COMPLETE TREATISE.ON MUSIC.

THE

Precepts and Cramples

IN TWO SEPARATE BOOKS.

o

THE BOOK OF PRECEPTS.

Yotibon :

PRINTED FOR THE SUBSCRIBERS TO Mr, BEMETZRIEDER’s NEW WORKS,

BY THOMAS RICKABY, PETERBOROUGH-COURT,

FLEET-BTREETS

AND MAY BE HAD OF THE AUTHOR, NO. 45, OXFORD-STREET, LONDON ;
And No. 9, Grofvenor Row, Chelfea.

Wl ™ ™

1800.



BOOK . O0F. PRECEPTS
'OF |
" 'BEMETZRIEDER’s ‘-
COMPLETE TREATISE ON M

o
SIS

USIC.

. J' "y Lt ¥
l‘i"- ‘. ’ ™ ) !.'f E‘Igtirrﬂ ;‘-‘ J,hl.. [ frq- J" !‘?1

-l‘-l‘"l.-

- U
CONTENTS.
r * '.*. - , . ‘r

A R S S B iy P W ig L i lovr LA 0
First ' Paye. -+~ ‘ !

THE PRINCIPLES AND METHOD

WHICH MAKE EASY THE

' READING, PLAYING, SOLFAING, AND SINGING. =

Second Parl.

ON THOROUGH BASS, ACCOMPANYMENT, THE PRELUDE,

AND

THE ART OF PLAYING AND SINGING WELL.
S A AT I

Third Part, =~

."-..., "~

ON TRANSPOSITION, COMPOSITION,
AND THE

MUSICAL PROPORTIONS.



. FIRST PART..

THE PRINCIPLES AND METHOD
S < WHICH MAKE EASY THE

READIN G, PLAYI NG, SOLFAING, axp SINGING

w gl W e v miln .

- ey

' Fivst Chapter.

THE SEVEN NOTES AND THREE CLIFFS OF MUSIC.

’ F ] ] an - - —_
r *

SRR .'
I.

THO' one could smg In perfectlon and play well on an
instrument, without knowing how to dlsungulsh one written
note from another, yet we must begin with A B C, if we wish to

know any thing of the .musical science. The notes are, in

Letters, e
CoL L y .,,,!A_.“EB+.,C,..-.'b )..1.)E ;‘F..GJ .
and in musical Syllables*,
= La s 8. Ut, . Re’.. Mi', Fa',.'Sol
.V _ \-.—-'" ) .
After the vowel i the fpace Si ut and mi fa is a half or Semi-
g I

tone; the two dots between La Si, uti're, re mi, and fa fol, indi-
cate a {pace of a full tone between all other notes.

.,rM:; 5 AR A B P L)

* The musical syllables ut re mi fa sol la sl, are taken from the latin hymn of

St. John, SRR
6/() Y ,hims

T quéant laxis Esonarc
Mira gestorum rAamuli tuorum ;

SoLve polluti LAbii reasum,
Sancte Joanncs.

&c., &c.
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The notes go in afcending from the left to the right ; and they

go in defcending from the right to the left. . .. 0 0
II. M T
Repeatmg Ala above G fol or G fol below A 14, "u‘f the fol-

l <tit !f-'..‘nf' SIS
owing manner,

A..B.C..D:.E.F..G..A

La..Sl Ut.. Re.. Mi.Fa..Sols.La ., - 1;
or .- .l

G..A..B C-JD..E F..G

|E;‘>J[1l o :l;ﬁ!--liE;lﬂi ‘[JntirlwlgbtlﬂllflsdllefEL?quJEiClt ir._ 'g' -:f ;
- You will have the fmisical Octave; and find:feven intervals
betwlxt its elght nOtes ; two Sernitones and five full tones.f |

4 - L]
0 ‘o . A A 1" : - 3 ) ;1 : : bt b=y '
1 . - - p P .! 4 y : i‘l LT 'J"l 4 1

I’J
II.

Repeating the notes three tlmes in their natural order, with
two notes below it, in the followmg manner, . .

o } st i3

Fa. Sol.. La . Si . Ut.. Rei. Mi. Fa.. Sol..La.. Si. Uﬁ . Re..Mi. Fa Sél La.. Si. Ut «Re. .M:.Fa Sol
you will have the 23 best notes of all vou:es, f'rom thé Towést: Fa

D Y j; i1 (CyY
of a Man to the hlghest Sol of a Woman. o : fi 1
1 1 i
IV. s

i} N ! ¥ 1 b 1 *
A U A B . . LT o ‘ t Y AR B i s DN AR t{,
o - ]

To the natural extent of all voices, add feven notes a;_,,thp
{eft. and six notes at the right, in the following manner, ... ;

