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TRANSLATOR’S PREFACE.

Now that this work has come before the public, it would be useless to dwell on the various causes
which have retarded its appearance, or to offer a number of empty apologies to the subscribers, which are,
in general, more gratifying to the vanity of the writer than acceptable to the reader. Suffice it there-
fore to say, that, during the time which has elapsed since the issuing of the Prospectus, no pains have
been spared to render the work, if possible, still more worthy the attention of musical students, by many
important additions; among which may be named :—particulars respecting compositions for the Organ ;
others relating to the Cornopean, Valve Trumpet, Sax Horns, &ec.; a more enlarged article on the music of
the Protestant Church ; new examples and remarks received from the Author; and a translation of the
words belonging to the vocal pieces, from the pen of Mr, William Ball—a feature not originally con-
templated. *

The Editor has also added a Memoir of the highly-gifted Author, and a complete list of his works,

which, he hopes, will prove interesting, and serve to repel the assertion sometimes made, that although so
many works have appeared under Czerny’s name, they have not all proceeded from him, which is both
unfounded and unjust, and generally arises from the inability of those who make it to conceive a greater
degree of talent and industry than they themselves possess.

Before closing these observations, the Editor desires to return his best acknowledgments to the
Messrs. Distin, for the kind manner in which they communicated to him various particulars respecting brass
instruments, their performances on which are too well known and deservedly appreciated to require any
comment from him ; nor must he omit to express his great obligations to his esteemed friend, A. Merrick,
Esq., translator of the admirable English edition of the theoretical works of Albrechtsberger, for many

valuable suggestions resulting from a perusal of the proof sheets.

To the student of the present work, any remarks on its excellence might appear superfluous, Yet it
may with truth be asserted, that, if he diligently follow the course prescribed by the Author, the result will

amply reward him for his toil, and demonstrate the justness of the motto—
“ Die praftifjde Uebung Eront dad theoretifhe Tifjen.”
which may be thus briefly expressed : —

PRACTICE PERFECTS THEORY.

Charlton Kings, Cheltenham, 1545,







iii

AUTHOR’S PREFACE.

._Ih' the phrase doctrine of composition, has hitherto been understood only the instruction in thorough
bass and counterpoint. These sciences are indisputably as essential to the composer, as orthography and
grammar to him who desires to become a poet and author. But, even with the best-grounded knowledge of
harmony and pure composition, the pupil is still ignorant of the Jorms which the different pleces must
assume, and which, in music in general, and in that for single instruments in particular, are practicable and
usual : and in no treatise on thorough bass which has yet appeared, has the manner of constructing a sonata,

a variation, a quartett, a symphony, or even a waltz, been fundamentally deseribed. |

The primary object of this work is to supply this important deficiency ; and it must be here remarked,
that all those for whom the work is designed are supposed to possess an entire theoretical knowledge
of composition, namely, of harmony, counterpoint, the correct conduct of the parts, &c.; and therefore
nothing need be said here on these subjects. But, on the contrary, the form and construction of all musical
pieces, as well as the modulations and developments of the principal idea hence resulting, will be ex-
hibited as fully as possible, and in progressive order; and the way pointed out to the young composer of
disposing his ideas, and practically employing his theoretical knowledge, in order to produce, in a correct
form, and agreeably to classical models, all kinds of musical compositions, from the most simple Theme to
the Grand Symphony, and from the shortest Song to the Opera and Oratorio.

The second, and not less important object of this work, is the art of instrumentation, including the know-
ledge of the compass and properties of each musical instrument, and of all that is practicable and effective
on it. Here the pupil will find mentioned and explained all the combinations, from the simple duett to the
fullest orchestral and vocal composition ; and the numerous models and examples from the works of the best
classical masters, with which each rule is accompanied, may be so much the more welcome, as the majority
of young composers seldom have the means of purchasing the expensive full scores of the most esteemed
Operas, Symphonies, Oratorios, Concertos, and other concerted pieces; and as even their possession is of
little use, if the attention be not specially directed to the skilful working, and to their particular beauties

and effects.

Having endeavoured to unfold and reduce to order all that is known on these subjects, which hitherto
so many talented young persons, even after long-continued attempts and numerous blunders, have often only
been able to learn incidentally, and still oftener imperfectly ; we hope to be the means of lessening con-
siderably the manifold difficulties which young composers have to surmount before they can enter upon a

successful professional course.

CARL CZERNY.







A BRIEF MEMOIR OF CARL CZERNY,

Cart Czerxy, the highly gifted Author of the present work, was born at Vienna, on the 2l1st of
February, in the year 1791. His parents came from Bohemia: and his father, who had formerly been in

the imperial military service of Austria, settled in Vienna, in 1785, as a teacher of the pianoforte.

Like many others who have highly distinguished themselves, ( ‘zerny displayed, in his earliest infancy,
a great natural disposition for music; and, as his father at that time very diligently practised the works of
Bach, Mozart, Clementi, &e. and was frequently visited by the pianoforte players then resident at Vienna,
as Kozeluch, Gelinek, Wanhall, and others, the youth had constantly the advantage of hearing good music,
and hence his sensibility for the art was speedily manifested. This cireumstance doubtless induced his father,
who possessed no independent fortune, to devote his earnest attention to educate him for the profession; so

that, even in his eighth year, young Carl performed the compositions of Mozart, Clementi, Kozeluch, Gelinek,
&e. with much facility.

About this period, the early works of Beethoven appeared; and Czerny became so enamoured with
them, as to prefer them to all others, ITe therefore studied them with peculiar assiduity ; and, when about
ten years old (in 1801), had the pleasure of being introduced to their renowned Author, who was then in the
prime of life, and had created the greatest sensation as a pianoforte player, by the production of effects and
difficulties which were previously unknown, e played to Beethoven some of the great master’s newest
compositions, and made such a favorable impression on him, that Beethoven at once voluntarily offered to
take him as a pupil. The intimacy thus formed gradually ripened into the most perfect friendship, which
was maintained, unbroken, throughout the too short life of this the greatest musical genius that ever existed.
Among the many proofs of high regard which Beethoven entertained for Czerny, it may be mentioned, as a
fact not generally known, that he selected him as the musical instructor for his adopted nephew (Carl
Beethoven), who afterwards, alas! most deeply embittered his uncle's days, notwithstanding the unbounded
kindness which was ever extended towards him.

But to return to the subject of this memoir. Under Beethoven's guidance, Czerny studied, first, the
Clavier School and the works of Emanuel Bach; and, then, all the compositions which Beethoven himself
had written and published in the course of the year. He had also to arrange many of Beethoven’s works, as
well as to correct the proofs of such of them as were being prepared for publication, all of which afforded him

much practice, and imparted an aceurate knowledge of the spirit of these fine compositions,

As the elder Czerny could with difficulty support himself by teaching, Carl, though only in his four-

teenth year (in 1805), also commenced giving lessons; and, soon obtaining some talented pupils, he became
so celebrated as a teacher, that in a short time every hour of the day was occupied.
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In the year 1810, Clementi resided in Vienna, and Czerny became acquainted with him at a noble house
where he gave instruction, at which Czerny was nearly always present. This was particularly advantageous
to him, as he thereby acquired a knowledge of Clementi’s classical method, and formed his own upon it.
He soon became one of the most favorite and highly esteemed teachers in Vienna, and gave daily from ten
to twelve hours’ instruction, chiefly in the noblest and best families. To this occupation he devoted himself
for thirty years—from 1805 to 1835; and among his numerous pupils who have become known to the public,
are Mademoiselle Belleville, Liszt, Déhler, Pirkhert, &e. Among amateurs too, of a high rank, he has had

many pupils who might well have passed for professors.

The disposition which Czerny manifested for composition during his youth, was fully equal to that which
he showed for pianoforte-playing ; and he almost daily noted down ideas, themes, &c. for all kinds of musical
pieces. His father caused him to study diligently the works of Kirnberger, Tiirk, Albrechtsberger, and
others: so that he soon acquired all the requisite theoretical knowledge ; and Beethoven thoroughly exercised

him in scoring and the art of instrumentation.

But as lesson-giving occupied his whole time, Czerny, for a long while, had no thought of publishing any
work. At length, however, in the twenty-seventh year of his age, his Op. 1 appeared, which met with such
an unusually favorable reception, that he was afterwards completely overwhelmed with orders, both from the
music-publishers of Germany and those of other countries, Hence he was obliged to devote his leisure hours
in the evening to composition; and, feeling at all times in a snitable frame of mind for it, he has produced,
up to the present period, the immense number of original works named in the subsequent list, independently
of numerous arrangements of Masses, Symphonies, Overtures, Operas, &c. &c. Of his original productions,
about one third are written in the strict style, one third in the brilliant style, and the remainder for the pur-
pose of instruction, the value of which is known to every teacher of the pianoforte throughout the civilized

world.

To youthful and time-destroying diversions or companions, it may be well imagined, Czerny has ever
been averse. His sole recreation was, and still is, reading. In 1836, he made a journey to Leipzig; and, in
1837, one to London* and Paris. With these exceptions, he has invariably resided in his native city,

Vienna, and, as a man, is held in the very highest estimation by all who have the pleasure of his acquaintance.

* It was at this period that he sold to his spirited publishers, Messrs. Robert Cocks and Co., his Great Pianoforte School, Op. 500, dedicated by
gracious command to Her Majesty Queen Vietoria; and also made arrangements with them for the publication of the present work: since which

time they have become the sole proprietors of more than five hundred of his compositions—a far greater number of this Master's works than is pos-

gezzed by any other houvse in Europe.
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A COMPLETE LIST OF CARL CZERNY'S WORKS,

BOTH PRINTED AND MANUSCRIPT.

N.B. In the following List the Works are Solos, and for the Planoforte, where the contrary is not stated.  Those marked *
are published by Messrs. R, COCKS and CO. ;

0Op, (ip,
1. Vars. Concertantes for Planoforte and Violin 49*. Denx Sonatines brill. in C and F
2. Rondean brill. sur un Cavatine de Carafa 2 quatre mauing 80, Deux Sonatines brill, & 4 mains, in G and O
3. Fant. et Var. brill, (Romance de Blangini) with Accompts. for 4l. Denx Sonatines brill, pour le Pianoforte et Violin Concertans,
two Violins, Alto, and Violoncello (Double Bass ad lib.) in B flat and G
4. Le Souvenir, Vars, 52

2. Vars. in an easy style on the concluding Air from Die Fee aus
Frankreich
o3, Rondoletto scherzando in Q
54. Ouverture caractéristique et brill, 4 4 mains
i

5. Premier Grand Rondean, in ©, with Quartett Accompts. ad lib.
G. Valses ou Exercices
Premiére Sonate in A flat.

5  Amicitie, Andantine with Vars, 35. Les Charmes de 1'Amitie, Thime de Beethoven
Y. Vars, brill. et faciles (Théme favori) a6*. Introd. et Vars. sur la premifre Galoppe

10. Grande Sonate brill. 4 4 mains 57. Troisitme Grande Sonata, in F minor

11. Divertissement brill. & 4 mains 58,

Leggerezza e Bravura, Rondo brill. with Guartett Acets. ad lib,
12*. Vars, (Trauer-Walzer by F. Schubert) Solo and Duet 5Y. Imtrod. Vars. brill. et Rondo sur la Marche favorite de Roland

13. Second Somate, in A minor G0. Vars. and Rondo on . M. van Weber's Hunting Chorus from
14*. Brilliant Vars, on an Austrian Waltz Euryanthe, with Orchestral Accompaniments

15. Amuvsement pour le Carnaval, Choix de Valses brill. et faciles : Gl. Preludes, Cadences, and a short Fantasia in a Brilliant style

two books 62. Caprice et Vars, sur * An Alexis"” de Himmel
16. Intred. et Var. sur “ O cara memoria,” with Veello. Acet. ad lib. G3. Toccatine hrill, et facile sur la Tarantelle du Ballet Die Fee unil
17. Rondo brill. sur un Menuet de C. Kreuatzer der Ritler
18. Grande Polonaise brill, with an Accompt. for a second Planoforte, 64. Fant. dans le style modemne en Potpourri
or for a Quartett, both ad lib, 65. Quoatridme Sonate in (3
19. Vars. sur une Barearole favarite 66. Rondean en Valse in O
20*, Introd. et Vars. sur la Marche favorite della Donna del Lago 67%. Vars. Concert. suivies d’un Rondean de Chasse sur la marche du
=1*. Introd. et Vare. sur la Cay. fav. “ Sorte secondami” Ballet, Barbe Blen, & 4 mains
22*. Premier Rondino sur “ Cara deh attendimi,” with Quartett & ects, 84. Rondeau passiong
ad lib. B9. Allegretto grazioso sopra un Tema de Ballo, Barbe Blen
23. Second Rondo brill, 4 4 mains, in G 70. Romanee pour le Pianoforte, in D
24. DPresto caratteristico, Duet in A minor Tl. Nocturne beill. sur  Pes waren mir selige Tage,” 4 4 mains
26%. Vars. brill, sur ¢ Ah come nascondere™ 3 4 mains 72, Rondesn mignon, No 1 in C i ditto No. 2in G
26. Rondo quasi Capriecio, in E flat T3

. Yars. on % otf erhalte Franz den Kaiser," with Qnartett or Or.

27. Fantaisie in B fat chestral Accompts, ad lib,

28. Grand Concerto in F, with Orchestral Accompts. The same with | 4. Rondoletto beill. in E flat
Quartett Aceompts, The same with an Accorpt for asecond | 75, Trois Grands Allegros in G, B minor, and A flat
Planoforte |1 70, 'I:'[mlu'u‘:me Sonate, in E
20. Second Rondino sur un Théme de I'Opera Corradino, with Quar- 77%. “ God save the King.,” with Vars.
tett Accompts. ad lib, 78. Coneertino pour le Pianoforte avee Accomp. de deux Violons,
30. Trokitme Rondino sur un Théme de I'Opera Armida Alto, ot Violoneello oblizgato, Flite et denx Cors. ad lib, in C
31. Trois Fugues, in F, E flat minor, and C 79, Trois Grandes Marches in ©, Iy, and E flat, solo and duet
42. Les Etrennes, Twenty-four Valses 80, Introd. 7 Vars. e Finale Bopra un Tema favorita per Pianoforte o
33, La Ricordanza, Variazioni sopra un Tema Ji Rode Flauto ossia Violine Coneertante
34. Duo pour le Pianoforte & 4 mains, d'aprits le premier Trio de 81*%. Vars. sur un Marche Anglaise
Mayseder 82. Grand Exercice pour le Pianoforte, in F minor
46%, Valses di Bravura B3, Romanze from W. Scolt's * Fraulein vom See't (English and
36. Impromptus on Vars, brill. sur le Cotillon du Ballet Arsena ° German) for o Voive with Planoforte Accompt.
37. Fant, suivie d'une Romance variée #1. Second Grand Potpourri Concertant pour deux Pianos 4 6 mains
38. Premier Grand Potpourri Concertant pour denx Pianofortes a 6 85*. Trois Polonaises
mains 86. Introd. Vars. and Finale on the Bavarjan National Song
39, Quatridme Rondino sor wn motif de Fesea 57, Introd. et Vars. sur la Valse de Gallenberg, & 4 maing
40, Vars, brill, sur la Marche du Ballet La Dansense d*Athéne, 4 4 83  Septiéme Rondino sur un motif de 'Opera, Elisa e Claudio
mains 89. Capriccio 4 la Foga, in E minor
4l. Cinguiéme Rondino sur un motif de Beethoven 90%, Six Rondeaux mignens, i 4 mains
42, Sixiéme Rondino sur un motif original, Le jours Passte | 81. ¢ Eg ritfon drei Redler,” German Air with Vars,
43. Becond Divertissement brill. sur la Cay. * Ayre felice,” 4 4 mains 92. Toecata on Exerciee in O
44*. Romance de Beethoven arrangie en Rondo beill. 4 4 mains 93. Hondo espressivo in E
45. Les Charmes de Baden, Rondo Pastoral 84, Deux Grandes Marehes 4 4 mains
46%, Vars. on o Bohemian Alr 03. Grand Nocturno brill, pour le Pianoforte, avee Accomp, de Flilte,
47. Grand Exercice di Bravura en forme de Rondeau brill,

Clarinetti, Cor, Bassoon, Violon, Alte, Violoncelle, et Contra-
basse, in C minor

48. “ Die Schiffende,’ Song with Pianoforte Accompt. words by Hiltz
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QE};,
100,
101.

102.
103,
1M,

105.
106,
107,
108,
109,
110,
111,

112°.
113,
114,
115.
116.
117.

118,
119.
120,
121.
195,
123.
124,
125.
126.
127.
128,
129,
130,
131.

132.

133,

134.
135.
136,

137,
138.

139+,
140.

141,

Huitiéme Rondino sur un mofif original (alla Polacca)
Neuvidme Rondino (La Chasse)
Dixitme Rondine, sur un motif de Mozart
Onzitme Hondino, sar un motif de J. H:L}"dl‘l
Douziéme Rondino, sur un motif de Cherubini
March, on oceasion of the Coronation of the Empress Carolina
a= Queen of Hungary, Sep. 25, 1825 ; solo and duet
Troisiéme Rondean brill. & 4 mains
Vars. brill. sur un Air Militaire Frangaise
Trois Sooatines brill, pour le Piancforte, avec Accomp. d'un
Violon et Veelle. ad lib, in G, C, and A minor
Premiér Grand Trio pourle Pianoforte, Viclon, et Veelle, in E flat
Introd. et Vars. sor un Théme original, 4 4 mains
Rondean brill. dans le style Frangais, in D) minor
Caprice in E minor.
Fiinf unvergingliche Blimehen, words by F. A. Kleinschmid,
for a voiee with a Planoforte Accompaniment
Premidr Décameron Musical, Hecueil de Composilions brill. et
faciles ; ten books
Premiér Décameron Musical, Recueil de Compositions brill. et
faciles, & 4 mains ; ten books
Second Galoppe variée
Vars. sur un Théme original
Valse variée
Easy Variations on a Theme from the Farce, Staberls Reise
Abenthener in Frankfort and Miinchen
Imprompiu brill. & 4 mains
Tendress, Amiti¢, et Confiance, three Rondeanx
Grinde Polonaise brill. avec Accomp. de 2 Violons, Alto, et
Velle. in F ; the same for Pianoforte solo
Sonate Militaire & 4 mains, avee Accomp. d'un Violon et Velle,
ad lib. in C.
Sonate Sentimentale 4 4 mains, avee Accomp. dun Violon et
WVelle. ad lib. in G
Sonate Pastorale 4 4 mains, avee Accomp. de Viclon et Velle.
and lib. in F
Grand Divertissement en forme de Rondean brill, pour le Piano-
forte, avec Accomp. de 1'Orchestre ; dilto avee A.{.'L'ump. d'un
Cuatuor ; ditto pour le Planoforte sole
Vars, brill. gar @ Golt erfialfe Franz den Naiser,” 4 4 mains
Sixitme Sonate, in D minor
Vars. brill. eur un Thitme de 1"Opera, I Crociato, 4 4 mains
Grande Serenade Concertante pour le Planoforte, Clarinet, Cor,
el Violoneelle {ou Violon, Alto, et Violoneelle), in E flat
Treiziéme Rondine sur un Théme de 1'Opera Le Magon, with
Quartett Accompts. ad lib.
Rondesu brillant in A
Duo Concertant pour le Pianoforte et Flite {ou Violoncelle) in C
Variations brillantes sur deox Thémes de 1'Opera, L' Ultimo
Giomno di Pompei, 4 4 mains
Fantaisie ¢legante, ou Potpourri brillant, sur les Thémes de
I'Opera. La Dame Blanche, Part 1 ; ditto Part 2
Variations brillantes sur © Dépechons, travaillons,”’ de 'Opera,
Le Macon ; solo and duet: also with Quariett Aeccompts.
ad lib.
Introduction et Variations sur la Cavatina de l’ﬂpl.‘.ru, L*Uitimo
Giorno di Pempei
Imprompto ou Variations sur un Théme de I'Opera, Oberon
Variations sur un Théme de 1'Upera, Oberon
Hommage aux Dames, Repertoire des nouvelles Compositions
brillantes.
Beok 1. Elegantine, on Rondean brillant
2, Rondeau, ou Polonaise, i 4 mains
4. Rondo Concertant pour le Planoforte et Velle.
Allegro aflfetnoso ; duoet
Variations de Coneert sur la Marche des Grees de 1'Opera, Le
Sitge de Corinthe, avee Accomp. de I'Orchestre ;  ditto with
Quartett Accompts. ; ditto for Planoforte solo
One Hundred Exercises in progressive order, and fingered
Introduction and Variations on a favorite Air from Das Midchen
ans der Feenwelt
Yariations on the favorite Duoet, © Bréderlein fein ;9 duet

142,
143.

144,
145.
146.
147.
148.
149,
150.
151*.

152+,
153,

161.
162,

163.

164,
165.
166,
167,
165,

169,

170.

176,
177.

178.
178.

180.

Ouverture pour Grande Orchestre, in C minor

Grande Fantaizie en forme de Sonate (on septitme Sonate pour
le Pianoforte solo) in E minor

Ditto (ou huitiéme Sonate pour le Pianoforte solo) in E flat

Ditto {ou newyidme ditto) in I3 minor

Marcia funebre sulla moite di L. van Beethoven ; solo and doet

Variations & Capriccio sur deux Thétmes de 1'0Opera, Oheron, 4
4 mains -

Premicr Grand Quatuor pour le Pianoforte, Vielon, Viola, et
Violoneelle, in C minor

Rondoletto Coneertant pour le Pianoforte et Flite avee Violon -
celle ad lib. in F

Troiz Polonaises Sentimentales

Grand Exercise on the Shake

Grand Exercise in all the Keys, major and minor

Concerto pour le Pianoforte & 4 mains, avee Accomp. de 1'Or-
chestre, ou de Quatuor, in C; the same without Accompts.

Graduale Pastorale, © Hodie Christus natos est,” for four Voices,
two Violins, Viola, two Hautboys or Clarinets, two Homs,
Violoncello, Double Bass, and Organ, in IF.

Offertoriom Pastorale, “ Exuolta, filia Sion,” for four Voices, two
Violine, Viola, two Hautboys or Clarinets, two Horns, two
Trumpets and Drums, Violoneello, Double Bass, and Organ,
in I

Belohnung der fleissigen Jugend, three easy Sonatas;, duets

Der Brand von Maria-Zell, Fantasia in A

Book 1, Trois Rondeaux faciles ; Book 2, Trols Rondeaux faciles
i 4 mains; Book 3, Trois Sonatines faciles instructives et
doigiées ; Book 4, Trois ditte 4 4 mains

Rondeau brillant di Bravura, avee Aceomp de 1'Orchestre, in A |
ditto avec Accomp. d'un Quatuor ; ditto pour Pianoforte solo

. Intreduetion, Variations, et Polacea sur * Tu vedrai,” avec Or=

chestre, in D; ditto & 4 mains, avec Orehestre ; ditto avec
d'un Guatuor ; ditto & 4 mains avec Quatuor; ditto pour le
Pianoforte solo and duet

48 Etudes en forme de Preludes et Cadences dans tous les tons

Fantaisie brillante sur divers Thémes Suisses et Tiroliens, avee
Accomp. de 'Orchestre ; ditto avee Aecomp. dun Quatuor ;
ditte pour le Pianoforte solo and duet

Aneiferong zur Bildung der musikalischen Jugend, eix casy
Sonatinas with fingering ; intended to follow any instruction
book

Guatorzitme Rondine sur * Ma quell’ amabile” dans Il Pirata,
with Giuartett Accompts, ad lib.

Grand Nocturne brillant pour le Pianoforie 4 4 mains avee deux
Corg ad lib.

Second Grand Trio pour le Pianoforte, Viclon, et Violoneelle, in A

Sonatina in A

Deux Rondeaux, in E flat and B minor

Cinquitme Rondino sur un Théme de Paganini, with Quartett
Accompts. ad lib.

Grandes Variations brillantes sur *° La Campanella de Paganini,””
avec Quartett Accompts, ad lib.; ditto 4 4 mains ; ditto & 4
maings with Quartett Accompts.

Fantaisie brillante sur trois Thémes de J. Haydn, Mozart, ef
Beethoven

Grand Capriecio in C minor

Troisiéme Grand Trin pour Plane, Violon, el Vicloncelle, in E

Guatorze Ecossaises brillantes, on Exercices di Bravura

Second Décaméron Musical, Recueil de Compositions amusantes,
ten Books

Second Décaméron Musical, & 4 mains, ten Books

Allegro Fugato in Quintetto per due Violini, due Alti, et Vio-
loncello, No. 1,in € minor (ic Seore); ditto Neo. 2,in C (in

: Seore)

Grrand Sonate & 4 mains, in F minor

Introduction, Variations, and Polacea on two favorite Airs from
Der Alpenkinig und der Menschenfeind, with Quartett Ae-
compt. ad lib.

Introduction and Variations on a favorile Air from Der Alpen-
kinig und der Menschenfeind ; solo and duet
Ditto for Pianoforte with Quartett .-‘h;'m'mp[ﬂ,
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%M"P Donze Grands Rondeaur Nationavz brillants of caractivishiques, Les Pinnistes assocics, ou Compositions brill, el concert. pour
: oft sgond infroduifs les Airs orfginals les plus favoris de ces ! wn Mfie. d 2fr mains.
“”:"ll.Eln Nationg, savoir i 227*. Book 1. Rondeau brill. 4 6 mains
1561. Rondeau National Allemand |  228% Book 2 Vars. brill. sur le théme iyrolien, de opera La
E[I; s:,!.-u___”m LB Ann}qig et Eeossals | ]"];ln;_-r"ﬂ_L‘ 4 6 mains.
Upes, (g | 183, ———— Bohéme 220*. Book 3. Divertissernent militaire, & 6 mains,
184, —— Espagnol | 230. Quatuor Concert. pour 4 Planofortes in C,
?ﬂ'.u,Tg._'J o 185, ———— Frangais | Ditto for 1 Piancforte, Solo and Duett, Orchestral or Quartett
186, ——— Hongrois | Accompts, suitable for either arrangement,
it e | I??' ——— Halien | 231, Three Rondeaux mignons fae. et brill. sur divers motifs favoris,
" 188, — Polonois Solo and Duoett.
189, ——— Russe 232, Grandes Vars. di Bravora sur 2 motifs fav, de 'Opera, Fra

L e Suedois Diavolo, with Orchestral Accompts. Ditto with Quartetf Ae-
= 191, ——— Syisse compts. Ditto for Pianoforte Solo,
—— I'.-.!I'.’,‘. — 'I'Ilzrlluu 1 233, lelll!'\.'i.lli brill. pour T"i:au.nﬂf'tc aver ;'!I.-(‘:'!III.LJL de2 Violons, Alto,
s o 193. Troisitme Galoppe, 'l:'lll'H'E : - | Vicloneelle et Basse, Flute, 2 Clarinets, 2 H-.'ua:n'm:nﬁ, et 2
Rt 184, Introdoction, Variations, and Rondo on two favorite Styrian | Cors, or for Quartett only, in B iflat; Ditte for Pianoforte
o o Vo Alpine Airs ; solo and duet ; ditto for Pianoforte with Quar- | Salo.
i, o fiy tett Accompts | 234, Introduction et Vars. brill surla marche dans. Gl Arabi nelle
195. Seizidme Rondine, sur  Ah come rapida,” with Quarter Accts, | Gallie, avec Aecomp. de I'Orchestre, ou d'on quatuor. Ditto
e Ve ad lib, tor Planoforie 5 Jlo.
tm B, i 196. Introduction, Variations, and Rondo on * Or che son vicino & te™ 235, Huititme Rondino sur un théme d4' Auber.
Rusmum golo and doet ; ditto for Pianoforte with Quartett J'E.L--;-mupis. 236*. Vare. brill. sur le Perit Tambour, avee Accomp. de 'orchestre. -
199. Troisiéme Fantaisie élégante, ou Potpourri brillant sur Thémes Ditto for Pianoforte Solo.
Wil oy dans La Muette de Portici. 237, Einzogs Marseh, performed at the opening of the Hungarian
198.  Dix-septiéme Rondino sur les deux Barcaroles dans La Muette Diet. September 13th, 1530. Selo and Duett.
s Hoodegt e de Portici, with Quartett Accompts. ad lib, 238. March performed on oceasion of the eoronation of His Imperial
5 Insirctinn o 1989.  Variations sur ** Ah! ich stell’ du Falsche dir™; solo and duet ; Majesty Ferdinand as King of Hungary, Sep. 28, 1830 .
ditto for Pianoforte, with Quoartett Accompts. solo an  duett,
[Oeckestre i e 200*. The Art of Improvisation, or Sehool of Extemporancous Per- 230. Fifty Duett Studies for the Planoforte, fingered,
at Teatefe el furmance 240, Premidre Fant, Romantique d*aprés le Roman Waverley de Sir
ol e [ 201, Six Rondeaux d'Amusement Walter Scott, 4 4 mains
o e 202, Introduoction, Variations brillantes, et Rondean de Chasse 241. Deuxidme ditte, Guy Mannering de Sir Walter Scoit, & 4 main
SRR 2ik3*, Valse Autrichienne, variée 242, Troisiéme ditto, Rob Roy de Sir Walter Scotf, i 4 mains
4 204, Divertissement de Concert, ou Adagio, Variations, et Rondo, 243, Quatridme ditto, Ivanhoe de Sir Walter Scott, 4 4 mains
e avee Aceompl. d*Orchestre ; ditto with Quartett Accompts, ; 244+ Grand Exercice de la Gamme Chromatique avec toutes les
+ Tonkin, ¢ ditto for Pianoforte solo differentes manidres du doigté
R 205. Impromptii brillant sur un motif 4 la Rossini 245%. Grand Exercice de la Gammes en tidrees et des passages doubles
.oae Qun 206, Thiéme Russe, varide 246. Introd. Vars. et Finale sur un Cheear de J'f]]n:ral, Fra Diavolo
S 207. Ronduletto sur le Thiéme Hollandais favori, * Wien Néelands 247*. Bouvenir Theatral. Collection Periodique de fantaisies élegantes
Jugend, &1 4] bloed in de aders vioeit” i sur les motifs les plus favoris des nouveanx Operas
;) indnck 208. Introduction et Variations brillantes sur un Théme dans le N.B. This Collection amounts to upwards of 50 pieces, each
> Muette de Portici arranged as a sole and as a duef
' daae [ B0 209, Divertiseement brillant ot facile | 248, [Introd. et Vars. Concert. sur un Tirolienne, pour pianoforte et
d 210. Concertino for the Pianoforte, with Orchestral Accompaniment, Cor. (ou Veelle) in F minor
ains 292 16 in C 249.  Variations on the favorite Charmant Walzer by Strauss
211. Deux Trios brillants pour le Pianoforte, Vielon, et Violoneelle, 250, TFestal March in A
Visoeehetd in C and A 251. Troisitme Décaméron Musical, 10 books
212. Bix Grands Potpourris brillants et concertants pour Planoforte, 252. Ditto, & 4 mainz, 10 books
Violon, et Violoneelle ; the same for two Pianofortes concert, 253. Le Golfe de Naples. Tableau Nocturne ou fant. pittoresque
. wilb ottt 213*. Andante and Ronde, with Orchestral Accompts, in C 254¢. Grand Rondean brill, & 4 mains. in F b
214 Premier Grand Concerto, avec Accomp. de I'Orchestre, in A | 255, Rondeau & la Barearole, in A
llaﬁETl‘-ﬁml minor ; ditto for Planoforte solo 256. Fant. concert. pour le Pianoforte, Flute, et Velle. in G
aifs ; fitrd! 215. Rondoletto brillant sar plusieurs motifs tirés des Romanees Fran- 257. Grand Polonaise in ©
Caises 258. Deux Thimes Original Variés .
vy, Yoat £ 216. Rondoletto brillant sur deux motifs de 1'Opera, Guillaume Tell | 259, Grand Rondean Militaire et brillante, 2 4 mains
: : 217. Rondeaun de Chasze sur * Quelle savage harmonie” dans Guil- | 260, Bondo per il Pianoforte Solo
laume Tell | 261*. 101 progressive Exercises and Supplement to ditto, containing
:I.m:::,,'sﬁ 218. Potpourri brillant sur les motifs de 1'Opera, Faust 24 New Studies |
;_l._m 219, Introduction et Variations sur le Pas de Trois dans Guill Tell 262, Trois Quatuors brillante et non difficiles, pour Pianoforte, Violin, :
,I,JIL; ] 220. Variations brillantes gur la Tyrolienne ditto . Alto, Violoncelle, in C, E flat, and F
L 221. Deux Grandes Fantaisies sur les motife leg plus favorie dams | 263, Vars. 11r|_-r_-|‘_-|1{=h d'une Introd, sur un motif dans La Fiancde !
: Guillanme Tell; No. 1, in E minor : No. 2, in A 264, Introduzione ed Allegro agitato in G minor, duet
ﬁ;ri o T 222, TImpromptii brillant sur un Pastorale de 1'Opera, Guill, Tell ! 2656, Rondeau precédé d'une Introduetion '
}E _?g ] 223, Variations brillantes sur * Das Wandern ist deg Wiiller's Lusi™ 266. Vars. brill. et non difficiles sur une Valse originale, & 4 mains |
s «F. Schubert ; =olo and duet; ditte for Pianoforte with 267. Allegro en Galop in F
Quartett Accompts. 268, Grande Sonate d'Etude (No 10 of the Grand Bonatas) in 13 flat ‘
- 224, Deux Quatvors brillants pour Pianoforte, Violon, Alto, el Violon- ! 269, Grand Polonaise brillante, 4 4 mains
e ;,u: 1 celle; No.l,in F; No, 2, in G 270. Troiz Thémes originanx, variés |
Lul'md 225. Variations brillantes sur la Romance favorite d'Ivanhoe de 271. La Joyeuee et la Sentimentale—2 Bondos
ey I'Opera, Templar und Judino, & 4 mains 272, Rondo Polacea
w [ 226, Fantaisie 4 4 mains 273,  Variations sur un Théme de Paganini




X

974. Souvenir des Contemporains—Trois Rondeaux brillante et fac.
sur des motifs favoris de notre fems, solo and duet

275. Trois Thémes choisis de I'Opera, Robert le Diable

278, Serenade Venetienne, Divertissement Concertant sur une Bar-
carole fav. & 3 voix (Sop. Ten. et Basso), avec des Vare.
brill. pour Pianoforte, Flute, Cor (ou Alto) et Veelle. in A.
Ditto for two Pianofortes Concertant

277. Le Chiron Musical, ou Collection des Compositions Instructives,
i 4 maine

275. Rondo en Bolero in D

279. Dix-neuvidme Rondino sur denx motifs favoris del'Opera, Eampa

280*, Variations brillantes sur une Marche Anglaise, avec Accomp.
de I'Orchestre, in E. Ditto for Pianoforte solo

281*, Variations brillantes sur un Théme de 1'Opera, Norma, avec
Accomp. de 'Orchestre, in F, Ditto for Pianoforte solo

282. Le Cornet de Postillon, Variations sur un Théme de Rossini.

283. Grand Rondo Brillante, avec Accomp. de 'Orchestre inF.  Ditto
for Planoforte salo

284. Vingtidme Rondino sur I'air favori de F.Schubert (Das Stinchen)
in C

285. Grandes Variations concertantes pour deux Pianofortes, sur un
Théme de 1'Opera; Montechi e Capuleti, in B flat  Ditto for
Pianoforte solo with Orchestral Accompaniments ad lib.

