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. PREFACE.

>

1w offering to the puoblic a short Treatise on the Theory and Practice of Pianoferte-Piaying, it has
been my endeavour to write in the plainest, the most concise, and the most practical manner, Giving
the result of my long experience as a teacher, I have included in this werk those phases of pianoforte-
playing which, cecurting daily, may be considered as forming the basis of a good, selid, and correct
execution. The position of the pedformer at the instrument—the method of producing, by means
of a goad, distinet touch, a full and rich, vet delicate and subtle tone—the practicel manner of studying
and playing the seales—the execution of the shake—the chords, firm and broken—the double passages—
part-playing-—all these are cssential constituents of an efficient and artistic performance: and to
explain these different matters in & clear yet nmot too eclaborate manner, has been my endeavour
throogbout.  This book is intended for the use of pupil and texcher alike. The pupil may, I think,
learn from it many matters for whose elueidation the teacher finds no time during the lesson;
while te the teacher the little work may prove useful as a kind eof text-book, which he muost

supplement and elaborate, according o circumstances, by his own expenience.

il

The chapters on the ose of the pedal, on fingering, on practising, on expression, on the necessary
conditions for 2 good pecformance, on exerciset and studies, on the oyder in which the classical sopatas
ought to be Jearned, on the classification of composers, styles and schools, on reading at sight, ete.,
are intended to supplement the method; indeed they have been embodied in the work maialy in
view of the fact that, gencrally liom an enforved econemy of time, the muosical student in England
has” fewer opportunities of obtaining the necessary information about many peints of interest than
are oflered to his foreign coempetitor. Although I have relied principally on my own experience as
a teacher, it would be ungrateful not to acknowledgé the free wse I have made of the excellent
und valuable advice given in the warks of Emanuel Bach, Ignaz Mescheles, Frederick Kalkbrenner,
Carl Czerny, L. Plaidy, Louiz Kihler, and other distinguished educational composers, I take this
epportunity of stzting that further and more detailed explanation of many points, which can merely
be mentioned in the presemt book, will be found in my primers entitled * Musical Iforms™ and

»

“The Elements of the Beautiful in Music.”

To my friend, Mr. A, J. Hipkins, I beg to tender my kest thanks for his useful and instructive
historical sketch of the piancforte znd its predecessors,  In conclusion, I have only to recommend this
little hook to the goodwill of the public, to the attention of teachers, and to the careful perusal of the

musical student.
L, PAUER.

Loudun, g9u, Curlow Sgrare, 5.W., 1877,
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The Rudiments of Music wre wot given in this work, as the
Student s preswmed to have made himsclf familiar with them before
commencing Pianofirte practice,

(Sez ** Rudiments of Masic” Primer : W, H, Cousrsas)



INTRODUCTORY REMARKS.

THrre can be no doubt that, taken as a whole, ihe plancforte is the mest popular and the most gensraily
useful instrument : it is able adequately to interpret harmony and meledy; and zlthough it cannot boast,
like the wiglin or violoneello, elarinet or flute, etc., of possessing ihe facully of susiainimg the sound, the
cxtracrdinary skill and inventive ingenuity of our pianoforte manufacturers have combined to give such
remarkable richness and fulness to the tone of the plancforte, that the pianists consider they can, without
fear, compete with their rivals on the violin or on any cther instroment. The piano may be said
to have acted in the history of music the part of a pioneer and harbinger, and it has popularised the
noble works of pur illustrdons masters in a much greater degree than any other instrument or even the
orchestra itsell could have done. An crchestra for the full interpretation of a great work iz not always
available. The pianc always proves ihe weleome friend and substitute; and if we think of the
innumerab'e happy hours which have been spent either in solifary enjoyment or in the pleasant
irtereourse of the family circle ai this instrument, and when we recollect how often it is the
nedium for the interchange of charming and intellectwal ideas about art and its aim, we naturally

feel an admiration for, and an attachment to this welcome companion and frend,

The piano has often been depreciated 28 a cold instrument, but it certainly does not deserve
thal reproseh. The plano, in the hands of an experienced masier, will reveal varied and manifold
Deauties; it will show that if has a2 soul, 2 life, 2 warmth which canneot fail fo strike a sympathetic
rbord in the pedormer, and through bim in the hearer also. The pianoforte may be compared to
an amiable ever-ready citizen of the world, who speaks a great many languapes, and who accommodates
himsclf to all possible wants and requirements. By means of the piane, the mysterdes of the full
scores—which are to the multitude like Sanscrit, the sacred but unknown language—were, s¢ to
say, translated into cvery native dialeet; and it was the piano that revealed these numberless
beauties to the peneral public. A wery important use of the piano i= manifested in its union with

the wvoice and wilh other instroments; 1t enkznces by the accompaniment the charm, the characim



INTRODUCTORY REMARKS—(Confinned).

and the clearess of a song; it entwines uself, so to say, in graceful figures and passages with
tic violin and violoncello in a trio; it supplements, it ensiches, it cements the whole. The very
the piano tends towards velocity and brilliancy, and not so much towards a singing or

rature of
ely is now.

quality, although the_inability of the piano to render siuging passages effec
the ingemuity of our ever-progressing pianoforte-makers, far less promineot than twenty
Last, not least, we musc remark that the idea of a musical work of art, ite

sustaining
thanks to
or thirty years ago.
design, and its proportions, are mach more clearly understood through the piano than intcrpreted by
any other instrument.

With these few introductory words we will at once proceed to the consideration of the

subject before us—the principles and practice of the study of the piancforte.

ke



THE ART OF PIANOFORTE-PLAYING.

I—THE POSITION OIF THE PERFORMER.

THe proper position for the pedormer iz to take a seat before the midefle of the key-board on a

=

L ]
plano of seven octavea; this will be from g:%i and at such a distance from it that the arms can
R

conveniently reach the farthest keys of the instrument, and ean algs be crossed, and move with entire
freedom in both cdirections. The music-stool should be firm and sccure, and so high that the elbows may
be a hittle above the level of the key-boarnd., Both {est ought to be placed on the pedals—the right foot on
the loud, the left foot en the soft pedal. It {5 essential that the performer zhonld zee at once that the seat
iz convenlent and frm, thua aveiding a future shifting or moving about, which produces unevenness in the
petformanee, and a eorresponding uneasiness in the liztener, A good position at the piano iz as impartant
as a good way of sitting at the desk for writing. ‘The movemcnts of the arms ought te be graceful and
easy; the trick of spreading out the armms it such a way that carh elbow protrudes like the apex of a triangle
is very ugly and objectionable, All contortions of the face, any tendeney téwards grimacing, raising the
evebrows, frowning, shalking the head, or any other tricks, should be carcfully aveided: the same thing ma
be said of the habit of swaying the body to and fro, cither {rom side to side, or backwards and forwards
or shrugging the shouldera. A natural, uraffected, and graceful appearance, united with the correct cxpressiorn
and intelligent performance of a good piece of music will greatly aid the efset produeccd.

IL.—THE POSITION OF THE HAND.

The lollowing drawing explains the position necessary for a good, quick, and correct perlDIMance jm

The wrist must neither be pereeptibly ralsed nor owered ; 1t ghould be kept, witheut ¢onstraint, at a level
with the hand and arm. . '

The knuckles must neither be raised so as to form 4 hollow in the hand nor bent inwards, hut must be
kept in a natural position, on a level with the back of the hand. -

The forepart of the fingers must be gently rounded, not, however, so much s that the nails, which
should be kept moderately short, touch the keys, The hammer of the piane acts with more readiness and

certalnty when pressed with the fip of the finger than with the flat lowoer surface, a



{ Io])

The third and fourth fingers, however, abould net appear to Le quite so muoeh vounded as The others,
but should be 2 very little more extended, thus:

Let the thumb Le stretched horzentally so that the forepart shall! be upon a level with the key, and
the key itself struck by its outer surface, The thumd must never be permitted ko hang down or to rest
upon the key-board.

The centre of gravity of the hand in playing should fall towards the thumb.
The position of the hand generally ought to be perfectly easy and natural, otherwize no good style of
playing can be attained.

II1—-THE TOUCH.

The smooth connection of the successive tones is the main point to be considered with regard to
touch; te achieve thia iz very difficult, and requirea continual attention and supervision.

The touch is to be divided into twn kinds, the Jegeie touch and the sfaceafs touch,

Buat we may alao speak of a legafissimo touch, which requirea even more care and attention than
the fepafs touch; and finally of the posigmente touch, which is in fact a compromise between the sfocenfo and
fegafo touch.

THE LEGATO TOUCH.

The piang is an instrument of percussion, and does not allow the perinrmer to suatain the sound indefinitely
as the wind and stringed instruments will do. Its very natare tends mere towards brilliancy and velocity of
execution than that of any pther instrument; therefore the fegafe touch, by which the effect of sustained notes
iz produced, is one of the most important points of pianoforte playing. It is the most important of all, hecause
the effect of the greater part of plancforte music depends upon it, 2nd it is the one universally to be employed,
except where another iz especially marked. It is the sne to be used in all techoical or fnger exerciges with the
hand at reat. The bliowing rules must be observed:i—

Held the hand in this manner:

The fingers must be only moved from the knuckles; the same rounded position i3 to be retained
throughout,
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The thumb muost be moved by the joint which connects it with the band, and must never create any
wiotion in the hand ftgel. '

The wnocoupled fitgers must be kept at an aqual distance from the keys (abeut one fourth of an inch)
and not be allawed to sink down begfore the moment of striking the notes.

In strking a note the finger must touch the key exactly in the middle.

Each finger, after striking the key, must be lifted from it quickly, and at the perp inglanf when the next
finger strikes its key, so that the successive tones may neither run into esach othér, nor be separated by a
perceptible gap,

e wovement ahouold be permitted to the hand other than that which necessarily arises from the
moving of the fingers in atriking the notes.

The intenzity of the sound produced from the piano is In proportion to the force with which the finger
strikes the key., The further the {ingers are frem the keys the greater the power of the levers, consequently the
more inftense the sound emitted: the more subdued the tone is to be, the more moderate muat ke the motion as
well as the pressure of the fingers.

In passages that are to be rapidly executed, the fingers, of course, cannat be raised to =0 great a height
&8 in slower pasaages.

If inn rapid passages, however, great force i3 required, such force can still be readily obtained, when the
strenpgth of the fingers has been developed to the utmost; for, penerally speaking, rapid passages may be regarded
as a test of a performer's proper cultivation.

The following are the mast important exercises {or learning to raize the different fingers in the matner
just described. The notes of the semibreves are to be put down without being sounded, and held firmly thus all
the time, each exerciae being played perhaps eight or twelve times consecutively. The hand and fingers moat be
kept in an equally zood position throughout ; the former even, and withoot raising the knockles, and with the
fingers bent 3 and while stiking the keya, the fingers shounld be neither pointed nor prezoed fat 1—
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THE STACCATO TOUCH.

This toach 15 executed with the aid of the wrist.

The band must be ‘slightly raiged from the wrist before striling, and then, with an easy movement,
thrown, as it were, upon the key-board.  So soon as it has struck, it must be ralsed apain to its former position.

The arm must have nothing to do with this movement; and the raising of the nand must by no means be
effected by lifting the forearm. In scales ot other runniog passages the arm, of eourse, moves along with the hand.

{zreat care showld, however, ba constantly taken that the arm be not stiffened, nor the movement of the
hand toe viclent, otherwizc the performance may present a very ludicrons appearance. :

Ity rapid and in soft passapes there is less movement of the wrist than in the medium ones, or in those
where force is tequired,

lo the former cupes, the staconto may often be produced by merely drawing back the fingers quickly, after
striking, and without any marked mavement of the wrist.
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The Bollowing exercizes are recommended {or aequiring the sigeeafe touch:—

=H:
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The Exercizes 1,2, 3, 4 oupht lo he played also in octaves. The study of these exercizes jz at Hrst
Fatipuing; the student must nat therefore practise them long together, but at frequent intervals, until he has
gcquired strength and steadiness,

{First time of studying, K. M. J= gz, Init rradually increasing the apeed to = 126,

THE LEGATISSIMO TOUCH.

The legatissima lonch consists in this, that a key, after being struck, is nol raised apain at the striking of
the ncxt one. By this device, which can only be employed in tones which beleng to the same harmony, these tonea
are made to run into each other. as it were, and a greater fulness of sound is produced.

A5 this mode of touch is to be employed with greaf care in the execotion of a piece, we advise the student
who has not yet perfectly mastered the legate touch, to abslain from Lhe use of the legatizsimes; this mode
of suflering the fingers to remain upon the keys is directly opposed to that of mising them, requircd in the legato
touch, and renders the study of the latler much more difficolt. A few examples are here given -
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THE PORTAMENTO TOQUCH.

The portamente touch may be defined as a compromise between the legafe and the #feccato; il is used
when notes are marked with dots, and a swur is placed over them,

The notes must be held nearly their full fime.

They ure to be played Dby a pressure of the finpors corresponding with the strength required for the
bringing out of the tone, and by slightly rafsing the forearm. The lollowing examples show the same passage
played frstly staccate, secondly legalo, thitdly fegalissime, and fourthly porlaniento j—

1. Siaccaty, 2. Legale.
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IV—~TECHNICAIL EXECUTION,

The material that ¢omprises technical execution on the piane consists of @ 1, Scales; 2, Shakes;
1, Chords, divided into (2) Fitm cherds and (&) Broken chords; 4, Tremolo parsages 5, Louble notes—thirds,
connected fourths and sixtha; 6, Qctaves.

A scales form the actual basis of a goad, correct, even and pleasing execution, no amount of pains and
trouble ought to be spared te ensurc thoreugh efliciency and fluency in the performance of them. The difficulty of
playing scales is found in two points: the acquisition of an ahsclute evemmess of streneth in all the fve Ongrers,
and the facuity of passing the thumb under the hand in so quiet and gentle 2 manner that no jerking or brealdng of
the even flow of the scale is perceptible.  Bach truly remarks: “a scale oaght fo resemble 2 slring of pearls i
whick all the pearls are of equal size and each touches the next withont adliering do #.” The study of scales is
frequently begun without a preper preparation. The prefiminary exereises that ought to be completely mastered
before the actual scale-practice ia taken in hand consist of—

{a] Exereises for the thumb ; and
(5) Excrciaes for making ali five fingers thoroughly independent of each other.

For the strengthening and rendering the thumb movable, supple, and pliable, the following exercises arm
highly. recommended :—

The semifreves ave do be held domn firmly.
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All these oxetciaes arc to be plaved 1o slow tirme, and care must be faken that the thumb may strike with
equal force even the most inconvenicnt notes.
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When a certam facility 2nd readiness in moving the thumb has been acquired, the follawing exercizes ray
be studied ;=
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Alter the learner has gone throuph these exercises steadily and with earnest attention, it will be good for
him to bestow great care on the task of rendering the five fingers of each hand Ruent ar, we may say, liguid,
At the same time great carc must be taken to employ the thumb liberally and frequently on the black keys. The
following exereises will be found useful jor this preliminary part of scale-studyz—
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EXERCISES FOR THE USE OF THE THUME AND FOURTH FINGER ON |
THE BLACK KEYS.

It iz highly recommendabie to transpose these exsrcises into the other keys, and to practse them with
equal zeal and attention.  Alter having thus prepared the ground for scale-playing, the scales may now be begun
from the very first: the scale-praclice suglt to extend over four or five octaves, It is & decided misfake o play the
. scales anly within one or two octaves, #nd to stop on, or give an accent to, the tonic or principal note. An
extension of the compass In scale-practice is very necessary for the aequisition of an even and easy movement of
the arms and body.  Although the scales are generally played in the order beginning with C major, and proceeding
from the key of une sharp or flat to thal of six sharps or flats, we shoold recominend, for the salke of becoming
thorotghly acquainted with the mode of fingering, the following order,

Taking the right hand, we find one scale anly in which the thumb comes an the fifth note, namely 1—

i

F major. el
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Tty seven scales the thumb comes on the fourith note, namely:—

employ the thumb on the fourdl note.

C major. D major. E major.
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Two acales place the thurnb on the fhird note, namely :—
A flat major. ¥ Aat major.
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In two scales we find the thumb oo the second note, namely, in the zcale of-—
B flat major. E flat major
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In the left hand we find that the thumb is employed in six scales on the fifth note, namely, in the scales of—
C major, G majar. I} tnajar.
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The fingering for the scales in wmingr keys remaing the surme, with the exception of the scale in F sharp
mingt, which, for the right band, takes the following Angering (—
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Therefore the thumb i3 on the thitd note, And i the left hand we find an alteration io the fingering in the scales of—
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which place the thumb in the minor mode on the second nots,

It is very advisable 1o practise the seales according to this classification ; 4 preat deal of doobt about the
way of Aingering will thus be avoided.

In execuling the scales, the chief difficulty is found in passing the thumb wnder the fingers and the second
and third Angers over the thumb.

Somewhat to lessen this difficolty, the scholar should bend the hand a ittle Inwards, though not in too
great a degrez. By this pasition, the thumb of the right hand, in ascending the scale, and the second and third
finger in deseending, will have to reach a shorter distance, and the execution berames more easy, The same is
the case in the left hand, with the thumb in descending and vhe fingets in ascending,

To render this position of the hand more casy, the arm should be kept a short distance from 1he hody,
and mist be moved along with the hand; at the same time it should be kept perfecily .51..::su':1_1r i there must be no
twisting or tuming.

When the thumb is to pass under the fingers, ag vach finger tonchos its nete the thumb should be directly
under it, so that it may reach its own key cxactly at the ight moment. By attending to this method all twisting
and toeniog of the hand can be avoided.

The sfudent must pay especial attention to the thomb in practising the seales, and muost fake care that it
passes under the fingars in the manner just described ; and this strict attention should bo kept up until periect
facility and fluency are artained.

Many players allow the first finger of the right hand in ascending the scale, and the first of the left i
dezcending, to linger upen its key. Great care rousi be taken 10 gvoid this faolt,

As the passing under of the thumb is mere difficult to execute than the passing over of the second and
third fingers, the aacending scale must be practised more frequently with the right hand, and the descending with
the left ; and let each be praciized separately at first.

When both hands are taken together, the student should practise the scales of C, G, I, A and I major
first, especially moving the hands from each other. Greater equality in the twe hands {s obtained in this way,
hecansze the corres pnndifug [ingers are passed under and over at the same moment.

Playing the srales in parallel motion prescots some diffsculty at first, because this correspondence doss not
take place.  ¥When a wrong key iz struck, or a fault in Onpering is made, the student must begin the zcale again.
instead of cormceting the error whete it occurs. In this way only can certainty and accuracy of cxcoution he
attained.

