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M A N U A L . 

Introductor?/ Hemm'hs. 
ExPERIENCE proves that possession o f knowledge is not always accompanied with ability to instructj 
for teaching is an art, which is usually acquired only by much reflection and long habit. 

T o remove difficulties, and clear the entrance to the path o f knowledge from the briars and thorns 
with which it is too frequently beset—to engage and interest the mind o f youth in the pursuit o f science; 
and render its progress rather an amusement than a toil, is an object o f not less importance than difficulty; 
and all who feel an interest in the general diffusion o f knowledge must admit, that he who shall have 
surmounted this difficulty in any case, will have done meritorious service in the cause o f learning. 

Impressed with this truth, and as the art o f teaching forms a very essential part o f the author's system 
o f musical education, it was originally intended to have interwoven with his " System o f the Science o f 
Music " the method which he pursues in communicating instructions to his pupils*. 

T h e object o f this Manual is, to exhibit, in a concise and perspicuous form, this system o f com
municating instruction to pupils in playing the piano-forte—in harmony and composition—in order 
to enable parents, as well as professional teachers, to adopt the same method. It proceeds hand irr 
hand with the author's " System o f the Science o f Music," to which, as well as to his elementary works, 
containing the mode o f teaching the piano-forte (as immediately connected with the Chiroplast), continual 
rcferences are made. A few other examples, however, which, it is presumed, may be found useful, 
have here been inserted, for the purpose o f assisting the preceptor in his lectures. 

A s it is absolutely necessary for the future progress o f the pupils that their thinking faculties be 
exerted as early as possible, the author permits them, even at the outset, to write scales with double 
sharps and double flats, which, though not in ordinary practice employed as keys, are, at this period, 
peculiarly calculated to draw forth the reasoning powers. T h e author must therefore not be charged 
with prolixity, if this, and perhaps other subjects, appear to be detailed too minutely: some readers, for 
instance, may probably consider the formation o f scales with double sharps and double flats—construction 
o f common ehords, &c . as treated with more importance than necessary; but a moment's reflection will 
convince them, that such a supposition is ill founded; a knowledge o f these extreme accidentáis being, 
indispensable, particularly when the pupils shall have arrived at modulation. 

The System explained. 
T H E following concise view o f the author's system o f musical education, and the peculiar advantages 

resulting from its adoption, may probably be interesting to those who are unacquainted with it. 
It comprises three distinct branches—the art o f playing on the piano-forte—harmony and composition 

—and the peculiar method by which instruction is conveyed to the pupils. 

* Why this plan was not carried into effect, has been shewn in the Introduotion to the abore-mentioned work, p. xii. 

B 
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In teaching tlie elementary parts o f piano-forte playing, an apparatus, invented by the author, is em-
ployed for the speedy attainment o f a good position of the hand, a correct finger, and graceful execution. A 
minute description o f this apparatus (the Chiroplast, or Hand-Director) , and its application, will be found 
in fhe boók o f instruction called the " First Companion to the Chiroplast." W h e n the pupils have gone 
.through the lessons contained in that elementary work, they are introduced to another, called " T h e 
Sequel." This work consists o f a seríes o f lessons, written in the style o f variations, which are found-
ed on theharmonies o f the lessons contained in the First Companion to the Chiroplast: they are adapted 
to the progressive improvement o f the pupils, and may be performed as distinct lessons, or be played in 
concert vvith the Companion. T h e above works, together with two others (a Second Companion and 
Sequel), similarly constructed, comprise the elementary part o f the art o f playing on the piano-forte, 
which is followed up by the introduction o f the best works o f ancient and modern composers. 

In teaching harmony and composition, the author's work, called " A System o f the Science o f Music," 
is employed. W h e n the pupils have gone through some o f the elementary parts o f this work, themes and 
subjects are harmonized by them in four parts, in various forms ; after which they commence a course o f 
modulation. These modulations are played by the pupils simultaneously, the preceptor, at the same 
time, extemporizing at a sepárate piano-forte upon the harmonies thus played; by which they impercep-
tibly acquire ideas o f extemporaneous performance. 

T h e works o f the most celebrated ancient and modern composers, viz. Corelli, Handel, Haydn, Mozart, 
Clementi, Beethoven, &c . are now introduced ; the proper fingering o f which is marked throughout, and 
figured and fundamental basses added ;—thus forming collectively a study at once theoi-etical and 
practical. These compositions, like the elementary lessons, are played simultaneously, and are subse-
quently analyzed by the preceptor for the instruction o f the pupils; who thus become practically ac-
quainted with rhythm, construction o f musical phrases or periods, difFerent styles o f various composers, 
and whatever is necessai-y to form the accomplished harmonist and correct performer. 

W e shall now proceed to point out some of the advantages resulting to pupils by attending academias, 
when contrasted with prívate tuition. 

Exclusive, then, o f that powerful stimulant to exertion, emulation, produced by meeting together in 
classes, and the various forms o f explanations which the preceptor must necessarily resort to when con-
veying his instructions to a number o f pupils at once (a process well calculated to elucídate and dis-
play the subject under consideration in difFerent points o f view), is, that o f playing in concert, by which, 
from the very outset, the pupils are initiated into the proper manner o f playing in t ime; because, 
in playing alone, that time is not obtained which is required when playing in concert, no matter how cor-
rectly the pupil may count it. That time can in fact be acquired only by a simultaneous performance, 
as those who have made music their study can verify. Here the pupils, whilst playing themselves, are 
obliged continually to listen to others—a matter o f the utmost importance to those who are desirous o f 
acquiring a true notion o f t ime;—for although, during the performance, the original time in which the 
composition is written, be , upon the whole, preserved, yet as the several modifications and variations 
o f the time (usually expressed by the words calando, smorzando, ritardando, & c ) , which are indispen
sable to its proper expression and general effect, must also be attended to, the pupils are obliged 
almost constantly to accommodate themselves to each other during the performance; and thus they 
imperceptibly imbibe the true spirit o f playing with accompaniment*. Here then it appears evident, that 
though the pupils may, by prívate lessons, be made acquainted with the principies o f counting time, yet 
it is only by simultaneous performance they can subsequently put them really and effectually into 
practice. 

* To shew the efficacy and usefulness of simultaneous performance, the author has frequently, by way of experiment, made 
his pupils, whilst playing thus an allegro, diminish the time gradually and imperceptible to an adagio, and vice versa. 
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Befbre we* proceed to shew the 'method by which prívate lessons on the piano-forte are to be given, 
as connected with the Chiroplast, and the advantages which the pupils will derive from its assistance 
in elementary instruction, it mayperhaps be necessary first to investígate and examine somewhat minutely 
the nature and property o f the various agents which are necessarily required in piano-forte playing, and. 
then see how these agents may subsequently be employed to the best advantage. Such an investigatibn 
will probably tend more to ¡Ilústrate the peculiar properties o f the Chiroplast, and point out the object 
contemplated by it, than all which could be saíd or written upon it. 

The Fingers, Hands, and Arms considerad as a Piece of Mechanism. 
T H A T equality and brilliancy o f touch are indispensable requisites to form a good piano-forte player 

has never been disputed; it should thei'efore be a primary consideration to make ourselves intimately 
acquainted with the peculiar agency o f the fingers, hands, and arms, in order that we may be enabled,. 
not only to increase their natural power, but, having done so, bring them into a due subjection to our 
will; in one word, that they may become our humble servants, and not our masters. 

In illustration o f this part o f the subject, we shall consider the fingers, hands, and arms, together, 
as a piece o f natural mechanism; and, in order that we may form a still more clear and distinct idea 
o f the action o f its several parts, as required in piano-forte playing, we shall compare it to an artificial 
piece o f mechanism; viz. to that part o f the piano-forte called the Jcey-board, which, with respect to 
its action, may be considered as analogous to that produced by nature. For example, if we press 
down one o f the keys o f a piano-forte, we shall perceive that a small lever, called the hammer, ascends, 
and, after having touched the string with a velocity nearly imperceptible to the eye, falls immediately 
afterwards into a state o f perfect rest. This hammer is attached by a leathern hinge to a portion o f the 
work, called the hammer-rail. Only one motion is here perceptible, and that motion is perpendicular. 
T h e part which gives the impulse to this hammer is firmly secured to the key. Th is key is acted upon 
by the finger o f the performer, which (when compared with the hammer) may be considered as an inverted 
lever, the fulcrum or hinge o f which is at the knuckle. T h e hand, to which the finger is attached, is 
likewise a lever, whose fulcrum is the wrist, where it is jo ined to the fore-arm — a lever vvhose 
fulcrum is the elbow. T h u s it is clear that the fingers, hand, and arm form collectively a piece o f 
natural mechanism. N o w if the mechanism o f the key-board is well executed, and the touch carefully 
regulated, we shall find that the tone in quality and strength will be equal throughout; o f which we 
may convince ourselves by merely sliding with the back o f the nail o f one o f the fingers up or down 
the keys o f the instrument; and as the cause o f this equality o f tone arises from the perfect state o f 
its mechanism, and not from any art employed by the performer, ought we not to endeavour to bring 
the action o f our hands and fingers to a similar state o f perfection ? For it is clear, that any imperfection> 
perceivable, during the performance on a well-constructed instrument, must be attributed solely to the 
imperfection o f the natural piece o f mechanism employed to set the other in motion. T o imítate, 
therefore, as nearly as possible, whilst playing, the action o f a well-regulated key-board o f a piano
forte, will probably be the most certain method o f arriving at that equality o f touch so indispensable, 
yet so rarely to be met with in piano-forte players in general*. T h e impression on the mind o f the 
author, that this important object might be attained, or at least greatly accelerated, by mechanical 
means, suggested to him the first idea o f a Chiroplast, or Hand-Director . 

* To be convinced of the truth of these remarks, it is only necessary to witness a performance of the self-acting piano-forte 
of Messrs. Clementi and Co. Cheapside. 
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The Natural Position of the Hands and Fingers, and their Peculiar Motion. 
" W H E N the learner, without the assistance o f this apparatus, for the first time puts his fingers on the 

keys, it may be observed, that they are found to be any where but in the right place : in children they 
often put on the most unnatural appearance, being frequently all crowded together over each other*." 

This being the fact, the first idea which will present itself to the experienced preceptor is, to enforce 
the proper distribution o f the fingers; and, as the hand is furnished with five, it seems natural that they 
should also cover five keys. This distribution of the fingers, so essential in the commencement, and which 
the Chiroplast is calculated to promote, we shall cali the natural position o f the hand. W h e n , however, 
the fingers are spread over more than five keys, we shall cali it an extended, and when over less than 
five, a contracted position o f the hand. T h e utmost extensión will be, when the thumb and fourth 
finger embrace an octave—and the greatest contraction, when the thumb and fourth finger are upon the 
same key. 

The Necessity of JSending the Fingers. 
A s the fingers are levers, whose fulcrums are the knuckles, it is clear that if we stretch them out, and 

then move them horizontally to the right or left, their extremities will describe a segment o f a c i r c le t ; 
in consequence o f which were we to play thus, we should, during the performance, frequently miss the 
right keys. In order to avoid this inconvenience, we are put in mind to curve or bend them, more or 
less, according to the length o f each, and the second finger more than the others. T h e hand, in this p o 
sition, not only forms an arch, under which the thumb may move without the slightest inconvenience, 
but, the extremities o f the fingers being brought nearer to the palm of the hand, they are virtualíy 
shortened nearly one half—the undue motion above described is prevented, and the probability o f touch-
ing the wrong keys diminished. 

Another reason for the necessity of bending the fingers is this: A s they are o f unequal lengths, 
and as the levers or keys upon which they are to act have their fulcrum thronghout at the saine point, 
it is clear that each finger, when stretched out, would, in pressing any o f them down, also experience 
a different degree o f resistance, and thus produce an inequality in the performance. T h e fingers, how
ever, being bent, their extremities will range, with respect to their own fulcrum, at equal distances from 
the fulcrum o f the keys : thus the first, second, and third fingers will be found ranged nearly in a 
line, or at equal distances from the extremities o f the keys ; whilst the fourth finger and thumb, for 
the ábove reasons, are still nearer to their extremities: and thus the resistance o f the keys and the 
power o f the fingers (as far as appertains to the mere mechanism of the latter) become equalized. 

T h e action o f the fingers ought to be perpendicular, resembling that of the hammers o f the 
piano-forte. In order to effect this, the palm of the hand must be held parallel with the key-bóard, 
neither leaning towards the little finger, ñor elevating or depressing the wrist; and to allow as little undue 
freedom as possible, the hand must be held so that the knuckles totally disappear. 

It is not only necessary that the fingers touch the right keys, they should also fall upon the very centre ; 
that is to say, equally distant from the right and left .—The necessity o f observing this rule will be evi-
ent from the following observation: A s the keys o f a piano-forte are secured to the key-board by a pin, 
which passes through a groove at the fulcrum, a certain degree o f friction must o f course be occasioned 
during the performance: it is therefore clear, that if we press down the key, on either side, this friction 

* Companion to the Chiroplast, p. 7. 
f- Particulary the second finger, being the longest, 
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will, in some measure, be increased, and thus a greater resistance produced—another cause o f ineqúa-
lity in the performance. 

T h u s we have endeavoured to describe the proper action o f the fingers when moving singly; and we 
shall add a few general rules, which, o f course, will admit occasionally o f exceptions. First, the 
fingers ought not to be raised higher than the keys themselves, with which they should be in continual 
contact. Secondly, not to strilce the keys, but to press them down. 

W h e n chords or octaves are required to be played, the wrist will perform that action which the fingers 
did in playing single notes. 

T h e proper motion o f the fore-arms is horizontal, their office being to conduct the hands to their re
spective places. T h e arm, from the elbow upwards, has, it is true, a slight motion; but the less that 
motion is employed the better. T h e rest o f the body should be kept perfectly steady. 

W e shall now point out a few exceptions to the preceding rules. 
W h e n the hand is required to play chords, the fingers must not only deviate in some measure from 

this curved position, but also from their perpendicular motion. 
Music which requires peculiar forcé o f expression, energy, and fire, will also require in the perform

ance more exertion than usual ; and, on such occasions, we are absolved from the rigid observance o f 
the above rules: for example, in playing stacatto passages, which require great forcé and spirit, the mo
tion o f the wrist may be added to that o f the finger; and in playing chords or octaves, the arm assists 
the motion o f the hand. Passages expressive o f strong agitation and violent feelings may require the 
motion o f the body itself, in order to produce the desired effect. Never let us, however, lose sight o f 
the natural action o f the mechanism o f the hands ; and when we are, on some extraordinary occasions, 
obliged to deviate from the first principies here laid down, let us recollect Hamlet's " advice to the 
players." 

W e shall now describe a few peculiarities respecting the fingers and their action. 
It will be found that the third and fourth fingers are much weaker than any o f the others; it follows 

therefore that, in order to gain strength, they should be exercised more than the rest, taking care not 
to assist them by any movement o f the hands or arms. T h e action o f the thumb is compound, being 
both perpendicular and horizontal. 

Piano-forte players are aware, that playing ascending scales with the right hand is not so easy as 
descending: thereasonis this, in playing ascending scales with the right hand, the thumb has to perform 
both actions, being obliged to pass under the fingers; whilst, in descending scales, the fingers pass over 
the thumb, and thus the motion is divided between them. In the left hand the case is reversed. Playing 
ascending scales with the right, and descending scales with the left hand, ought therefore to be a con-
stant exercise. 

T h e thumb, which is at the present time so indispensable, was, prior to the time o f the celebrated 
Sebastian Bach, seldom or never brought into requisition*. Both hands, each playing alternately four 
notes, were then employed to execute those scales, which, in our days, require but one. 

performance and theoretical instruction. In this apartment ought to b e placed atleast four piano-fortes, 
some o f which should be furnished with Chiroplasts. 

* See Karl Philipp Emanuel Bach's " Versuch über die wahre art das Clavier zu spielen," page 12. 
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Secondly, Exclusive o f the principal teacher or lecturer, an assistant is required, from whom the 
pupils receive prívate lessons on the piano-forte. A sepárate apartment, containing a piano-forte, fur-
nished with a Chiroplast, is appropriated for this purpose. 

Thirdly, A board o f about five feet square, painted black on both sides, with white lines upon it, 
resembling music-paper, callee! the " lecture-board," and upon which the pupils write their theoretical 
exercises, is placed in the concert-room; and in order that the writing upon this board may be com-
modious for all parties, it ought to be fixed in a frame, in which it may be made to slide up and down 
like a sash-window. Besides the principal lecture-board, one or two more o f a lesser size (which 
may be placed upon easels) will be found useful in illustrating such examples as are already written 
upon the Iarge board, or for employing the júnior classes when they are not otherwise engaged. 