286. Grand Rondo brillante avec Accomp. de I'Orchestre in C. Ditto
for Pianoforte solo

287. Trois Ariette ltalienne per una voce (Tenore) col Accomp. de
Fianoforte

288. Bix Divertissemens en forme de Rondo

250, Quatridme Grand Trio pour Pianoforte, Vielon, et Vicloneclle,
in A minor

200. La Dooceur, Rondo Elegant

201. Grand Rondo 4 4 mains

202, Variations brillantes sur un Théme original, in F

203, La Rivalité ; Rondo brill. et concert. pour le Piano, & 4 mains.

204, Grand Potpourri pour Pianoforte, Flite, Violon, Alto, et Viclon-
celle, in A

205*. Variations brillantes sur un Théme de I'Opera, Montechi e Ca-
puleti, & 6 mains

206*, Polonaise pour un Piancforte, & G mains

2857+, Variations brillante sur un Théme de 'Opera, Norma, pour un
Pianofgrte 4 6 mains

(N.B. Ops. 205, 206, 207, form Nos. 4, 5, 6 of Les Planistes

Associds,”  See Op. 227 and foll.)

208, Troisitme Grand Potpourri pour deux Pianofortes 4 0 mains

200"%. Etnde de la Velocitd, 30 Exercises

300*, The Art of Preluding, in 120 Examples of Preludes, Modulations,
Cadences, and Fantasias of all kinds ; forming the Second
Part of “The School of Extemporaneous Performance,”
Op. 200

301. Variations sur une Valse de Reissiger, connue sous le nom de
Derniére Pensée de Weber

302, Théme [talien, varié

303, Introduoction et Variations brillantes sur un Théme de M. Ru-
dolphe de YVivenot

304. Variations pour le Planoforte et Violon concert. sur un Théme,
Le vieux Tambour, de Lafont, in I

305. Variations pour le Pianoforte et Viclon coneert, sur un Thime
Espagnol, in A

306, Souvenir du Jeune Age, Rondeau sur la Romance favorite de
I'"Opéra, Le Pré aux Clercs

307. Variations brillantes sur le Chour final de 1'Opéra, Le Serment,
4 4 mains

d308. Variations sur un Théme original

309. Introduction et Variations concert. pour le Pianoforte, Violon, et
Violoncelle, sur le Cheeur, “ Nargue de la folie,” de 1'Opéra,
Le Pré aux Clercs, in G

310. Variations brillantes sur le Cheeur, * Dans cetle belle," de
'Opéra, Le Serment

a11. Deux liur:‘lduaux, non difficiles, sur des motifs faveris de I'Opéra,
Le Pré aux Cleres

312, Variations sur !.n Ronde, * A Ia fleur du bel dge," de I'Opéra,
Le Pré aux Clercs, & 4 mains

313,

314,
315.
316,

317.
318,

318.
a20.
221,
222,
a23.
a24,

J25%,

326+,
a27*.

428
320,

330,
431,

3432,
d33.

B34,

435",
S30,
337+,
338,

339,

340,
341.
J42*,

343,
344,
345,
346,
a47.
348.
249,
350,
dal.
352,

453",
354,

a55%,
d56*.
357,
368,
359,

S60.
361,

562,

Le Jeune Pianiste, deux Sonatines faciles el soigneusement
doigtées, Nr. 1 im C, Nr. 2in G

Grande Polonaise brill, pour le Piano et Violon coneert, in A

Cadences for Beethoven’s Concertos, 2 books

Dix petits Rondeanx, on Amusemens utiles at agriéables sur des
motifs favoris pour la Jeunesee, doigtées

Variations on an original Theme, in A

Six Graduals, for Soprano, Alto, Tenor, and Bass, with an ad lib,
Accompaniment for the Organ or Pianoforte

Variations sur une Valse de Robert le Diable

Variations sur un Théme de Robert le Diable, & 4 mains

Rondo, in Bflat; Duet

Rondo, in B flat ; Solo

L'Allegresse, Rondo, in A

Variations brillantes sur la Valse favorite de Lanner (Schnell-
segler- Walzer)

Trois Fantaisies sur les Thémes de "Opéra, L'Elisir 4’ Amore ;
Solo and Duect

Trois Thiémes favoris de 1'Opéra, Zampa, variés

Trois Fantaisies sur les Thémes de 1"Opéra, Parisina ; Solo and
Duet

. Trois Fantaisies sur les Thémes de 1'Opéra, 11 Furioso all’ Isola

di 5t. Domingo, de Donizetti; Solo and Duet

Variations sur un Théme favori de 1'Opéra, Hans Heiling, de
Marschner, 4 4 mains

Tausend Tonblumen

Grande Sonate, & 4 mains (Nr. 3 des grandes Sonate 4 4 maine),
in B flat

Variations brill, sur un motif martial de I'Opéra, Robert le Diable

Les Elégantes, Variations brillantes | Book 1, sar la Tyrolienne
favorite, Almalied ; Book 2, sur la Sonnambula; Book 3, sur
une Valse favorite

Souvenir de Peste, Variations sar ume Valse, Eri]:m&rung an
Pesth, de J. Stranss

Legato aud Staccato Exercises, 2 books

Fantaisice sur des Thémes de "0 [:H'!mJ All Baba, de Cherubini

Forty Daily Studies

Introduction et Variations sur un Théme original, avee Accomp.
d'un Orchestre on Quatuor, in D

Three brillinnt Fantasias on the most esteemed subjects from F.
Schubert’s Works, for Pianoforte and Horn, or Violin and
Violoncello ; ditto az Pianoforte Duets; ditto for Pianoforte
and Physharmoniea, or two Pianofortes

Variations on the Plennig Walzer, by Strauss

Variations brillantes sur un Théme de I'Opéra, Hans Heiling

Trols Fantaizgies sur les Thémes de 1'Opéra, Beatrice di Tenda,
de Bellind ; Solo and Duet

Trois Thémes de I'Opéra, Lestocq, variés, in G, F, C

Trois Rondines sur ditto, in C, A, B

Die Ruinen von Neustadt, Fantasia, in I minor

Fantaisie sur motifs de I'Opéra, Lestocg

Variations sur un Théme de Lestocqg, in A

Grand Exercice en forme de Fantaisie improvisée, in E minor

Trois Sonatines instroctives

Le dernier Soupir de Herold, Variations sur le Théme de Herold

Neuwjahrsgeschenk, Fantasia

Souvenir de Boieldien, Variations, in B flat

YVariations brillantes sur une Valse favorite (Conversations-
Walzer)

Amusement des Pianistes, Collection de morecaux agréables et
brillants, & books

The School of Embellishments, Turns and Shakes

Variations brillantes sur le Théme, Vien qua dorina bella

Trois Thémea [taliens, variés, 4 4 mains

Duo concertant pour deux Pianoforte, in B flat

First Lessons for Beginners, Fifty Exercizes, Studies and Pre-
ludes, fingered, 2 books

Grande Fantaisie sur 1'Opéra, Gustave

Introduction et Variations brillantes sur un motif favori de
I'Opéra, La Médecine sans Médecin

Rondino brillant et non difficile sur un motif favori de I'Opéra,
La Médecine sans Médecin
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S63,

B8]
A65*%,

a64,

367.

68,
350,
370.
371.

a72.
373.
374.
“751

376,

a717.

378,
478,
80,
381.
382,

353,
3584,
385,

354,

a87.
389,
300,
391.

302,
203,
304,

398,

309~
400%,

401.
402,

403,
404,
405,
406,

407.
404,
408,
410,

Introduction et Variations sur le Duo favord, * Sooni la tromba e
intrepide,’’ de I'Opéra, I Paritani; Solo and Duet

Grand Exercice, in A minor

Die Schule des Virtuosen, or School for Virtuosi, Sixty Studies
on Bravura-playing, 4 books

Yariations brillantes sur un Théme de I"Opéra, La Princesse de
Grenade, de Lobe, pour le Pianoforte, avee Orchestre ou
Quatuor ad b, in C

Romdolette élégant sur un Théme de 1'Opéra, La Princesse de
Grenade

Huit Noeturnes pour le Pianoforte, 2 books

Gran Capriceio di Bravura, in F minor

Variations brillantes sur un Théme de 1"Opéra, I Puritani

Deux Bondolettos faciles sur des Thémes de I"Opéra, I Puritani,
in Dand C

Six Rondeaun-Galopes

Dix Rondeaux faciles et doigiés, 4 4 mains

Troiz Rondeaux pour le Pianoforte et Flite concerians, in C, D, G

Introduction et Variations brillantes sur un Thime de 'Opéra, 1
Puritani

Fantaisie et Variations sur un Théme de I'Opéra, I Puritani, 2
4 mains

Fantaisie et Variations brillantes sur uvn Théme de Madame
Malibran

Valse brillante, in A flat

Flore thédtrale ou Fantaisies brillantes sur les opéras modernes

Grand Exercise in Thirds, in all the 24 keys

Trois Serenades sur des motifs nouveaux, de Rossini

Denx Fantaisies brillantes sur les motifs de 1'Opéra, La Prison
d*Edimburg, de Carafa

Trois Fantaizies sur leg motifs de 'Opéra, Lucia di Lammermoor

(Grandes Variations sur un air de 'Opéra, Le Cheval de Bronze

Douze Rondeanx amusantes et instructives sur des Thémes
favoris

Souvenir de Bellini, Fantaizsie ¢t Variations sur la derniére
pensée de Bellini

Trois Fantaisies sur les motifs de 1'Opéra, Lucrezia Borgia

Etudes préparatoires et progreszives

Hommage aux Graces, trois Rondeaux sur des Thiésmes favoris

Three Senatinas for Pianoforte and Vielin concertante

Grande Rondeau-Polonaise pour le Pianoforte avec Orchesire,
in E flat

Der Abend und die Nacht, two easy Fantasias

Trois Fantaisies sur les motifs de I'L}Pf"ra, Marino Falliero

Fantaisie et Variations sur 'air national Russe, * Dieu conserve
I"Emperenr™

Fantaisie et Variations sur un Théme de 'Opéra, Le Cheval de
Bronze, 4 4 mains

Impromptu sur le Cheeur favori (Cheeur de boirve) de U'Opéra,
La Juive, de Halevy

Bijoux théatrals, ou nouvelle Colleetion de Rondeaunx, Variations
et Impromptus sur les motifs les plus favoris des nooveaux
opéras (a periodieal work, many booke)

Le Gout moderne, nouveau Recueil de Rondeaux, Variations et
Impromptus sur les Thémes les plus ¢légans des nouveaux
opéras, & 4 mains (a periodical work, many books)

Ten Grand Studies for the Improvement of the Left Hand

The School of Fugue-playing, consisting of 24 Grand Studies,
intended for the practice of the difficulties peculiar to com-
positions in many parts

Beminiscences de I'Opéra, La Juive, 4 Divertissemens

Encouragement pour la Jeunesse, faciles sur Thémes favoris,
5 Rondos

Romance en Bondo sur Théme des Huguenots

Introduetion et Variations brillantes sur Thime des Huguenols

Rondo, ou Allegro agitato sur Théme original

Festal March, on the opening of the Booksellers' Exchange in
Leipzig ; Solo and Duet

Scherzo brillante sur Thémes des Huguenots

Andante sentimental sur Thémes des Huguenols

Cours de nouvelles Eludes progressives

Six Sonatines faciles

——r ez e

411.
419,
413,
414.
415,
4146,
417.
418,
4190,
420

421.
4232,

423,
424,
425,
424.

427.
424,
420,
430",
431%,
432,
4333,
434,

445,
436.
437.

438,

439,
440,
141,
442,
443,
144,
445,
440,
147.

448.
444%,

450,
1al.

E
]

W p
e

53,
LR L
4554,
466+,
457,
455,
450%,
400,
461,
462,
463,
464,
465,
4066+,
4G7*,
4058*,
460,
470.
471,
472,

473.

xi

Introdnetion ¢t Rondo

Trois Rondos beillantes sur Thémes nationals Russes

Souvenir de mon premier Voyage en Saxe, Fantaizie brillante

Album Mugicel. Book 1, Rondo élégant

Ditto, Book 2, Rondo militaire

Ditto. Book 3, Rondo gracieux

Rondo brillante sur Thémes des Hugoenots

Imprmnptu en forme de Rondo, Théme ditte

Huit Rondos faciles sur Thismes favoris

Soixzant Exercices pour les commencans comme supplement pour
chagque Methmde de Pianoforte

Introduction et Rondo martial sur Théme des Huguenots

Introdoction et Ronde brillant sur Thime des Huguenu!.s, A
4 mains

Rondoletto, Thime ditto

Caprice brillant, Thémes ditto

Rondino scherzando, Théme ditto

Rondo sentimental sur air Anglais, * Isle of beauty, fare thee
well ™

Introduction et Variations brillantes sur Thémes de Reissiger

Introduction et Variations brillantes sur Thime Suisse

Impromptu brillant sur Théme Suisse

Nachtwandler, Variations sur Valse de Strauss

Eisenbahn, Variations sur ditto

Twenty-four Canzonette [taliane per una Voce e Planoforte

Etndes progressives et preparatoires

Les Quatre Saisons, ou quatre Fantaisies brillantes sur Thémes
originals

Récréations musieales, ou six Mélodies de Bellini, variés

Rondeletto scherzando

Fantaizie brillante sur Thimes de I'Opéra, La Campanella, de
Donizetti ; Solo and Duet

Les Progrés do Pianiste, huit Thémes favoris, variés, dens le
style facile

Quatre Sonatines faciles et progressives pour les Eléves

Quatre Mélodies variés

Fantaisie sur 1"0Opera, Betley, de Donizetti; Solo and Duet

Introduction et Variations heillantes sur Cheeur du Pirate

Variations brillantes sor l’ll;'lpf'raJ L'Eclair, de Halevy

Romdo brillant sur Théme Ialien favori

Introduction et Variations sur Thimes de Beatrice di Tenda

Trois Fantaisies brillantes sur des Thémes de Mercadante

Intreduction et Variations brillantes sur Cavatine favorite, * Senti
tu come io sento™

Caprice et Variations brillantes sur Théme faveri de 1'Opéra,
Torquato Tasso, de Donizetti

Improvisation sur Stranss Kronungs-Walzer

Funtaisie lyrique sur Théme Suize,

Impromptu brillant et militaire sur la Marche favorite du Sollan
Mahmoud, de Donizetti

Introduction et grandes Variations sur Théme original

110 Morceaux instructives et progressives pour les COILMeNyans

Dix-huit Rondos et Variations, &e.

Vingt-quatre Variations et Rondos faeiles, &, :

Rondo brillant, * Son nom™

The Spirit's Song, by Shakespeare

Trois Rendinos sur Thimes de Beethoven

Five original Quadrilles

ERondo on “ I'm a mountain ranger

Trois Morceaux faciles, & 4 mains

Rondo sur Théme de L'Ambassadrice, de Auber

Musikalische Theater-Bibliothek, 24 books

Deux Rondinos brillantes sur Thimes de 1'Ambassadiice

Fantaisie brillante sur motifs de L' Ambaseadrice

Hommage 4 Beethoven, 6 Rondos

Fantaisie sur Air Ecossais

Irlandais

Divertissement brillant sur Théme de L'Ambassadrice, & 4 mains

Souvenir du Voyage du Rhin, Fantaisie brillante

Souvenir de Paris, Fantaisie

Récompenses musieal pour ln Jeunesse, & 4 mains

Rondo élégant sur Romance Frangaise




xii

474, Fantaisie et Variations sar Théme du Postillon de Longjumeau,
de Adam
475%, Rondoletto brillante sur La Cachucha
478. Divertissement brill. sur Le Postillon de Longjumean, 4 4 mains
477. Inmtrodoction et Variations brillantes sur Postillon, & 4 mains
478, Rondo brillant sur ditto, & 4 maing
479, Trois Bondos faciles et brillantes sur Thémes favoris
480, Six Bondos, & 4 mains
48]1. Fifty Lessons for Beginners
482*, Invitation & la Danse
483*, Deux Esquisses caractéristiques
484*. Rondino grazioso
485*%, Variations brillantes
486*, Rondino brillant
487", Rondo brillant sur la Marche du Marriage du Due 4'0Orleans
488", Marche do Couronnement de la Reine Victoria
4808*, Quick Step ditto
480. Introduetion et Variations brillantes sur la Galoppe de 1'0Opéra,
Lacia di Lammermoor
491*. Rondo sur Lanner Valse
402*, Variations sur Rosa Valse
493*, Fantaisie brillante sur divers motifs de Figaro
404*. Fauntaisie brillante sur motifs de I'Italiana in Algeri
4956*. Quarante-deux Etudes, & 4 mains
496*, Rondo Valse facile
4097%, Rondo on Hummel's Walzes
498*. Six Quadrilles
499%, Exercice en denx Octaves
500%, Royal Piancforte School and Supplement, 4 vols. folio
501*. Twenty-four very easy Preludes in the most useful Keys
502, Trois Thémes Variés
603*. Badinage Musical, Rondo de Galop
604*, Fantaisie et Variations brillante sur Marche de Mois
805. Six Rondos Instructives
§06. Trois Rondinos sur Thémes du Domino Noir
507. Fantaizie Romantique sur Domino Noir
5058*. Rondino Gracienx sur Walzes de Lanner
509. Caprice sur Théme du Domino Noir
510*, Fantaisic sur les Saisons de Haydn
511, Duo pour Pianoforte, & 4 mains, sur Domino Noir
512. Grande Fantaisie, Pianoforte et Harpe, avee Parish Alvars
513*. Marche pour La Jour de Naissance de S.M. La Reine Victoria
514*. Quickstep pour ditto
515%, Fantaisie sur la Creation de Haydn
516. Reminiscences de 1'Opera, Guido et Geneva, 2 books
al7. Reminiscences de 1'Opera, le Domino Noir, Fant. 4 4 mains
515*. Rondinetto sur El Zapateado
519*. Six Rondinos faciles sur les Walzes de Strauss
520% Trois Rondinos brillants sur Thimes Russes, Espagnols et
Norwegiens
521*. Rondinetto facile sur Marche de Strauss, solo and dyet
522, Troiz Rondines faciles sur Gemma et Gioramento
5%, Iml}mmplﬁ sentimental, * Oh nume benefico™
524*, Variations faeiles sur * Gott erhalte,” A 4 mains
525%, Three Quadrilles, solo and duet
526*. Coronation Quadrille, solo and duet
H27*. Variations faciles sur un Cheeur de la Création, & 4 mains
528*, Rondino facile sur un Cheeur de la Création, & 4 mains
5628, Trois Morceaux de Salon, brillants et characteristiques
530*%, Marche pour le Prince de Camhﬁ{lge, solo and duet
631*. Marche pour la Coronation de .M. 'Empereur d'Autriche
4 Milan, golo and duet
§32*. Fantaisie expressive sur Torquato Tasso
533"*. Rondino facile sur un Théme Militaire de Beethoven, solo and
duet
534. Trois Fantaisics brillant sur Robert Deversux
535*. Deux Airs Russes Variés, & 4 mains
536*%. Douze Rondines faciles sur Thémes Ecossais
537*. Nocturne sentimental sur Théme de Strauss
538, Trois Rondolettos faciles sor Thimes favoris
6530%. Premitre Grande Ouverture, Irlandaize, golo and duet
540. Trois Fantaisie brillante sur I'Opera Biber de Marschner

51]1. Deux Thiémes Nationaux de Prusse, variés
542, Variations et Finale sur un Théme de Prusse
543*. Seconde Grande Overture (Scotch) solo and duet
544*. Troisiéme Grand Overture (English) solo and duet
545*, Hum:uage i la Reine YVictoria, Fantaisie brillante

516*. Douze Hondinos faciles sur fledrs anglais, ecossais et irlandais
947*. Trois Rondolettos élégans sur divers Thémes

548, Rondo sur Thémes de 1'Opera, Czaar ¢t Zimmermann

549, Fantaizie sur ditto ditto

8680, Impromptu en Walze sur ditto

551, Rondoletto sur ditto

5852*. Trois Thémes variés, 4 4 mains

553*. Six Excrcices des Octaves

654%. Six Nouvelles Quadrilles Royales, solo and doet

§55. Huit Scherzi Capriceiosi

650%, Trois Airs favoris variés

657%, Six Thimes ceozsais varida

558%, Six songs for one voice with Pianoforte ; words by Mrs, Hemans
559*. Impromptu varié sur un motif de Mozart

560*, Le Courrenx Exercice brillante

66G1%, Trois Rondolettos faciles sur Thémes favoris, solo and duet
662%, Collection of Sacred Musie for Veice and Pianoforte

863*. Impromptu brillante sar Thiémes E-_-'pugn-u].-i

564%, Rondoletto on  Sound the loud timbrel,!? solo and duet
565*. Deux Marches Espagnoles variés, solo and duet

566*, Variations brillante sor © Adeste fideles™

567%, Six Fantaisies brillantes sur Thémes ecossais et irlandais, solo

and duoet

5653%,. Deux Rondinos faciles sur Mazarka et Carneval

5G9*, Denx Fantaisies sur Handel's Alexander’s Feast et Messiah
§70. Beminiscences sur 1'"Opera le Lac des Fées, Rondino

571, Ditto ditto ditto Impromptu

572, Ditto ditto ditto Fantaisie

573. Ditto ditto ditto Morgean de Salon

674. Ditto ditto ditto Grande Fantaisie &
4 mains

576*. L'Ecole du Goit. Collection des pifees.

576. Morgeaux élégans sur Thémes favoris

577. Trois Amusemens du Salon

878", Six Galops originaux

579*, Deux Quadrilles originales

580*, Im]m:m|1111 sentimental sur un chant rl_a-!ig':eux

681*. Rondino facile sur la Pastoral du Messias de Handel, & 4 mains

582. Rondo élégant sur I'Opera Zanetta

683, Douze Rondos amusans et instruetives, & 4 mains

584%. Pianoforte Primer, an casy instruction book

585*%, Rondino facile sur le Krakoviae, solo and duet

580. Trois Rondines sur I'Opera Zanetta

087. Fantaisie brillante sur Zanetta, 4 4 mains

a88*, Variations faciles sur Théme Russze, “* Dien conserve,” solo and
duet

580*. Quatre Morgeanx faciles sur Thémes Anglais, 4 4 mains

590, Trofs Thémes variés de 'Opera le Sherif

591, Scherzo brillant sur le Sherif, 4 4 mains

592, Imprompiu pastoral, * Poor Shepherd's Maid™

593*%, Douze Rondinos faciles sur motifs de Mozart et Bossing

524*. Quadrille pour les Noces de 5.M. la Reine Vietorla. solo and duet

595%. Marche solenne pour ditto ditto
596. Der Engel der Geduld, chanson allemande pour une veix et
plancforte

587, Deux Rondos brillantes sur Thémes Ttaliens

o858,  Galop brillant

589, BSequel to the Pianoforte Primer, Op. 534, 100 Exercises

600*, School of Practical Composition, translated by John Bishop,
3 volumes, folio

601 Fantasia on Beethoven's Fidelio

GU2. Réverie sur la Romance Napolitaine Beppa

G03*. Bix Preludes et Fugoes per Organo

604. Huit Nocturnes Romantiques

605. Deux Grandes Fantaisies sur 1'Opera Templario

B06*. Les Fleurs d' Allemagne, dix-huit Petits Rondos

607*, Prelude et Fugue pour I'Orgue avee Pedal

T e
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Gos,
G09*,

G110,
611.
612.
612~
Gl4.
Gl5.
a16.
G617,
G118,
G19*,
620,
621.
G22*,
GR23*,
624%,
625,
6246,
62T,
G285,
629,
G30=,
GaL,
a2,
633 .
G34.
635,
636*.
637,
Gaa*.

630,
G40,
G4l®,
642,
643,
644
B45*.
G46*,
G47*,
B4a*,
649,
G50,
6al.
€52,
653*.
654>,
58
656,
G657,
GoS.
Go9*,
6460,
661,
662,
663,
G4,
G655,
G066,
6B7*,
BEg,
GO0,
670,
6871.
672",

673,
674,
675,
076,

Variations brillantz sur dermniére Pensiée de Weber

The Pianist's LiLJTn.I‘}'. 24 very easy pieces, golo, and for 4 and
gix hands

Ronde &légant

Fantaizie Marine sur Thémes [talien

Imprompty sentimental

School of Expression, in 4 books (on National Alrs)

Trois Grandes Fantaisies sur la Vestale, golo and duet

Rondo de Salon

Six Rondos brillante

Variations brillant

Douze Rondos Amusans, & 4 mains

Variations faciles, March in Blue Beard, solo and duet

Grande Fantaisie sur 1"Opera. Oberto

Douze Grandes Fantaisies sur I'Opera Christina

Trois Melodies varides, Les Fleurs d’Angleterre

Trois Ditto Les Fleurs d’ Ecosse

Trois Ditto Les Fleurs d'Irlande

Six Fantaisies brillantes pour Pianoforte et Violon

Trois Fantaisies brillantes sur Fille du Regiment, solo and duet

Twelve soft Voluntaries for the Organ

Deux Rondos brillants

Six Rondolettos Amusans

Grande Fantaisie (Second Irish Fantasia)

Grande Fantaisie (Second Seotch Fantasia)

Douze Etudes

Air varié

Ditto

Dix-hnit Rondos faciles

Ecole Preliminaire de Veloeité

Qnatre brillantes Fantaisies sur 1'Opera Rolla, solo et duet

Collection de Variations faciles ag duets, the Annen Polka with
three other Airs

Grrand Duet

Ditto

Fantaisie brillante, Hommage an Prince Albert

Grand Morgeaux de Coneert pour Fortepiano

(zrande Fantaisie

Ditto

Fantaisie sur Cimarosa

Six Grande Marches

Nocturne in E flat

CImpressions dans 1'0Opera, Six Fantaisies

Variations brillantes

Concertino avec Orchestre

Charmes de la Danse

Deux Grandes Fantaisies sur les Martyrs, solo and duet

Fantaisie brillante {on English Airs)

Ditto (Third Irizsh Fantasia)

Trois Fantaisies brillante sur I"Opera Adelia

Trois Rondos faciles

Six Romndos brillantes

Impromptu sur la Romanesca, & 4 mains

Grand Fantasia (third Scotch Fantasia)

Rondo de Chasse

Dix Rondolettos

Graduale per Soprano con Coro et Organo

Fantaisie brillante

Ditio

Six Rondinos

6 Rondos brillantes

Vingt-cing Tableanx mélodigues

Fantaisie brillante—Der Freyschutz

La Mazorka

Diouze Ecossaiges brillantes

Scherzo

Vingt-quatre Airs variés, 24 Elegant Studies on Seotch Airs, in
24 books

Denx Rondines sur Diamans de la Couronne

Fantaisie brillante

Diitto

Dhitto sur Diamans de la Couronne

678",
aTh,
GEO,

681+,
652*,
G683+,
634",

683,
G50,
647+,
G54,
659+,
GO0,
691.
GO,
693,
GO4*,
605+,
GOG*,
607",
688",
i)
TO0*,
701,
702,
703,
T04,
T05.,
TOG*,
07,
TUS,

-

)
T10".
711.
712,
713.
T14.
716,
716,
T17.
7158*%,
719.
T20
T21*,

O

Fi+4
723.
T24*,
725,
7286,

727,

728.
720,
730,
73l.
732,
733,
734.
735.
736
Ta7.
738,
739,
T40.
T41%,
742,
T43.
T44.
T40.
746,
47,

X111

Deux Quadrilles faciles

Bijoux & la Sontap

Reminizcences de Rossini, 6 Fantaizies

Variations concertantes, & 4 mains

Souvenir de Labitzky, 3 Rondinos

Trois Alrs variés

Mariner's Fantasia

L'Encouragement 4 1'Etude, Collection d'Exercices, 24 Irish
Airs as Studies, in 24 books

Six Menuets

(Grrande Sonate pour Pianoforte et Violon

Trois Pitces fugitives de Salon

Mélodie sentimentale

Deux Grandes Fantaisies, 4 6 mains, on Airs from Norma

Douze Rondinoes

Trois Rondos

Vingt-quatre Grandes Etudes de Salon

Quoatre Airs variés

Etudes pour la Jeunesse, 24 Preludes

Donze Rondinos

Cinguante Preludes

Fantaizie

Vingt Preludes pour Organe et Pedal

Collection de Hondos brillantes

Délassement de I"Etnde, 12 Rondos faciles

Six Rondinos sur I"Opéra. Due 4'Olonne

Impt‘utnpl‘.u sur ditto

Fantaisie sor ditto, 4 4 mains

Trois Rondos brillantes

Trois ditto

Twenty-four New Studies on English Airs, 24 books

Quatre Fantaisies on Scotch and Irish Airs

Guatre ditto sur Linda ; Solo and Duet

Dix-huit Rondinos

Amusement de la Jeunesse, 6 Overtures

Rondino brillant sur La Favorite

Ditto sur Reine de Cypre

Pensée fugitive

Twenty-four Rondinettos

Impromptu oragenx

Grand Duo, & 4 mains

Grandes Variations, 4 4 mains

Twenty-four Easy Studies for the Left Hand

Do pour Planoforte et II&!’PE

Trois Morceanx brillantes

Cinguante Rondos, La Jennesse Docile

. Dix petites Fantaisies on Airs from Mercadante's Operas

Six Rondos de Salon

Fantaisie brillante on Chinese Airs

Trols Rondos

Salve Regina, Offertorio per Coro ed Orchestra
Douze Etndes 4 deux Pianofortes

Troiz Bluettes de Salon

Panorama, Collection de Morpeaux brillantes
Onziéme grande Sonate

Souvenir de Milanollo, 2 Fantaisies

Grerman Chorus with Solos, * Geist der Haormonie'
Six Rondos faciles & 4 mains

Trois Airs variés

Etudes

Trois Fantaisies

Offertorio, * Benedicat,” 4 4 Voix avec Orchestre
Quadrille

Rondoletto sur Part du Ddable

Etudes

Six Fantaisies for six hands on one pianoforte
Two Rondos sur Part du Diable

(erman Chorus

Impromptu sur Part du Diable

Reminiscences sur ditto

Deux Divertissemens sur ditto, & 4 mains
Trois Divertizssemens




xiv

748%, 25 Studies for small hands (very easy)

749+, Ditto, (rather more difficult)

750, Dix Morceaux faciles

751%, Scale Exercises as Piano duets

952, Grande Fantaisie sur Théme inédit de Becthoven

753*. Thirty brilliant Studies

724. Six Morceanx de Salon

755. 25 Etudes Melodienx

756*, 25 Grandes Etudes de Salon (of the highest degree of difficulty)

757. Offertorio, Soptanoe solo avee Orchestre

758, Six Rondos surl'Opera, Rienzi

750, Variations sur ditto

760, “ Ave Maria," Offertorie pour Soprano avee Orchestre

761. Tmpromptu ,
762, Allegro de Salon '
763, Scherzino alla Tarantella

764, Religion, Poem Allemand pour Tenor solo avee Pianofurte

765, Etude courrante

766. Les Guirlandes, Donze Rondinos faciles et brill, sur Thiémes fav.
767. Fleurs de I'Expression, 50 Etudes

768, Esercizio Fugato

60, 48 Bondinos sur Thémes favoris

770*. Denx Rondolettos sur 'Opera, Stradella

771. 24 Rondines 4 4 mainsg

772. Denx Rondolettos sur I'Opera, Le Puits d"Amour

773. Les Premidrs Progris des Commengans, 6 Rondinos & 4 mains

574. Deux Fantaisies brillanten sur 1'Opera, Euryanthe

775%. 24 Bondinettos trés faciles, solo and duet

776. Impromptu Fugoé

777*. Vingt-quatre Mor¢eanx pour les Eléves sur cing notes (Twenty-

four Five-finger Exercices)

778. S8ix Rondinos sur I'Opera, Stradella

779*, L'Infatizables, Grande Etode de Veloeité !