So soon as the studeni can play the scales in contrary meotion and in parallel rmotion, in octaves, with
perfect certainty, he should practise them in tenths, thirds and =ixths,

YWhen he has acquired a firm, even touch, he shoutd practize them with different effects of light and shade,
patticularly with a ereseende in ascending, and a decréscende 10 descending, This prepares the way for a le which
iz almost universally required in muosical expression.  In crescende playing the too common haldt of burrying must
be carefully guarded against,

The beauty of scale-playing consists in its equelily, voundwess and wminferenpied comtinufly; there ought
oot t0 be the smallest indistinetness ; there should be neither hurrying nor hesitation : no note more prominent
than the others, cxeept where the composer bas indicaied such ao (otenbon,  There is a peecolisr charm
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in that swift and even process of pliding over the key-hoard, more particularly if the performer has a gracefnl
movernent of the hand and a guief, frm, yet vaferal and easy position at the piano.  Many hours of diligent and
attentive practice are necessary to overcome these difficulties, but the student may be certain that in good secale-
playing will he found the true and real foundation for an even, satiafactory, and musician-like performance.

THLE MAJOR SCALES,
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In octaves.

In tenths,

G major.

In octaves.

In tenths.

In sixths.




D major.

In occtaves.

In tenths.

In sixths.

A major.

In octaves,

In tenths.

|
{

In sixths.




E major,

""\'{' In actaves.

. In tenths,

In sixths.

B major.

In actaves.

v X

In tenths,

In Bixths




F§major
(G? major).
In octaves.

In tenths.

In sizths-

Dy major
(C¥major).
In aetaves.

In tenths.

in sixths.(




A% major. (]

In octaves.

In tenths.

In zixths.

E» major.

In octaves.

In tenths,

1n sixths.




In octaves

%

In sixths,

¥ major.

In petaves.

K B
In tenths{

In sixths,z
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In order to play the scales in thirds, refer to thoae in teoths, aod begin eitber &0 octave lower with the
right hand or an octave bigher with the left, retaining the same fingering. Al the acales may be played over three
and four octaves, and with hoth hands 2an octave farther apart; also with & contrary motion, which is executed ny
beginning with hoth hands in the middle of the kev-board nn one and the same key, the right hand then playing
upwards, the left downwarda, and so back again.
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THE MINOR S5CALES,

A minor,

B minor.

Y minor.

£ miner
{A»minor).

Cs minor.;’ :
% 4




E? minor
{Dftminor)

B2 minor,

F minor.

C minoer,

(3 minor.

D minor.
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In order td play the minor seales also in tenths and sixths, the commencement ol every major scale ol
similar title is to be observed, To play them in thirds, it i= enly necessary, az before in the major scules, to refer
to the tenths, which have to be begun either an octave lower with the right hand, or an octave higher with the left.
They are, like the tenths and sixtha, to be played two ocraves apart, and to be practised finally weth the contrary
rmotion also, beginning with both hands in the centre of the key-board on the same note.

Besides the way marked above, by which the sixth and seventh notes are raised in ascending, and
fowered in descending, there is another method of forming the scale, by raising the seventh note alon_e, but leaving
the sixth nnchanged, ascending as well as deecending, according to the signature,—whereby the augmented secend,

characteristic of the minor key, arises,

THE MINOR SCALES WITH MINOR SIXTHS AND MAJOR SEVENTHS
SAME ASCENDING AND DRESCENDING.

AUuGMEXTED SECOND BETWEEN Fl awp G§.
2

A min-::-r.-j

e

E minor,

B minor.

AusMENTED SEconp sirweEn DR anp Ef,
rat

F* mingr.




C# minor:

Gy minor,
or
AD minor.

D¥ minor,
ar
Eh minor.

B> minor,
- or.
AY minor.

F minur.j

l

< minor.

#

2

{31)

AUGMENTED SELOND TETWLEEW Aq anp BE,
183

x G Suediazc :

AUGMINTED SEcOND BETWEEN GH AND :’Lq. Ok F# AND G
] 1

2
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AUGMENTED SECOND BETWLREN Eb AND F#

(+ minor.

AvauENTED BEconp pETWEEN BB axp C#-

D minor,

) CHROMATIC SCALES.

The fingering marked 4, called the French, is the most wseful; and is especially to be employed when a
Jirm and wigerous tone is required.

That marked 8, called the English, is more suitable for passages that ate to be played lHghtly and
rapidly.

That marked ¢, the Germen or mixed method, is the least vsed.

We recommend the firsf lor special study ; advanced players may devote some time also 1o the second.

Te acquire the gradual swell of the chromatic scale, we cannot do better than to imitate on the piano the
soughing of ihe wind, ‘Thebeauty of the chromatic zcale lies, even more than that of the diatonic scale, in the
gliding suecession of notes; in the perfert connection of each link [or note) with the next: it should be Impossible
to detect any break or jerk. TFor this reason it may be recommended that the student play crescends whilst pro-
ceeding wpwards, and decrescendo in going downawards. The most wveeful manner to practise chromatic scales,
however, i5 the one indicated above,

MAJOR AND MINOR SCALES IN THIRDS AND SIXTHS.

These must be practised excesdingly slowly, and with never-ceasing attention: thu importance of the
utmost pliability in the movement of both hands should ever be kept in view.
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MAJOR SCALES.

The fingerng here given for the seales of thirds and sixths is that which 1s most convenient for the

exeeution of these scales in an even and well-connected manner, when the player has perfestly overcome the
difficulty of wsing the thumb with freedom an the black keys. (Compare with this mode of fingering the method
adwocated in the Supplemnent to Card Tausig's aetection from Crementi’s = (iradins ad Parnazsom.™)

It siztha.l

P -

* The Aogering of the scales of fourths (R 15) 15 almost the same a5 that of the scales of sixths; for instance:—
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In sixths.

In thirds.

In thirds.

In :ixths.{
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In s1xths.—g

In thirde
In =sixths.
In thirds




In thirds.
In sixths.
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THE MINQR SCALES.

In sixths.{

A minor,

In thirds.
In thirds.
In sizths.
In thirds.
In sixths

E minor.
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In 5ixths.

Ff minor.

e i

In 31xtbs.§

CH minor,
In sixths.%

In thirds.
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In thirds
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F minor,

In thirds.

In sixths,
1 : : :}- L)

In thirds.

It sixths.

In thirds

G minor.

In sixths.?’



D minor.

I thirds.

kL)

Ean)
gk
S

In sixths.

SCALES IN OCTAVES.

Fingermg for connected octaves, when they are to be played slowly :—

— 78 4

LI L]
XX X K X XX

¥ oo % &
A% |
-l! .._'1._' L1 - .!L! i ._:_JIFJ_

X

|

] o IHNPFPEr RSN
— .f—-—.i—L:J:—:t-:—n--j—q-q-Ji-‘ = J,—-_. ——

1 —t
— 13 I - g J
f— e — I I —1 I W
3 - o — =1—"“§x5’.§“§ix -
47 A3 x 4 X LI
A ] w 48 § WK
i F F 4
o —_—
p—_

When octave passages are ta be exeented rapidly, the plaver must connect them as smonthly a8 possible,
by a skilful gliding of the thumb and fngers, and by using the second and third fingers on the black keys, as well aa
by pasging the second and third finpers over the fourth {right hand ascending, left hand descending) and the lourth
finger under the third and second (right hand descending, left hand ascending),

Bezle af DF major.
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CHROMATIC SCALES IN THIRDS, FOURTHS, FIFTHS, SIXTHS AND OCTAVES
Chromatic Thirds, (Chord of the Diminished Seventh.)
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THE SHAKE.

We have said that the practice of the scal: gives smoothness and an agreeable tranquilﬁi:}r and stcadincss
tothe execution and thus produces a fecling of satiafaction in the hearer. In like manner we may affirm that the
shale, more than any other device in the technical matenial of pizooforte-playiog, gives fustre, brillianey, and elogance,
A good shake Iz really one of the brightest ornaments produeced b}: executive skill,  Anyone whe is desirous to hear
a gond example of the shake may readily do so by listcning attentively to the thrilling notes of a canary-bird ; the
warbling, the brlliancy, and the freedom of execution of this natural musician may well give us a lesson how ta
perform a good shake. The shake is nething mere than a tremulous or vibratory movement.,  Strangc to say, many
players who are able to execute a good, rich, and distinct {remolands movement do not excel in the shake itsell; and
their failure arfses from the simple rezgon that they do not allow zaflicient freedom and play to the museles, when
performing the shake. It is oot sufficient to produee the shake from the fingers only; the whols hand must move in
a thorougluy easy and supple manner from the wrist, and thus the wrist and hand aseist the fingers to move rapidly
and casily, The evenness of a shake is of far greater importance than ity actwal rapidity ; but it is evident that
when both gualities—evennesz and rap[dily—-canl be united, the reault will prove thorouphly eatisfactory The
follpwing manner is advisable for practising the shake with both hands:—
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This exercise ouglit to be practised in A similar manner on all the different keys, wsing the thomb om the
black keys.

o
o=




{ 43 )

‘I'he sign which indicates the shake is #+ If the shake is to be continoed, the modern composers add

OF B2 e, Bxtending ower the lHne as far ag the shake is to be continued. An example rom
J- B, Crater will best explain the sign and its exctution i—

the sign
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When a shake i8 very long, and the fingers tire, they may sometimes be changed ; but this resouree shoule
seldom be ermployed, as it deranges the position of the hand, and, if not very carcfully managed, canses a jerky
CRPTESSION,
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YWhen many deavending shakes succeed each other, the zmall notes ol the terminations are suppressed
‘execpling in the last), becanse the commencement of the second shake serves as the termination of the Orst:—
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Shakes In thirds are ingered in different ways ; for instance, thus :—
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Hhakes in fonrths are fingered like shakes in aixths, thus :—
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The mordente (or tritl) is a briel shake indicated by ihe sign # placed above the note on which it [s
to Le nszed, and is sometimes execoted with one and sometimes (in slow movementa and old clavecin music
signed thus—wuw ) with two turns, thos —

CHORDS.

I. FIRM CHORDE.

The chief requisite for playing chords effactivety Is the possession of suficient and cqual strength in all
the fingers. Whether the chord is formed of three, four, or five notes, the distinctness of the middle note or uotes will
he abways the essential and most important point. It is but rarely that teachers are gratified by hearing their pupils
play good, firm, and distinct chords. The medern tendency to play in the broken or arfisgpio manner has beconte
a0 generally diffused, that some perlormers seem to consider Arm chords as altogether obsolete.  The chord, when
firmly played, is the expression of determivation, strength, and earnestnesa; the broken chord, or the drpegeriande,
vn the other hand, is the expression of softness, languor, despendency, and irresolution.  The one may Le likened
ta the mnn, the other to the woman, ir Milten's graal epie i —

" I*or conlemplation e, and valowr formed
Fer soliness she, and ewect anrictive grace."



the player.
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The reason why few performers excel in playing distinct and brm chords is to be found in the fact thag
the majority of players do not raise the fngers kigh enovngh ior striking the keys effectively down, The fingers
ought in this case to be reyarded as hammers ; a decided, firm touch cught to [eave no doubt as to the intention of

‘The following position of the arm and hand for playing firm chords is recommended ;—

1t may be advisable to besd the fingerz & little whilst playing chords ¢ by shortenig our fingers we gain
in what may be called **the poweraof attack.” An outstretched finper cannot cxert 5o much nervous force az the bant
finger; the outstretched finger touches the key with the fleshy part; the bent finger with the hasder tip, which, by the
help of the bone and nail, posseaszes greater power, and consequently gives more certainty, distinctness, and precision.
A firm chord muat posscss a certain risging, vibrating quality ; but by all means let the performer carafully aveid
the besetting temptation to $hsmp. Thumping, or the unregulated striking of the keys, causes the hammers to
touch the strinpa with a sidelong motion, and produces a dry, muftled zound, without crizpness or expression. Thos,
thumping produces merely noise; but a ood, energetic, yet elastic pressing down of the keys shows power intslli-
gently applied. The beanty of the firm chord consists in its erispness and sonorous quality.

[Extellent examples of the eplendid eJect of irm chorda an:‘l:u be found in the peesticsime of Beethoven's Grst Sonata: in the pame
masters Sonata (o, 23}, Op. 57, first movement, seventeenth bar; and 1o biz socalled Waldatein Sansta (Mo, zr), Op. 53, 12st movement in

the fF part, beginning afiee the minges,

taneously.

See alse Schumann, Op. 13, Yariation ¥e. 3.3

1I. ARPEGGIO CHORDS.

Arpegzio chards, or harp-like chords, are those in which the notes ars struck consecntively, not simul-

The arpeggio or arpeggiande, particularly when applied to accompzniments, and executed in a soft,

delicate, and graceful manner, forms one of the greatest beduties of piznoforie-playing.  Qur great composers—-
Bach, Haydn, Mozart, Beethoven, Mendelsgohn, and Sehumann—understood thoroughly how to avail themselves of
the really indescribable charm which the arpeggio possesses; bot they used this effect with moderation and dis-
cretign, not [ndisciminately and extravagantly, as it is tog [requently uzed at the preseni time, Like the seale, the
arpegoie requires evenness and smoothness to produce an agreeable effect. In compositions where the melody is
sustained and is halb-hidden, as it were, like a beagtiful face eoversd with a diaphanous well, the performer can
The ivllowing examples will show the different efects of the arpegrio :—

exhibit the arpegeio to the best’advantage.

Jun. SEBasTIAN Bacul (L685—1750).
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IX.  Moderata espressivo. JouN Barrizy Craper (1771—T1858).
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FErDInarD Rinz {1784—1838).
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i, Cawr Creryy {17g1— 1857,
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XIX. . 13 SimisMunD TUALDERG {1812=-1371).
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‘I'he pumber of pianofortc cfifects derived irom the arpeggio is iculy astorishing.  As preliminary ar
preparatory studies for the correcty even, and fluent execotion of broken cherds, the following examples may be
recommended. To save spact only one stave ia filled up; the Anpering adowe the notes is to be taken by the
right, that under the notes by the left hand :—
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The following studies are recommended for acquiring faeility in all possible kinds of arpeogio playing 1 —

Clementi's ©* Grades ad Pamassum,™ Noa, 13, 24, 30

Cramer's * Exercises " {Peters’ Edition), Neos. 5, 12, 15, 18, 21, 23, 24, 27, 33, 3%, 48, 58

Czerny's © L'Art de délier les Doigts,” Op, 740, Nos. 2, 6, 12, 14, 15, 26, 31, 16, 44, 47, 50,

For exteuded arfeggios, see Chopin's © Studies,” Op, 10, Nos 1 and 115 Op. 25, Nos. 1 and 12; and the
u Spdies™ of Ferdinand Hiller, Iznaz Moscheles, Stephen Ileller, Sigismund Thalberg, Ludwiz Berger, Frane
Liszt, &c. &l these * Studies,” however, are for more advanced performers, for beginners, the © Twelve
Arpegzio Studies” by A. Krzuse are very recommendatle.

TREMQLO LEXLRCISES.
In these exercises the key is struck-—1, with a somewhat extended finger and in an elastie manner;

2, without such extension, each ﬁnger being maved downwards and raised as usual.
s:’:xazrxa:‘r:ﬂ:a!‘!‘! g oM

I POt g ol I o L O bR )3 ot -0 g
- I i
ﬁ = Ep-ﬂ-ﬂ-rrrrrrr Cessdnsdredsvee il Ly
R d mAEFREAEAEES r rar arr Fuars e AT EFLTEFE R ise " " rrAE RN
i FI’"'F!":"'"«""-'__,“?_IE:.-erpppwp--_
r"—f R N T T T AT e e | :I_—I:_—IN—Ia_—Ir_—Ix—zI_I_-Ix —

|
- s
|




. & - b L. » - Ze. - . o b
= '__‘_'.—F::"?PF—“PE# o i i o o - e Yy — i =
! = e e e we ear  R E  A E
. . === -
l“:j : : —_—'ﬁi—r—rﬂug -—-—E - ! | tﬁl‘!:?:':"'"-*- 1!'""' -
1 - i-__ I L) — = } 'i'_.' 1. F." -
™ - s Fd i - : = {
O e e = ; === h

— I I rrys oy BN X N N
Ty PN o - _I-E- _’__i ] 4 '_',r_'_p_r_ - o
. 1 phy ey L L N 2 [ | I3
(1 3 - } L r | el | i - - _1_,__.,_:"
== - - : = e ! - i 1] o
T e L B I B4 —

STUDIES IN THIRDS.

1o playing thirds, fourths, and sixths, great carc must be taken to raise the two finpers t0 an syual height,
and to strike their respective notes at the same fmsfent, su that not the slightest separation of the double notes may

be perceptible, In the hcginning. the Iollowing exercizes muet be played stowly and deliberately —
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CONNECTED FOQURTILLS.

Tn exercises on connected fourths, 3 smoath, egual, suppls, and elastic position and movement is still moe
required than in ihe playing of thirds, The greatest atteniion should be bestowed on acquiring a stcady move-
ment of the thumb; &l the following examples must be learned in the strietly fegede siyle; all jumping, jerking, or
slovenliness rmust be rigorously avoided :—

STUDIES IN SIXTHS.

An even and distinet perfurmance of sixths is very diffieult for players with small hands, The greatest
attention is to be bestowed on the movement of the fhird Anpger.  Sixths, played lrpalo, must be pedformed with an
entirely frer atd nateral movement from the wrist, Only persone endawed with extraordinarily large hands can
play sizths with a motionless wrist,

As a preliminaey exercise for stretching the fingers, the following may be naeful i

] .

. Eggg,ﬁu e
Right Hand. H —d—-'-—i—-' Left Hand. — ___dj

My~

(%] "l""

The semibrove must be firmly held down.
The student having now carefully mastered the foregoing exercizes, the following are to be taken in hand.
The execution must be slow and careful; and apain, paréicular care §5 to be besfowsd wpon Fhe Hhird fuper,
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These eight examples are afAerwards to be transpoged and practiS{:d-in all the diffcrent keys.
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After having sufliciently strengthened the fingers by these preliminary ezerciscy, the stuaent may proceed
i the following cxamples 1—

These examples ouzht also to be transposed inte different keys with the same finpering,
For teaching the method of practising thirds, connected fourths and sixths, Carl Czerny's Toccata, Op, gz,
in € major, is invaluable.

OCTAVE-PLAYING.

‘I'he effective execution of octaves is onc of the chief tests of a really good performier; for octave-playing
requires not only great skill in manipelation, and a swift and smooth movement of the arm, but also a complete
frecdom of the wrist, with a certain amount ¢f real and positive physical atrength,  The finpgers onght to be kept
always at the same distance rom the keys, and should act with the «uickness and suddenness of a steel spring.
For an efficient and smooth legate execution it is indispensable to usc the third finger on all the black Leys | but
perlormers whe have large hands will find it very comvenient and useful occasionally to employ also the second
finger on the black keys. The thumb must be kept as closcly as possible to the key; it ought to slide, to creep 2long.
In slow pessages it will be found advantageous to supplement the fourth with the third {or, if poasible, the third
with the second) finger, as thiz method ensures a greater continulty and smovthness of expression. The student
oupht also te try to obtain a kind of wndulaiing movement of the hands; for this gives the fingers a motion
complotely independent of the arm, and thus adds to the smoothness and gvenness of execution.

