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THE SCIENCE OF MUSIC very much refembles a Language. and a Perfon who can only play by Notes or Memory,
but not out of his own Fancy or Invention.may be compared to g who can read a Langnage and repeat fome Parts of it,

but who cannot converfe in it «+ One principal ObJect therefore in the Study of Mufic fhould be to obtain the Capac:g of exprefs -
. ing voluntary Thoughts, either before and between other Pieces of regular Compofition.or without Regard to any “mufical Piece.

But as the Art of l’rcludmg and Extemporizing with Judgment -requires befides other Qualities a Knowledge,whlch cannot

be obtamed in a fhort Time,and which many Performers never obtaln at all.it follows$ that without a certain Acquamtance mth

fom:¢ harmonious Paffages, wlucb may be of the fame Ufe in Tearning Mufic.as Dialogues are in acquiring the Knowledge of a

Lanvuage. all Beginers and many Players.are under the difagreable Neceffity.cither not to encourage their own Fancy at all.or

to flourifh wp and down without any Meaning and Effect. And as it is impofsible for a Teacher of Mufic to write down’

for every Scholar a fufficient Number of Examples to anfwer the Purpofe in Queftion. (particularly where Schools are attended)

"The Author has in the following Pages attempted a Collection of thz faid Kind.on which he thinks it expedient to make the
following previous Obfervations &

N
\

The Work in general 'is intended to furnifth Players of different Capacities with Subjects for Preluding or Extemporizing

and thereby to render them acquainted with thofe Elements of Mufic on which they are conftructed.and with the Method -
by which they may proceed fram the fame to fome regular Inventions of their own .

Every Example therefore in the following Lefsons is calculated to be ufed as a fhort Prelude.or Fantafy in the
Manner in which it is written, and at the fame Time (the fixth Lefson excepted) to ferve not only in one Key, Mood,or
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Tsmp‘m as /Compofitions in general, but to be ufed in any major or minor Mood,and to be played faft or

" flow, as the Occafion or Capacity of the Performer will permit .

Befides the above. the following Leffons are calculated to afford an equal Practice in every major
and minor Mood. which, tho’ it is of the greateft Importance in learning to play. can not be obtained from
Compofitions which are not exprefsly intended for the fame Purpofe . And for the fake of not mixing
Notes- of one Scale with thofe of another. but to render the Practice in every particular Mood as diftinct
as pofsible: moft Examples are entirely diatonic . By which the Work alfo is renderd ufeful for the Harp .

It is prefumed the whol;e will be found comprehenfible to thofe who wifh or are compelled to .
make ufe of it without the Affiftance of a Mafter ., But as the Work would have been extended beyond
its intended limits by adding more practical -‘Explanations. it muft be re;:ommended to Maft;ers r;ore fully
to fhew the different €Ufes . that can be made ‘ofJ\L’- e"t_'ere" Example according to the Rules and Obfervations
given; and how a great Number of new l‘afsages:» éan“.be invented' by ufing only Part of an Example. or by
Joining Part of one Example to anothel‘,"or‘ how thofe who have already made a Beginning in the Study of Har.- -
- mony can fet different Harmonies over the fame Bafs as at the Fnd of the fecond fourth and fift!x Lefson. or
how an Example can be prolongued in the mal;ner it\begins like .thofe in the fecond and third Leffon. or by
more Ways their own Knowledge fhall dictate. And for the fake of thofe who might think t.he' prefent Am-mpt

fitl incompleat. it may be added that it fhall be followed by an Introduction to Modulation.on a fimilar Plan.
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LEessox 1. Common Chords and the Marks of

Third Fifth-and Octave,which

every major and minor Mood .
A common  Chord to ; o

- ‘Chord may bge either two Tones

o B d u..;'.habov d .
g . 2verv common . Chord | gut as the 8, in everv common
any Bafs Note confists of its .can he taken in three . xe

are.to be counted upwards

. different Pofitions, viz§ .

or a Tone and a2 Semitones Dif_

: [ 4

’ ¥ : ~tance from the Bafs ¢ the. . :

; k : -the Third or Fifth or . z ———t—qformer is clléd the major and the |
from :the Bafs, viz % . Octave above , . %Me minor Third = ‘

A circular Succeffion of common Chords with the major Third .

i

A circular Succeffign ofv

common Chords with the minor Third .

