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ADVERTISEMENT.

Tue distinguished patronage with which ¢ The
Musical Assistant” has long been honoured, induced
the publisher to give the work in its present form as
a Companion, with a view to preserve the piano-forte
edition from being torn and defaced by the younger
pupils, as it has been accurately revised by the author,
for the purpose of being studied in conjunction.

The publisher hopes it will be found equally de
serving the high encomiums passed on the piano-forte
editions by some of the ablest critics of the present

/

day.

« It is but justice to say, that Mr. Coggins has acquitted himself
well, by inserting every thing necessary, and nothing superfluous ;
and we strongly recommend this work to the notice of schools and
musical families in general.”- » Monthly Magazine.

“ Mr. C.’s present labours willprove a powerful recommendation
with those to whose superintendence the musical practice of young
ladies is so generally intrusted.”—British Lady’s Magazine.
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« We have every reason to be satisfied with the work before us ;
nothing essential to a beginuer is omitted The Dictionary of
Musical. Terms is one of the best and most copious to be met with in
any work of instruction.””——ACKERMANN’S Repository of Arts, &c.

« A pupil who has gone through the Musical Assistant with atten-
tion, will, we doubt not, be found extremely well grounded in the
most necessary parts, .for Mr. C. has omitted every thing that is not
absolutely essential. The capital recommendation of the work is,
that the road is made as clear as possible to the scholar,”— Quarterly
Musical Magazine and Review.




PREFACE

TO THE FIRST EDITION.

IN submitting the present work to the notice of the
musical world, and particularly to that respectable
part of it who are intrusted with the superintendence
of youth in private families and schools, the author
hopes the following method will be found to save
much time and trouble, to do which, practice has led
him to believe that the gasiest and best way is by
question and answer.

As his design is only to convey what is actually
requisite for young performers, he has carefully avoided
using any abstruse words or examples, which are not
necessary for the information of those who wish only
to attempt the practical part’of music.

The whole of the dialogue, it is presumed, is ren-
dered so easy, that any person, who has but a slight
knowledge of music, may teach it in the absence of
the master with grcat accuracy ; for if the first prin-



vi
ciples be well grounded, the pupils will acquire a
more general knowledge, with pleasure to themselves
and satisfaction to their friends. This is too gene-
rally neglected for want of proper means, particularly
at schools, owing to the shortness of time allowed for
the pupiis’ lessons. ‘

The author recommends the teacher to commence
with the dialogue, by giving the pupils as much as
- shall be thought adequate to be retained by memory,
according to their abilities ; and if one quarter of an
hour be allowed twice in the day, he is certain that
the whole of the dialogue may be attained by any
moderate capacity in a very short period, without in-
terfering with other studies, and with less trouble to,

the teacher than is generally required.,
/




ADVERTISEMENT.

TO0 THE PRESENT EDITION.

Tae author begs to state that the present edition is
designed for the use of classes in schools, or pupils at
home. By reducing the sections to weekly portions,
and these portions to daily lessons, the pupils have
always before them a progressive plan to unite theory
with practice.

As a knowledge of the theory is now considered
indispensably necessary for young 'performers on the
piano-forte, the author has increased the sections, and
accompanied them with occasional exercises in an
Appendix, which he trusts will be of essential service
to those pupils who may hereafter wish to study
Thorough Bass and Harmony ; for unless the first prin-
ciples be well ingrafted on the memory, like the loss
of a link in a chain, there will be a want of union
between the first rudiments and the theory.
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It is for the above reason the author has endea-
voured to render the following pages as extensively
useful as the prescribed limits of the undertaking
would permit, whieh, he trusts, will be no less ac-

ceptable to the assistant teacher, than to the pupil,
to whom it is respectfully dedicated.

JOSEPH COGGINS.

Thistle-grove, Brompton,
1824.




A

COMPANION

TO THE

MUSICAL ASSISTANT.

SECTION I*.—Of the Stavet.

Teacaer. Whatisastave? =~ .. .

- Pupie. Five parallel lines, and their intermediate
spaces. .
' Ezample.

..

" T. Which is the first line of the stave ?
P. The bottom line is the first, and so on ascending.
LINES.

E - FOURTH
X, THIRD- -
-SECOND

FIFTH———

~——FIRST LINE

. *In schools and families, where assistant teachers are employed
to superintend in the absence of the master; they are advised to form
the pupils in class (at least once a day), thé best performer to take
the ence in the first instance, but if any hesitation or mistake
arises, then the next pupil that may be perfect to take the place.

The sections are recommended to be said in order, and occasionally

_ with promiscuous questions from the Appen lix. a

t Opinion being divided as to the best of the following terms,

STAVE and STAYF, the author has been guided by the majority of

authors, who are decidedly in favour of the former.
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T. Which is the first space ?
P. The space between the first and second lines.

SPACES,
— FOURTH
: ‘THIRD
Ex.. —SFCOND

FIRST BPACE

T. Are there any other lines, and spaces beside those
used in the stave ? -
P. Yes: small lines are used above and below, which

are called ledger, or addcd lines.

E Added lines above s (o
X. O i

Ex. Added lines below = E

T. How many staves are made use of for the piano-
forte?

P. Two: which are united by a bmce, the upper stave
for the right hand, and the lower stave for the left hand.

- For the right hand.

Ex. For the left hand.

- A BRACE.
A

!

T. What are the names of the straight knes drawn

through the stave ? |
P. If single, they are called bars ; but if two together,
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they are called double bars, which are seldom used but at
_the end of a strain, or whole piece of music.

 Single Double
Ex. : =

,- Bar. Bar.

T. Explain the use of the single bars?

P. They divide the music into equal measures.

T. What do you comprehend by the term measure*?
P. The distance from one bar to another.

A Measure.

Ex.

T. Why are the double bars sometimes dotted? \

P. The dots are used on both sides to shoy the perfor-
mer that the parts must be repeated, but if only on one
side, that part alone is to be repeated. _

- Ex. Bothparts  Repeated. Notrepeated. ~ Repeated.

A
—t or— 1t . :

repeated.

* The term Bar, is too frequently substituted for Measure, but to
prevent confusion, the author has adopted the above terms, as used
inCaricorrs Grammar. A measure does mot always contain
notes of the same duration, but whatever be their number, they must .
never exceed the length required by the time marked, to which they,
must be equal, and in exact proportion.

- B2
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‘SECTION 1II.
" Notes and Clefs.

TeacHer. How many letters of the ‘alphabet are used
for the notes?
 Pupir. Seven.

T. Name them.

P. A,B,C,D,E, F,G.

T. How are the names of the notes known when placed
on the stave ?

P. They derive their names from the cqus

T. How miany clefs are used for piano-forte music*?

P. Two. '

T. What are they called?

P. The treble clef and the bass clef.

T. Explam what you comprehend by the treblc clef 1

bl Tbere is another clef, called the C clef, which is placed on
different lines of the stave, but it is seldom used except in vocal
music or in score: when found on the first line itis called the soprano;
on the third line, the counter-tenor; on the fourth line, the tenor;
on whatever line it is placed it represents the C, between the bass
and treble clefs commonly called middle C. It would be proper
here to remark, that the author has used dots on each side of the
clef line throughout the work.