Staccaty ovtave-playing is, however, subject to quite different conditions. Two systems may be employed.
The first consists in playing with a st elbow and stiff fingers; the second, in playing with a completely free and
logs¢ wrisi. ‘The first method produces a ¢learer execution, which, however, may be deficient in fone, and is apt to
betray the weak peint of the pianoforte as an instrument—namely, the percussion sound ; the second method will

produce a richer, more sonorous tone {eometimes also a quicker execution), but with less distinctness.
E



We pive a lew examples to be practizsed from the wrist . —
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The following examples are to be practised in both manners} first from the wrist, secondly with a sl
I the second manoer the time muost be rather slower than in the first ; and throughout, the fourth finper of
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the right hand is to he uzed on the vpper notes, the fourth of the left on the lower notes (—
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From the wrist and also with a stiff hand ; io the latter cnsc, the fourth finger of the right hand for all
ihe upper keys, the fourth of the left for all the lower kﬁ}rs —
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‘I'he following example combines both manners :—

Ay o " -
g

As sxcecdimgly useful stydies the following are recommendad :—

Clementi's “ Gradus ad Parnaagum,” No. 65 [Tansig's Edition, No. 26).

Czerny's No. 33 of Op. 740, -
Moscheles' # Study in E fiat minor,” Op, 2a.

Hummel's Op. 125, No. B

BRummel's Op. 18 (the latter part of the Fantasia)

Kessler's No. 8.

Hiller's Nos, 1, g, 24.

Chopin's Op. 25, No, 1o, '

Beethoven's Op. 54 [First Movesneat).

PART-PLAYING.

This department of pianoforte-playing iz really the most difheult of all, az it requires ahsolute inde.
vendence, It demands an fudividuality for cach finger; but at the same hime, proficiency in part-plajing is an
indispensable qualification for every performer anxious to do justice to the great works of ooar illustrious clasyieal
composers,  Sebastian Bach's I'ugues, Haydn's, Mo=art’s, and Besthoven's beauntiful Slew Movernents, one and all
require a perfect independence of the five fingers In eat¢h hand for bringing out the manifeld and subtle points
1n the compeaitinn, and for the just interpretation of the composer’s meaning and intention. The following examples
will elucidate the nature of part-plaring :(— )

1. Andante. # =50 Jowaww SreasTian Bach [1685—1750),
This to be treated ke a Soprano part.
'h: i ﬂr i 1 i
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P This to be treated like a Contralys ; faller and
richar than the Saprana patt.
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This haa ta be kept subordinate to the others, but perfectly distinct and aceurate,
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L . Ph Mogart [1756—1701}
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This example requives a striking differencs of tene-quality in the quaver and the crotchet passages,

1L L. van BErTIovEN (1970—718z27].
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This example explains itself.

Andapie. Cari Marl4 vor WenEr (1786—18z6].
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The part indicated by "i."reber as ferra must be played with a richer tone than the accompaniment ie
semiguavers.
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v. Moferaio, (J: 116, ) Juay BaemisTR Coamer (1ppr—iHsh).
- o

‘The part a should be played with a full, rich tone; & in a kind of murmudring manner; ¢ distinet, but not too
prominett; 4 full and very sonerous,

Amang the best preliminary studies for part-playing are Sebastian Bach’s ﬂfteen two-part Inventions
and RAfteen three-part Symphonies. Alse in Handel’s Suifes (for instance, the Suite in D minor, the Air with
Varationa), and in Ramean's and Couperin’s pieces, many beavtiful examples of part-playing, cr the polyphonic
style, are to be found. An unlimited sumber of beautiful examples In thia style are also contained in Haydn's,

Mozart's, and Beethoven®s works.

MODERN ORNAMENTS AND GRACES,

- The small notes which serve as omaments to a meledy are the appogginiura, the agecigecatura
{erushing), the slide, the gruppefto or fuwn, the shake, and the mordenie or frawsienf shake. [Concerning the
shake and mordente, see the chapter on the Smake.)

Appopginturas and aecigccnfuras are amall single notes, resembling each other, but differing in the mode
of performance.

The appoggiatura, whlch is never more distant from the principal nete than a tone akove or a semitons
below it {unless where it is a mere repetition of the preseding note), usually divides the time with the priocipal

note,
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In the old seheol it was vnderstond that they should shate in the time with the principal note—but they are

now to be played quickly and Yightly, before the time of the large nota. - .
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The turn {gruppetio} is composed ol two, three, or four notes, aseending or descending, which should be
closely united with the principal note, except in slow expressive passages, when it may often be played much
glower with gaod effect,

iz performed thos:

This passage Ailegro o o =:=_| T—r':f“ll - =
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An pbbreviation is sometimes nsed to express the above torn, thus, av; 2and Humme! recommends that
when the turn i3 to begin with the lower note and to ascend, it should be written thus g,

Dracending tuen, Azcending tum,

- T 1] I | [ i 0'1': i
Y I 11 i 1 I ot 1
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e/ Effert, Effect.

IV the highest or lowest note of a tum reguires a &, b, or 3, theae signe are placed over or under the
abbreviation.

p r;-: E
ety L
. G— : ! e e e
e Played thoa. Flayed thus, Played thus.

Groups of four small notes, ascending or descending, often terminate with the note on which they have
commenced : there are, however, exceptions to this rule :— s

N I 1
Ui B L

Cxceplion.

‘The embellishment or grace ought alwaya te be played more delicately than the passage which it is intended
to adorn or embellish. 1n modern pianoforte music the ornaments are generally written in smaller notes, thus
implying that the tone, like the print, ought to be diminished, The following example is from Chopin:—
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Fur embellishments, manners or graces of older music, see page fg.
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UNEVEN NOTES.

Almoest cvery student finds it very difficult to piay a group of two notes tegether with wvoe of three, or
one of four with another of six, six with eight, or sight with twelve; generally the effect produced suggests the
idca of Wmping, er of & jerky or spasmodic movement. This diffieulty ¢an be overcome when the four and six
notes, for instance, are plaved together exceedingly alowly. An example wili explain the mode of proceeding :—

L. waw Degraoves {1770—1823 )
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The student counts, in the right hand part, six semiguavers to ezch erotehet ; in the left hand, however,
only four, The follawing is the resule :—
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It cannot be two strongly recommended to the student to examine and analyse gl such polnta with
extreme care and deliberation. This very process of leaming slowly, of examining and analysing the figure, assists
the student's ear in mus=ic az much as the magnifying rlass helps the eyc of the scientific stodent of nature,
in h'&»:oming acquainted with the minutiz of an object.

THE USE OF THLE PEDALS.

The vse of the pedal on the npht, sometimes called the *lownd pedal,” is to raise from the strings the
dampers, which check the vibrations of the sound, and consequently, to inerease the volume of the tove, It iz
therefore evident that the pedal ought strictly only be applicd for passapés of vne harmony, care heing taken to
release it whenever the harmony changes, or when the passages are composed of notes in either diatonig or
chromatic suecession.,

The pedel on the left, called the © zaft pedal ™ by shifting the key-board, causes the hammer to strike one
wire ot string less than the vsual number, I used properly, and if assisted by a delicate touweh, it produces 2 most
exeellent effect; il the perflormer, however, does not reduce the powsr of touch when using the pedal, it will do preat
harm to the inetrument, begides producing a nassl, muffled tone, which bocomes monotonous and wearizome.

The music of the modern sehowl, wbounding in medulation, obliges the foat to be kept in almost perpetual
motion, and therefore easily puts the pedai out of order. The pedsls ought te be pressed down so gently that
thia mowement of the foot is perfectly inandilile, .

Pedals ought never to be used for the first practice.  Many performer: who ate deficient i preeision, por-
rcctness, and clearness; conecal their want of skill by means of the loud pedal. The result is, however, 2 mere
confused noise—a kind of musical ehaecs, which &t once acts most detrimentally on the progress of the student and
Tatipues the listener,
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In stacoate passages the pedals cught never tobe used, for the simple reason that by using them the staceate
ceases to bave the effect of delached notes.

These are merely the chiel principles for the proper wse of the pedals; the limits of our lreatise do not
allow s [0 go into details, The student who. desires to become acquainted with a rational usc of the pedals is
advised to lock carcfully through Beethoven's Sonatas, beginning with Op. 27 (the so-called Moonlizht Sonata),
Moscheles” Studies, Op. 7o, Thalbery’s Fantasias, Chopin's Nocturnes, Mendelssohn's Sonps without Words, and
Liszt's Transcrigtions of Schubert's Songs.

FINGERING.

The fingeritg ought to be practical, and cught thoroughly to accommodate itself to the peenlianties of
the construction of the hand ; it is therefors alnost impossible te lay down striet rules for fingering.  One general
rule is certainly that, as the whaole system of pianeforte-playing is fopunded vpon the scale, the fingerng ought to
approach as mauch as may be to the seale itsell.  The fingering for broken chonds is absolutely the same as that
used for irm chords ;) in mixed passapes, the performer has te Bnd oul the siructure of the chord to determine the
system of fngering. For example—

Fingering for iarge hands,
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In passages like the following—

the fingering becomes evident, through the sequences.

In passages like this {Beethoven, Op. 73—
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the fingering & will best suit weak hands; that marked b is practical for stronger hands.

In passages like the folfowing—
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the ﬁngermg a wﬂl be found best for small and weak hands; b for hands of a larger size; ¢ for large and very
powerfyl hands.

A very inpetions mode of fingering is given by Chopin t—
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[ndeed, the mode of taking the third finger after the fourth in aseending, and the fourth after the third in descending,
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indispensahble for the proper exeeution of Sebastian Bach's Fugues, is also very necessary in modem music, An
excelient example of this mode of fingering is given in Chopin’s * Stody in A miner,” Op, 10, Xo. 2. Further
excellent examples of the practical, systematic, and thonghtful application of fingering are, amongst others, to bs
found in Johann Sebastian Bach's * Suites,” edited by Griepenkeri ; in Czerny's ! Scheel of Velocity,” Op. 239, and
«L'Art de délier les Doigts,” Qp. 740; in Moscheles' ¢ Stoudies,” Op. 7o; in Liszt's “Caprives,” after Paganini;
atid in Hummel's  Studies,” Op. 125. The following few hints as to gensral principles to be obacrved will be
found useful:—

In the use of the fingers let the player be puided by the construction of his hand, which should always’
kecp its natural position.

The fingering for pieces which demand a rapid execotion must be laid down aceording 1o strict rules, and
ought 10 e in harmony with the rhytbmical accent to be given, Take for an example Chopin's «* Study No. 4,7
Op. to.

The same fnger ought not to be used opon twe adjacent keys, when the tones are to be connected,
Exceptions may be foond in part-playing, for instance in four-part fogues. The thumb shonld be freely employed
on hlack keya, when by this means a uniform exeeution can be obtained,

For pianissime passages a wide fngering should always be taken, as any constraint wper the muacles
might interfere with that supple and easy movement of the hand which is indispensable for soft playing.

Let the player diligently practise the goict changing of the fngers upen a single key. We give an
example by Dr. Schumann ;=
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V.—0ON PRACTISING.

Practsing is net merely 2 mechanical work, but has also an intellectual phase which, when properly
developed, produces good fruit, in saving time and trouble, and in a readier achievement of the wished-for result.
T'he first condlition for a pood and useful practice i3 & judicious apportioning of the time at the popil's dispossal.
Taking the minimum of time that can with any good result be devoted to pianoforte-practice, namely, one full hour

daily, we would recommend the following distribution 1 —

Minutes.
Techuical exercises—scales - e
Study e . cen crn s I5
Classical picce, one movement of & Sonata, or 2 single classical piece .., 25"
A lighter piece {drawing-roam music} ... - e 10
§o =1 houw,

Ii the student intends to devore his life to the musical art, four hours daily are indispensable, The first
division of this period of four hoors noght not to exceed two full hours.  These twe hours might be apportioned in

the following manner :—

Minutes.
Technical cxerecises—seales, singls or douhle 0
Studies ., 30
Sonata or Concerto - 40
i 20

Lighter piece {drawing-room picce) ... - - e -
120 =2 hoors,

The amateor stwdent will generally find a little spare time in the afternoon, say forty-five minutes;
these forty-five minutes cught 1o be used thus :—

Minutes.
Playing through the study learnt in the morning, with repetition of one or two leamnt before 1o
Classical piece, with repetition of ous or two maovements learnt befos .. 20
Reading at sight or playing from memery ... ig

45 Iminutes.

The professional student may use the second portion of his day’s practice, the two afternoon houra, in the

Iollewing manner :—

Minutes.
Technical Exercizses o 20
Studies ... 20
Sonata or Concerto 30
Repetition of former pieces ot o - - 20
Exercising the memory or reading at sight ... 30

720 =2 hours,

Every piece, study, senata, concerto, &¢., vught to be analyaed, so to say prepared fur practice ; the most
difficult parts, previously carefully fingered, to be attacked first ; the melodious parts to be played every time with
proper expression, The technical passages have to be practized withort pedal, and in moderate, even sfaw time,
Whilst practizing, every sign of expression has to be carefully attended to.

An zbsslutely even balance between the physical and mental powers, with regard to health and vigour, is
necessary for a satisfactory practicc. It is not the gmantity, but the guality of practice that ensures progress. A
merely mechanieal or thoughtless exercise of the fingera may strengthen the muoscles and sinews, but will not pro-
duce real progreas; only when the intellect initiates, assists;, and directs the mechanical peactice, can a satigfactory
progiess be attaioed '
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The lollowing maxims of Schumann may be talen as a gereral guide for practice s

“ Never Jingle,  Play with steady application, and abways finish the plece.

wTardiness and hurry are both great favlts.

“ Take paing, and play easy pieces well and neatly: Letter this, than an indifferent performance of
difficult ones.

“ Play always ag If a master were listening.”
I have here to add some personal advice for the atudent ; it is a3 follows r=—

Consider technizal exercises as the daily phyaical exerelse which is necessary to keep you in health.

Always come to your lesson with honest goodwill, and with a sincere desire to advades and 1o impeove,

Do net get hold of the notion that your teacher finds fault with you for the mere sake of fault-fnding,.

Always be assured that ultimate suecess will ensue, if you give yoursell the trouble to work for it success
may be deferred, but it will come at laat.

Remember that a gued composition is worthy of a good practice,

Repularity, system, and precizsion are not only exccllent peneral qualities, but may he reckoned among
the principal conditions that cnsure a wseful practice and puarantee a specesslul pedormance,

Do not stammer throngh pour practice ; il you stumble in a passage, leave off at onee; then attack the
abstacle again and again, till you manags to overcome it effectually.

Mind and body must both be vigorous when you practise.  If you fecl unwell, better leave off for awaile
until you have recovered.

Afake vourse!f acquainted with the lives and portraits of the classiea) composers.  Your interest in thom
will thus be heightened, and you will seem to meet them in their works,

VI—FEELING;,—LEXPRESSION.

Although Feeling emanates from the heart, and cannot be redueed 10 mathematical miles, there are gegercsl
laws of interpretatinn which even the most enthusiastic and sympathetic person must recogniac and obey. The
cutward means for exhibiting feeling and expression are by playing aoft (piens) and loud (forfe), increasing the
tone (erescenda} and diminishing its force (decrescendo or diminuenda), sustaining the notes [legais), playing them
in a shott unconnected manner (séaceato}; —to pléy with great quickness (allages] or slowly {rdagio or andante), o
hurry or accelerate the movement (acrelerando or séringendo), or to lessen and decrease the movement (rifenuéa or
ralfentands), Tor the distinctness and comprehension of the time and the steucturs of a phease, the appearance of a
melody, the poculianty of a harmony, aerents are indispenzable.  To keep strict time is another necessity for plaring
with leeling ; the individual feeling of the performer must be subordinated to the eriginal intention of the composer,

ANl cxagperation in fleeling leads to caricature; and by the repcated application of the same mode of
expression to different subjects the atyle deteriorates into mannerism.  An exaggercated accent may cotirely spail
the beauty of a figure; for Instance, if the following passage of the Finale of Becthoven's Sonata, Op. 26, were
recommended by the teacher 10 be played, for the sale of distinctness, with a gentle accent on the frst note of the
grony: of four, thus—

~ .
e

and the pupil were to perform it thus—

this would bc cxazgeration. The rceal beauty and effect of the crescendo and decrescendo, the aceslerando and
ritenuio, vonzist in their well-defined and carefully-weighed pradations, in their regulated growth and decline, in
their increasing animaltion, and almaost impecceptible return to calmness and quiet.

Anachronism in fecling ia anothey great mistake. No player bas a right to introduce into a piece a fucling
incomipatible with the period in which it waz written. If we were to play a aimple, unpretentious, yet charming
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Gavotte of Sebastizn Bach with the same fire, energy 2nd dash which it iz quite right to infuse inte the execution
of Weber's brilliant Polacea in B major—il we wers to play Handel's < Harmonious Blacksmith ” In the same style
as Thalberg's = Home, sweet home "—this would be anachronism; because we should be employing certain means
which the state of the instrument in Bachs time did not admit, and therefore these effects could not hawe
possibly enterad itto the composer’s mind and intention.

Even if we do not go se far as {o lay down 2s 2 rule that the soft pedal cught not to be nsed tor delicete
passages in Scarlati's, Ramean's, Bach's and Handel's works, for the reason that the pedal was inventsd at a
much later period than that in which they wrote, we must protest against the growing and pernicions feshion
of substituting for the vencrable, quict, sedate and dignified eapréssion of these masters, the medern, rather
exagperated, and sometimes spasmodic ¢haracter which mest of the present performers consider the cxponent of
real fecling. ** Begard i as sometling aboninable," says Dr, Schumann, » fo meddle with the pleces of pood wriders,
either by alteration, by omission, or by the introduction of new-fanpled arnaments.  This &5 the prentest indipuify yvou
can inflict on art” )

VIL.—THE DIFFERENT SIGNS OF EXPRESSION.

Large, slow. Crese., erescendo, increasing.
Larghetta, leaz slow, Decrese,, decrescenda, decreasing,
Leata, lingering, Dim., diminuends, diminishing.
Grave, heavy. Aceelprands, accelerating,
Adagio, less slow and broad than Largs, Mancands, diminishing,
Andantine, rather slow. Calando, getting more quiet,
Andanie, slow, but with movement, Smorzande, dying away.
Allegretto, cheerfluily, —e———" from soft {o loud,
Moderafo, modemtely. ———=——from loud to aolt.
Allegra, lively, The sign for sfaceats, detached, is:—
Fivaer, vith animation. - e n o

sfageake.

Vizacissima, fiery,

Fresio, very quick. Hﬁ%
' - | = | ar
Prestissime, as last as poasible. d . executed r.:-.-:

Aszal, very.  (Allegro assai, very quick.)
Un poce, a littls,
Ln poco pid, a little more,

A

LR
of slactalissima,

Mene, less, exsaybed —

Non froppo, not too much, j —

Molte, much,

=— Oor & over the note, means sf, (sferreis) or The sign for legals {Imund 5'15[51;“5'5} is:

rfz. (rinforzaio), stenpthened,  “I'his sign s

uecd for single notes euly., T %ﬂ:ﬁE
I‘L“'L.l'

2, pinne, soft.
2. panissime, very soft.

Ten., tenudo, hctd, means to sustain 2 zingle rote.

nif, meszo forie, hall-loud, M, M. (Maelzel's ‘vIetmnome}+

F forte, loud. .1_& 40 to .ﬂ_,_ Largo.