: FGABCDEFGABCDEFGABG‘DEI‘GABCDEFG ABL DEF

you will have the 36 notes of the five octa"‘d“organ, harp,
harpsmhord and planoforte, to whlch extent already beydrid all

the musical sounds of ‘old timeés, the newly invenited ‘piano-
fortes have four notes more above, and three notes more below .

y T
lii ..'.. rf j:.j_t

AN S8 TR ARG RS AN
t ﬂ“ t -
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To the octave of Gi:add'' twice the fnawral notes 1n the fols

lowing manner,

G;-AyB.C.D.EF.G.A.B C..D..E F..G..A..B.C.D..EF..G

‘rf.r. SV SRR O B B O

and you will have the 17 natural notes of the v'iolin w1th the:

I{f!
5 best shlftmg notes.
e L CIVRED D0

The violohéello 'and alto viola ‘or Tenor :have - dach as many

notes as the violin, but they are: ]bwer and begm with C.
L ‘N - .

The wind fﬁ‘s%mfﬁéms have notiso many notes, both the num-
ber-and quality depend more on the abilities of -the player than
on the instrument.- The flute -and hautbois begin with C; the
clarinet with F, and the french born with E, but has additional
pleces whlch put the lowest note of the mstrument at any letter.

N ‘ ~ VIIL
The number of good notes i5 yet smaller in a voice than i

{ -~

any ustrument ‘but nelther the highest nor the lowest can be
ascertained at the beglnmng, we must proceed from 'a mlddle
note, go up and down; first one two, three, and four motes :
then five, s1x, and more : soon we will find the limits of our
Voice: ¢t "

The best middle note is,’ So/ for the ladies; Re for a low
voice of a man; Lg for a high voice of a man; and U’. for the
voice of a youth. .

F orthe lntonatlon of the notes, listen to the voice of' a mas-
ter, -or to the. seund of an. orchestre instrument; even a tuning

fork will gulde you.
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The musical ‘notes are written upo H horlzontal lmes,
above,; below, and i in their four spaces. it IRIE

The under line is called the ﬁrst the upper Im‘é lS the ﬁﬁfz
and the third line is the middle ¢ one. -

The under space 1s the ﬁr.st and the’ upper space - is the

fourth, there is no middle space. I R T UTETS
For the musical signs of the cliffs, which give the name to the

lines and to.the spaces, se€ the:book. of Examples;: you:will find
a.similarity betwixt the musical staff. and:the:hand: the: cliff,
like'a: ring, is upon either of the: four lines; the upper line,
like the thumb, bears no mark.
_ X.
.'The ‘G Sol cliff upon the second line names the eleven best
notes :of the highest voice of a woman. The F Fa cliff upon
the. fourth line names:the eleven best notes of the lowest voice
of aiman. And. the C Ut cliff upon the third line names the
eleven.best notes of the voice of a youth, called Alto, or hlgh

L

Counter. .
. Between the Bass:and Alto there are two voices, the Baritono,

or*.hlgh*;Bass, -and . Tenor: the Soprano and Mezzo- Soprano
are. below the: principal'and above the Alto. The musical staff
with F Faand C Ut cliffs, changing lines, contains also the eleven
best notés of these four voices; F Fa cliff npon the third line,
for the Baritono; C Ut chff upon the fourth. line, for the Tenaor:
C Ut cliff upon the first line, for the Soprano, called also.Canto;
and C Ut cliff upon the second line, for the Mezzo Soprano.
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See the book of Examples; you will find them all ranged in
their natural oxder,, f{_om the highest to the lowest; you.-will

JJJJJ ‘L 'L 1 ’ .-‘. & = « 1

perceive that each voice is a thxrd 2. ¢. two notes haghcr or

lower than th € BEXL that. the T,cnor 15 a ﬁfth 2. . four notes
hlghcr than the Bass; that the Alto or. hlgh Coun;er, s a se-
venth, z. ¢, six notes higher than thc Bass, and as-many notes
lower than the pr1nc1pal Treble. |

ZIF TS CIPIS S .. XL, .. -
The natural-extent of the:nmisiéal staff .15 no_more sufficient

b
' L
L}

to write the notes: of - our voices, we :have so much' gained: in
numbers, that an additional lineils wanted, both above.and-be-

low, for every clhiff. L
XII.