Counter-. ;
B,aé_"' _Hl Tenor. tenor. Seprano. J\Treble.

gio | IR ‘K
o S o0
. s lL []

T 2 J 17 R
* =g

N.B. The middle C of the piano-forte represented by the dif-
ferent clefs.

t By some authots spelt base.
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P. The treble clef represents the letter G, and is placed
on the second’line of the stave for the use of the right .
hand.

' fx, Treble —f——=——
B i e r—
J 2
T. What is the bass cqu" ‘
P. The bass clef represents the letter F and is placed
on the fourth line of the stave, for the use of the left hand.

Ex Bass 5:_'" o Clef Linem————
L]

T. Why are those clefs sometimes substitated for each
other?

P. The treble clef is used mstead of the bass when the
notes ascend high above the stave, and the bass clef is used
for the treble when the notes descend much below the:
stave. ¢

In the followmg Ez. the same keys of the pumo -forte are
reprcsented in the treble and bass clefs*.

Ascending. Desce‘nding.
Jcnnrevcn,;.me'r
- : —T— 1
| D 1 f
v 3
£
1

L 4
Ex. * -&-
o i il =

* Having observed that young pupils find considerable difficulty-
‘in mﬁerstandmg how the same keys can be expressed by different
clefs, it is necessary that they should frequently be exercised in the
examples given in the Appendix, in both clefs, and then pomt out the
notes on the instrument.
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T. Which are the keys of the piano-forte the two clefs
represent?

P. The treble clef represents the G, next above middle
C; and the bass clef the F, next below middle C*.

Middle Treble
. C. ' clef note.

#.'.' —
: ‘

¥ | —
= ; _r ﬂ._.__. = al—
’ Bass G
Ex.

clef note. ! I I -Q-

SECTION III.
Keys of the Piano-Forte.

Sharp. Flat. Natural.
bbb

TeacHer. What are the white and black Aeys of the
piano-forte called ?

Purir. The white Zeys are called nafurals, and the black
keys sharps or flats. '

T. How are you to know when to play the sharps and
flats?

* The middle C cannot be too strongly enforced on the mind of
the pupll as it will be of essential service in readmg the different
clefs, and it should be particularly pointed out. in the great. scale

" given in the piano-forte part of this work, page 3.
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" P. By, their being marked at the clef, or placed before
the notes ; a sharp raises the natural to the adjoining black
key above, and the flat lowers the na.tura.l to the adjoining
black key belaw.

T. What is the name of the black kcy above G, that is
represented by the treble clef? .

P. If taken instead of G, it is called G sharp. . ‘

Va)
IJ

Ex. . i i

,‘J G G sharp.

T. What is the name of the black key below G ?
" P. If taken instead of G, it is called G flat.

ﬁ———e———l?é——

G flat

T. I observe that there is no dlack key between E, F,
and B, C. Suppose you want E sharp, or F flat, must ‘
you take a black key ?

P. No: it is a general rule that the sharp or flat to
any note must be the adjoining key above or below, and
if there is no black key between the two naturals, the
adjoining white key becomes the sharp or flat *.

T. What is the order of sharpst?

* In order to guide pupils in the application of the sharps and
flats, they should be frequently exercised by the scale and key-board
in the piane-forte edition, page 3.

1t It will be necessary to observe, that there are double sharps,
and as they proceed in the same order as the single, the pupil will
find but little difficulty in applying them ; they raise the single sharp
a chromatic semitone higher, consequently F double sharp beeomes
the same key which is used for G natural. . (See Appendix.) '
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~P. Fsharp, the first, C} the second, G# the third,
D the- fourth, A} the fifth, Eff the sixth, andB#the
seyenth.
—— —
Ex. £ i : —H—
\J/s
Jooast, sd, 8d, 4th, sth, eth, 7th.

v T Repeat the order of ﬁats*
P. B flat, the first, Eb the second, Ab the third,
Db the fourth, G p the fifth, C b the sixth, and F b the

=

-

seventh.
-1 by 15y 1
EX. ﬁ 0 b }} - —f—— Y 1

A U7 A0 v 17 =

Vst 3d, sd, ath, sth, 6th, 7th.

T. What is the use of the sign called a natural §§ ?

P. The natural represents the white keys, and is used to
make the sharp or flat a natural key. : '
_'T. What are accidental sharps and flats ?

P. Those sharps and flats that occur during a lesson that
are not marked at the clef.

T. Does the accidental sharp or flat affect other notes,
" beside those which they are placed before ?

P. Yes: they affect all notes of the same name. through-
out the measure, unless contradicted by a natural

Ex. Ex. |

=

* The double flats proceed in.the same order as the single, which

‘they lower a chromatic semitone, viz., B double flat is the same key
"as A natural. The double sharp is miade thus (% ); when it becomes

a - single sharp, these characters are used (h#) The double flat
thus ( bb ) ; -when it becomes smgle, thus (h ).

S
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T. Is there any other rule to be observed respectmg ac-
cidentals ?

P. Yes: if the last note of 'a measure is affected by an
accidental, and the first note of the following is on the
same degree, it is continued unless such note is marked to

- the contrary.

‘ - Ex. _ . I

SECTION IV.

Thke Duration, Names, and Description of the dzﬁ'cmzt
. Notes now tn use.

Teacrer. How many different sort of notca dre now
in use?

PupiL. Six.

- T. Repeat their names aceordmg to their lcngth or
duratum*

P. Semsbreve, the longest note mmn, or half a semi-
breve ; crotchet, or half a minim; gquaver, or half a
crotchet; semiquaver, or half a quaver; and demisemi-
quaver, or half a semiquaver.

* The author is induced to deviate from the piano-forte edition,

* by adopting duration for value in the comparative time of the notes

—“a véry common, but a very unnecessary, synonym,”—Quart,
Mus. Mag. and Review, No. V. p. 108.

c
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T. What are their different shapes?

P. The semibreve is a white open note without a tail ©;
the. minim is a white note with a tail ©); the crotchet a
black note with a tail r; the quaver a black note with a

hook c ; the semiquaver a black note with two hooks |, ;

and the demisemiquaver a black note with three hooks

T. What is the division of the sem:brevc, in notes less
its duration* ?

P. A semibreve is equal to two minims, or four crotchets,
or eight quavers, or sixteen semiquavers, or thirty-two
demisemiquavers. _ .

Ext.wo A ;mibfeve. o s @“d;, o
four r r r r or
wd 0000l L

wEéEEEEEEEEEEEEE«

'T. What is the division of the minim, in notes less its
duration?