Days and Hours of Attendance, and proper Arrangement of the Pupils on 
arriving at the Academy. 

T H E pupils are dividedinto classes. Each class attends two days in each week, and remains two hours 
each day*. These two days are employed as follows : O n the first day they receive prívate lessons on 
the piano-forte, and lectures in harmony and composition. O n the second, they likewise receive prívate 
lessons on the piano-fore; but instead o f being exercised in harmony, they play simultaneously those 
pieces in which they have previously received prívate instructions. 

T h e pupils, on their arrival, are divided into two sets ; one o f which proceeds to the room a p -
pointed for giving prívate lessons on the piano-forte; the other remains in the concert-room, to 
receive lectures on harmony. After the expiration o f one hour, the parties interchange p laces ; those 
who have received prívate lessons on the piano-forte are now to be instructed in harmony, and then 
vice versa. O r the arrangement may be made thus: A l l the pupils receive their piano-forte lessons in 
the first hour, the principal and assistant dividing the pupils between them ; the second hour is then 
dedicated exclusively to lectures on harmony, or simultaneous performance. 

Method of giving the First Lesson on the Piano-forte. 
H A V I N G shewn the plan and economy o f an academy, we shall proceed to explain the method to 

be pursued with pupils who have never received any instructions on the piano-forte, and are, in every 
respect, unaequainted with music. 

T h e chiroplast and gamut-board having been properly adj usted, and the finger-guides fixed (as in 
E x . 1. Companioni), place one o f the pupils at the instrument, and distribute the fingers o f both hands 
amongst the several compartments o f the finger-guides ; taking particular care that they, the fingers, be 
perfectly quiet, and lie, withput constraint or stiífness, over their respective k e y s j . 

T h e preceptor, standing behind the pupil, for the purpose o f ascertaining with precisión the exact 

* The author's academy contains síx classes, each class consisting of eight pupils. Three classes attend Mondays and 
Thursdays, from ten to twelve, twelve to two, two to four. The other three classes assemble on Wednesdays and Satur-
days, at the same hours. Tuesdays and Fridays are exclusively oceupied in giving private lessons in harmony and composition. 

f See Companion, under the article Finger-Guides. 
X It is not only amusing but interesting to observe the various, and we may add, often extraordinary, positions of the hands 

and fingers of some pupils when they are for the first time placed on the keys of a piano-forte. Here, one shall exhibit a perfectly 
appropriate and beautiful position of the hands and fingers—a position fit to serve as a model for the hand of, what we would 
term, a finished piano-forte player; while we shall find some whose fingers and hands are so awkward, stubborn, or helpless, 
that it is absolutely disheartening even to make a beginning. 
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situation o f tlie hands and fingers, and having divided and placed the rest of the class on each side, is 
prepared to commence the first lesson: preparatory to which, however, a few general observations shall 
be made on the method o f giving piano-forte lessons in classes. 

That those who look on see often more o f what is passing than those who are actually engaged 
in any pursuit, is a truth which teaches us, that when a lesson is given to an individual, the rest 
o f the pupils should not be left unemployed; on the contrary, whilst the preceptor is thus engaged, 
they should all, directly or indirectly, by looking on, be made to particípate in the instruction then con> 
municated to that individual; nay, by a little ingenuity o f the preceptor, the pupil under tuition may 
occasionally be made the médium o f communicating instruction to the rest, by interesting their minds in 
what they are about, and creating a spirit o f emulation amongst them. 

A few questions like the following, addressed by the preceptor to the unemployed pupils, whilst 
pointing to the one under tuition, will be found calculated to produce that efFect: 

Whatis your opinión of the position of the hands and fingers of ?—Is it good?—Was that 
bar played in proper time?—Sit down, and shew kow you would hold your hands and fingers.—Play 
that bar, that we may hear how well you count the time.—Observe how admirably Miss played 
that passage, 8¡c. 

O n e hour being allotted to the prívate instruction o f three pupils, each will, o f course, receive 
twenty minutes' tuition:—this time ímay be much more advantageously employed by being divided into 
smaller portions, than if the lesson were continued uninterruptedly, as the preceptor will then have 
more frequent opportunities of putting into practice the above hints; and it will scarcely be believed, 
how this simple process stimulates the young mind to exertion and emulation. T o be convinced o f this, 
it is only necessary, during these interrogatoríes, to observe their animated conntenances—how anxious to 
be questioned—how eager to answer—how pleasedwhen required to sit down and play this or that pas
sage by way o f example o f excellence to the rest. These are a few o f the secret springs by which the 
mental as well as the corporal machinery are set in motion, and made to act with vigour and energy ; 
and if the preceptor has once succeeded in this most important point, all will g o on well. 

Every thing being arranged, as stated above, the preceptor explains—First, the five lines on the 
stafF for the right hand only : Secondly, that the signs placed upon and above these lines are called 
notes, which refer to those black and white pieces o f machinery under their fingers, called keys, and 
which, when pressed down, produce certain sounds. T h e pupil may now be allowed to commence the 
first lesson in the Companion, leaving all the preceding matter to be explained as occasion may require. 

Preceptor (pointing at the figure 1 on the first note). What number is that ?—One. 
Preceptor. Find out a similar number on the finger-guide, and press down the Itey with which it 

corresponds. 
T h u s we proceed to find the rest o f the notes and their corresponding keys. 
It is necessary to observe, that should the fingers o f the pupil not possess sufficient power to press 

down the keys, they must be assisted by the preceptor ; but on no account should they be permitted on 
these occasions to use the forcé o f the hands or arms. During this time, the wrists o f the pupil may 
be allowed to rest upon the lower rail o f the Chiroplast, but not to press upon it. Should any stiffness 
o f the wrists—straining o f the fingers—or any other awkwardness, be perceivable during this process, 
the hands must, for an instant, be withdrawn from the finger-guides, and having recovered their flexibi-
lity, be returned to their former position. 

It frequently happens that very young children twist their fingers round the partitions o f the finger-
guides : this may arise from a natural habit o f indolence—from weakness—or perhaps from fatigue, the 
lesson being continued too l o n g ; but, to whatever cause it may be attributable, it ought to be carefully 
guarded against by those whose duty it is to superintend their prívate practice. 
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T h e second pupil may now be placed at the instrument, and the previous instruction is progressively 
continued. 

Preceptor (pointing at the number 2 over the third note.) Put down the Jinger to which this note 
refers; observe the ~key which you have put down, and say with which letter and note on the gamut-
board this key corresponda* ?-^-~WiÚ\ D . 

Upon which of thejive Unes does that note stand?—Upon the fourth line. 
Preceptor (pointing to the X-) Put down the thumb, With which note does that Jcey correspondí 
With B upon the third line. 
These questions may also be put to the pupils collectively. 
Preceptor. Put down the first Jinger. Where does that note stand?—Above the third line. 
T h e author, in making his pupils acquainted with the ñames o f the notes, does not make use o f the 

word space, as it is more simple to desígnate them by the terms on the line and above the line; and as 
they are supposed to be already acquainted with the progression o f the alphabet, they will, if they know 
the ñame of the notes on the lines, be able, almost intuitively, to tell thosé which stand above them. . 

This pupil having gone through the whole lesson, the third pupil now takes his place. 
T h e preceptor here shews the pupils the división o f the key-board into white and black keys, and 

draws their attention particularly to the latter, which he makes them observe are divided alternately 
into groups o f two and three. That C is situated at the beginning o f the group o f two; D between 
both ; E at the end; F at the beginning o f the group o f three, &c . & c . 

In order that the reasoning faculties o f the pupils may be exercised, and a chain o f reflection esta-
blished as early as possible in their minds, it is necessary that the preceptor take a retrospective view, not 
only o f that which they have learned, but also how they have learned it. T h e y must be remínded, that it 
was by the number placed over the note and on the finger-guide that they found the proper finger to b e 
employed;—that by pressing down that finger upon a key, a particular sound was produced ;—that that 
key pointed out the proper note with which that key and sound corresponded;—that the ñame o f the 
note was discovered by its situation upon the gamut-board, either upon or above the l ines;—and that a 
note therefore is only the sign o f a soundf . 

During the above recapitulation many useful and pertinent questions, which may be introduced with 
considerable forcé and effect, will present themselves to the preceptor, o f which, o f course, he will 
take advantage. 

T h e first hour, dedicated to prívate lessons, being expired, the lecturer proceeds to give his instruc-
tions in harmony—(see page 12). Let us now resume the lessons on the piano-forte. 

T h e pupils being again arranged as before, the preceptor explains to them the treble and bass 
clefs; and each having played the bass of lesson 1. both hands are now to be played together. Th is 
is not always an easy task, as those who have had some experience in the art o f teaching can testify. 
T h e difficulty, however, which here presents itself arises from a very simple and natural cause. F e w , 
perhaps, are aware that a powerful and irresistible sympathy o f action often exists between the fingers o f 
both hands; that is to say, the same fingers o f both hands are, when in motion on the instrument, 
naturally inclined to move together; so much so indeed, that when beginners for the first time are re 
quired to put down together a different finger o f each hand, they find it exceedingly difficult. T a 
conquer this sympathy is often attended with great trouble both to the pupil and preceptor ; at other 
times it is subdued without any. Here the pupils are, moreover, required to play two notes with. one 
hand, whilst they play only one with the other. T o diminish this difficulty in some degree,.the preceptor 

* Let us recolleet that no allosion was made iu the previous lesson to the «ornes of the notes. 
t Here we may see how useless it is to make children learn the notes, without at the same time shewing the keys ta which 

they refer. 
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ought to assist bis pupils in putting down the fingers, and continué so to do until they can accomplish 
it themselves readily without the least difficulty. After the first bar has been repeated thus several times 
by each pupil alternately, they may proceed with the rest. 

One important caution, if diligently attended to, will hereafter be the means o f saving a great deal 
o f trouble and vexation. Never let the pupils stammer, or touch a wrong key, when they receive in
struction in a lesson for the first time. T o accomplish this object, the preceptor ought, during the 
time o f giving his lesson, constantly to stand behind the pupil, and keeping his hands over his fingers, 
either press them down, or gently touch them, as they may be required; and this process ought to be 
pursued until they fall voluntarily upon their proper keys. Should the pupils, however, inadvertently 
play a wrong note, they must not be permitted to proceed directly to the one which fol lows; but they 
must first play the right note, and thén proceed to the following. 

Although stammering in playing may sometimes arise from a naturally quick and impatient temper, 
yet the principal cause unquestionably is, án excessive anxiety to correct immediately, and hastily, wrong 
notes which may have been played. T o this continual effort to remedy faults on the spur of the 
moment, and yet in the meanwhile endeavouring to preserve the proper time, may be attributed this inve
térate evil o f stammering and its attendant consequences. A mere attempt therefore at playing a wrong 
key, nay, the very contemplation of it, may here be considered an error. H o w many tedious hours have 
been spent in painfiü endeavours to correct this imperfection in.playing! A n d it is a fact, well known to 
many piano-forte players, that this evil, when once firmly rooted, can seldom, or never, even with the 
most determined resolution, be completety eradicated; but it will on all occasions insinúate itself into 
passages which, with respect to real difficulty, are absolutely below mediocrity, and which a pupil, after 
receiving even a few months' instruction according to this system, shall play without hesitation, or a single 
fault! 

T h e preceptor having explained what is understood by duration of sound (see Companion, p . 14,) 
let him strike o n e o f the keys in the bass, and holding it down, count " one—two—three—four , " in which 
all the pupils must be made to join with an audible voice ; and in order to make a still stronger 
impression upon their minds with respect to the uniformity and regularity o f counting the time, it ought 
to be compared to the equal motion o f a pendulum (see Companion, p . 18.) One o f the pupils may 
now play the first lesson, whilst the others count the time simultaneously, as already stated*. 

It need scarcely be mentioned that, in order to make progress in any art, not only a certain 
portion o f time should be dedicated to prívate practice, but be employed so, as to partake as much as 
possible o f the nature o f a lesson given by the preceptor. W e shall therefore give 

A few general Hints respecting Prívate Practice in Piano-forte Playing. 
A s the acquiring o f a good position o f the hands and fingers is at present our chief object, and as 

a strict attention to that method by which this object is facilitated is o f importance during prívate prac
tice, the pupils should make use o f the Chiroplast at home until the hands and fingers have acquired a 
sufficient degree o f strength and facility. T h e necessity o f this will be evident, when we consider how 
often the instructions o f the preceptor are forgotten—how soon his injunctions are obliterated even from 
the minds o f the most zealous pupils, and that too respecting points which may materially infiuence the 
whole course o f their future progress. 

Seeing then that the mind is thus disposed to forgetfulness and liable to error, does it not strike . 

I I I I 

Care ought to be taken that the pupils do not, when counting, cut the words short—thus 1 2 3 4 j but one—two—three 
—four,~(See Companion, p. 13, ¡ also the examples of counting the time before each lesson.) 

c 
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us, that a monitor to keep us in the right path during prívate practice is absolutely necessary? This 
monitor is the Chiroplast, " by which the hand and arm o f the scholar, though in possession o f full 
liberty for proper action, are totally restrained from all undue motion; the fingers are made to act in a 
manner so as to give a regular forcé to each note; and the attention is left entirely free to be directed 
exclusively to the music. 

" B y this means that incessant glancing o f the eye from the keys to the book, and from the book to 
the keys, observable in the greater part o f young performers, is entirely prevented; and at the same time 
that a perfection o f execution is obtained, an unusual ease in reading music is acquired."—Companion 
to the Chiroplast, p . 1. 

It is a fact, not less true than singular, that self-taught pupils in any art invariably choose that me-
thod which, in the beginning, they find most easy and agreeable, but which was never known to lead to 
perfection: whereas that method which is calculated to lead to excellence—the discovery o f which has 
been the result o f long experience, and can only be communicated by a good teacher—is in the outset 
generally found painful and difficult to be acquired, as those who have learned dancing, riding, fencing, 
or any other art or accomplishment where mechanical exertions are required, can testify. " I have all 
my life," said the celebrated Clementi to the author on seeing the Chiroplast, " been telling my pupils 
how they should hóld their hands; but you [alluding to the Chiroplast] say that they shall hold them so." 

T h e portion of time necessary for prívate practice will depend much upon circumstances: weak and 
delicate children cannot be expected to exert themselves as much as those who are strong and healthy; 
ñor shall we find that the improvement resulting from prívate practice is in proportion to the length o f 
time employed, but according to the attention bestowed whilst engaged in i t * : those therefore who 
attend to the private practice o f beginners should be careful to urge and stimulate them, whilst thus 
engaged, to uninterrupted attention, but, to discontinué the instant that lassitude or fatigue manifests 
itself; for not the slightest advantage can be gained b y persevering after the mind o f the pupil is e x -
hausted. Should we nevertheless proceed, the pupil would gradually retrograde, and finish worse than 
he began. 

Whilst the mind is strong, fresh, and vigorous, the pupils should practise such parts as they find 
most difficult; and these being once overeóme, they should commence from the beginning, and con
tinué without any interruption to the end. 

Playing Simultaneously. 
W E shall now suppose the pupils to be perfect in the first lesson—placed at their respective instru-

ments—and prepared to play it in concert. L e t one o f the most expert and best timeists o f the class 
play the lesson first alone, during which the other pupils (having their hands placed in the Chiro
plast, and reading the notes o f that lesson,) count the time simultaneously with the pupil now playing. 
T h e preceptor should join the pupils in counting the time, accompanying it with a horizontal motion o f 
the hand, in imitation o f a pendulum. 

T h e instant the lesson is concluded, let it be repeated by the same pupil jo ined by another (but with
out stopping); and this process continued uninterruptedly until the whole class unites in one general 
concert. Silence and good order, on these occasions, are indispensable. 

T h e pupils may now be allowed to commence altogether; preparatory to which they ought to count (but 

* Parents who are desirous of assisting their children at home in acquiring a proper notion of time, whilst at home, are re-
commended to play with them some of those lessons which areexpressly written for that purpose by the author, called " Th'irty-
t'our Easy Lessons," &c. 
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without playing) the time o f the first bar, and then, without ceasing to count, begin to play. Should 
there be any pupils in the class who are already performers on the piano-forte, they may play the " First 
Sequel" in concert with the " First Companion," producing thus a pleasing variety o f eíFect, especially 
i f they are made to play altérnate solos. T h u s we proceed through all the lessons. 

W e shall now suppose the pupils to have arrived at the eighteenth lesson, and that the fingers have 
acquired a sufficient clegree o f strength and equality o f touch*. T h e finger-guide of the left hand is now 
laid aside, and that hand set at liberty: the finger-guide o f the right hand is, however, still retained, in 
brder that the exclusive attention o f the pupils may be directed to that hand which is now for the first 
time deprived of its guide, and to perform evolutions in extended and contracted positions; moreover, 

- that this hand, in travelling for the first time out o f its beaten track, may meet with as little embarrass-
ment as possible, not only is the finger-guide o f the right hand retained, but the subject o f the second 
lesson is repeated, which the pupil, from his thorough acquaintance with it, plays almost mechanically. 