T80, Premitre Grande Sinfonie & Grand Orchestre, in C minor (Seore)

781. Seconde Grande Sinfonie a Grand Orchestre, in D major (Score)

782%. Six Fantasias on Scoteh Airs, as duets L I

783. Deux Bendelettos sur Théme de 1'Opera, Le Domino Neir

784. De profundis, Chorus, with Acets for a small Orchestra (Score)

785, Twenty-five Grand Characteristic Studies

=86*, Six Fantaslas on Itish Themes, as duets

787. Galop brilliant

%83, Sonata dans le style de Domenico Scarlatti

7688. Scherzino

700. Musicalisches Wochenblatt (Collection of easy Compositions, |
52 Numbers in the year)

Fleurs melodiques, 12 Pieces de differens caractéres

701.

792. 36 Etudes melodiques et progressives

793. Morcean d*Album pour le Piano

794. Le Plaisir du jeune Pianiste. Choix de 160 Moreeaux pour les
eléves

795, 8 Morceaux de Salon de differens earactéres |

=06. Fantaisie sur 1'0Ode-Sinfonie Columbus de David, Pf. Solo and |
Duett

79%. 10 Grandes Fantaisies Concertantes pour 2 Planos

798. 6 Divertimentos & 6 mains

WORKS IN MANUSCRIPT.

1. Four Grand Symphonies; 1, C major; 2, I} minor; 3, E flat
major ; 4, B major

9, Six Quartetts for two Violins, Alto, and Vieloneello

9. Eleven Solemn Masses for Voices and Orchestra !

4. Ope Hundred and Six Offertories and Graduals for ditto

6. Two Te Deums for ditto

6. A Collection of Cantatas for ditto

7. Six Grand Overturez for Fall Orchestra

2. A Collection of Choruzes with Orchestra

9. A Grand Quartett for Pianoforte, Violin, Viola, and Vicloneello
10. Two Grand Trios for Pianoforte, Violin, and Vieloneello
11. A Grand Sonata (the 12th) for Pianoforte solo
12, Some Compositions for Pianoforte solo and with varions Accompls.

OTHER PUBLISHED WORKS. ;
1*. Ten Letters addressed o a young Lady on the Art of Playing on
the Piannforte
2%, Letters on Thorough Bass, with an Appendix on the higher branches
of musgical execution and expression ;
3%, Thirty-two new Exercises on Harmony and Thorough Bass :
WORKS EDITED BY CARL CZEENY.
Awnt. Reicua's Theoretical Works on Harmony, Melody, Counter-
point, and Dramatic Compoesition ; translated from the original
French, and accompanied with numerous Remarks and ad-
ditional Examples, by C. Czemy ; five vols. foliot,

A. E. Mirrer's “ Grosse Fortepianoschule,” eighth edition, with many !
new Examples and complete Appendix on "Thorough Bass, by
C. Czemy
“ Kleines Elementarbuch fiir Klavierspicler,” new
edition, with additions by C. Czerny
J. PLever's ¢ Klavierschule,” newly arranged and augmented with
additional Exercises, by C. Czerny
*]. 8. Bacu's Pianoforte Works :
D. ScARLATTI'S ditto
WORKS ARRANGED BY CARL CZERNY.
* Haydn's Creation, for Pianoforte solo and duet
. Seasons, ditto ditto
* Seven Words, ditto ditto
* Handel's Messiah, ditto ditto !
* Beethoven's Mount of Olives, ditto
First Mass, ditto

Der Glorreiche Angenblick oder Preis der Tonkunst, for
Pianoforte solo and duet

Cherubini’s Fourth Mass, ditto

* Roseini’s Stabat Mater, ditto |

Many single Pieces from Handel's Works, ditto

Beethoven's Symphonies (complete) as duets

*Mozart's Six Symphonies, for Pianoforte solo and duet

* Haydn's Twelve Symphonies, ditto, with Flute, ¥iolin, and Violon-
cello Accompaniments ad lib.

Spohr’s Sympheny (* Weihe der Tone') doet

Ditto (* Die Zeitalter'') duet |

Symphonies by Feska and Maurer, duet

A Collection of upwards of Fifty Overtures by Mozart, Cherubini,
Beethoven, Mehul, Weber, &c. &c. as duets

All Beethoven's Overtures, as solog and duets ’

Mozart’s Don Juan, complete {with the voice parts)

Boieldien’s Dame Blanche, duet

Donizetti's Maria di Rohan, zolo and duet

Besides many Overtures by Donizetti, Bellini, Berlioz, &c. &e.

Beethoven's Trio, Op. 97, as Pianoforte doet

— ———— Sopata, Op. 47, as Pianoforte doet and solo l]

—— Sonata, Op. 22, as Plancforte duet

Many of the lesser Works by Beethoven, as Marches, Rondos, &e. for
Pianoforte solo and duet

Mayseder's second Quintett, for Pianoforte solo and duet, also as a trio

Many Variations, Rondos, and other Works by Mayseder, for Plano-
forte solo and duet

Most of the Songs of Mendelssohn and Kiicken, and many of those by
Schubert, &e. for Pianoforte golo and doet

Schubert’s best Songs for Pianoforte solo in the brilliant style

Mendelssohn's © Lieder ohne Worte,™ six books, all as solos and duets,
also a Violin or Violoncello part composed to them

Concerto in D minor, as a Pianoforte duet

All Mendelssohn's lesser Pianoforte Works as ducts

Thalberg, many Fantasias, &e. as duets

Liszt, ditto ditto
Dahler, ditto difto b
L. v. Meyer, ditto ditto
Henselt, ditto ditto

Many other Arrangements exist by the talented Author of this Work,
of which even the titles have escaped his memory.

t Messrs. . Cocks and Co. are pow preparing for the Press an English verglon of b
these works, translated from Carl Ceorny’s cditivn by Arooll Merrick, Fag, I
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!NTRO DUCTION.

GUKEKNERAL REMARKS ON COMPOSING, AND REVIEW OF ALL SPECIES
OF COMPOSITION CUSTOMARY IN MUSIC.

T compose signifies, in a musical sense, to invent pieces,which, in respect to
their ideas and the development of the same, are new, and consequently different
from all others previously existing. A piece which possesses these properties is,
therefore, an original composition.

But, in order to become a regular musical piece, these ideas and their develop-
ment must assume a determinate form, and the composition must therefore bhe -
long to a species already in existence: consequently, in this respect,no origi-
nality is, in general, necessary. For, if we compose a Rondo, for example, it
must, in regard to its construction, have the same form and conduct, as all pie-
ces of this species which have bheen hitherto written, otherwise it would not bhe
a Rondo.

A piece must therefore possess the three following properties, if it would as.
pire to the character of a composition: —

12t Its ideas and figures* must be original, and at the same time also beauti-
ful and effective.**

24y It must observe all the rules of pure composition. And,

34y It must have the regular form and construetion which are stipulated by the
species to which it belong's. and which, since the birth of modern music.,have been
established by the works of all good masters. |

As to originality and beauty, both these depend on the talent of the author, and
on the diligence and sound sense with which he employs the same.

The composer must betimes devote the most zealous assiduity to the study of the
theory of musie, so as to imbue himself not only with the terms but also with the
spirit thereof; and that so completely, until it becomes to him, as. it were, second
nature. Not less important, however, is the art of duly disposing his ideas, and of
giiving: to pieces that form which answers to their object, and makes them appear
clear and interesting to the hearers.

These forms are by no means of mere arbitrary ereation: they were invented, im-
proved, and extended by degrees, and in the course of time, by distinguished ge -
niuses; and the approbation and acknowledgment of a refined world, through se-

*The word figure significs here,and in other purts of this work,s pussuge formed of similar groups of nutes. .]:“

** Remark. Thore are muny pieces which ure composed on foreign themes and subjects, such as Variations,
Funtasias, Rondos &, This the ecandid author must naturally indicate on the title page. But the arrungement,
e wnd rh-v.pl-lpun-nt of these subjects may nevertheless lay claim to ut-ig_-in;g_{itj.-:md in ease this is tl'ispL.:,s-cl,
ind the composer has added so much of hiz own that the eonstruetion of the whole work bolongs to him, such
i picee should ever he acknowledyged aus o substantiul composition. Most of the varistions by Mozart and
Bi:cthoven have been writton on fureign und, in their day, pepular themes; and yot, no onc will hesitute to
rank them among the original works of these masters, who therewith woere ubliged to make a sacrifice to
the tiste and wishes of the public, us nearly all instrumental composers have since dune. But the true com-
poscr must ulso show l'l:,' meuns of porfoctly u:-iqin il works, that he did not select and arre mpe those fo -
rolpn ideuas from a luck of vthors of hiz own. AUTHOR.
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veral grenerations, have stamped them with the seal of imperishableness. They de. l
pend as much on natural laws, as those rules by which the painter must dispose

his groups and f'ig‘ﬁrﬂu, the architect his pillars and columns, and the poet the in ;

cidents of his narration or his drama.

The extension or entire abolition of these regular limits. eould only be permitted
even to the greatest genius, after he had sufficientiy exercised himself in the
same, and become accomplished therein. But even in this case it is always a ha-
zardous undertaking for the composer, as the present age, in the first instance,

. and afterwards futurity,decides whether these innovations are actually to be con-
sidered of real advantage to the. art.

frame of mind, of momentary inecitement and enthusiasm, and very frequently of mere
accident. Often. indeed, from the very first instant. the plan of the whole piece is
presented to the imagrination of the composer. Such instants must be stedfastly

cherished, and we must continue working as long as we find this happy disposition
unimpaired.

Most composers, however, and particularly beginners, would act very wrong, if
they were always to wait patiently, until this enthusiasm sprang up of itself.__ The
composer must constrain and incite himself in a peeuvliar manner thereto, and this
he can do to a certain degree. For how often is he obliged, within a specified time,

B — i —

to produce a piece, which (as frequently happens in Operas) must also have a pre.
cise character! . He who shoa!d be incapable of satisfying a reasonable desire .
of this kind.would scarcely merit the name of a composer.

This is one of the principal qualifications which the beginner must hetimes en-
deavour to attain. The numerous examples which are given, in progressive order, in
the first part of this work, for the pupil to imitate and finish, are as so many tasks
to awaken his talent. to dispose his ideas,and to extend and regulate the bounds of
his fancy.

The order in which we have suecessively introduced the different musical forms, is, |
according' to our opinion, the most advantageous, for the purpose of progressively i

i conducting' the pupil from the easier to the more difficult: and to preserve him from

tlw‘ evil of rashly attempting compositions which are beyond his powers, and which
rob him of his hest time.

All the species of composition customary in musie, may he divided into the following
prineipal classes: ;
INsTRUMENTAL Mousic.
a.  Compositions for the Pianoforte alone.
b. C-:rrls|lw|~sitiun-c tor the Pianoforte with accompaniments for other instroment <. \
e.  Concerted picees for other instruments.

GIlE
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d. Orchestral works.
e. Compositions for the Organ.

Yocar Mvusic.

~

Yocal works with an accompaniment for the Pianoforte.
¢. Vocal music without any accompaniment.
k. Vocal works with accompaniments for other instruments,

and for the orchestra.

The Pianoforte, by reason of its’ compass, perfection and richness, has the decided
advantage over every other single instrument; and nearly all the forms and species of
composition customary in music, can he employed for, and performed on it. The
pieces, too, which have already been written for this instrument. form a very con-
siderable portion of the music extant.

Whoever composes for the Pianoforte, ought to have acquired a considerable pro-
ficiency as a player thereon, for otherwise his conceptions will be inconvenient or
ineffective in performance. But even composers for other instruments must possess
a sufficient knowledge of the Pianoforte.to be able to try the melodic and harmo-
nie effects of their compositions upen the same. For it seldom happens that the
imagination alone, without this assistance, can invent and ohserve connection,sym-
metry, a natural conduct of the parts, and striking effects. .

The various species of composition customary on the Pianoforte are the following:-

1. The Sonata, which generally consists of four independent movements,
namely :—
a. Allegro, or first movement.
b. Adagio, or Andante.
¢. Scherzo (or Minuet) and Trio.
d. Rondo, or Finale.

As these four different movements may likewise exist separately. of which the
Rondo in particular frequently appears as an independent piece, we here con-
sider each as a distinet namber, and consequently proceed to the fifth.

5. The Fantasia. This form comprehends several species, from the strict
Sonata -form, down :to the Potponrri of different kinds.

6. Variations.

7. The Capricelo.

8. The Study. (Etude )

9. The Notturno. :

10. Short pieces, such as Bagatelles, Impromptus.little pieces for beginners &e.

11. Dance Music:— namely, the Waltz, Galopp, Quadrille. Ecossaise, Minuet,
Polonaise, Mazurka &c.

12. Military Musie:— namely, Marches with a Trio,

of different species.
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IN THE STRICT STYLE.

13. The Prelude.
14. The Fugue. : ;
g
15. The Canon. £

The pieces which so frequently appear, in modern times.under particular titles:
as, for EKEIIIPIH, Divertissement, Romanze. Ballade, Song' without words, Eclogue &e
invariably belong, as to their form and construction, to one of the first ten species
ahove mentioned,generally either to the Rondo, the Fantasia. or the Study.

In like manner, dances give oecasion to pieces; which usually take the form of
the Rondo; as. for instance, the Polonaise brillante, Rondeau en Valse, Rondeau
ecossais &c. £ v

‘We may therefore reckon fij‘hf:n principal forms for the Pianoforte. i

gl

When one or several instroments are added, as an accompaniment, to a Sonata
for the Pianoforte __ such as a second Piano, a Harp.or a Violin, Vicloncello, Flute, I
Horn &e __the composition is called a Duett, Trio, Quartett,Quintett and so on,ac. Ll

cording' to the number of performers engaged.
In most of the other forms also, other instruments may be added to the Pldl]{}{'ultf

In instrumental music without the Pianoforte, the following species exist:—
1. - Duetts, Trios, Quartetts. Quintetts, Sestetts &e. for stringed or how- in-
struments, namely the Violin, Viola and Vieloneello. |
'All these pieces have, generally, the form and construction of the Sonata.
and consist also of as many movements. ,
2. Concerted pieces for several stringed and wind instruments combined,
which: have also the same form and appellation. :

The Symphony for the full Orchestra, which has precisely the same form |
and construction as the Sonata, and consists of the like number of movements. |
4. 'The Overture, which takes the form of the first movement of the Sonata,
but abridged.

Ballet musie, which consists of several movements, some detached and |
others connected.
: 6. The Concerto. In this, one instrument {i-meh as the P:annﬁnte the Violin, "

the Violoneello, the Flute &c.) performs the principal part,whilst the orches-
tra mostly has a mere accompaniment. |
The form of the Concerto is again that of the Sonata, but with certain changes
in the first movement, and with the omission of the Scherzo,
Many other species, such as the Variation, the Fantasia. and the Rondo, may also
Le accompanied by the full orchestra, and consequently form a portion of the mu- :
sie intended for eoncerts. :

A

o

Voeal musie. which is divided into sacred (or ecelesiastical) and secular, consists of 4 ing
s . T = M - Jls
pieces of different forms, which are performed by one or several voices.and accompa-

1 £ [ k:
Iy

L AN




titles

e
i[]'t”'i_h

I f
Lindegy

Sonats |

Jlo, Flite

&0 0, 2.

anofarte.

oW- I8
Sonata.
e,

e form

m’!EI‘!i-
nata,

d and

e Vil
(LT e

chang®

 the 1*

st of
aecanp®

L¥
nied either with the Pianoforte or other instruments, or also with the orchestra. There
are likewise vocal compositions for many voices (or in chorus) without any accompa.
niment.

Vocal pieces for a single voice, with a Pianoforte, or a Harp.or Guitar accompa-
niment, consist of the following species:—

1. The Song.

The Canzonet.
The Romance.
The grand Aria, or the more extended, continnously-set vocal piece.
The Ballad.

When several voices are united, Duetts, Terzetts, Quartetts &e. are prqdm‘ed.

For the accompaniment of all these species, other stringed or wind instruments are
oceasionally added, besides the Pianoforte; such as the Violoncello, Horn.Clarionet &c.

o oWl

The Opera consists of a union of the voices with the orchestra, and contains the
foillowing single pieces:
1. The Overture.
2. The Recitative.
3. The Song (the Canzonet. Romance, Barcarolle, Preghiera &ec.)
4. The grand Aria.
5. Vocal Duetts, Terzetts, Quartetts &ec, with or witheut orchestral
accompaniments.
6. Grand concerted pieces.
7. The Chorus.

In sacred or ecclesiastical musie, the following species exist:—
The Mass.
The Requiem.
The Te Deum.
The Offertory.
The Gradual.
The Motett.
The Choral
and many others™
The first two numbers (namely. the Mass and the Requiem ) consist of several inde.
pendent movements, and the voeal parts are employed partly solo and partly il_l cho-
rus; sometimes with, and, at others, without an orchestral or Organ accompaniment.

- WA R

Semi- saered, semi-secular compositions are:—-
1. The Oratorio.
2. The Cantata.
Both these comprise all the component parts of the Opera.

For some of these, seo the Section on the Music of the Protestant Church neaw the end of Vaul: IT. Tr.
6118,
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CHAPTER I

* THEMES OF ONE AND TW0O PARTS OR STRAINS.

Under the terms form and construction of a musical piece, are comprehended.—

I't Its extent and proper duration.

21 The requisite modulations, partly into established keys, and partly also into
arbitrary and extraneous ones. as well as the placeswhere they are introduced.

3% The rhythm (the proportion or symmetry) both of the whole, and also of the
individual parts and periods of a piece.

" 4% The manner in which a principal or an aceessory melody is brought in at the
proper place, and where it must alternate with such passages as form either a con.
tinuation, a moving figure, or a bridge to the following.

5 The conduct and development of a principal or accessory idea.

6 The structure and proper succession of the different component parts of the
piece, answerable to the species of composition which the author has had in view, as
expressed in the title.

There are,as we have seen in the Introduction, a tolerable number of different
forms in musie. These, however, are reducible to a far lesser number of such prin.
cipal forms, as are totally different in their “It[‘ﬂf‘tl'f[‘t‘ from one another: such as the
Sonata, the Variation and the Fugue.

When a piece, of whatever length it may be, is so composed — I, that it concludes
in the ‘same key in which it began: 2, that it may be divided at least into two parts,
each of which expresses a determinate idea: and 3%, that it ends with a perfect ca-
dence; such a piece already possesses a decided form, and consequently the property
of ghlng- satisfaction to the hearer, of itself and' independently of any further conti-
nuation.

Such a composition may even consist of one single part, as for example: —

Andante. N°], ati, BEETHOVEN.
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but the want of a second part always makes it appear incomplete; for independently
of its ﬁl}urtner;s, it invariably creates, in the mind of the hearer, a desire for a second
part of at least an equal length.

The following may therefore be taken as a specimen of the shortest form of a de-
tached musical composition:—

Allegretto. NP2, e Havon.
i : e —— lI.h' .Ih" '\ —-.N. i .._- x g Eh - = =
gt e e e e s g ety
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Although no modulation here occurs, and the first part does not even conclude with
a decided cadence, this theme nevertheless forms a perfect and independent whole,and
that: I, because the second part for at least the first four bars of it) is distinguish.
ed from the first by its melody, although it succeeds the latter in a perfectly uncon-
strained manner, and forms as it were an answer to it: and 2%, hecause, in the main.
it expresses such a determinate idea, that the ear requires no father continuation, nor
any other conclusion. If,therefore, it still leaves a desire for a continuation,this mere.
ly arises hecause the theme is too short in itself, and by no means on account of an
unsatisfactory conelusion.

It is troe that,in the foregoing example, each part is vepeated:but this repetition may
be omitted in the first part. In the second.however. it belongs, in a manner, to complete.
ness.

There are many themes in which any repetition would be superfluous, or even detri-
mental: others again, where only the first or the second part must be repeated. But
the most usual, as well as the most pleasing, are those in which a repetition is both
practicable and necessary in each part.

The composer must take care-that no monotony is eccasioned by the repetition,
and also observe whether the nature of the melody, and particularly of the middle
cadence,will admit of it or not; for example: —

LAERS




Maoderato. Tl ~ FrencH Aig,

Here, the repetition of the first part would produce monotony, and consequently te.
diousness. Another example:—

Allegro moderato. N4, S ALIERL
R, . & .
- e - o
S e = = e e el e o
g e | T
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We here perceive that the second part, from its very nature, admits of no repetition.
In general. however, those themes in which both parts are repeated give the
greatest satisfaction. :

Gll8

- AT

N o e

'|'|



9 :
CII._-\}_’TER L.

OF THE MODULATIONS PRACTICABLE IN THEMES

OF TWaO PARTS OR STRAINS.

The manner in- which the first part of a theme concludes, is either by remaining' in
the original key, or by passing into some other, more or less related to it.

When the theme is composed in a major key. the most usual, as well as the most
natural modulation, is that into the dominant: for example, from C to G, from A
to E, from Eb to Bb &e. "

This modulation may be either decided or vndecided: that is, the first part may
conclude either with a perfect,or with an imperfect cadence in the dominant, as:—

BEeELLINI.

In this theme, the first part modulates in a decided manner into the dominant, in the
T2 har.

Allegrretto. Moz arT.

NDO6.




_Here, the modulation into the dominant takes place in the 5% bar, and thus the new
key-is still! more decidedly established.

Andante quasi Allegretto. NPT, BEETHOVEN.

T

Here, the modulation into the dominant occurs very late, and almost unexpectedly. at the
end of the 7% bar. _ It must be remarked, that the modulation is everywhere effected
by the sensible or leading note of the new key, and by that also acquires its decision.
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As the leading' note of the dominant is omitted in this example, the modualation into the
§ same, in the last bar of the first part. is as it were merely accidental. and without any
: preparation; so that we can only consider the last chord as the dominant of the origi
] nal key. Here, therefore, the modulation is of the undecided class.

g. Of themes in which the first part ends in the original key, we have already given
some examples in Chapter I. Here fullow two others:—

' Allegretto. ANO9, AURBRER.
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- Allegretto. No J0.
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In the first part we perceive that scarcely any modulation is required in order to
produce interesting ideas.

The second part either returns immediately to the original key, as in the examples N
6 and 7;o0r remains some time on the harmony of the dominant seventh, as in N 8: or.
lastly, it modulates into some other key, as in N°*5 and 9. This is partly determined
by the melody, though the modulations partly also depend on the continuation of the air.

The second part may likewise pass suddenly into another key, as in the following' ex.
Hiniﬂb:.._ :

* By permission of MY Chappell.
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MAYSEDER.
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Andante. Nell.
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Of the extension of the second part which here has place, mention will be made in

- the sequel.

The second usual modulation, at the -end of the first part,is that into a relative
minor key: for example, from C major to A minor, or else to E minor; consequent-

ly either into the submediant or the mediant.
Here follows an example of a modulation into the mediant.
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i Another, into the submediant: — £
Allegro risoluto. - N0 13, BEETHOVEN,
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In the modulation into the submediant, instead of ending in this minor key, we may take
Jafire its dominant major chord for the conclusion of the first part. For instance.the first 3
el | part of a theme in C major, may terminate upon the chord of E major, instead of
in A minor. Example:—
Allegretto. N0 T4, BeeETHOVEN.
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A striking' example of a modulation

in the following theme:—

into an apparrntlj,' very extraneous key,is fuund

BEETHOVEN,
; gat N, and

Allegrretto. No15. .
: : .

Tt ] e e e

Here, also, the zuthor only modulates into. the submediant;but he takes it major
instead of minor, and by means of the pianissimo of the performance the harshness
of this change is sufficiently modified. In all these extraneous modulations, the com-
poser must especially observe, that the return to the original key, on the repetition

of the first part, follows naturally and unconstrainedly, without harshness.

The first two kinds, however, where the first part concludes either in the original
key or in the dominant, are the most natural and eommendable for all melodies in ma.
jor keys; as the composer must create interest wholly through the grace and ori-
grinality of his ideas, instead of having recourse to the piquant modulations of the

other kinds,which should be but rarely emploved.

Themes in minor keys, may modulate in the following ways:—
First: the first part may conclude in the original key: for example:—

MoZART.
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Secondly: a modulation may take place into-the relative major key — as, from A

minor to C major, or from G minor to B flat major __ as in the following' exam-
ple:—

Andante. NOIT. ONsLOw.

Thirdly: a modulation may be made into the key of the dominant __ for instance,

from A minor to E minor —_ as in the next example: —
Andantino. N9 18. ; FrENCH RoMANCE.
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Fourthly : we may close on the dominant major-chord. example:— "
B
Allegretto. No 19. HimmeL.
b T |
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Here, the first part only concludes with an imperfect cadence; but we can also end

more decidedly in this modulation.
Fifthly, and lastly; we may modulate, by~ way of exception, into the major key of
the major second below; as, for instance, from D minor to C major. example:—

-

— &

Allegretto vivace. N0 20, BEETHOVEN.
2 el F et =
L EA SR e EE2 |
2 o i o - : e . f“--l'fi{— e —— — x
S=n= s ins gl

. LN — ) ! . N i
ESErIESERETLSET e i !
: ——

Here, likewise, the first three kinds are the most usual and the most deserving of imi.
tation. However, modulations into unusual keys produce quite a peculiar charm, when

-
_‘.-___

they are employed seldom, and only where the melody naturally conducts to them. 7 [
{ 178
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CHAPTER III. %
4 =i DR 3
L OF THE RHYTHM IN THEMES OF TWO PARTS OR STRAIN'S.
! : : : S :
Only those melodies sound pleasing and Intelligiible to a musical ear, in which the jm.
perfeet and perfect Cadences and points of repose are introduced in the proper places,
‘ and in which, therefore, a becoming: symmetry exists between the several parts.
; A perfectly rhythmieal melody must consequently consist of an even number of bars.
|' such as four, eight, ten, or sizteen. A melody which consisted of Jive, nine, or elev-
en  bars, would be unrhythmical and . in general, unsatisfactory to the ear.
2 ! In all the preceding examples, except N°* 11 and 14, each part consists of eight

bars, which is the most regular of all rhythmical forms.
would present a premature and unsatisfactory
wearisome and superfluous protraction.

E But, on the contrary, the first part of a theme may ve
which case, however, the last two

A melody of seven hars
conclusion; and one of nine bars, a

ry well consist of ten bars:in
must appear only as adjunctive to the originally
: . conceived idea of eight bars. The same applies to the second part:hesides which, this
| latter may be so protracted, that after the eighth (or tenth) bar, the cadence is then
E ' - first introduced which leads back to the original key; after which the first part a-
gain follows, either entire or abridged, and perhaps also suitably varied. In a pro-

tracted cadence, a single bar is sometimes interpolated, which certainly makes the

I ‘ rhythm unequal, but in such places is in no way offensive to the ear. Example:—
f Adagio cantabile. Noe2]f, BEETHOVEN.
- S M e T
- R R, O i .__,E!..l s
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| As this theme 1= performed very slowly, the author has omitted all repetitions. The second

part.however, contains an addition of two bars, forming' a cadence in C. after which follows
the whole of the first part again.
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independent bars, which are then followed by the

Here, the second part contains eight :
altogether, the second part consists of sixteen

eight bars of the first part;so that,

hars.
MozART.
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conclude at the eighth bar, the last two bars being only ad-
fect cadence occurs in the fourth bar, like as m or-
The second part has an independent melody,
a protraction,which prepares for a return
the rhythmn une qual. Here,

The first part might here
junctive. We perceive that the imper
dinary melodies consisting' of eight bars.
which consists of eight bars;but it receives
to the first part. The last bar 1s an irl.ﬂf::'yufuﬁmh as 1t makes
however it forms a kind of pause, and theretore it does not at all disturb the symme-
try of the whole.