I fortizsimo, very loud. o= 210 #= gﬁ Largheito,
S the first note loud, the others soft; for example & =100 10 o= 126, Adagia.

2 D o . o d=136to #= 152, Audante,
o ﬁ1 cxeculion : oz 160 to &= 184, Allegro.
v of

I # #= 184 to #=208, Presto.
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VIIL.—GRACES AND MANNERS, AS EMPLOYED IN OLDER
CLAVECIN MUSIC. '

Franpols CoUPERIN (1713},
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IX~THE NECESSARY CONDITIONS FOR A GOOD PERTFORMANCE,

Technical execution is certainly one of the indispensable atiributes of good piancforte-playing.  All the
performer's cnthusiasm, fire, feeling, and fancy will net avail him electually to coneeal mechanical deficiencies;
and the style of his playing muat, without the possession of a cortain technical efficiency, remzin broken, spasmodic,
in short, impetfect, Technical exeevtion represcnts, ao to speak, the dress in which the performance appears ¢lad.
Let a thought or a sentiment be cver sa grand or true, if the werds in which the thought or sentiment is clathed
are wesalk, mean, and inadequate, the Impression left will be cemparatively feeble and transient. This alzo holds
good with rogard to technical execution; so long as neatness, clearness, and evenncaa are wanting, the car will
never bo completely pleased ; we may be gratifed by the “reading”™ of single passages, but we cannet experience
a thorough satizsfactinn at the periormance generally.

« Abowe all things," says Mozart, ©“ a player should posaess a quict and stcady hand, the natural lightness,
gmoothness, and gliding rapidity of which iz so developed, that the passages flow like 0il. . . . . all notes, graces,
accentg, o, most be bronght out with fitting expression and taste. . . . . Io passapges we can leave some noteg
to their fate, and no onc may notice it; bot is that good 2" ’

A consclentious and faithiu] regard to all terms, signs of cxpression, indications of c¢hanges in the time
given by thc compaoscr, 15 strictly necessary ; 50 is alsn an artistic refinement that seeks out patiently and carefully
8l the hidden beaunties; an energetic will that does not grudge the time and troublc to try over and over to fing
out the beat mede of fingering, the moat comprehensible and clear siyle of playing ; and a never-ending zcal by
which the pecfermer may be said to identify himsell with the composer, and which coables him to present th!: work
in & natural, theroughly comprchensible, and entirely satisfactory manner,

+

X—THE ORDINARY TFAULTS IN A PERFORMANCE.

The faulta moat frequently found in pianoforte-playing consist in cxagperation of fecling and expression, in
tao stropg or eyen vehement accentuation, and in want of rhythmical feeling, indistinctness of execution, a
continual change of time, hurrying or dragging the time; glurring, an indiseriminate use of the pedal, thumping,
want of evenness in the movements of the hand, the habit of throwing the body about and of flinging the hands
inta the air; lack of acturacy and faithfulncas in interpreting the eriginal toxt, interpolation of strange passages,
changing the terms of expression given by the composer; vnnecessary doubling of the notes where the author
desires single nates, playing in octaves the notcs with the little finger indistinetly, and last, not least, playing
chards in the arpeggianda manner where firm chords are indicated.  All these are fanlts worthy of serious censure,
angl should be carefully avoided,

X1.—ON READING AT SIGHT.

The art of reading music at sight oupht to be studied according to the mtional principles of peneral reading.
"Mhe ehild first Jeams the alphabet; the letters are represzented in music by the notes. The next step is to pot
together syllables ; these syllables are in music representad by the intervals {struck together). A step further bninga
the child to speliing the entire word ; in music the chord is the word., Taking an average we might say that an
pedinary pices, such as children of seven to ten years generally play, is made up of from ten to twenty chords, The
frequent appearance of such chords as the scventh, the 6-4 churd, and others most in uae, leads by depress t¢ such
an intimate acquaintance with theac chords, that the child soon knows the face or physiognomy of sach ong,
recogniges it at once on its reappearance, and is saved the teeuble of reading oot all the notes of which the aaid
chord comaists. A compaosition is madc up of chords and Bgures—which figures are agaii seales and broken chords ;
a slower figure s the melody itasll.  The following may be designated as the rulea which have to be ehaerved for
reading at sight, Belore we begin the piece, it {s indispensable to make opurselves familiar, hrst, with the timc;
secondly, with the key | and thindly, with the fignres and passages that eccur in the picce.



From this superficial glance the following roles result ; first, if the tima is very slow, we have to find out
whether we count crotchets or quavers; secondly, if the key iz a difficult one {In five or 2ix sharps or flats), we must
impress on our memory fost particulady the third and again the lending notes of cach key: we shondd omce or
twrles play fhe primcipal scale and the relative minor (or major) scale, and finally the scale of the lower or higher
deorinant of the principal key; thirdly, as regacds the passages and figures of the piece, we oupht, beiore beginning
to play the piece, to lock over each and every onc of its pages, as it may happen that the first pages contain only
simpie and easy matter, and a more diffieult passage may quite unexpectedly make its appearance. ** Should anyone
place a composition before you to play for the Grst time, look it through previously,” says Schumann. In reading,
we mght to advance regulatly and quietly, There is ne uze in stopping when a mistaks has been inade, and returning
to A passape that bag been missed; for this would be in fact firectising, not reading ; nor should the reader ever he
afraid of breaking dewm. With a good hearty will, with a self-concentration that shuts him out from all that is
roing on aronnd kim, and with his faculties bent on the matter before kim, the reader must proceed regularly and
systematically. Bconomy is a chief attribute of reading. By this we underatand the faculty of avoiding wnneccs-
sary dwelling on what haz alrsady been read,  There arc hundreds of paseages that consist mervely of repetitions, or

are variations of one particolar chord | we may, for instance, take a chord of the zeventh like This chord,

—_— ———— €

consisting of four different notes, pnamely, £ Patnd — allows of four difterent positions, namely,
[

- A | 1 , _ ,
& e Afier a short time the attentive stodent will recognise and remember these dilfersnt

positions, and will become acquainted with their design; so that he has merely to read the firet of the four notes, the
three remaining notes falling into their places quite naturally, especially if either hand guarantses the harmony. Just
g0 it is with scales. The practiced eye detects at once, astisted in this by the other simultaneoss parts, whether the
sCale i5 4 major or minor one, whether it {5 intermized with other fipures, such as turns, &e.  Wkhere it is merely a
simple scale, only the starting notes have to be read, and the eye hasz to plance at the top or finishing nate: thus
the reading of perhaps thirty or forty notes is saved. 5till easicr is it with chromatic scales, ag of these we read the
lowest-and highest notes anly, To gain confidence for reading at sight, it is well always to take an easy piece for
practice in reading, # piece not only easy as to technical exceution, but also in a simple key, such as one or two
sharps, and two or three flats, The practice of reading at sight onght to be regularly kept up, and this practice
cupht to be assoriated with the greatest variety of material to be read, Dilferent kinds of siyles oupht 1o be
gelected. TI the student has the opportunity and the lcisute to read a picee over a sccond time, he will deem it 2
duoty to play it befier than the Rt time ; the third time it will go better than the second ; indeed, we might deseribe
the stages of development in successive reading at aight thus 1=

First reading—atl the notes have to be played.

Seeond reading-—the accents and tenns of expression are to be correctly given.

Third reading—the spitit and general expression of the piece can be produced.

Flaying at sight is a kind of economie mosical knowledge, 2nd the following conditions are necessary o
itz fivst, % oo prounding In technical exscution, secondly, a regular and systematic knowledge of fingeriog;
thirdly, a cheerful and ready disposition; and fourthly, undivided attcotion and comcentration of the mind on thre
work in hand,

XII—EXERCISLES —STUDIES,

The Exercize may be defined as a figure or paszage that is to be repeated over and over again withonot
any varialion in the harmony or melody ; its object is to impart technical facility, The Study, on the other hand.
is a short musical picce which presents the figares of the exereise in & variety of designs.  Thus, the cxercize may
he rermned the raw material, the stody the munofactored article.
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Among the technical exercises that combine thoroughness with a systematically amanged design in

rradual developrent, we strongly recommend r—

Plaidy, Louis, ¢ Technical Studied.”

Knom, Julius, * Materialien fir das mechanische
Klavierspiel.”

Herz, ., " Gammes et exercicea.”

Among the studies for beginners, we recommend :—

Grunner, C. T., Op. 412,

Chwatal, F. X., Gp. 105.

Czerny, Carl, Op. 135,

Schmitt, Aloys., Op. 16.

Clementi, Muzio, * Preludes and Exereises.”
Eubler, L., Op. 1517 Op, 50; Op, 152,

Berens, Hy, Op. b1 Op. 733 Op. 9 (for children).
Gurlitt, C., Op. 5o, 51, 52, and g3,

Krug, Th, Op. 213,

For more advanced performers t—

Heller, 5., Op. 45; Op. 46

Krause, A., Op. 2,

Bertini, H., Op. 2¢; Op. 32.

Czemy, ©., Op. 740,

Grund, C., Op. 21,

Clementi, Toccatz in B dat.

Pollini, F., Toceata in G mejor.
Onslew, G., Toceata in C major,
Czerny, C., Op g2 ; Toceata in C major.
Mayer, Carl, Toccata in E major.

For very advaneed performers:—

Kahler, L., Op, 112,
Czemy,C.," The Schoo! of the Legato and Staccatp.™
Heller, 5., Op. 16,

Seeling, H., Op. 10.

Hiller, F., Op. 15.

Taubert, W., Op. 400
Galdsehmide, O, Op. 13,
Bennett, W. 5., Op. I1.
Berger, L., Op. 12; Qp. 2=.
Moscheles, L, Op. 20,
Kalkbrenner, ., Op. 145.
Chopin, F., Op. 10.; Op, 25,
Meoscheles, 1, Op, g5,

Ephler, L., ¥ Technische haterislien ;" (p. 170,
Crerny, C., © Forty Daily Exercises."
Miilter, A. E.,  Instructive Ubunpasticke.”

Enckhaunsen, Op, &3.

Cremy, C., Op. 353,

Puverney. J. B., Op. 176,

Lemoine, Op. 17,

Czerny, €., Up. 2gg, ¥ School of Velocity.”
Bertini, L., Op. roo.

Heller, 5., Op. 47.

Loschhom, A., Op. 66.

Maoscheles, L, Op. 73,

Bach, ]. 8, Filteen Inventiones; Fifteen Symphonies
Mialler, A, E., Caprices {1—15]}.

Cramer, J. H,, " Siudig,”

Clementi, M., " Gradus ad Pamassom.” -
Mayer, Carl, Op. 200 ; Op. 119

Xessler, J., Op. 20.

Diring, Op. 247 Op. 30, * Rhythmical Studies,”
Kahler, L., Op. 128, ¥ New School of Velocity.”
Laschhom, A, Op. 67,

Henazelt, A., Op. 2; Op. 5.

Schumann, B, Op, 13; Toceata, Op. 7.

Déhler, T., “ Twelve Studies.”

Thalberg, 3., Op. 263 * Three Studies."

Schumann, R, = Paganini's Caprices," Op. 3; Op. 16

Mendelssohn, F., Op. 35, " Preludes and Fugnes;™
HThree Studies; ™ = Three Preludes.

Bach, J. 8., “Forty-eight Preludes and Fugues.”

Liszt, ., *Three Studies;" #8ix Caprices de
Paganini;” * Etudes d'une &xeculion trans.
cendante.”

“ New Gradua ad Parnaaaum ! One Hundred Stodies
by diflerent Compozers.™
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XII1-THE ORDER IN WHICH THE SONATAS OF OUR CLASSICAL
MASTERS SHQULD BE STUDIED.

Emanuel Bach {Edition of Leuckart in Leipzig, or in Farrene's ¢ Trésor du Planiate ™).

Sonatinas by Clementi,
Sonatinas by Kuhlau.
Sonatas by Haydn.
Sonatas by Mozart.

beginning is here given 1

WNa. 1, in C.

- *-*- - }
Ha, 27, in T e r iu -
'\\iJ‘ 4 —"'r * 1 :
: }
Allegrs assai, W
, 1 B e
Mo, 2, in F. MY B :T‘? ¥
Jr-d- 1.
Alkgra.
Na 18 in Bb‘#’l_|—1:|—]_iﬁ"=P_F
g ———— e ———— iy ———— |-
! :"__,.,-" —=
Allesro moderalo, F
«n. 10, in C. [} =
4 -
o/
A e -
Mo. 5. in G- %Fﬂm’:
il N 1
2 S
Allepre. :
e e,
No. 3, in B, o=ty s

| ) .
Ho. 6y in I A I e
Ikgm
Ne. 12,in F.

Sonztas by Clement.,
Sonatas by Dogssek,

Alfrgro
e — i
No. 13, in Bb e v
—— 1 - i I ¥ I '
wf 'm_,l' _E-! ]
Adagro, -~
Fi I I T - L -
g |
Allapre pom sperido,
pr— ]
No.7,in0. PeEAn R e e
q H 1 1 I
P f'_ TP
Allepro con Sgirita, _,t
Mo. g, in D. —
| |
' d f
Andante prasivsn.

Mo i1, in A. 4-'.."3

Ne, 14, in C
minnr.

Ko, 15, in I, s

As the number of Mozart's Sonatas differ in the yarious editions, the thematic
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b —— N n |
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Capriccs by A, 2 Miller,
Sonataz by J. M. Hommel. B
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Sanatas by Beethoven, Nos. 1g, 20, 25, 0. 10, I, 2, 5, 6, 5, 7. 8. 4, 117 15, 2, 17, 14, 16, 17, 18,

Sonatas by C. B, von VWeber, Nos. 1, 4, 3, 2

Sovatas by Franz Schubert, Nes. 3.4, 2 50 7 1 8 619

Sonatas by Beethoven, Nas. 22, 21, 24, 23, 27, 26, 28, 30, 31, 22, 24.

N.B.—For bepioners the excellent easy Sonataa by A Kraese, Taubert, and €. Reinccke offer valalile
material,

XIV.—CLASSIFICATION OF COMPOSERS; THEIR STYLES AND
SCHOOLS.

The number af composaers whoe have written for the clavecin or harpsichord, and [ater for the pianofortc,
iz cxtraovdinarily large. The oldest writcrs were almost all organists; and it is therefere natural that their
compositions for the keyed chamber instrument recall to some cxtent the great exponent of Charch musie, the
organ. Domenico Scarlatti (1683—1757) was the composer whe initialed a wmore lively, brilliant style. Couvperin
again (168%—1733) wrote In a mare p.u]ished manner than that of his predecessors; his composibons arc
characteristic pieces. e calla them ¢ little pertraits and recollections of persons or cvents [ desired to fix by a
musical expression in my memory,” (Couperin's Works, 14131 Pans) Sebastian Bach enlarged the domnain of
ithe clavichord in a rcmarkable degree.  His French and English Suoites, his Partitas, Toccatas, Fantasias,
Preludes, and Fuogues, &c,, are immortal beguests of a powerful genins. In the two collections of Hahdel's works
for the clavecin we find many valuable pieces, The Bonata, really a condensed Suffe, was invented by Kubnao
{1667—1712}, and spon came Inte general favoor; it was greatly improved by Emanuel Bach, whose perfed of
chief activity as a composer coincided with the invention of the plansforte, Haydn (1732—1804) enriched it with
new and charming effecta; Mozart (ry56—r57g1) in his turm made a step in advance of Haydn. In the eighteenth
century, [taly could boast of very clever compesers—Galuppi (r7e3—i178s5), Martini (r7o5—1784), Paradies {1712—
ryg3l—wha wrote some interesting and offcctive Sonatas. [t was, however, Clementi (1752—1832) who initiated
the sc-called technical scheol, which, through his pupils, John Field {1982—1837), John B, Cramer {1771—1858],
Ao A Klengel (1784—1852), and L. Berger {1777—1836), became universally influential, and advanced the
technical execution on the planofarte in o very great degree, The incomparable Sonatas and other pianoforte
works of Ludwig van Beethover {1770—1827) towered above all the compesitions of his contemperarics ; although
it must be owned that we not only owe to Carl Maria von Weber (1786—1826) some very fine creatians, but also
have te thank him for several highly impertant inpovations in peint of effect.  The composers J. L. Dussek
(1765—1812), D, Steibelt {(1704—1823), Woelll (1992—13812), J. 8. Hummel (1778—1837), and Ferdinand Ries
{31984—1838) contributed many valuable sorks 1o the catalogue of planoforte music, The clever and ingenious
Ignaz Moscheles [17g4—3870), the industviens and elegant Frederick Kalkbrenoer {1784—1849), Ilonr Hers
118033, the indefatipable cducationist Carl Czerny (1791—1857), the French composer Henri Bertini {r7g8—1876),"
and the ¢ffiglent English muosiclan Cipriani Potter {1792—187r1) each and all belped to lurther the progoess of
pianoforte playing,  Franz Schubert {rpor—i828), Felix Mendelssohn-Bartheldy {180g—1847), Frédéric Chepin
{1Bro--1840), and Robert Schumann {18ro—185A) presented such fine and intellectual works, that many of the
preceding composers, once valued and pepular, fell into comparative ehlivion; while the eminent anid really
astonighing feats of technical execution by Sigismund Thalberg (1812——1871) and Franz Liszt {1511—) svent to have
shown the culminating point attainable in mechanical manipulation, Under their hands the planeforte, formerly
a modcst chamber instruoment, was actually transformed into a chamber orchestra.  We tmos: mention also the
graceful composers Wilhelm Taubert (1811—), Ferdinand [1liller {181:—), Adelph Henselt {1814—), Stephen Heller
{1815—). Niels ¥W. Gade {1817—), the genial Anton Rubinstein (18253, the great schelar Johannes Brahms
(1833}, and the gentle and peetical William Sterndale Bennett (1816—18435), each of whom has given us interesting
and valuable works, e might continue to swell the list indefinitely, by the enumeration of many distinguished
namea ; but such a procese would gverstep tha limits of this warl,

With regard to the different styles which the literature of the clavecin and pianoforte can show, we may
say that at first we find a rigorous style, beiny & natural gonscquence of the fact that the composers and performers
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were organists, Through Sebastian Bach, Scarlatti, Rameau, Couperin, a freer style was intreduced ; the inflzence
of vocil muosic made itself felt to a certain desree in the domain of the clavecin, and we meer with a fyrical
expression fincly represented in the compositionz of Lmanuel Bach, Joseph Haydn, and Woilgang Mozart, The
Sonatas of Becthoven, demanding foe their grand and noble ideas much greater mechanical means, resulted in a
symphonic style, The dramatic predilections of Weber influenced alsg his piancforte warks; and in his Concert-
stiiek and four Sonatas we may trace a drgmatic style; at the same time Weber tnay claim the merit of having
snggosted the romanfic style, in which Schubert, Mendelssohn, Chopin, Schumann, Liszt, Henselt, and Heller
exrcelled. -
In considering the schools, we may venture to say that a fechnical and again a more strictly musieal
tendency is perceptible since the secomd half of the eighteenth century; the difference of these two schools is
mast clearly found, by a comparison of Clementi’s compositions with those of Mozart, Without entering into
details, it may be said that generally those composers whe wrote both for the Opers and the Chorch inclined more
towardls what, in delanlt of a better expression, must be called o musieal tendency ; whilst those composers who
were cxecutive artists on the clavecin and pianoforte czcelled more in the technical school. A few cxcoptiont
exigt—Johann Ssbastian Bach, W, A Mozart, Ludwig van Deethoven, Carl 3aria von Weber, and Mendelssohn.

