are pointed
out by this mark A .

(Noah's Dove)
A 7 A ^"i aA ^- V M i iIn CoinnioiiTime or four Crotchets in a Bar, the JfU l

rS m I m f
J J J I I

=—

4

-

iccent is on the first and third Crotchet . "TP S / I 1 pi —•

*

'
I j '

.
" ^ Aurelia's charms with magic art

In^or two Crotchets In* a Bar, it is on the firs

(B lightedLovej A

mm r g n f^
FlowVs are fresh and bushes green

( Sweet rosy sleep)

A

In* or J Crotchets in a Bar, it is on the first.

ffi3-£j3
I : i

-r-m1—J-

Sweet ro _ sy sleep oh J
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(The Minatiire)
A A

Infor three Quavers in a. Bar,oii the first . V 3 jf g I f g ^f_f f I

* *
P I

No ohlno! this dear resemblance

(The Fire Fly \

In
I"
or six Quavers in a Bar, on the first a

fourth .

""# S;Y V

A

1
Ope thy wings of hu rnish'd gold

All this of course is applicable to Instrumental music InVoc al music Hue accepted note alvavs conies
to the accented syllable .

Ui H»tnphasis
Emphatic notes are played with additional force, and are expressed by one or other of

the following marks placed either above or below them; r$\ sf, |'z,( abbreviations of riuforza

sfor za ,riufor zaudo, Italian words expressing force) or fO (meaning loud softjor this mark <
The emphasis is only on the note marked; those before and after it are played exactly as if

it did not occur . A due observance of emphasis is peculiarly important in the perfor—
—mauce of modern music. and produces a beautiful variety of effect

In a Pollaca,emphatic notes occur frequently
|i..%triir.!;jflirj

When a long note is slur red with a shorter note which foil oh s ^4 ^^
it , the " emphasis gives length and strength to the former, iff

1* Li T 1* H
and shortuefs and softuefs to the latter. ) '

1

—

\s
E

A Midden or unexpected shar|
or tut is generally emphatic.

Sometimes the emphasis /Y

is occationd by both the last jF
mentioned causes. -£

7p w w
4

i
As also is a note of greater

value when placed between notes

of lesser value.' M
In£& j* measure,

a

longer note following

a shorter must be
emphatic .

Some times the em—. 8

6

^m ¥
*

!

Equal notes uhenthc\ q* K ]v —v, —^ Sometimesth < fm/Tj8 . . ^^
are slured two& two, ^E^Tj~f^"l f •5L.phatic note will affe1

|| ^"lf*
| f^%\ fj*2

have rather a strong Ij7*1^?^-^^2^--^
I
agree wilh the V

f
J«JI ^H[ llj ij ' Ijj femphasis on the first,liit the second must be [regular measureV W^^ ^f * ^

si
played soft and rather short.

It will be readily perceived in all the foregoing and many other instances, thai the emphasis
veil at the expence of ~ the accent that being momentarily destroved by the superior force

the other but the laws of accent must govern as soon as the. transieint effect of emphasis
.;* s ceased. w _ "^ :

**j >- ~^f1
Notes iuGroiips^have a small emphasis on JT ffl f

I ff ~TJ
|

first of each,when they move by skips. (j"tjT -g-J^5E ** £

T ra note of a Scale ( familiarly called a Run lif longer than the following is
' particularly emphatic

isideredan eleganceto gradually swell and
sn the tone when theuotes moVe regularly

up or down

^ Notes thus tied tcjgether are call ed Groups

A it respects Performance on the PiauoForte^it maybe said th.it accent is Pressure .Emphasis Forct
\ccent is governed by rule^Einphasis by the fancy of the Composer

.

no



TUNING THE PIANOFORTE. 6?
*

In Citie9 or large Towns where this indispensible aid ia easily procured if is scarcely to be conceivedthat

any one would undertake an office so unpleasant to those unaccustomed to the operation as Tuni nga Piano-

-Forte,the more especially as practice and experience are absolutely necessary to the doing it with facility.

But a friend to the present publication, who has a confident hope that it will have an extensivt'Country

circulation, has suggested the propriety of adding some rnles for the purpose, knowing the income

• nience of those who live at a distance from large populations for want of some aid by which their

Instrument can be kept in tune. In obedience to these sentiments, the following RULES orSCALE
for Tuning the PianoForte is submitted. They are the production of one of the most skillful Tuners in

an European Metropolis, the result of his many years experienoe-and extracted from a work now become

extremely scaroe.