For the cliffs and extent of the inftruments, see the book of
examples.” 1st. You will find . a similarity between the vio-
lin, alto viola, violoncello, and the. three firft and principal
voices: the'same cliff, G Sol upon the second line, for.the vio-
lin and the highést Treble voice; the same cliff, F Fa upon the
fourth line, for the violoncello and lowest Bass voice; the same
cliff, C ut upon the third line, both for the alto viola andhigh
Counter voice. 2nd. You may see, that the musical. staff has
additional. lines; below, ene does for the alto viola,.but two
are wanted for the violin and violoncello; and: another staff is
necessary, above the five lines, for these first and wonderful or-
chestre instroments. gd. You will perceive that the Bass and
Treble chffs jomned together, with an additional line in the
middle, contain the best notes of all voices and all instruments ;
though four addisional lines are wanted below this natural mea-
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sure, and three additional-lines .above ity to.name the:lowest
and highest notes of our five ‘'octaved.: argan,. harp, harpsichord,
and piano forte. 4th. You. may also see, ‘that:the cliff notes fall
always in the middle of the row of the harpsichord keys; C Ut,

upon the middle C; G Sol, a ﬁfth or four notes hlgher- and
F Fa, a fifth lower. | ‘ * ‘

————e 20008 S 004¢s»mun—a.

seeond @bapter. TR

. trl

A SHORT . AND EASY . METHOD
TO LEARN THE SOLFA UPON ANY CLIFF.

}’*

= k
] ] l. ]
1 a
+ '} a ,I t F ] L ) l ; F i' l i !

[
W ITHOUT paying attehtion to the various forms of

notes, leét as- have only round O’s for the llnes, and black dots
for the spaces, like in’ the fofmer chapter; and let us write

them upon an empty musical staff, in the following manner:
1st.- The note of thé ¢liff; and theh from the cliff up and above
the lines. 2nd. From the cliff down and below the lines. gd.
The -first and fifth liné. ~ 4th.” The ‘note below and ‘abdveé the
lines. sth. The note of the middle lifté;-6th. Thé first and fourth
spaces. th. The' thitee middle linés.’ ‘8th.- The twd middle
spaces. gth. All the ﬁ\Le lmes i And, 16th. All thé four spaccs. |

PR D ) 'I'I.‘w.. o JH’ iy AT

i SURTE BN AN TS RPN BN

Now let us read our notcs in the fol}lowmg“ma‘p:n_ql": the
violin or Treble chff for examp]e, )
B

[ JJ } " ) T
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1.. Second:line, ¢ uSOI note.of :the chiff. :
2. Sol, :1a, s, ut,.re; m, fa,.and Sol; elght notes ﬁ'om the.

cliff :up to .the space. abave the lines... . :

9. Sol, fa, mi, and re; four notes from the cliff down to the
space below the lines.. . -, . NI

4. Mi, and Fa; first and ﬁfth lme.

5. Re, and Sol; the note below and above the lines.

6. Si; the note of the middle line.

7. Fa, and Mi; first and fourth space. .

8. Sol, si, Re; the three middle lines.

9. La, ut; the notes of the two middle spaces.

10. Mi, Sol, Sl Re, Fa; the notes of the five lines.

11. Fa, la, ut, mi, the notes of the four spaces.

II1.

Let. us begin again, and write a second, a third, a fourth, a
fifth, a sixth, a seventh, and an octave, up-and down from the
cliff note. The alto viola, or middle cliff, for example, we
must say, .

- 1st.. from the middle line to the next space, ut re, and ut si;
one note or a second up and down. .

2nd. from the middle. to the next: line, ut mi, and ut la- tWO .
notes or:a third;upand down.,. - . .~ .. o o

gd. from the middle line to the fourth and ﬁrst spaces ut fa, .
and ut sol; three notes or a fourth up and down.

4th. from the middle ling to the fifth and first, ut sol and ut
fa; four notes or a fifth up and down.

5th.' from the middle line to the note above and below the

staff, ut la, and .ut mi; five notes or a sixth up and down.
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6th. from the middle line to the additional line above and
below, ut s1,.and ut re; six notes or a seventh up and down.

7th. from the middle line to the's pace above and below the
additional line;, ut ut, and ut ut; seven notes. or an octave up
and'down. = R

Repeating these exercises two orthree times.on any cliff, soon

we shall solfa all its music.

P ; . B
"r r"‘ - S :
) - -.) r u.i} - h-: '

Thitd Chapter.

THE FORM, VALUE, AND MOVEMENT

OF THE MUSICAL IN OTES AND SILEN CEb

rrrrr

1

OPEN the book of- Examples, page #; you will see the
various forms of the musical notes and silences, with their value
in cyphers. | o |

The square note is called.a.breve; ,the round note, a semi-
breve ; the white note, a minim; the black note, a grotchet;
the hooked note, a quaver: the names of the double, triple,
quadruple, and quintuple hooked notes are, semiquaver, dou-
ble, triple, and quadruple semiguavers.