XV—CONCLUDING REMARKS.

We have sxamined and discussed the principal rules and laws that regulate good plancforte-playing ; aml
have seen that pianoforte-playing has a sedenfific side.  The term “scientific” may appear affected or strained ; yet
we may remark that to play really and truly in an atistic manmer, o as to render fol] jostice to the authors we
have to represent on our instrament, s an achlievement requiring a somewhat clozer and more rigoroos attention
than would at first scem requisite.  The richer the sobrect, the more infellegfsal the composition we have to interpret.
the more difficult becomes our task; and, indeed, any one who zits down to play a Sonata of Beethoven or any
wagterpisce m music before an intelligent audience, bas vndertalen a task which involves a certain definite amd
serious responsibility. " We set up” {we are guoting some remarks of L. Kéhler in his ** Clavierunterricht ™'} ¢ the
lifeless potes before ove eyes, Mot only haye we to go throogh the mechanical labour of reading—we have to being
to bear all the power of our intellectual facultics, which must be concentrated on the music before us; we have tc
be guick to appreciate all the fre points, all the heavtles of the work. It is cor privilege to interpret many a
charm which to the inexperienced or hasty player remaing a mystery. A refined performer will have all his
syrapathies and his capability aroused by o good piece, physically as well as meptally. The Intellectual ane
techinical fleatures of the piece will awaken a corresponding movement in the intellet and in the technical
power of the performer, to give them ik and expression. The soul of the pisce hes in its leadimg thonght; its
strueture or putward form is displayed in the time and the rhythmical oxpression ; its warne blood is represented in
the ready and Ouent muosical life that circulates throogh it its nerves are shown in those pasticolar expressive
lights and shadows, those Innumerable accents which are necessary o give the proper expression to harmony,
melody, and thythm, Thos we ses that there 15, in a goad plece, a reaf 1z like that of the performer, and that it
is absolutely necezsary for an adequate interpretation of a master-worl: that the performer should possass high and
varied qralities.” .

Mozart said in his quaint mannoer: **fhree things are necassary for o good performer;" and he pointed
gipnifeantly to his head, to hiz Aeart, and to the fpr of Lis fingers az symhbolical of understanding, syipathy, and
technical readiness.  And eruly Mozart was right ; intellect, feeling, and technical execution must be united il a really
good performance is to be the result; if the technical execution is guided by the intellect and warmed hy the feeling,
the key-hoand will cease to by merely a dead and ¢old mechanical contrivance, Dy the warm touch of the finger the
koy must, as it were, be translormed into the téne itsell; and not the kevs, but the tones thoy produece must be falt by
the playar. The touch of the finger represents the intellectvality at whose commaond the tone springs forth at the
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performer's will; soft, hard, shrill, meflow, tender, subducd, massive, smooth, quiet, trembling, according to
the changing phasen of the work which has to be rendered. The electric or magnetic fluid of ur m\:llu!ul
capabilitios must act uninterruptedly and immediately v our Bnyers, and for this most important reason—

an amount of attention cannol be devated fo the efectual and systematic training and deoclopment of our patiol

execuion.
Schumann says, with truth, O leaming there is no end ;" and everyone who loves pianoforte-playing

Rot for mere amusement or pastime’s sake will agres with that intelligent composr.  To entist the most fished
technical excoution in the service of the finest composition  should be not only our matto, but also our continual
effort, The composcre heve left ua a rich leacy in their unsurpassably fine works. Let us show that we
duly lyprgglale e liberality, and let us testify our gratitude by devoting our beot energies and capabilitics (0 the
realisation of their noble ideas.  Schiller says—

“Bamest i e, and cheerfl il is are”

Ani we nuay without presumption paraphrase this entiment; and say in conchusion—
I in thine an thy ssing be bt e,
Thy e ahall aurely be made cheerful v,




APPENDIX.

THE PIANOFORTE AND ITS PREDECESSORS.

Tuz instruments that may be considered a3 the foreruncers of the pianeforte were the clavichord, the clavicytherium, the
virgingl, the harpsichord, and the spinet, The names davicembals, cembale, elavecis, clavicymbel arc Ttalian, French, and
German expressions equivalent to Heelffdgel {qoill-wing), the wing-shaped harpsichord. Thers ja no evidenee to place the
inventivo of the clavdicherd before that of the harpsichord, or vics versd, Both appear early in the Bfteenth cenlory, and oot
before.  Duoring the epoch of the Tuders there is, in varions records, freqoent meotion of Lthese instruments and alse of the
virginals, as this name was generzlly written. 1o Italy, the Netherlands, Francc, and Geormany therc is contomperacg
mention of them, together with the spinel, which scarcely differed from the wvirginal, Reference to the clavicytherium
1s more rarg; but from description we learn that it was an upright harpsichord, a likeness to which cxn be traced
at lezst appromimately io the npright grand planclorte made in the eacly years of this century. The pretiy Jacobean or
Quecn Anne spinel was purely English, and waas a short harpsicherd, just as a bendoir grand is & shert grand pizre, but with
a modification of putling that geve it a graceful instead of a dumpy appearznce.  In all the harpsichord family the method of
production of the tone and effect was identical 7 the amonnt of tone orly varying with the nomber of strings brought inty oee,
and the capacity of Lhe sound-board of each instrument.

HANDEL'S NARPSICHOED, - A MPAR OF FIAGINALLY QUEEX ANKE SFMFET.

Theag jllustrations represent the harpsichord, the virginal, and a Jacohean spinet: the two former being drawn from
mstruments in the Seath Keasingten Muoseum, the lazt from an instrument in the possession of the eminent pianoforte-makers,
Mezers. John Broadwaood and Sons.

Like 1he piancforic, barpsichords and clavichords have wire strings, sound-boards, and keys or lovers that
raise the contrivance by which the strings ate made 1o vibrate. The harpaichord and spinct family accamplish
this by means of a mechanical plectrum called a * jack.”” The drawing represents oog, with the wooden upright,
the projection of crowquill to twang the string in passing upward to male it vibrate, and the Little aloth damper
to stop the vibration when the jack is lowered, as the key returns to its state of rest,

The cluvichord waz made to give farth music by an even simpler conttivanes, the teoe-producer heing
nething more than a little brass wpright fasiened into the key, almost a pin, which pressed agalnst the string
when the key wins lewered, and set it in vibralion ftom the point of contact to the bridge on the seund-hoatd,
The back portien of the siring was rendered mute through the interweaving of a cloth that prevented its
vibrating alse. Necessarily the tone was very feeble, hut it was expressive; and the ¢lavichord was Baeh's
faveurite instrument for stody. His zecond som, Carl Philkipp Emanucl, was a mach esteemed performer
of it. The use of the clavichord in Germany only went ant when the elder Instroment was superseded by the
squars pianclerte, which, while it had the same shape and appearance, possessed extended means of effcct
and very much mere powsr.  Besides, the square piano bad net the disadvantage ooder which the elaviehard
Iaboured, that of being played out of tune by too much pressure on the keya. ~

The {jcrman name for the clavichord, Clavier, bocame traps/erred 1o its suecessgr the gquarg O HRALAKD
pianoforte, and indecd was used to express any keyed stringed instrument; while the name Fligd, whigh “Akesicxozn
had designated the harpsichord, besame gimilarly transferred to the grand pianoforte. IAGE:
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The harpsichord was inexprezzive and Incepable of accent. To remedy theze defects, mony graces in varictiea of
the grijppetts, appoppintura, and shake were freely cmployed to preserve the plastic contour of the mclody. The most
celebrated makers of the hﬂrpslchord ware the Rilckers :I'am[]}r of Antwerp, about o, 1fioo—i1656, and later the rival Swiss
makers, Shudi {properly Tschudi) and Eirkman, abeut 15j0—17740, in Loadon, whose instruments wers larger and more pawerful
than the Antwerp harpeichords.

The first manatortes were made 2zt the beginoing of the cighteenth century by Boartolommeo Cristefori, a "aduan
hampsichord-maker attached to the Cowrt in Florence.  In the year 1711 he had already made four,  Cristofori called his
invention © gravicembale eof piawg ¢ forke” TIn 15716 oot Maring submitted in Patis teedelz for 2 pianolorte that were, howcver,
of nn practical value. Tumning to Germany, where the pianoforte was aftecwards developed by Gottfried Silbermann, we
find Christoph Gettlieh Schedter in 1727 submilting two moedels for planeforte-hammer actions to the Elector of Saxony, one
of which I3 said to have come into the hands of the aaid Silbermann, who was & lamous organ-builder at Fretberg in Saxony,
and who maoufactored a pikooforie, somewhers about 1726, However, these instroments were far from competing with the
harpsichords then maode, as, subsequent to this, Frederick the Great, who had patronised Silbermann for plancfortes, had two
harpsichords from Tachudi (the founder of the Broadwood houze] in Tonden ] these are still in the new Palace at Potsdam. [t
vas Stein of Augsburg whe browght the planeforte up te the requirementz of Bopzart; and Mozert cotirely adopted it for his
weyed-instrument compositions. )

About 1766, aome German workmen came to London Lo make pianofortes, traditionally twelve in oumber, whence they
were remembered o the workshaps an the Twelve Apostles. Two of these workmen made a reputation—Zumpe and Fohimaan.
Some of their Uetls square pianss are still cxisting. One by Zvmpe, dated 1766, that belanged b Bir Gearge Smart, has
enharmanic noles, that is, keys for the zharps as well as for the flatz | thes dividiog the octave into seventeen instead of the
asual chromatic twelve,

Soeon after this, Americus Backers, assisted by John Proadwood {Tsch;.;di's zon-in-law and suecessor) and Raobert
Stodart, devoting their akill to the pew instrument, made the Arst prand piancfartez in thiz country; while Mozio Clemenr,
divining with the instinet of genius ita character, differing froem that of the harpsichord, eskablished that fame as a planist
that gave him lis position as the Father of Pianoforte-plaving. France was at fiest supplied from England with planeiarles,
but was zeon rclieved from that dependence by the mechanical telent of Sebastizn Erard, an Alsatian, in fect & German, az
were Pleyel, Roller, and other eminent Parisian makers.

The extension af the compass in keyed stringed instrnments haz gone on step by step with their enlargement, and the
successive additions to theic strength. The catliest clavickords and clavecing had no more than thoee or three and o ball
a.taves, sgveral keys in the clavichord often directing their tanzeats to 4 single atring.  These were designated as gebunden
iboundh.  About the beginning of the elghieenth century they were mads Buadfrel (bond-lree), with a2 key to cach stong,
wnd such a clavichord Joho Sebastian Bach had, Examination of his elavicherd works shows that lie had abont four soctaves

c o
¢t command, from _@ = i 2 But even ﬂlm spinets were made in England with five octaves. BMozart's
¢ = ) -
‘ Fo T
. T 7 . .
pianoforte had five cotaves 222 to B and Clemenli's had ne moce till about rygz, when live and a hall octavea
= w Hea.
: - Pz c =
were gamed by going up to the next C. In 1796 appeared the Arst piare with =ix octaves, (om 'E_, to ﬁ :
& & v
Baa.

and this compass was that of the grand pianoforte given by Messrm. Broadwood te Besthoven n 1817, the one Be used For the
rest of his life. The peneral intreduction of 3 six-octave com peaz, whether from C to C er P to T, was pot wntil 1811, when the
#ix and a hall octave compass also came in. The gradual extension to seven octaves by G, and then A, upwards, and to the
lowest A dewnwards, was not everywhere completed until 155, Since then, an sxtension to a yet higher [- has been added by
some makers; buot the extreme notes of the scale at either end have =o little musical value that the coat iz not repaid by the
result. Now as to the pedals, the square pianos of Zumpe (1956—1767) had register-stops next the left hand, by which the
dampers could be raised ia tws portiona.  Liozart, in his correspondence, described Stein's piato 23 having these stops placed
to be worked by the performer's knees. Pedals for the fret were used in harpsichords to combine stops, anterior 1o 1730 ;
bt the pianoforie pedals as now used, were introduced in 1783, The dampers, or soedisi, were long divided Inte two
pans, the damper pedal-foot being cleft, that pressure on efther half should rajse the corresponding Balf of the dampers,
When a shifting soft pedal was intraduced, 1t was arcanged that it should shift the hammers from contact with three strings
totwa strings, and ultimately to one string, at the pleasure of the pecformer ; indications far which exiat in some of Beethoven's
Sonatas (zee Op. 101), Before the piancfarte gained muech power, attampts were made 1o combine it with the harpsichord and

organ, and pedals wers added to attach 2 drom er bell, 3 lute gtop, or the imitation of a baszoon; bob theae appliancea were
all too insigniftcant in musical value to last, gr deserve mare now than passing mention,



"VOCABULARY

TECHNICAL TERMS AND

EXPRESSIONS

COLKECTED WITII THE

PIANOFORTE.

The follmwing abbreviations are ased: Eu. (English), Fr. (Freoch), Gar. (Germen), Gr. (Greek), 26 {Italian), Lad. [Lating,
Pol. [Polish], 5. (Spaniekh

Abbandonas

Abbandono, con

Abbreviature (Fr)  Abbreviailona,

A capricclo (78] At will; apoording to our fancy.

Mccelerando (78] Gradozlly increasing in velocity or quicknese
of time.

fccinccrturs (f1) From accéacoors, to cruek, to quesh. A kind
of arpeggio, formerly uzed (n clevier and organ misle.

Accampagrnrmente (6]

Accompagnement {Fr.)

Accord {Fr.] A chord.

Accordare (L) Towne.

Acbielnote (Ger) A quaver.

Adapgio (I6) From adngiare, to pést; =

1{!1.} “With despondency—e=1-ebeodonment.

] A1 accompeniment,

very elow  depree of

moemet k.
Adagio asaai }
TE, .
molt [TE] Veroy elow
= cantabile, Very slow and in a singing style.
patetice., Slow, with pathetic expression.
igslenato. A gustained slow degree of tine.

Adaglssime (f2.) Exceedingly slow. This term ig bot rarely osed.

Ad libilum [(Lat) At will ; at discretion.

A Roe (It}  For iwo voicee.  {Ser, for example, Mendelssoho's
* Borngs without Wards ™ No., 32.)

A dur (Fer.)

Affetee, con

Aﬁ:ttimmmente}{ﬂ.} With tenderoess and pathetic feeling.

Afletinedo

Affreitande

Affrettake

Agilits, con {fi.) With fightness =od agifity. -

Apivato [TL) Wi agitation,

Agréments (Fr]  The graces, embellishments,

The key of A majar,

}I[ﬂ.] Accelerating, increasing the time.

AIT (Fr)]  An giror song,
Als [fFer) A#_
Al
Al

. i ]
Alla (7] To the, ar in the siyle of
Allo

Albombliitier [Ger) Albom lezves; ghort piccex
Alla breve (14} A quick kind of common time.
marcia.  Tn the etyle of 2 inargh,

Alla polacee.  In the style of a polonsize. (Ser Weber's Vanations,
* Vieni, Dorina bella™]

——= Tedegei, Tnthestyle of i German elow valee. [See Beethoved's
Varistigns, ™ La Stessat) “

== Tutca. Inthe Torkish atyle.

zoppan.  In a copstrained and Hmping style.

All' antico (Jr.] Tn the ancient style.  {See IInmmel’s Op, 104.)

— Espagnuools. In the Bpanish style. {Ser Spohs's Det for
Pizng 2nd Viglin,]

=== lnglese, Inthe English atyle.

= Tkalians.  In the Ttaliao etyie.

Allegramente (I} With quickoess, with cheerfuinezs.

Allegretto (f2.)  Quick, but leas qaithk than allegro.

Allegretto scherzando (1) Moderately playhal

Allegrezza (fL)  Jor: son allegrazsa, with joy.

Allegrlssimoe (1) Extcemely guick.

Allegro (7L} Cheerlul, joyful ; therefore lively, guick.

Allegro agitato [Fe)  Brisk, with agitetion.

aggal,  Very quick,

comaoda. Comiperably, convediently quick.

con brie.  Quick, with brilliancy,

con fueco. Quick, with fire and cnergy.

cot mote.  Quick, with & good deal of movemsnt.

con spirite, Chulck, with epirit.

di bravura.  Paick, with dashilog and brillinnt execution,

Quick, with fury.

graziose. Quick, bot graceful,

ThE NUt PTEELS.

ma noen troppo.

moilte. Very quick,

veloe, Quick, with rapidity.

vivace. With vivacity.

Quick, with briskness and adimation.

Allernande (Fp.) ‘The Germzn dance moveinent ared in Sultes and
Pertites,

AW improvvista (FL) Ineno extemporenecus manner.

ALl ortawa (7.} In lhe ockive,

Al rigore di tempe (T8) T sieict vime,

Al segno (ft) From the sign; mostly % Generzlly o be foond
ien 1minnets or Echetzos, in order to seve andecesRATy cns
graving, (Ses for exxtnple, Besthowen's Bonata, Op. T
Na. 1]

{(Mozart's A minor Sonata)

furioao.

] Qaick, bat not 1o excess,

RERRRRRRRINY

wiva,

Common kime.



Alte {Tt] Higher. GClitra aléa, aooetave kigher, : cocrally marked
thus fea
Altemnative (f£]) Alternating. {Ses Bach’s ® Englich Seite,” 22nd 3.}
Altra
Attro
Amahile
Acoabiliti, ean
A mezza voos (fi}  In a sabdued tone.
A mell (Fer) A mibor,
Amore, Son
Amorevole
Amgrosamente
Aoraso .
Anaoreonties (fr) In the Hacchanaelian etyle
drinking sange.
Ancora {I&) Apain; once mare.
Andance (1.} From sndare, 1o walk, Means aeoft and quist mewe-
ety which most, however, not be dragging.
Andante affettness (f&)  Slow, but with patheatic ¢xprassion.
= gantabile. Slow, it a singiog ekyle
con moto,  Slow, with 2 cartain movement.
graziosp. Slow, with a graccilul exprossion.
Slow, with majesty.
Slover, Tat nak tod much s
Slew, with a slmple; natoral, or pasioral

] (7t Other

]{If.} With amiahility. {Ser Beethoven's Op. 110:)

{fe)  In en affectonate, tender manner.

sotmethoes Eor

marstoEs.
R Lopp.
pastorale,
expression,

Andapting {f+} Really dower than :’Lnda.n'tl:, although the term in
penerally nacd for % qu:ic'ker than Andante.”

Anfang {Ger.) The beginning.

Anglalse (Fr.) The tuoe, in an Englith #tyle, used in countey-
dances and in pome guites, Marheson divides the Anplaizes”
inta (1} country dances, (2) ballada, and {3} horopipes. {Sze
hie # Yolkernmener Capellmeister,” page 290,

Anhang [Fer) A supplament.

Apima, eon

Animaia

Animosd

Anschlag (Ger) The tooch,

Antico, all” {If.] In the ancisnt etyle.