* In old music the breve is sometimes used (it is made
thus || or |} ), in duration it is double the semibreve. There
are also notes which are called the half-demisemiquaver g and
the quarter-demisemiquaver " which in duration are the half
and quarter of the demisemiquaver.
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P. A minim is equal to two crotchets, or four quavers,
or eight semiquavers, or sixteen demisemiquavers.
Ex. Aminim <) isequal to
e f f oo

o 0 f ,‘COr\
i
s i

T. What is the division of the crofchet, in notes less its .
duration? :

- P." A crotchet is equal to tWo qua.vers, or four semi-
quavers, or eight demisemiqugvers.,

Ex. A crotchet r is equal to

two P | c or

v

four . P or

i

T. What is the division of the quaver, in notes less its
duration?

P. A quaver is-equal to two semiquavers or four/derm-
semiquavers.

Ex. A*  quaver c is equal to
' - G g

c2
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T. What is- the division of the semequer, in.notes less
its duration?
P. A semiquaver is equal to two demlsequuavers.

Ex. A semiquaver k is equal to

T. Why are the lines used to unite quavers, semiquavers,
or demisemiquavers?

" P. To prevent mistaking their nnmber the smgle line

is used to unite quavers, the double lines for semiquavers,

and the triple lines for demisemiquavers.

P s pp pppp pppp ;@
i Ex. l l | II Jd :-;_LE .

] et

T. Are the notes the same in duration whether the tails
turn up or down?

P. Yes: the duration is the same, but it is customary
in copying to draw the tails down from the middle line
and upwards, and turn them up from all below the middle -
llne :

Note The author has been exphclt in the foregoing Sectlon,
but as the duration of notes ought to be well fixed in the mind
of the pupil, he thinks that assistant teachers cannot be too minute

in the explication of the examples given in the Appendix.

-
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SECTION V.

Common and Triple Time.. "~

TeacuHer. What are the principal species of time*?

" PueiL. Time is of two species; common time dividing
~each measure into two or four equal parts, and triple time
dividing each measure into three equal parts.

T. How are the marks of time distinguished 7

‘P, By signs or figures placed after the clefs at the be-
ginning of every piece of music. '

T. How is common time knownt?

P. The sign that represents common time is a character
made similar to the letter C, which signifies that each
measure is to contain a semibreve, or its equivalent Iin
other notes. . ’

b 7 | SIS T
Ex. o E— e ».FFHEE‘&E&‘
M___ e -
L]

</ :
T. How is trple time known? }
P. By figures placed over each other; the principal
are § and §. Ce ‘

)
ry 23 1 t = -
d T L) " T - -

* The time or duration of the notes ecannot be precisely fixed
but by comparative proportion, as common or triple-time may be
slow or quick according to the direction of the composer, who
generally affixes at the beginning of his. composition terms or words-
expressive of the time in which the music is to be played,

t When the mark of common time has a line drawn through it
(thus @), it signifies that the time is faster. o

-
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T. Explain what you comprehend by the use of ‘those
figures?

P. The upper figure gives the number of notes, or then'
equivalent contained in each measure, and the lower figure
how many are equal to the semibreve; 2, represents
minims ; 4, represents crotchets; 8, represents quavers ;
and 16, represents semiquavers. \

T. How do you know whether a lesson is to be played
slow or quick ?

'P. By words placed at the begxnmng

T. Repeat the principal words that are used to represent
the slowest time?

P. Grave, Adagio, Largo, and Lento.

T. What are they for movements contmued in following
gradation from the slowest? - ,

P. Larghetto, Andante, Andantino, Moderato, Masstoso,
and Allegretto.

"T. Repeat the principal used for quick movements?

P. Allegro, Con Spmto, Brillante, Vivace, Presto, and
Prestissimo.

OBs.—A strict observance of the rules, enumerated in the pre-
ceding Section on the marks ¢f #ime, will enable the p:pil to.apply
them to all others. For Examples, see Appendix.

SECTION VI
Dot of Time, Rests, &c.

Teacuer, What is the use of the dot, when placed after
“anote?

Pupn.. A dot, used after a note adds half its own dura-
tion ; consequently, a dotled semibreve is equal to a semi-
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breve and minim, a dotted ménim is equal to a minim and
crotchet, a dotted crotchet is equal to a crotchet and quaver,
a dotted quaver is equal to a quaver and semiquaver, a
dotted semiquaver is equal to a semiquaver and demisemi-

quaver.
<> . 1 o’ . °
A
.| equal equal | equal | ‘equal | equal
Ex | | |~~~

siddiiddidiigi

T. Sometimes there are fwo dots, what is their signifi-
cation? '

P. The two dots added together are equal to three-
fourth parts of the preceding note.

5|92 o 3

T. When the figures 3 or 6 are placed over the same
number of notes, what is their meaning *?
P. That the three notes are only equal in duratlon to

SR

<9

-

e

* Tt sometimes happens that the figures are omitted, in that case
nothing but a knowledge of the time can distinguish them.

Other ﬁgures are oecasnon&lly used, showing the number of notes
that are to be played, but the time must be stnctly kept. The
most usual are 6, 7, 9, 10,' 18, &c.'
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two of the same kind, and the siz only equal to four ; con-
sequently, they are played faster.

Ex,
equal | equal | equal equal €qual

FCT| | eEe | a2z

T. What are rests? |

P. Signs indicating silence of different lengths, propor-
tionate to the notes which they represent.

T. Are the dots used after rests?

P. Yes: when so used they mean the same as when
placed after a note of the same duration.

T. Describe the rests with their different forms.

P. The semibreve rest is made under a line, the minim
rest above a line,. the crotchet rest turns to the right, the
quarer rest to the left, the semiquaver the same way with
two marks, and the demmmtquavcr the same way with
three marks.

TS TATIToT AT K
s —— | —s—

Rests ~1 . T —"il

T. Are there any other rests?
P. Yes: there are rests which represent the duration of

a measure, and sometimes of several measures, but the
number is generally marked to them. .
1 2 3 4 5 6

Ex. /= = L_EEI_:I_:&.
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SECTION VIL,
Graces, used for Embellishment and Expression.

"TeacHer. What are the names of the principal graces?*

Puprr. The appogguatura, shake, turn, and beat.

g ! Explam the use of the appoggiatura 1.

P. It is a small note placed on the adjoining line or
space before an ordinary note, from which it generally
borrows half its duration. :

Written. ) ' '
EEEEs i

((Gre=missasii=

* The graces should be sparingly used by beginners, as taste and
experience are a better guide than rules for deterxmmng their pro-

per introduction.
T When the appogguatura is placed before double-potes it is per-
formed as in the following example : *

Written, e .
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T. Explain the shake.

P. The shake consists of an alternate repetition of the
note above, and generally ends with a turn from the note
below ; the number of notes are not decided, but they must
be proportionate to the duration of the note that bears it.

. E(x._aWritten.‘r w = P~ =
=
Turned shake, g Passing shake, or trill.
< FTPlayed. ‘ ‘

is
T ——— " e 1

L Xy
\\'U- n z s e ey

THUS - or THUS

T. Explain the turn.

P. The turn consists of three notes, the note above, the
pnmztwe note, and the note below, and terminates on the
note to which the turn is marked.