The signs marked upon the understaff denote the rcspectlvc
silences or rests for every note; and the cyphers written in the
space betwixt the two staves indicate the value of both the
notes and their silences.



12 TREATISE ON MUSIC.

Al

In this table of musical forms you will also see, that each
note is the double of the followmg, and- the half of the preccd-
ing; and that each'silence is also -the double of the following,
and the half of the preceding : but the positive duration of the
notes, 7. ¢. the'quickness or slowmness ‘of their movement, has

- li . .-
* .|"""‘I

another origm.
In former times, the duration of a square note was indicated

by one going and coming back of a pendulum; making out
two seconds or two pulsations: the rounds, or semibreves,
were then reckoned by seconds or pulses: two minims or four
crotchets were counted in ‘'a second or one pulse; the hooked
note, or quaver, was their quickest note, and eight of them were
reckoned in a second or one pulse.

To-day the movement of the notes 1s indicated by the Italian

words,

Largo, Ad’aglo, Andante, Allegro, and Presto,

which signify, s ~onsise hoe oo T
Slow, Gravely, Modcratc, leely, and Qulck

These ‘five d@gr‘ées“of movément- are subdlvxdcd in many
gradatlonS' the foﬂowmg movements go from ' thé s']owest to
the qulckeét R U T YR E N SR TS SR oS e D
- Grave, Largo, Lento, Adaglcr Larghétto, Cantabile, Siciliana,
Andantino, Andante Al]egretto Allegro A]labreve, Presto

.15 F-n. ll 1" "'J

and Prestissimo.
"These movements are yet ‘modified by the words,

Assai, Piu, Poco, Molto, Non Troppo, Moderato Vivace, &c.
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Fourth Chapter, =
THE MUSICAL TIME.

I.

"THE notes of every musical air are divided into equal
bars; and iflh'every bar must be found the same quantity of
minims, crotchets, quavers, or serﬁiquavers; but their respective -
silences may fill up the bar; and this i1s very necessary in music

for the voice and wind instruments, which are often in want of
rests, |

I1.
For the musical signs and divisions of Time, see the book of

Examples. In the first table, the first sign of every division 1s

undetermined for the quality of notes, though they are com-
monly found, C, with four crotchets in a bar; 2 or ¢, with two

minims in a bar; and 3, with three crotchets in a bar; never-
theless, they mean also, C, four minims in a bar; 2 or ¢, two

crotchets in a bar; and g, three minims or three quavers 1in
a bar.

The other signs are all positive; the upper figure indicates
the quaﬁtity of notes for each bar, and the under figure indi-
cates their quality: example, ', which sign means twelve qua-
vers for each bar.

The signs ¢, ¢, and §, are also undetermined for the number
of times each bar is subdivided ; the six notes may be counted

by three or. by two; in the first case'they are called trills, go
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quicker and make only two times in a bar; while counted by
two, they make three times in a bar.

. I111.

In the second table of the division of time, the signs of the
triple time are plain and easy; 3 signifies three minims in a bar;
3, three crotchets; and 3, three quavers: but the reader must
come back to the first table, to know how to count, or to beat

time ,for the common and compound signs.

-—ll-_""m.ﬂill———

Jiiteh Chapter,

SIGNS FOR ALTERING AND EMBELLISHING A NOTE.
( See the Book of Examples.. )

r.
BESIDES the natural and diatonic half or semitone ob-

served in the first chapter, there is the sharp or flat semitone,
called chromatic; 1t or 4 is its sign; the former makes the note

sharp, z. ¢. a semitone higher; and the latter makes it flat, 2. e.
a semitone lower. This chromatic semitone is the space from

a note to its sharp, or from a note to its flat; while the diatonic
semitone is the interval which separates two different notes.
I1.

The signs + and LU are also called shall'p and flat, and have
the same signification as the former signs, but are only used
when a note already sharp or flat is to be raised or lowered a
semitone more, in order to be double sharp or double flat,
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111

H is the sign of a Countermark taking off the preceedmg
flat or sharp ; and when it succeeds a double $harp or'a double
flat, it takes only one off. ’

IV.

The Bow over three and six notes shortens their duration,'and
over two, it tles down the second, and takes away its arucula-
tion. | -- r

The dot after a note lengthens its duration so much as to be

kept half its value longer.
V.

All other signs are ornamental steps, bindings, vibrations,

and shakes ; which are better ex plained by the voice or ﬁngers
of a master, than by an article of a book.

*000060 G 000 ¢sommra—

Sirth cyaprer.

THE GAMUT AND HARMONICKS FOR ALL KEYS.
SEE THE BOOK OF EXAMPLES.

I

Frowm any note to its octave, the eight ascending and de-
scending notes form a Gamut; the first or eight is the key note;
and the ascending third and fifth are the harmonicks.