It is first necessary to premise, that each note upon a PianoForte has two strings^and by looking

at the Mock where the pins are placed thatdraw the wires, the names of the notes they draw will be found

written against each _ a small piece of cork cut in the form of a wedge must be prepared—The note to

be tuned must be traced by the eye, or the nail, or a piece of quill cut tooth pick fashion from the peg

that has the name of it to about midway between the bridge and the other oxtremity of the string— then

put the cork betwixt one of the strings to be tuned and the nearest string of the next note_by whieh
means the tone becomes deadened, and the one left open it tnned by itself,after whioh the cork it removed,

and the other string of the same nottyis tnned in unison with it—this rnlemistbe followed np with every

note, and the pin must be turned -very gently or inexperieneed tuners may get a note too high_ their ear

become bewildered and the strings break.

N.B. The Note to be tnned will be marked this • and the Note it in tnned from thus ©
First from a Tuning Fork sound ing C— or from a Pitch pipe, Flute, or Clarinett (but the former is preferable)

Tune this C
Then tunetheC below
an Octave to it -

xe
and all Octaves must be tnned perfect

Then tune theF be low to theC above
(which is a fifth) till it accords pleasant I y

Tune this fifth in the same way. but the
Octave following must accord perfectly

Then tunethis5. above C as flat as the ear

can bear it as all $&* tuned upward must
be bearing flat

Tune this 5. also rather flat but theOctave

This 5 .and Octave as before

and then draw the F up a littleliigher_ as all fifths tnned
downward must be hearing sharp.

(

¥^
:Thia fifth and Octave as before j|g

TW
*-

Then try this chord—
called the First proof —„-

and if itsounds well, all that is

done is right, but if it does not
accord pleasantly, there has been
some fault,and the only recourse
is to tune all over again.

Third proof

Second, o roof- if these sonnd Lg U^~
well all is right r

i
-
> C " H

i

ths
'

The following 5 . . to be tuned flat and the Octaves perfect as before, and the proofs will ascertain whether all is right

4*1.1 proof 5*)' proof S^'proof 7th proof 8
th proof

w *= nn <«-HE=§= # 'Eg

All the notes on the Piano Forte from a* tOj

« * • • »*

w^ if

inclnsive are now in tune.

5*S3E 4L:,
and in the

Bass downwards

.

fe= fe. ta- *M*-fr
3S 3S F&Y

Tlie rest are tuned I'v

Octaves intheTrehlr upwards

The Implement necessary forTiTtiing are_ aC Tuning Fork- tlie piece of Cork before mentioned-aTiming Hami
to gently hammer thepegs in, after the wire is wound round them > it has also an orifice which fits the head of eaoh

peg to turn it; also some wire: Tlie Piano Forte without additional keys have 61 and those with additional keys to
C68 notes including black and white keys_ for the It lowest, twisted Strings are U9ed,and they are purchased in Setts at

the MusicStores; for the others, Brass wire marked 60 0,000,0 0, 0,and Steel wireN? 1 , 2,and3 areused-ae

0000, 00, 00,
fc>! lown, Frons «Ji-

T7fJ « to »• i

' ut

0,- V.'l, N°S, N?3
ft'»

' to the top
?
and a greaterquantity of tin

~~ smaller wire than the large must '

procured

.

«. 1 new string is to be put on, by looking at the Others, the manner of twisting the loopthat goes on a' pin al i'e
ci the Piano, the conducting it over the bridges and winding it round the peg is easily observed.

n>«randPiano Fortes have generally threcStrings or unisons to each notnibnt a Pedal bringn the hammer to strike onlj
ring.therefore,the whole of tin- Piano can be first tuned tin Oti&hout in single notes ami then tlie other

unisons tuned to them. 1
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MUSICAL VOCABULARY.
• .. '

j .,
Of terms most in use not heretofore explained, including also those that

express the different degrees of slowness and quickness . ,

ADAGIO— very slow .

AND ANTE _ rather slow. *

AND ANT 1NO _ gentle and tender.

ALLEGRO, quick.

ALLEGRETTO, a little quick

.