A piacere (f2) AL the pleasure of the pedforimer; the same 28 ad
Tebidumr.

A poco a poeo (FE) By degrees; by little and little

Appagtionato (f4) With passionate, intense fzeling.

Applicatur {Ger.) The Bngering,

Appogglato (T1} Dwelton.  {Ser, for a good example, Thalbers's
Faotasia gn * Ien Pasguale.'')

Appoggiatura {{L} Frotn spfepmizre, to support, to leapn on. A
nute of embellishment.

A quatre mains [Fr.)

A guatte mani [(£1)

Arabeske (Gery A celebrated fancy-piece by Robort Schumann, in
which be imitates the Qelicate design of an Araborgue, by
FuErslbeling taro Minores with the same tevement.

Ardite (fL) Wil boldness.

Aria [It] Ao air or song.

Arictta (4] A little aic or metody.

Attnonicss (f1.) Hammomonsy.

[f2) 1n = epiritcd, animated manner.

} For four hands.

(80 )

Arpegriandn
Arpeggialg
Arpeggio
Acdgolate (L) Well pronounced and aceented.

As (Ger] The key of A Aat; Agdor, A flat major; As mall, A Aat
lnae.

Aggal [Te)  Very, extrernely.  {See Allogro assi, &c.)

A tempo (IL) In tlme. The term is genecrally used after ralien.
laado Q1 aceelerands, meaning to take wp the lormer stoict
moveme nt.

A temnpo gigate (.} In sirict and even time.

A tempo ordinario (fi.) I a moderate, oodinary time.

Alrtacca () Means that the fllowing movement cught

Attacea subim} Lo commenee inmeadiately.

Autbade (Fr.) TFrom Paxbe de jour. A morning moee of soft and
agronable thatacter. Avbade, for memsing-musle; Sereaads
for spenipg-tnusic.

Aulachlag (Gev] The anacceoted part of a bar

A una corda (T8 On obe string ; with the saft pedal.

Ave Mada (Lat)  Ahymn to the Viegin.

A wista (Te) At eighe.

}IH.} In a broken manner, imitating the harp.

Ballabile (7] A piece of dance-musit wsed in ballets,

Ballade (Fr) A ahort, :pnpulnr s::mg; means E.'Isula: picce with a

Ballata {71, romantic expression, such as Chepin's Ops. 23, 35,

7 52

Balls (74 A devce.tone.  [Hee Scaratti's ¥ Temps di Baflg.")

Harearola {J¢) From Farca, 3 bark; the song of 2 bpatman or
fisherman; also the sangs of the Venetian gondoliers.

Baraceo {J¢] | Applie? to musie of a confussd gr strange, cooentrie

Barogue [Fr..}} style.

EBassa (Ir) Low; ofeeva bope, gencrally desipnated Bef Barga,
whith sipn atands wnder the notes, and means Lo play the
totes, pastage, or figere one ortave lowee.  Cos Gtd basrg
impligs to add the lewer octave.

Bazise continuo

Batso oatinate

Base-Schliiszel (Ger) The bass el

B dur (Ger) The bey of B dat major,

Brgristetrung, mit (Ger.] With enthpsiasm,

Bepleitung {Ger.) The accompaniment.

EBimol {Fr) The sign .

Deo () Well; such as ben sosdenmto, well sustained | ben marealp,
well marked, &g

Bereeuge {(Fr.] A tradle-song.

Bianeca (JL} A minim.

Bindung ((Ger)) A syncopation.

}{H.} The cantinwed bass,

e et

Big (Lat] Twice; for example if}_:-':.:!:r::':.t rrigi
that these twa bars have to be plaved twite over.

Bizzamn {J£) Fes Barocco.

Blanche {Fr.)

Blumenatlek (JFer.) A title of voe of Schomann's most charming
pieces: means Literally = a dower-picce.™

B tnoll (Ger.] The key of B Aot minur.

Balero (5p.)  From nokero, to dyq 2 Spanish daoee io § time.

A minim.
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Bourrée (Fr.] From the Spialsh forsd ; a dince in cominon time,
beminning with the fourth or vnaceented part, 1t i3 really
a horapipe or sailors dance,

Houtade [Fr) An old caprice, or fantesis.

Eranle [Fr)

Erangle (Fr.}

Brawl (En.)

Bratsche [Ger  The tenor vislin.

Bravara (Tt} Spirit, brilliant execotion, and weloeity.

Brillante (Fr. & ft.) Erilliant, showy, sparkling.

Brio

Brio, con [{I) With billianey and animzeion.

Ericso

Broderies (Fr} Embellishments, graces.

Burlando {12} In 2 ]esting, comic manner.

Buorlesga i)

An old dange-tune,

With a farcical, highly comical hemour.

Cabaletta (F1) A eimple, pledsing, short melady.

A close, In acias or concertos, the intros
duttion or gopplement of brilliant, fancifol
paseagea ; if well constraceed, it might be
called 3 anmmary of the entire movement.

Calando (f) Decoming softer and elower

Calmate (Fi] With 2 teangquil and reposing expression.

Caloree, con [(FE}  Witl warmtly of Teeling.

Campanella (TL) A little hell,

Canariez (Fry The French Giguea.

Caslenge (Fr. & Tm)
Cadenza (TL}

(e Gigue.)

Canone (f£) A piece coosieting of onintermupted imitations,

Cantabile ([£) In a singing style.

Cantilena (Jé) The melody ; the airn

Cantp fermo (It} A chant or melody which is used s che pringipal
themi, and remaine onchanged.

Canziroa (ff) Ap air in two or three pants,
works of Girolamo Frescobaldi.}

Canzooetta {fr] A short ar.

Capellmeizter {Ger) The conductor of an orchestea and chorgs.

Capriccictte (f£) A short eapriccio.

{Se¢, for example, the

Capriceio (&) Literally a whim, a caprice: a faneiful, aometimee
irpegulatly constcted piece,

Caprice {(Fr} Se Caprictio,

Carczzande I In a careasing, inginoatimg style.

Caricate (I} o an exaggerated stvle,

Carilloneur (Fr} The performer on the carillons or chimes,

Carillong {fr) The chimes or bells; alsa the namé of the airn
adapted for the chames,

Cazzarione ({2} A kind of divertimento played by wind-instro-
ments in the open air, generally in the evening.
Cassaziones lave been transcribed for the plana.

Cavatlna (1) An aria, or part of an ariz; gemetimes following a
recitative.

C du. {Gerd  The key of © majo,

Celeritd, con (f4) YWith velocity,

Cempala (. The harpaichornd,

Ces [Ger)] C far

Chacone (E..)

Charonne (Fr.]

Ciaccona (IL)

Maozarts

An obaolete dange moverment in § time | generatiy
combined with variationa, {Compars the works of

Chalutean (Fr})  An anciont Aote of the shepherds; alza vaed for
a Ranz des Vaches, or herdsman'a gong.

Chanson (Fr.) A song,

Chasse {Fr.) A bonting piece.

Chiaresza, von ({4} With clearness.

Chirgplazt {Gr.} A guide for the band 1n pisooforte-plaring, in-
vented and used by Logier, FKalkbremmer used a simila
application, which he called Manyal Guide,

Chitatra (fi) The guitar,

. Chromatic (Fr.) Frocceding by semitonea. -
Cia{Far.) Csharp; Clzdur{Csharp major] ; Cigroll (C sharp minor].

Cither {£n)  An Instronent with wire stcings, nsed in the Tyrol
and Bavaria,

Claviatar {Fer) The key-board.

Clarichord [(Eus.

Clawecin [Fr.)

Clavicernbalo (1)

Clavichord [Is.)

Clavier (G ar. & Fr.)

Claviemstick {@er.) A piece for the pianoforie

Clochette (FFr) A Litcde bell, the same a3 Campanella,

Sre Appendix.

C moll {Ger)] The key of C wminar, v

Coda (f£) Literally the tail; a sopplement gt the end of a cons
poEition. '

Caoi [ft. plural) .

Col {11, s;ngum}} With,

Colla parte (24) Yollowing the principal part.

Come (FL) As. Come proma, 25 before; coree Sofed, a3 above, or
before ; come sia, 48 it gtands,

Composta {Tt) Compased; quiety.

Con (F) With; such as, con gwime, with animation ; ren espressione
with feeling ; ean passiene, with passionate leeling 3 e,

Concertants (T5) A piece of rusic for several inetruments, io
which these perform oceasionzal solo parta

Concerting (fe) A short concerto.

Cangerta (1) A piece in which a spla Instrument takes 4 leading
part, and e merely accompanied by other (nstranents,

Concertetick (Ger.] A short coocerto.  [Compare, lor exzmple,
Weber's and Schumann’s works of thig kind.)

Consolante {I8] In a consoling manner,

Continuato {f#) Sustained, held down.

Cotillon (Fr.] A cheerful dance in § or § itne.

Coulf |Fr.) Two notes conngeted by a elor.  {Compare Couperin’s
and Rameaw's works,}

Corant [Eu. H
rant [Zn.} }J’m old dance tooe in §oor § time, Rellowing the

Correnta {IL) Allgnande in the Suies.

Courante [Fr)

Cragoviak {Pol.) j A Polish dance in } time that came [(rom

Cratoevienne {Fr.}} Cracomy.

Crescendo (7Y Tncreasing the tone,

Croche (Fr.] A quavet.

Da capo (It} From the top; from the beginning,
M. D, C. mesns Minuetéo da capo, of to ploy the minoe
Again afeer the trio.

Davidabiodler (Ger) Thatitle of Schumann’a pieces, Op. 6. {Head
the cxplanation of the tile io the Preface to that work.)

For insterce,

Bachand Handel.) $2¢ Primee,» Formein Megle © | D dur /Gew)) D majorn
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Decrescende (1) Decressing or diminishing the tone.

Delicatamente

Dralicale

Dieligatezza, con {IL] With delicacy.

Delicatisaime [76) With great delicacy,

Des dur(Fer.) D Ost major.

Tes moll {Ger) D flat miner

Destra (1L

Dextra {Lat)

Didze {Fr.) The sign #.

Diminuends ([f.] Gradually diminishEng.

I¥ molto {(fr) Augments the sighificence of the other word—euch a5
Allegre o malts, very quick, inztead of quick.

Dis dor {Gery D gharp major,

Diz moll {Ger) D sharp minor

Dithyrambe {Ger] A dithyrambus or lyrical eomposition in
kanpur of Bscehus,  In pizooforte music we have &l
pieces called * Dithyramben * by W, Tomaschek.

Divertirnenta (IE.]

Divertlasement {Fr.)

Dilvote (Ft) With devout feeling.

D moll (Ger.] D miner. .

Delce [TE) Solily, sweetly.

Doleezza, con [Th)  With'sofiness, with sweetness.

Doledgsima (FA})  WWith extreme softoess.

Drolente

Dolore, con

Dolorosamente

Doloreao

Dope (JL}  After.

Doppelseblag (Ger) A trifle.

Dopple (F1) Double; as, doppie mopimento, double time, as fast
Apadn ; doplbip dampo, donble time.

Double (Fr) A variatipn.  (Ses Handel's * Suites,™)

Doux {Fr.) Boltly. The same a: the Italian dolee.

Dreammatlco (fr.] In a deamatie style,

Due corde (F£) WWALh the golt pedal.

Doe volte (f1.) Tarice.

Dust. A tomposition lor two volces or instcuments, ar for two
peristmets updn one nstrument,

Ligoln, con (FL)  Ser Dolenie,

Dur (Ger.] The major key,

Dutaments

Durexza, con}{ﬂ,} Hard, harsh. dey.

] {f1.) Belicately.

} The right hand.

]» A Alversion.

(7£) Sarcowlully, with a pethetic expressign.

Dura

Echa (Fr.) An imitathon of a meevions passage.
Bach's * Bohe, in T mingr,™)

Eclogue (Fr.] A shepherd'a song; & pastoral plece.
Hellec's and Tomasthek's Eclogues.)
Ecossaige (Fr.] A donee ia J time in the Scoteh siyle.
instance, Franz Schubert's " Ettacaiacs.'™)

E dur (Gay E malor.
Eguale
Egualments

[Ter Sebastian
{Yer Stephen

[See, Ton

}{n.] Livenly, soothly.

Eingang

Gary Ani nn
Elnleitung]‘ d'!:|- n introdyelinn

Eiz {GFer.) E shaep.

Elegantemtnl::] (Fe) With elegance amd grace

Eleganza, con

Elgie (Fr.} Acompozition of 2 matyth ful and cammemorativecharagter.

E mall {Ger.) E taner.

Empfinduag, mit {Fer.)] With fecling, with expression.

Enerpgls, con

Endrgicamente F[f4)  “With energy, with fie.

Frnergico

Entrata (£} Anintodaction.

Epinette {°r.) A gpingt,  [See Appending

Epithalamivm {Gr} A nuptiz] song.
grin.y

E poi (ft.) And then: ¢ poi iz roda, and then the coda.

Erotique {Fr.) Amatory @ ehtson fratigie, 3 love-song,

Eg dur jGer]) E flat major,

Eaerelr] {71 plural] Exercises,

Es moll (Ga)  E fiat mingr.

Espreszione, don

Eepreazivp

Egtingucndo

Estinta

Etude (Fr)) A stody

Euophooy {Gr.)

Extempore (T1.]

Facilitd {FL.)

Facilitd (Fr.)

Fagottg, Pordale di (T4} An cbsglete pedal of the piane, used
between IBoo—T3z0,  (See A E, Miller's " Cagrics in O
mingr.”}

Fandanpge (58] Anclegant dance in 3 time, vory 1ike the PBaolcro.

Fanfare (Fr.) A march movement, in which the sound ef trompets
it imndtated.

Fantalste {Fr.) A eomposition in which the avther does not follow
sirict and set tulea,

Fantaala (i) (Ser Batch's * Fantazia Cromeatica,! Mozart's four
Fantasins, RBeethowven's Op. 7y, Hummel's Op. 18, Men
delsaohn's Op. 28, Schumann'a Op. 17.)

Fantastioo (1)

Taotastinque (Fr)

F dur [Fer) F major,

Fermamente

Fermato

Fermata {ft.) A pause.

Frrocitl, con

(See Wagnet's » Lolicn

] [Ti.} With expression.

l» [Tty Tring away.

Swectnese} harmony of scund.
Oopreparcd ; impromptu.

] An gasier arrangemcnt,

} Fartastic,
]U’.L:l With Mrmness,

}{Ir.] With ferocily, dergends.,

Feroce

Fea (Ger] T flag

Ficramente " )

Flera ] (e With boldness and wehemenpe.
:::i::t;_{r?j] Figured ; basme figurais, a fgured bass,

Fitt [(Fr) The end.

Finale {I}.] The last movement of a ayclical compasition,

Fine {Ft] The ead.

Fingeraats [Ger} The Dngering,

Vig (Fer.y F sharp; Pie dur, ¥ sharp major; Fis moll, 1 zham
minor; Fia Fis or Doppel Pis, F double sharp,
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Flahile

Flebilmente

Flagel {Ger} A harpsichord,

M moll (Ger)  F auincr,

Folia [ A Spanish danec.tune [&ea
d‘E!paEnc.“jl

Forte {7t) Lonod.

Faortement (Fr.)] Loud,

Fortizsime (fR) Very load

Fortzetzung fFer) A continnmtion.

Farza, con {(fi.} With farce.

Forzande, Sforzands, o Rinsfotzanda (fi)
particular note.

Freddamente [[£]  With coldness.

Fuga (78} A fugue, Fugs dpppia, g double uawe; fwrele, In the style
of a fugue | fuxhefte, o short fugue, [See* Musicpl Farms,)

Funcbre {7L.)

Funibre (F+]

Funereo (L)

Fupco, eon (J&)  With lire.

Fuda, con

TFarioso

]{H.]- In a mournful style.

{Fere Appendix)

Corefl"s  f Fplias

Emphasiring ene

Funeral. AFrrcir fueebes, 2 foneral manch,

} (Ff.] With cutreme vehemensa.

Gl {Fr.)

Galement [Fr.}} Gaily, chearfally,

Qajo (i)

Cagliarda (1)

Gaillarde (Fr.]

Galantemente (If.)

Galepade (Fr.}

Qulopp [Fer.) } A Bvely danee, i 7 time

Gualoppe (Fr.)

Gamre {Fr.] The seale.

Garbo, ¢con {I1y  With simplicicy.
op. oo,

Gatche (Fr)  Lafi; azmain ganche, left hanad.

Qavotta (ft) 14 French damce, in eommon  lime.

Gavotte {Fr,]} Handel, Ramem, Gluek, Corelli, fe.)

G dar (Ger} G major.

Grbonden {{Fer) Connected, bound, sustained.

Gefubl, mlt (Ger.) With expreasion and feeling, -

Gehend [(Ger.)  Sa Andante.

Clencralbasa (Ger) Thorough-bass.

Genre [Fr}  Style.

Gentilezza, con (f] With elegance, gentleaness

Gezang ((Fer.) The art of singing ; singing, generally.

Geschwind (Ger) Quick.

Geschwindtmarseh {Ge.) A quick march; a guick step.

Gegdur {Ger.] & N2l malor.

Gea maoll {Fer) 43 ot minor-

An old dance-tung, in triple time.

Gallantly, baldly.

{Sre Ilammel's * Notturao,”

[Ser Tach,

Giga (£} 4 jig, a lively danee io § time.  (Ss2 ITandel's,
Gigue (Fr. & Gl Bach's ** Suites,” &e.)
G?oconamcntc (1] Homorously, joyeusly. (Ser Mendelssonn s
Giacazo
aio: O 43.}

iojoee

Gis dur (Ger] G shasp major,
Giz moll {Jer,) G sharp mioar.

Giustamente (FE)  Justly, with precizion.
Giusto (1) Precise

1 .
Glissande H”}In a gliding tmannet.

atdel.)

Glisser (Fr.) {5ee Webers " Concert-

Gliseicato ([r.]

G moll [Ger) O minofs

Gondeliera (76} The foog of the Yerctian boatmen.

Graces.  dAgrémenss, manners, Galanterier.  Embellichments and
ornaments fgrmetly used in clavecin music; they conzisted
principally of teiliz, turne, ehakes, appoggiaturms, acciacta-
urag, &¢.

Grande

Gmndiosa} [t Great, grand.

Grave r et w .-
vaememe}{ L] With dipoity, gravity, catoesisesa,
Grazla, ¢on 1

Graziogamente S(7L) 1o a graceful stvle,

Grazipgso J
Grosee Bonate [(fer) A grand sonatn,
Gruppettol|

Gruppo F{If.] A torm.

Gaatacha (85] A Bpanich damce in § time.
muszie in "' La bluette da Portied,")
Cuerriera (f1]

Gusto, o
Wi : wi )
Guatpso }[H} ith kaste; with elegance

[Ber Auber's ballet

Io a martial siyle,

. This tetter {3 i Bermany osed for B—U dur, Bmajor; H mel),
I minor,

Hackbrett (Fer] Heally che dolgimer, bt also applied wo designate
A worn-oot and poor-toned pianoforte.

Hand-guide. S Chiroplast.

Hardlmen (Fr) With boldneas.