In the second part, however, an actual pause can be introdueed ,whie
in the fourth or eighth bar. on the chord of the dominant, after which the
is either repeated, or else a new idea follows. For example: —

h usually occurs
first part
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= That interesting and perfectly satisfactory melodies consisting' of an uneven num-
ber of bars ean also be invented,is proved by Haydns theme of which we here give
= the first part as an example.
Andante, N 25, Havoxw.
E
C
E But it very seldom happens that a melody so unconstrainedly yields to, and indeed ne.
cessarily demands, this extreme rhythmieal protraction. For it is always a rare exception
; to find one that favours it, and still more rare,one that requires it; and the objeet of the
' composer to appear origiinal by this means, is usually purchased at the expence of what is
pleasing' and intelligible. But that originality ecan exist within the bounds of regular
) rhythm,has been proved by many great composers, and particularly by Beethoven.
; The form of the two-part theme oceurs as frequently in vocal, as in instrumental com.
position: yet, in the former, the strict rhythm cannot always be precisely observed, as
the structure of the melody depends on the number of the words. But even there the com-
; poser must endeavour to depart as rarely as possible from the rules of musical symme. ;
t try: for experience teaches. that those melodies which have acquired a universal and
5 long . continued celebrity (and which have therefore beeome elassical ) are always re- ‘
' strained within the limits of regular proportion, and consequently make the quickest and
most lasting: impression on the ear and memory. I
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Melodies of six bars may also be formed,like that of' the following' well known Eng.

lish national song, for example: — : |

Moderato. NP 26.. : . DY Buii. o

= . [ T & :-.- - I ]st V'_fe;'l_'i_ o |

_—

But this melody arises from the peculiarity of the words. In purely instrumental mu-
sic the composer very properly avoids such rhythms, unless a particularly suitable i
dea by chance renders such an exception justifiable. ¢

The ability to invent beautiful melodies of the kinds already mentioned is of great
value, and with due deliberation’ we have endeavoured so circumstantially to t‘ﬁﬁli]]it
them. Most young' composers, from the very commencement, essay alas! in the greater
forms___in Fantasias, Variations, Rondos and the like __and neglect to incite their talent,
in the first place, to the creation of beaatiful, rhythmical and origiinal melodies. An or1. d
ginal and finely conceived theme, is far more valuable than the most brilliant passages on
foreign subjects; for upon its beauty, depends also the effect and success of the greater
piece, whether instrumental or vocal ,which is constructed thereon. How many Operas are
indebted for their popularity wholly and entirely to the charming subjects of the kind a.
bove-mentioned, with which their vocal pieces are endowed! The young composer, there.
fore, must endeavour to invent daily, by way of exercise, one at least of such themes; and
in so doing to observe the greatest variety possible,both in respect to the time and de.
gree of movement, as well as in the difference of character customary in music. Serene,
merry, delicate, tender, elegant, pensive, sad, melancholy, simply melodious, and harmonious.
ly interesting subjects.__ all these he must be able to invent at his pleasure. He niust
also accustom himself to note down immediately any idea which may strike him at a pro-
pitious time, frequently even whilst extemporising; indeed, in such moments, he must ac- 1
tually hunt after good subjects, and at once preserve them in writing: for how many |
happy ideas have already been lost through neglecting this! :
To each idea so noted down. may likewise be remarked. at the same time. for
what use it appears most suitable: and if to this be added the degree of move.-
ment according to Maelzels Metronome, we shall remember, even years hence,
the expression which we assigned to it st the period of its first invention. J
Such an extensive collection of ideas, ereated during the vigour of yeuth, is a |
valuable treasure to the composer in after-life: and from manuscripts left by
Beethoven 'we have observed that many of the most beautiful ideas employed in
his later great works, were by him conceived and noted down long before, ( per.
haps in his youthful days,) and that therefore he was certainly indebted to this
method for much of his fertility of invention.

LY

&8




CHAPTER IV, - 1

OF VARIATIONS.

In progressive order, we now pass on to the art of composing: variations.

This art is not so insigmificant, as is imagined. For not only in actual variations
can the composer display much taste. skill, grace, and even originality; but likewise in
most of the other forms (as in the Sonata.the Rondo, the Adagio, the Quartett, the
Symphony, and in vocal musie) he is frequently under the necessity of varying: a melo..
dy upon its recurrence, in order to avoid the monotony of a simple repetition;and this
he can only effectually perform, when he al ready possesses the facility of inventing taste.
ful and ingenious melodial figures. Besides, the variation-form is one of the few which, -
in all probability, will never grow old. For so often as a melody, an opera air, or a na- -
tional song: acquires a general popularity, so often will pleasing: and tasteful variations
upon the same,be welcomed by the public, and even the present esteemed Fantasias are,
in reality, nothing more than free variations on such favorite subjects.

When the choice of a theme for variations rests with the composer, he must especial-
ly observe that it be melodious, pleasing' and rhythmical , and that it consist of two parts,
each of which can be repeated. An ill-chosen, cramped,or too trivial theme has a de-
trimental influence on the most successful variations, and only causes regret at the
pains bestowed upon them.

Numerous are the ways and forms in which a theme may be varied, but they admit of
being: divided into the following six principal classes:—

I In which the theme is strietly preserved in one hand,whilst a new, augmented,
or even florid accompaniment is performed by the other. '

2. In which the theme itself is varied by adjunctive notes, without however chang:.
ing' the melody. ]

3. Where, either in one or in both hands, passages. skips, or other figures are con-
structed upon the harmony of the theme; so that the leading: idea of the melody is re.
Lained, yet without again giving the theme in a complete state. N1k

4. Where, upon the foundation-harmony of the theme, another new simple or embel.
lished melody is invented, of such a kind, that it can either be played together with the
theme, or by itself, instead of it.

5. Where the theme receives other harmony, or artificial modulations, which may be
combined either with the strict, canonie, or fugued style, or with imitative fig-ures.

6. In which the time, the degree of movement, or even the key of the theme is
changed, but in which the original melody must always be clearly distinguishable.

To these may be added. lastly, the more free development of the theme in the Finale.

We here give as an example, the first four bars of a simple theme, followed by the
different kinds of variation elassed according to the above order.

As no single set of variations exist, which comprises all these forms,we hope by
means of this peculiarly designed model, fully to answer the foregoing object.
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FourrH Crass. New melodies and embellishments on the har mony of
the theme.
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Allegre molto. Tempo di Galoppo.
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The last six numbers, frem 31 to 36, are more especially adapted for the conclud.
ing' variation and the Finale welonging thereto.

In the second bar of the theme, the first chord 1s g and in the fourth bar i . But
as these are merely to be viewed as chords of suspension, it has been allowed.in the
third class of variations, immediately to take the chords into which they reselve, in-
stead of them. as may be seen in NO3 9 to 16. ;

This license depends on reducing the theme to its most simple foundation-harmony,

and varying it in this form.
The harmony upon which the foregoing theme is founded, is as follows: —

But we must only allow ourselves this freedom occasionaliy in each set of variations,
as the majority of them must remain more faithful to the theme. It is also sometimes per
mitted to vary the chords of the theme in another inversion, or position.

When we determine on writing a variation in a different key, it must bear some rela.
tion, even though distant, to the former: for example. from E flat major, we may go to
C minor, A flat major, G major,or B major. In the case of a very distant key, ( such
as from E flat major. to K or D major,) we must introduce a modulation more or less
extended, for the purpose of leading to it; and similarly, in order to return to the ori-

grinal key.
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We may assume three species of variations:

[. Those in an easy and tranquil style, designed for less skilful players: or flow
ing' and agreeable compositions for amateurs.

2. Those in a severe, harmoniously interesting:, artificial or characteristie style,
where the theme and its several component parts are variously developed. :

3. Brilliant, difficult,or bravura variations, intended for practised performers and
requiring: a highly cultivated facility.

Each of these three species possesses its value: for the talented composer can
render them all interesting' and substantial, and players of every rank have a rig-ht
to expeet good compositions, suited to their abilities. |

But the composer must determine before-hand in what style he will treat his theme, as
well as for what kind of treatment it is best adapted. For unity of tendence and of
character can and must be observed, as well in variations, as in other works.

Formerly it was usual to write twelve, or even more variations on a theme, but at pre-
sent such a number would be tiresome. Five, or at most six variations are suffici.
ent, while, on the contrary, the Introduction and the Finale may be more extended than
heretofore.

In respect to the order in which the variations should suceeed one another, the
compoeser has to observe: —

First, that the species and classes of the same change as much as possible: for ex.
ample, after a tranquil, an animated one, and after an ardent. a serene.

Secondly, that each variation surpasses its predecessor in interest, in order to en.
hance the effect to the end.

T'hirdly, that notwithstanding all change, each variation is suited to the others.
and forms a necessary sequel to the preceding.

When the variations are written in a major key, one is always proper in a minor
key, in order to increase the change; but it must at least be preceded by three ma-
jor variations. In like manner, in a set of minor variations, at least one in a major
key must be introduced. The most suitable place for the slow variation; is immedi-
ately before the Finale.

In the single minor variation, the composer is at liberty to modulate into the near.
est related major key, at the end of the first part, even if the major theme there pro-
ceeds differently. or without any medulation taking place.

Nearly all the great instrumental composers have likewise written variations,and we
possess a large number of very beautiful works of this kind by Mozart, Haydn, Beetho.
ven &c. as well for the Pianoforte alone, as with an accompaniment for other instru.
ments; and Haydn has even employed this form with great effect in his Symphonies
for the full orchestra. In modern times nearly every theme which is tolerably pleas.
ing has been frequently treated in this favorite manner, and the young composer. who
must naturally be well read in all branches of composition, will find numerous models
in the variations of Hummel, Moscheles, Ries, Kalkbrenner, Herz, Thalberg, Onslow &e
and even in the more ancient ones of Dussek, Cramer, Steibelt, Clementi, Gelinek and
others.which may guide him in his first attempts.and also prove to him the great
variety which is practicable in this form.
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B2 CHAPTER V.

oN AND FiNaLE TO A THEME WITH VPARIATIONS.

OF THE INTRODUCTI
The design of an Introduction, is to prepare th
musical piece; for, especially in the case of varia
mence at once with the simple theme.
The Introduction may be short. moderately
it must always bear a correct proportion to the length and

piece. In like manner, it may
consist of wholly independent thoughts.
chapter were to be preceded by a very short Intro

kinds would be applicable.

Introduzione. Allegro non troppo. ﬁ_’

..__d.-—

e hearer for the ensuing theme and
tions, it sounds rather insipid to com-

long, or even of considerahle extent, but
character of the whole

be constructed either on the ideas of the theme, or

If, for instance, the theme in the foregoing
duaction, either of the following
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This prelude 1s, as we perceive, constructed on the idea of the theme.

Here follows another, where such is not the case:-
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A few bars or chords are also sufficient to form an Introduction.

The construction of the greater Introduction will be mentioned farther on, in
the chapter treating of the Sonata.

'The Finale is generally and most suitably written in a quicker degree of movement,
and often also in a different time, (see the N©S 31 to 36 in the previous chapter ).
After the theme has been completely produced in this state, we unite some rhythmical

passages to it, which modulate into the key of the dominant. In this key a new rhyth.

mical idea may then follow, after which we again return to the original key. Here, the
Finale theme is once more taken up. either without repetition, or else newly varied which
is succeeded either by brilliant concluding passagees, or by a soft melody on the tonie.
pedal, and thus the whole ends energetically or piano. A very short Finale can be

formed by letting the concluding passages, or the organ- point, immediately follow
the Finale theme,
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As the greater Finale usually takes the form of the Rondo, its construction will
be treated of at large, in a succeeding part of this work.

We here insert the entire theme of which the commencement has been given in
the foregoing chapter, and recommend to the pupil, as a very useful exercise,
to complete the whole of the variations in the manner of the 36 beginnings which

are there found, and to treat the last siz numbers as little Finales.

Theme. Allegro moderato. T
B |
} "_,.r-—-—h.._\_“ 3 _'.-'-"'"-_-_""‘-H. -'-'_-_—H-"-u_ | -’--‘.-
- L—] T e ‘ ->—a—% o B S— A_.. L >
f " =

‘When it is considered, that each of the six classes established in the foregoing chap.

ter, can be treated and employed in so many ways.we shall not be thought to exaggerate,in
asserting that several hundred variations might be invented on any suitable theme.

In order, however, to procure for himself the necessary exercise and facility, the pupil
must treat a great number of themes in this manner, particularly those from favorite
Operas, until he has thus acquired such a mechanical readiness in inventing:, and in
committing' his thoughts to paper. that he may freely deliver himself up to the inspira-
tions of his faney. and produce works to be submitted to the public.
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CHAPTER VI.

Among: all the forms of composition, that of the Sonata is the most important, and

this:  first, because most of the other principal forms may be included in it; se-
condly, because it presents the composer with opporturity and space for display -
ing, in the worthiest manner, both his invention and fancy, and also his musical ac.
quirements; and thirdly, because its form and construction precisely correspond
with those of the Symphony, the Quartett, the Quintett. and indeed of every sig.

nificant and complete instrumental piece.
The Sonata usually consists of four separate and distinet movements, viz:
1**  Movement. Allegro.
2" Movement. Adagio or Andante.
3*%  Movement.  Scherzo or Minuet.
4t Movement. Finale or Rondo.

OrF THE FIRST MOVEMENT OF THE SONATA.

The first movement consists of two parts, the first of which is wsually repeated.
This first part must comprise: —

1. The principal subject,

2. Its continuation er amplification, together with a modulation
into the nearest related key.

3. The middle subject in this new key.

4. A new continuation of this middle subject.

5. A final melody, after which the first part thus closes in the
new key, in order that the repetition of the same may follow
unconstrainedly.

The second part of the first movement commences with a development of the
principal subject, or of the middle subject, or even of a new idea, passing through
several keys, and returning again to the original key.* Then follows the princi-
pal subject and its amplification, but wsually in an abridged shape, and so modu.-
lating', that the middle subject may hkewise re.appear entire, though in the ori-
ginal key: after which, all that follows the middle subject in the first part, is
here repeated in the original key, and thus the close is made.

"By the term “orviginal key' must always be understood the key in which the composition is set.

Tr
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We perceive that this first movement has a well established form. and makes an
organic whole; that its various component parts follow each other in a settled or-
der, and must be entwined together; and that the whole structure presents a mu-
sical picture, in which a precise idea ean be expressed, and a consequent charac.
ter developed.

Like as in a romance, a novel,or a dramatic poem, if the entire work shall be
successful and preserve its unity, the necessary component parts are: first, an
exposition of the principal idea and of the different characters, then the protract-
ed complication of events, and lastly the surprising catastrophe and the satisfac -
tory conclusion:— even so, the first part of the sonata-movement forms the ex.
position, the second part the complication, and the return of the first part into the
origiinal key produces, lastly, that perfect satisfaction which is justly expected
from every work of art.\This property it is, which so highly distinguishes this
form of composition above all others at present existing, and in which all genu-
ine master-pieces of meodern instrumental music (as Symphonies, Concertos,
Quartetts, Trios, &c ) are composed.

U}' THE .,Hﬂu-tfﬁrm NS OF THE % NATA IN A MAJOR KEY.

The most natural mudulatlun which the ear anticipates and desires, and with
which it is most perfectly satisfied. is that from a major key to the key of its
dominant; for example, from C to G. from A to E, from E flat to B flat &e.
This modulation must in general be employed in each piece which, according to
its constructior, forms a great and perfect whole, and which consequently pos-
sesses a middle sabject.

It is worthy of remark, that the modulation into the subdominant (as from C to
F,or from E flat to A flat), in itself so natural, appears, in this case, as well as
in the simple two_part theme, very feeble, unsatisfactory, and even disagreeable;al-
though. in other instances (as, for the Trio of a Minuet or of a March), it has a
very pleasing' effect.

‘Many composers, it is true, have essayed to conduct the middle auh'}ﬂi and the
conclusion of the first part inte a more remote key__ as, for example, Beethoven
from C to A major, and from C to E major, and Hummel from E to A flat _
but notwithstanding the good effect of this, in the particular cases mentioned, we
must be careful to avoid using it frequently, or leaving the greneral rule; for it
would generally destroy the natural course of the piece, and deprive the succeed.
ing' modulations, in the second part, of their best effect.

The commencement of a Sonata may be either mild or energetic, and may consist

either of a melody. or of a short figure suitable for development:or even of ehord-.

or moving passages. After this commencement.as the prineipdl subject,has heen
definitively produced, it is immediately followed by the continuation. _ If the com-
mencement be soft and melodions, the continuation may consist of new and ener.
getie ideas, or moving passages: and, on the contrary, a strongly marked com-
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mencenent may be followed by a gentle melody. This continuation then modulates R
tither immediately, or (in grand, extended Sonatas) after several

preparatory mo.
dulations, into thé key of the dominant, for which the chord of the dominant seventh

is used at the cadence. When: therefore, the Sonata is written in C, the chord of

the seventh takes place on D, -—ﬁ_—a which establishes the transition into G
major. g

Now follows the middle subject, which must consist of a new idea. A good mid-
dle subject is much more difficult to invent, than the commencement: for, first: it
must possess a new and more beautiful and pleasing melody than all which pre-
cedes; and secondly, it must be very different from the foregoing, hut yet, accord-
ing' to its eharacter, so well suited thereto, that it may appear like the object or
result of all the preceding ideas, modulations or passages. A feeble and insignifi-

: cant middle subject creates the feeling' in the hearer, that all the foregoing: is use-
less toil and pains.

To this middle subject, a new continuation immediately succeeds,

1, which generally
| consists either of moving' or brilliant figures, and is terminated by a cadence; after
::E which. the, first part coneludes either 'softly 'or vigorously with a new final melody or suit.
it able energetic passages. The repeticion of the first part may then either follow
ﬁ_. minediately, or be introduced by a cadence leading to it.

=

When good and beautiful ideas have been conceived,the construction of the first
part presents, as we perceive, no difficulty; because, we must always proceed in a
settled form. For, if this order were evaded or arbitrarily changed, the composition
would no longer be a regular Sonata.

Far more difficult is the invention of the second part, which is always one of the
most important tasks for a composer. For, here, the ideas of the first part must be
displayed, developed, worked up, and necessarily augmented with new ones. The whole

- field of modulation, art, and fancy, here lies open to the composer. But this develop-
ment must consist of no arbitrary rambling into many keys, no heaping together of
designless modulations, and as little a Potpourri-way of connecting the subjects, or.
a laboured display of dry learning:— and the most difficult thing' in this place to
the begiinner is, the observance of that nice boundary which lies between the Sona-
ta and the Fantasia or Capriccio. For this first portion of the second part (until
the re-entry of the principal subject) the composer must form a plan,which he must
at first note down in figured chords, and in respect to the rhythnical and acsthe-
tic econnexion invent,in some degree, a particular form, corresponding to the charae-

B ter of the first part and to the peculiarity of the subject. All harmonic complication

must be calculated thereon, for the purpose of returning to the principal subject at

1 the proper time. A single period too much or too little may then enfeeble all that

: pleasing: expression, which the re-entry of the theme in the original key should pro-

duce,which is the true and expected end of all this development .

There are no rules for here preserving a due moderation; the only means, next to
the talent and judgment of the composer, being __ the study of grood models, In the
construction of the second part, Haydn, Mozart and Beethoven are pre-eminent; in
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which remark, we refer not only to their Pianoforte Sonatas, but also to their tries,
quartetts, quintetts, symphonies' and, generally, to all their great instrumental works.
Clementi, Dussek, Hummel and some others, are also to be viewed as good patlerns in
this respect.

As to the modulations in the development of the second part, the composer has a
free choice of all keys. But he must, to a certain extent, avoid the original key of
the piece, and that of its dominant,so as not to dwell in them for any length of time,
or to employ them for any considerable idea, because they have been sufficiently us-
ed in the first part. After we have returned to the origiinal key and principal sub.-
jeet in an unconstrained, but, as much as possible, surprising manner. the completion
of the piece presents no further difficulties. We then repeat the whole of the princi-
pal subject, with as much of the continuation as is required in order to make a ca-
dence on the dominant seventh of the original key; after which, the entire middle sub.
jeet and the continuation following' it, are likewise repeated in the original key.Here,
some suitable changes, such as new passages &c, may be introduced; and the second
part then either concludes exactly like the first,or a short coda is also added, in
which perhaps, if we please, the principal subject may be once more reproduced.

Now arises the question, in which way can the beginner soonest and most conform-
ably arrive at the praetical application of all these rules?

The best method is, undoubtedly, that which Joseph Haydn recommended to his pu-
pils:— Let the beginner, in the first place, exercise himself in little Sonatas, which
he must so compose according to the models chosen, that the same key, time, form of
the periods, number of bars, and even each modulation, shall be strictly followed; but,
be it well observed, he must take pains to invent ideas, melodies,and passages, as dif-
ferent as possible from each of the models chosen. The short Sonatas of Haydn, Mo.
zart, Clementi, Dussek and others,will be of the greatest service in this respect.

By these studies the pupil will derive the two-fold advantage, of accustoming him.
self to exert his own talent for invention, and of reducing the ideas thus invented,
within the bounds of prescribed form.

From little Sonatas we gradually proceed in this manner to the greater, progres-

sively continuing to select more important and finished patterns. until at last we find

ourselves sufficiently exercised to be able to write, without @ model. with facility
and regularity of form.

Many talented youths have lavished their best time and abilities, by too early at-
tempting to compose greater and more difficult Sonatas and similar pieces,without
either models or preliminary exercises. The natural result of this has been the pro-
duction of Sonatas without form, overcharged, unconnected and confused,and conse-
quently even the really beautiful detached thoughts ocearring therein, have been lost
through their bad application.

The arbitrary. grotesque, and exaggerated in art.has, alas! at the present day,
but too greatly gained the ascendancy; because it is very easily invented, and we
require to learn the least for it. For neither is great talent, nor well - grounded
knowledge demanded, in order to produce a wild and irregular Fantasia. But on
that account there is nothing more important than for the young and talented
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composer to return to the rules of the beautiful. to which the manifest arbi-
traviness of many modern kinds of composition is as greatly opposed, as the law of
arms to that of justice and good manners. An endeavour is made to defend the pre-
<ent disregard of form by calling it new and original, and an extension of the bounds
of art. But all the truly great masters {and particularly Beethoven) have proved
how original it is possible to be within the bounds of regular forms and established
order: and that what is new must be sought for in the ideas, melodies and develop-
ments, and by no means in the contempt of euphony. symmetry, and the intellig-ible
conneetion of the subjects.

By way of example, we here give the first movement of a little Sonata by Mo.
zart, which although belonging rather to the class of the Sonatina, by reason of
its brevity, nevertheless contains all the essential parts of a complete Sonata,and
the succeeding remarks will explain to the papil all the rules previously given on
the organization and construction eof this species of composition.

SONATA. Mozart.

Allegro.
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ReEMARKS oN THE FOREGOING SoNaATA.

I. The first part consists of thirty bars, and the second of sixty-five. The second

part is therefore rather more than double the length of the first. Both parts are
repeated.

2. The principal subject is a sinple, energetic figure in mwnison, which extends
through five bars. The fifth bar must be considered as an interpolation, and this
deviation from the regular rhythm is here, through the peculiarity of the theme, le.
gitimately made. ;

3. The four following bars (6 to 9) contain a soft melody as a continuation, of a
corresponding movement with the theme.

4. Now follows the modulation into the dominant, bars 10 to 13. which, according
to the small scale of the entire piece, is here extremely short and simple. The
chords in the thirteenth bar form the cadence : '

5. The four following bars (14 to 17) form the middle subject,which has a pleasing:
melody.

6. The conclusion, as well as the continuation of this middle subjeect, is formed by
the three energetic bars 18 to 20. .

7. The three following bars (21 to 23) contain another soft, melodious trait, which,
after a busy passage (until bar 26), conducts to the cadence,

8. The 277 and 28" bars again present a powerful. but melodious passage, after
which follows the conclusion of the first part (bars 29 and 30). Consequently, this
first part, notwithstanding' its brevity, contains four different melodies, which are
connected together by moving passages.

#

The second part eontains the following principal divisions:—

I. Bars 1 to 8 contain a new idea in the relative keys of B minor and E minor,
which keeps the attention alive.

2. Bars 9 to 18 present a modulating development of the first bar of the

-
-
principal subject: ‘—%E__B%‘ as the bass gives these seven

notes in augmentation, and with them returns, at the same time, to the origi-
nal key.

3. A cadence, in bars 17 to 21, forms the natural transition into the principal
theme, nine bars of which are then repeated.

4. In order to avoid monotony, the author has here thought proper to introduce.
in a busy form, a new modulation constructed upon the idea in bars 10, 11,12 of
the first part; after which the dominant chord, as a cadence, leads back to, the mid.
dle subject in the original key (bars 31 to 38). :

5. The middle subject is then repeated a second time in a very pleasing: manner

in the minor, and afterwards follows the rest as in the first part, but with a more
extended final ecadence.

&118 A
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Supposing that Mozart had determined u
ould either have considerably lengthened bars 10 to 13, in

art: or, after the 13%® bar, he would have repeated the principal subject and have

troduced the necessary modulations, in order to pass,
into the key of the dominant. This second extension might pe

fected thus:—

pon writing a greater Sonata on the same
subject, he w the first

in a more decided manner.
rhaps have been ef-

Exiension after the 13" bar of the first part.
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. Now fulluws the middle subject.

Sonata would be too short,in this case. It

would require to be increased about four bars, and likewise to be repeated.
In like manner, bars 24,25, and 26, would require a considerable and brilliant ad-
dition,of at least nine bars, and bars 27 and 28 would also have to be repeated or

extended, &e.

From this the pupil may perceive th
bear a due proportion to each other. For
a great expectation after the following
metrically, a corresponding succession and unfolding:.

In the second part, the first twenty-one bars must be considerably extended part-
Iy by an augmentation of the bars 9 to 16, and partly also by introducing the mid-
dle subjeet in a distant key, or by the development of a new idea &c, and conse-
quently the conclusion must receive a broader and more expanded form.

In order to give the pupil a practical idea of the manner in which he should fol-
low such a sonata as he chooses for a model. we here insert an imitation of the
foregoing Sonata.which the beginner must attentively compare with the original,

and then direct his own studies accordingly.

But the middle subject in Mozarts

at the different periods of a composition must
a long cadence or deve lopment ereates

melody, and this likewise requires sym-
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In this imitation of Mozarts Sonata, each bar, each modulation, and almost every
chord has been exactly formed upon the original. And yet the melodies and figures
so far totally differ, that they bring: into operation, in the most advantageous man-
ner, the pupil’s talent for invention and his versatility, when he diligently and per-
severingly exercises himself in this way.

For, like as the young author can find no better means for forming his style and

becoming master of his language, than the diligent translation of the ancient classics
eat number of

into his mother tongue;— or, as the painter must at first copy a gr
good foreign pictures in order to acquire the necessary experience in design and

the use of the colours, — equally so.should every young and talented composerde .
dicate a considerable portion of his time to the practical exercises here recommend-

ed, which will certainly be rewarded with the best success. But he must commence

with very easy and simple models, and only by degrees pass on to those which are

more difficult. Thus, for instance, the above Sonata by Mozart would be too dif-

ficult at first.

It is very important that the pupil alternately select his models from different au-
thérs, in order not to confine himself to one particular manner. We know to what an
extent Hummel has imitated the style, and even the ideas of his master Mozart, and
Ries that of his instructor Beethoven. And even Beethoven, who is otherwise so ori-
ginal, has, in his early Symphonies, Concertos and other works, evidently adhered to
the models of Haydn and Mozart, and the same will generally be found to be the case
in the first works of all great composers.

But when the pupil by degrees becomes convinced, that his powers and experience
increase, and that he can write with freedom in the pr‘f*scrihed forms, it is time to
lay aside this kind of imitation and to cultivate his own style. He can then come be.

fore the public with the characteristics of his individuality, and turn to account all

the qualifications of his talent.
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OF THE SoNATA IV A MINOR KEY.

The construction of the Sonata in a minor key is the same as in a major; but the
principal modulations are subject to the following changes.

1. In.the first part, after the continuation of the principal subject, we modulate
into the relative major key, (for example, from A minor to C major, from F minor to
A flat major &c.) and giive the middle subjeet, together with its continuation, and the
conclusion of the first part.in this major key.

2. Oy, after the principal melody, we modulate into the dominant minor key (as, from
A minor to E minor, from F minor to C minor &ec.) and remain in the same during the
middle subject and all which follows. to the end of the first part. |

The modulations in the development of the second part, are left to the composer.
But when the middle subject is reproduced after the return of the principal theme,if
it was given in the major in the first part, it may also be in the toniec major of the
original key in the second part, provided it does not naturally admit of being given
in the minor. If it was minor in the first part,it must also be minor in the second.
The conclusion of a minor Sonata however, may pass into the tonic major of the ori-
giinal key, if the character of the whole composition requires it.

Hence, a Sonata in the key of A minor may be constructed in either of the two
follow ing- ways:—

FIrRsT nayv.

Commencement in A minor. Continuation, and modulation into C major. Middle
subject in C major. Continuation, and conclusion of the first part,in C major. In
the second part; development through several keys,as in a major Sonata. Then a
return to A minor and to the principal subject. Continuation, with the cadence on

the dominant seventh of A minor. Middle subject in A major (or minor). Continua-
tion, and conclusion in A minor (or major).

SrconbdD wWay.,

Commencement in A minor. Continuation, and modulation into E minor. Middle sub_
Jeet in E minor. Continuation, and conclusion of the first part, in E minor. In the
second part; development, until the return of the principal subject in A minor.Con-
tinuation. with the cadence on the dominant of A minor. Middle subject in A minor,
and all the rest to the end.

On the recurrence of the soft middle subject in the second part, we may give it
once in the major, and immediately afterwards repeat it in the minor. Such an en-
try in the major key, is often productive of excellent effect.

As an example, we here give the first movement of a little Sonata by Haydn,
composed according to the first way.

LR
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If the pupil analyses this Sonata in the manner already adopted, he will soon dis-
cover the regular conduct of the ideas in it, and as readily comprehend how the
first part must have been formed,if the middle subject had been composed in B
minor instead of G major.

It is to be understood, that the beginner must also seleet many minor Sonatas
as models for imitation, but not so frequently as major ones, _ and this for the
following reasons:

PARTIC&LAR REMARKS ON-THE MINOR KEYS.

The minor keys possess a tender, melanchn]}'_, plaintive, and tragie character, which,
as is well known, pleases and attracts youth. Hence, most of the early attempts of
young composers are made in them, and assume this cast.

‘We think of being-able to infuse into such pieces more of the so-called profound,
more of the romantic, and a higher degree of interest: and to bribe the mind of the
hearer to a greater extent, by presenting to him pensive melodies. Moreover,the
dissonant chords and harmonies to which we are involuntarily led in minor keys. im-
part to the compositions an appearance of particular learning and thoughtful lahour.
But, to say the truth, the precise reason for the preference shown to the minor keys
by beginners, is thi:-;l_' that such compositions are much more easily invented. For
ten sad, mournful, or tragic subjects are far more readily conceived, than a single
pleasing:, serene, and yet noble and graceful idea. Even in poetry we much less fre_
quently meet with grace, wit,gaiety and humour, than the opposite; and, as is well
known,we possess a far greater number of excellent tragedies, than similar co-
medies.

The songs of barbarous and uncultivated nations, and those of rude ages, are near.
Iy all of a sorrowful cast, and in minor keys. The noble, serene, and pleasing', on the
contrary, are mostly the fruit of higher refinement,purer taste, and a more sound
understanding .

The greatest composers have always avoided the too frequent use of the minor
keys in their instromental works, and have availed themselves of the effeets of this
expedient with judicious restraint. Of the six grand Symphonies by Mozart, only one
s in the minor; and a like proportion exists in the Symphonies, Quartetts, and other
compositions of Haydn. Even the earnest Beethoven has only written two of his
nine Symphonies in minor keys; and so it is with the Sonatas and other works of this
and all other great composers. These masters felt convinced that we shovld not al-
ways call up the ghost, and that it is much more honorable to imitate the ancient

" [Greeks, who by their works of art sought to cheer -and embellish life, than to exer-

cise our talent for the sole purpose of l‘Fpl”‘PSFI]ting‘ sad objects, and rendering eve.
rything dark and mysterious.

‘What we have here said, has been with the especial view of directing' the pupil.in the
choice of his models, and not at all with the intention of disparaging the application
of an important means of art; we simply felt it incumbent on us to warn against
the abuse, and against the false direction of taste.
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CHAPTER NI

OF THE !N'fj:uu[.-‘(‘]'nm“ FOR THE SONATA.

The first movement of a Sonata  may he occasionally preceded by an Intro.
duction. This is most suitable, when the Sonata is meant to be of an earnest and
grand character. For a major Sonata the Introduction may, if desired,be written
in the minor key of the same name, and the contrary.

This Introduction may be more or less short, and is permitted to modulate, un-
til it passes into the following Allegro by the chord of the dominant seventh. It
may, however, also obtain a proportionably significant length; in which case, it fol-
lows the geeneral rule, and must have a middle subject, which,in major keys, is giv. —
en in the key of the dominant, and,in minor keys,in that of the relative major.

We here insert two examples, the first of which is rather short, but the second
tolerably developed. 3

INTRODUZIONE. R
. LEMENTI.
Adagio molto, Pt p— T
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INTRODUZIONE.

Grave.