Ex.  Written. ' ' NG
g & 2 2 whor & ES :
! L U7 — 718 | I — —ig —e— !—iﬂ
< /'  Natural turn. Inverted turn. ‘When a black key
Played. . - 18 required,
| TS | DL | e ;"3 ~orfl
N—

T. Explain the beat*. s
P. The beat is the passing shake reversed, beginning with
the adjgining key below. -

* This grace is commonly used in the bass, as in the following Ex,

— .rfffpf+fo-

p— S~ e E—
:j: thus or thus
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Oss, All smali notes, not found on the adjoining line or space,
~ before the ordinary notes, are always performed with quickness, as
in the following example*,

G, \ [ . <

B L\ b o]
<F!J piV LA S il

|y

-~_/

OBs: The small notes in the above example are sometimes called
a glide, :

Having observed that pupils ﬁnd great dtﬁiculty in the application
of the graces, particularly the shake and turn, it will be found a
useful exercise to practise them on every note of the octave,—(See
Appendix.Y :

. % See Lesson 26, Piano-forte Edition, page 32.

D3
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" SECTION VIIL . - |
Characters, Signs, &c. A |

TeacuER. 'What is the use of the pause*
Pupin. The pause, placed over or under a note or rest,
signifies that the time is to be delayed on that part of the

* . Ineasure.

Ex. & 2
T. Whatisa repcat"
P. A repeat is a charaefer made similar to the letter S,
and is employed to show the place to which the perfommer
‘i8 to repeat from. :
. - Ex. ,8‘ or thus :S:

T. What is the meaning of the words Da Capo?

P. They mean from the beginning, and are sometimes
joined with al segng, which addition signifies that the per- .
former must repeat from where the sign is placed. :S:

Ex. D. C. Al Seg.

T. What is a direct?

P. A small character made similar to a w, and is used at
the end of a stave, on a line or space, to point out the note
at the beginning of the next.

-Ex. POPR =

¢ The paﬁse is sometimes introduced at the end, of a song or
piece with ad. lib. affixed, to show the performer that a cadenu, or
extempore flourish, may be,added.
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T. What is the use of the arch, called the tye, or bind *?

P. When drawn from one note to another, on the same
degree, it means that the first note only is to be struck and
held down durm,, g the time of the second.

-

Wntten. L~ A~
7 N - PN
~ o S~ E—
2 ! — —— 4
E 4"7 K
e Effect produced.
= S o (1]
L 51/; 1 : -

T. What is a shir? .
P. Itis a similar arch to the ¢ye, and is used when the
* notes change their lines and spaces, to show the performer

that they are to be played as smooth and united as possible.

=)
Ex. o

N —

" T. What is a dash? .
P, A small mark placed over or under notes, signifying
they must be played short and separated.

. Written.” I i .
~ﬁ—+—i——:ﬂ—a—.¢:ﬂf ——
Ex. < T} Eﬁ'ect produced. A

-
s ]

Y g

AN

* It is necessary to observe that many authors use the term de-.
gree for a line or space; viz, a stave contains nine degrees—
five lines and four spaces. ‘
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Written, :
N ] B
&J < Té‘fect produced, ’/4 : B .
{\ S ' [ 1 %

T. What is the use of the dot when placed over or under
notes?

- P. The dot is used to produce an effect between the slur
and the dash ; the fingers are not kept on, as-in the slur,
nor raised as in the dash, but the notes must be short and
distinct.

Written.

[ ]
[ ]
; f _—G:IE
® 1 ¥ | D | [N

J7Ar3 |

Ex.4 Effect produced. . .

=+ zri=if
. = i I ] & %
1/ 5

S~ | e —

T. What is the meaning of legato*?

P. Legato is used to show the performer that the whole
or part of a lesson so marked, must be played smooth and
united. ~ :

T. What is the meaning of staccatof”

P. Staccato is used in opposition to legato, and slgmﬁes
that the whole, or part of a lesson, so marked, must be
played the same as when the dash is used.

* * Sometimes spelt legate, or legats,
t Sciolto is a term sometimes used to ‘express a free style, be-
tween the legato and $tuccato. Y

/
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SECTION IX.
Terms, Abbreviations, &c.

Teacuer. What are syncopated notes *?

PupiL. Syncopated notes are those which strike against
the time in one part; while the other continues in good tzme,
consequently the notes are played alternately

‘, f . ~
- LI o
:U ll v L] . L} ‘l: V—L

T. What is arpeggiot?
P. Two, three, four, or more notes played, successively,
‘either in ascending or descending, or in both.

Ascending.,- | . Descending,
Two notes, Two notes, .

* Syncopation, syncope, or dﬁving-note:, are terms occasionally
used to express the same meaning,

t Sometimes spelt harpeggio, signifying in the harp style. When
the notes are written over each other, a curved line is used as an

abbrevmtwn, to show the performer that the notes must be played
in succession.
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Ascending., ’ Descending_,
' Three notes. I '
. Four notes. ‘
L\ 2. : “"_ .
;‘j> " = v =~ p—0
' Four notes abbreviated. 3
.{l‘ l |
%.—-4
Written. 1 — g =)
29 RE=CHE .

When notes are held on, the waved line is used as above®.

ﬁ 1

}
I BN,
NMAA ™ A A

! ) A
Played. s eSS0 A
v S~ A= \

The following Bzample is sometimes called sprinkling a chord.

—— —= p—— ]
S |
ﬂL———c —e— o ——

OBS. When the arpeggio style is to be introduced, without the
foregoing marks, the composition is generally marked at the beginning
with the Italian term arpeggiato.

T. Why are lines sometimes used over or under the semi-
breve, or through the tails of the minim or crotchet?

P. It is an abbreviation, used in copying music; the
single line divides the semibreve, minim, or crotchet, into

» Tt sometimes occurs that an oblique line is drawn through a chord;
in that case, it means that an additional note is to be introduced that
is not written in the preceding chord belonging: to the line or space
through which the line passes. See Appendix.
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quavers, tﬁe double lines into semiquavers, and the three
lines into demisemiquavers. )

‘ Abbrevi-a.ted. ,
-0
—
[ @ [ @ K ®Y
" Pigyed in quavers. B
e Al i g
e 1 L ] 1 L] H 1 3
Abbreviated. : :
17 4 ]
— =
3———-———-‘ ‘\-.

N Played ‘in semiquavers.

Ex.<

Abbreviated.
(==
[ Played in demisemiq o
aye m 1semiquavers.
' 32

B 3|,

Played in demisemiquavers.

2. . A i
\"V. T e v s e o

=] ==

OBs. If the dot is placed after a note, the division of notes must
be proportionate to the duration of the dotted note.

v E
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T. 'What is the signification of the word seguc’""!"
P. Segue signifies that the notes, or passage which fol-
low, must be played the same as the preceding are written.