L e t us examine how the hands, when thus emancipated, may be regularly conducted from one part o f 
the instrument to another in a smooth and graceful manner. 

Taking the natural position o f the hand, as exhibited in the finger-guide o f the Chiroplast, for a ral-
lying point from which we may set out, three modes o f effecting this object present themselves: First, 
Extensión.—Secondly, Contraction (see p . 4.)—Thirdly, by letting the thumb o f the right hand in 
ascending, and the left in descending, pass either under the first, second, or third finger, or those 
fingers pass over the thumb. T h e fourth finger is here excluded. These three rules, for the guidance 
o f the hand, may be considered as the foundation o f every other ; such, for example, as reiterating the 
same key with difFerent fingers, sliding from a black key to a white, &c . 

T h e bass o f the eighteenth lesson is an exemplification o f extensión and contractionf. 
l s t bar, utmost extensión, followed by the natural position in the two following bars. Between G and 

A (bars 5 and 6) and F sharp and G sharp in the sixth, is exemplified the contracted position. 
T h e scale, which immediately follows this lesson, exhibits the third method. 
T h e left hand o f the pupils being initiated into these three methods, we commence the nineteenth lesson. 
T h e right hand is now required to perform evolutions in extended positions: for this purpose its finger-

guide is removed; and, in order that the attention o f the pupil may be directed solely to that hand, 
the finger-guide o f the left is replaced; which hand now plays the original bass o f lesson 2, but in á 
different key. 

T h e hands having now been separately practised in these three methods, both finger-guides are re
moved in lesson gO, But , in order that the hands o f the pupils (which are now left totally at liberty) 
may still have some slight guide to direct them, the author has introduced in that lesson notes which are 
calculated to support the thumb of the right hand and the fourth finger o f the left. In the second part 
o f this lesson, however, the hands are deprived even o f this support. 

W h e n the pupils have proceeded regularly through the lessons contained in " T h e Companion," they 
may be allowed to eommence " T h e Sequel." During this time the exerase o f the scales (which com-
menced after the removal o f the finger-guides in the nineteenth lesson) must be continued through all 
the major Tteys. T o o much care and attention cannot be bestowed upon this subject, because a slovenly 
habit once acquired in these exercises is exceedingly diíficult to b e eradicated: yet a correct performance 
o f them is indispensable to real improvement in piano-forte playing; for though evenness o f touch be at 

* Should this, however, not be the «ase, and that the pupils are very young, it is advisable to let them first proceed through 
the lessons contained in the " Second Companion," which are particularly calculated to strengthen the fingers and give them 
flexibility. These lessons may be played in concert with the " Second Sequel." 

f In this position the first finger must be over the dominant, and the second finger over the sub-dominant. 

C 2 
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all times an object o f the first consideration, yet, ought it to be most particularly in playing scales;—they 
must at first, therefore, be executed very sloiv, by which we shall not only avoicl employing wrong fin
gers and touching false keys, but also those bréales and unnatural accents produced in passing the thumb. 
under the fingers, and the fingers over the thumb. 

In order to conquer these imperfections, the bañe and stumbling-block to almost all good playing, our 
attention must be principally directed to the motion o f the thumb, as this finger is in truth the chief agent 
by which we are to eíFect our purpose. W i t h this fact the pupils must be thoroughly impressed. 

T h e action o f the thumb is compound;—perpendicular, and horizontal: as to the former—perpendi
cular—that has already been acquired whilst in the finger-guides; the attention o f the pupil therefore 
must now be particularly drawn to the latter—horizontal. That this motion be free, and, as much as 
possible, independent o f foreign aid (especially o f that aid which it is likely to receive from thefore-arm 
and jerMng o f the elbow), is absolutely necessary. 

A slight motion at the wrist is here unavoidable, but all others must be carefully guarded against. 
After the pupils have acquired a tolerable facility in playing those exercises thus correctly, any imper-

fection which yet remains may be removed by playing them in triplets, carefully observing, on these o c -
casions, to lay always an accent on the first note o f every three. 

B y taking the compass o f two octaves for this exercise, and playing it three times ascending and de-
scending without stopping, the accent will fall each time on a different part o f the scale; and thus the 
bréale above alluded to will at last totally disappear. 

I f the scale be played thus by sixes, laying the accent on the first note o f each six, our object will 
be still more facilitated. 

This minute though short exposition o f the manner in which the author communicates his instruction 
in the elementary part o f piano-forte playing, may suífice to shew the care with which he proceeds at 
more advanced stages, and how progressively his instructions are communicated to such pupils as have 
never received any instructions in piano-forte playing. W i t h those, however, who have already been 
initiated, the process will, o f course, be different; and if the position o f their hands and fingers be such as 
it ought to be, they may at once commence with " T h e Seque l ; " if not, they should patiently proceed 
through the lessons in " T h e Companion," especially thosé which require to be played with the finger-
guides, and the exercises connected with them. 

T h e following scheme shews which o f the lessons in " T h e Companion" may be played with those in 
« T h e Seque l : " 

The lst lesson in " The Companion" is played. Companion. Sequel. 
with the lst lesson i n " The Sequel." Thel6th with the 20th. 

The 2d is played with the 2d or 6th. 18th — 21st, 22d. 
3 d a n d 4 t h — Sd, 4th, 5th, 7th, or 8th. 19th — 23d. 
5th — 9 t h o r l l t h . 20th — 24th. 

6thand7th — lOth or 12th. 21st — 25th. 
8th — 13th. 22d — 26th. 
9th — 14th. 23d — 27th, 28th, 

lOth — 15th. 24th — 29th, 

l l t h — 16th. 25th — 30th. 
Igth — 15th. 26th — Slst. 

ISth — 17th. 27th — 32d. 
14th — 18th. 28th — S3d. 
15th •— 19th. «9th — 34th. 
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Method of communicating Instructions. in Harmony. 
I T may be necessary to observe, when giving the first few lessons in harmony, that it is better not to -

divide the pupils into two portions, as stated in p. 6, line 16 ; for, by instructing them all together, we 
shall be enabled to estímate their individual capacities much better, and thus effect a more judicious ar-
rangement afterwards. 

Le t us now suppose the class, consisting o f six pupils, to have assembled for the first time—that they 
are totally unacquainted with music—that they have received their first prívate lesson on the piano-forte— 
and that the preceptor is about to give them their first lesson in harmony. Proceed thus: 

Place three pupils at the piano-forte, and three atthe lecture-board. T h e gamut-board being properly 
adjusted over the keys o f the piano-forte, to assist the pupils in finding any note required, together with 
its corresponding key*, write upon the great lecture-board the note C (see E x . 1. Treatise); direct 
the pupils at the piano-forte to find that particular note on the gamut-board, and to strike the key with 
which it corresponds on the instrument, pronouncing at the same time its ñame. Proceed in the same 
manner with the next note, D , and continué thus until the scale be completed. 

B y this process, the pupils will soon learn to associate in their minds the notes as written on the gamut 
and lecture-boards, with the corresponding keys on the piano-forte, and the particular sound produced 
when one o f those keys is struck. 

Having arrived at the seventh sound or key, explain that there are only seven different Ietters in the 
musical alphabet; and that, i f we proceed farther, we shall at length arrive at a key situated on the 
key-board, with relation to the black and white keys, similarly to the first, which, together with the note 
and sound to which that key refers, must be called by the same ñame as the first. 

This exercise should be frequently repeated by the pupils without any assistance; those at the piano
forte alternately changing places with those who are writing on the board. 

The preceptor (addressing himself to his pupils at the piano-forte). Play the note 
Upon what line is that note written ?—Upon the second line. 
Preceptor (to the pupils at the board) . Write that note* 
N . B. This note the pupils write simultaneously. 
Pláy the note A . Where on the staff does that note stand?—Above t,he second l inef . 
Write that note. 
T h e scale being completed (as written in E x . 1. Treatise), the preceptor should shew, that if a nintlr 

note be added, it will have the same ñame as the second; a tenth the same as the third, &c . &c.¡— 
(See E x . 2. Treatise). 

Let this part o f the subject be dwelt on until the- pupils have fully comprehended it. 
T h e scale o f C being again written on the lecture-board, the preceptor will proceed to explain its con-

struction thus : H e will first sound the note C , and hold that key down, whilst, with another finger, he 
sounds D ; and holding that key down likewise,. make the pupils observe, that between C and D. 
is found a black key, called C sharp; because the note to which this key refers has a sharp written before 
it, and is therefore, instead o f C, called C sharp ; that the distance from C to D is a whole t one ; and that 
the black key divides that whole tone into two halves. That from C tó C sharp is a half tone, and from 
C sharp to D also a half tone. It should now be remarked, that in proceeding thus with the keys, from-
the left hand towards the right, the sounds rise gradually higher; and in proceeding from the right hand 

* The musical staff in the treble is supposed to have been already explained to the pupils durhig their private lesson on the' 
piano-forte. 

f, See note in p . 7, line 30. 



14 F O R M A T I O N O F S C A L E S W I T H S H A R P S . 

towards the left, that they are gradually lower ; and, as the gamut-board is placed over the keys, they 
should be made to observe, that the notes on it gradually ascend as they proceed towards the right 
hand ; and this will produce a stronger association in their minds with respect to high and low, in refer-
ence to sound, than all which can be said upon the subject. 

T h e preceptor now resumes the analyzation o f the diatonic scale o f C : let him press down the keys D 
and E , and ask, 

From D to E , is this a wliole or a hálf tone ? — A whole tone. 
How do you know that this is a whole tone ?—Because a black key lies between them. 
Is from E toF a whole tone ? — N o . 
Why so ?—Because no black key is found between them*. 
Hoiv far is it from F to G f ? — A whole tone. 
From A to B 1 — A whole tone. 
From B to C ? — A half tone. 
Having now made the pupils comprehend that a sharp raises the note before which it is placed a half 

tone, we return to the scale at E x . 1. and place the C sharp as in E x . 3. W e then proceed to ask the 
following questions, each o f which should be answered by the pupils simultaneously: 

Of what use is a sharp ?—To raise a note half a tone, 
What is the distance from D to E ? — A whole tone. 
What is the ñame of the half tone between D and E 1 
D sharp.—(Here let the pupil at the lecture-board write that note.) 
Thus we proceed through the whole scale, as in E x . 3. the pupils at the piano-forte naming the 

notes, and those at the lecture-board writing them down. T h e pupils now change places, and the 
exercise is repeated un til they are perfect. 

W e must now proceed to examine our exercise once more, and having explained the nature o f the 
diatonic scale, we may take this opportunity also o f explaining the chromatic scale, commencing with 
the following interrogations: 

How many sounds are comprised inthe diatonic scale ? 
Seven, the eighth being a repetition of the first. 
How do these sounds proceed ? — B y whole tones and half tones. 
In what part of the scale are the half tones found ? 
Between the third and fourth, and the seventh and eighth. 
Coant how many sounds are found in the staff below the diatonic scale? 
( T h e pupils count simultaneously.)—Twelve. 
What is the distance of sóünd from C to C sharp ? 
A n d thus we proceed till we arrive at C, the eighth sound. 
T h e pupils having been made acquainted with the nature o f the chromatic scale, the interrogations 

may be continued as the preceptor finds necessary, according to their several capacities: for example, 
Of how many sounds does the chromatic scale consist?—What is the difference between the chro>-

matic and the diatonic scales ? $•<?. Sfc. 

Preceptor. Let us now write a diatonic scale, commencing with D , instead of C. Write it as in 

Ex. A. 

* That a milite may divide two black keys must be shewn afterwards ; at present it will be sufficient to impresa upon their 
minds the appearanoe of the key-board with respect to black and whitekeys. 

f This expression, which refers particularly to the keys of the piano-forte (which must never be lost sight of) , may be.oto» 
jected t o ; but let the preceptor not be deterred from using familiar langwage, especially in the commencement. 
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Where should the half tones be? 
Between the thircl and fourth, and the seventh and eighth.—(Here the pupils must mark those places 

in the scale with curved lines.) 
What is the distance from D to E 1 — A whole tone. 
Ought it to be a whole tone ? 
Y e s ; because between the first and second o f the scale must b e a whole tone. 
What is it from E to F 1 — A half tone. 
Ought it to be a half tone ? 
N o , it should be a whole tone; because between the second and third o f the scale should be a whole 

tone. 
Can you make it a whole tone ?—Yes, by placing a sharp before F , and raising that sound a half 

tone. 
What is it from F sharp to G i—A half tone. 
Should it be a half tone ?—Yes, because it is between the third and fourth. 
Is F sharp a blach or white key on the piano-forte* ?—A black key. 
How much from G to A ? From AtoB ? — W h o l e tones.—From B to C1—A half tone. 
How much should it be? 
A whole tone, being between the sixth and seventh.—(Here the pupils will, if they have understood: 

the preceding explanation, place the sharp before C without being desired to do so. 
Are the half tones all in their proper places ? 
How many sharps are necessary in the scale of D1 -—Two. 
Why ?—To preserve the half tones o f the scale in their proper places. 
T h e pupils being now told that the first sound o f a scale is called the key-note, must be directed to 

write the scales o f G , A , E , and B, observing the same process as be fore ; after which they may be al
lowed to proceed to the scale o f F sharp ; preparatory to which we shall merely give a few hints respecting 
the method to be pursued, in teaching the pupils how to recollect the number o f sharps in each key by 
means o f the fingers (see Treatise, p . 4 ) . 

O n the first day o f attendance, the pupils learn to know only the ñames o f the fingers; on the fo l -
lowing, they are taught how to find the number o f sharps belonging to each k e y ; and on the third, the 
ñames o f the notes requiring sharps ; and it is not until they are about to write the scales with double 
sharps that they are made acquainted with them. 

It will be perceived that the fingers and elbow o f the left arm are made to represent the seven Ietters 
in the musical alphabet, which are arranged in such order as to form a circle (see Treatise, p . 10). 
This arrangement being impressed on the minds o f the pupils, as explained in the Treatise, p . 4, 
the preceptor may commence the following interrogations : 

How many sharps has the key of G 1 
(Here the pupils hold up the thumb o f the left hand, called G , and, keeping down the rest, answer 

simultaneously—One sharp.) 
How many sharps in D ? — ( H e r e they hold up the thumb and first finger, and answer—Two sharps.) 
A n d so on with the others. 
T h e preceptor now proceeds to shew the order o f the sharps. 
It will be remembered, that, to find the number o f sharps belonging to each key, we commence with-

* Such questions as relate to the keys of the piano-forte should be frequently asked, that the association between the notes 
and the keys may be kept continually alive in the minds of the pupils. 



16 F O R M A T I O N O F S C A L E S W I T H S H A R P S , 

the thumb of the left hand ; but, to know which notes are to be sharpened, we must commence with the 
fourth finger o f the right, and thus proceed round the circle by the elbow of the left arm. 

Preceptor. The key of G has one sharp (pointingat the same time to the thumb of the left hand of 
one o f the pupils). The note which requires to be sharpened is F (pointing at the little finger o f the 
right hand). The key of D has two sharps; the notes requiring sharps are F and (pointing to the 
elbow of the left arm) C.— The key of A has three sharps; the notes which are sharp are F C and 
(pointing at the thumb of the left hand) G . 

A n d thus the preceptor continúes as far as the key o f F sharp. 
T h e attention o f the pupils must be continually directed to their fingers, that when a key is proposed, 

the corresponding finger may be immediately referred to. 
L e t us now resume the construction o f the scale o f F sharp. Having arrived at E sharp (the seventh o f the 

scale), it should be explained tp them (but at the piano-forte), that the key E sharp on that instrument 
has the same sound as F : thus, let one o f them strike the key E sharp, and, keeping the finger pressed 
down on that key, desire another to point out F ; thus they will immediately perceive that E sharp and F 
are represented by the same key on the piano-forte. 

W e may here remark, in passing, that when a note in the scale is thus raised until it produces the 
same sound as that immediately above it, it is called an enharinóme change. 

What will be the distance from B to C ? — A half tone. 
Sitpjwse we place a sharp before B , what will be the result? 
B will be raised a half tone, and thus be changed, or become the same sound as C, 
What is this change called?—An enharmonic change. 
Let us now resume the construction o f the diatonic scale o f F sharp. 
What is the distance from E sharp* to F ?—Nothing, it is an enharmonic change. 
What should it be?—A half tone. 
How shall we make it a half tone ?—By placing a sharp before F,. and raising that note a half tone. 
Thus the scale of F sharp is completed. 
How many sharps are required in the scale of 'Fsharp ?—Six.—(Count them, and see if all is right.) 
What notes require sharps ? 
(Here, whilst the pupils ñame the sharps on their fingerst, the preceptor points them out as they 

oceur in the scale ; and should they, at any time, commit mistakes in writing these accidentáis, the pre 
ceptor must by no means point out the particular error, but merely remark, that an error has oceurred, 
and make the pupils find it out themselves, and correct it.) 