BepTHOVEN.

r

T

6118

-~

-.-é"‘a‘-; ‘;‘

e

» .4
A<

bl
= S

R

=
.‘

LS

L4 4 (4 4«45

A\



35
!% s - %
| — | e
. & e < i~
é ETeES - = F : & .
e p——
ST = o 5 B o i 7 s 0 e £ - = : .
e e e s et i o e e e e oo
7 3 33 I ZFI G P gy )

The first Introduction is very simple, as_ it only consists of the fnl[ﬂﬁng‘ chords:-
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The second Introduction is already more extended; for, in the fifth bar, it mo._
dulates into the relative major, where the principal theme again enters as a kind
of middle subject. The Allegro following is also in the tragie style, and in gene.
ral the two movements (Introduction and Allego ) should not be too dissimilar in
character to each other. Moreover, the most varied modulations are there open to
the composer, provided that they are suitable and of good effect, (as must always
be the case,) and that they prepare for the following Allegro in a satisfactory
and interesting’' manner.

Those Introductions which are composed for grand Variations, or independent Ron-
dos, may be of much greater extent,than such as are meant for Sonatas. We may
introduce therein a longer melodious middle subject, eleg-ant embellishments, and
a short development of a principal idea, and, lastly, after a brilliant cadence and
pause, pass on to tae theme. Good models of this kind may be found in both of Hum-
mel’s grand Rondos in A and B flat, for Pianoforte and Orchestra, and also in the |
grand Variations and Rondos by IIPII‘Z, Ka_]khrennér, Ries &ec. _

In the Introduction for the Sonata. as well as in that for Variations and Rondos,
we may interweave single passages of the following theme. But this must not be

done too often,or in too decided a manner, otherwise the effect of the actual en-

try of the theme will be enfeebled.




CHAPTER VIII.

OF THE ADAGIO AND ANDANTE,

OR OF THE SECOND MOVEMENT OF THE SONATA.

The second movement of a Sonata may be either an Jdagio, an Andante, or even
an Allegretto: and these again may be either in a serious and profound,a sentimen.
tal and graceful,or else in a playful and facetious style.

The construction or order of the ideas is generally the same throughout, as in
the first movement of the Sonata, viz:— The melodic or harmonie prineipal subject,
then a continuation until the middle subject, which must be written in the key of the
dominant, or, if the composition be in a minor key, in that of the relative major.
This is followed by a more or less lengthy continuation, which either entirely closes
the first part and admits of a repetition being made, or it returns to the original
 key, and then the whole of the principal subject may be repeated: or, lastly, it im-
| mediately proceeds to an extended development in other keys, which forms the
' second part. After this follows the principal, or the middle subject in the origi-
nal key, and then after a repetition of the rest of the first part, the eonelusion
takes place. |

The Andante may likewise be formed in the following: manner:—

We invent a two-part theme, with each part repeated, of the kind mentioned in
Chapter I. This is immediately succeeded by a new theme as a middle subject.of
the same description as the former, but in another key, (for example, in the subdo-
minant,or in a nearly-related minor key &c,) each part of which may be also re-
peated. A return is then made to the first theme, without repetition, or else em-
bellished, at pleasure.__ A more or less developed conclusion completes the whole,
when we do not wish to add a farther continuation, such as the construetion of
the first kind receives. '

Sometimes, instead of such an Adagio or Andante, actual variations on a slow theme
are composed for the second movement of the Sonata. These, however, must not he
very extended. They should be written more in the peaceful than in the brilliant
style, and receive no long or sprightly Finale.

We here insert, as an example, an Adagio in the serious style, which.notwith -

standing: its brevity, comprises all the constituent parts of a perfect composition
of the first kind.
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In this pathetic Largo, the first eight bars contain the theme; bars 9 and 10, the
modalation into the dominant; bars 11 -and 12, the middle subject; and bars 13 to 16,
the continuation, and the conclusion of the first part.

Bars 17 to 25 form the second part,by means of a development of the principal
and middle subjects, after which the whole closes with a repetition of the first part
in the original key.

It is no easy matter to compose a long Adagio. which shall maintain an equal de.
gree of interest throughout. The slow usually soon becomes wearisome and fatiguings;
and in order to avoid this, an Adagio must either distinguish itself by its grand ideas
and modulations, or by charming and expressive melodies, or else by very elegant and
tasteful embellishments; and there are Adagios, which very happily combine all
these properties. _

The facetious Allegrettos which Beethoven was the first to introduce occasionally
into his works, in the plaée of the Adagio, possess the same form as it; only that they
have a more lively movement, and consequently contain ideas of a corresponding cha-
raeter. The best models of all kinds of Adagio and Andante, the pupil will find, at
first, in the Sonatas of Haydn, Mozart,Clementi, and Dussek, and when he has ac-
quired greater experience, in the Sonatas of Hummel and Kalkbrenner, __ but par.
ticularly in the works of Beethoven, who brought this species to the highest perfee-
tion. That the models at first chosen by the pupil should, in this case also,be ex-
actly imitated, is self-evident.

The Adagio is sometimes connected by a cadence with the following' Scherzo. In
like manner, it is occasionally united to the Finale, and then the Scherzo forms the
second movement of the Sonata. This mostly depends upon the order in which,as re-
gards their character, it is best for the movements to succeed each other. For ex-
ample, if the first movement is written in a moderate time, it will be more suitably
. followed by the brisk Scherzo, than by the slow Adagio.
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CHAPTER IX.

Or rtHE MINUET OR SCHERzO,

A8 THE THIRD MOVEMENT OF THE SONATA.

Formerly it was usual to follow the Adagio by a Minuet in the well known slow
dance-time. But as these pieces afterwards began to receive a much

quicker de.-
gree of movement, they were more properly

denominated Scuerzo (sport.) and in-
deed they form in a manner the witty and jocose part of the Sonata.

The Scherzo is generally written in 38 time, and the degree of movement may be

4 :
carried even to Prestissimo. Yet we are at liberty to employ the g, g, iorg time,

and, in general, every species which is not heavy and extended. The ideas must be
laconie and piquant, spirited and exciting; but we are by no means confined wholly to

the gay and cheerful, there being Scherzi of a very earnest and elevated character.

The Scherzo consists of two pieces, namely Scherzo and Trio (or Alternativo,)

each of which is usually divided into two parts, by the mark of repetition; and.af-

ter the Trio, the Scherzo is repeated da capo, which is then sometimes followed by

a Coda. The rhythm and movement are like those of the ‘Waltz, but the

form is
free and more extended.
The modulation of the first part of the Scherzo resembles that of the

theme, without however being confined to so few bars. In the second part,the com-

poser may yield still more freely to his caprice, interweave new

two -part

melodies, and even
modulate into the most extraneous keys; after which, the repetition of the first
part in the original key closes the piece.

The Trio is generally softer and more melodious when the Scherzo is extremely

Jocose, though in this respect also, the opposite may have place. The construction

and modulation are the same as in the Scherzo, but usually shorter. In the Trio,
the degree of movement, and even the time may

be changed: and,furthermore, it is
mostly set in another, yet relative key.

We here give two examples of this species, the first of which,by Mozart. i

1=

tolerably in the more ancient, tranquil Minuet-time; the second
ry. is more humorous.

> on the contra-
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Mozart’s minuet (which, however. is performed rather quicker than the dance of that
name ) contains eight bars in the first part, and closes in the origrinal key. The follow-
ing' sixteen bars, constructed on the leading idea, then form the second part; after
which, the first part again recurs, but with a more decided turn.

The Trio. written softer and more melodiously, in opposition to the Minuet, is also
shorter, and the new key ( E flat major ) greatly contributes to its effect.

The Scherzo by Beethoven is played much quicker, though not wholly Presto, and
commences with an imitation in the fugued style. The first part, consisting of six-
teen bars, concludes in the key of the dominant. In the second part occurs a modu-
lating' development of the theme through twenty-two bars, after which follows the
first part again, with suitable changes and an addition. The frequent use of the

first little figure, consisting of three quavers % imparts the requisite

unity to the whole, and is greatly to be recommended,particularly in such Scher-
zi. The staccato crotchets form, as an independent progression of themselves,the
peculiar charm of the whole movement. Although they demand a humorous,free per-
formance, it is rather of an earnest than jocose kind.

Still more earnest and full of emotion is the Trio, in the relative minor key, where
the bass forms the true melody, whilst the quickly moving upper part, crescendo and
diminuendo, imparts the necessary animation to the idea which has here to be ex-
pressed. The first part ends in the dominant minor key. The second part is united
to the da capo of the Scherzo by means of a cadence, and afterwards follows a Co-
da, in which the bass performs the frequently returning three crotchets of the prin-
cipal theme, as the foundation of the concluding' harmonies on the dominant and tonic
pedal. These Scherzi are a very spirited form of composition, and not difficult to
invent; for if only the principal figure contained in the first bar be happily conceiv.
ed, the continaation flows on spontaneously.

As a model of interesting harmonic composition, combined with characteristic uni-
ty of ideas, we here give the following Scherzo from one of Dusseks grand Sonatas.

Dussexk.

Hlla
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Sometimes, after the da capo, a second Trio in a relative key and of a different
character is added,in which case the da eapo is once more made.
In the Sonatas,Quartetts &e. of the composers who have so frequently been men=-
tioned (particularly, however, in those of Beethoven), the pupil will find all the ne_

cessary models to direet him:in his own attempts.
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i~ CHAPTER X. he.

OF THE RONDO OR FINALE.

rFrr

AS THE FOURTH MOVEMENT OF THE SONATA.

We have already observed,that the commencement of the first movement of a So-

nata may be either energetic,or melodious: excited,or soft and tranquil. The same
may be said of the Rondo or Finale; but there must be a palpable difference between
the two. in regard to the description of the leading idea: for rarely would a suitable
commencement for a first movement, serve also for the theme of a Finale.
S It is not easy to render this difference intelligible by words. In all cases the begin-
ning' of the first movement must possess a distinctive character, and be either broad-
er, more noble, or more tranquil. As this ean be explained most clearly by examples,
we here place the themes of the first movements and of the Finales of several So-
natas epposite one another:—

rerrr

S, Beginnings of the first movements Beginnings of the Finales of the
_ of various Sonatas. same Somnatas.
MOZART. .Allegra maestose, Finale Presto.
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DUSSEK. .4llegre maestoso,

Prestissime,

STEIBELT. Allegro maestose.
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CRAMER. Molto Aliegro.
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Every one will perceive the great difference between the beginnings of these first
movements and of the Finales; and as each young composer is doubtless acquainted
with all the Sonatas of the masters here named — for who can expeet to become a
composer, without having studied all the good works of his predecessors? __ he will
find that the Finale, in its way, must be as strictly and carefully written,as the other
movements of the Sonata, and that it is only in the construction and the ideas that
a sensible difference prevails.

OF THE CONSTRUCTION OF THE RonxD0 0oR FINALE.

There is, in poetry, a kind of little poem, in which certain verses are repeated at in-
tervals, and thereby the sense of the whole is strengthened and confirmed. This iy
called a Rondo (Ger: Ringelgedicht, Fr: Rondeau), and as the pleasing form of it was
introduced into vocal musie, during the past century, we soon found that in instru-
mental musie also, it could induce the formation of spirited, interesting and very in-
telligible pieces.

The construction of the regular Rondo, then, is as follows:— -~

The principal subject consists of a one or two-part theme, with or without repetition, -
of the kind mentioned in Chapter I. After this theme follows a mntinuatinn,muduiating-
into the dominant;or, in minor keys, into the key of the relative major. To this succeeds
a melodious middle subject, after which we modulate back again to the principal theme,
either immediately, or after introducing some passages. This repetition of the principal
theme is followed by a continuation with a development of one of the foregoing subjects
in several keys, or else a new idea in a relative key. A return is then again made to
the principal theme, after which the concluding: passages can either follow immediately,
or the middle subject may be once more introduced,which is then succeeded by the more
or less lengthy conclusion. Here, too, the principal theme (perhaps varied) may be once
again brought in, so that the same appears three or four times in the course of the piece.

Here follows an example of a Rondo in the lesser form:—
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The simple, melodious theme of this Rondo, receives, in the eighth bar, an equally beau-
tiful counter-melody, after which it is repeated, witheut the least modulation taking place,
In the seventeenth bar, follows the true continuation, which, in a rather more animated,
but still melodious manner, at once unconstrainedly modulates into the dominant,in which
key the middle subject enters (bar 25). This is not melodious, but likewise a rather more
animated, though soft figure, which is here preférable on aesthetic grounds,; as nearly
all the preceding portion is of a melodious cast; and a new melody;in this place, would
have been wearisome. A running and easily modulating ' figure concludes this first
principal period of the Rondo, and the cadence-melody (from bar 34) which slightly
calls to mind the principal theme, returns to the same by means of the chord of the se-
venth (bar 43). Only the first half of this principal subject is here reproduced.It con-
cludes with a perfect cadence and is immediately followed, as a second part.by a new
idea in C minor (bar 51), which, tolerably filled with emotion, imparts an increased ins
terest and a more decided colouring to the whole. This new idea is one of a- totally
independent kind, as, in bar 59, it receives a new middle subjeet in the relative ma-
jor key (E flat), after which it is once more repeated. After an extended calando,
the principal theme is taken up, but in a distant key (A flat major),to which sue-
ceeds a lively modulation and a cadence leading to its re-entry in the origrinal key
(C major—bar 91) . This forms the second principal period of the Rondo. This mid-
dle subject of the first part (see bar 25) the author does not repeat againbecause
it contains no particular melody, and would unnecessarily lengthen the composition
in this place. On the contrary, after the pauses (bar 104) the composer unexpect-
edly modulates into D flat major, touching' upon the principal theme, and proceeds,
by naturally modulating: chords, to the elevated final cadence (bar 116 ), which is
tollowed by the short Coda in a tranquil movement and with the employment of the
principal subject, and then by the decided and briefly expressed conelusion. This
is the third principal period of the Rondo. The principal theme is produced four
tines during' the course of the piece. but once in the key of A flat major.

If this Rondo had been written on a greater scale, a longer and more decided mid-
dle subject must have been interwoven, which would then have been repeated in the
third prineipal period; after which a fowrth principal period would have followed,
which would have formed a more extended and brilliant conclusion, and a longer Co-
da. Hence, a Rondo, according to its extent, consists of three or four principal pe-
riods, and of as many repetitions of the principal subject.

The first part, or first principal period of a Rondo may be repeated, like the first
part of the first movement of a Sonata. The second part then contains the same
succeeding principal periods, as in the above example.

A somewhat different kind of Rondo is that which commences with a two_part theme,
or with a theme repeated. After the final perfect cadence of the theme, may follow
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either a new idea in the same form (but in the key of the subdominant ). succeeded by

the principal subject, but without repetition; or, we may begin the continuation with

a new energetic and decided figure, as if this were the real commencement, after

which we proceed in the way already described. Instead of a modulating develop-

ment in the second parf, a new two-part theme in an extraneous key may be intro.

duced, after which follows the principal theme, perhaps varied.

- Of all these different kinds, the pupil will find the most varied examples for his im-
itation and study, in the Sonatas of Mozart, Haydn, Clementi and Beethoven, aswell
as in those of Cramer, Dussek, Steibelt. Hummel, Kalkbrenner and others.

The modulations to be employed in Rondos written in minor keys, follow precisely
the same rules as we have given for the first movement of the Sonata. The con.
struction remains the same.

The proper Finale of a Sonata (and consequently of each similar work, such as a
Trio, Quartett, Symphony &e.) is of precisely the same construction as the first
movement, and differs only in containing more lively and animated. and less broad
and noble ideas and passages. At all times it can be more sprightly and ex(‘itilng-j
than the first movement.

The Rondo, as is known, may also be written as an independent piece. Such is the
example before given by Beethoven, and in this case it may assume a very tranquil
and independent character, whilst the Sonata-Rondo must always posses a certain
connexion with the three preceding movements, in respect both to its character
and its construetion.

An independent Rondo may also be written in a tolerably slow time (as. for exam-

ple, Beethoven's well known Jdndante favori Op 35): or, it may be treatedin a very
grand, brilliant and skilful manner, and to this species a more or less lengthly In-
troduction is generally composed. Of this kind, Hummel, Moscheles. Kalkbrenner,
Herz, Thalberg and others have producéd the most important models; and it will
always be highly esteemed in composition, as being almost the only sing-le piece
which can receive a regular, consequent, and developed construction, and form a
legritimate organic whole.

——a

In regard to its character, the Rondo is exceedingly varied. There is the Rondo
pastorale, Rondo sentimentale, Rondo militaire. Rondo alla Polacea. Rondo di Weal:ze,
Rondo en Galoppe &c. In the latter cases, the theme of the Rondo must consist of
a corresoonding national dance-tune, and, throughout its principal parts.remain true
to the character of the same. In the chapter treating on dance -musie, will be found
the necessary particulars coneerning the peculiarities of each kind of dance.
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There are, moreover, Rondos founded on some nationality, as the Rondo espagnol,
Rundo russe &e. In such cases, the principal subjects must actually comprise na-
tional melodies answering to the title, or we must be able to impart to the ideas of
our own invention, the form and peculiarity of such melodies.

In grand Rondos, it is generally of good effect if a Coda in a different,and quick
degree of movement be added at the end:for a lively and transporting conelusion
always imparts an increased interest to compositions either of a brilliant or of
a characteristic kind. For such a Coda we employ either the principal subject —
in a quicker degree of movement,or content ourselves with brilliant figures, tran-
sient modulations, powerful chords, and the like.

The lesser and shorter species of Rondo is called Rondino or Rondeletto, and
it usually consists only of two {}rincipal periods of the greater Rondo, the deve
lopment of the second part being omitted, and all distant modulations generally a-
u_u.irlt'(l.

The composition of these short pieces is by no means without ad vantagee, and the
pupil must construet his first attempts according to the numerous lesser models
to be found in the works of the authors previously mentioned.

Pleasing ideas, natural, elegant and graceful melodies, together with easv and
brilliant passages, procure for these short pieces a more extended popularity than
grand compositions often experience, and give the composer the satisfaction of
delighting, by their means, a numerous class of Pianists.

In little Sonatas and Sonatinas, the Finale or Rondo must naturally have this short
and simple form,as all the movements must stand in a due relation one towards another.
In Sonatas in minor keys, the Finale may also be composed in the major of the
same tonic, or at least conclude therein. However, it is by no means requisite that the
last movement of a Sonata should be always a Rondo; for it may consist of a theme

with variations, provided that the Andante has not already been written in this form.

The: Finale of the Sonata may also be what is ealled a Toccata (a kind of Etude,
consisting' of brilliant and continually moving passages), or it may even be a Fugue.
Of all these kinds, many examples are to be found in the works of the best composers;
and it'is a further proof. that most of the other classical forms may enter into the
Sonata. -

Of the construction of the Toccata, the I‘ftude, and the Fugue mention will he
made hereafter; and we therefore only add, in this place, one example of 2 Sona-
ta-Finale, which. without any particular melody, proceeds throughout in moving

3

figures and passages.
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The modulations,as we perceive, are here the same as wsual, and although no par-
ticular middle subject exists in this example,we are at liberty to introduce such,
either in a similar restless motion, or as a more gentle melody.

>~ This kind of Sonata-Finale has been copied by Clementi from the Sonatas of
Domenico Scarlatti. Beethoven has likewise written several of the same deserip-
tion,_ as in his Sonatas Op: 26, 27,29 (N?3.) 54, & 57, as well as Cramer, Dus.
sek, and others.
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How important it is for every young: composer thoroughly to stady the form of the
Sonata, will be clearly proved in_the subsequent

chapters treating of compositions
with

‘accompaniments, and on those for the orchestra; and wrong' indeed would that

student act, who should allow himself to be srdﬁc&ﬁ by the idea that this fi

rm was
becoming' antiquated,

and thereby to neglect the various exercises in the same
which we have recommended. He who commits this fault will never attain a high
degree of eminence, and all his attempts will be mere momentary produc

tions of a
fleeting nature.

In regard to style and character, Sonatas may be of the most diversified kinds ;
and there is no feeling or emotion expressible by music, nor any degree of art or
learning' which cannot have place in the Sonata. It may be graceful, light and ele.
g-ant; or brilliant and calculated for a showy performance; or else earnest, pensive
and characteristic; and, indeed, all these qualities may at once be united.

But if we have given a precise colouring to the first movement, the others must :

not be too greatly cpposed to it. An insignificant Rondo is quite unsuited to

a
grand and earnest first movement: indeed the Finale should be as gay: lively and
brilliant as the preceding movements. The contrary is less to be recommended:for

with a gay first, second and third movement, a tragic Finale would be productive of

no good effect. Yet an entire Sonata may be written in the tragic style; of which,

good classical models afford the hest examples. The striet imitation of the same for .
the first years, which we have recommended to the beginner, secures, in addition to
the advantages already mentioned, also this great benefit ___ th
so freely abandon himself to the present, and alas! too frequent, abyse of modula-
tion. In how sparing and well directed, yet effective and surprising a manner, the
classical composers have employed modulation! Whilst, at prese
compositions, one key supplants another, one dissonance follows
in a single movement, all the twenty-four keys and all possi

sufficient for many young composers, in order to produce

at the pupil cannot

nt, in many new -
another, and.even
ble chords seem in-

the formless,overstrain.
ed, frightfully-sounding: and scarcely practicable manufacture! Were this manner -
which now so often predominates to become general, it would he
to create disgust and cause the world to abhor musie.

How can we desire to fatigue the numerous dilettanti and especially the fair sex
(at the risk of spraining every finger ) with compositions which express merely the
sentiments of exaggeration and frenzy! :

the surest way

We are perfectly aware how difficult it is to combat with any prevailing fashion: :
hut perhapswur hints will not be lost upon those to whom nature has granted sound |
sense and a feeling for true beauty.
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CHAPTER XI.

OF THE FANTASIA.

When we leave the striet form of the Sonata, and, in regard to construetion, al-
low ourselves greater freedom,such a composition belong's to the class of the Fan.
tasia.

True extemporizing or improvisation on the Pianoforte consists, as is known. in
resigning' ourselves to the fanc}i and inspiration of the moment, without prepara -
tion and even without thought, and thereby ereating musical pieces, which (with the
observance of the rules of harmony) produce by their unconstraint, sarprising va-
riety, and spirited connection, a peculiar charm.

If it were ‘possible immediately to commit to paper such improvisations as are made
in propitious moments, we should possess the most complete works of this kind. par.
ticularly by such great masters as Beethoven and Hummel. But as this is, alas! im-
practicable,* the composer must endeavour, in writing such Fantasias, to approxi-
mate as closely as possible to the freedom of extemporizing .

There are four species of Fantasia:

1. The Fantasia on a single theme.

2. The Fantasia on several themes.

3. The Fantasia on so many subjects, that it should properly
be called a Pot- pourri.

4. And lastly, the Capriceio.

In the first.second, and fourth species, the themes may be either original or other
wise. The third species, however, is only proper for themes which are already
known and esteemed.

A. OF THE FANTASIA ON A SINGLE THEME.

The composition of such a Fantasia is subject to many difficulties, and ranks a-
mong' the most important works of art when it is, in every respect.well achieved.

The theme chosen for it, must be particularly suitable, and possess the property
of being' treated in many different ways, otherwise too long' an adherence to it
would become monotonous.

A happy theme may be employed, first for an Introduetion: secondly, for an Alle-
gro; thirdly. for an Adagio; fourthly, for Variations: fifthly, for a Rondo: and,sixth-
ly, even for a Fugue or other piece of a similar strict kind.

In this case the Fantasia somewhat resembles the Sonata, but with the difference,
that the varions degrees of movement and the several pieces must be connected

=y iy ; i : . : by
Sinee this work was written,an mgeniows instrument, called the Pianographe, hus been inventod by M. Guerin.
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together and form a whole, and also, that each piece must have a more free develop -
ment. This consists, first __in the unrestricted use of modulation (as far asis in ac-
cordance with good effect), and secondly _in an arbitrary interruption of the
course of the ideas.

Up to the present time, not many compositions of this class have been written. One
of the most esteemed, is the Fantasia for the Pianoforte. Orchestra and Chorus, by
Beethoven, Op: 80.__ After a grand Introduction, enters the lovely and melodious theme
which is then developed in several variations and intermediate passages.in a March.
like Allegro, a beautiful Adagio, and a brilliant Finale, without the aid of any other
subjeet.

“We believe that it would be a worthy oceupation for a talented composer, to write
works of this class for the Pianoforte alone, and therefore thoroughly to study the
construetion of Beethoven's master-piece. In these compositions, where we im pose
on ourselves the task of employing only a single theme,the necessary middle subjects
or figures for the development may be drawn from the individual bars of the same; for,
as is known, in ease of necessity, even a couple of notes are sufficient in order to
form a new idea in any degree of movement which we please.*

B. OF THE FANTASIA ON SEVERAL THEMES.

Here. the composer has a fine and extensive opportunity of displaying both his
talent for invention, and his fancy. The construction of the whole is much the same,
as in the Fantasia on a single theme; yet, not only can a new melody or figure
be introduced at each change in the degree of movement, but also, the middle sub-
Jects may differ from the principal theme. A leading figure, which has been al.
ready employed in the Introduction or in the first movement, may and ought to be
used in all the other movements, in order to impart the necessary connection to
the whole, and to stamp it with the character of unity.

In this species, the most disting-uished models have been produced by Mozart. Cle-
menti. Beethoven, and Hummel; and, recently, by Moscheles, Kalkbrenner, Thalberg &e.

In order to save space, we here give the subjects of the different movements of -
Hummel's beautiful Fantasia in E flat,Op:18, being' desirous of attempting a de-
tailed analysis of its form and development.

INTRODUZIONE. FANTASIA. : " HumMmEL. "
Liento. gt % : X

=
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" On this subject, <o my Art of Improvisation,or Schoal of Extemporancous performanes” Op:s 200, published
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This Introduction, which commences with the above figure, contains only fifteen

bars, after which followsethe earnest Jdndante with the succeeding theme.

Andante. . AR bo
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The bass notes, which fur}ﬁ the particular melody of this passage, present the author

with the subject upon which to raise.during: its successive repetition, very interesting
harmonies and modulations, which (after 30 bars) at last pass into an ascending series
of arpeggioed chords, making a cadence on the dominant of E flat, and forming a pre-

lude to the following Jllegro con fuoco (alla breve time.)

" Allegro con fuoco. ;
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The three staccato crotchets in the bass now form the theme, which is developed
throughout this rapid movement, and is even occasionally recurred to in the follow.
ing movements. After it has been employed alternately in both hands, accompanied
by highly animated and brilliant passages in quavers, during' more than forty bars,
a short and tranquil middle subject enters in the key of the dominant: —
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We perceive, that the rules of the Sonata are here observed,in regard to modula-
tion. The middle subject is again followed by passages, through upwards of sixty
bars, after which a modulation of several bars leads back to the Introduction (but
in the key of B minor) and there forms a short point of repose.

Now commences the second part of the animated Allegro con fuoco. in which,
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with the constant use of the principal theme (the three crotchets), the impassioned
movement s continued through about a hundred bars, with spirited modulation; and
then gradually becoming more tranquil it announces the return of the Introduction
(in E flat); after which a new idea occurs.

This new idea is a Larghetio cantabile on the follow ing subject:

Larghetto cantabile. Ll
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This Larghetto is constructed like the Andante of a Sonata, and proceeds, with
tasteful embellishments and a beautiful harmonic conduct, through ninety - nine

bars, with increasing interest. Highly effective are the allusions to the princi-
pal thr-mv, in the course of the middle subject: —

After the termination in E flat major, bursts forth the Finale, in a surprising

and unexpected manner, in the key of G minor, with the following impetuous fi-
gure: —

Allegro assai.
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The construction of this Finale is l.ldt‘th- that of a free Rondo, and partly that of
the Capriceio or of the Toccata. A new idea in E flat, is introduced at a later pe-
riod, as a middle subjeet; and the whole work finally concludes with a brilliant and
excited Presto. in G minor.

This Fantasia econsists, as we perceive, of five different movements. which are how.
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ever connected with one another, both in a technical, and in an asthetic point of

view. Notwithstanding its great length, it is by no means wearisome; for the judi-

cious change of the ideas and of the degrees of movement, the beauotiful and artis.
tic treatment, and the brilliant and (for the player) grateful style, continue to en -
hance the interest of the composition to the end.

We can recommend this work to the pupil, as one_of the best models. Moreover,
Mozart's Fantasia in C minor, Beethoven’s Sonata.quasi Fantasia in E flat (Op:
27 No1.) Kalkbrenners Effusio musica and many other modern works of this spe.
cies will serve as guides for the young ecomposer.

The imitation of such Fantasias (which is also to be recommended to the pupil,
at the first), cannot be made so strictly as in the case of Sonatas, neither is it now
so necessary. But he should attend to the construction of the whole, and of each se.
parate movement,until he feels himself sufficiently exercised to proceed in his own
way.,

- Compositions of this kind are now greatly esteemed, and have, for the moment,sup.

planted many other Pianoforte works. This is easily accounted for.

The public in general, experiences great delight on finding in a ecomposition some
pleasing' melody with which it is already familiar, and which it has previously heard
with rapture at the Opera: for most melodies acquire their popularity by the {ine
performance of a human voice and the charm of theatrical effect.

Now, when such melodies are introduced in a spirited and brilliant manner in &
Fantasia, and there developed or varied, both the composer and the practised play-
er can ensure great success. This species is by no means new: for, Steibelt, up -
wards of thirty years ago, wrote numerous Fantasias on the favorite melodies of
that time. But as Pianofortes. as well as performers on the same have become so
as very different opera-themes are now in favoar,__ and,

general since then,
lastly, as several great and celebrated Virtuosi have particularly distinguished
themselves in this class of composition. none need wonder at the success of it.

The construction of this kind of Fantasia is much the same as that just before
mentioned. Two or three favorite themes are first selected, which differ from each
other in respect to their time, character. and degree of movement. The leading
idea for the Introduction may then bheé taken from one of these themes, and be more
or less developed. Original ideas and melodies may also be interwoven in the
same.

The entry of each of the themes chosen, must be prepared in as striking and in-
teresting a manner as possible, and each must he treated in a different way. Thus,
for example, the first theme may receive some variations; the second may be treated
i the Rondo-form, or in a more free stvle: the third agrain may he once or twice
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varied; and.in the Finale, all the themes may be interwoven.

In the sucecession of the themes, regard must be had to variety; and.,as connecting
links, brilliant figures, elegant embellishments, together with melodie, harmonie, and
even fugued passages must be introduced. But the chief aim of the composer must
be always to remain tasteful and interesting, to stretch out no passage too much,
and to preserve the most beautiful and animated ideas for the end. To these quali-
fications Thalberg’s Fantasias are indebted for their generally acknowledged ef-
feet. '

Grand Fantasias of this class are specially intended to present Virtuosi with the #
opportunity of displaying' their talent in performance, and in the bravura style.
Hence théy must be brilliant, and consequently difficult. But in order to write ef-
fective difficulties, the composer must himself be a good player, otherwise his pas-
sages will generally be awkward, unnatural, and searcely worth studying'.

Fantasias of this kind may likewise be composed in an easier and merely pleasing:
style, and then (if the themes be well chosen) we may calculate upon their meeting'
with a favorable reception among amateurs.

Extemporaneous performances of this species may also take place. The inipro-
visations of Hummel,so celebrated in their time, were generally in the style here
deseribed; and, had it been possible to have written them down, they would even
now have ranked among the best of this kind. )

Among the modern compositions of this Si}PEiE5¢ we must particularly mention
the Fantasias of Kalkbrenner, Thalberg, Liszt, Moscheles, Dohler &e, to which
it is sufficient here to refer the pupil.

D. OrF THE FANTASIA FORMING 4 POT-POURRI.

The desire of the public to possess the beautiful melodies of favorite Operas,
tastefully and connectedly strung together, has led to numerous works of this
species. :

The composer selects, in suitable order, as many themes from an Opera, as the
length of the piece to be written permits. He extends one theme with a variation,
another with a short development, or with brilliant,but not too difficult passages,
unites the different themes to each other by means of pleasing modulations, pauses
or cadences, and takes the liveliest subjeet for the end,in order to obtain a gay
and animated conclusion.