IL.

Let us Solfa the gamut and harmonicks up and down before

an organ, harpsichord, or pianoforte: the ear will be pleafed with
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the natural notes in C Ut and A La, and we may fee and feel our
two sorts. of, keys with their differencess: € Us, more lively and
iaejos,; -and AfLa,-_ﬁo.zc melancholic and mmor, . -, .. -
I11. O SO
In the book of Examples-you will find the gamut and
harmonicks in all keys ; you may allo perceive that the number
of sharps or flats characterises the higher or lower keys. ; The
following line contains them both, in their natural order : .-

iz, . BUE A DG :C-F | o
Si Mi La Re Sol Ut Fai - e
Read it from the left to the rrlght and you will have the seven

flat notes. Read it agam from the right to the left, and you will
have the seven sharp notes. _ -

éehmﬂ) abaptm
.h"rg- -
ON THE VARIOUS MUSICAL CHARACTERS
L P R B Y B . e .. .

F . Il- .-... - .
} Fy T . -

"T'HE characterof a musma] Ppiece 1s mdlcated by the follow-

Lo b Ra R

Ing titles,

Overture, Concerto, Slmf'oma Sonata, Sonatina, Caprlcm,
Fantasia, Battle, Victory, Fuga, - Rondo, --Chaccone, Chasse,
Marche, Menuet, Contredance, Allemanda, Pol()nese,*Pastorale,
Giga, Musette, Contata, Aria, Canzonet, Song, Glee, Catch,
Canon, &ec.

. The following are words.of expressmn whlch glvc an Italian
air to all characters:. o ) T
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 Amoroso, Grazioso, affettuoso, Mp,e_sgqsq, Con Brio, Aggitato,
Vigoroso, Arioso, Con furia, dolce, Soave, Sherzando; pomposo,

Sostenuto, &ci | - . Lo o T T .
The expression of a passage, a phrase, or a single note, ‘1s
indicated by the words 3., .« . i . i . L,

Piano, Mezzo, forte, Crecendo, Calendq, Sforzato, Smorzato,
Sciolto, legato, Staccato, rallentendo, Perdendosi, mancando,

tremendo, Morendo, &c.. AT S P T

 Here again the example of a master will -better explain these

foreign,words, than the best digtionary could do. i
——c

. _..-./ O | €’ JIIJ 1}.' 'r.- ';'T -: . frir . P :L-: .
 Cighth Chapter,

ON THE EXTENT OF AN:AIR,OR, A TUNE.

*
1.
e e 1e &' r ' T

IBEFORE we attempt to sing a song, we should first count
the notes above and below’ the ‘key note of ‘an air; ‘hum the
gamut and harmonicks..as high and as low as our music goes,
but always rule the intoration, of -our, notes to the sound of an

....

instrument tuned to the organ pitch.

If the composition is above or below the compass of our
voice, we must go in a lower or higher key ; In the examples of
6th Chaptér we 'will indthe gamut 'andl harmonicks of the pro-
petiked; | e Wilk'also seel the cliffs, in'thetorder which makes
&by “brie a 'Hote bria’stcond higher thiatiits preceeding; and
cvéry 'one ‘i ndtelor-a second lower than its:following. - We may:

P . , ! LT 4

] ¢ r
{.l IT'.;II. T T . o 4 Y } . . _.:Ca ), o, I_,jr .")_,Jll.f‘ L

f i

B o gl e -—
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see, for sxomple, that te sopeano lilf makes the gamat and
hartishicks two notes oy a third lower than the treble cliff; that
the treble cliff makes them a note or a second lewer than the

aleo eliff. &e.
Do notsuppose that by these changes of tliffs we will sing the

notes always in their proper pkites s the ladies sing the Fuofthe
cliff an oetave higher than the gentlemen, and the latter sing the
3ol of the cliff an octave lower than the foriner : the Ut of the

cliff is the highest Ut of the bass and tenor voices, and the lowest

Ut of the ladies; it ¥s the middle Ut of the alto or high counter.
I11.

The student of an instrument would also do well to measure

first the extent of a tune with hiis abilities ; runing up and down
his instrument with the pamut -and harinonicks as far as the
Lesson goes: this would always be the most useful preludium.

——m © 000000000800

NINTH AND LAST CHAPTER OF THE FIRST PART.

APPLICATION OF THESE RUDIMENTS
TO THE EXAMPLE.

I.