ACCELLERANDO.to quicken the time.

AFFETTUOSO .tenderly. ,

AGITATO, agitated.

AMO ROSO. soft and delicate.

AD LIBITUM - not restricted by time.

ACCOMPANIMENT- the subordinate
X

part Or parts .

BIS — twii e ovc?- .

BRILL ANTE _ brilliantly.

C APRICCIO- see Fantasia .

CONCERTO. a piece of music calcu-

lated to show the ability of a Perfor_

. mer upon some one instrument, but

accompanied by a full Band.

CONCERTANTE- a piece of music

for a full band *ith Solos for two or

iiio* o" particular instruments .

C AL A \ DO _ to make the time gradu—

— ally slower .

CON SP1RITO -with spirit.

CON BRIO _ >vith life .

C ADENZA 01 CADENCE _ notes of

embellishment not restricted by time.

CHORUS, a piece for several voices.

C ANTAB1LE _ in a singing style.

CON. with.

CON FUOCO-with fire.

CON FU R 1 A _ furiously .

CON MOTO _ with commotion-

CON ESPRESSIONE - « ;th expression.

DUETT- a piece for two Voices or

iwo Instruments.

FANTASIA, iju irregular species of

composition .

GAIMENT. Lively.

GR AVE_ extremely slowT
.

GR AZIOSO- gleefully.

INSTRUMENT- a name applied to an

or£au, harp, flute, violin ,
piano forte ,&c

wMch are all termed instruments of music.

LEGATO— to play the notes in a smooth,

close and agreable manner .

LEGEREMENT. lightly.

LENTO _ slow .

LENTANDO. slower than before.

LARGO, slow.^

LARGHETTO. s]ow but not so slow

as largo .

MANC ANDO _ to decrease the tone .

M ODE R ATO _ moderately .

MAESTOSO- majestically.

MARC1 A_ a march or in the time of a

march .

MINUETTO _ a minuet or in minuet

time .

MOLTO - much- as molto Allegro,

very quick .molto Adagio^ very slow.

MA NON TROPPO-but not too much,

as ma non troppo allegro — but not

too quick .

OBLlGATO _ not to b« dispense* with.

ORCHESTRA .the place occupied by

a band of music —the word is also used

for the Performers themselves / as •

song accompanied hy mix Orchestra _

such a Concert had a fine Orchestra —

such a Theatre possesses a powerful

orchestra

.

OVERTURE -• piece played by the

orchestra previous to an Opera—mmy
overtures have been arranged as Pie—

_ ces for the Piano Forte.

OPERA, a musical drama . rons ; 3ling

nf airs, recitatives,, chorus ' J/^P •

ORATORIO- a sacred Ode
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PERDENDOSl _t decrease time
and tone .

PRESTO -very quick . :

PRESTISSIMO .extremely quick.
P A STOR ALE _ in a tender and pas—

._ toral style

.

POCO- little- as poco piano
;
a little

soft- poco piu allegro, a little quicker.

POLLACCA & POLONAISE- a polish

air or in the style of one .

POMPOSO_ in a grand style.

POL POURRI _ a piece of music com_
-posed of several different airs.

QUARTETT_for four voices or four
instruments .

QU 1NTETT- for five voices or five

instruments .

RALLENTANDO- see Calando .

REPLICA- to repeat.

SP1R1TOSO- spiritedly.

SlMPL1CE_with simplicity.

SCHERZO & SCHERZANDO-in a

sportive
r playful manner, playfully .

SMORZANDO- to diminish orsmo_.

- ther the tone .

S1C1L1ANO- gentle and pastoral.

SOSTENUTO_to sustain the tone .

SOLO — a single voice or instrument .

.

S-EMPRE — always -as sempre ])iano,

to play soft tKroughout .

bE\'Z A — without— as senza ria-ito f

without the flute &c .

SYMPHONY . those parts of a v ocal

composition unconnected with the voice.

SlNFONl A— a grand piece in several

movements for a full band.

SON AT A _ is for a single instrument,

sometimes accompanied by other in —
— strct'nents sometimes not.

SONATINA _ a short comparatively

easy sonata.

TEMPO- time- tempo giusto- in

Just time — tempo yi mio_in the first ti;ne<V(

TEMPO Dl MlNUETTO-inthetime
of a minuet ,&c.