A short Introduction must always precede such Fantasias or Pot-pourris, and
the passages employed to connect the different subjects should not resemble one
another. We must therefore contrive to vary the cadences. The putting together
themes without any connecting passages, would form a so-called Quodlibet. des-
titute of merit. But,in such Fantasias, the composer must sufficiently bring into
operation his peculiar gift of invention,both as regards variations, connecting 1o
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sawes and embellishments. as well as the ingenious and suitable conneetion of the

numerous subjeets; so that this species, when successful, must by no means he deen.

ed insigmificant. It particularly calls for a refined taste, and an accurate know -
ledge of that kind of elegance which is the style of the day: two properties which
have established the success of many a composition, and which many young com-
posers have.to their prejudice, too greatly neglected. A few remarks on this
subject, will here'be in their proper place.

REVARKS ON REFINED TASTE IN EMBELLISHMENTS.

~ Embellishments are an objeet and an offspring of fashion, and grow old, as soon

as better or at least others of a pleasing kind are invented. This is especially the
case with the concluding cadence of a melody. For example, the following eadences
will be considered in very bad taste by every one.
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And yet, at the time of their invention, they probably appeared as charming to those
of that day, as the tasteful embellishments of a modern singer or player now appear
to us. s :

If we desired to bring the above three phrases somewhat nearer to our own time,
this might perhaps be done in the following' manner: '

Hence, we perceive that an alteration of a few notes, a new direction given to the
melody, the addition or omission of a shake or turn.&e. is frequently sufficient to
render the thing more agreeable.

™ The same is the case with longer embellishments, frequently introduced into the
melody, and therefore it is requisite that they be not only new and pleasing', but
also that they he introduced at the right places, and also that the melody be not

LANE- ]




H +")
e I"1:l.:L ,1

[} overladen with them. It i< much the same with them, as with the ornaments of fe.
Wikl male attire: a corveet and diseriminating taste will so dispose the flowers and
Tl Ly, ribbons, that the general appearance will be thereby rendered more charming-,
Mttt whilst any blunder in this respect easily execites ridicule., ' :

" Joing In reference to this, the young' composer must naturally take only the newest~
ks f and most tasteful compositions for a model, and particularly endeavour to form
his taste, by hearing: the best modern and generally esteemed Operas, and good
singers: for, as a matter of course, in thiy respect, the aneient authors ecan rare.
Iy be taken as an example. He who neglects this in his youth. will experience
great difficulty, at a more advaneced age, in ]{FPpinH‘ pace with the times: and
it has never yet been sutficiently considered, how great an influence this ob.
old, s sy jeet has had upon many works, which, though excellent, have too soon become
$peciall antiquated.
ing cafeys
The pupil who desires models for the various species of Fantasia, will find
: an abundant supply in the works of Ries, Hummel, Kalkbrenner, Moscheles,
o Herz &e. &e.
! SRANE
a2
g E. Or tur carriccro.
N ——
A Capriceio, in the fullest sense of the term.is really nothing more than a Fan- -
: tasia of one of the preceding' species. only that we should perhaps allow ourselves
ring b e a greater degree of humour therein. But according to its more precise and re. |
P AR stricted signification, it is a piece which in mnstruc-tiﬁﬁ may approach the Rondo.or

; even the Scherzo; allowing' ourselves, however, greater freedom in the develop .-

L

ment, and broader limits generally.

It may commence with a slow Introduction, and also have a similar intermediate.
movement, but the principal movement must he written in a quick time: for a Capriﬂ-
o cio in a slow time would scarcely answer to the term.
Sometimes the entire Capriccio may merely for
% Variations, or to a Rondo. The true, independent Capriceio, in its chief component
gl parts, most suitably follows the rules of the Sonata. as it contains
% Jeet, a middle subject, conelusion of the
developed second part. In this case the

m the Introduction to succeeding:

a principal suh_
first part, (which is not repeated), and a
capriciousness must consist rather in mer.

b ry, singular, or even eccentric ideas. than in- the form,
n Emn.i In general, this form has very wide limits: thus, for instance, Beethoven's Fantasia ~
:]}'“[dﬁmﬂ[l Op: 77 is, according to its iﬂ;as,mnrﬂ nearly allied to the Capriccio, than to the
i genuine Fantasia. :
mdlfflﬂmt[;]ﬂ Of this speeies (in which. known themes can be interwoven,or employed as the ground-
| !Eﬂim{'

| . work ) disting-uished models have been produced bv A.E.Muller, Kalkbrenner, Moscheles.
F]-[']'ﬂdfhful .”*'Hlli ].---»ﬂh*i, Th.‘r”u't'}_‘f &P. '




90 CHAPTER K XI1I. .-

Or THE ETUDE OR STUDY. [l[i

The thought of writing' such pieces as are especially intended to exercise and - [

~ part dexterity to the fingers, and yet are musically interesting, is so natural, that »
even ancient authors (as S. Bach, Corelli, Tartini &e) have produced works of this B!
kind for different instruments. .
At a later period, Cramer has rendered this form greatly esteemed on the Piano. b

forte, by his well known Studies; and, since then, compositions bearing this name L
have inereased to such a prodigious number, that they threaten to supplant many L
* better forms. For as we are unfortunately not very rich in variety of musical forms, i
and as the names Sonata, Variation, Rondo &e already begin to grow old: we find B
the title Study [’I;,'i-udej very acceptable, in order to write, in this form, short bril- b
liant. and even amusing pieces, bespeaking some particular benefit, the invention L
of which costs comparatively little pains. and which are welcome to so many play. b
ers. Indeed, the Study is nearly the easiest kind of musical composition: for, we
have only to invent, or put together a single figure, of scarcely a bar’s lf*'ug-th,
and to repeat the same in all sorts of modulation through a few pages, and the "
Study is made. ; ]
But talented composers can also produce a very interesting: page, in this spe- by
cies of such apparent simplicity: for, even in the easiest and most simple form, E
g

[

something: important can be aecomplished, and the numerous studies by Clementi,
Cramer, Steibelt, Woelfl. Hummel, Moscheles, Kalkbrenner, Potter, Herz, Schmitt,
Chopin, Thalberg:Liszt, Hiller, Bertini, Henselt, and many others, are by no means
~mere finger exercises, but thoughtful, brilliant, and sometimes grand pieces; rich
in melody, harmony, and new passages, and demanding' the attention both of the

player and the composer. %
The length of the Study may vary according to the nature of the ideas and their s

development, and it may even be extended to the duration of a little Rondo. The )

form. too, of such piﬂ'es is tolerably arbitrary; as we may apply the name Study to %

them, merely because they are useful to exercise the finger, by reason of their
difficulty. :
A well written Study is generally based on some determinate melody, and then the d
figures are only a variation of the same. This melody may be either a two- part .
theme, like those mentioned in Chapter I __ which is mostly the case in the Stu-
dies by Cramer__ or it may take the form of an Andante, an Allegretto, a Rondo

&e: or else, at the very commencement, it mayv modulate in an arbitrary manner in-
to extraneous keys, without however neglecting the necessary rhythm. In this
case it approaches the construction of the Prelude. But the whole must always
express a determinate idea,otherwise it would be merely a senseless aceumula -
tion of passages.
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a cadence, or of a piece consisting' of
r melody is' necessary. Even the striet form

Lastly, the Study may also have the form of
brilliant runs,in which case no particula

of the Canon and the Fugue may likewise be employed for it.

The character of the Study may be of the most varied kinds;

; for all degrees of sen-
timent and modes of colouring stand open to the composer, from the liveliest Scher.

zo to the sentimental Adagio, and from the most brilliant Concert-piece to the pro -
found Fugue; and this, together with the comparative brevity of its_ form, has rendered
the Study so esteemed.

The melody forming' the groundwork of a grand Study must have a middle subject
and a second part, after which the principal theme returns, the whole however con-

tinuing to move in the like varied passages whic

h have been adopted at the commence:
ment. :

Although the pupil will meet with numerous models of all kinds of Studies in the
before-mentioned Authors, we here add the harmonie skeletons of two, in order to
illustrate the construction and the course of ideas of such pieces.

N1, The ground-melody of Cramer’s Study N94.Vol: I of his “Studio per il
Pianoforte”*
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The moving figure of this Study is the following: — i
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REMARKES ON THE PRECEDING MODELS.

The first Study, by Cramer, is built, as we perceive,on a kind of Choralanelody. which
is supported by a three or four-part harmony. In the seventh har, a modulation into

‘the dominant takes place, and then, after passing through several keys, a return is

made to the theme.

The second Study. by Chopin, is (without any melody) entirely built on chords,which.
however, form a rhythmically disposed whole, modulate variously, and finally return

again to the chords of the theme. ._

Having here given the harmonic skeleton or outline of the two Studies by Cramer
and Chopin, we must ohserve to the pupil, how extremely useful and requisite it is, for
him to write out similar ones of very many distinguished compositions, such as Mozarts
and Beethoven's Sonatas, Quartetts and Symphonies. For this purpose, knowledge, care
and a great penetration into the spirit of the music is required,in the case of compli-
cated pieces, in order thus to divest the melodies and figures of all ornaments, and
to reduce them to their most simple harmony. In so doing, particular care must be
taken to write each chord in the position which perfectly answers to the melodic idea
of the composer. He who is able correctly to draw up such an outline of a composi-
tion, thereby proves that he has thoroughly understood and éntered into the work.

By this procedure the pupil will with delight become acquainted with the internal
structure of the most admirable compositions,and frequently remark,with surprise,
on what a simple, though firm and symmetrical basis,the finest and most intellee-
tual works of the great masters rest.

Equally as useful is it for the pupil, by way of exercise, occasionally to write a
composition of his own ‘on such an harmonic skeleton; which, however, in respect to
the ideas, melodies,and passages, must be entirely different from the chosen original.

We see that. the construction of Studies, however extraneous it might appear, is ne-
vertheless always based upon the fundamental rules, which have been already laid
down in the ('hdpti‘[‘h on the Theme and the Sonata; for, it is only in this manner
that an organic whole can be formed.

The method adopted in the foregoing examples, of reducing a piece to its g“rmm{l—
melody, is, we repeat, extremely useful in other kinds of composition. For this is, -
in a manner, the anatomy of the pieces, by which the pupil becomes acquainted uilh
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the plan, the construction, the melody. the harmony. the course of ideas, and, generally,
with the particular thoughts of the composer, in essenfial points, and diﬁiingnih!u-w-: them
from all exterior embellishments calculated only for effect. A piece whose skeleton is
unrhythmical or without meaning, must ever be ranked as a failure.

This is the place for some important remarks on real and accidental melody.

REMARKS ON REAL AND ACCIDENTAL .u_.n:r.ﬂm".

~ A real melody must not only form a rhythmical and perfect whole, but it mast also

he so constituted, that, even without any accompaniment, it shall still be intelligible,
full of meaning, and capable of being sung. Of this kind are all the themes given in
Chapter I. : S

But when we perform a regular series of slow chords, the upper part of the same
also forms a kind of melody, which may be termed accidental: for, it is not properly
invented by the composer, but arises naturally from the chords themselves,the putt-
ing together of which, gives an experienced harmonist no trouble.

Take, for example, the following series of chords: —

o/l 1

We here observe, that the upper part forms a kind of melody. and if the comiposer
were to add a suitable accompaniment to it, a passage wauld be obtained without the
slightest effort, which would produce the effect of a real melody. For example: —

dndante,

)

Ped oF oped

— - -———

.r;#ﬂ-:ﬂ;. 1 ..i_"_[ | 1 e | — _i_'.— * _T.i_ Sy

o

This kind of melody is especially suited to Introductions, and if we add an elegant
cadence or embellishinent at the proper place, we may ensure the desired effect.

It will be conceived what an admirable aoxiliary this is for the composer, who'
has either no real melody at his command,or who is unwilling at the instant to
employ such. .

We now insert the truly melodious theme by Beethoven, out of which we have de-
sig'nedly formed the preceding example:

6l18
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Here is a real, intentionally-composed melody, for it forms a rhythmical and per.
fectly conclusive idea.

That those accidental melodies which are produced by chords are particularly
suitable for the invention of Studies and other similar pieces,will at once be perceived
by the reflecting pupil, without any further comment.

The most pleasing' and delightful melodies, are those which remain interesting' e-
ven with the simplest and most natural accompaniment: nay more, which are still al-
ways full of meaning and satisfactory without any accompaniment whatever. An
idea which depends for its effeet solely upon a constrained harmonie accompani-
ment, is of very doubtful melodic value.

Many composers fall into the error, either of stifling a happily conceived melody
by a forced and overcharged accompaniment;or, of seeking to invent such only. as,
if simply accompanied,would prove insignificant or unintelligible.

The following example will illustrate this remark: —

Allegrretto cantabile. BEeETHOVEN.

This charming and nobly simple melody is confined to the six notes of the diatonic

e
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ceale G-mp L1 1|; and is, besides, so intelligible, that it fixes itself in the memo.
‘)I | Mg .

T T

rv of every hearer, and can be repeated with facility,

. Still more simple is the accompaniment, which consists, nearly #hroughout, of only
the two principal chords on the tonic and dominant; all that approximates to what
is artificial, being there sedulously avoided.

We will now attempt to clothe the same melody with a modulating harmonic aceom-

paniment.

- TS —
+——

Here, the heautiful melody is evidently stifled by the overcharged,forced,and so.
called learned accompaniment: and that young composer, who perhaps exceedingly
prides himself on the toilsome invention of such modulations, may rest assured,that
it 1s a far greater merit to be able,like Beethoven, to produce a fine effect,in-
telligible to everyone; and that. too, with such simple means.

Many a composer has the weakness to be particularly enamoured with those of
his compositions, whose invention has cost him the greatest pains and labour; and
he cannot then exercise sufficient self-denial, to sacrifice these fruits of his anx-

ious hours to what is truly beautiful: nay, he thinks that all hearers must be as en-
raptured with them as he is himself.

However, it 1s far from our intention, unlimitedly to dissuade from the use of skilful
harmony. As in all things,so here, it is only the abuse which we feel compelled to cau-
tion against,

The invention of beautiful melodies is a g'ift of genius, and even then,only in cer-
tain happy moments. But skilfully construeted modulations, can at any time be put
together by the cultivated composer. even when in the most indifferent frame of mind.
Mzy those, therefore, on whom nature has bestowed the greater talent,not content
themselves with dry learning, either from convenience, or from a perverted view of
art, but ever render the same subordinate to the truly beautiful!

Whatever may be said against the Italian Opera music, no one can deny the fact,
thot it excites pleasure throwghont the whole world. This mostly arises from the oh.
servance of those principles which we have here so fully stated.

L ARE:] A

|




L™ 1 i 97
CHAPTER XII.
i gy e
. fﬂiha:: E‘U«' THE NOTTURNO.
T .“’P devote a particular chapter to this kind of composition. because in respect to
: its character it forms a distinet species.

. The Notturno for the Pianoforte is really an imitation of those vocal pieces which
\-\ are termed Serenades, and the peculiar object of such works __ that of being per-
LT | formed by night, before the dwelling of an esteemed individual _ must always exer-
?E cise an_influence upon its character. The Notturno, therefore. must be ealculated to

i create an mmpression of a soft, fanciful, gracefully-romantic, or even passionate kind,

b but never of a harsh or strang-e. The construction of it is nearly that of a short An-
: dante in a Sonata,or of an extended theme: and a slow degree of movement is most
suitable to the same.
;:\ In this species of lesser Notturno,John Field has particularly distinguished him-
E&-E self, and latterly Chopin, Thalberg, and many others. e
v, We here insert an example by J. Field.
o DR ) -
e NOTTURNO.
| S . 5
- Moderato cantabile. J. FieLp.
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No middle subject oceurs in this Nottarno, but only a ritornello, after the 17" bar.

The theme, however. can be followed by a new middle subject (either of a melodious
or moving kind ), which then forms a second period. We can also modulate to a great-
er extent, provided that the character of the piece be truly preserved.

_l"urthermnre, under the name Notturno (or Serenade),there are greater composi-

. tions, consisting' of an Introduction, Andante, Alleg'ro, Variations, Finale &e, and of
" which we need only mention the well known Notturno of Prince Louis Ferdinand,
of Prussia. '

Tht-:;je different movements are joined to one another, and the whole follows. in its con-
ﬂtrmlt"m’t.ht' rules of the freer Sonata or the Fantasia. But we must always endeavout,
by the choice and nature of the ideas. to accord with the character which 1:5 announced
by the 'title.
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CHAPTER Xi1V. 94

OF COMPOSITIONS UNDER MARIOUS PARTICULAR

NAMES, AND OF THOSE IN AN KASY STYLE.

Many compositions appear with particular names: as, for example, Allegro scherzando,
Allegro agitato, Allegro di Bravura, Andante sentimentale, Presto affettuoso &e, and
also under the title of Romance, Ballad, Song without words. Eclogue &ec.

The construction of all such pieces, follows the rales which we have already become ae-
quainted with in the Sonata and in the other kinds of composition; thus. for instance, an
Allegro di Bravura is modeled upon the first movement, or upon the Rondo of a Sona-
ta. The Romance resembles the Notturno. The Song without words is a melodious move.
ment, in the form of a greater two-part theme. or of a short Andante. The Ballad is a
kind of Fantasia, and so on.

~ These latter names and forms are horrowed from vocal music.and therefore the charac.
ter and construction of such works must be similar to the actaal voecal pieces,of which we

shall treat hereafter. All such very singular names,which are at present sought out for

many compositions, (and that often senselessly enough). prove how greatly we are at a
loss for new forms in Pianoforte works.

But alas! that which is indeterminate. arbitrary, formless, and even nonsensical in the
art, constantly gains ground by this means and many a talented youth, who with solid
study might produce excellent works, finds it indeed more convenient to resign himself,

in this manner, to a wild irregularity. From this by-path also, only the imitation of good
models ean reclaim him. i

As examples of beautiful Romances, we refer to the
to In D minor, and to Beethoven’s Romance in F.
appeared by Mendelssohn, and Eclogues by

and so on.

Beethoven’s Bagatelles,0p.33, present fine models of short,but highly intellectual pie-
ces. Also similar works by Ries, Kalkbrenner, Moscheles and others.

second movement of Mozarts Concer.
0p.50 (Duett.) Songs without words have
Tomaschek, Chopin has produced a Ballad. -

OF CoMPOSITIONS IN AN EASY STY'LE.

The talented composer detracts nothing from his me

sy works for less skilful players and beginners. Most of the great Pianoforte COMPosers
have also breught this offering to the art; and, indeed, young performers have a rig-ht
to desire works suited to their undeveloped eapacities, which, without presenting diffi-
culties, are nevertheless written solidly and with spirit. Such compositions are always
a valuable eontribution to musical education, and that composer is not perfect,who can
write only for Virtuosi. '

Short Variations, Sonatinas, Rondinos, Fantasias, Studies &ec. ean be written in the
easiest style, and the composer must theiein endeavour to invent pleasing: intelli-
gible and unconstrained melodies, and unite them to passages of a like character.,
All difficult keys and extraneous modulations must bhe there avoided, as well as oc.
taves, extensions, skips and complicated harmonies, all of which would he quite out
of place.

It is more difficult, than is supposed. to write such easy pieces without appearing
dull, feeble and childish, particularly when all octaves must be avoided. The young
composer will find numerous models of this kind in the works of Mozart, Haydn,
Hummel, Ries, Kalkbrenner and others, and we moreover recommend him not to ne.
glect exercising himself in this species, as it may be more useful to him in many
respeets, than the continual seeking after difficulties, and the unceasing' endeavour
to produce only grand and leng'thy compositions.

rit,by sometimes writing: little, ea.
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104 | CHAPTER XV.
B e o

OrF Dawncre-Music. |' ;,;i'
The characteristic of dance-music depends on the time the degree of movement, the yt
rhythm.and the length of the composition. The usual dances are the following:_The L
Wultz, the Galop, the Minuet, the Quadrille, the Polonaise, and also a few particu- e
lar national dances, as: the Mazurka, the Polka, the Fcossaise, the Bolero, the Fan.
dango &ec.
~  The WaLtz is written in 3 time, and has a quick degree of movement, almost 4. M
legro molto (according to Maelzels Metronome J - 88). It consists of two parts, i
hoth of which are repeated, and contains 8 or 16 bars in each part. The first part oy
el

concludes either in the original key. or in that of the dominant,or else in a nearly
related minor key.

The character of the Waltz is gay and lively, though it may likewise be occasion-
ally sentimental. The generally known Waltzes by Strauss.Lanner, Bendl &e. pre.
sent the best models, by the latter of whom we here insert a successful example.

WALTZ. Benpi.
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The unparalleled favour which Waltzes have obtained throughout the world, has

- arisen from their cheerful, exhilarating' and universally intelligible character; and
. %4 the circumstance that only few composers have yet distinguished themselves in this
”“LTL branch, is a proof that,even for this, talent and a just apprehension of all that the
public especially prefers are required.
lers, tie, :
i The Gavor is written in E time, and its brisk and sprigthtly character demands an
ot o Allegrro molto degree of movement (about , = 84)." It must be still more exhilirat-
ﬂ?fﬂﬂp ing than the Waltz, and correspond to the frisking motion of the dance. __  Here
10 a gy follows an example:
e be wriy |
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construction as itself. The whole is usually formed on the two chords of the tonic

L3+ —  and dominant.

[ LARE:]

% The Galop, as we here perceive, has a Trio, in a relative key,of precisely the same
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The MiNveT; as a dance, is certainly no longer in use; but, as a musical piece, it
i< still interesting, and therefore merits the attention of the composer. Itis in 3
time. and has a calm,noble, graceful and even majestic character, and a tplerably
<low dllegretto moderato degree of movement, (about J =100.)

It consists of two parts, each of which must contain eight bars, and be repeated.
The Trio belonging to it. is of the same length.

The first part closes either in the Tonic or in the dominant.

In pieces of this kind,the composcr may introduce soft and beautiful melodies,
and even transiently modulating: chords. but he must always preserve the known
rhythm of the two-part theme.

Here follows an example of a dance-minuet: —

MozarT.
= ——

MINUETTO.,

The Minuet, as we are aware, may be employed as the third movement of a Sona-
ta. even in its ancient.striet dance-form: and also in other pieces, (even, indeed,in
vocal music,) its peculiarity is sometimes useful.

6118 5 &
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The Quanriiiry consists of five different dance-tunes” each of which must con. !
tamn a determinate number of bars. As a complete Quadrille would here occupy too
much space, and as this kind of composition is but little known to many writers,we
give an account of the number of bars, of the form. and of the particular appella-

won ot each figure.

1** Figure. Le Pantalon ﬁ Time. Allegro. .
1. Theme, 8 bars, concluding in the tonie. |
2. Second part of the same __ 8 bars. :
3. Then first part Da Capo __ 8 bars. |
A new second part __ 8 bars.
5. 'Then again the first part Da Capo __ 8 bars.

Consequently, in all, 40 bars.

gud Rigure. L’ Eié.
First part, 8 bars, concluding in the tonie.

o b0

Time. Allegretto.

Second part, with an imperfect cadence __ 8 bars.
Third part __ 8 bars.
First part Da Capo . 8 bars.

In all, 32 bars.

- w0 -

3'Y Figure. La Pounle. 6 Time. Allegretto.

1. Theme, 8 barstj concluding in the tonic. .
2. Second part . 8 bars.

3. First part repeated — 8 bars.

4. A new second part __ 8 bars.

5. First part Da Capo _ 8 bars.

In all 40 bars.

4th F'ig‘ﬂrf:*. La Trenis. i Time . Allegretto.

1. First part, 8 bars. concluding' in the tonie.

2. Second part 8 bars.

3. A third part (or the second part repeated) — 8 bars.
4. First part Da Capo 8 bars.

In all, 32 bars.

The desewpotion following embraces siw figures,and consequoently us many times ; but, in duncing, eithey La
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5" Figure. I a Pastourelle. i Time. Allegretto. [' E
1. First part, 8 bars, concluding in the tonic. ;
2. Second part, with an imperfect cadence 8 bars. ‘E
3. A continuation of the second part 8 bars.
4. Another continuation of the second part __ 8 bars.
5. First part Da Capo . 8 bars.

In all. 40 bars.

6" Figure. Le Finale. g Time ™ Allegro molto. "
1. First part, 8 bars, concluding in the tonic.
2. Second part, with an imperfect cadence . 8 bars.
3. First part Da Cape __ 8 bars.

In all, 24 bars.
This may still be followed by a Coda,which corresponds,in every respect, with
the Finale.
The whole, therefore, consists of little rhythmical passages. each of which must con
tain eight bars.

The composer will easily meet with the necessary models in respect to the form

and character of each figure, when he finds himself called upon to write such Qua -
drilles.

“B - e

The Poronaise (Polish dance) resembles the Minuet, it having* the same time. de-
gree of movement., number of bars, and even similar modulations. But there are cer-
tain little figures which form its national peculiarity; and this especially happens in
the last bar of each part, where the cadence must he so constituted.that the first
two crotehets of the bar shall occur on the dominant seventh, and the third eroteh-
et on the tonie. For example: _

=
P T e

-

A

T

.

The character of the Polonaise may be either sentimental. or heroie, and its form
gives oceasion to very pleasing and gentle, or piquant ideas.

.Th" genuine Polonaise may be preceded by four bars of suitable introductionbui
in the same degree of movement, and without any pause. Moreover, we are not o-
bliged to observe the number of bars so rigidly, as in the Minuet. _ Here fol- l
'ows an example of the latter kind:— ;
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The Mazurka is also a Polish national d-’-ll"!{'\“. i.n ; time. Allegrro moderato. Its
character is frisky and animated. The following' 1s an example:

MAZURKA.

Allegrro moderato.

- w ’:' : M.Jir -
po. |

\

The Ecossarse (Scotch dance*)is in § time and has a very quick degree of move-

mert. It consists of two parts, each of which contains eight bars, and is repeated. Its i
character is extremely gay and lively, and the end of the second part ean be so con-

nected to the beginning of the first, that the whole proceeds without interruption: | %
as the entire Ecossaise must be continually repeated,so long as the dance lasts. .
See the following example: — [

p ECOSSAISE. | %
resto. A e 3 —
M _'_"""--u.q_“_ M _th'q " r—fq'q
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T Ihe tunes dl‘big‘n.uh'il b}-‘ the term "I:',t"rrﬂaui.--v:‘ ]'1}- 'l'-'llti':ilt.l"nf.lf CUMPOSCE s, heur no resemblinee to Scoteh dunces. m
They ave frequently nothing more thun varistions constructed upun the themes which appear in their works; und, h‘
indved, the example given above is only & variation on the air known as * The bells of KL g, tershurgh " M2 {"“...“}l lhl
cuplination must therefore be considered us applying only to the ubove imaginary imitations of Scottish music; | i‘h

and us  genvine Scotch dunces are so numerous the pupil cun eusily provide himself with models. - H
Remurks on the difference between the ancient Scoteh dunces and the modern Eeossaise are given in Schil- %
lingws Lexicon der Tonl unat YVol: 2. p- 556 . Arpt: Keoagsagiae. "'M
Th: |
Ny,
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o The Porxa, which is at present in such high repute.is a Bohemian national |
{

dance in i time and in a tolerably quick degree of movement. It consists of

tt!ﬁ two parts, each of which contains eight bars, and is repeated. Then follows a |
ﬁ Trio, the first part of which contains eight, and the second sixteen bars. To r
o iy this succeeds the Polka. da capo, with a few bars as a Coda. Example: — !
; il
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%. Light, shipping' and pleasing' rhythmical subjects are here the most suitable. FI
e
% These are the dances which have obtained a general place in music: for, independent- l
ly .of the composer often finding himself obliged to write such, these different forms |
— f:;_;. give occasion to Rondos, Impromptus, Fantasias &e, in which the leading characterof 5
"'"“‘j:“:ﬂh the chosen dance-form must he more or less preserved.
:L,ﬂ,u}.’!”-[f In writing' Operas and Ballets, the composer is sometimes obliged to introduce na-
o g0 tional dances of foreign countries: for example, the Spanish Bolero, and Fandango,
,....lel--"”l the Neapolitan Tarantella; the Siciliana; Russian national dances &e. The charac.
i teristic of all these,lies partly in the peculiarity of their melody, but partly also in
the accompaniment. which must have a‘particular motion.
611G A
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The Borero 1s like the Minuet, hoth in its time and degree of movement, but it has
no repetitiun, nor Trio. Its character is tenderly lyrie, and it possesses a peculiar

rhythmical accentuation. The accompaniment to it generally moves in the following

w

manner:—

When it is danced, the castanets are used,and the manner in which they are struck
together by the dancers themselves, gives rise to the above kind of accompaniment.

The Fanpanco is in all respects similar to the Bolero, but of a plaintive charac-
ter, and generally written in minor keys. Its accompaniment, however, is not so hop
ping:but more legato. When danced, its degree of movement is gradually more and
more accelerated. :

The TaraNTELLA is a very sprightly dance in g time, in which the upper part
constantly moves in simple quavers, whilst the accompaniment marks the two prin-
cipal divisions of each bar, in short chords. The character of it,is a certain wild
vivacity.

The SiciLiana possesses a rural.tender and plaintive character. It is written in
g time, and has a slow degree of movement. Its melody generally moves in the fol-
lowing manner:—
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The construction of it is much the same as that of the two-part theme, but with.
out repetition.

The Russian national dances, which are mostly in E time, are lively. and have the
construction of the two-part theme. They are generally composed in minor keys,
and the motion of their accompaniment is as follows:—
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In Opera and Ballet music such national dances are often introduced, and in this
case the composer must well attend to the characteristic of the same,and endeavour

to procure genuine national melodies as models, of which there are, at present,ma-
ny collections
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iy CHAPTER XVI. il
E“{IPP'L gt e L T VY S B . i
L il OF Miritary Music.

The Marches, of which this class of music consists, are divided into: :— Quick marches,
defiling: marches, marches for the parade, solemn marches, and funeral marches. T]‘I{-‘}
are written in C time, though in_quick marches g time may also be employed. |

The motion which disting-uishes marches is the following : — '

h'fjilvzlr:.. 9 . _or : or _ % 3 ‘.
Bt gjc_—_g—_- = _" S e = ’\-—'-—N-_—_"ﬁ—?—f\—i“'!* 5 '-*-_“ = ]’ |
Elilltil'tr]'g.—: ), - ' e o o - * 4o S - fa 24 9 a4, |
I8 oty
Il moe In solemn marches, and in those fe_)r the parade, or for funerals __ all of which may
be more or less slow, JMllegro moderato, or even perhaps Andante __ a step occurs on
g each crotchet of the bar: but, in quick marches, a step occurs on each minim, or, in 8
e b 1 time, on each half of the bar, and the degree of movement, in the latter case,is rapid |
,ffﬂaiﬂlﬂ. — from Alleg'ro molto to Presto. '
The March, as well as the Trio belonging to it. consists of two parts,each of which ¥
s rite? is repeated. The ﬁmatrtmtmn and modulation are like that of the two-part theme; :
aves i e nevertheless each part, but especially the second, may contain more than eigtht harq
provided that the melody be rhythmical, pleasing' and intelligible. Pauses are im- ;!
practicable,as the whole must proceed. strictly in one uniform degree of move. '
ment. . '

Marches are rather an important species of composition: for they are not only writ- rji
ten for the soldiery, but are also very frequently introduced in Operas, Ballets, and |
other grand musical works; and the warlike character which exists in their form, '

e i gives oceasion to many instrumental pieces. Thus, there are: Sinfonies miiaitfri-res, Ti

Sonates militaires, Rondeauar militaires, Variations militaires, &e, and a certain no. - f)

; “dhm ble, grand,or brisk movement which can be imparted to such pieces, renders them 1I

i b exceedingly interesting. |

dec The composer will find solemn, and triumphal marches, in many of the grand Ope- !
;. ras of Mozart, Cherubini,Spontini, Rossini &ec. Beethovens 3 Marches for two

- performers, Op: 45, also present fine models of the higher order: and the funeral
% march in his Sonata,Op: 26, is the finest example of its kind. Genuine military
marches are so numerous, that the pupil can scarcely be at a loss for good mo-

dels. :
o, ?-“dﬂﬂﬁ We here give an example which may serve as well for a defiling march.as for ane
MIL of the solemn kind,acecording: as the degree of movement is taken quicker or slow.
at]]ffﬁr" B #
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Here follows a quick March in § time
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The following is a grand triumphal March.