T-HE student thus principled may go to any example of
either vocal or instrumental music., Let us begin with harpsi-
¢hord lessons, this instrument is fundamental to all others: but
before we open ‘the book, let us look at the row of the harpsichord
keys, and recollect the notes of the first chapter ; we will find D
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Re between the two short keys; F Fa, at the left of the three
short keys; and B Si, at the right of the three short keys. Re-
colle€ting also the notes of the fifth chapter, we will find that
the three short keys must be in ascending sharp F sharp G and
sharp A ; and in descending, flat B flat A and flat G ; that the
two short keys must be sharp C and sharp D in ascending, and
flat E and flat D, in descending, |

Now let our fingers be acquainted with these short keys, we
will find that the fore and middle fingers will do for the two
short keys ; and that the fore, middle, andrmmg fingers will also do
best for the three fhort keys. . Then let ys run over the whole
extent ; first we must ascend with the right hand, play and say
five times, sharp F sharp G sharp A-~sharp Csharp D. After-
wards descend with the left hand, play and say five Times,

flat E flat D—flat B flar A flatG,
II.

Let us begin again, but let us add a long key, both after the
three short keys, and after the two short ones. In ascending, we
will have five times,

sharp F sharp G sharp A B, sharp Csharp D E;
7. e. all the seven diatonic notgs of the gamut in B major and
sharp G minor ; Examples of Chapter 6. In descending we
must play and say five times,
flat E flatD C,flatB flat A flat G F;
5. e. all the seven diatonic notes of the gamut in flat D mgjor and
flat B minor ; see again the Examples of Chapter 6.
Easily we will discover that the thumb does best for the long

keys, both in ascending and descending, except the fifth E, and
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“the fifkh Fothe little ﬁhger fwﬂl dé bette for the’ la’tter aﬁd the rmg
ﬁrlgerférthe formere = i . DT A P A SRR

'y : d

SIN FEEITIN S SNPORD I RIS INE NN 05 20 § ¢ SUNNPIR SIS TSR 73§ B SN f'i.:.,’..-f.r(‘..')

Let us begina thwd ‘timre, and add the long keys wh‘lch are
‘between the short ones, also the long: keys which jare before and
after the short ones! < Pérceiving that the short Lkeys'are. a’lways
scParated by one or two long ones, thé fingering ‘bécomes ‘easy,
the thamb will always do for the single long and iseparating key,
while the thumb, with thé fore finigér, wﬂl*a]ways well'lead the

‘mlddle ﬁnger upon. the first of the short’ kejfs LA

NG ccmmdenhg a’ httle the row of the keys We -will ‘easily
irifer, ﬁ'r.s‘rf for the rlght and ascendmg hand, that the sharp Fs
and sharp 'Cls are all for thé middle- finger ; the keys F-rand C
for the fore finger, and all other ]orrg keys for the thumb; and

thus run rapidly froln' the'lowest F to the highest sharp D; any

lj =

hnger will do for the rest.
| ‘”Sec“m’za,’iy we will also'sée how to make easy the descend for the

1éft hand ; - thé'middle finger for the two first flats, flat B and flat
E ; the fore finger for the natural keys B and E; and the thumb

for all other long’ keéys:" And presto down, from the highest F
to the lowest ﬂat B and the 'five remammg keys ad libztum. . -

TIR SR TH DI R | IV

‘The chromatic coursc of the preceeding article must excite all
fingers of both hands to run’over the in§trument in'a natural and
diatonic way ; then.let us descend and ascend with the right ;
ascend and descend with the left. The whole hand employed
seven times will go down from the highestF to the lowest G ;
and it will go ‘up again;, from the lowest'F to the highést E
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the forefinger .will fidish the [ yow- whén we begin with’ the little
ﬁnger . and the middle fin ger will do best for *the ﬁmbhmg When

bcgth with the thumbn B R S R
r} _! e e . . - . . V..:l ' . EER T . ' . "3
¢’ rio oL ul

The dlatomc asc,end and descend of the preceedmg artlcle has
more grace when, after the thumb, the ring, mlddle and fore-
fingers; begin: by turns; instead of always the ‘little finger; . The
thumb will, qlso begin meore easily; af;er the fore middle, and ring,
ﬁqge;s, than af,‘.er the httljerone;,.? B T P S S
CEATIEE S £ Co N ST S I G D S S B VI i -
i INOW WE. pay; open, the boolgs of lessons we know something
aboyt-the notes .of .our instrument and the fingering. My first
lessqn)s or, any, book ; of short lessons will do; but we should
always proceéd in the followmg manner, before we play a tune.