Abbreviated.
Va)

] ‘ Segue
Ex. Played.
f S ¥ } L 1 ; ey
Abbreviated. Segue.
- W . — Q
l‘% H-= E gt
Played. . :
d " - J -
: % ! T PR - %
LUV ’ ! , T
] ===y

OBs. The abbreviations in this section may be considered as a
musical short-hand; and as they are now frequently introduced in
MSS. music, as well as in foreign prmted mustc, it is htghly useful
that pupils be acquainted with their use in copying music, See Ap-
pendix. , :

. % Segue, or simile, are terms used to express the same meaning.
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SECTION X.
Different Touches, Fingering, .
TeAcHER. What is the meaning of the term Tremando*?

PuprL. 1t signifies that the chord to which it is affixed
must bﬂ divided into two portions, and played with rapidity.

Ex.  Abbreviated.
Wal

== =
A /A0 : ; g ﬂ
Z Z
trem. :
Played or thus.
e e (== gl

T. What is the meamng of Tremolo or Tremolato?
' P. A whimsical touch, expressed by playing the same
key with different fingers.

‘ 381
821 21%x 8381 21X X12
—n e o

Ex. : #Q*—HP— P—'ﬂ

3f__1*  —— = |

T. What is the meahing of Sdrucciolato?
P. A whimsical touch performed on the natural keys

only, by sliding the nail of the first finger in ascendmg,
and the nail of the thumb in descending.

* A chord, so marked, may be performed as dmded in Example,
or otherwise, at the option of the performer,

E2
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" T, What figures are used to represent the fingers*?
P. The cross is used for the thumbs, 1 for the first
fingers, 2 for the middle fingers, 3 for the third fingers,
and 4 for the little fingers.

. Right hand.
N a L —
74 T s
- P i

4
|
ot 1 X1
jll lll

T. What are dosble notes ? o
P. Notes placed over each other and struck together.

§?3f§23,g82

Ex. W
d . L] i L .

X X X X X

s

* It is necessary to observe, that, in foreign music, the following
figures are sometimes met with, which correspond with the figures
used in England, as in the following Example: °

~ Lefthand. _ " Right hand.
Ex. - ——— =

g i 3 2 1 X <9
Foreign »4 3 2 1 0) (D
5 4 8 2 1 ( 2

Methogd.
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T. What is the meaning of diatonic*?

P. Music which proceeds chiefly by fones ; it is generally
applied to the major and minor seales, to cﬂstmgmsh them
from the chromatic scale. _

T. What is the meaning of chromatw’!

P. Music which proceeds chiefly by semitones; it is -
generally applied to the scale, which consists of semitones
only. o

QBs. The best masters employ sharps in ucmdzng the -chromatic
scale, and flats in descending: but pupils ‘should be occa..nonally ex-

prc:sed with ascending by flats and descending by sharps, as C Db

DE b, &c., as the practice will give them a eorrect knowledge of the
diatonic and chromatic semitones, .See Appendix.

N. B. The diatonic semitone always changes to the next degreg, as,
—1 3 S — it
Ex. v e e | &e.

The chromatic semitone never changes, but alzbays relains its
name and degree, as, -

-4
Ex. P oy
J  ei-e '

" The semitones will be distinguished throughout this work as
marked above, the capital S for the diatonic, and the small 8 for the
chromatic.

* For a further expla.natlon of diatonic, see mu_)or and minor
scales.
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" SECTION XL .

The Teacher will be pleased to take notice, that the Author has sub-
Joined the successive Sections with all due regard ta the Pupil’s
progress. In doing this, he has carefully selected the remaining
dialogue from the piano-forte edition (with ‘occasional additions),
contp'nu'ed in the form of question and answer, which, aided by

- promiscuous examinations, is recommended with the idea of its
being most favourable to perspicuity, and to the sustaining of the
attention.

. Position, Fingering, &c.

TeacHeR. Describe the position for sitting at the piano-
Jorte. :
‘ PupiL. The body must be upright, and apt for gentle
+ flexure on either side, so that the hands may freely reach
any of the keys.
T. Inform me the best position for the hands and arms.
P. The wrists must be in a line with the highest knuckles,
so that the keys may be struck with the ends of the fingers,
and the nails not seen.
T. What is a fized position?
P. Five successive notes played with the thumb and
four fingers,

_D““”slx 23412

Ex. a4 — —
' -
4¢21x|21/4 1%} -
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T. What is meant by extensions? .
P. When the fingers are extended to reach notes which
are not contained in a fixed position.

g X 1 e |
Ex. 5 "
<"@:—j—g——a———
. 'Yj 9 .

T. What is meant by contractions * 7 \

P. When a series of notes follow in succession beyond
a fixed position, it is necessary to change by placing the
thumbs underneath the fingers, or usmg the fingers over
the thumbs.

7 +—f

. W@Eﬂ

—1' T _L T I - J{_F"‘P"
4 Tox 2 X

OBs. The notes marked with the asterisk, is where the contractions
occur.

T. Are the fingers permitted to cross each other?

P. No; it is a general rule never to cross one finger
over or under another; but if a tied-note occurs, the
" performer is at liberty to change a finger without striking,
or if-two notes are found on the same degree that. are not
tied, the second may be struck with a different finger.

, —4 l/\x 2'6\\21

Ex. = Q : { T
# ' ==

Y : tied. tied. .

Kl

* As numerous examples of extensionsand contractions are to be
met with in the pupil’s lessons, it will be unnecessary to insert |

more in the Section, as the Teacher can best point out all the
* varieties necessary for the Pupil’s practice.
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T. What is the principal rule to be remembered in
legato playing ?

P. That every key must be held down until the following
is struck. )
T. What is the principal rule to be remémbered in -

staccato playing? ‘

P. That every key must be played distinct and pointed.

T. How are the distinctions made in the performance of
legato and staccato? ' ‘

P. In legato playing, the hand and wrist must be used
with as little motion as possible, and in the staccato, the
motion must proceed from the wrist only.

T. If notes are introduced in a lesson for one hand to
cross the other, how are they marked ?

P. With the letters R or L ; R signifies that the right

" hand must be used over the left and L signifies that the

left hand must be used over the riglit.

. OBs. Although the Author has used his best endeavours to give
none but certain rules; founded upon the best authorities, neverthe-
less, it may be neceisary that the Teacher should occasionally exercise
the Pupils in the fingering of their own lessons.

As the Pupil’s proficiency in fingering depends in a particular
manner on the first position and formation of the hands, too much
attention cannot be bestowed on their practice of the fized positions
and scales, as given in the piano-forte edition; in the performance
of which, should they contract d bad fingering, it will be found more

. difficult to divest them of it, than it was at first to teach them in

disposing of the fingers in a natural and apt manner.
. As accent, emphasis, hnd a neat ezecution, depend much on a
just use of the fingers, without the aid of the arm, the Author is

. induced to insert the following simple method, which Ke has prac-

tised with much success : a trial will convince the Teacher, that it is
preferable to any machmery hitherto invented, as it leaves the fingers
perfectly free either in fized positions, contractions, or extensions.
Method. The Teacher should be provided with several counters,
half pence, or other pieces of money, as may be convenient. In the
first place, the Pupil’s hands should be placed in a fixed position,
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which done, the Teacher must place a counter or piece of money on
the back of each hand, immediately behind the middle knuckles,
great care being taken that the fingers do not recline to each other,
and that they cover their corresponding keys before and after they.
are struck. If in performance the hands fall into a bad position, the
counters will slip off ; in that case the Teacher should have others

in readiness. When the Pupil can perform the fized positions with-

the counters, they should proceed with the scales and lessons, as
the Teacher may direct.