Preceptor. We have seen that, in order to preserve, in the key of Fsharp, the half tones in their proper 
places, six sharps are necessary; suppose we were to remove or add one, what would be the conse-
quence?—It would disturb the regular progression o f the diatonic scale ; the half tones would not 
then be found in their proper places. 

A sharp may be added, or removed, asking each time— Where now are the half tones ? 
T h e scale o f C sharp must now be formed; and when the pupils have acquired a perfect knowledge o f 

constructing scales with single sharps, together with a facility in writing them, they may be shewn 
how to construct those where double sharps are required. 

It is necessary to observe, that the examples o f each day's lecture, as they appear on the lecture-
board, are to be copied by the pupils, first on their ruled slates, and then transferred into a blank music-
b o o k at home, which book must be examined and corrected on the foüowing day appointed for lessons 
in harmony, previous to the commencement o f the lecture. 

* A peculiar emphasis must here he laid by the preceptor upon the word sharp. 
f Treatise, p ,4 . 
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Double Sharps. 
T H E pupils having written the scale o f G sharp as far as E sharp, the following questions may be askéd : 
How much is it from E sharp to F ? — N o t h i n g . 
How much should it be ?—(being between the sixth and seventh of the scale . )—A whole tone. 
If one sharp raises a note a half tone, how many will be required to raise it a whole tone ? — T w o sharps. 
Here the pupils must be shewn at the piano-forte that F double sharp and G are the same sound.. 
What is the distante from F double sharp to G ? — N o t h i n g . 
How much should it be?—A half tone. 
Make it a half tone.—Here the pupils place a sharp before G ; and the scale of G sharp is completed'. 
In this manner all the other scales as far as B sharp* must be constructed. 
N . B . Frequent conversational lectures will be found exceedingly useful in impressing upon tire 

minds o f the pupils instructions previously communieated. 

How to recollect the Double Sharps by Means of the Fingers. 
T H E key o f C we already know has no sharps: therefore i f we raise the key-note a half tone by 

using a sharp, it follows, that each succeeding note must also be raised a half tone ; and, as the diatonis 
scale consists o f seven sounds, seven sharps will be required. 

From this it is evident, that if the key-note o f a scale, which has sharps already, be raised a half 
tone, seven sharps must be added to the former, in order to preserve the original progression of the scale. 

T h e key o f G has one sharp; but the key o f G sharp has eight, for adding seven to one gives us eight, 
T h e key o f A has three sharps; and A sharp must, o f course, have ten ; and so with the others.. It 

follows likewise that those which exceed the number o f seven must be double sharps-
The key of G sharp has eight sharps—how many double sharps ?—One. 
The key of A. sharp has ten sharps—how many double sharps?—Three. Again, the note which 

required the first single sharp was F sharp ;—consequently the first double sharp we shall find to be F 
double sharp ;—the next C double sharp, G double sharp, & c 

How many sharps in D ? — T w o . 
But how many in D sharp ?—Nine ; two o f which are double; 
E has four sharps—how many sharps in E sharp?—Eleven; four o f which are double, F - — C — G — 

and D double sharp. 
B y way o f exercising the pupils on this subject, the preceptor may pursue the matter still further,. 

and ask how many sharps in A double sharp, in E double sharp, & c . &c . 

Reeapitulatory Questions* 
In the key of C what interval is F ? — T h e fourth. 
In the scale of D what is F sharp i—The third. 
What effect does a sharp produce when placed' before a note?—It raises it a half tone.. 
What effect has a double sharp?—It raises the note a whole tone. 
What is the distance from E to-FI—A half .tone. 

* Industrious pupils, who shew an active foreknowledge, may be allowed to write scales with triple sharps j for " it creates 
great perfection," say.s Bacon, " if the practice be harder than the use." 

D 
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What from E sharp to F ?—Not l i ing ; it is an enharmonic change. 
What from F double sharp to G ? — A n enharmonic change. 
How many skarps in F sharp? What notes are sharp? How many sharps in A. sharp? How 

many double sharps ? Which are they ? 
Suppose I write a C sharp, to what scale can that sound belong ?—To D , A , E , B , F sharp, C sharp, 

and G sharp. 
Why can it not belong to G ? — B e c a u s e G has only one sharp, which is F sharp. 
Can it not belong to D sharp ?—No, because that key has two double sharps—F double sharp and C 

double sharp. 
T h e preceding interrogatories will suffice as a specimen o f the manner in which the whole subject, or 

any part, may be recapitulated. T h e matter is placed in various shapes, and viewed from all sides, and 
thus the thinldng faculties o f the pupils are kept in continual exercise. T h e above course o f interroga-
tion has brought the subject up to the present point, and, in future, to avoid unnecessary tautology, we 
shall confine our questions entirely to what succeeds : however, the preceptor must at all times use his 
own discretion, and frequently, whilst questioning on one point, intermix questions on anóther which may 
accidentally occur. It is recommended at the cióse o f such an examination to lead the subject in as 
familiar a manner as possible to the point next to be treated on, so that it shall appear naturally to pre 
sent itself. 

The Diatonic Scale—Descending. 
(See T K E A T I S E , p . 6.) 

F L A T S are now introduced, and their opposite effect to sharps must be clearly shewn. 
Write upon the lecture-board B and C. What is the distance from B to C i—Half a tone. 
(Place a flat before B.) How much is it now ?—A whole tone. 
What maíces it now a whole tone?—The flat which has lowered B a half tone. 
T h e pupils must now write the ascending scales with fíats, commencing with F and cóntinuing to G 

flat. 
B y way o f specimen, we shall construct one scale with flats, which will suffice to shew the process to 

be observed with all the rest. 
Le t the ascending scale o f E be written on the board without sharps. 
How much is it from E to F 1 — A half tone. 
(Placing a flat before E.) How much is it now ?—A whole tone. 
We shall now write the scale of E flat. How much is it from F to G ? — A whole tone. 
How much from G to A ? — A whole tone. 
Should it be a whole tone ?—No—a half tone. 
Should the pupils properly have understood the nature o f a flat, they will, without hesitation, write 

the flat before A . Here the preceptor, covering with his hand the last flat, asks, 
How much is it from A to B ? — A whole tone. 
(Uncovering the flat.) How much is it now ?—One tone and a half. 
How shall we malee it a whole tone?—By lowering the B a half tone. 
How much from B flat to C 1 — A whole tone. 
From C to D ? — A whole tone. 
From D to E ? 
A whole tone ; but it should be a half tone. Put a flat before E , and the scale is correct. 
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How many flais are required in the scale of "Eflat ?—Three. 
Why? 
T h u s continué to form the rest o f the scales. 

To Jind the Number of Fíats in any Key, and the Order in which they occur. 
How many fíats in F ? 
(Here the pupils hold up the fourth finger o f the right hand, and say,)^—One fíat. 
How many in B fíat ?—(Here the two fourth fingers are held up together . )—Two fíats. 
It will b e remembered, that the notes requiring sharps commenced with the fourth finger o f the right 

h a n d ; here, the notes which require fíats commence with the fourth finger o f the left hand. 
F has one fíat—the note which requives the fíat is (pointing at the fourth finger o f the left hand) B . 
The key of Bflat has two fíats—the notes which require fíats are (pointing at the fourth and then 

the third finger o f the left hand) B and E . 
How many fíats are títere in the key of G Jlat?—Six. 
What are they called ? — B fíat, E fíat, A fíat, D fíat, G fíat, and C flat. 
How many fíats in E flat ? — T h r e e . 
But how many in E double flat?—Ten. 
How many double fíats, and what are they called? 
T h r e e — B double flat, E double fíat, and A double flat. 
T h a t a series o f interrogatories relative to this subject should follow, need scarcely b e mentioned.. 

Enharmonic Changes* 
{See T R E A T I S E , p . 9 . ) 

What is F sharp enharmonically changed ?—G flat. 
Suppose a key has eleven sharps, what key will it be if enharmonically changed?—F. 
If the key has five sharps, how many flats must the key have into which it is changed enharmonically; 

and what is the ñame of the key wJien thus changed ? 
It must have seven flats, and the key is C flat. 
T h e preceptor must have perceived, that, from the eommencement to the present time, 'an unínter-

rupted chain o f consequences has been presented to him—that no part could have been omitted without 
injuring the whole. W i t h this, he should make his pupils well acquainted; and, in order to shew them. 
the necessity o f connecting their ideas, and refleeting on the previous matter, before they attempt that 
which follows, h e ought, in a conversational lecture, expressed in a familiar style and divested o f all 
formality, to lead them back to the first point from which they set out. T h e y should b e reminded that,. 
in proving the diatonic scale t o consist o f whole tones and semi-tones, we discovered t h e ehromatic 
scale—that the ehromatic scale furnished key-notes for twelve diatonic scales—and that r ra order tO' 
preserve the original structure o f the diatonic scale,' we were necessitated to introduce sharps and flats:— 
that in ascending with sharps, and descending with flats, enharmonic changes naturally presented them-
selres:—that by these again we were enabled to avoid the accumulation o f sharps and flats beyond the 
number o f sixr—in one word, no opportunity should be neglected to induce the mind o f the learner, either 
through observation or recapitulatory interrogatories, to take a retrospective v i e w o f what he has acquired, 
and thus to prepare him imperceptibly for that which is to follow. It would be an insult to the under-
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•standing of the reader to suppose it necessary to point out the advantages arisingfrom such a cou'rse 
o f instruction; we shall therefore conclude our lecture on the construction o f diatonic scales by o b -
serving, that those who are seriously inclined to be acquainted with this subject, will probably not con-
sider that too much has been said upon it—and for such only the preceding sheets were written: those 
who are already informed on the subject may pass them over. 

Construction of the Common Chord. 
I N teaching the. construction o f the. common chord to very young, children, the application o f the 

finger-guides o f the Chiroplast will be found useful: thus, if we place the thumb of the right-hand 
guide over C, the second finger. o f the pupil will be over E the 3d o f the chord, and the fourth finger 
over G the 5th o f the chord. T h e same fingers will, for the present, be used for every common chord, 
the thumb being always placed over the key-note. T h e chords, thus played by the pupils.at the piano
forte, are written down by those at the lecture-board. 

T h e preceptor may now write a number o f promiscuous notes on the treble stafF, to wh i ch the pupils, 
simultaneously, add the 3á and 5th o f each chord. 

A s it is necessary that the proper sharps and flats, which have been omitted in writing the above 
chords, should be introduced, the preceptor selects one o f the chords already written—suppose that o f E — 
and then proceeds with the following interrogatories; 

How many sharps in the key of E ? — F o u r — F sharp, C sharp, G sharp, and D sharp. 
W h e n the pupil pronounces G sharp, the preceptor points at G in the chord, and asks, 
Is the chord as here written correct?—No; a sharp must be placed before G . 
Why ?—Because G is one o f the notes in the key o f E-, which requires a sharp. 
A n d thus we proceed with the rest o f the chords already written upon the board. 
T h e pupils, by way o f exercise, must now be made to write simultaneously such chords as the pre

ceptor may díctate; and, should a mistake occur, he should by no means correct it, ñor even point out 
that an error has been m a d e ; but should endeavour to lead them to discover it tliemselvés, by questións, 
commencing sometimes at a distance from the object, keeping the chain of. reasoning complete up to 
the point required. B y this means the mind o f the pupil becomes so habituated to reflection, that an 
error will be detected by him in less time than will be required to point it ou t : for example, let ús sup
pose the pupils to have written the chord o f A — A C and E — ( t h e sharp before C being omitted). 
This they must not be told, but should be led to discover the error by such questións as the following: 

How many sharps are there in A ? 
What notes are sharp ?—F sharp, C sharp, and G sharp. 
What notes have you written to form the chord of A? 
T h e pupil cannot fail to discover the omission o f the sharp before C. Should this, however, nót be 

the case, another pupil must be interrogated on the subject, until the error is detected. 
What is the chord of F sharp ?—F sharp, A sharp, and C sharp. 
Why not F sharp, A natural, and C sharp ? 

Because the key o f F sharp requires six sharps, and A sharp is one o f them. 
T h e preceptor now writes a number o f promiscuous bass notes*, to which the pupils simultaneously 

write the chords. It is above all things recommended to urge the pupils to celerity and activity; and 
should one o f them commit an error, another must correct it. Th is will créate cautión, whilst, at the 
same time, it excites emulation and stimulates to exertion. 

* See Treatise, Ex. 18. 
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The Three Positions of the Common Chord. 
( T R E A T I S E , E x . 19.) 

L E T the preceptor write as many different bass notes as there are pupils in the class; to which they 
•write the chords. 

What interval of the chord is at top ? — T h e fifth. 
What in the middlel—The third. 
What interval belotol—The octave. 
Here desire them quickly and simultaneously to expunge the octave, and place it above the fifth. 
N o w take away the third, which is below, and place it at the top. 
Here explain to them the different positions as in E x . 19. Treatise. 
In how many positions can the common chord be writtenl—In three positions. 
What interval is at the top of the chord in the secondpositionX-—The fifth. 
What interval is at the top of the chord in the third position9.—The octave. 
What interval is at the top of the chord in the first positionl—The third. 
N . B . T h e common chords in the three positions must be written as exercises by the pupils at home, 

through all the keys, with sharps and fíats, both single and double. 
Should the preceptor find that the pupils thoroughly understand the subject thusfar, and that they have 

acquired a certain degree o f facility in writing their exercises, he may allow them to proceed. Should 
this not be the case, it will be better to let them confirm themselves in what they have already learned; 
or, what is still better, retrograde a little before they proceed further: for the matter o f which we have 
just 'been treating must be as firmly fixed in the minds o f the musical student, as the multiplication-table 
and elementary rules o f arithmetic are in the mind o f the arithmetician. It is not sufficient that the 
íatter knows that tvvice two make four, but he must also be able to declare it at the moment the question 
is proposed ; nay, he must conceive the answer quicker than he is able to pronounce it. Thus it is with 
reference to scales, sharps, flats, enharmonic changes, chords, and their different positions. 

Recapitulatory questions touching the preceding matter must be introduced. 

Fundamental Basses. 
( T K E A T I S E , p . 13.) 

W H E N the pupils have been sufficiently instructed how to discover the proper fundamental basses to 
the scale, they write that exercise into their books through all the keys, as far as six sharps and six 
flats.—(See E x ! 23'. Treatise.) 

What are the ñames of the three fundamental basses ?—Tonic, dominant, and subdominant. 
When D is tonic, what will be the dominant ?—A. 
How did you discover that A was the dominant ? 
Because the dominant is always found a fifth above the tonic, and as A is the fifth to D , A is the 

dominant in the key o f D . 
N . B . T h e pupils must be told that, when they are required to find the dominant, they should first— 

mentally—repeat the chord o f the tonic, and that the interval which succeeds the word " and" is always 
the dominant. 

Suppose the pupils were required to find the dominant to E flat, they should first repeat—mentally— 
the chord o f E flat; thus, e flat—g—and—(here they should pronounce aloud) B flat*. 

* This will shéw the reason why we pronounce the chord always in the second position; for, were we to pronounce the ehord 
indiscriminately E , G, and C, or C, G , and E , the advantage of finding the dominant thus easily would be lost. The truth of 
this observation will be still more manifest when we arrive at modulation. 
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What is the dominant to F sharp?—C sharp. 
Why not C ? 
Because the chord o f F sharp ís F sharp, A sharp, and C sharp ; and the fifth is C sharp, and not C 

natural. 
What is the dominant to D Jlat?—A flat. 
What is the dominant to D sharp ?—A sharp. 
What is the dominant to B double Jlat?—F flat. 
When the dominant is D , what will be the subdominant ?—C. 
How did you Jind that it was C ? 
Because the subdominant is always found a whole tone below the dominant, and C is a whole tone 

below D . 
These questións must be continued until the pupils acquire a facility in answering. 
It having been previously explained what part o f the scale each fundamental bass accompanies (see 

Treatise, E x . 24.) , the preceptor proceeds with the following interrogatories : 
What part of the scale is accompanied by the tonic ? What part by the dominant ? What part by 

the subdominant ? 
Here let the preceptor write a short melody on the lecture-board, which may be selected from the 

Themes*, or he may use one o f his own. In the present instance we refer the reader to E x . 1. in this work. 
What key is this ?—C. 
What part of the scale is G ? — T h e third. 
(Here the pupils write the figure o f 3 over the note.) 
What part is D ? — T h e second. 
T h e pupils place the figure o f 2 over the note. 
What part is B ? — T h e seventh. 
A n d thus they proceed through all the intervals o f the melody. 
What bass accompanies this note ? (pointing to the first note o f the me lody ) .—The tonic C . 
What is the bass to the following note D ? — T h e dominant G . 
Why ?—Because it is the second o f the scale, which should be accompanied by the dominant. 
After the pupils have thus found the fundamental basses, the preceptor may, by merely altering the 

signature, convert the same melody into a new exercise, for the finding o f the fundamental basses ; 
because, by changing the key, the ñames o f the original intervals will be changed also ; and thus basses, 
different from the preceding, will be required to accompany them. 