Harpgichord, A keyed instrument ofed befors the inventisn of the
pianofarie, [Ser Appetdizd

A colleetive work of Variations by Liszt, Chopin,
Herz, Thalherg, Creroy, and Pixis

His (Fer.) L sharp.

Hochzeitamarseh (Ger] Wedding manch,

Hamophony [(Gr) In unizon ; one-taned.

Harnpipe {(Ex} An old dance-tuie, mostly weed by sailors. (St
Hourrée.)

Humoreske (Fer] A plece of great beauty by Robert Schomann,
Qp. 20,

Hurtig (Crer.]

Hexameron.

Craick.

Tdylle (Fr)  An idyll, or pastatel pisce.

Imitande [(7£) [xitating,

Impets, con

Impettlusameute

Impataogild, con

Impetaoes

Impromita (Fr.] An extemparaneous productipe. [Se4 Schubert's
Ops, g0, 142 Chopin's Ops. 20, 36; Schumano's Op. 5
frel)

Improvwizamente [{1.) Hxtemparanetusly.

Indeciza {12] Undecided.

(IL] Wil ipetuosliy.
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Infernale (I£) Tofernal.

Tonacenie

Jnnucentcmentel {ft} Tnan artlezs and simple manoer.

Innoeenza, con

Tnsenaihilments [T1)

Tnterlude {Ex}

Interludium (Lad)

Intermezze (f1.) FPlased hetween,
two princlpal or more impoertaont pieces a a reliefl. Also
esed in liew af a acherza.

Iwtrada (fe)  Introduetion.

Intrepidamente (TL} With intrepidivy,

Invocazions (T4} A prayer; an invazatlon,  {See Dussek, po77.)

Izresolate (It} Heeitafingly s imresplercly : with the expression of
donht,

Istesma [t} 'The same: I isleisg tempo, the same time.

Inzensibly. Blostly osed for mllentandes.
1» An intermediate picce.

A piece that comes betwecn

Jagetchor {(Ger.) A hunting choros,

Kammer [Fer}) Chamber.

Kammemnusgik (Fer)] Chambet muaie.

Kammervirtlas {Ger} The principal sole performer of a oyl
or imperial canrt.

Kapellmelater (Ger)  See Capellmaiater,

Fackhelt, mit (e} With baldoess.

Kirchenmueil {Fer.] Church-mosic.

Klang {Ger.) Sound.

Kreltletlana.  The title of seven planoforie peces by Rpohert
Schomaen, Op. 16, suggested by a novel of E. T, A
HaiTrmana.

Krenz [Ser.] A sharp,

Futz (Gor)  Short

La Chasse (Fr} A hunting piece.

Lacrimoss

Laprimoas

Lameniablle

Lamentahllments

Tewrnentando

Lamehtevole

Lameniayolments

Lameotosgy

Lindler {ffer) A tlow valse ar restic daoer.
Gchubert.)

Longeam (Ger)  Slowly.

Languide (1)

Largaments

T.argheszza, con

Larghetto [f8) A slow time; but not ko slow as Latga.

Larghlsaime (ft) Extremely slow.

Large {fe]  Very slow aod solema.

T-aof {Gar] A peals,

Leebhaft (Ger)  With vivacity.

Legon (Fr.) A lerson, a study.

Toegatisaima (f] Very smooth and cohnetted,

Legate [I4) Trom legere, to bind: connected and Brasathly,

Leggicramente {fL}  Lightly, geetly, )

}{ﬂ.} 1o & mournlul, melancholy style,

(7%.) 1o a plaintive, monroful mannsar,

[Ser Boothoven aod

¥ath langnor,

}HI.} With & fll, broad expression.

Leppietezza, con

Lapgpiero

T.egpierisslmn (J)

Leicht (Fer) Easy.

Tantando (F2)  With incteasitns Hlowness

Lentement (Fr.)

Lentemente (I1}

Lenta (It}

Lericgaments (JL)  Alscledly.

L. H. indicates the [cA hand in migsie

L& (Fr.] Ser Legato,

Lobgerang {Ger) A hytnn of praise.

Leeo (4] Tathe etiginad place, The word somes gencrally afier
BoF alfa, or 3% htrsa.

Loute [Fr) A slow pigue.

Lugubre (It & Fr)  Mootolully, sadly.

Lunga pausa {(Je.) A long pabse.

Lugsingando (If.) Soothingly, persuisively, nginuating, carestiop.

}{IE._I VWith lightoems and facility af execution.

Extremely light.

In alewr time,

Maestd, con .
Il M ally,
Maestoso } t2&) eatically

Maggiore (&)

Majeur [Fr.) ] The ma|ar kes.
Maip [Fr.} Ths hand-

Wain droile (Fr.)  Right hand.
Wain pauche (Fr) Left hand.
Ma]_ln:qma }[H} With & melanchoby expression.
Malingonice

Mancando (fr.)  Ser Diminuende.

Mane {I£.) The hand.

Mano descra or dritta ff£) The right hand,
Wano sinistra (F2) The [eft hand.

Warcaty [TH)  Well marked.

Warche {Fr.)
Marcia (It}
Marsch (Ger.}
Marnellate (J1) Hammered,

Marriale (f) In a manial Geyle.

Maasig (Fer) Ina maderate time

Wlasut [Fer 1 A Polish daoce in § time, origioatiog frois
Maawreck (Fol.) the district of Mazzovia, in the former Eiog-
Mazuclea [Ger) j dom of Poland.

Meélange (Fr) A medleys Nike Fotpeuri.

Men
Meno

Menuet ()
Minwette {1}

A march.

}[f!.} Leaz; ag ptenn moisd, less geiek.

A dance, [n £ or § time, iavented in Paitoo
about 1860, iz ke chiefformof dance musie app had
io eyglical figema, such as sooatas, quartetts, &
Metronome (Fr) A mechaniczl instrument to indicate the time,
invented by Saonvewr, of Paris, in the beginoing of the
wighteenth centwry; it wae practically amc conyeoicotly
constructed in 18:6, by Milzel, a mechanleizn from Vienna.
Mazza [71] Really three hours and 2 half after evening sets ing in
munsie Lk means moderately: alan hrif, an merga pocy, with
moderate ar half {nnder) waice,
Mineur (Fr.)

Minare (It ] The minor mode.
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Nhlistericaamento i
Misterioso } (f&)  To a my=rerious manner.
Moderatamente

Moderato } (ri.) Moderatlely,

Mall (Ger)  The minor mode.

Malte (7t} Very, cxeremely, 15 malte adagio, very slow, &,
Mapferina (Fi.) Dance of the Italian peazants, in § titne.
Mofeean (Fr} A piece.

Mardente {fL} A torn.

Marende [TE) Dying away.

Maormerande (] Wurmuring,

Masse (L] Movement; ar pin masse, quicker.

Moto, con (FL) With agitation, with movement.

Musetta [FE)

Musstes {Fr.}} The bagpipe.

Nachtsticke {zar.} MNight.vigions, fowr highly Tnteresiing piang.
forte pieces by Robert Schomann, Op. 23.

Wegllzgentie

Negligentemente | (T1)  Negligencly,

Negligenza, cqn

Mettamente (f£)] HNeatly,

Nobile

Nobilmente

Mocturne (Fr.) A piece intended for cvening performanes.  The
piang pisces with this name were firet introdoced by Joho
Figld [rrdz=—rthzrl.

Noire [Fe.] A grotchat, ; )

Mon (fi.) Not; geneslly precoding angther word, such as won
froppe freste, not too fast, .

Motturnao (74} Sa¢ Noctorne,

}{H.] With a noble and grand expresslod,

Qbbligate (1] Aninstrument, or part of a composition, which is

indigpensable and cannot be omitted.

Cuetett [(F2e) A piece fer eight fnstrtments,

QOdeon {G+) 4 place for the publie performiante of imasic; alsaa el
lectinn of classicel pisces poblished by Haslinger in Vienoe.

Eoavre {Fr} A work; Buvre 1, Aest work, S,

Qine () Without; Lief odne Worte, song withoot wonds,

ODndegpiamento [f.)  With a waving, tremclous motion of sound.

Ondeggiante (ff) 1o e waving manncr,

Opus (Lt} Generally written Op. ;) a wark, euch a: Beethoven's
Op. 20, Beethoven’s twentimth work, &e.

Ordinario (fr.) Usnal; a tenpe ordinario, in the oawal tme.  {Ser
Handa'e Cancerta Mo. 2, in B lat}

Orgelpunkt {(Fer}) An organ-point or pedal-bass.

Qrnamentl [Fa.]

Drenetments (Fr.

Oazia (7o} O else | ossic file frcile, ar in this easier manner,

Oetinate ([1)  Ohetinate, perteveting; such as fasse osfinis, the
nevercchanging bags,

Dieava (FE)  The octzave.

alta,

.

] The graces, embellishments.

The higher octave,
basga. The lower nctave,
Dilatto [FE) See Octetr,

An Introductory symphony te an cpera or

t . ) : -
Qvertura (14} oracorio; an instremental piece.

Quvertare (Fr.é Gsr.}}

Dwertuare (En.)

)

)

Pantalegne [Fr.]) Arn obselete planotorte in the vpright form. I
used to be very high.

Fapillons [(£r.) DEutterSies. The tide of Schumann's Op. 2, 1welve
shott [ancy pieces migeesting a Caenival night.

Parlaeda (F.] Tn a speaking manner,

Parlante (ft.} Accentod; in a declamatory, reciting style.

Partie {Fr.} A part of 2 composition,

Fartita {f&] A kind of soite; & collection of asingle pieces.
SBebaztiat Bach's six Pastitas.)

Partitian [Fr.}

Partitor {Gar.)

Partitnra (f1.)

FPartlzione (F&)

[ STed

Tull acorc.

An old dance movernent of similar character to
the Chaconnc. Tt i: generally found in § time.
Handel's Pacaacatlle in G minne is in ¢ommon
titne, {Ser Bach's mervellows Parzacaille
G miner, arranged far four hands.)

Fasse-pied (Fr.] An old dange-tune, eriginally the danee of 1he

Erctar boatmen , ite tme is either § or 4.
Pagezianata

Passacaglic (Ft.)
Passacaille (Fr.)
Passapalla (f1.)

Parsiona, £on ]. (#t] Impassioned.

Pasticeio [TL)
Pagtiche (Fr.)
Pastorals

Pastgrella

} Sea Mélange,

}{It.] It & pastaral, simple style,

Pastaurelle {Fr.} A movement in the qoadrille,
Paretivs [F£)

Pathétique {Fr.}] Pathetieally.

Pausa [ff] A rest; a pavsg.

Pausa generale (I}, ol GUP.

prerlormers,

An antiquated French (Ttalian £} dance, in which
the ladies had to epread their dresses in imitaidon
of the pescock (ff., favans) when preading i
feathers.  According to some writers the Pavine
i5 a French adapration from the seriows Spanish

A paase of fest for all the

Pavan (En.]
Pavana {F4]
Favane [Fr.)

. dance, Pava d*Eapagna,

Per {IL] For, ot by per il pfalize, for the volin.
Perdendo
Perdendosi
Peeante (fE]  With imporeance and weight
Pozzo (Ff) A piece.
Phantasicstbeke (Ger] Faney pleces. The  title of Rohest

Gchomann's celebraved #lght plana picces, Op, 12
Piagere, con [If.) With pleasore
Piacevels
Piatevalezaa
Placevolmente
Fiangendo (f1.] Delcfolly: really—crylng, weeping.
Planissiong (ff.) Generally whtten ag #8, Ve softly.
Piano (Fr] Sodly. .
Piano 4 queue {Fr.) A grand pianoforte.
aret {F'r) A sgoere piannfocle,
Pistocramente (I8! itifolly,
Fif {ft.) Maore; anadverk of sugmentaion,
Fio tosta () Rather.

] ({1 Dying away,

[ft.] In a2 pleaalng, spreeable manner.
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Placidamaente {{] With placidity, quietly.

Poco [14) A litle; somewhat; rather; paca animalo, rather, or a
little animated, &c.

Poco a poco (17) Uy degrees; little by Liede,

Pogplato ([1.) Tes Appogaiave.

Polacca [I4) }h Polish dance in moderate tiwe, 3, geoerally

Polanaies (Fr. e
(Fr] used Ffor cotet feativities.

Polonoist {Fr.)

FPalks {Fr.} From the Bohemian fuike, hall; 3 medern dancs in
§time.  Invented in 183 by Anne Slexak,

Potnprsa (£2]  1o0a grand and pompous manner.

Fosgibile ([t Poesible, ae, i pik forde possibife, 23 loud a=
pozaible.

Potpauri (Fr.} A medley. [See Mlélange.)

Poule [Fr)  One of wthe mavements of g quadrille.

Pralleriller {Ger.l  The short trall,

Precipitamente

Preclpitata .

Frecipitasione, con [f&Y Ima horeied manner.

Frecipitoso

Preghiera (f1.) A preyen

Preludio (£i.)

Preludiem {Lai.)

Frestamente {72.)  Huecedy, quickly,

Frestezza, con (1)) VWith quickness, with rapidity,

Prestissime (f4) The highest degree of quickness,

Presto (ft)) Very quick.

Prima vista (ft.) Ar Brst sight.

Prima vplta ([t.) The frst time.

Fale (ffer] A desk.

Funkt (Ger) A det.

Punktirte Moten (Ger) Dorted nows,

Pupitee (Fr) A desk,

} A prefluds ; Introductory, opening movetnent,

Quadrille [Fr.) A setaof five consecutive dange mnvementa called
Le Pantalon, L'Eté or Le Pas de I'Etd, La Poule, La
Trepige or La Pastourelle, and Finale, Tt name implies
that four perseag are cequired for dancing i,

Quartett [Ger)

Quartenno (1]

Quatuor (Fr.)

Questo {fr.}  This.

Quiste [fL) Quoietly,

Quintett [Ger.)

Quintetto (i) } A eyelical comporition for five insuoments,

Quinttar (Fr)

Quedlibet [Lat) Really ©what you like ;" a kind of potponrsf or
wedley, consieting of 2 number of different awvelodies of
different aythare.

A cyclical compositioa far four instruments.

Raddolcendo
Raddalcenis l’(”.} With angmented sgftaese.

Rallentands (7L} A gradoal diminntion of the speed of the move-
ment.
Ranz dee Waches (Fr]  Anair played by the Swies herdsmen on

A pipe, 10 apsemble thelr herdy,  (See Roesini's overtuce 1o
" William Tell."}

Rapidamente

Rapiditd, can

Rapscdie (Fr,] Ser BEhapsodie.

Ravvivande IL) Reviving, reanimating.

Eecht {Ferd  Right, reclhite Hand, nignt hand; sometlmes [ound
merely as K,

Recitands (Jt3  In the style of a recitative.

Relizinsaments

Ecligiosn

Repetizione [[1.) Repetition.

Ereplica {I4] Hepetition ; con reflics, with copetition | senzo reflien,
without tepstition.

Reprise (Fr}  Repetition; avee
reprise, without repetition.

Bhapsodie {Ger) A kind of capricein; braken, intercopted, discan-
nected n its etructure.  [Ser Hemzelts Rhapsody in F
mingry

Ricercata (I4) A master-fugwe, bighly elaborated, and comtaining
a1l poaeible scientific Meats,

Ricordanza (ff.] Eemembrance,

Ridotta (71} Transcribed, arranged,

Rigaudon {Fr.) Ap 214 danee formerly used o Pravenes ; it i3 Bet
In coatnntn e, aila rene,

] (] With caprann

} ey Beligicugly, dewstiaally.

reprise, with tepetitien; sous

E;ziz::::fn] (i Giving additional accent ot emphakis.
Risclotaments
Riacluto [74} With resplution, with energy.

Riscluriones, con

Rigvegliace ][IL} Waking up, becomng animated.
Eizsvegtiarn '

Ritardande

Ritenende (f£) A retarding or slackening of the time.
ENenuto

Ritommella fH) & shore introduction to an afy, which, after the
air itsell is finighed, is repeated several times.  Formerly
the * tutti " in 3 eolo-comcert weee called ptornellos

Romance (Fr.l

Romanga (7]

RKomange 3ang pareles (Fr.l Song withent words.

Romancaca [}

] A short lytizal eampasition.

Reomaneeque {F‘r,)} The game 2z Gallarde,

Ronde (Fr) A semibreve,

Rondean [Fr.)] A emupesition in which a certain part o sulject

Rondo (i) } in repeated.

Hondinerto

Rondino

Rondaoletto

Rubato (i) Rabbed, bomowed: teapo endato means that part al
ane bar may, by accelerating if, be given to the next Bar,

}{IL] A short ronda,

This manner was invented by the Abbate Antonio Vivaldo,
1f—¢? —ry43, and was kaown under the name of ¢ Lombard
manner.*”

Saltando (f4) Jumping.
Salizrella [f6.)  Ser Sartaisie.
Sanl (Gr ) Solily,

Barng [fv)]  Without,
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fn old dapee im § ot § tlme; W& move-
ment I8 slow and fll of dipnitr. It forms,
gn t3 aay, the centre af gravity of the
an Hﬂ;iiﬂ."

Bartarella nq-]lfﬂ.J A quick Neapolitan Jdance in ﬁ- 1ime, EQme-

Sarabanda (It) 1
Sarbande {Fr.])

Sartarello what ressmbling the Tarantella.

S¢ala (fL) Che scale

Scherzandn

Gcherzo }[H,] o & light, playful, humorous manner,
Scherzoso

Schlummerlied {Ger] A slumber-song.
Schrellwalzer (Ger.] A guick valge,
Schotriseh {Ger) A slow polka.
Schweach (Ger)  Softly.
Scintillante {I{) Sparkling.
Goinlte (It.]  With fieedom and buldness.
Secozzese (JL)  In the Scoich aiyle.
3e¢ [Fr.)
Secop ilL)
S:Eu:ndn}“f} Fallowine
Segoents " e
Segeililla [5p) A Spanish dance in
Finlangoe, and accompani=d by singing.
Semplice

I Short, dry.

¢ time, respmbling the

] {Ir.) Simpls, anaffected, natoural

Semplicita, can

Sempre (f1)  Always,

Bengible (Fr.]  La wobe senaibie, the leading note.

Eznumentale

Sentimento, con

Senza [ff) Withoot; es serra fedale, without pedale.

Septecto (o)

Septuor (Ix.)

Secenade [(Frjy A music which {5 pedormed in the cvening, [o

Serenata {75 } the apea air.

Serigan (1) Seroualy. .

“Bestetto {f1) A composition for six inapruments,

Sevenid, com (fi}

Bextett (Fer)

Sextuar (Fr)

Birrzando

Slotzato

Bicilinna, ot

Siciliang

Bilence {Fr.] The reat,

Simile (f£} Similarly, in the same maazer.

Sinfonia [({{} A cgyelical composition o many instraments,
Fannerly the intrgdueiion po an aria of opera was ¢zlied
Biofooiz.

Singend [Ger) In 3 singing style.

Binistra (14} The left hand.

8f replica (I4.) Repeat.

Bi tace {(f2] Be dleat.

Sixte [Fr.) The invervel of a sixth.