N.B.—The Teacher need not despair by the counters slipping

off at first, as the Author can assert he has witnessed many of the
Studios of Cramer performed by the method recommended.

The following Exercises are added for occasional practice by the
above method.

EXERCISE I.

JEE |
v -
jiﬁ =

The above Exercises may be practised with both hands together
and the key occasionally changed.

F
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SECTION XII.
Of Counting Time, Accent, Kmphasis, &c.

" Teacuer. What is the use of counting* ?

PuprL. Commng enables the performer to divide every
measure of a lesson into equal portions, as directed by the
figures or mark of time placed at the beginning.

T. To play in correct time, what rule is necessary to be
remembered 1?7

P. That the countzng be equal, and in exact duratlon
throughout the entire performance of a lesson.

" T. As it sometimes occurs that a piece of music begms
with only part of a measure, what is the best guide in
that case for commencing the counting ?

P. If a lesson begins with only part of a measure the
deficiency will be found at the following double bar ; con-
sequently, the two parts together must complete a measure,
equal in duration w1th the others. _

. ®.Various inventions have lately been introduced for the assistance
of young performers in counting and keeping time, among the prin-
cipal are the Chronometer by’ Smart, the Metronome by Maelzel, .
the T'ime-keeper by Chancellor, and the Pendulum as recommended
by Dr. Crotch. .

t Begmners should not be permmed to count with their lessons
alone, until they have gained a perfect knowledge of the names and
comparative duration of the notes, for they more frequently count to
their playing (which is rarely in time) than play to their counting,
which ought to be in strict time. The difficulty of remedying this
defect is the greater, as the cure of one of these mistakes has a
tendency to promote the other, except pupils have the aid of ‘the
teacher’s counting (or beating), or the regular beating of a time-
keeper. ,
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~ T. Isit a general rule to commence counting with one,
when the lesson begms with a perfect measure ? ~

P. Yes: one is always counted at the beginning of a
measure throughout a lesson, either in common or triple.
time.

T. Which are the accented parts of the measure in com-
mon and half common time?

P. The accented parts of the measure in common time,
are the first and /third countings by crotchets, and in half
common tzmc the first and third quavers.

1234 1284 1 2 8 s

T. Where is the accent placed in tnplc time ?

P. The principal accent in #reple time is on the first note
of each measure.

T. What is emphasis ?

P. Emphasis is a term signifying that a partlcular stress
or force must be made on the note or notes that are so
marked, which generally occurs on the unaccented part |
of a measure.

T. What are the principal terms used for emphasis*?

P. They are principally contractions from the follow-
ing terms: sfortzato, sfortzando, rinforzando, or a small
angle —.

* Where the contractions are not given in the dmlogue they will
be found by referring to the Dictionary at the end.

F2
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T. What are the principal terms used when a lesson,
or part, is to be played soft, and with a delicate touch ?

P. They are pianissimo, very soft; piano, soft; and
dolce, in a soft and singing style.

T, What are the terms used to signify a gradual increase
of sound by the touch from soft to loud?

P. Crescendo, or its contractions, also the angle, when
the lines extend to the right, -

T. What are the terms used, when a lesson or part is
to be played loud?

P. They are fortissimo, very loud Jorte, loud ; or their
contractions.

T. When it is wished to decrease from loud to soft in
the touch, what are the terms used ?

P. Decrescendo, diminuendo, smorzando, or their con-
tractions: also the angle when the lines extend to the

left, o |

T. If a passage is to be gra:dually increased in loudness,
and then diminished in sound, what are the terms used ?
P. Crescendo and decrescendo, or the union_of the two

angles.
EX. C < LO‘JD' Decrease to

Incress® —
Crescendo.

* + Sopp,
Decrescendo. .
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T. Are there any other terms used to express a distinc -
tion between piano and forte?:

P. Yes: megso-puno, softer than piano, and mezzo-forte,
not so loud as forte,

T. What are the principal terms used, to signify that the
time of = lesson is to be gradually decreased for the purpose
of expression?

P. The most usual tcrms are calando, rallentando, ritar-
dando, slentando, or their contractions.

T. What are the principal terms used to signify that the
time of a lesson is to be gradually increased in qluckness"

P. The most usual are accellerando, piv antma, piu
allegro, piw brillante, and piu vivace.

T. If the composer wishes the first time to be resumed,
after any of the foregoing terms have been used, how does
he express it?

P. By marking, a tempo, tempo, or tcmpo primo. .

OBs,—The terms enumerated for accent, emphasis, &c. are the
most common ; but there are many others which cannot be marked
or described accurately without the assistance of an experienced

master, as they greatly depend on the rhythm and character of the
mausic to be performed.

- SECTION XIII. .
~ Of the Scales.

Teacuer. What is a scaLe?

PuriL. A regular series of sounds from any note to its
octave, which may be extended to an indefinite length
either in ascending or in descending.
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T. Which are the principal scales ?

P. The duatonic and chromatic. . ,

T. What difference is there betwixt the dmtcmw and
chromatic scales ?

P. The diatonic seale proceeds chiefly by tones; and the
chromatic scale by semitones only.

T. How many diatonic scales are there?

P. Twenty-four : twelve of whlch are major and twelve
minor.

T. Explain the terms mor and mmor, as applied to the
-~ scales. _

P. Magjor is applied to every scale, where the third in
ascending from the primitive note contains two tones ; and
menor, when the third contains a tone and diatonic semi-
tone. °

T. Why is the term relative applied to the scales.

P. Because the signatures correspond.

T. Explain what yotrcomprehend by the term szgmture

P. The sharps or flats marked at the beginning.

T. Isthe term signature applied to the scales of C major
and its relative A minor?

P. Yes: the term signaturc is applied to all the diatonic -
scales ; but C major and A minor, having no sharps or
flats, they are called scales with a natural signature.

T. How are the major scales formed, when they augment
by sharps*?

P. By taking thefifth note (of the scale of C, which is G)

for the primitive note, it will produce the scale of G with

‘# Itwill be necessary to show pupils that the sharps are five
notes distant from each other, their order may be formed by the

28 4' 5
following Example, F# g 8 b C# ﬁ
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one sharp, and by taking the fifth note of the scale of G
for the primitive note, it w1ll produce the scale of D with
two sharps. :

OBs.—The other scales with sharps are produced by the same
progression.