TENUTO - see Sostenuto . I

TUTT1- altogether.

TRIO _ for 3 voices wr three instru—
also „— ments; see^page 5.5 ot the appendix.

X IV AC E - with life . -T ACET_ silent.

V1VAC1SS1MO- extremely lively.

VOLT1 —turn to ne\A pa-^e .

\OLTl SU31TO- turn ciuickly .

VOLUNTARY., an extemporaneous

performance • but generally applied

to Organ music.

VAR1 AZlONE, variations.

VELOCE _ with rapidity .

V1GOROSO- bold, energetic.

WALTZ- a simple dance tune

written in o and performed in 1110 —

— derate time _ also particularly ap-

_ - lied to pieces of music written

in the same manner .

A conjunction of two or more words sometimes occurs

ALLEGRO MODERATO- moderately quick _ ALLEGRO AGITATO-
quick and agitated- ANDANTE AFFETTUOSO- rather slow and tenderly-

ALLEGRO FURIOSO -quick and with vehemence. ALLEGRO MA NON PRESTO

quick but not too quick- ME ZZ A \OCE_to be sung or played with a moderate

strength of tone .and in a delicate^ pleasing manner
f
Ac. Many of the terms

are also used as proper names .• _ see remarks before Lesson 26 — page 87. ^"5^

(ADDENDA to Page 52.) The following variations in Time should have been noticed ^~^f
meaning five Semiquavers to a Crotchet rrrr^iTf Nine Demi semiquavers *e a Crochet;

tlvsefcother Licences in time, pointed out by figure* above the Notes, occasionally ocair.



Abbreviations. . .. 16 Common time. . . 16 Gamut 20Octa v e 13 Shake 2r>

32 Caledonian melody 26 44 Odd note 23 34

34 Cross hand pas_ Grace note. . . . 240ctavo alta ori 40

35 _ sages 30 29 8
V* alta . . . .r 32 41

38 Cambrian melody 26 Grazioso 26 33 54

39 Crescendo or! 32 58 39 Semibreve ...... 20

41 Cresr f
33Gaiment 34 . 44 Semibrere rest... 26

Air in Obi .... 42 Coda 33.53 Graces-. . . . . . 54 Oblq„e line ... 55 Slnr . .• 30

Additional, keys 32 Cadence or^_ 34 Hurrah '.ha r rah. . . 23 Position of the Spanish Waltz ... 32

33 Cadenza . . ./^V"' 39 Hail to the happy hands see al Sncrsando 35

39 Chromatics 35 day 24_ to Title . . . . 7 Slow Frenoh mai h37

44 4 3 Half tones .... 35 Position of fin— Sempre piano.... 37

Appendix ..... 47 53 43 gers or under Savoyard Air ... 38

Appogiatura. . . 54. 55 Hungarian Walt* 36 .the hand .... 12 Synco;»ation . . . .39

After note riiCalando 35 Harmonica! Triad 47 Position of the 40

Ascending grace 54 Chain notes. . 40.41 Harmony 50 body see al_ 41

Arpeggio or. Common Cbord47.48 Half beat. . . . 54_ Bo Title .... 7 42

Acciatui a. . r Double Bar .... 8 Italian Air .... 35 Passing 12 Semitone 49

A<\ libitum.... 55 Dott/vl M inum; . 9 KeysW the piano Passage 15 Slipping 52

Accent 55 10 _ forte
r
or Key- Prelude . . . . . 22 Supplanting. ... 52

Above the lines . 4 Dotted Crotchet 9 _ board 5 Pause ... . r . 23 Skips 54

Allemande 23 Double tri plet.. 17 Keynote 19 Prepared turn .. 29 Slide 54

Allegretto. . 23.58 Double notes 13.26.27Kelvi n Grove. . 25 3? Spring 54

Allegro moderate 23 Da Capo . 5 . 24.35 Lines 3 Piano - pia or /> 29Sforza or sj\ . . .33

59 Di tanti palpiti. 24 Ledger lines. . . 4 Pianissimo Transient shake. .32
Andante 24 Duke of York's Left hand.... 4 or fifi. . V^> 35 Turkish March* . .33