In the present case we shall change the signature to A h y placing three sharps at the beginning o f the 
staff, N o . 2. 

What is the key ? — A . 
What part of the scale is E (pointing at the first note) ? Is % still the third ? 
N o ; it is the fifth o f the scale. 
Here the figure o f 3 is taken away, and a 5 put in its place. 
What part is D ? — T h e fourth o f the scale. 
Change the figure of2to a 4 . 
Having proceeded thus to the end o f a melody, continué the interrogations thus : 
Can this note (pointing to the first note in the melody) be accompanied by this bass (pointing to the 

bass note C) ? 

* A small wovk written expressly by the author for those wha are desirausof addjtional subjest?. for exercises in harmony,, 
during the study of the science of music and composition according tohis-principies. 
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N é ; it must be accompanied by A , because the fifth o f the scale is accompanied by the toníc, wirieh 
is A . 

Here the pupils expunge the bass C, and write A instead. T h u s continué to the end; the basses will 
then appear as at N o . 2. where the original figures and basses will be found cancelled. T h e signature o f 
the exercise may thus be changed at the pleasure o f the preceptor to any key he chooses, which, besides 
being amusing, is the most expeditious mode o f exercising the pupils in finding the fundamental basses, 
as one teacher alone is enabled by this means to engage, without the slightest inconvenience, the attention 
o f a dozen pupils at o n c e : for example, a subject is written on the lecture-board; the pupils copy it 
upon their slates, and add the fundamental basses: the preceptor, having ascertained that the exercise 
is correct, alters the signature: the slate is returned, and the pupils find the fundamental basses to the 
same melody, according to the signature thus altered. 

N . B . It may perhaps be necessary to remark, that changing the signature thus is merely intended as 
an exercise in finding fundamental basses with facility; for the melodious progression o f the original 
melody, after the signature is thus altered, will, o f course, suffér considerably. 

W h e n the pupils are tolerably expert at writing the fundamental basses, the figures over the melody 
may be omitted. 

Should an error be committed in writing the fundamental bass, the preceptor must endeavour to trace 
it to its true source, as it may arise from various causes : for example, 

First, by mistaking the signature o f the key. 
Secondly, by mistaking the intervals o f the scale. 
Thirdly, by mistaking the ñames o f the fundamental basses. 
Fourthly, by mistaking the fundamental bass by which that particular interval is to be accompanied; 

and, lastly, through inattention and neglect. 
T h e following series o f interrogatories will not only lead to the discovery o f the real cause o f the error, 

and enable us to remove perhaps some erroneoüs impression made upon the mind o f the pupil, but they 
are also calculated to créate a chain o f ideas and reflection which will be o f considerable benefit to him 
in his future progress. 

W e shall suppose the key to be A , and the pupil has written D , instead o f E , as fundamental bass to 
the seventh o f the scale, G sharp ; in order to discover the origin o f this error, let us commence the fol
lowing series o f interrogations: 

What is the ñame of the key ? 
I f the answer be correct, then the error has not originated in that quarter; and we proceed further. 
What part of the scale is G sharp ?• 
I f the pupil answer—the sixth o f the scale, the error is discovered ; should this not be the case, p ro 

ceed thus: 
How is the seventh of the scale accompanied?—By the dominant. ( T h e cause o f the error is not here.) 
What is the dominant in the key of A? 
Should the pupil here answer—D, then he has mistaken the dominant, and he must be made to pro-* 

nounce the dominant o f the key o f A . H e will then immediately discover his mistake and correct it him-
self. Should he, however, pronounce the right dominant at once, it is clear that he has either mistaken 
the ñame o f the note, or the error has occurred through inattention. 

T h e pupils may now write the chords to the fundamental basses, as in E x . 28. and then proceed to 
harmonize airs selected from the " Themes , " Class 1.* 

* Should the preceptor himself write melodies for his pupils, it will be advisable that he avoid the progression from the 
seventh to the sixth of the scale, until the harmonizatjon of the descending scale (see Treatise, p. 67,) has been explained, 
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T h e harmony o f the scale, written in four distinct parts (as in E x . 29.) now follows; and, having 
prevented the consecutive fifths and eighths (as explained from E x . 29. to 30.), the pupils ought 
to write into their books the exercise as it appears in E x . 45 . through all the keys ; and those 
melodies, which were previously harmonized in two staves, may now be re-harmonized in four distinct 
parts, as in E x . 46. T h e manner o f preventing consecutive fifths and eighths, as exhibited in that ex -
ample, by letting the parts cross each other, may now be explained to them.—(See Treatise, p . 31.) 

Before the preceptor proceeds to his recapitulatory questions, it is not only necessary that the pupils 
be made to take a retrospective view o f the path which they have travelled, in order that those minute 
and almost imperceptible steps by which they have arrived at the present point be more strongly 
impressed upon their minds, but such observations should be added as are calculated to interest them in 
that which is to follow: 

For example, we may observe that the diatonic scale o f C proceeded by tones and half tones, and 
became the model for all the others — for which the chromatic scale, ascending and descending, 
furnished the key-notes:—that from the diatonic scale we extracted the common chord, comparing 
the former to an alphabet, and the latter to a w o r d : but as single words, unless they were jo ined 
according to the rules of grammar, did not constitute a language by which we might express our 
ideas; so chords, unless they were combined according to the rules of harmony or grammar, could not 
produce music, at least such as would be capable o f conveying any distinct and precise meaning to the 
hearer: that, therefore, if we were required to accompany a melody with chords, our first consideration 
should be to let them follow in such order, that their intervals would form among themselves a chain o f 
uninterrupted combination: that this object had been completely efFected by first writing the fundamen
tal basses to the melody, and then to those basses the chords : that this shewed, in some measure, the 
reason why we placed over the notes o f the scale the figures o f 8, 5, 3* : that from this point the rules in 
harmony dated their commencement; and that this was the source from which all the rest hereafter should 
emanate. 

These observations the preceptor will o f .cóurse communicate to his pupils with such additional re-
marks as he may find necessary, adapting them to the age and understanding o f his pupils. 

Let us now proceed to our recapitulatory questions. 
How many fundamental basses accompany the scale? What are they called? What part ofthe scalé 

is accompanied by the tonic1? What by the dominant? What by the subdominant ? Suppose the key had 
been D , what would in that case have been tile bass to G 1 — T h e subdominant. 

Suppose the key had been D flat ? — G does not belong to the key o f D flat. 
When the fundamental bass ascends one degree, what will be the consequence? 
Consecutive fifths and eighths. 

T h e scale, as harmonized in E x . 36 . ought now to be played by the pupils simultaneously, in various 
keys, as it is of consequence that they should hear, as soon as possible, the eífect o f the harmony which 
they have written. B y attending to this hint a double advantage will be derived; for the harmony o f the-
scale, whilst it is calculated to form the ear, is, at the same time, an excellent elementary exercise for the 
piano-forte student. In playing the diversification, as in E x . 46. all undue or unnecessary motion o f the-
hand must be carefully avoided. T h e proper fingering o f this exercise will be found in No . .3 . . 

* For a more particular discussion of this subject, the reader is referred to page 49¡ 



£5 
Chord of the Fundamental Seventh, and ifs Resolution. 

(See T R E A T I S E , E X . 3 7 . to E x . 46 T ) 

IF the pupils be expert in finding the subdominant, they will experience no difficulty in finding the 
fundamental seventh to any note ; for as the subdominant lies a whole tone below the dominant, so the 

fundamental seventh lies a whole tone below the octave. 
T h e pi-eceptor writes on the lecture-board a number o f promiscuous basses, to which the pupils write 

the common chords simultaneously. 
Add the fundamental sevenths. 
This being done, let the pupils examine and correct each other's exercises; after which expunge the 

chords, write other basses, and proceed as before. 

Resolution of the Fundamental Seventh. 
T H E preceptor writes the chord o f C. 
Whatis the fundamental seventh to C?—(Simultaneously) B flat. 
Why not B natural?—Because the fundamental seventh must be 

a whole tone below the octave. 
How must the third proceed?—It must ascend one degree. 
Must the degree be a whole or a half tone?—A half tone. 
(Here one o f the pupils writes the note F, marking the ascend-

ing progression o f the third to the eighth o f the succeeding chord 

by a line drawn obliquely, thus, 
3 / 8 ) 

How must the seventh proceed?—It must descend one degree^ 
(Here another pupil writes the note A , marking the descend-

ing progression o f the seventh to the third o f the succeeding 
chord by a line, thus, 7 ^ 

How does the eighth proceed?—It remains in its place. 
(Here another pupil writes the note C , marked thus, 8—5.) 
How does the fifth proceed?—It descends one degree*, marked 

thus, 5 \ g 

In exercising on the resolution o f the chord o f the fundamental 
seventh, make it a rale first to dispose o f the third (being the prin
cipal interval o f the chord)—then o f the seventh, being next in 
consequence to theformer—then o f the eighth—and, lastly, o f the 
fifth. 

A s the proper progression o f the intervals o f the chord o f the 
fundamental seventh is o f the utmost importance, the annexed ex -
ample, exhibiting the different progression o f these intervals to the 

-eye in a new and stronger point o f view, is calculated to make a 
stronger and more lasting impression on the mind o f the pupil. 

* That the fifth o f the dominant chord may ascend will be shewn hereafter j for the present, no deviation from this míe 
must be permitted on any account whatsoever. 

E 

F U N D A M E N T A L B A S S . 

Dominant 

Tonic. 

A «i* Tonic, 
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Examples 4$. and 48. in the Treatise are excellent exercises; if pupils are frequently állowed to write 
such, carefully figuring the basses, and adding the proper sharps, flats, and naturals, they will find 
their trouble amply repaid. 

A knowledge o f the chord of the fundamental seventh and its resolution, we repeat once agairi, is of 
the utmost importance in harmony; and it will invariably be found, that those pupils who are well 
grounded in this chord and its progression, never experience the slightest difficulty in writing the most 
intricate modulations. 

Introduction of the Fundamental Seventh into Harmony of Four Parts. 
(See T R E A T I S E , E X . 47.) 

L E T us suppose example N o . 4. at the end o f this work, to be the bass o f a melody already harmonized 
in four parts, with common chords, to which we are desirous o f adding the fundamental sevenths. 

In order to discover into which o f the chords this interval can be introduced, let us begin at the end, 
trace back the bass notes from right to left, and observe whether the next note in this retrograde pro
gression is the dominant to the one pr'eceding; or, in other words, whether the note on the left is the 
dominant to the one on the right hand. 

(Pointing to the last note, E flat,) The dominant to E Jlat is B Jlat; and as this note (pointing to B flat) 
is the dominant to E Jlat, we may here introduce a seventh. 

Here the pupils place a figure o f 7 over (or under) the dominant, B flat. 
What is the dominant to B Jlat ?—F. 
Is this note F (pointing to the note E flat) ? — N o . 
Can we, then, introduce a seventh Itere ?—No ; because E flat is not the dominant to B flat. 
A n d thus we proceed through the whole range o f bass notes from right to left. 
W h e n the pupils are able to find the dominants thus with facility, the mode o f discovering them may 

be reversed; (for example, pointing to B flat, the second note from the beginning). 
Can we here introduce a seventh?—Yes, because it is the dominant to E flat, the following note. 
N . B . Any o f the melodies, which have been previously harmonized, may now be reharmonized, with 

the addition o f the fundamental sevenths. 

Second Rule for employing Fundamental JBasses. 
( T R E A T I S E , E X . 4 9 . to 52.) 

When we accompany the fourth of the scale by, the dominant, what interval of that chord must be 
omitted'?-—The fifth. 

Which interval of the chord, on this occasion, will appear in the alto\—The third, 
Why do we sometimes accompany the fourth of the scale in descending by the dominant ? 
T o créate more variety in the harmony. 
Suppose a melody proceeded thus, 

""C —o r h A i 
\\\ o 
W J. 

how would yoü accompany the F inthe first bar ? 
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I would accompany it by the dominant; for, as the fourth o f the scale in the second bar ascends, and 
must be accompanied by the subdominant, we should otherwise lose the opportunity o f introducing 
the variety produced by the harmony o f the dominant. 

Such questions are calculated to lead the mind o f the pupil imperceptibly to reflect not only on the 
different effects in music, but also on other matters. 

This will be more evident during the progress o f our instruetions; and in order to exhibit in a still 
stronger point o f view the efficacy 6f this meáns o f expanding the mind, especially with respect to its 
reasoning faculties, it will only be necessary to shew the point at which their development more particu-
larly commences. 

W e know that in harmonizing an air according to the first rule, no judgment is necessary, because 
each interval has its bass appointed, without any exception. 

T h e case, however, when the second rule is introduced is different: then, for the first time, the j u d g 
ment o f the pupils is brought into action; they must begin to reflect and weigh consequences; and 
though some persons may perhaps view this as a matter o f slight importance, yet experience shews us 
that it is o f the greatest importance. T h e thinking faculties of young persons should be allowed to 
expand gradually, and be exercised first upon one object, then upon another; after which several objects 
may be combined: and thus all confusión in the minds o f pupils being avoided, they continué the pursuit 
with pleasure and satisfaction. 

A few melodies (class 2.) may now be harmonized; after which the preceptor proceeds to the third 
and fourth rules of employing fundamental basses.—(Treatise, E x . 53. to 56.) 

T h e pupils must here be reminded, that when the first rule was employed, the seventh appeared in 
the tenor* ; by the second rule, in the soprano; but, by employing the third and fourth rules, this 
interval will appear in the alto. T h e vai'iety which arises in the harmony by the gradual introduc-
tion o f these rules ought to be particularly pointed out to the pupils ; as also that thus the inner parts 
proceed more melodiously: to prove the truth o f these observations, and to make them perceive 
still more and more this diversity o f effect, let the pupils harmonize themes o f class 4. commencing with 
the first rule, adding the second, then the third, and, last o f all, employing the four rules conjointly. 

A s this is a most interesting part o f the lecture, and well calculated to awaken the reasoning 
faculties, we ought to avail ourselves o f the opportunity to dilate and expatiate upon it with spirit 
and energy: for example, Le t us suppose one o f these themes to have been harmonized by the pupils 
collectively at the lecture-board, as stated above. T h e preceptor may engage them in a conversational 
lecture—examine—criticize—revise—and, i f necessary, again revise each bar, as thus: 

Couldwe not have written it sol Why is the dominant placed here in preference to the subdominante 
The fifth of the scale being repeated, could we not have accompanied it by the dominante 

(Referring t o N o . 5.) Would you accompany the fourth ofthe scale in descending as at (a), or as at (b)f ? 
I f this progression appeared only once during the melody, I should accompany it as at (a ) ; because 

the harmony is better connected there than as at (b). 
Would you accompany the eighth of the scale as at (c), or as at (d)? 
A s at ( c ) ; because it produces more variety. 
But suppose the same notes were soon after repeated in the same melody ? 
T h e n I should harmonize it the first time as at (c), and the second time as at (d). 
But supposing it appeared a third timel—Then I should harmonize it as at (e). 

* Exceptin the prevention of consecutive fifths and eighths. 
f H may perhaps be necessary to remark, that this discussion takes place at the lecture-board among all the pupils, and 

that the effect of each change, thus produced by the different rules, is practically demonstrated at the piano-forte. 

E 2 
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Can we accompany the eighth of the seale as at (f)? 
N o ; it would produce consecutive fifths and eighths. 
W h e n the pupils have acquired a tolerable degree o f facility in harmonizing thus, they may be in-

•formed that the eighth o f the scale may sometimes be accompanied by the subdominant, and the fifth by 
the dominant, even though these intervals be not reiterated: we must, however, be watchful that onthis 
occasion no improper progressions arise. 