T. How are the major scales formed that augment by
flats* ?

P. By taking the fifth note of the descending scale of
C for the primitive note, it will produce the scale of F
with one flat, and by taking the fifth note of F in descend- .
ing it will produce the scale of Bb-with two flats.

OBs.—The other scales, augmenting with flats, are produced by
the same progression.

. Primi- : '
! tive
“Primi- .
by T J\ LB
- . . <> BS——
L

N\

\ vo Ceo vgu‘\

T. How are the ‘minor sca,lcs formed, augmenting by
sharps?-
P. By taking the fifth note of  the scale of A minor in

ascendmg for the primitive note, it will produce the scale .

* The Slats angment by fifths in descending, as Example, 113{),

a,g,# ED.




40 COMPANION TO THE

of E with one sharp ; and by taking the fifth note of the
scale, of E, it will produce the scale of B with two sharps.

OBS8.—The other scales are produced by the same proyféssion. '

i How are the menor scalcs formed, augmentmg by
flats ?

P. By taking the fifth note of the scale of A minor in ,
descending for the primitive note, it will produce the scale .
of D minor with one flat, and taking the fifth note of the
scale of D in descending, it will produce the sca.le of G
wnth two flats.

OBs.—The other scales are produced by the same progression.

) -e-Q i r:\ N 3 Primi : Primj-
P e . 3 17 A A ——————cLL
0o

T. How many tones and semitones are there in a major
scale?

P. Every major scale contains five fones and two somi-
tones in every octave.

T. What is there worthy of particular notlce in the
formation of the major and mnor scales?

P. In the major scales the semitones must be formed
. between the third and fourth notes, and between the seventh
. and eighth notes ascending, and in the same places de-

scending ; and in the minor scale between the second and

third notes, and the seventh and cighth notes ascending,
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and in descending between the stxth and fifth notes and the
third and second notes.

T. How is the chromatic scale formed ?

P. The chromatic scale ascends and descends with semi-
tones only.

Exampr I*.
"The principal way. '

Ascendmg by sharps. Descending by flats,

i N i,
T T T
: E = 1T
: p P I U
¥

Examrre II
Ascending by flats. Descending by sharps. -

)
| J I

__Z!ll3 - LﬁLﬁi’_
Wa«w

SECTION XIV.
Of the Mgjar and Minor Keys.

Teacur. What do you comprehend by the term key or
key-note.

Pupit. The printipal or ﬁmdamental note of any piece
of music,

T. How many keys are there ?

P. Twelve magjor and twelve miénor.

T. What rule is necessary to prove whether a piece of
music is in the major or minor key ?

P. By taking the last or lowest note with whith it ter-
minates in the bass, and reckoning to the third above ; if it

* The best masters prefer ascending by sha.rps and deseendmg
by flats, as Ex. I,

G
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2ontains two tones it is major, but if on]y a tone and
semitone it is a menor.

T. Describe the key by the above rule, takmg each note

separately in the octave of C major, without the ald of

sharps or flats.

P. From C to E two tones, mgjor; from D to F a fone
and semitone, minor'; from E to G, minor; ftom F to A,
mgjor; from G to B, mgjor'; from A to C, ménor; from B
to D, ménor. : .

T. If the third is not used at the termination, how is
* the key-note ascertained ?

P. By observing the signature, which, in modern music,
will always decide the third to be major or minor.

T. Why is the term relative applied to the keys?

P. Because there are the same number of sharps and flats,
used for the signature in the minor keys as in the major.

T. What is the rule for finding the relative major or
minor ?

P. If the key is major, the relative mmor is a lesser third
. below the key-note ; and if the key is minor, the relative

major will be a lesser third above*. '

T. Epumerate the mgjor keys augmenting by sharps,
begmmng with C.

P. The order of mgjor Iccys by sharps are C, G, D,
A, E, B, F§, and C§.
. Enumerate their relative minors.
They are, A, E, B, F#, C#, G§; DY, and Af.
Enumerate the major keys augmenting by flats.
They are, F, Bb, Eb, Ab, Db, Gb, and C}.
. Repeat their relative minors.
They are, D, G, C, F; Bb, Eb, and A).

EREETN

® Lesser third and minor third are synonymous terms.
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. 'T."As you have  enumerated more than dwenty-four
major and minor keys, what is there worthy of particular
notice as the keys augment in ugmturc ?

P. Any key whose signature is more than siz sharps or
siz flats, may be changed into .another signature with a
less number by altering the name of the key-nofe.

T. Describe how the change ot' C sharp major with
seven sharps is effected *?

* P. By substituting D flat, with five flats, it will produce ’
exactly the same keys on a keyed instrument ¥

T. Describe how the change of C flat major, with seven
flats is effected ?

- P. By taking B mth five sharps, the keys will exactly
correspond,

1

SECTION XV,
Of Intervals,

TeacHer, What is an énterval?
.PupiL. An inferval is the distance of one note, or sound,
from another, both extreme notes being included: they
are always counted upwards, unless expressly speclﬁed to
the contrary. :
. T. What are the names given to the diatonic infervals
" of an octave}?

-

o Tlrns‘change in harmony is called Enharmomc; or Enharmonic
transition, as the interval consists of a quarter tone, or enharmomc
semitone, sometimes called Diesis. )

1 Keyed instrument, the piano-forte or organ.

1 Dr. Crotch, in his excellent work on Thorough Bass, has sube
stituted the Italian names for the notes: as Ex.,

C, D, .E, F, G A, B, C.
Do, Re, Mi, Fa, Sol, La, Si, Do.
GS3
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P. They are key-note “or unison, second, tlurd - fourth,
fifth, sixth, seventh, and eighth.

T. Do they always retain the names you have enume-
rated?

P. No: technical terms are sometimes substituted, which
are called tonic, supertonsc, mediant, sub-domsnant, dominant,
sub-mediant, sub-semitone, and octave.

T. How are intervals distinguished 1

P, Intervals are distinguished as major and ménor, sharp
and flat, perfect and imperfect, superfluous and diménished.

T. Which are the tntervals, to which those terms are
generally applied ?

P. Major and minor are mostly applied to the aeoand
third, sixth, seventh, and their octaves ; perfect and impes-
fect to the unison, fourth, fifth, eighth, and their octaves.

T. Suppose an tnterval to exceed the mgjor or perfect
state, what is the term used ?

P. It is then called sharp, extreme sharp, or .mperﬂuow

T. If aninferval is less than perfect or minor, what is
it called?

P. 1t is then called flat, extreme flat, tmperfect, oy dims-
nished.

T. In what way are ntervals generally expressed *.

P. They are mostly represented by figures, marked
‘above or below the notes in the bass.

T. Inform me what figures are commonly used ?

P. They are 2,3, 4, 5,6,7, 8, and 9.

T. What are simple intervals ?

P. The intervals contained within an octave.

T. What are replicate tntervals ?.

- # In thorough bass, the sharp, flat, and natural, are used when
the note that is represented by the figure is to be so played, which,
together with the figures, are comprehended under the general term

Signatures.
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" P. The octaves to the simple intervals, as the ninth,
tenth, &c. '

T. What are intervals in melody ?

P. When the notes are used in single progressxon

T, What are intervals in harmony ?