58 march 27 Letters 5 Quaver 8 Tremando 39

Accidentals. ... 28 Dim cr D'min_ 32 Lentando .... 24 Quaver rest ... 11 Tone 49

ditto '^-ntrtdi'1rd28 _uendo 33 58 Right hand . . .4 Trio 53 59

Andar.t;r,o .... 2« Dolce 33 Lento ...... 26' Repeat H Tremolo 55

58 Demisemiquavers 39 5* .26 ^y-eble Cl ; ff . . . .4

Air with "aria_ ditto Rests. . .39 Looo ...... 32 53Time . . .15.19.52.53

-tion* 30 Double Sharps. .51 33 Rests ....... D Two Crotchets
Aria con varia_ Doubly Flats ... 51 39 Rousseau's dr*am29 in a bar 17

— zione 30 Double demi_ Minim 8 Roxalana . ..... 31 'Hiree Crotchets

32 —semiquavers. . 52 Minim rest. ... 11 Roll drums mer_ in a bar .... 17

Affettuoso ... .32 ditto Rests. . 52Measure I6._rily 34 Triplet 17

5^ Demisemi_de_ Marking the time 19Rondo 38 Three Quavers

Al Segno 35 _ mi semiquavers 52 Moderato. . .58-22Recapitulations . 20 in a bar 18

Adagio .... 58.37 ditto Rests... 52 Maestoso ..25.5* 44 Tonic 19

Adagio by Ple yel37 Diatonic 58 Madame de Nou__ Spaces .'! Thirds 13

Apuogiatido. .. . ^Extension 12 _v.illes Waltz . t . 26 Stave 3 They're a noddin 24

Bass Cliff 4 English national Mozart!s March . 32Substitution .. . 14 Trill 25

Below the lines. 4 air 25 Musette de Dema Six Quavers in - Torn ., . ,v . f . »25

Bar 8 Enharmonic .... 53_.pb.Qp 34 a bar ...... 18 * *28

Beating the time 19 Embellishments. . 54 M<" 7.7.0 forte. ...36 Slow music how ^4

Bind 38 Expression ... . 5 5 Mo Ttment. . ..40 counted .... 19 Them a oon varia_

39 Emphasis 56 Major . ... 48. 49 Signature 19 _ zione 30

Breve 52 Fingering 5. 12.14 Minor 48.49 Sixth 13 Toning . ..... 57

Bis 53.58 27. 36. 43. 5,2 Major third. . . .48 Scale 22Under the

Beat 54 First time & .26 Minor third .... 48 and passim hand ^^ Tt

Crotchets 8 2*! time . .
/-"36 Modulation. .. . 50 Semiquavers ... 23 Unprepare(l^

Crotchet rest.. . II Flat 28.49.51 Notes 4.6 Semiquaver rest. 23 turn . . , S*^ £9
Contraction 12 French Air 2H 10.13 Sharp* 24VesperHymn . . .30

Chords 47. 13 Forte_for: orj*. . 29 Notation . . . \ . 53 49 Vocabulary • • • . 58
.

Changing 14 Forzando orfzi . 33 Natural 24 5l "Waltz .... Mf.59

Counting Time.. 15Forti9simo orJ^\ 36 27 Staccato 29Welsh Air. ... 36
16. 17.18. lfiFine. . 53 51 52 Zitti

;
ZHti . . • . *9



*

o*

Page
__ 4

References
to the different

Characters Marks& Signs
Page

61

Page Page
' j**, R H - SO & 44...

^ - - ilG
I
^§ 23 & 54 > L H 50^44

-^ !' f -99
— 4 ^ V1

/r 25,54*. 54 /^ - „- 2<?

| 1 , S2 T u CT _ _ 2.5 , 2.9 , 57 &. 54 m/ - - - 36

C _ _____ fctf 1 11 cf 54 .fcf _ *- 96
q 25, jL flR

* -36

39 & J4 SP 4-5 &5<?

S- 54 tf **

mis .

-24





12 MJEMM WM MMJET TOO SOOo/T TO JV^JJT.

*

A\U0
S? I

xn

-3N
-3N

S«S^
^=5:

y " pia

f
.

f
jT :T?T rTr? t^Mmi





y J

OTZ WARA
2few York: JWT'ICXE. DqiesUvi v ofArts MBBrvatbuiy.





MARCf

X
'A

Word of command. 100 ± ^

-»-w 1 3 a

The Bugle Horn Call forthg Cavalry.