Before the pupils are permitted to commence harmonizing a melody, they should be made to reflect 
—first, whether this or that interval may not be accompanied by another and more eíFective bass. Se-
condly, whether advantage may not be talten o f an interval, to accompany it so, that, should it appear 
again immediately after, we may be enabled to give it a different bass. T h u s the pupils, being obliged 
to reflect on the consequences o f every note which they are about to write, become accüstomed to view 
the melody, not as a number o f unconnected intervals, but as a w h o l e ; glancing the eye over it, and 
determining at once which basses shall succeed each other in their progression. It frequently occurs 
that what one pupil has written, another may find reason to alter; and it is most interesting to o b 
serve the diíFerent degrees o f judgment and quickness ó f perception manifested at times by pupils on 
these occasions. I f an air be thus harmonized, with even a modérate share o f reflection and attention, 
the efFect produced will be such as could scarcely be expected from the few rules employed on the occasion. 

Major and Minor Chords. 
( T K E A T I S E , E X . 60 . ) 

P L A C E all the pupils at the piano-forte. 
What interval is lowered in the major chord to malee it minor 1—The third. 
How much i—Half a tone. 
What is the ehord ofC minor 1—C, E flat, and G . 
Play that chord.— (They play it simultaneously.) 
In order more particularly to distinguish the major from the minor chord, a particular emphasis must 

•be laid upon the ñame o f the minor third. 
What is the chord of F minor7.—F, A flat, and C. 
Play the chord. Now play it major. 
How many fíats in the key of B flat minorl—Five flats. 
Should the pupils make a mistake in this answer, they must be made to repeat the minor chord o f B 

flat, and then the number o f flats in D flat. 

To find the relative Minor Keys. 
( T K E A T I S E , E x . 61.) 

T H E pupils having been informed that to each major key is attached another, called the " relative 
minor," the tonic o f which is found a minor third below the tonic o f the major; and that the signature 
o f the major and minor keys, with respect to the number o f sharps and flats, are alike; half the class 
is placed at the piano-forte, whilst the other half remain at the board, upon which is written the note C 
in the bass clef. 

What is the relative minor to C ? — ( H e r e the pupils count four keys towards the left, commencing 
with C . )—A minor. (This note the pupils write upon the lecture-board.) 

Proceeding regularly through the keys with flats, and their relative minors, what key should follow 
C ? — F ; because it has one flat. 
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Write that note. 
What is the relative minar to F ? — ( T h e pupils at the piano-forte proceeding as be fore )—D minor. 
T h ú s we proceed through all the major and minor keys, changing enharmonically at E flat minor*. 
During this exercise a frequent interchange between the pupils at the piano-forte and lecture-board 

should take place, and some o f the following recapitulatory questions b e asked: 
What is the relative minor to Gsharp9.—E sharp. 
Why not Y; for E sharp and F are represented by the same key on the piano-forte7. 
Because the key o f F has flats, and the key o f G has sharps. 
What minor key has seven sharps9.—A sharp. 
/ / G is a minor key, what will be the relative major7. 
B flat; because the third o f a minor key is always the tonic o f its relative major key. 
T o the basses o f the relative major and minor keys, as they appear upon the board, must now be 

added the chords. 
I f the major and minor keys, thus written (and diversified as ín E x . 62. Treatise,) be played by the 

pupils simultaneously, and the fingering (as marked in N o . 6.) be carefully attended to, it will serve as 
an excellent exercise for the piano-forte student. 

Directions for playing Exercise, 
N o . 6 1 . in the T U E A T I S E . 

A L L the pupils being placed at the piano-fortes, 
Play the chord of C in the third position (directing the pupils to place the fingers as in N o . 6. bar 1.) 
What is the relative minor to C ? — A minor. 
Over which key is the second fingerl—Over A . 
Put down that finger, and disengage the first. Play the chord of A minor (bar 2.) What key follows 

A minor9.—F major. 
Place the thumb on F , and play the chord (bar 3.) 
After the chord has been played, the fingers are changed upon the same keys, without permitting 

them to rise. 
What key should follow9—D minor. 
What finger is over D ? — T h e fourth. 
Play the chord (bar 4.) 
Thus we proceed to play through all the major and minor keys, counting the time with energy and spirit. 

Origin of Melody and Harmony, 
E x . 63 . 

A s this part o f the subject is not intended for very young students, being purely theoretical, it must be 
explained to them when they are more intimately acquainted with the practical part. Grown persons, 
whose education has already given them a habit o f reflecting, will, o f course, pursue the route pointed 
out in the Treatise. T h e preceptor, therefore, after he has explained as much o f progression and mo-
dulation as he may think necessary (see E x . 69 . ) , will proceed at once to E x . 75. and 76. 

* If the pupils are allowed to continué this course without changing enharmonically, they will become acquainted with the 
most extraneous minor keys—an excellent exercise. 
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T h e chord o f C being written on the board, 
Let us modulate to the key which lies a wholé tone above C. 
(Here the pupils write the bass note D , leaving a space between it and the preceding note C for the 

insertion o f the dominant.) 
What is the dominant lo D ? — A . 
(The pupils write that note in the unoccupied space). T h e y now add the chord of the dominant, 

resolve it, and thus the modulation to D is complete.—(See E x , 76.) 
What is the whole tone above D ?—E.-
Modulate to E . — (The pupils proceed as before.) 
This exercise ought to be continued until (after. having modulated round the en tire circle of keys, and 

made an enharmonic change either at F sharp or G sharp,) we arrive again at C. 
T h e modulation ascending uninterruptedly by whole tones being completed, the pupils may proceed 

in an opposite direction; that is, by modulating through the circle o f keys, progressively descending] a 
whole tone—making an enharmonic change either at G flat or C flat. Having finished this exercise also, 
the pupils modulate regularly through'all the major and minor keys, as thus—(the chord o f C being 
written): 

What is the relative minor to C ? — A minor. 
Modulate to that key. What key follows A minor?—F major. 
Modulate to that key. What is the relative minor to F ? — D minor. 
When we modulate to a minor key, must the chord of the dominant he minor also? 
N o ; the dominant chord must always be major. 
In order that the pupils may acquire Apractical knowledge ó f modulation as soon as possible, we shall, 

for the present, defer expatiating upon the matter contained from E x . 7 0 . to 7 4 . and from 78 . to 8 7 . and 
proceed direct to S IMULTANEOTJS P E R F O R M A N C E O F M O D U L A T I O N , one of the most interesfing and de-
lightful parts o f the study o f harmony. 

A s exactness and precisión in conducting this part o f tuition are indispensable, the fóllowing few hints, 
it is presumed, may be useful. i 

T h e pupils being placed at their respective instrumente, the preceptor dictates to them such modula-
tions as he may deem effective. Whilst these modulations are being written by one o f the most expert 
pupils upon the lecture-board, the rest write them on their slate?, which, as well as thé lecture-board, 
have been previously divided into bars; and, as the preceptor during the performance will have frequent 
occasion to refer to some particular bar or bars, they must all be numbered.—(See N o . 7.) 

All things having been thus adjusted, proceed as follows: 
Write the chord of C in the third position (see No. 7. I I . bar 1) . Modulate to the relative minor. 
T h e pupils first write the note A (3) in the bass—then the dominant E (2)—add the chords ( 4 - 5 ) — 

and place the proper figures over the bass. 
W h e n a few modulations have thus been completed, they may'be played as at I I . I I I . and I V . taking 

care that the time be counted with energy and spirit. 
That exercises o f this description cannot fail ó f being productive o f great benefit to the pupils will 

appear from the fóllowing observations: Exclusive o f the advantages derived from it as an exercise o f 
playing in time, they learn to distinguish yery soon the difference of effect produced by a combina-
tion of various chord^r-& matter o f the first importance; for, by this discrimination o f effect, the ear 
is formed, arid receives those impressions, which not only constituté the first step towards extempora-
neous ^ e r / b r a a « c e , but, we may add, also the ground-workof compositúm. 

Secondly, Reading at first sight, which is thus essentially prtimdted; fdr as modulation admits o f 
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endless váriety, the pupils encounter every instant (especially when inversións and dissonances are once 
introduced) new and unexpected combinations, which engage their attention, and compel them, as it were 
unconsciously, to look in anticipation to that which immediately follows. 

Thirdly, T h e variations played upon these harmonies are not only calculated to suggest to the pupils 
various styles of accompaniment*, but also to.créate in their minds ideas of composition.—(See E x . 88. 
Treatise ) . 

This exercise may be made still more interesting and useful if the preceptor.writes on the lecture-
board, according to his own fancy, the first bar o f a variation, and having played it to his pupils by way 
o f specimen, lets them perform it afterwards themselves upon the modulations which are already writ-
tenf . 

W h e n the pupils have modúlated through the keys which are situated a whole tone above and a whole 
tone below the tonic from which they set out, and through all the major and minor keys, they may b e a l -
lowed to modulate to those which lie a major half tone% above.—(Treatise, E x . 81) . 

Write the chord of C, and modulate to D flat.— (This modulation having been written,)—Can you pro
duce a better combiyiation between the chord of the first tonic and the following dominant?.—Yes, by 
changing the latter half o f the tonic chord to minor. 

We have now modúlated to a key which is a major semitone above ; let us continué this modidation 
until we arrive again at the key from which we set out. 

What is the major semitone above D fiatl—E double flat. 
Modulate to it. 
After the modulation has been eífected to E double flat, the necessity o f changing D flat enharmoni-

cally to C sharp, in order to prevent the accumulation o f flats, must be shewn. 
Continué to modulate in this manner through the whole o f the chromatic scale. 
A s this will suffice to shew the process pursued in communicating instruction in the elementary parts 

o f modulation, we shall proceed to that part where I N T E R V A L S O F A C H O R D A R E S E L E C T E D AS D O M I -

N A N T S F O R T H E P U R P O S E O F M O D U L A T I O N . — ( S e e Treatise, 70.) 
Write the chord of C. What is the octave in the chord of C ? — C . 
Write that note in the bass staff. To what key is C dominant ?—To F. 
F is written, the chords added, and the modulation to F is complete. 
N . B . W h e n the octave is thus selected, we may modulate either t o a major or minor k e y ; and, 

although modulating thus from a minor to a major is not absolutely incorrect, yet from a major to a 
minor is better ; from a major again to a major still better ; but from a minor to a minor (especially 
when written in extended harmony) best.—(See N o . 8.) 

S E L E C T I N G T H E T H I R D O F A T O N I C C H O R D F O U A D O M I N A N T . 

Write the chord of C. What is the third of that chord i—E. 
Write that note in the bass staff. To what key is E dominant ? — T o . A . 
A is- written, the chords added, and the modulation to A is complete. 

* Particularly useful to those who are desirous of accompanying the voice on the piano-forte or guitar. 
f This subject will be resumed when we arrive at modulation by inversións. 
X A major semitone is not only a half tone above or below the note from which we calcúlate that semitone, but it also has a 

different denomination: thus the major semitone above C is D flat, and not C sharp. ,A minor semitone, on the contrary, is 
produced by merely raising or loreering the note from which we calcúlate that semitone by an accidental sharp, flat, or natural. 
Thus the minor semitone above C will be C sharp, and not D flat. 

What is the minor semitone below C ?—C flat. 
What is the major.semitone beloití C ? — B natural. 
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N . B . W h e n the third thus selected is major, the modulation ought to proceed to a minor key ; but 

when the third thus selected is minor, we proceed to a major key. 

Should that chord—(pointing to the last chord)—be major or minor 1—Minor. 
Why ?—Because the third selected from the preceding chord was major. 

Select the third o f that chord, and make it a dominant. To what key is C dominant ? — T o F. 
Should this chord be major or minor ?—Major; because we have selected the minor third for a dominant. 
B y continuing this process, we shall modulate through all the major and relative minor keys.—(See 

E x . 12.) 
R E C A P I T U L A T O R Y E X E R C I S E O N T H E P R E C E D I N G R ü L E S . 

Write the chord of D major. To which key can we modulate ? 
T o B minor by selecting the third (F sharp), or to G by selecting the eighth ( D ) . 
Modulate to B minor. Select the octave of the last chord as a dominant. To ivhich key do tve 

modulate9.—To E minor* . 
Why not to E major 1 
Because the chord from which we selected the octave for our dominant was minor. 

To what keys can we now modulate9.—To C major or A minor. 
Suppose the chord from which we modulate to be C minor, to which keys could we modulate 1 
T o A flat major by taking the third; to F minor by taking the octave. 

Suppose the chord had been C major ? 

Then we could have modulated to A minor by taking the third, or to F major by taking the octave. 

W h e n the pupils are tolerably perfect in exercising upon these two rules, they may proceed to 

S E L E C T T H E E I G H T H O F T H E S U B D O M I N A N T . 

Write the chord of C. What is the subdominant to C ? — F . 
What is the eighth to F ?—F. 
Write that note in the bass staff. To what note is F dominant ? — T o B flat. 
Write that note in the bass staff, and add the chords. 

N . B . W h e n we select the octave of the subdominant, it is better to proceed to a major k e y . — ( S e e 
E x . 74. (g), also 77.) 

S E L E C T T H E T H I R D O F T H E S U B D O M I N A N T . 

Write the chord of C. What is the subdominant to C ?—F. 
What is the third to F ? — A . 
Write that note in the bass staff. To what key is A dominant 1—To D . 
Modulate to D , and as the third which has been chosen as a dominant is major, let the key to which 

we modulate be minor. 

R E C A P I T U L A T O R Y Q U E S T I Ó N S . 

Write the key of A major. To what keys can we modulate 1 
First, to F sharp minor, by selecting the third of the tonic chord. Secondly, D major or minor, by 

selecting the eighth of the tonic chord. Thirdly, G major, by selecting the eighth o f the subdominant. 

Fourthly, B minor, by selecting the third of the subdominant. 

Suppose instead oj^ major the key had been minor ? 
T h e n we could have modulated, first, to F major, by selecting the third of the tonic chord. 

Secondly, D minor, by Selecting the eighth of the tonic chord. Thirdly, G major or minor, by selecting 

the eighth of the subdominant. Fourthly, B flat major, by selecting the third of the subdominant, 

which third is here minor. 

* When we select the octave of a minor chord, it is advisable to modulate to a.minor key, and vice versa: this rule, however, 
iieed not be very rigidly observed. 
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T H E T H I H D A N D F I F T H O F T H E D O M I N A N T S E L E C T E D . 

Write the chord of C major. What is the dominant in the Tcey of C ? — G . 
What is the fifth to G ? — D . 
Write that note in the bass staff—add the chord of the fundamental seventh, and resolve it. 
To what key have we modulated ? — T o G major. (This key may be either major or minor: when the 

key, however, from which w e modula te is minor, it is better to modulate to a minor again.) 
We are now in tlie key of G . What is the dominant in this key ? — D . 
What is the third of the chord of D ?—F sharp. 
Write that note in the bass staff—add the chords, and resolve it. 
W e know that the third o f a dominant chord must always be major : when, however, the key from 

which we intend to modulate is minor, and we then select the third o f the dominant o f that key, we must 
not consider this third on such an occasion as a major, but as a minor third. Suppose, for example, the 
key to be C minor; if we select the third o f the dominant, we must not write B natural (for that would 
carry us to the key o f E natural—a key very far removed indeed from the key from which we set out) 
— b u t we should write B flat, by which we modulate to the key o f E flat—the relative major to C minor. 

Care must be taken in selecting the third o f the subdominant, when the key is minor, that we d o not 
write a major third. For example, the key is C minor; if we select the third o f the subdominant, we 
must not write A natural, but A flat. T h e reason is evident. 

Recapitulatory Questións. 
Suppose we are in the key of A flat, and modulate to B flat, from which of the three chords has 

the dominant been chosen?—From the subdominant. 
Which of the intervals ? — T h e third. 
Suppose the key is F sharp minor, and we modulate to Gt 
T h e n the third o f the subdominant has been chosen .—(The latter modulation having been written 

upon the board,) 
Suppose we liad modulated to A , instead of ta G ? — T h e n the third o f the dominant would have been 

chosen. 
Could we have modulated to A sharp ? — N o ; because the key from which we modulate is minor. 
Suppose we liad modulated to B minor ?—Then the eighth o f the tonic would have been chosen. 
It is scarcely necessary to say, that these rules should be communicated to the learner gradually. 

After the pupils have been instructed how to select from the tonic, they must be made to exercise on that 
rule for some t ime; after which they may be shewn how to select the eighth and third o f the subdo
minant. A b o v e all, let the preceptor not be in haste to employ thus the intervals o f the dominant. 

Dissonances. 
( T U E A T I S E , E x . 89.) 

T H E nature o f dissonances having been explained, let the diatonic scale o f C be harmonized in four 
distinct parts (i. e. in score)—omitting, for the present, the fundamental seventh; and, in order that the 
minds o f the pupils may receive a proper impression o f the importance o f dissonances, the preceptor 
should state to them that the harmony hitherto written consisted o f common chords or concords only* ; 
but that a harmony so constructed, however pleasing for a time, will, when frequently heard, produce 

* The fundamental seventh is not here eonsidered as a dissonance.—(See p . 69, l. 2, Treatise; also p .36 , 1.9, in this 
work.) 