Slentando {IZ.] Se Rallentando,

Smanioso [f&} With a fcious expression,

}{It.} With fecling.

} A composition for seven inetrnments.

Ino a strict and asvers style.

} Sea Jeatettg,
}(ﬂ.} S¢¢ Rinforzando,

]»UL} A mstic dancs of Sicily, io moderats § time.

Smorzaodo

Smorzatn }[H.} [ying away.

Sopawve :

Sua“mmmi {it.) Tna sl gentle, Jelicate mapner.

Solennclle {Fr)

Solennements {IL}]» In & solemn atyle.

Solenuitd, con {It.)

Solfcgplo (M) An sverpise or stody.
" Solleggios.™)

Zolo {1t}  Alsoe.

[Corapaze Emanuzl Bach's

Fonata (Ii)
Bonate [(Fr. & (Fer.)

Iour mevements, The name is derived

A cyelieal eompogition of twp, three, or

{ from roumre, to gound.

Sonatina (It)

Sunatine {¥r. & Ger.)

Sonuet (Ft.] A shorl pocm of fourteen Enes. “This fprm has heeo
applied to music by Lisze and gthers.

Sonoramente {f.)

Sonore [Fr.)

Sonoritd, cen (fL)

Bonoro (i)

Sopra {8} Above.

Sordini (Tt piwrall YA maute, wr Jamper; applied to the fams

Sordiae (It siaguiard|  sorufing means the zofe pedal.

Sospirandp (4] Literally, sighing 3 despoodingly.

Sostenote (Ft]  Sostzined.

Setto (If.) Under; such as setto voor, [0 an undertons,

Souvenlrs (Fr) Recollectlons.

Spianate (fi.] Smeoth, even.
Op. az.)

Spiecate (ft.) Io pianolocts music, the same ae sfeenaio.

Spinetta [fL) A spinet. {Se Appendin.)

Spicite, con

Fpirfitogag

Staccalo (fL.) From steecare, 10 detail, to pall off; shore 4 distszes.

l- A short sanata,

Somorons: full and dch sounding.
L]

{Sa Chgpin‘e ¢ Andantc spianacc,™

}{n,} With spirit and animation,

and derached fepm gne another,

Stark (Ger) Lood; with foree,

Stentate (71} In & loud meoner.

Stlmme (Jer.] The voice, or the valie part.

Strazcinando (Id) Dragping,

Strepito, con .

Strepitosamente t (ML) In a lowd, noigy, boisterpus inanner.

Strepitozg

Stretta ([} An acceleration of the time towaeds the close of bhes
movecment.

Stringendo [ft.)  Accelcrating.

Studio (I8] An exercise; a study.

Suavaments

Suave

Subite () Quick ; V5., velti subéfe, tum che pape quickly,

Buite [Fr.} A collection of diffecent movements. [See Lack nrd
Ilandel’s Suitcs.)

Svegliate {ft.] Smartly.

Symphonpie (Frl See Sinfonia.

}(ff.l} See Soave.

Tarcet [Lal) Silence.
Tace {Fer} The bary elao the tine—az, § tact, § time.
Tambourin (£+) A gavotte movement foond in old French clavecin

madic. [Compare Ramean's ¥ Tambaouvrin in £ minor™
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Tarantella (72] A lively dance in § time, Fom the provinge of
Tarentp. Danced only by picls.

) Tedesca] {fL] In the German atyle. beany also a glow {ferman

Ttdtscn} valse.

Tema [{4] A theme or eobject.

Tempestoao (I} 1o a wivlent, tem pestucons mannee-

Terape (17) The degres of movement. Also thas applied—iempo
di minnefto, in ihe time of a mouet, &e.  After a
rellentands, in Ezmpo mmeans that the strict Hme iz to be
taken np.

Tepdrerment [Fr)

Tencramente (Jt.)

‘Tensrersa, can {IL)

Teruta [7) Held, sustained, kept dawn,

Tieree (M) The interval of a third.

Timocose {Je3  With cimidity.

Toceata (fr} From the Malian werb dpecase, to touch., A piece of
masie, moetly intended for practice, in which a certain
figure iz principally used.  [Ser Bach's, Clementi's, Czetny's,
and Schomant's Toceatas)

Toceatlng (F2) A short or easy toccata,

Taoneetzer (Fer)] A corpaser. '

Tonetbek (Fe») A mucical corzpoeition.

Tranguillaments

Tranguillezza, con

Tranguillit}, con

Tranguille

Tre cotde (f.) Without goft pedal.

Tremando

Tremolando

Tremclate

Tremolo

Trllle (Fe]

Triller {Ger.j} The shzke,

Trille {f£)

Trillerkette (Ger) A chaln of shakes,

Trinklied [Ger) A drinking sang.

Trla j{t) A compoaition for thres instruments.
minoet the pact that alternates with thase,

Trommel (Ger.] Tha side-drum.

Troppo [Fe} Too much ; new frafife altegro, not too Fase, &,

Turea, alta {Ft) In the Torkish siyle,

Tutta forza, eon (f}  With the greatest forec.

Tutte eorde (fE]  Without soft pedal.

T;.rmliennr. {Fr) A slow walse, as daneced o the Avarrian Tyzal.

{5¢¢ Laaner, and Stranee's * Tyroleae Waltzen,™)

} Yith affectionate, tender exprezaion,

{f£3  Quistly, tranguil, with eomposuwrs.

{ft} With a tremulans, trembling kind of motion.

In a acherzo ar

Ugualmente {fr)  Evenly.
Una corda (L] With soit padal,

Walae [(Fr) A valse, [Ses Walrer )

Vararloni (8] WYaristiona.
Farié (fr.)
Hert's and Caerny's * Alre variéa,™)

Adr varié, an aare that {8 Gllowed by vmiations,  {Sea

i:;;::t . mn} {1} With rapldity, velocity

Wencziana, alla (fe) In the Vonetian style, somerimes used for
Crandolieras, Barcarsles,

Yeranderung (Qer) A variation.

Warsiempog (Ger) A embelllsbment.

Wibrante |f&) Totooch the keys with trembling fingers.

Yielle (Fr}) The burdy-gurdy.

Viertelnote {Ger) A croucher.

Vigoraga [71] 1o a vigerens, bold style.

Villanelta [74]

WVillanslle (Fr.

Violenwemente

Violapra, con

Violinschliasel (Fer)) The treble clef

Virginal. Se Appeadix.

Vite

Vitement

:I] A picee in the rostic, pastoral style,

]{H,} With passion, vislence.

} (Frd With yuickness.

Vivace .

Vivacita, :ﬂn}“” With vivacity.

Vivw (I8} Anitmated.

Volante (FL)  Light, rapid, fiying.

Wolkslled (Ger) A national song.

Welta (Fr) Time of playing: prima volfa, the St e secomis
voltn, the second time.

Vaolti Suhito or V.3, (7)) Ser Subito.

Worhalt {Ger) A enspension, recardation,

Vorsehlag (Ger.] An appogpiatora.

Vorapiel {Ger) A prelunde.

Worzeichnung (Ger.] The slgnature.

Walzer [Ger) A roond dapge, in § ar § time.  Tho Walty {a
the German national danpce,

Wisderholung (e} FRepetition,

Wiegenlied {Fer) A lullaby, 2 cradle-zong,

Zampopna, alla {f) In the style of 2 hagpipe.
Zeltmasa {Fer) The time or degree of movement.
Zingarcsa, alla{fé) In the gipsy style.

Zither {Ger) See Cither.

Zoppo, alla 114} In a limping maancr.
Zurickhalten (Fex) FRetarding, slackening the tine,
Zweistimemig [Ger) For iwo voices or parta.
Zwischenapial {Ger) Ao incerlude.
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VIOLIN & PIANOFORTE ALBUMS.

LONDON & NEW YORE:

NOYELLO, EWEER AND CQ.

. MENDELSSOHN, — Four Marches. = &1 %1z, ARCANGELO CORELLL —Twelve s d.
Transcribed by 3. Tours. No. 1, Sonatas. In Two Books. Edited
Wedding March; No. 2, War by A, DoLMErscu. Book II. 3 6
Ma}'ch of the Pricsts; No. 3, Cor- *13. STEGFRIED JACOBY. Light
ﬁ;‘lcsh March; No. 4, Funeral - MNational Melodies. (Amanged) 2z §

*14. GOUNOD,—* Redemption.” Kine

*2. BERTHOLD TOURS.—Thirty Melo- Transcriptions by B, Touks 2 B
dies (expressly written to be used *15. ARNOQLD DDLMETSGH —Twelve
in connection with the Author's Lausy Pieces ) B
YV x P &

1ALy PRINER) -2 *10, HAAKMAN, —Twelve Characterlstlc
. ¥3. MENDELSS0HN.—* Elijah.” Ten Tieces . 2 &
Transcriptions by B. Tours T ©| 17, BANDEL—8ix Sonm_as, The

*y. GOUNDD.—* Mors et ¥ita," Ten i{aﬂiﬁﬁméﬁ;ﬂmmpamrﬁnt bY 36

Transcriptions by B, Tours z b
13. ARCANGEELD CORELLIL Sﬂc

*:, BATTISON HAYHNES, —-—-—Twelve: Trios, For Two Vielins and

Skotches L. s 2 6 Yioloacella, or Planolorte; or as
Ouarteis, with Violonccllo and
*5 SIEGFRIED JACOBY.— I-Iungar:an Pianglorte, Edited and the Plano.
Dances, ({Transcribed) 2 6 forte ﬁc{:umpaniment I:n:.r A, Dor-
IPPOLITO RAGGHIA Ni s e 3C
2. IPPOLIT HIANTI, ——DNine
Morcennx de Salor, . ) a 19. KATE RALPH. —Sn: Pleccs a &
8. DLIVER KING.—Twelve Picces .. 2 6] " Broogs COMPOSERS. —Fourteen
g, JOACHIM ERAFF. —5ix blorceanx 21. VARIOUS GDMPI‘JSERS —'lwelve
de Salon s e 2 B Pleces o bar e 2 6

10, SIEGFRIED JACOBY.—Six Charac- 22, VARIOUS GUMPﬂSEHS-—ThW*EE“
teristic Pieces, For Two Wicline 2 6 Pieces 2 6

11. ARCANGELO GORELLY, — Twelve 23- ROSALIND F. ELLICOTT. — Six
Sonatas. In Two Books. Edited
by A. DormeTscl. Book T, » 3 #| z6. ETHEL M. BOYCE. —Exght Pieces 2

* These Albums may also be had wrranged for Violoneello and Pianoforte.

*A. €. MACKENZIE.—Six Pieces for » 4 A. C. MACEENZIE —cantinued.
leim. tht]:; Pmra:ufortg il;::um- Pibtoch.~—Snite for Violin Solo. Arrange- & o
pANLMED N O By ATAVGHE ; N0 2, ment for Viclin and Panoforte net & o
Bereeuse; Noo 3, Bencdictng: Orchostral Part 8
Mo, 4, Zinparcsca; No. 5, SaHa- chestzal Larts .. » @
rello; MNe. 6, Tema con Variazioni JOSEPFH NESVERA.—Ten Dicces for

- net 5 o the ¥iolin. With Piancoforte

Fingaresca (leoin the above) L. w 2 0 Accompaniment net & o

Benedictus (from the above) 2 o|C GURLITT.—Six Pisces for Yiolin.

.a"urranged fm- With Fianoforte Accompaniment
Omhestra, Full Score i o net g o
Orchestral Parts ., 3 6 ; Homance (from the above) a 2O
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BEETHOVENS SONATAS

(NEW AND COMPLETE EDITION.)
EDITED AWD FINGERED BY

AGNES ZIMMERMANN.

Inp One Volume, Folin size, handsomely bound in cleth, gilt edges,
FRICE ONE GUINEA,
Octave Edition, paper cover, 55.; cloth gilt, 9s. G&d,
Or Smoevry:—

F minor, Op. 2, No. 1 ... ...
A rmajor, Op. 2, Ne. 2 ... ... ...
C major, Opoz, No.g ... .. .
Ebf major, Op. 7 ... o e .
C miner, Up. 1o, WNoor... .. ..
. B maj_ur, Op. 10, No.2.,, ... ..
D major, Op, 10, Na, 3.,
C minor, Op. 13 {P'athéhque} -
B major, Op. 14, bigw 2.0 o0 aes
G majar, Op. 14, Bow 2
B2 majer, Op. 22 ... ...
E major, Op. 26 ... ...

major, Op. 24, "No. 1 {Quast
Fantnsla] -
C* minor, Op 27, No. 2 [Quasi

Fantnsu} - .

D major, Ope 28 ... ... o ..
G major, Op. 31, No. 1
0 minor, Op. 31, Na. 2., ... ...
Ep major, Op. 31, No. 3

E
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Hn,
14,
=0,
al.
22,
Z3.
24,
25-
20,
27,
a8,
29.
-
3I.
32,
33-

"”E

33

G mingr, Op, 40, Nao 1., .. .
G major, Op. 49, No. 2... .., ..
Cmajor, Op. 53 .. . o .
Fmajor, Op. 54 ... o o e
Fooner, Op. 57 . o o
Fj major, Op. 78 .. .. .. ..
G major, Op. yg .0 e oo .
Eb major, Op. B1A... ... .

E minor, Op. go .

A mejar, Op. 101 ...

Bbmajor, Op. mﬁ{HammemIamar} 1
E mu_]ur, Op. 109 ... ... ..
AP major, Op. 110.. S
C minar, Op, 111 ... . o0 ..
EP major... ... o o e e
« Fminar ... . e o e

D majﬂf ann aan akn T T T (TR
Cmajor ... o cer e e e
LG omajer L L. e s e e
Fmajor ... v cer aen e e

The Faforale Soncdiar sold at Helf-price.
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MOZART'S SONATAS

(NEW AND COMPLETE EDITION.)

EDITED AND FINGERED BY

AGNES ZIMMERMANN.

In One Volome, Folio size, handsomely bound in cloth, gilt edges,

PRICE EIGHTEEN SHILLINGS.
Octavo Edition, paper cover, 3a.; cloth gilt, 5s.

Or SINGLY i—

Comajer... ... .. ..
¥ maor... .. ..
BB majer ... ...
E¢ majer ... ..,
O major.., . e e
Dmajor... ... ... ...
C major ... ... ... .. ..
Anminor... ... .. .. ..
D major... ...

Cmajor. . ... ... .. .. ..
A major... ... .. .. ..

LA T e e

oo oo ROORR

Ho
Fd.
13.
14
I4A.
L5
16,
I17.
18,
1g.
20.

3.
F majur..
Bb majer ... — e e ;
C minar Fa:ntasm} . 3
C minor [Sonata) .
Fmajor ... i v vr vr e B
Cmajor.. .. i v e e 4
Fomajor .. .. .. . . e 4
Bb MAJHT o e e ae e §
[} ma_]nr fi Akt ae e s w5
Bb major ... .. .. oo e §

The Separate Sonatas sold at Half-price,

LOXDON AND NEW YORK: KOVELLO. BWER AND L.
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BACH. 25 35
FORTY-EIGHT PRELUDES .
AND FUGUES, (W.T. Best}
- Falin 60 —
MT Pauer, Ernst
220 The zrt of pisnoforte
P28 playlng
Musig’

PLEASE DO NOT REMOVE
CARDS OR SUPS FROM THIS POCKET

UNIVERSITY OF TORONTO LIBRARY

T T T LITP O UL VOIS T
ooly complete edition. Eight

BOGKS e e e 400 ﬁmf

MENDELS3SSOHN.
(Can tiuned.]

LIEDER OHNE WORTE. The
only complete edition. Eight
bocks

SYMPHONIES (Solo) ... TDalio

SYMPHONIES {Duet) ... Folio

GVERTURES (Solo) ... Folio

OVERTUERES (Duct) ... Folio

ELIJAH. Arrd. hy Berihold

Tours ... «v Folio
MOZART.

SONATAS, (AgnosZimmermanny)

Folio

SONATAS, (ApnesZimmermanny
FIRST MASS. Ard. by V.

Novello ... . Jolio
SECOND MASS. Amd. by V.
Novello ... ... Folio
SEVENTH MASS. Ard by V.
MNovello ... ... Faolio
TWELFTII MASS., Arrd. by ¥V
MNovello ... ... Folio
REQUIEM MASE Arrd. by J.
Flitman ... e Folig
SCHUMANN.

ALBEUM FOR THIE YUOUNG.
55 Picees. {Agnes Zimmermann}

Ditte, in three parts ... each

ALGUM LEAVIES. 20 Pieces,
{Agnes Zimmermann} ..

SCENLES OF CHILDHOQD
AND TOREST SCENES.
2z Pleces. (Agnes Zimmermann)

LONDON & NEW YORK: NOVELLO, EWER AND CO.
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SIR JOHN STAINER.

Tre PiaxororTE - - - . E. Pautr
The Rupients orF Music - - W. H. Cummmics
Tue (OrGAN _ - - - - J. STamEr
Tne Harmoxtus - - & - JKive HaLwo
Sincing (Paper Boards, 55} - - A. RANDEGGER
SPEECH IN J0NG  (Siuger's Pronouncing Priner) A J. Evuis, Forus,
Musicar ForMs - - - - - E. Paver
Haryony - - - - -} Sramxer
COUNTERPOINT - - - - - Dgr. Bripce
Fusue - - - - - - Javes Higos
SciesTIFIC DBasts oF Music - - - Dr. Ston:
DovoLe CoUxTERPOINT - . - « Dr. Brincr
Cruren Cuorr TraNinG - -  RKgv. ]. TrRovTBECK
Praxn Soxnag - - - - . Rev. T'. HeLuore
INSTRUMERTATION - - - - E. Provr
Tue ErLrMENTS oF TRE BrEauTiFuL x Music - E. Pavurr
Tur Viouin - . - . BerrroLp Tours
Toxiec Sor-ra - - - - - J. Curwsn
LAKCASHIRE So0L-Pa - - - JamEes AREENWOOD
CoxrosiTion - - - - - J. S1amner
Musicar TerMS - - - -STAINER anND BARRETT

Ture VioLoxceLLno -

Two-Part EXercises [3gﬁ} - jamrs GREENWOOD

DovsLe Scavss - - FrankLin TavLor

LIusicar. ExprEssion - - - I"rlA.THlS Lussy

SovrEcer (Paper Boards, 55) - FLORESNCE A. Mmsmr L
Or, 11 Three Parts, 15. 64, eack.

Jures pe SwerT

DRAN ACCOMPAXIMENT - - - - Deg. Bremcr
Tue CornrT - - - - - H. Brerr
MuosicaL Dictation, Part I - - - Dgr. RirTrr
Musical DictaTion, TPart II. - - - Dr. RITTER
MoouraTion - - - - « James Hices
DovsrLe Bass - _ - - - A C W
EXTRMPQRIZATION - - . « DR, SAWYER
ANaLvsis oF Forw - - - H. A. Harpirea

500 Fusue Supjzcrs - ArRTHUR W. Marcuant
Haxp Gyyrastics - T. RipLey PrENTICE
MusicAL ORNAMENTATION (in the Prfssj Ep. DanwreuTHER

{TO BE CONTINUED)

Auy of the above may be bad strangly bound in boards, price 64, each excra,
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