I the above two Syftems Gommonly called the mufical Circle) it muft be obferved s Firftly that by Turns once the

Octave andonce the Third lies above, and Secondly that the Treble and Bafs always move in the contrary Motion .
The. fame Rules muft be obferved, if either Syftem fhall begin with the Third above .-

\

-Concerning the Marks. of every major or minor Mood. it appears in' the above Syftemst Firftly that FLATS INCREASE
or SHARPS DECREASE as the Bafs Notes proceed Bj FIFTHS DOWNWARDS * and Secondly (lf both Syftems are .
ufed buckwards) that SHARPS INCREASE or FLATS DECRFEASE as the Bafs Notes proceed by FIFTHS UPWARDS .
And alfo Thirdly that Flats or Sharps increaf: in the FOLLOWING AORl) ER vizt Flats: B. E.A.D.G,C- and Sharps {
F.C.G.D. A.E." And Fourthly that both Flats and Sharps DECREASE IN THE SAME ORDER BACKWARDS..

All of which'a Scholar ought to get by Heart and for the fake of Practice never to name Flats or ‘Sharps .
out of the prefent Order. )

’




-~ 7 JPractice of common Chords in all three Pofitions .
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. All thefe Examples ought to be Practifed through the whole mufical Circle. both by afcending and defcending
Fifths» and in minor as well as major » Which Practice it is hoped will be as amufing- as it is improving in general, .
and neceffary for the fake of the following Leffons o :

c
~a N
or or

A oo G

A fhort Prelude compofed

from 'hP»above‘,Examples'. or the fame with any

To. be llfed in any major of the above Harpeggios

°r minor Mood «

Tho’ many more Examples of a fimilar Nature could have hcen given. the above are thought fufficient for the

prefeat Purpofes and the Invention of more is left to every Performers own Pleafure and Ingenuity o
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LES SON 2 Cadences 1 Pofition . 2°3 Pofition . 82 Pofition o

a, b, ¢, d, 2 a. b. ¢, d. e. a. b, .c. d. ..
A fimple and ufual Cadence confifts, . Hs
of the following comman Chords 3
a that of the Key Note
9. .- - -Fourth §
... .KeyNote to the: Flfth(bemgb
d¢ -.._Fifth
e_ . __. Key Note again. Viz? -

in C major i~

Eiery one of the following Cadences ought to be practifed in all three Pofitions like the above in C major. And a

Porfon who has fufficiently ftudied and practifed the firft Leffon will be able to find out the Chords in fuch Pofitions
without thcir being written over the Bafs.
6 et A

l’ug'ition . ){‘nmn .
P Es s g
A minor Cadence confifts ~ g= o W L SR l

of the fame common Chords

j i Cadences likewife to .
as a2 major onesWhich alla

: be practised in all
minor except that of the Fifth g .

; s three Pof'tlons .
(ul d) which always is major. %% 1 I
A SRS

E%j % The fallowing minor
i 4 : | &
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Six other Cadences which alfo m:
<

ay be tranfpofed into an major and minor

Moods and practifed in all three Pofitions «*
3.

A1l thefe Examples will admit v
the Chord of the Seventh on the Fifth
(or Note before 1:\('13) like N9 1., by
which their Number js doubleds and
.~alfo bear more different Accompanyments
s which a Mafter can fhew o ;

for the above Cadences. an

- Th=fe Harpeggios may be aug.'_-)
-mented to a great Numher
.without ailtyering the Pofition of
-2 Chord, or touching’any other _
. Note than thofe three or four
. belonging to a Chord .
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%JESSON 5‘_ Twelve flourifhing T\To\-emenf'u arifing from the DIATONIC

s B The .Scale jn its naturs C“f“"‘“‘ : i g

Progreffioms

X, k] % oz h . ‘

SCALE and the COMMON CHORD .- \
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2. The fame with
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ath to the Third above.