F 
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acertain degree o f monotony;—that the introduction o f the fundamental seventn, as also the four rules 
for employing fundamental basses, have, it is true, contributed considerably towards producing variety, 
yet still the harmony may be said to consist chiefly o f consonances;—that we shall now introduce sounds 
called dissonances, by which (their eífect being diametricálly opposite to that o f consonances) a new 
and lively interest will be created;—and that these dissonances are produced by merely removing one or 
more intervals o f a common chord one note or degree h igher : for example, if C be a consonance, D 
will be a dissonance*, &c . 

After these observations (pointing to the second bar in the scale harmonized as before described,) 
In which part of the harmony is the third of the chord? 
In the alto. (Here the exact note must be pointed out by the pupils).—(93 a.) 
Is this note (B) a consonance or a dissonance ? — A consonance. 
Let us change it into a dissonance.—(Seeb.) 
Can a dissonance be introduced thus?—No j it must first be prepared.—(C.) 
After a dissonance has been introduced, how must it proceed? 
It must descend one degree upon the same bass. 
What is that progression called?—The resolution o f the dissonance. 
How is the dissonance of the fourth prepared ?—By the octave. 
T h e manner o f introducing the dissonance o f the fourth being understood by the pupils, a few funda-

mental basses (which may be taken out o f any o f the previous exercises) should be given to them to har-
monize in four parts. This is effected by merely writing the common chords to the basses, taking care 
to avoid all skips.—(See E x . 94. Treatise.) 

W h e n the harmony has been thus written, the pupils must carefully trace the progression o f the bass, 
and discover where it ascends by fifths (or, which is the same thing, descends by fourths). Wherever this 
is the case, the dissonance o f the fourth (which is the subject o f our present lecture) may be introduced. 

For example, 
Le t us suppose the bass, thus harmonized, to be the one in N o . 9. 
(Pointing to G I. in the second bar,) Can we introduce the dissonance of the fourth here ? 
Y e s ; because the bass has ascended a fifth. 
(This bass must be figured as at II.) 
Can a fourth be introduced here (pointing to D ) ? — Y e s ; the bass has descended a fourth. 
Can we have a dissonance on G in the seventh bar? 
N o ; because the bass neither ascends a fifth ñor descends a fourth. 
(Having ascertained where dissonances can be introduced,) In which qfthe four parts must the disso

nance of the fourth appear?—In that part where the third (its resolution) is found. 
Why can it not be introduced in any other part ?—Because the fourth suspenda the third. 

Dissonance of the Ninth. 
T H E diatonic scale being harmonized, with the addition o f the dissonanee just treated u p o n : 
Suppose we remove C in the third bar of the alto, and write D in its stead, what will be the canse-

quence ?—The dissonance o f the ninth will be produced. 
Let this be written as at E x . 95. (a.) 
Can a dissonance appear thus f—No; it must be prepared.- j -(bt) 
By what consonance has the ninth been prepared?—By the fifth. 

* This definition has, of course, reference only to dissonances by suspensión. 
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When the bass ascends a fifth, what dissonance can be introduced ? 
T h e fourth prepared by the eighth. 
When the bass ascends a fourth ?—The ninth prepared by the fifth. 
T h e scale as it is harmonized in E x . 96. should be written by the pupils in their books through all the 

keys as an exercise, and then played by them simultaneously, as in N o . 10. carefully observing to employ 
those fingers which are marked in the example. 

During the performance frequent opportunities will occur o f putting some useful interrogatories to the 
pupi ls : for example, 

Do you perceive, since dissonances have been introduced, a closer combination (or interweaving) 
between the chords ? 

Do these dissonances please you ? 
Should you rather hear the harmony without or with them ? 
W h i c h of these dissonances produces in y our opinión the best sffect? fyc. $c. 
Descending scales, with dissonances, must now be harmonized in four parts, as in E x . 98. 
Can we introduce a dissonance in the fifth bar ? 
Y e s , a ninth; because the bass has ascended a fourth. 
What dissonance can we introduce in the sixth bar?—The fourth. 
T h u s the preceptor proceeds through the whole exercise, which afterwards is played by the pupils, 

as in N o s . 10. and 11 . 
W e now proceed to add the fundamental seventh (as in E x . 99 . Treatise). 
What is the difference between a dissonance by suspensión and a fundamental seventh ? 
A dissonance by suspensión must be prepared, and then resolved on the same bass upon which it is 

heard. T h e fundamental seventh, on the contrary, requires no preparation, but must be resolved— 
not upon the same bass, but on that which follows; viz. its tonic. 

Some o f the themes from class 1. to 4. may now be harmonized with dissonances (as in E x . 100. Trea
tise ) ; after which the preceptor proceeds gradually to introduce his pupils to the rest o f the dissonances, 
from E x . 101. to 105. first letting them harmonize the diatonic scale through all the keys, with sharps 
and flats, and then themes, from class 1. to' 4. 

Having arrived at this point, it may perhaps be advisable, before we tread upon new ground, to take a 
concise retrospective view o f that over which we have already travelled; and thus we shall be enabled 
to bring to the mind o f the pupils such matter as may have escaped their recollection, have been passed 
by unobserved, or which probably they never thoroughly comprehended. B e this as it may, retracing 
their path thus will be the means o f making them more intímate with several objects with which they were 
perhaps but slightly acquainted, aud it will materially contribute to their future progress. 

W e may recollect that the harmony, immediately after finding the fundamental basses, was composed 
entirely o f common chords, or consonances; after which was introduced the fundamental seventh. 

This important interval contributed still more to cement and unite into one body the several members 
o f which the harmony was composed, which thus assumed a more decided form and character. 

T h e first rule for employing fundamental basses carried us to this point, but no further; therefore no-
thing more with respect to variety was to be expected. Here, compelled almost to seek for new eífects, 
we proceeded to the introduction o f the second rule; and the fundamental seventh, which had hi-
therto appeared in the tenor only, was—(by the introduction of this rule)—transferred to the soprano: by 
this transfer or change a correspondingchange was likewise prodüced between the tenor and alto; all the 
parts, except the bass, having in fact interchanged characters, and thus a new effect was created. 

Again, by the introduction o f the third and fourth rules the fundamental seventh was made to appear 
F 2 
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in the alto; by which another interchange o f the several parts having been produced, a corresponding 
variety o f efFect was again the consequence. Notwithstanding this variety, still something seemed to be 
wanting—that light and shade (so indispensable to produce a proper efFect in a musical composition), the 
first tinges o f which had been communicated by the introduction o f the fundamental seventh, required to 
be strengthened and invigorated. 

In order to accomplish this object, it became necessary to remove one or more o f the consonances, 
and substitute such sounds as in their eífect should be diametrically opposite to consonances: thus the 
introduction o f dissonances amongst consonances became really a matter o f necessity. 

T h e fundamental seventh ought therefore, in the present instance, not to beconsidered wholly as a dis-
sonance, but as a semi-dissonance, or natural link uniting the chain o f consonances with dissonances;— 
consonance, as requiring no preparation—and dissonance, as requiring to be resolved. 

These observations should be accompanied with corresponding examples at the lecture-board, which 
may either be portions o f harmonized. ascending and descendíng scales, or melodies selected for that 
purpose from the Themes. 

Inverted Basses in Modulation. 
A s this subject is already so very fully explained in the Treatise ( E x . 106. to 113.) , we shall only 

make a few observations, and then proceed to shew the manner in which the exercises are to be played 
on the piano-forte simultaneously, as that is an object o f considerable importance to the future improve-
ment o f the pupils. 

First, each inversión should be written by the pupils in their books, through all the major and 
minor keys (see E x . 110.), or any other course o f modulation which the preceptor may choose to 
pursue. 

Secondly, on no account allow the pupils at this crisis to select intervals as new dominants, as it will 
créate confusión in their minds whilst engaged in selecting the intervals for inverted basses: simply mo-
dulating through the major and minor keys is therefore to be preferred. 

Thirdly, in order to engage the attention o f all the pupils at once, when exercising upon this subject 
at the lecture-board, let one o f them (after the modulation has been announced) write the fundamental 
basses; another, the inverted basses; a third, figure the bass ; a fourth, write the chord o f the dominant 
seventh; a fifth, resolve it; a sixth, add the accidental sharps and flats, &c . to the figures; and another, 
correct any faults which may have occurred. A general interest will thus be excited among pupils, which 
never fails to produce the very best results. 

Suppose we were required to modulate to G by the first inversión, what would be the ñame of the in
verted bass ?—F sharp, being the third o f the dominant D . 

How should the note proceed, and how be figured ?—It should ascend a half tone, and be figured 
with f. 

Suppose we were required to modulate to B minor by the second inversión, what would be the ñame 
of the inverted bass ? $c. fyc. 

T h e ñame of the inverted bass would be C sharp; and being the fifth, it must desceña, and be fi-
gured with 

Final Cadenees. 
( E x . 115. 118. T R E A T I S E . ) 

T H E S E may be explained occasionally when they oceur in modulation. L e t the pupils now proceed 
to modulate at the piano-forte; previously to which they prepare their slates and the great lecture-
board, as already described in p . 3 0 , 1 . 2 9 , adding a third staff for inverted basses. 
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Write the chord of C in the third position; make a cadenee with the % upon the dominant. Play-: 
what you have written. Modulate to the relative minor—(here the preceptor pauses, in order to give 
the pupils time to write fundamental basses in the lower staff; after which he adds)—by the second 
inversión. 

T h e pupils now write the fifth o f the dominant chord as the inverted bass, in the middle staff; figure 
i t ; let it descend one degree, and then write the chords. 

T o ascertain that all is correct, the following questións may be asked: 
What is the ñame of the inverted bass in the fifth bar ? Has it ascended or descended ? How is it 

figured1? In which part is the fundamental seventh? Has it descended1? 
Modulate to F—(pupils proceed as before) — by the third inversión. 
What is the ñame of the inverted bass in the seventh bar ?—Has it ascended or descended 1—Hov> is 

it figured1?—How is the bass in the eighth bar figured ?—Play from the sixth bar. 
Modulate lo G mnjor by the first inversión.—Make a cadenee with the added sixth upon the sub

dominant. 
In introducing the added sixth, let the chord o f the subdominant be written first; then expunge its 

octave, writing in its stead a note which is a third lower; and this will be the added sixth. 
Play from the commencement. 

Modulate to E mi?wr by the third inversión, and make a cadenee with the added sixth. 
Should the chord of the subdominant here be major or minor?—Minor. 
W h e n the pupils have acquired a tolerable facility in playing modulation in common time, they may 

be shewn the various other measures of time, as in E x . 120. During this performance, the preceptor at a 
sepárate piano-forte may introduce some o f the specimens in E x . 121. Treatise. T h e utility o f such 
performances is obvious, and needs no comment. See also what has been said upon that subject in 
pages 30 and 31 . 

T h e author presumes that the care with which he has, up to this point, explained his method o f commu-
nicating instruction, will suffice as a guide to the preceptor in proceeding further; and that it is not ne
cessary here to continué to treat the subject with so much minuteness, more particularly as the Treatise 
is sufficiently explicit respecting the introduction o f inverted basses in harmonizing melodies—extended 
harmony—minor scales, & c . : we shall therefore but slightly touch upon each o f these points, and then 
basten to that part o f the Treatise, which, to those who really feel pleasure in the pursuitof the science, 
will be a most interesting and delightful subject; namely, that which treats o f the employment o f the in 
tervals o f a melody for the purpose o f modulation. 

Employing Inverted Basses to Harmonized Melodies. 
Why do we take an interval out of the chord and place it in the bass ? 
T o produce a more flowing and graceful melody in that part. 
Can we eommence or end a composition with an inverted bass? 
N o ; — w e should eommence and finish with the fundamental bass. 
When the fifth of the dominant chord is in the soprano, what interval should we choose as an inverted 

bass ? — T h e third. 
When the third of the dominant chord is in the soprano i 
T h e n we take the fundamental seventh as the inverted bass. 
When the third of the tonic is in the soprano, what bass should we choose ?—The fundamental bass. 
When the octave, or fifth of a tonic chord, is in the soprano ?. 
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W e should choose the third as, the inverted bass* 
These few elementary rules, with respect to inverted basses, ought, at the. commencement, to be well 

impressed on the minds o f the pupils: when they advance further, and become better acquainted with 
the subject, these rules will o f course not require to be adhered to so strictly. T h e selection o f these 
inverted basses must then be left to their own judgment, only impressing upon their minds the necessity 
o f seeking a good and melodious bass. 

A s the pupils proceed, a few observations may occasionally be introduced oh the three motions in 
harmony; for instance (referring to E x . 140. bar 1. Treatise), 

By what motion does the bass proceed with reference to the soprano 1 
T h e soprano and bass proceed by contrary motion. 
How do the soprano and alto proceed?—By oblique motion. 
How the soprano and tenor ?—By similar motion. 
(Referring to the fourth bar in the same example,) What motion is produced between the bass and 

soprano ? — T h e oblique motion. 
{Referring to the fifth bar,) How does the soprano proceed with regard to the rest of the parts ? 
With the bass, by contrary motion ; with the tenor, by similar; with the alto, by obligue. 

Extended or Open Harmony. 
( E x . 149. TitEATISE.) 

A M E L O D Y being harmonized as usual, the pupils must examine, first, whether between the alto and 
tenor exist any consecutive fourths; if so, the harmony must be altered, otherwise consecutive fifths will 
arise when the two parts have interchanged places. 

Secondly, whether the bass approaches nearer to the alto than an octave, which must not be allowed 
(be'mg further removed than an octave is no fault). W h e n thus far all is correct, let the alto and tenor 
interchange places, proceeding as follows: Place a bass clef on the tenor staff, and write on that staff 
the notes o f the alto an octave lower; after which transfer the notes o f the tenor (which, during the 
previous operation, have been left untouched,) to the alto staff. 

By attending to these few hints much confusión and many errors will be avoided during the progress 
o f changing the two parts. 

T h o s e airs which have already been harmonized as usual in compressed, may now be reharmonized 
with extended harmony. 

W i t h respect to what relates to major and minor keys—the chord o f the minor ninth and its inversions— 
and the fifth rule of employing fundamental basses, enough has already been stated in the Treatise; 
we shall therefore content ourselves here with a few observations and interrogations. 

Minor Scale. 
Which parts of the minor scale are accompanied by major clwrds? 
T h e second and seventh always ; and the fifth sometimes by major and sometimes by minor chords. 
IVlien must the fifth be accompanied by minor chords1? 
W h e n it commences or ends a composition. 
When.should the fifth be accompanied by a major chord? 
W h e n it is preceded, or succeeded, by the chord o f the subdominant. 
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Minor Ninth. 
What is the minor ninth to A ? — B flat. 
What to D sharp ?—E natural. 
What to A flat?—B double flat. 
On what interval is the minor ninth to be resolved? 
O n the fifth o f the tonic. It may also resolve on the octave o f Us own bass. 
N . B . T h e pupils ought to modulate through all. the minor keys, adding the minor ninth, which they 

may resolve alternately on the fifth ó f the tonic and on the eighth o f its own bass. T h e whole o f this 
exercise must then-be written by them in their books . 

How many inversions has the chord of the minor ninth?—Four. 
What is the first inversión called ?—The chord o f the diminished seventh. 
Why the diminished seventh? 
Because the seventh here is half a tone less than the fundamental seventh. 
What is the second inversión?—The flat fifth and sharp sixth. 
What the third ?—The minor third and sharp fourth. 
What is the fourth inversión ?—The sharp second. 
Perhaps no exercise is better calculated to improve the ear o f the learner than the modulations 

in which the minor ninth and its inversions are introduced; for which reason these modulations should 
frequently be made the subject o f simultaneous performance.—(See E x . 169. 171.) 

Rules for employing the Intervals of a Melody for the Purpose of 
Modulation. 

(Ex . 178. TltEATISÉ.) 

( R E F E R R I N G to the first part o f the first rule, with which the pupils are supposed to be made acquainted', 
pointing to E x . 178.) In what key is this melody written ?—In C major. 

Is F sharp—(pointing to F sharp in the third bar)—one of the intervals of that scale ? 
N o ; F sharp belongs to the key o f G , to which it modulates. 
How do you Jcnow that it modulates to G ? 
Because F sharp ascends half a tone, and the note which ascends a half tone modulates direct to 

the octave o f the key to which it ascends. 
Why have you accompanied A in the fourth bar by D ? Is it not the sixth of the scale? 
N o ; we are now in the key o f G , and as A is the second o f that scale, it must be accompanied by the 

dominant D . 
T h e pupils having been made acquainted with the second part o f this rule, the fóllowing questions 

may be asked: 
Suppose the key to be O—(here write that chord)—and that G sharp occurs, which directly ascends 

half a tone to A , to where, according to thepreceding rule, are we enabled to modulate? 
T o A major, or F sharp minor. 
Which key should we prefer ?—A minor ; because it is the relative minor to the key from which we are 

modulating. 
Would it be incorrect to modulate to F sharp minor! 
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Y e s ; because the key o f F sharp being diametrically opposite in the circle o f keys to that o f C, and 
as no relationship whatever exists between them, the modulation would be most extraneous*. 