MozargT,

Maestoso. .
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The following is a short example of a funeral March.
| MARCIA FUNEBRE.

Andante.

S |

h

%]
>

To such Marches a Trio must also be added,in a nearly related major key.and in a
melodious. but serious style.
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CHAPTER XVIL

Op COMPOSITIONS IN THE STRICT STY'LE; WITH AN

APPENDIX ON COMPOSITIONS FOR THE ORGAN.

e e e — e T e —

The principal forms of this class are: the Prelude, the Fugue, and the Canon.

A. OF THE PRELUDE.

—

The Prelude may consist either of slow, full chords; or of a more or less florid move.
ment of the several parts;or even of actual quick passages. In the latter case it is
usually only a variation of the first kind: namely, that in full chords.

The chords must continually modulate, so that a perpetual excitation may prevail
in the change of the harmonies. In strict Preludes the modulation is confined to
the relative ke}'s: but, in free Preludes, we may pass, at will, into extraneous keys.

One peculiar feature of the Prelude (beside its eontinual modulation) is, a cer.
tain unity of motion, as well as a conformity to the adopted figure, which imparts a
particular interest to the same, and distinguishes it from every other form.

Each part must have its own particular progression, and by no means degene.
rate into an ordinary filling—up accompaniment. The melody which either per.
vades the Prelude, or forms the basis of it, must express a determinate meaning;,
otherwise the whole would be a mere rambling about from one key to another.

As a model of the first kind,in full chords, we here insert the skeleton of a
Prelude by Sebastian Bach, which clearly exhibits this conseguence in the train
of ideas:—
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Such a Prelude might either remain in this state, or be varied in numerous ways,
Bach himself has varied the above in the following manner:— (See his 48 Preludes ‘

and Fugues, Part I first prelude’)

_,.'l— _-'_ .j.____H_. e &e:
-2

Here follows an Examplv of the second kind, in which the different parts alternate .
% gy ly make a tranquil movement, whllst the whole sounds as melodiously, as harmonious.

A ly beautiful.
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The foundation-chords of this Prelude form a kind of Choral melody. while the tran-
quil movement of the quavers,in the several parts, ereates a new melody thereon.
And now we add a Prelude consisting of passages, without any decided melody.
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In grand Preludes we may also regularly modulate into the dominant, and there in-
troduce a middle subjeet, (moving: however in a similar manner,) after which further
modulations follow as a second part, and then the principal subject recurs again in
the tonie. As an example of this kind,we refer to the fine Prelude in C major of
Bach’s 48 Preludes and Fugues, Part 11. N?1.

The Prelude may likewise be divided into two parts, with repetitions, examples of
which may be seen in the Prelude in B minor, Part I, and that in A minor, Part II
of the before-mentioned work by Bach.

B. OF THE FUGUE.

The Fugue and the Canon are the only kinds of composition which are so closely
connected with the doctrine of harmony and counterpoint. that they form, in a man-
ner, the necessary practical result of these sciences, and are therefore explained
at largee in all good treatises on the same: consequently, those who have studied
strict composition and counterpoint must be thoroughly familiar with the principles
of their form and construction. As before observed.we must presuppose these stu
dies to have been perfected by the readers of the present school,and as the theo-
ry of the Fugue has been fully explained and exhausted in the works of Marpurg,
Kirnberger, Albrethtsberger* and particularly in the treatise by Reicha ( which,
with the other objects, and the prescribed extent of this work,would here be impraec-
ticable),we confine ourselves to the following brief account of this subject.

The fugue may be either in two, three, four, or more parts, each part having a de-
terminate and independent progression of its own. Moreover, in a strict fugue, tht
parts must be respectively written in invertible harmony.

A fugue consists in this:— a given theme first enters alone in one of the parts,
after which it is successively repeated in the other parts.whilst those which have
already began,proceed in a suitable manner. in strict harmony. The first entryof
the theme takes place alternately in the tonic and the dominant; but afterwards it
is also carried into other relative keys. :

The theme which first appears, is called the Subject (or Duxr the leader ), and
that which follows it, the dnswer (or Comes__the follower). These (the subject and
the answer) alternate with each other, as many times as the fugue contains . real
parts, for example:—
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ALBRECHTSBERGEL .
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Subject.

Bubjeet

Subject

From the latter example we perceive that the answer may follow twice in succession.

The theme must undergo no change in its transposition into the dominant. But when
the subject commences on the dominant, the answer must beg'in on the tonic,and this
occasions a slight change in the next note, with respect to its distance from the first.
For example: —

: Answer,
Answer. Subject. !
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The copious rules on these necessary changes may be seen in Reicha’s treatise on
composition *

When, at the commencement, the theme has thus appeared in all the parts which we
mean to employ, the exposition of the fugue is completed,and then hegins the con-
tinuation or development. This consists of modulations into the relative keys, with
a more or less frequent recurrence of the theme, sometimes in one part, and some.
times in another.

In the course of the fugue, episodes may be introduced,in which the theme is either
wholly omitted, or only in part employed. Oceasionally, one or more of the parts may
and,indeed,ought to rest, whilst the other two or three parts continue to move onwards.
For, in the fugue, a perpetual movement must be kept up, both in the change of the
harmony, and in the flow of the parts.

]{Hpﬁtltlmh of single bars are not allowed, unless they previously exist in  the theme
itself: and when a part which has rested for some time again re-enters, it-must do so
with the theme. During the development, the theme may occasionally appear in the mi

¥ Traite de havie mpnsidionn. Tom II pp-7 to 18,
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nor. when the original key is major, and vice ve rsa. Also. in the course of the fugue, a
new idea (a counter-subject) may be introduced.which is afterwards combined with the
prineipal subject. The counter-subject must therefore be so formed as to accordwith
the principal subject,so that both may be harmoniously interwoven together.
Sometimes the principal and the counter-subject are introduced togrether, in the exposi-

tion, at the beginning. For example:
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' The counter-subject must contain an idea sufficiently distinet from the principal subject.
Again, the principal subject may be employed in the following ways :—
a. By approximation.
5. By diminution.
c. By augmentation.
d. By inversion.
A pproximation consists in bringing in the Answer to the subject,sooner than was
done in the exposition of the fugue. Thus, for instance, the theme before given, by
Seb: Bach, presents the following' example of approximation: —
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Answer by approximation,

the aame.

We here perceive how the theme is interwoven with itself,
.Htmhmtirm is produeed, when the theme is written in notes one half less in dura
tion than the origiinal. Thus, the foregoing theme would appear, in diminution. as

here shown:—
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Diminution of the theme.

. l Augmentation is the opposite of diminution, each note of the theme being as long
% again as in the exposition. For example:—
| e i s o i =
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N Inversion arises,when the course of the theme, ascending or descending, is entire.
i §i! ly changed and written in a contrary manner. For example, the previous theme
—— inverted, appears thus: —
from the rogic
[
This inversion may also be employed in the approximation, diminution, and aug-
_ mentation of the subject. . : .
m‘&tsmﬂﬁ' The principal thing is,to invent a theme which unconstrainedly accommodates
ene el {7 itself to all these artifices. The theme however must not be too long:, but it must
by nevertheless form a complete sense:

Many themes lend themselves only to some of the above changes, others to all, and
many again to scarcely any of them. The composer must only seek to draw all pos-
sible advantages from each theme, which the form and the determined length of the
fugue permit.

It has still to be observed that, in a strict fugue, each part must remain in its
preseribed compass as much as possible: namely, the upper part in the soprano,the
higher middle part in the alto, the lower middle part in the tenor, and the under part
in the bass. We must also strenuously aveid letting the parts cross one another;
that is, allowing the tenor to ascend above the alto, the alto above the soprano.

and so on.
As an example,we here give an entire fugue which will elearly illustrate all that
haffl'rﬂ:"r' has been said.
e #E 4
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The first six bars of this fugue contain the exposition of the theme 1n all the four

1pa~t‘tﬂ.'r']wn follow two bars as a continuation,with a cadence on the dominant. I |
~ the 9t bar the theme occurs with the approximation. which is carried on through
four bars.The bars 13,14 & lﬁ,.fuq.tain an episode, which modulates into the rela-
tive minor. From the 16" bar the approximation is continued in the upper parts,
whilst the bass performs a kind of counter subject, which is repeated in two of
the other parts. Bars 21 to 26 contain a modulating episode. At the end of the
26t bar the soprano enters with the theme in diminution, which then passes into
all the parts during the space of the three following bars. In the 30" bar, whilst
the diminution is still being continued, the alto enters with the theme in its origi-
nal state, after which follows another n{{}dulatirrw episode,in bars 32,33,& 34. In
the 35'h bar the soprano furmq a kind of counter-subject with the inversion of the
diminished theme, whilst the ‘under parts give the principal subject in approxima-
tion. The figures hence arising, are then interwoven throughout the remaining
eight bars to the end. The entire fugue is one of great beauty, without any harsh-
ness, and forms a perfectly harmonious whole, combined with all the applicable re -
sources of art.

From this fugue,the following general rules and observations may be deduced:—

1. Before a part rests in the course of the fugue, its melody is brought to a per.
feet termination, and after resting it re-enters with the theme.

2. In the 3274 bar, and in that only, a short passage occurs in which two parts
" (soprano and alto) cross for an instant. In the next bar, however, they immedi -
ately resume their natural situation.

3. No part gives the theme twice in immediate succession, but the repetition is
always found in another part and in a different portion of the scale.

4. The whole proceeds with a constant change of the harmony, no chord being
retained for any great length of time.

5. The continuation of the first subject, which serves as an accompaniment to the
answer, in the 27¢ and 3*dbars, contains in the latter, a figure which is employed as
the moving passage throughout the whole fugue, and even induces the beautiful pro.
gression in the concluding bars, N 38 to 41.

6. The character of the fugue always remains uniform,without being disturbed

by a single heterogeneal idea or figure.

A fugue may consist either of slow notes, (like the preceding example), and be cal-
culated for a tranquil degree of movement: or, it may be formed of moving figures—
passages, runs,&ec __ and require a quick time,in which case it belong's to the class
of the so-called running or brilliant fugues. On the Pianoforte, both kinds are prac-
ticable;but, when writing for the Organ.a slow and tranquil degree of movement is
by far the more suitable, both for the Prelude and for the Fugue, as rapid figures are
there seldom effective.
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. The best models of all kinds have been produced by Seb: Bach and Handel. In the
grand fugues of these masters we may also observe, that they follow the general rules
in regard to modulation; for, after the exposition of the theme is modulated into -the
key of the dominant, the return of the theme there forms as it were a middle sub -,
Ject,and then follows the further development as a second part. In minor fugues
this happens in the relative major key. By this means the fugue acquires a determi-
nate form,and unity.

Here, also, the imitation of good fugues __ as those of Bath Handel, Eherlln, Al.
hrechtsberger, Clementi &c:__ is, at first, highly advantageous to the beginner ; 3 lin
which he must follow the progress, the modulation, and the number of bars of the ¢ho-
sen model. as exactly as we have advised in the case of the Sonata,but with his own

theme. In this instance also he must naturally commence with short and easy exam-
ples.

Besides the strict fugue, there is also one of a more free kind, which approximates
to the Sonata-form. The most esteemed models of this description are: Mozarts over.
ture to Zauhprﬂute,a.ml the Finale to his grand Snnphnn} in C. Also the Fma]e to
Beethoven's Quartett Op: 59. (N3, in C major), and that to his Sonata 0p1 106. Hum.
mel likewise gave a similar Finale in his Sonata in D, Op: 106.

This mixed species unites the charm of heautiful melody with the spirited effects
of the moving' form of the fugue, in the most interesting manner: but in order to pro- .
duce a successful work of this kind,we must be perfectly master of strict fugrue com-
position.

Furthermore, we may also introduce single fugued passages in the Fantasia, in the
Sonata, in Variations, and in each grand composition of a modern kind generally,
which imparts a new charm and a more profound cast to the whole. The suitable and

~well-timed employment of such passages the pupil will find in the works of all the

great masters which he must necessarily study.
Lastly, both the strict, and the free fugue are essential components of church music,
and of the Oratorio, as we shall see hereafter.

C. OrF THE CANON.

The Canon consists in one of two parts moving in exact imitation of the other, from
beginning to end,the second part entering a few notes,or one or more ‘harf-;, later

than the first, and consequently ending as much later. :
This may take place, either in the unison,or at the distance of a second.third, fourth,
fifth, sixth,seventh, octave, ninth,tenth.&e: the Canon in the octave is, however, the
most usual. Besides the two parts thus moving in canon. an accompaniment of
several parts ean also be added.
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\
The Canon varies in length, and in it we must endeavour to modulate into the key

of the dominant.
There are also artificial Canons of three, four, and more parts, in which, conse-

quently, each part exactly follows the others, at an established distance. The second
part may likewise proceed in awgmentation, or in diminution, as in the ease of the
fugue theme. Lastly, inverted Canons are also practicable, in which the second part
follows with the inversion of the first. All such Canons are however a mere toil-
some study, with the mmliﬂﬁitinn of which the imagination has but little to do. But
canonic passages, judiciously introduced, are sometimes of very good effect in other
works. Thus, for instance, a variation, or the first part of a Scherzo,or of its Trio,

may be written in Canon.

Here follow some examples:—
CANON.

CLEMENTI.

The second part of this Canon proceeds in a similar manner, except that the bass eom- )

mences as the first part,and the conclusion takes place in the principal kev.




Allegro.

SCHERZO.
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The Trio belonging to the foregoing Scherzo is written in a light, modern style, in
order to enliven the dryness of the Canon.

Such simple Canons are easily composed: the artificial and complicated are more dif-
ficult, on the construction of which the pupil will find a full explanation in Reicha’s
Treatise en Composition, and the most diversified models in S.Bach's “ Thirty varia-
tions” in his "Art of Fugue, and in Clementis “Gradus ad Parnassum.”

The eanonic form may likewise be rendered productive of great effect in other kinds
of composition, even in the Symphony, the Obera, algld the Oratorio.

Of vocal canons mention will hereafter he made, in the Part of this work treating:

on voecal music.
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ARPRENTITAN, ONn UCouposiTIONS FOR THE OQRGAN.

The Organ has keys similar to those of the Pianoforte. but only a compass of four

octaves: namely, from =g=— to = . :

o

The sound produced by pressing any key, continues, with equal power, so long asit is
held down, and by means of different stops it ean be rendered softer, or more or less
loud.up to the full power of the instrument. It serves not only to accompany Mas-
ses and other church pieces, but we also compose for it Preludes. Fugues, Chorals
and ether works in the strict style, and, most advantageously, in a slow degree of
movement, as rapid figures are ineffeetive on this instrument.

To the Organ belongs also the Pedal, which in like manner consists of great
wooden keys. which are played with the feet. The Pedal sounds an octave lower

than the notation, and its compass, in small organs, is from j@:_-_:: to e

= »
- W -

- _a- S "
but,in large instruments, from €= - to ¢~ — . The Organist generally plays '

the lowest notes of Organ pieces on the Pedal. by which means the octave below is
obtained: yet there are also compositions.in which the Pedal is obbligato, that is,
where it performs the lowest part independently.

The composer must naturally assign only such passages to the Pedal.as can be
performed conveniently with the two feet, and which will also strike the ear clear-
ly. As the Pedal must generally be played legato,diatonic and chromatic scales
can'only be performed very slow. For example:—

Andunte
e s P e, —o—fo
@5{1—_'-&’"1' RIS —F—'?lr = ==l

But there are certain i:uassag'ps,uhif-h can also be played in a tolerably quick de-
gree of movement with both feet. For example:—

Allegrao. b
il —i- § —P il
T T o — . =1 ) > =mo=as
s st o e e = (- _._I:|.'__._|F_,,_?g._ TE o e i = I'_T-tﬂ“i- l.:-,._n
= i ===

‘We here give some examples of the grand Organ compositions of Seh: Bach, from
which the pupil will best become acquainted with the employment of the obbligato f
Pedal.
* , ¢ ' — =.

The majurity of English Organs huve a compass from %— tos E* without the lowest G shurp, Somé of the mo-
dern instruments extend only from _e; to, ;;Fé-;—' Hl‘li:h r Hr:pnns,it is tu be "Lupl:'d.u.lll eventuully bocome Fone - f

1—} - ol

vul.und the rest be supplied by the uniform adoption of the Pedul ﬂrg.m. Tr

_E i :
The greater number of English Orguns have only anottave or an octave and o half of Peduls,whirh mercly pull
down the lowest keys.or ot most have but one set of pipes belonging to them. OF Lute, however, o munifost fmprove -

ment has tuken pluce in this respect,and’'modern instruments have often several stops appropriated tu the, Pe-

duls, which embrace a cumpass of two soetaves or morve, from EE B0y

6118 = i : 3
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PRELUDIO. ¥
Allegro moderato. .

1317)

Organo.

Pedale

obbligato.

Here we perceive that the Pedal passages are so designed,that they can he p]a}'t‘d

legrato with both feet.
Although it is usual to set only one part for the Pedal, the possibility neverthel

eSS

exists, of playing in two parts. in a very slow degree of movement. Here follows &

remarkable example of this kind: —
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¥ We have merely given fragments, as every true composer must of course thoroughly
it study the wonderful productions of this great master.
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Or PlaNororRTE DUETTS, AND OF COMPOSITIONS

FOR TWO PIANOFORTES, AND FOR THE HARP. ;

All the compositions previously mentioned,may be likewise set for two performers !
on the Pianoforte, or for two Pianofortes: but as, in this case, the composer has a
much richer and more complete ]]armu'ﬁ}' at his disposal, he must know how to turn
it to suitable advantage. : '

In Pianoforte duetts, the lower part, as is natural,generally accompanies the up -

| e

per; but this accompaniment can be made very rich and interesting' in grand com-
positions. Thus, a significant figure may be assigned to the right hand of the se-
condo player, whilst the left hand gives the bass, and the melody is played in oc.
taves with hoth hands by the primo performer, or the left hand of the latter re-

ceives another suitable accompaniment. For example: —

Allegro. HummEL.

i I T

:
I
l
i
=

PRIMG.

SECONDC.

O NsLow;
= !_,']_.

b 1

PRIMO.

SECONDO.
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Energetic passages in the lower part, performed in octaves with both hands,pro-
duce a good effect, when the upper part has either full chords or a correspond -
ing' melody. For example:

Allegro.

HomMmEL.
oo g PP REE i T A S IR e R
- k
I

|t . -

SECONDO.
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Nol less interesting is it, when both players occasionally receive concertante pas.
saues, one resting whilst the other answers.

When passages in the strict style are interwoven, we must freqﬁentl;. avail our.
selves of the effects of dispersed harmony.

Double melodies may also be invented,which are most effectively performed, when
the right hand of the secondo player is passed over the left of the primo. But this
passing over must be judiciously managed, and not take place too suddenly, in order
that one hand may not disturb another. Here follow examples on all these points:—

Allegro. : : ﬁ.;

PRIMO,

SECONDO.

S
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When both players have a succession of many full chords to perform together, all
the upper parts must be doubled, or even tripled; but we must avoid doubling the hass
part too frequently, because the octave progressions thence arising sound irreg-ular.
A single octave struck in the bass with the left hand,is sufficient to support the
entire harmonic structure. without requiring any further doubling'.
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When we desire to introduce a long run, we must avoid, as much as possibledi.
viding the same between both players. because it can seldom be performed smooth
Iv and equally in this manner. It is better, in such cases, when one player is peyp.
mitted to exceed his ordinary compass, to give to the other either rests,or some
notes which will enable him to get out of the way. On this point, see the third of

the following examples.

HumMEL.

Allegro.
e 2 e
P th

SECONDO.
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Alleg'r(j = T e o T T T P LN e s N R i S e Lrveaa
: ! -
- e
PRIMO.
- I"b,. _ L L
e s sem s S o
SECONDO. iy § T F ;- b ™ L TR - ST . =
- | L
: i R B ~—-"-§—,.|—Jl-,l——--— - — =
W . _J—ﬁ—i—-l.'___‘:"'_'_j:iq:m:_._t'_r:;__"]f .-  — e — T |
. B E—— ] 1 P, Ty =k i ‘ m—
- - = : = = e 5 Y
i e E Pl o L ¥ o =1 = =
- o - - e = =

L

il

T— e e

e P it

i




i my g IR e (9151 o s b Bl i i e A R R e 8 W R S R
by, Allegro iy =

i) hpm . 'F Tt g :':_"—

Vi g %'ﬁfi: e = = -

v ia T B A e

ff"b”ﬂiuj priMo. | R . .

l‘m.mh« -:". =

3 SECONDO. [ 3

‘_—____j‘l We must always avoid assigning a note to one player, which has just before been
ﬁ struck legato by the other, because the sound would generally fail the second time.
@ b Hence, the following phrase would be very bad:—
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In like manner, we must avoid letting the fingers of both performers come too
near each other, in quick and complicated passages. For example, a quick run
in thirds would be very inconvenient if allotted to both players, and we should
do better to assign the same to one only.

In compositions which are designed for two performers of equal ability (which
is the case with the majority of solid duetts) both parts must receive equally

grateful and interesting passages: for it would be a fault, if the upper part (al-

though it always remains the prinecipal) were rendered exelusively brilliant.

When a progression of octaves occurs in the left hand of the secondo play-
er, it must not he carried too high, otherwise great inconvenience will arise in
performance. It is hetter, in this case, to divide the octaves between the two
hands. The like must also be observed, when octaves would descend too low in
the right hand of the primo player. :

From the given examples the pupil will have observed that, in composing such
pieces as are intended for more than one person, the parts belonging to the dif-
ferent performers are placed above each other, by which means the entire har.-
mony, as well as the effect of each separate part can be readily surveyed. This

is called puiting into score, or, aunpl}, scoring.
1W’hvzn the piece is finished,the parts must be written out, and the work tried with

another player, in order to assure ourselves of the success of the intended effects.

Pianoforte duetts present the composer with such ample means for the invention
of new effects, that we advise the pupil to exercise himself diligently and betimes
~in this species of composition. The best models of this kind have been produced

by the Pianoforte writers whose names we have frequently cited.

Theﬁ-reafer forms __ such as the Sonata, the Rondo, the Fantasia, Variations
&c:_ are also applicable to compositions for two Pianofortes.

Little, detached pieces are not written for these two instruments, because they
are seldom found together: and,th_eréfm'e; where this is actually the case, we must

offer the players something' of importance. Here the composer has naturally still

more ample means at his disposal for the production of manifold effects; than in -

ordinary duetts for one Pianoforte. But at the same time he must take care that
the melodies and passages assigned to each player stand out clearly; for other:
wise, on account of the precise similarity in the tone of the two instruments.itwill
be impossible to discern which of the performers particularly distinguishes him-
self. Occasionally also, passages must be given wherein both players produce a

&ll8 1

il

al

i

FI'-

**1




139

combined eflfect: as. for example, energetic chords, octaves either in unison or by
doubling:, runs and figures in thirds, sixths,octaves, tenths, and so forth.
But as the solos of both performers should in general alternate with one another,

the other part must consequently receive either a soft and simple accompaniment, or
sometimes entirely rest.

We must avoid employing both players too frequently in one and the same octave,
as otherwise the parts become intermingled, which sounds much more indistinet on
two Pianofortes, than in the Orchestra, or in the combination of other instruments,
each of which possesses a different quality of tone.

A composition for two Pianofortes may be somewhat longer than a similar one for
a single instrument, because we must give both players an opportunity of exhibit-
ing' their performance. But this greater extent likewise demands an inereased de-
gree of interest in the choice and employment of the ideas and passages.

The pupil will find many effective compositions of this kind in the works of Herz,
Kalkbrenner, Dussek, Worzischeck &e.

The Harp is the only instrument besides the Pianoforte, on which, without the
ail of an accompaniment, entire pieces in full harmony can he performed* All the
forms of composition previously mentioned are also applicable to it. In many re-
spects, however, the Harp is more restricted than the Pianoforte. Legato harmo-
nies are impracticable on it, and modulations must be made with greater circumspec-
tion, the Harp not having' so many keys at its command. The most usual keys for the
Harp, are: C, F, B flat,and Eb major; and D.G,and C minor. The compass of a full
sized Harp is the same as that of the Pianoforte.

In writing for the Harp, it is necessary that the composer be either practically ac:
quainted with the same, or that he take the advice of a master of this instrument.The
perusal of good models __such as the compositions of Nadermann, Bochsa &c__ may
however, also supply him, in part, with the requisite information.

In writing for the Guiﬁr and for the Mandoline, a particular knowledge of these
instruments is also necessary.

The present highly esteemed thﬁrrrmnnma* is treated like the Pianoforte, but is es-
pecially adapted for tranquil, melodious pieces,or legato harmonies, to the avoidance
of all rapid passages.

In respect to the Organ, we have already mentioned the various kinds of composi-
tion which are practicable on it,in the Appendfx to the preceding chapter.

P Picoos in full hurmony can of course be played on the Organ and on some other keyed instruments. .

*% An msteument of the El-l'rphjnr kind. TE:

&ll8 i
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CHAPTER XIX.

ON COMPOSITIONS FOR THE PIANOFORTE
WITH ACCOMPANIMENTS FOR OTHER INSTRUMENTS.

e

OrF THE DUETT.

To a composition for the Pianoforte, may be added accompaniments either for stringed
instruments __ Violin. Viola, Violoncello: or for wind instruments _  Flute, Hautboy,
Clarionet. Bassoon, Horn &e.

When one only of these is added to the Pianoforte, a duett is produced. Two ac-
companying' instruments form a ¢rio, and still more a quartett, quintett. sestett, sep -
. tett &c: according' to the number of performers employed.

It is indispensably necessary that the composer possess an accurate knowledge
of the peculiarity, treatment. and character of the tone of each instrument; and that
he be capable of forming a clear conception of its sound, when he writes for the
same. This is, to a certain extent, really practicable, even if we do not perform on
these instruments ourselves, as the frequent and attentive hearing of them sufficient-
ly excites the imagination. The proper manner of writing for them,will be fully de-
seribed in the Part of this work treating on instrumentation.

If the Pianoforte is distinguished by its great compass, fulness of harmony, clear
hass, and numerous passages and effects;the stringed and wind instruments are, on
the other hand, especially distinguished for the sustained tone which they produce in
a much higher degree.

The stringed instruments also have a much clearer staccato, even in the quickest de-
gree of movement, and lastly, the pleasing effect of the pizzicato. All these varieties
the composer must constantly bear in mind,when he writes pieces with accompani-
ments, for they give rise to the invention of many ideas and effects, which he would
otherwise never think of.

A. OF THE DUETT FOR PIANOFORTE AND VIOLIN.

In this combination, the composer has the following effects at his command: —
1. The Violin accompanies with single notes in the inner part, whilst the Pianoforte

supports the upper part and the bass.
2. The Violin takes the melody, or the principal figure, whilst the Pianoforte accom-
. panies. :

3. In three or four part harmony, the Violin forms an essential part, either above
as the melody, or in the middle.

4. The Violin receives moving staccato passages in the lower part of its scale,
whilst the Pianoforte performs a melody and its bass.

5. Both players perform energetic passages conjunctively, or perhaps in unison.
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6. When the Pianoforte performs a slow melody in full chords

, the upper partt is.
doubled by the Violin, either in the unison,

or in the octave ahove. /
7. Both players perform little passages alternately and concertante.

8. The Violin accompanies pizzicato, either in single notes,or in chords. This piz-
zicato is produced by twanging the string's, without the aid of the bow, and renders a

sﬁ[’[ﬁ-hhil short. ag‘reeablff suund,nihit-‘h differs as much from the Pianoforte. as from the true
P B tone of the Violin. The pizzicato notes must not succeed each other too rapidly. Qua-
( ,vers in a moderate Allegro, are the quickest notes which should be employed.
i 1, L 9. Occasionally the Violin may rest for Some time, whilst the Pianoforte proceeds a-
i | lone. Frequently, also, the Violin may perform a passage or a cadence by itself.
ewalt ity ; s i
1 For the Pianoforte and Violin are composed Sonatas, Rondos, Variations, Fanta-
Bt@a:;mi sias, Pot-pourris of all kinds &e. ' |
i) Here, also, the Sonata form is the most interesting'. It undergoes no changes in
iﬂ*ﬁTﬂf! its construction, except that many of the melodies or passages are repeated,inwhich
o of fhen

the principal part is first taken by the Pianoforte,and then by the Violin,or vice ver.

R it
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The Sonata may be composed in that style, where, in three or four part writing, the

ess of bme Violin mostly bears an essential part. Such ‘is the case with many of Mozarts and
¥ p y
stromens 7 also with some of Beethovens Sonatas.  For example: —
ich |
Allegro. - BEETHOVEN. 0p. 30.Nv1,
e i e % il N e —
i Violino. S EmEm—a T - e == '—t-‘-——"j-_'—'i::
i.l 3 ! -3 _ PJ Fj‘ = ;l-j-..-*
'S‘Thaml'lL gk --"'""-_-_--___-_-_;:: —
i &F:' . FE Iy 3 i - = = _E_ fe— i I'_:—'ﬁ m: E:__
ft{'h.ﬂé . f)i',.:“.,]':I ﬁj.:.i - Z L _‘--""_-_-_-_---_1 ¥ j:. [ | ] T 1 |
8 forte, " g /—F/—'\\"T-‘J‘
oy e e
-." | m:’ﬂ:f‘f 1 . ~

hjﬁ{‘ul“#'i £
i g % . Sy e

-
< rr,T-Fr
1

£
_,'__-_ —— *—E

P |
_'-’-"-._'-._._._-_-_-—-—-______.-—-—-_‘_\_
==

Y R ——'—'_______"“--\\
e e e ’

i

= §r e s
],,I Further, it may be based on energetic effects, where each instrument employs all its
-Frrhﬂf" : means, either altt-rnatvl_}' or in conjunction with the other. Example : —

s1l8




142 :
Allegro eon brio. BEETHOVEN. 0p 12. Nv1,
— — .-'__.-—'_‘--._L 5 e
Violino.
Piano
forte.

" Lastly, it may also be composed in the brilliant and really concertante style,in which
both players constantly vie with each other in the endeavour to distinguish themselves.
Beethovens grand Sonata Op: 47, is of this kind:and we here extract a .paﬁsag‘e from
the same, which will likewise illustrate the use of the pizzicato.
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The word arco signifies, that the performer must ag-aih employ the bow, after the piz-

zicato. In a quick degree of movement, a short rest should be introduced,to allow the
Violinist sufficient time for these changes.

The sustained tone of the Violin is especially suited to the performance of slow, me-

lodious passages; and the Adagio particularly affords the composer an opportunity
for their introduction. For example:—

BeeTHOVEN.

Yiolino.

e =

- o 2 1 & .
The Violin however Is no less adapted to the performance of dashing. sprightly.
and facetious passages, and hence the Scherzo and Rondo present it with a wide
field for pleasing effects. \
The best models for duetts of this kind,are the Sonatas of Mozart, Beethoven,
Ries, Mayseder, Onslow &e, several of which we advise the pupil to score. as by this

means he will hetter become acquainted with the combination of these instruments,
than from any rules.
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There are also compositions with an ad libitum accompaniment for the Violin; that

is, the Violin part may be omitted at pleasure, without injury to the completeness of
the piece. In this case the composition is first written for the Pianoforte alone, and

then an easy accompaniment,or else a duplication of the melody 1s set for the Vio.

lin. Such pieces are generally in an easy style, for beginners.

In Variations (which are mostly written in the brilliant and concertante style)the

following' kinds must alternate:—
1. A Variation for the Pianoforte entirely alone, or with an easy (perhaps pizzi-

cato) accompaniment for the Violin.
2. A melodious .or brilliant Variation for the Violin, with an accompantment for the

Pianoforte.

3. A Variation for both players together, either tranquil and polyphonous. or ener-
getic and brilliant. :

The Introduction and the
Herz and Kalkbrenner, in con
in this new and brilliant style.