The Scal? swith a- Return from  the Seve
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Chords one over the other . .

- o
10 . The Scale from Octave to Octave and from

J\\ = v -
T T : 1
i or the whole with one Hand .
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0 1. ‘The Scale with a Variation both on the Octave and Fifth , - ". R 41 ‘ J
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As the Subjects of the above Movements are fo very fimple.it will be eafy to tranfpofe them into any other MAJOR Mood . .

if only due Attention is paid to the Sharps or Flats in fuch Mg}"'od»and to the Explanation over each Movement « 3
The only Thing which is to be confidered if they fhall be tianfpofed into gan_y MINOR Mood.is % The Différence in the
afccndmg or defcending minor Scales For in minor the Scale defcends accordmg to its Marks. and. afcends with the major

Sixth and Seventh, See the Effect of this Rule in the foregoing Examples by the following ¢ . -
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LESSON 4,

Scale.

d in the diatonic

2".d Pofition .

S, containe

-2

'A Serics of common Chord

1% Pofition .

in G.

Majore

The following Examples ought to be.praCtifé;'! in

_ all three Pofitions like the above in C. and it is

in

_ hoped they will be found more improving

Pofition «

g2

Manner

. the

they ftand than with the Chords




natural accordin

Chords are

The following Examples alfo to be practifed in all

three Pofitions like the above, which fhew that in -
.which always has the major Third. in the fame manner .

~as at the Cadences (Lefstm“‘." Pageﬁ.)

minor all thefe

2"d Pofition .

1% Pofition .

in A.

inore

12

LE"

6
4
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7 geveral other Forms of the foregoing Movement .

Chromatic

d 98

13
e or

1

1

defcending only with 43 an

for the Harpy)

[
o

(ﬁne

defcendin

=T

in five Parts both afcevding

K

but not in all three Pofitions, except Wi

1

Page can be ufed in any other Key,

every Examplé of this
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The accompanied Scale..

]‘.l Pofition
| I

é\) ilts natusal -Accoinpanymant"?
“gnd pofition
| CRER | P VP |

Tho the 2" and 34 Pofition of the acc"ompanied Scale
will not produce as good an Effect for a Prelude as.

the l{.'t\)'et the following Scales ought likewife to be
practifed in all three Pofitions for the fake of thofe

Chords that have not been practifed in fuch Pofitions in’

the former Leffons « viz: f g
6 5 *_‘}/ - 3

G 6 2 6 3

4
3 6




S : : : - 15

‘Minore in A 1%" Pofition - - 2" pofition o i A
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" As in the general Courfe of Compofitions there is. not .
fo much Opportunity for Practice in the minor Moods as.
in the major ones tho an equal Perfection in both is 3
wanted 3 a diligent Study and Practice of the following
minor Scales in all three Pofitions is recommended to .
thofe who wifh to become proficient in Playing . S8y
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Forms of the accompanied Scale.
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4. The Chromatic Sca

intermixed ,

-Diatonic and Chromatic

Se
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o A
&'+ The Scale,with whole Tones throughout .
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Iphabectical Order)

ing in a

'

Six Preludes to Sonatas of different Cémpofers(foilow

“and a Poftlude to a Sonata by the Author .

v

LeEsson 6

¥

As fhort Specjmens, how fome chief Thoughts of a mufical Piecce may be ufed with more

Y

or lefs Liberty, for preluding in the Character of the fame .

Sonata IV. Op. I.

/.. to Bﬁrneyé

~ Allegro Spiritofo

e

cres

i§ Toccata Op. XI.

lementl

Crcs
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Sonata I Op.I.

to Horn%s

. Allegro

at 1ibit
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At 1ihite
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to Hulmandel§ Sonata ITI. Op.IV.

. Allegro ‘Mo
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