^^,m ^ n 1

H ...
*^jprt=y5

i ^:* ~ l^Sigrfl

Cannon.

s
1 + 3

a

i
Answer to the

first signalCannon

JJ

Trumpet Call.

5=K ssB ^^

es± p^T^r-^ ^^ -

-S> 3
4

TID-
IES: -—>

» i » »~»~y
1 * •• £F

rn n !"
4
. * . . .

.

ai
Cannon. Cannon. Cannon

-=r-335
//•-C*

mz
//•*! //^T

If



:^

Prussian

Tiie Attack.

Imperialis^/S^bfS

X % *. 2 Can: £ ±. ^ £ *£ Can: \+

F\y* Bullets.



OB ±3:

segue.

fe
:

o.iHi'-
j i

' ^. -

—

±
4 -»-^

—

^^
,
4

• -

U__ 1—3-» -i~ ' -yrrv i—

h

*$F • y
^f

«y

P
- * • V ut 7

i
r^- n

;^^^->^g^*!S^T^ ' - 1

1

*

Tnun pets.

• 1 • 1 i •

—

•-

4 — <2 4

i-*-^4-*=*-i r » l—£^ i• • • i i
4-

1^. — —*- -j u

-i i-
~»~» f > f ff^J f f

KettleDrums.

i^^H^Ii—'—



* > 1 jT^-l^""'" '

—
'—'

—

;:^^^»-4—^——
1 r^«—L>g* —» • * ^



^
oTrumpet of recall. o - pi y f"P H V

J

^n-'fjir-
l E££

Can-. i*T?
gtm: ' • ig



6

0?

Cries of the wounded.

^••^H ! i ! iJ J ! i i j g i,JT^'in!]i
:

1 " v
J J J s a ] J i ll ''"= « i » n J »H I

• Vl<sy. .
'<?

j

t

t^5»-=}

^'>.'l:Jl l^i
3 -^

n—rra—" r

r f

S£

3
J »4El^ J Q T

j^s &3
4-

*=^ 35 I3S
-

H*

fa±wij&$£+&!&$:& i
The Trumpet of Victory.

^=^^:

Turkish (j(uick Step.
4- 4

*=ffs

^ 1



u.ivm
i

i '2

ttt\i I a * : j *T^*
u^-LU-y

s=£i

3 +
m S •

3 '2

Ul g
-• • L-*- =j ^



8 Go to Bed home.
1

Tempo primo.

<>

<:

>

r

I

#•»' *
1

d E
1

E J I
d

r|{
2E^SE -1—1-4

2 4^

A1

-*—• •
i

• i i t
v cres

4R=^

s=b

pf ^i£

•—•—•—

#

m T m
-* ••!•> IEm—•—

»

•—•-•-s^g^s• ' •

=i£i£ rrrnrprrr

4 A.

pfpp ^B^^irf
I _±

r r • j i , j=r-

• w ' i
•

A£A£ ^A^e^fc

^ 2 -^

• • •§* s• j

J

-v l• 1 g -•—•—•-

pipppppp^
,• • •

s ^
J# . f n'. i' n'^frrr^

1 i" 2 3 ^fei^^• » » » ittt-•—•-

h

irm i i n rfl
w » •-

i g J J N t 1 ^
• r •—•- • , .#

«.
«

,—^_rpj*
|

,%• •»• » A » « a » •H-^&

• •
i



/// 7/'////// zsinfrvdu&tl

as Performed

//// f*//d// //sy//Mft/?a/"Z'/'v&vd&0&/
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"lis MORAN Mas only only five years of age when she Performed this Sonata.
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PHILADELPHIA. PUBLISHED AND SOLD BY GEO.WILLIG 171 CHESXUT ST
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ALLEGRO.
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As the sun climbs over the hills, When t!ie sky = lark* siug so cheeti=Iy5

Ere the gen .try (|tiit their beds, Foes to health I'm wise iy keeping it?^ -• r
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I my lit = = tie

Oft I earn my
bas==ket fill, And
dai = = ly bread, And

trudge a = long the village mer,ri = ly,

sit be= neath the hedge par=taking it

,
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Liglit my bo==som, light my heart,

Ne'W re== pi = = ning, ne'er dis = tress,d,
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I but laugh at Cu==pids dart*, I

Tell me then am not I bless d*
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keep my mother, my = self, and brother, By trudging a= = long to sell my Laven- der,

Tho1 not wealthy, I'm young and healthy, And on = = ly care to sell my Laven = der,
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Ladies try it, come and buy it
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Nev = er saw ye ni = = eer Laven-der;
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La^=. = dies try it, try it, try if Come, come, buy my Laven=der.
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A/eioJork Bourne, Depository ofjlrts, S3<9 Sroackoaz/.