A similar alternation takes place in Fantasias and Potpourris. Single Rondos are
generally written in the brilliant style, of equal effect for both instruments. Of these
mitation exist by the authors before mentioned.

Finale must correspond with the character of the whole.
junetion with Latont, have produced excellent models

also, ﬁxamph'-r-: worthy of 1

B. OrF THE DUETT FOR PIANOFORTE AND VIOLONCELLO.

In this combination also there are Senatas, Fantasias, Variations &ec. The Violon-
cello is particularly interesting in the tenor part of its scale, and is much more
smitable for melodies than for passages. Its pizzicato is especially charming, and
may occasionally be employed as the bass,whilst the left hand of the Pianist per-
forms a tenor accompaniment, and the right melodies or passages.

All the modes of treatment which we have before described for the Violin, also
have place here, and are moreover enhanced and enriched by the deep tone of the
Violoncello. :

The Adagio is a form especially grateful for the Violoneello, as its pathetic tone
is so well suited to the performance of simple melody.

Beethoven, Hummel, Ries, Onslow, Moscheles and others, have composed distinguish-
ed works for these two instruments. We here content ourselves with giiving' only the

commencement of a Sonata by the first-named author, as an example of the usual

style of writing for them.
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The notes for the Violoncello written in the treble clef are played an octave |

lower. On this subject, see Part 1V, on Instrumentation.”

C. OrF THE DUETT FOR TIIEF PIANOFORTE

AND A WIND [NSTRUMENT.

- The wind instruments most generally combined with the Pianoforte,in duetts of
this class, are the Flute and the Horn. I

The soft ;nd mellow tone of the Flute is as suitable for lively or plaintive me.
lodies, as for light and rapid passages. The Horn,on the contrary, is especially
adapted for calmn, sustained notes, for tender or melancholy ideas, or for an ex-
pression of energy and grandeur, in powerful, single blasts.

As the performers on these instruments may be easily fatigued,and as they like.
wise oecasionally require time to take breath,a due regard must be had to these
circumstances in the passages which are assigned to them. They must also be
spared whatever forms a mere unimportant aceompaniment, this being always giv.
en tu. the Pianoforte.

For this combination are composed Sonatas, Rondos, Variations, Fantasias. Pot.
pourris, Notturnos &c; of which Beethoven, Ries, Hummel and many modern writ -
ers have produced distinguished examples. F

The Clarionet, the Hautboy, and the Bassoon also admit of being employed with
the Pianoforte for a duett; but they are less usual. and such pieées are only com-
posed on particular occasions.

The manner of writing for these instruments will be fully explained, when we

“come to treat of the art of instrumentation.

i By an oversight, not there touchod :|=|Iu.!|. Bernhard Romberyg and others, when employing the techle elof for

the Vielonecello, write the notes 4+ they wish them to be played, which is con tuinly preferable to setting them
an octave higher. o
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CHAPTER X%

OF THE TRIO.

The Trio for Pianoforte, Violin and Violoneello, is one of the-most beautifal com-
binations in instrumental music. For. to the rich harmony of the Pianoforte, and
to the melodious and piquant tone of the Violin,is also added the Violoncello with

~ its beautiful and pathetic sound in the tenor part of the scale, and its full and sus-

tained bass. As this latter instrument is, as we know, so especially suitable for the
performance of melody. and as even the most simple sustained notes on the same
produce great effect. it must be particularly employed in this manner.

The perfect Trio has also precisely the form and construction of the Sonata,
and consists, like it, of four distinct movements: only the interest must be equal-
ly divided,as much as possible, between all three players, and each idea and deve-
lopment be ealeulated accordingly.

The following different effects are here practicable: —

1. All three instruments in unison.

2. The Pianoforte has the melody, or brilliant passages, while both the stringed
instruments form an accompaniment in single, sustained or detached notes (col
arco or pizzicato).

3. The melody performed by the Violin or the Violoneello, with a simple or mov.
ing accompaniment of the Pianoforte.

4. The melody by both the stringed instruments in nctaxeq,wﬂh a Pianoforte
accompaniment.

5. Concertante passages for each player altﬂrnatelv, or divided amongst all
three.

6. Pure four-part harmony, in which the Pianoforte plays two of the parts.

7. Energetic chords or figures performed by all together.

8. Both the stringed instruments perform a simple or moving accompaniment
in the middle part of the scale, whilst the right hand of the Pianist plays the
melody, and the left the bass.

9. The Violoncello plays the bass, and the other instruments move in the upper
and middle parts of the scale. g

10. One player rests, and the two others proceed,for a time, as in a duett.

We see what manifold effects lie open to the composer, and in how, great a variety
of ways he is able to render the construction and regular modulation both of the first
movement, and also of the Adagio. Scherzo, and Finale, as prescribed in the Sonata,
new and interesting.

From the following examples the pupil will be able to form a clearer idea of some
of these modes of treatment.
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Violino
Violoneello

Piano
forte.

Allegro vivace e con brio. BEETHOVEN. Op.70. N1
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Here, after an energetic commencement in unison, the mélody is divided between
the three performers, in which the sustained notes in octaves,by the stringed in-
~truments, are extremely effective, particularly in the last eight bars.
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Here we see a gradually-entering four-part harmony. In the concluding bars the
stringed instruments form an inner accompaniment, whilst the Pianoforte takes the
Upper part and the bass. In such cases the right hand of the Pianist can perform
a variety of melodies, embellishments, and delicate passages.in the higher octaves.
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The example by Mayseder shows the continuance of a preceding: figure by the Violin., |
during' which the Pianoforte unexpectedly reproduces the principal subject.whilst the
Violoncello augments the accompaniment by its pizzicato. The hght staccato of the
Violin, is here particularly effective.

In the example by Mozart appears a four-part harmony comprising' three different | o
subjects which are interwoven with each other in a contrapuntal style, thereby uniting: 1 i
the finest harmonic effect with the most skilful treatment. \ wl

Here follows an example of a very original effeet, in which the_Pianoforte performs ("
an eccentric, embellished melody in the upper part,with an accompaniment for the [

left hand in the tenor, whilst the Violoncello gives the bass, in high notes played pi-

j | iy
zicato, and the Violin erosses the same. in moving staccato figures. i
Allegretto. Cen BEETHOVEN.Op: 70, No 2, I
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These few examples will convinee the pupil, how useful, as well as interesting:, the i
survey of a fine score is; and also how greatly it incites the imagination,when we sl
are at the pains of writing out, in this manner. from the separate parts, the works of e
great masters. _ \
Haydn, Mozart, Beethoven , Hummel, Onslow, Mayseder, Ries, Pixis, Kalkbrenner, Reis. ailn
sigeer, Berg' and others, have produced a number of excellent works of this class. How. .
ever, as a matter of course, the pupil must at first select as models the classically ¥
formed.but more simple trios of Haydn and Mozart,before he proceeds to the imita- o

tion of the complicated works of Beethoven and other modern authors.
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CHAPTER XXI. 163

OF THE QUARTETT, QUINTETT, SESTETT & FOR PILANOFORTE,

WITH STRINGED AND WIND INSTRUMENTS.

All that has heen said of the trio, equally applies to the quartett; only that in ad-
dition to the instruments forming: the trio, we have here also a Viola (tenor Violin),
which however may likewise receive little melodies and figures, in order not to be too,
much neglected in comparison with the others. '

Besides the various modes of treatment already mentioned in the trio, the follow-
ing also belongs to the quartett: that the Pianoforte may oceasionally rest for a
while, the three stringed instruments being here able to perform a complete har-
mony by themselves. Tranquil, sustained chords in a middle position may likewise
be assigned to them, whilst the left hand of the Pianist gives the bass, and the
right performs either an embellished melody. or soft, delicate passages,in the up-
per octaves. For example: —

r A Andante. ——-—___ b e
oA P - : e 8 ‘——--__
Violino. I—(-}—H—C:—ﬂ" = = ' c 1___. [- LJI . r__;— [
o e v g
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T | = =% n —— -—
Yiola. ?;HI',_’{_‘ el — “HII_ ii r - Ir
H = i .
T RS S
- ! . - 5 - _
Violoneello., & '”—ﬂ | } i e _..r_ p_F

Piano

o _ ; ' 1
forte. e it Ha w - T
A - ] - 1 + - I
< . / .

Furthermore, the three stringed instruments may receive a fugued subject,whilst
the Pianoforte performs suitable passages. :

The effects of the pizzicato and coll’arco can be very agreeably united in the
quartett. Extremely effective, also, are the so-called dialogwed passages, that is,
such as are (‘ﬂrllp[.m[-'(f of a short figure performed alternately by all the instru-
ments, and which is, as it were, pursued by them.

Moreover, the beginner must avoid overcharging: the accompaniment, and continu-
ally employing all his means. Rests, well introduced, are often as necessary and ef-
fective, as the co-operation of the whole. On this point,see the following' commence.-
ment of a quartett by Mozart.
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154 QUARTETT.
Allegro con brio.

MozanT.
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"he construction of the quartett is precisely that of the trio, and consequently
of the Sonata, with the necessary regard to the number of instruments. Single
Rondos. Fantasias. Variations and the like, are perhaps also practicable, but
of rare oceurrence,

6118

.
s

l:l.'
LHn

flill‘hl




L3
L el

forte. ”

135

When a second Violin is added to the quartett, a quinteit is obtained: and by ad-
ding' Lo the latter a second Viola, a sestett is formed. With this number of in-
struménts,concerted effects are not easily introduced. In each case,only an accom-
panying: part must be assigned to many of the stringed instruments. y

When there are more than five performers, a double bass is almost nevessaar}'.’l‘hiq
instrument sounds an octave lower than the notation, and by its ponderous tone is par-
ticularly adapted to support and fortify the entire harmonie structure in eertain pas.
sages as the bass. We therefore assign to it only slow notes. avoiding: all rapid pas.
sages, and allowing it frequently to rest. Its pizzicalo is of fine effect.

The effects of compositions of this species are greatly enhanced,when wind are al-
so combined with the stringed instruments. Such combinations are very numerous; for
example:—

1. Pianoforte, flate, horn, violin and vieloneello.

2. Pianoforte, clarionet,bassoon,violin, viola.violoneello and double-bhass.

3. Pianoforte, hautboy, horn, violin and violoncello. b

4. Pianoforte. flute, hautboy, clarionet,bassoon, horr,violin, violoncello and

double bass: — and many others. such as the composer finds combine well.

The Pianoforte may likewise be joined to wind instruments exclusively: as, for ex-
ample:—

1. Pianoforte, flute, horn, and hassoon.

2 Planoforte, hautboy. clarionet.horn and bassoon:— and many others.

Here follows an example of the latter combination, and then one with a mixed ae--
companiment.

QUINTETT.
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When S0 many musical means are brought into operation, the construction of the
piece can be no other than that of the Sonata in its most extended form:for,to
cmploy so many persons for a little composition, would be naturally erroneous.

In all works of this kind the composer has especially to observe the following |
rules: —

I. That the accompanying parts must not be overcharged, nor continually em-
ployed together.

2. That, in the employment of each accompanying instrument, regard must be
had to the peculiarity of its tone, as well in solo passages, as in co-operation
with eothers. :

8. That the Pianoforte part should always be the most brilliant of any. and ge-
neral.l}’ predominate, even though we may occasionally permit it to accompany
lightly, or entirely to rest: _for although the other parts should by no means be
confined to a mere acecompaniment __ but must be treated with sufficient 1mport-
ance, both singly, and in ecmbination _ the Pianoforte nevertheless always re-

! mains the prineipal part in such works: and it is the business of the composer
to effect such a happy blending of all the means which are at-his disposal, that
while the Pianist shines preeminent. all those who co-operate may essentially con-
tribute to the merit and commendation which are due to him.

The composer must bé particularly careful in his employment of the wind instru-
ments, for these (especially the hautboy and horn) pu!-n-:;*HH. such a puwefful tone,
whieh it is so difficult to modify, that the prineipal melody or passage may be very
easily obscured thereby, and the efforts of the pianist rendered unavailing. The
most instructive models for this, are: Mozarts Quintett with wind instruments, and

; Hummels Septett in' D minor, from which works the two preceding examples are

| drawn: also Beethoven’s Quintett,Op: 16. The study of the scores of all these, we
must earnestly recommend to every pupil. Spohr, Kalkbrenner, Moscheles, Ries
and others. have likewise produced distinguished concerted pieces of this class.

Here again it is most instructive for the beginner himself to score several works
of this kind. The examples before given show in what order the different parts

should be disposed above one another.
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CHAPTER XXII.

OF THE CONCERTO AND OTHER COMPOSITIONS

WITH ORCHESTRAL ACCOMPANIMENTS.

The Concerto is a combination of the Pianoforte with the full orchestra,in which
however the latter, for the most part, merely accompanies, and is consequently sub_’
ordinate. But, as nearly all the means afforded by instrumental music here lie
open to the composer, this species of composition helongs to the most noble and
interesting, and the author can unite all the fine and brilliant effeets of Piano-
forte playing with the effects of all the other instruments,in the most diversified
manner.

The Pianoforte however has not only the principal part,but it must also to a
certain extent be independent. and the orchestra only enters, as 2 comhined mass,
in the tutti, where the pianist rests. The single parts of the same (particularly
the wind instruments) may likewise receive little solos,whilst the Pianoforte ae-
companies, or co-operates with passages.

A perfect Concerto consists of three movements:—

- 1. Allegro — 2. Adagio or Andante and 3. Finale or Rondo.

The second movement can be united with the third by means of a cadence. A
Scherzo is unusual in the Concerto.

The regular construction of the Concerto, as it has been particularly established
by Mozart, is the following:—

The first movement begins with a Tutti, which is either tranquil, energetic, or me-
lodious. A theme is generally selected, which is neither trivial, nor insignificant,and
which admits of being well developed. This tutti may contain about a hundred hars,
in a moderate Allegro, and its construction is much the same as the first part of
a Sonata. The continuation of the theme, as well as the melodious middle subject,must
be so invented, that they can be afterwards employed in the Solo. The middle subject
is followed by a continuation, which, after modulating more or less, returns to the
original key, and closes tranquilly in it. In this continuation also,the ideas
and the -harmonies must be so chosen, that the Pianoforte passages can be after.
wards formed upon them.

After this first tutti is ended, the first solo begins. This may either commence at
onee with the prineipal theme, or with other energetic figures __ with a new, short
nelody — or, lastly, with gentle, transient. and undecided modulations in the dominant

seventh and other eorresponding chords, forming finally a cadence in the origrinal
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key. In all these latter cases the principal theme must then follow, if the solo has
i not already commenced with it.

Now hegins the continuation, which,in its principal parts,is similar to that of the
first tutti, but so greatly amplified, that the pianist can therein gradually deve-
lop his playing in brilliant or melodious figures. After the necessary modulation in-

I to the dominant or mediant, enters the melodious middle subject. (already produced
i in the tutti,) which may be performed once by the pianist and once by the orchestira,
| as an intermediate tutti. To this sueceed brilliant i}:lﬁHHg'PH,\‘hhif'h are indispensable
in a Concerto, and which again are ordinarily built upon that continuation which has
previously followed the middle subject in the' first tutti. A brilliant coneluding pas-
sage terminates the first part in the dominant (or mediant ) and then the orchestra
immediately comes in with a tutti; which, however, must not be very long, though on

the other hand it may modulate variously, and conclude in any key we please.

' The new Solo now occurs, as the commencement of the second part. A new, extend- ‘
ed, and elegantly embellished melody is generally the most suitable for the vpening: <
of this new Solo, to which succeed modulating' brilliant passages,which may be ac- ‘

{-mnpaniﬂl by the orchestra pianso, whilst 1t repeats and develops single 1deas of

the principal theme. By degrees the modulation returns to the original key. and

E;_: then the entire theme bursts forth in the tutti l
;" This last tutti must not be long, and the Solo following it is only a repetition of .
t the first part in the original key. but furnished with new and more brilliant passa- '

res, and a coda, in which the performer ean display all his execution. In the more
ancient Concertos (those of Mozart, Beethoven &e ) it was here customary to add an
energetic tutti, which, after a few bars, made a pause on the dominant seventh, and |
the player was then left to extemporize a grand cadence, after which the orehes. ¥
tra performed a short conclusion. But in modern Concertos,which are written as |
i brilliant as possible, we omit this eadence, and end immediately with,or after. the con-

cluding passages of the pianist, when the full orchestra performs a few powerfel
| final chords. /

We here give, as an example, the first tutti of Beethovens elassieal third Con-

certo, but only in a compressed torm for the Pianoforte, as the instrumentation
of Concertos will be fully treated of hereatter, where also the further, necessa-
ry examples must be sought.

6118




Allegro con brio,

CONCERTO.

16517

B EETHOVEN. Op.32.
i

Ohoe,

by Pielini. . A LA . ol . II t.rr' > _Ir'

61"5{_} I _'Il_ J'“L:II | —=— = = I fF=—m. i = L= = :
J P;?' o e e S & A ;

! | - -

T z : .H']_.,' ik-izi“_,lﬁ_—*‘_*’_i — 3 “WE-F:E'I

"'E’_‘. é__'}_'j-:—;lH 1 i ‘_-—" i ] T | | 1 I

E

[
Hu‘,ui.é- & _J ;l 3 j g Fag
iol: : . - i . P
P i = :n'q'h.‘l _'_-‘-H".‘,\;_ | a x f‘r‘ - t - Fol & %-_
- ﬂ-ﬁ—- o 1 __i e = —i;:—?‘: ; !
i ] '.’* | IF‘ I[ | : - - hf | .
E : E £ ‘E | e d 2 IS e 1S
= & = |  — ] =y g
; = |

H.-;.?ﬁi. Bassi b
" s -
2 =
et e > = r e g Pﬁq_'_m = ‘ i
e — - P'__b—;::d*:i-_l_i__u_ i '_F = = -
= 5% . 1 5 = of l
FE 1 | I R | P (V] | w [F-—! 1#1 = ——— 1 I F
e i 1 - - = i
- £ i - B — = e ! '!'-'_"'f'n
~ororssese Seoe -l —E’_-# £ ‘ﬂ' {{;—{T‘g ~— ¥ he* =" »*
.- _— R T ST s Car: WicEo ok
pe s et otpptd Jord fd  EEL =Cee
[ i 1 n #—L'—"h_b_l - _:_.I .-




L il b
- - -

.- o —r & e e s
pr J— i it = 4_#_-l‘1_'1j‘—g—=,_= R sl

P pQ;;;E e e

r e S e it o M Py ] ol
e ==
LA o O A =
: R e =
| | =l ' | l
- C ]

aa o 4*-—:— oo _';‘.——‘E_,—“ ﬁ:ﬁ- . — = ﬂ_}_
! -— T = s — ¥ { 2
| f Eaegas #'*IHH s e ;5;‘ 'fif.?’ ’Ji-‘ '#:- S |

| i I :
Tt o e e ae
s S Ty

S el
ey =y

I — { —

—
e
_— = ——
R e mmm B R e P =
Z "" il " ‘F q:'—l — —_——— s - = e
'2: st daee v —

- -




I
—

|

-
'S

7

= o

9l

Wil

tF
e

gaiaguiaiais ais pg

s

-
ﬂ_—n 1 I—.

e
¥

o

¥F ¥

P, B
L) LF

T A A el A

111 TRl J AL
| I
m#i M# [ P |
B 1l
=
tw. el :.%
o e
e T ] T
ol ¢
.|__... 11_ LAl TRY ﬁw
J-ﬂﬁ_ Y
_ # RS RAT 1IN
1 bl elln]
i st b
i S pel
TS orat @
TN $IE &
“TI%[T

sll8




-

164

This first tutti contains all the ideas and component pal‘ts? from which the whole

of the first movement of the Concerto is formed; and, presupposing: that ne com-
poser is unacquainted with this work,we merely remark thereon,that the following
solos are mostly only variations or applications of the first tutti, and that after.
wards all other passages are drawn from the principal theme, by which means
the composition obtains that characteristic unity, by which it is so highly' distin -
Suished. :

The first tutti may likewise commence with a short,slow Introduction, after
which follows the prineipal theme,(Allegro) and then the rest as above described.

The Adagio, forming the second movement of the Concerto.may commence either
with a tutti,or at once with the solo. It is precisely of the same construction as
that in the Sonata, but the melodies, embellishments, ideas and passages. must be
calculated for the greater locality in which each Concerto is naturally intended
to be performed, and the Solo must be occasionally interspersed with short tutti
passages. '

The Adagio may either terminate independently; or be united to the Finale by a
cadence. In modern Concertos, the latter method is preferred. Repetitions of
single parts, such as occur in the Sonata, are quite unuswal in the Concerto.

The Finale generally takes the well known form of the Rondo. It may begin
either solo or tutti,and in the course of the same the orchestra receives single
tutti passages, which must not last too long:. In respect to character, it must dif-
fer from the first movement, in the same proportion as that of the Sonata. In
bravura, brilliance and vivaeity, however, the Finale must be nothing inferior to the
first movement, but rather surpass all that has preceded it, where this is practi-
cable. '

Jn all these particulars, the Concertos of Mozart, Beethoven, Hummel, Moscheles,
Ries, Kalkbrenner &ec. rank as excellent models.,

The principal object of the Concerto is, indisputably__ to give the Soloist an op-
portunity of fully displaying his talent before a large assembly, and of creating a
favorable impression: and that this can be very well united with grand and cha-
racteristic conceptions, and with solid and skilful writing:, is proved by most of the
Concertos by the above-named masters. '

But if this principal object be neglected, or if too great a minuteness of detail.
ungrateful difficulties, ineffective and tedious harmonies come in the way of the
same; the composer must then attribute it entirely to himself, if his work is rare.
ly performed and meets with no success. It is further necessary to observe that,
during the solos, the orchestra must play an interesting . but yet strictly subordinate
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and accompanying part; for the public especially desires only to hear and admire
the principal performer.

But this restraint by no means excludes the effects which a fine, harmonious.and
skilfully wrought instrumentation produces; and in the part of this work treating of
orchestral composition, we shall have an opportunity of fully dilating upon the sui-
table accompaniment by the orchestra. In the mean time we content ourselves with
mentioning' the following' combinations of the orchestra with the solo part.

1. The four stringed instruments sustain soft and tranquil chords, while the
Pianist performs a melody or an elegant embellishment with the right hand,and a -
simple or moving' accompaniment with the left. The double-bass may, besides, give
the simple hass notes pizzicato. Both hands of the Pianist may also be here em- .
ployed in the upper octaves, the orchestral bass being sufficiently powerful.

2. All the stringed instruments accompany  pizzicato, whilst the Pianist performs
brilliant passages or melodies. Occasionally also a holding note may be here as-
signed to a soft wind instrument.

3. The soft wind instruments sustain full chords,whilst the Pianoforte receives
delicate passages in the upper octaves, and accompanies lightly with the left hand.

4. To the preceding combination (N?93) the stringed instruments, pizzicato, may
also be added.

5. Sometimes a wind instrument performs a simple melody. to which the Piano-
forte makes a simple or moving accompaniment. Here also several wind instru-
ments may assist, either alternately or united.

6. The stringed instruments may perform a clearly conducted fugued subject, -
whilst the Pianist accompanies with brilliant and sprightly moving passages, some-
times as an upper or middle part, and sometimes also as the bass. Here, too, the
wind instruments may co-operate, at a later period, by doubling the fugued parts,
as such passages generally form a erescendo.

7. The Pianist performs brilliant, bravura passages, which the full orchestra ac.
companies, now and then,with single and powerful chords.

8. It 1s to be understood, that the Pianist must also occasionally perform suitable
and interesting passages entirely alone, because a continual employment of the or.
chestra would be detrimental both to clearness and variety.

This clearness is one of the most important and essential qualities which the com-
poser has to observe in such combinations; and only the hearing of many works of
this class, as well as the study of the scores of such acknowledged effective Con-
certos, can impart the necessary experience herein; which will be especially ac.
quired by scoring them ourselves. We have previously recommended this laborious,
yet highly vseful means, and here therefore add in what manner the pupil should
proceed with it.

A Concerto of Mozart, Beethoven, Hummel &e, having been chosen, we take all the
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separate parts, as they have appeared in print, and musie-paper of as many staves

as the Pianoforte and Orchestra together contain parts:in which, however, it must
be observed, that two wind instruments. of the same kind may always be written
upon one stave _ such as 2 flutes, 2 bassoons,2 horns &ec.

On this music-paper we then draw bar-lines perpendicularly across each page,
at a considerable distance from one another, and write, at the beginning of the
first page, the names of the instruments. opposite their respective staves,in the
following ordeér, which must be always preserved: —

IR Ntlave (the higheal) .. ........oimcrrnenrsmmsassarssassosnvens 2 Flauti.
e e s S TR SO SR eI 2 Oboe.
B e BT T e 18 Srakac o 2 Clarineti:.
R R e L Y b T TN 2 Fagoti.
AL R i e R s (I S L Bl 2 Corni.
B R e B i o ererarsmmcmenaemensamas 2 Clarini.
s ST U T T T ST s T O P e S e Timpani.
e BRI E S e S SRS S L S - Viohno Jme
e S L e el e I S R B Violino 24
e L, e Viola.
llf_h e e Bl e T T R e T Violoncello e Basso.
G r{::n:‘;iﬂa empty. in order to leave more room

¢ the upper notes of the Pianoforte.
dmL B i e e Lo A — Pianoforte.
14t -}

This done, we proceed to write out, upon each stave, all the notes and rests which
occur in the printed parts. stave by stave and page by page, carefully and properly
disposing the same; in doing which, the stems of the notes belonging to the first
wind instrument of each kind.must alvays be carried upwards,in order to leave
sufficient room for the notes belonging to the second instrument. In this manner,
whilst writing each page. the pupil gradually sees the entire musical structure of
the orchestra arise __ his lively imagination 'is thereby incited,(like as in copying a
fine picture) _ he surveys all the effects, combinations, and harmonic changes
and also remarks with what economy and reflection the composer has employed
the various powers of the orchestra and united them with the Pianoforte.

In this way the pupil will obtain a knowledge of instrumentation, which can be
gained in no other, nor by any rules. Besides,the scores of Concertos, Pianoforte
quartetts &c are very rare to be met with: and even if they were to be had in print,
the hare looking' over the same, is by no means so profitable to the beginner as
writing them out himself; and no one who is seriously disposed to learn, must
spare himself these amply_ requiting pains.

Moreover, this scoring greatly assists in imparting to the beginner a facility in
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writing: quickly, which.is a highly nuportant advantage: for how many fine ideas
have already heen lost, hefore they could be commitied to paper!

In some of Beethoven's Concertos we find that,at the very commencement, the
Pianoforte first performs the theme or some introductory passages, after which
follows the first grand tutti. In wmodern Concertos, this first tutti is also con-
siderably abridged.

All such novelties are permitted to the composer, provided that he thereby pro-
duces a good effect. '

— e

There are Concertos, in which all three movements are connected with one an-
other by means of cadences, and which therefore form one single, uninterrupted
piece. In this case each movement must be shorter, and the second part in par-
ticular less developed, in order that the whole may not be too lengthy. Such pie-
ces take the name of Concertino. and possess the advantage, that they afford more
variety to the hearer, and do not weary his attention too much. C M von Weber
and Mendelssohn have produced good models of this class.

OF VARIATIONS, RONDOS AND FANTASIAS

WITH ORCHESTRAL ACCOM PANIMENTS.

Variations usually begin with a grand Introduction,which is led off either by the
soloist, or by the orchestra, and in which a few bars of tufti are intermixed with
the Pianoforte passages. ;

After the theme, as well as after each variation, follows a ritornello of from elpht
to twelve bars, as an intermediate tutti of the orchestra.

The Finale is also interrupted by little tutti passages, and as the whole is espe-
cially intended to show off the solo player, his part must,in this sense,be rendered
as brilliant as possible, and be very simply accompanied by the orchestra.

When the orchestra hursts in immediately after a brilliant variation or passage,
this greatly contributes to the quickening of the desired applause.__ All the com-
binations given for the orchestral accompaniment in the Concerto, are also appli-
cable here, though we must be more sparing of whatever is complicated.

When a Rondo with orchestral accompaniments is composed as an independent

" piece, it must also receive a more settled form and a more precise character, than

the Finale of a Concerto, and both its construction and development must be on a
broader scale. For such a Rondo, an Introduction in a slow deg'ree of movement is
almost indispensable. The orchestra accompanies as in the Concerto, and separates
the different parts by little tutti passages.

Fantasias on different themes are formed in the saime way as thuse_jhr the Piano-
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forte alone, only that the orchestra here also co-operates.both by aceompanying and
tatti, and forms as it were the frame of the picture. As the degree of movement fre-
quently changes in such Fantasias, the composer must take care that each change
may be readily seized and obeyed by the whole orehestra, and therefore that it he
well prepared. This will be best accomplished,if the new degree of movement be
first decisively established by the pianist himself, by the performance of a few bars
Solo: or by separating the different changes by a pause and a Solo cadence.

All these species of composition may be rendered highly intellectual, and they
present the composer with an opportunity of displaying: his good taste __his just
treatment of the prineipal part —_ his talent for the invention of brilliant passa-
oes, as well as pleasing ideas, grand effects, and interesting instrumentation.The
numerous Variations. Rondos, and Fantasias by Hummel, Moscheles, Kalkbrenner,
Ries, Herz &c for the Pianoforte and Orchestra, may be recommended as the best
models of this class; and the young composer must diligently exercise himself here-
in, (particularly if he be a Virtuoso on his instrument,) as such pieces, aided by
good performance, will always ensure a brilliant success, and quickly extend the

fame of the auathor.

CoNCLUDING REMARKS ON THE FIRsST PART

As a natural consequence, the taste of the public in general is continually vary-
ing, and ever making, if not greater, at least fresh claims on the composer.

That which is true in art. always retains its value; but many forms begin to grow
old.because the world has been surfeited with them. The unswerving, though rarely
expressed demands of the refined world from the composer, are: _ the avoidance
of all superfluous protraction, and useless extent; whether these arise from an ex-
cessive passion for learned developments, or from a too anxious ohservance of well
known forms. As language, in its progressive cuitivation, must continually become
more laconie and p{lre,aud avold all useless verbosity: so also musical composition.

The public is ever asking the composer:— Do you then really .require half an hour,
“in order to unfold your ideas to us? Could you net do this as well in a quarter of
«an hour, or still less? We will willingly listen to you, so long as you create in us no
“feeling of weariness!” ____ It is not the place here, to enquire how far the public

is always just in making this demand: but one thing is certain, that at present it

is far more difficult, and requires considerably more genius, talent, taste, know.
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ledge and experience on the part of the composer, in order to give satisfaction, than

SJormerly, when the art was still in its infancy, and the public had first to form it-

self thereon.

But as the public could only by degrees become sufficiently cultivated to make
the above demand of the composer; in like manner also, the composer can only then
be able to salisty the same, when he is thoroughly master of all those ancient forms,
by which that degree of artistic cultivation has been produced; because every no-
velty can naturally only arise from an accurate knowledge of, and improvement
upon, what has previously existed.

In this first Part we have treated of all the forms which are practicable and
usual on the Pianoforte, and which also are mostly applicable to all other instru-
mental compositions. We have further pointed out all the means which we deemed
conformable to the purpose, that the composer of talent might acquire the practi-
cal use, which is necessary, in order to move freely in each of these forms.

It is true that by these means a great call is made upon his time and diligence;
but, on the other hand, he may more surely rely on success, than by any other mode
of procedure, which consumes no less time, and, moreover, is often but too deceiv-
ing; for by a false and unsuitable direction much highly promising talent has al -
ready been sacrificed.

When however the composer has acquired the ability of uniting all that is excel-
lent __ as enjoined by the unyielding rules of theory and the well established forms
of art _ with the requirements of modern times, and the ever increasing taste of
a refined world, he stands at the head of his profession; and, if nature has be-
stowed on him a ereative genius, he may then (but not until then) attempt to go-
vern the prevailing taste, and to give it a new and better direction.

We now proceed. in the following Part, to instrumental compositions which are
formed without the co-operation of the Pianoforte.

END OF PART I.