- first,, consider. the chffs for both hands, the key, and the
time ;- and make a recapltulatlon of the principles upon any note

of a lesson for ; instance, let us look at the word of command
Sol upon the second lme is ‘the chff for the nght hand;
E. Fa .upon the fourth lme is the clift for the left hand
the musjcis in F, Fa major ; fou.r times In a bar, and a crotchet
fqr;;e:x{heiljyf; fin';erdjvjs,iog: ‘then the. first note ot the treble
is f fa, according to the cliff; first or key note, according to
the key ; first time of the first bar, according to the sign..of
time ; itis also a black note, In 1ts shape a fourth, 1n 1ts value
and a crotchet n Engllshy o o L

chondly, for prelpdium, thc g’lmut up wuh the rlght hand Fa
sol la flat si ut rc ml Ia; ﬂ;e Igs_mut_dqxvn wuh the left hand, Fa
mi re ut flat si la sol Fa; the Harmony ol the key note harmo-
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nicks and octave; up with the right hand, fa la ut fa; down
with the left, fa ut la fa,

Thirdly,now the word of command ; one, ta ; two, fa ; three, fa ;
four, silence for a quaver, silence for a semiquaver, and la ut fa,

a chord of the key note and harmonicks below; &c.
VIIL. |

Playing a tune, the number of the short and long keys of a pas-
sage must always be considered for the fingering. Thesamie note
repeated twice should never be played twice with the same finger.
A note thrice repeated wants three fingers, yet two often may
do; the first employed may come back, and play also the third
repetition. The quintuple repetition wants only three fingers
gong up and down ; but four fingers must be empIOyed to play

the quadruple repetition.
The hand has three chances to play the double notes of a

third with the change of fingers; the fore and ring fingers may
descend upon the thumb and middle finger, or ascend to the
middle and little fingers. The hand has only two chances to
play the double notes of a Sixth with the change of fingers;
the thumb and ring finger can only be followed by the fore and
little fingers, The hand has no chance of changing fingers for
the double notes of an octave; they are all for the thumb and

little finger.
This change of fingers upon repeated notes has two advan-

tages, it renders the hands lighter, and expresses more naturally
the ornamental staccatos, pianos, and fortes of a tune.

For the shake the hand has four chances: the fore and middle
fingers shake easily; the middle and ring fingers shake elegantly;
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the thumb and fore finger shake heavily ; and the ring and
{nrtle fingers shake hghtly.
VIII.

- Before we are perfect on the piano, and even before we begin
it, we should go to the sublime instrument of the human voice;
very few preliminaries are wanted to go to a book of songs. Let
us only find out the quantity of our notes in ascending and de-
scending, according to the First Chapter, Article VI1I; and be-
fore a harpsichord, organ, or piano forte. And then we must
sing : |

¥irst, La si ut re, La re; the ascending fourth; and La sol
fa mi re, La re; the descending fifth. Repeating this, we will
feel the difference of the semitones, si ut, fa mi; and the full
tones, la si, ut re, la sol, sol fa, and mi re.

Secondly, La flat si, La sharp sol, ascending and descending
seconds of a semitone, which will be felt similar to the natural
semitones,

Thirdly, La si ut, La ut; La sol fa, La fa; La si sharp ut,
La sharp ut; La sol sharp fa, L.a sharp fa: here we will perceive
the difference of the major and ininor thirds.

Fourthly, La si ut re mi fa, La fa; La sol fa mi re ut, Laut: La
s1 sharp ut re mi sharp fa, La sharp fa; La sharp sol sharp fa
mi re sharp ut, La sharp ut. Repeating this we must also feel
the difference of the two sixths.

Fifthly, To feel well the difference of the two sevenths, let us
begin with Fa, key in better proportion for the high notes of the
beginners. Fa sol la flat st ut re mi, Fa mi; Ia sol flat la flat si
ut flat re flat m1, Fa flat m1.
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- Swxthly, Recapltulatlo/n In ascending ;. fa flat si, fa ut, fa sol,
fa fa ; fourth, fifth, second, and octave; the same both in major
and in minor. o

'Fala, fa flat’la; fa re, fa ﬂat re; fa mi, fa Hat mi ;- thirds,
leths, and sevenths, both major and mjnor. «

Seventhly, Recapxculatlon in: descending, -but: from s1; s1 ml,

RS

s1 sharp fa, si sharp ut, s1si; fifth, fourth, Seventh and octave ;
similar both in major and ln minor. . ., . o

A=
- . ! oa

S1 sharp sol, sisol; si sharp re, si re; 31 sharp la S ]a, thirds,
smths, and seconds, both in major and in minor.

L

The repetition of these recapitulations may, bring to the tear
the dlﬂ'erence of the chromatlc and dlatomc semltones you may

A iT

| f'eej it in smglng, Fa m1 re ﬂat re ut, Or, Sl sharp utre sharp re mi.