P. Two or more notes heard at the same time ?

T. What are compound intervals?

- P. When the intervals exceed their simple state, by tak-
ing their octaves above or below.

T. By what means are intervals inverted ?

P. By changing their position, in placing the lower in-
terval above, or the upper interval below.

T. What will the diatonic tntervals of an octave become

by tnversion*? e
P. A second, inverted, becomes a seventh,
Athird = -« -« «-c--- a sixth,
Afourth- - - - = = - - - = a fifth
Afifth. - « « « - v v 0w a fourth,
Asgixth- - -----.- - - a third.
Aseventh - - - - - - - .- asecond,

I

'T. Do minor intervals remain so when inverted ?

P. No: minor intervals inverted become major, and
major intervals inverted become minor.

T, What are chromatic intervals?

P. Intervals which proceed in a chromatic progression.
* T, What are enharmonic intervals ?

P. Intervals that are expressed by different letters or
degrees, but which are played by the same key of the
piano-forte.

T. Inform me which are the most usual notes which
form enharmonic intervals?

P. From C§ to Db, from D# to Eb, from G# to Ab
and from A# to Bb.

# The ninth is never inverted.
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SECTION XVL
Of Transposition.

T. WHar is transposition?

P. Changing a piece of music from one major key to
another, or from one minor key to another hlgher or lower
in pitch.

T. What is the general use of tramposttwn"

P. A knowledge of tramposztwn renders the performer
capable of accommodatmg avoice or mstrument by playing
a piece of music in a different key.

T. What is the principal rule to be observed in trampos-
ing any piece of musio?

P. The intervals throughout mustbe in exact proportion
- to the key-notes of the primitive key and the transposed

key. )

T. Which are the keys usually required in transpesition?

P. The most usual keys are those nearest to the primitive
key, higher or lower.

T. Suppose you were requlred to transpose a piece of
music from the key of C mujor ascending diatonically,
what would be the names of the new keys and their sig-
‘natures ?

P. D, with two sharps; E, with four sharps; F, with
-one flat; G, with one sharp; ‘A, with three sha.rps'; and
B, with five sharps,

T. As the notes, in descending from C, in diafonic pro-
gression, will produce the same keys and signatures you
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have before enumerated, inform me what are the interme-
diate keys with their signatures*. 1

_P. C sharp, with seven sharps, or D flat, with five flats;
D sharp, with nine sharps, or E flat, with three flats ;
F sharp, with six sharps, or G flat, with six flats ; G sharp,
with eight sharps, or A flat, with four flats ; A aharp with
ten sharps, or B flat, with two flats.

T. Suppose you were reqmred to transpose a piece of
music from the key of A minor, ascending diatonically,
what keys and signatures would be produced ?

P. B, with two sharps; C, with three flats; D, with
one flat; E, with one sharp ; F' sharp, with three sharps ;
and G sharp, with five sharps.

* The following Example will show pupils why the keys, with a

smaller signature, are preferred in the intermediate keys by authors
in modulation. "

Interniediate Major Keys enhmmnicaﬂy compared

cg ~— pp ~Ep
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U | IO | 3¢ 15 -] F—
of % ;’lfb 10 rur: s i‘l)lh
AL vV :b-_e_ 1 vpTS
< N N—"
A#/-\Bb
—) Xy 1 o
- S ——
d a L

N. B.—The notes marked wzth the asterisk are the keys and sig+
natures generally preferred by ¢composers,
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" T. As the notes in descending differ in the minor key
from ascending, inform me what keys and signatures would
be produced by transposing lower ?

P. G, with two flats; F, with four flats ; E, with one
sharp ; D, with one flat ; C, with three flats ; and B, with
two sharps.

T. What are the names of the intermediate keys, which
you have not enumerated, belonging to the minor keys*?

P. A sharp, with seven sharps, or B flat, with five flats;
C sharp, with four sharps, or D flat, with eight flats:
D skarp, with six sharps, or E flat, with six flats ; F sharp,
with three sharps, or G flat, with nine flats ; G sharp, with
five sharps, or A flut, with seven ftats. ’

OBs.—Although the enharmonic change may . be produced by
a lesser signature, it is necessary to observe that the intervals in

. Transposition are always different, viz,, from C to C sharp, is a
- superfluous unison ; but from C to D flat, is a minor second: from
C to D sharp, a sharp second ; but from C to E flat, a minor third:

from C to F sharp, a sharp fourth but from C to G flat, a flat
fifth, &e. &e.

# Intermediate Minor Keys enharmonically compared.

*
/\
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= ];F,e_.th <5 T\ SR 1 1,30 T )
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N. B.—The notes marked with the asterisk are the keys and sig-
natures generally preferred by composers.
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SECTION XVII.
Of various mcful Terms.

Teacuer. Which notes of the diatonic scale have the
appellation of characteristics ?
'P. The leading note, which is a diatonic semitone lower
than the octave, and the subdomsnant or fourth.
T. Which notes of the diatonic scale have the appeliation
of governing notes ?
P. The tonic or key-note, and dominant or fifth.
T. Which notes of the diatonsc scale have the appellation
- of attendant keys ? '
P. The subdominant and dominant.
T, What is melody?
~ P. A succession of single sounds, arranged in proper
progression.
T. What is harmony ?
P. The union of two or more sounds.
T. What is the signification of the term mode ?
P. Mode is an ancient term, for which key is mostly sub-
stituted ? :
T. What is a chord ?
P. A proper union of sounds, struck together, or in
arpeggio.
T. What is a common chord ? :
"P. The union of the third, fifth, and eighth, to any
given note.
T. What is a ¢riad ?
P. A technical term sometimes substituted for common

chord.
H
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T. What is a concord ? \

P. The union of sounds that are satisfactory and agree-,
able to the ear. . :
.- 'T. What is a discord?

P. A discord is so named in opposition to concord, as it
contains some discordapt or inharmonious sound.

T. What is the meaning of music tn score?
- P. Music n score signifies that the vocal and instrumen-
tal parts are so combined, that the performer may see at
one view the whole. construction and design of the har-
mony.

T. What is modulation? '

P. Modulation is the art of changing the key of any
piece of music. ,

T. What is the difference betwixt ¢ransposition and mo-
dulation ? ; v

P. In transposition the key can only be changed in
. pitch, always retaining the original melody ; but in modu-

lation the performer is at liberty to change the key, major
or minor, agreeable to the rules of harmony.

T. What is understood by the term transition ?

P. Trangition is applied when the key is changed a
chromatic semitone, as from C to C sharp, is called a
chromatic transition; and from C sharp to D flat, is called

. an enharmonic transition or diesis.

T. What is composition ? . ,

- P. Composition is that part of music which teaches how
to make use of the concords and discords, according to the
established rules of modulation and harmony.