Entered according lo Law Octr 24*^1828 by G.M. Bourne of New York. F.J. Belts clerk of the S. D.
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A Gay little Goldfinch flew
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down from a tree,
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hopping along', hoj)j>iti» along, He flutter d his pinions so
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airy and free Aio thought in his head fbr no sorrow hud he. He flutter'!! his pinions so
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airy and free, fto thought in his head for no sorrow had he,

î j~ni
Hopping along.
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Hopping along Hopping Hopping Hopping along
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A sly little Urchin came whistling a way, A pretty young Damsel. then cume into view.

Hopping along. Hopping along.

He saw the poor Goldfinch so airy and gay, O ho! cries the Urchin. Id rather ha\e you

Resolving to eatch him and make him his prey; Keep out of the way or ni\ tricks you may rue;

Hopping along. 4 Hopping along.

O pray spare the Goldfinchthe maiden she cries.

Hopping along.

You had better take care of yourself he replies:—
For the sly little Urchin,was Love in Disguise;

Hopping along.
Engr4 hv T Birr I.
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Oh! re _ meiii_ber the Time in La . . Man cha's Shades, When our
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When I taught You to war__ble the gay Se__gua _dille And to dance to the
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roam where You will, The de__light of those Mo.ments for__getm ~4 • : ^!ii3*=>^
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They tell me You Lovers, from Erin's green Isle,

Kv'ry hour a new Passion can ieelj

And that soon in the Light of some lo\ liti Smile,

You'll forget the poor Maidof Castile .

But Tliey know not how brave in the Battle You are
,

Or They never could thinkYou would rove*,

For 'tis always the Sp irit most gallant in \\*' .

That is fondest and truest in Live .
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past? Siiiuiiifr »'»w is falling; 'a*ji SummerKveis gone and past, Summer dew is tailing
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do not hid me farther stray

:
Geutleheartsof gentle kin Takelhe
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wandring Harper in 3 Gentle hearts of gentle kin, Take the wmidrin^-Harper in} Oh

Take the wand ring' Harper in; Take the wandring Harper in
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Bid not me- in battle field .

Buckle; lift? oi broad sword wield;

K\\ my st i «-ngth and *ii rif^ i «

lis to touch the gentle heart-
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Prom i he peace tall minstiei it ring.

The it list >'fl itt in

I have song of war for knight,

Lay of love for lad y hright

Fairy -ale tc lull the ear j

Gobling grim tlie maid s to scare \

Oa -k .he night , and long till day

Do not bid me farther itray;

Not farther stray .
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O! merry row, O! merry row, the bonnie. bomiie
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Bark. Bring back my love, to calm my woe. Before Ihe night grows dark: My
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Donald wears a bonnet blue, a bonnet blue, a bonnet blue, A snow white rose up_
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A highland lad is he! Then merry row, O
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on the pebbly bearh I stray"d,whererooksand shoals prevail, thus o'er heard a
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bark. O! merry row1
d, the bonnie,bonnie bark, And brought her love on
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Maid of Athens! ere h<> |»art Give, oh give me back my heart! Or sincelhat has



All hear niy\o\\ before 1 CO Ah hear iny \ow be.
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fore I go />! V dearest life I love you >K life inv lift' I 1
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life inv life I lo\e\()i T lien hear my vow be fore I ffo
i

in v dearest life

By those tresses niieoiifiii\l

,

Wood by each AEgeaii wind-*

By those litis whose jetty fringe.

Ki-s thy soft cheeks blooming tinge

Hy those wild eyes like the roe

Ah hear my pray r before I £o

My dearest &c .

Maid of Athens! I am gone

Think of me sweet! when alone

Though 1 flv to Islambol

Athens holds my heart a:id soid .

Can I eease to love thee no!

Hear hear iny TOW before I g;o

My dearest JLe.
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