;"' ___.i"‘i Pt

For the natural steps or grace notes to every note of harmony
and the gamut; see the book of Examples page .

f

Thus prepared, we may go to any Vocal rnus:c solfegél songs

duets, catches, or glees. ‘ o
IX. S

¥

The rnethod for the harp, ,v:ohn and other 1nstruments
- el r e

ror e o 2 ist e (T v Y ocrinlz [o2 gl h r..J
1s‘similar ‘to the’ prellmlnarles for the organ, harps

- LYoy gt
planoforte- both teachers and learners wﬂl S dr eﬁ thelr

WOrk 1f they go first lfo the notes of thelr 1nstrnrne t beY’or‘e tthey

l! : J..I'
Iook at any written mus1c knowmg how to ran’ up 4 dtQOwn

our instrument in the natural order of the" gamut and: harrnony;

,' LJ

we will soon hnd out the 1rreguldr way olrany tune or Iesson.

.. . - . " "l' '
;if :J... + i . J!.'r - -: J IIJ r-i‘_,.: ] !; ..J Jl-; I.. Jr‘l ':Jl L‘ ] F ) \.\ \‘ .
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12 The Musical Stave.

below, above, addit! Lines & Spaces,

4 Spaces,

5 horizontal] Lines,

i
——

-
41
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22 The Cliffs for every Voice and Instrument from the Jowest to the highest .

Tenor. high Gounter, middleVoice. Mezzosw. CantoSoprano, Treble,

Bass. Baritono.
F F, or C C C G C G
T . f - amm_ _mmarv’ _ oo ——————- o —
» rem YW _ mmmw 00 GOSN A T T nx . f
fa fa ut ut ut ut 8ol
- Violin.

Bass, Alto Viola.

3? The 11 best notes of all Voices.

The preceeding Cliffs make the Note of the middle Line by Turns,

Dre, Ffa, A la, C ut, E mi, G sol, and B =si.

D: B. Tenches the Solfa, Singing ,Piano Forte Transpasition,ondthe Science of Harmony for the Harp,
NT 9, Grosvenor Row Chelsen, .
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42 The.Cliffs and Notes of the Principal Instruments.

6 Octaves in.C ut  for the Piano Forte with additional keys below & above

5 Octaves in F fa, for the ordinary Piano Forte . . _ . .

r 7 1
Jiia

_ﬁ"___ﬂ____

4'ocuvu in G ut, ongmul compass o!' the Organ und Harpsichord.

mm “—

b &

l.l.'fnlnll_l..
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_____ | =
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7, 9 N U I S

g
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‘A a3 1 1 |} o & B

Alto Viola.
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=
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Flute and Hautbhois

>
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o
=
v
e
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52 The varioua forms of the Notes and Si‘lences with their value to Time.

Y W R
~ SR,

2 - 1 ¥

il

6?_ signs and division of Time. - {_ ..

- *¢» 1 1 £ Y LY £y I & e & ) gv g g% g &
4 ' - £} FIS 4 Oy _\yF Ay _§ & - eF e  F e Q¥ Uy Wy o5 NI
Y 2 10 &5 I Ri: 4 (> A S e % A {3 Y25 ¢ A & A &)
g ey —— ey e %y § g K 3 A\F ek S A~

{Common Time : Tri pia Time

79 Signs for altering and embellishing a Note.

: {

R S YY) off o RN A b _
2 'l aT"] | [~ ¢ ats)Fa affsn o 4 _gb 5.
vl ol v vl vl ndl il B il il W o BN W . S AN . R R AR A
SliD e oun miw EED op R l--l-m_-_--_-_r“

jontt &

. ~m N

-
L

®

Ascending .1 2
-
T .
7 5 o : .Descending.

Gamut | . Harmonicks |

pv

-

Solfa and play these Notes upon the Bass Cliff,you will have the Gamut
and Harmonicks of the natural major Mode. " Solfa and play.them again,
but prefix the Treble Cliff, and you will also have the GCamut and Harmonicks

of the natural Minor Mode.

In the following Table you will find the number of Sharps or Flats required
for the Gamut of the higher or lower keys.



Table of all Keys.

rad-.
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Now you may see that the Bass Chiff with 3 flats will put the preceeding Example
also in C sol] ut with the minor third: and that the Treble Cliff with 3 sharps
will put it also in A miLa with the major Third.

- Another Example for all Keys.

" key note, dominant, octave, principal Harmony, Gamut.

2  _  r " _ _r 4 s S IR
DR Y " I N N |
R R ] [ ] ol Y P ]

Ay . Fw ¥ _—

}

Prefix Successively the following Cliffs to these Notes,and add the. proper
Number of sharps or flats above mentioned ; you will be by turns in.. .

Csolut, DlJare, E simi, F utfa, G resol, Amila, and B fa si

Natural Sharp and flat; Major and Minor.
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