Specimens o f the bad effects o f these modulations must be given by playing them on the piano-forte. 
(Continuing still in the key o f C.) Suppose C sharp had occurred^ and thus ascended a half tone, to 

which key could we have modúlated?—To D major or minor, or to B minor. 
Which would have been the most eligible ? 
D minor; because it is the relative minor to the subdominant o f the key from which we modulate. 
Is TI minor objectionable ?—Yes; being extraneous. 
(Still considering ourselves in the key o f C) . Suppose F sharp had occurred, and then ascended1? 
W e might modulate to G , or to its relative minor E . Both are good . 
Suppose D sharp had occurred, and ascended thus ? 
W e might have modúlated to E minor or C sharp minor; the former o f which would have been the 

most proper. 
S E C O N D R U L E . — F u t s T P A U T . 

(Referring to E x . 179. T R S A T I S E . ) We have modúlated in this melody from the key of C to G , does 
F natural in the sixth bar belong to the key ofG? 

N o ; it is the note by which we return or modulate back to the key o f C. 
How ?—Because the note which descends a half tone modulates to a key, to which, when it has thus,. 

descended, it is a major third. 
Was it necessary to modulate back to the key ofd could we not have finished in the key ofGl 
N o ; we are required to end in the key in which we commence. 
T h e pupils, being sufficiently acquainted with the second part o f the above rule, may be allowed to 

proceed with the fol lowing.—(Ex. 181. Treatise?) 
Let us suppose the key to be A minor, and F occurs, which descends to E , to which key are we ena-

bled to modtdate ?—To C. 
Suppose we had been orighíally in the key of C, to where could we then have modúlated with the 

same note T—To the key o f A minor. 
Wri te both examples, and play them. 

* Taking the sharps and flats colleetively, and comparing them to degrees, our harmonio circle will be found to contain 
twelve degrees, the diameter of which is six; and as the semicircle on the right contains six sharps, and that on the left six 
flats, it is only necessary, in order to discover at once those keys which lie opposite to each other, to add as many flats and 
sharps together as will make six, Thus, for example: 

The key of D has 2 sharps 
The key of A flat has 4 flats £ A fla(. M | , D a f e t h e r e f o r e 0 p p 0 s i t e k e y s . 

6 
The key o f G has 1 sharp ? G a n d D flat a r e opposite. 
The key of D flat has 5 flats J 

6 
The key of G flat has 6 flats ? # , j « n » . „ i . 

3 yC and G flat. or F sharp, are opposite. 

The key of C has 0 $ 

6 
Whether the key opposite be major or minor is of no consequence, they will still remain extraneous: thus for example: 

What is the opposite hey to C ?—F sharp major or minor. • 
What is the opposite hey to F sharp f—C major or minor. 
What is the opposite hey to Dflat ?—G major or minor. . 
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T H I R D R U L E . — E x . 183. and 184. 

Suppose ¿he key to be G minor, and C occurs, which desceñas a whole tone ? 
T h e n we can modulate to B flat.—(See bar 3. E x . 184.) 
But suppose the key had been B Jlat, to where could we have modulated with the note C thus descending ? 
T o its relative minor, G .—(See bar 7.) 
Suppose F descends to E Jlat ? 
T h e n we can modulate either to E flat, or to its relative minor C. 

F O U R T H R U L E . — ( E x . 186.) 

Let us suppose the key to be E minor, and A ascends a whole tone, to where can we modulate? 
T o G , its relative major. 
The key is G , and D ascends to E ? — T h e n we can modulate to C. 
T h u s modulating from a minor key to its relative major, or from a major key to its subdominant, is the 

most effective mode of employing this rule. 

F I F T H R U L E . - ( E x . 188.) 

Suppose the key were E Jlat, and the note G reiterated?—Then we may modulate to its relative minor. 
Suppose the note thus reiterated had been F ? — T h e n we could have modulated to B flat. 
Bul if the note were E Jlat ?—Then the modulation might have proceeded to A flat. 

S I X T H R U L E . 

Let us suppose the key to be G , and D proceeds to G by either ascending a fourth or descending a fifth, 
to where can we modulate?—To the key o f C or G . 

Which is the best inversión to be emp/oyed on this occasion, when the note of modulation ascends? 
T h e third inversión. 
But what if the note of modulation descends ? 
T h e first inversión; because in both cases it will produce contrary motion in the extreme parts, which 

never fails to produce a g o o d eífect. 
These few hints, it is presumed, will suffice to shew how the sixth rule o f modulation may be 

employed. It should, however, not be introduced until the melody has been first harmonized in the 
most simple manner; after which let it be gradually introduced, but always cautiously. 

A s this is a matter o f much importance, and in order to shew the power and efficacy o f these rules in 
composition in a still stronger point o f view, the author has thought it necessary to add the examples 
from N o . 12. to 24 . in which they are particularly demonstrated, and which the student is most earnestly 
recommended to peruse with care and attention. 

W h a t a mine o f musical wealth, with regard to variety o f harmony, is here exhibited to the con
templaron o f the student! Observe how the harmony may, by employing these rules, be continually 
modified and changed ;—see what new and extraordinary eftects are thus produced, even without the 
slightest aid o f imagination or musical feeling ! 

A simple melody, such as N o . 12. by being subjected to this process, becomes, as it were, the souree 
o f harmonical combination, endless in variety and beauty. These various combinations again will 
be found to produce melodies as new and original as the parent melody itself; and as these may be 

G 
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Bubjectetl to a similar procesa, the horizon becomes more extended—our view more unbounded, until 
the mind, in contemplating the subject, is lost in wonder and admiration. 

Passing and Auxiliary Notes. 
(Ex . 233. 266. T R E A T I S E . ) 

T H E pupils having harmonized an air with inverted basses, the progression o f the intervals must 
be examined, to see whether any o f these proceed by thirds: should this be the case, unaccented passing 
notes may be introduced between them ; should the inverted bass, or any o f the other parts, admit o f 
passing notes, they may be introduced alternately. 

After the pupils have been made practically acquainted with the various effects produced by these 
passing notes, the same air may be re-harmonized by them with extended harmonies and a few effective 
dissonances, and then played. Having heard the effect thus produced, add ¿i few passing notes in the 
soprano, and then try their effect in conjunction with the dissonances; after which continué to add one 
or two in the bass, tenor, or alto. Should two parts proceed by thirds or sixths, let the effect o f compound 
passing notes be tried likewise. 

Sometimes by merely making a slight alteration in the inverted bass, the inner parts become so 
changed in their progression, that they may be made to particípate in these embellishments, from which 
they were previously excluded; and thus still more variety and interest are created. 

A s the proper application o f these notes o f embellishment forms a very important and essential branch 
o f the study o f harmony, the examples, N o . 25 . shewing the various ways in which they may be in
troduced, will perhaps be acceptable. 

It will be observed that the subject which the author has chosen consists simply of three notes; viz. 
E , C , B ; — t h a t no other chords are employed in accompanying these notes but those o f the tonic and 
dominant;—and that all the variety here exhibited is effected merely by the manner in which the four 
parts have been inverted and the notes o f embellishment introduced. 

T h e preceptor, in giving his lecture upon this subject, may proceed thus : A simple theme, such for 
example as in N o . 25. (I.) being written upon the lecture-board, let it be harmonized (whether in 
extended or compressed harmonies) so as to admit o f passing notes ( 2 ) ; after which, in order to give it 
rhythmical form, add the final cadenee (3.) 

Let us examine the progression of the different parts as they appear at (2.)* 
A t (2.) we find that the soprano and tenor proceed by thirds; consequently both these parts admit o f 

passing notes (see Treatise, E x . 240.), which may be either accented or unaccented. Secondly, the bass 
proceeds by a second (which is here a whole tone), and then ascends a fourth. In the first case, the 
progression admits o f a passing note by a half tone (see E x . 235.) , in the latter of two passing notes. 

Thirdly, as the alto has here but one note, or, in other words, does not make a progression, none but 
auxiliary notes can be employed.—(See E x . 244.) 

N . B . T h e examples as written at 1, 2, 3, must remain unchanged on the lecture-board, to be referred 

to. 
Write the example (2) again, with the introduction of passing notes as at (4.) What description of 

passing notes are these ?—Unaccented passing notes. 
After the pupils have been made acquainted with the simple imitation, between the soprano, tenor, 

and bass (at 4 ) , write the example as at 5. 
What jiotes of embellishment have been introduced?—Auxiliary and accented passing notes. 

* As the parts ¡n the course of this exercise are made frequently to interchange places, letters have been added to each, by 
which the parts, after having interchanged thus, may be more easily traced or recognised. It will be perceived that this mter-
changing of the parts is effected on the principie of double counterpoint. 
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Are the consecutive fifths betiueen the tenor and bass permitted? 
Y e s ; because they arise o u t o f passing notes*. 
What notes of embettishment are those at 6 ? 
Accented passing and auxiliary notes in the soprano, which are imitated at 7 by the tenor and bass, 

the former by contrary motion. 
At 8 ? — T h e bass is imitated by the tenor in contrary motion, by means o f auxiliary notes. 
At 9 ? — T h e bass is imitated by the alto, by similar motion. 
At 1 0 ? — T h e tenor and bass have interchanged places ;—but, in the following b a r — 
At 11 ? — T h e parts have resumed their original places. 
N . B . From the simple interchange of these two parts in that one bar a new effect is produced.— (See 

12.) 
T h e bass at 12 is imitated at 13 by the alto in contrary motion, and compound passing notes are 

introduced by contrary motion in a variety o f ways. 
A t 14 the soprano and tenor have interchanged places. 
N . B. Compare the soprano and bass of the first half o f 12 with the soprano and alto o f the first 

bar at 14 ; also the tenor and bass o f 13 with the soprano and bass at 15. 
At 15? 
Consecutive fifths, similar to those in 5, are observable in the last quaver between the soprano 

and bass. Here , however, they are in the extreme parts, and thus not so admissible as those at 5. 
A t 16 and 17 the bass and tenor have interchanged places. 
N . B . Compare the soprano and bass at 14 and 15 with the alto and bass at 16 and 17. 
A t 18 and 19 the number o f auxiliary and passing notes appears as semiquavers. T h e passages 

arising from these notes o f embellishment commence in the soprano, and are progressively imitated by 
the bass, alto, and tenor. 

N . B . A t 20 and 21 a slight alteration only has been made in the inversión o f the parts, from which 
again arise various passages of imitation, as will be observed in the following examples. 

A t 22 the tenor is imitated by the bass in the fifth below, and at 23 by the alto, a fifth above. T h e 
soprano at 22 is imitated by the bass in bar 23. 

T h e tenor at 24 is imitated in the same bar by the bass a fifth below, and by the alto at 25 a fifth 
ábove. 

A t 26 the soprano and alto, which commence the subject proceeding by sixths, are imitated by the 
tenor and bass in the same bar by tenths. 

This passage is continued at 27 by the same parts, and then imitated by the soprano and alto by 
thirds. 

A t 28 the soprano and tenor commence the subject by tenths; the tenor continuing that passage is 
joihed in its course first by the bass and then by the soprano. 

A t 30 the soprano, with extended auxiliary notes below, is, at 31 , imitated by the alto. 
N . B . T h e bass at 31 continúes the tonic, producing thus the chord o f the eleventh unpreparedf . 
T h e soprano exhibits at 32 simple and extended auxiliary notes, which at 33 are imitated by the bass. 

* See 330. Much has been said respecting consecutive fifths. What shall we say to those found between the tenor and alto 
in Nos. 15. and 19.? Does theear easily recognise them as such, when covered, as they aré here, by the extreme parts? and 
if recognised, is their effect offensive to the ear ? The author thinks that neither the one ñor the other is here the case. 

t Ex. 269. 270. 

G 2 
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T h e bass at 32 is at 33. imitated in contrary motion by the alto. 
34 and 35 require no explanation. 
T h e attention o f the pupil during this lecture must be directed chiefly to the various imitations pro 

duced by means o f these notes o f embellishment as they are gradually introduced. It is needless to say 
that the study o f this brauch o f the science demands our utmost care and attention. 

W e shall now proceed to shew how the pupils are made to play simultaneously and at first sigkt 
melodies which are harmonized on the lecture-board, and how they play from figured basses. 

Playing at First Sight. 
A M E L O D Y being harmonized in four parts on the lecture-board, compressed into two staves or written in 

score*, the more advanced performers on the piano-forte play them thus harmonized with both hands; 
whilst two others (one playing the bass and the other the treble) accompany the former on the same 
instrument. 

In order that the pupils may acquire a quick and steady habit o f reading and playing at sight, their 
attention and eye should be directed, whilst engaged in playing one bar, to that which immediately fol-
lows. T o accomplish this, and compel them, as it were, to look forward, let the bar which the pupils 
have just commenced playing be hid from their view by covering it with a book , or a sheet o f paper, 
and by this means they will soon acquire a habit o f reading in advance that which subséquently they are 
to play. After the exercise has thus been played for a short time, variations may be made upon it, and 
those pupils who have hitherto performed with one hand, may now be allowed to play with both. 

Playing from Figured Basses. 
A F E W modulations having been written and played as usual, let one o f the parts (the tenor fot 

instance) be expunged, and then the exercise played as before. T h e alto is now removed, and the exer
cise played again as originally. Lastly, the soprano is also expunged, and thus the harmony is played 
from the figured basses only. W h e n the pupils have acquired facility in playing thus, the preceptor 
dictates the modulation, the pupils write the basses, add the figures, and, without writing the chords, 
play them at once. Melodies harmonized on the lecture-board with a figured bass only may thus be 
played simultaneously with great advantage to the pupils. 

Recitative Accompaniment. 
W H I L S T the pupils are performing a course o f modulation at the piano-forte, it will be found a mostr 

useful and excellent exercise to let them accompany in the style o f recitative. 
T h e preceptor having dictated a series o f modulations, interspersed with various cadenees, they com

mence to play simultaneously as usual: instead, however, o f continuing the performance in a regular 
measured time, the preceptor interrupts the performance by pronouncing the word " Pause." T h e 
best time to do so is after they have made a cadeneé.—(See N o . 26.) 

T h e preceptor now plays a few notes in the style o f recitative (a), which the pupils accompany as at 
* The former is preferaWe in tbe beginning. 
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(b )* . That , whilst thus accompanying, they are not confined to striet time and measure, need scarcely 
be mentioned. 

W h e n the exercise has been continued by the pupils thus for some time, they must be allowed to 
play a few bars in regular time (c), but without interrupting the performance. This is intimated to them 
by the word " time." After this the exercise may continué either in the style o f recitative, or in any 
other which the taste and judgment o f the preceptor may díctate. 

Such exercises at the piano-forte not only contribute essentially to facilítate the acquirement o f prac-
tical knowledge, but also the true mode o f accompaniment. 

Equivocal, deceptive, and protracted modulation may occasionally be interwoven with the above ex 
ercise. In respect to these, as well as modified basses, sequences, measure o f time, rhythm, and con
struction o f periods, enough has been said in the Treatise; and a thorough knowledge o f these subjeets 
can only be acquired by study and reflection; the preceptor, except by verbal communication, can d o 
but little. In one word, the pupil must now administer to himself. 

It will be observed, that the author, in explaining his plan o f musical education, has, in the commence-
ment, been most minute in its various details; but, as he advanced, he has glided gradually into those of 
a more general and diffused nature. 

T o conclude, the only object which the author had in view when writing these pages was, to give a 
clear, distinct, and genuine delineation o f that peculiar method by which he conveys instruction to-'his 
own pupils. Every teacher has o f course his own peculiar plan o f tuition, by which he endeavour&. to 
accomplish his ob j e c t ; and if that object b e attained,. it is o f very little importance what method has 
been employed to efFect it. 

Should forms o f expression which appear dictatorial, in some instances, have escaped the author, he; 
begs once more to reitérate, that they were not intended to bear such a construction. 

* See Ex. 296. Treatise. 

APPENDIX, 
B Y T H E P U B L I S H E R . 

Ií is due to those who take an interest in Mr. Logier's Method of Musical Tuition, to afford some informatióm 
respecting its progress and reception in different parts of the world. 

The lively interest excíted' on its introduction in this metrópolis must be fresli in the recollection of most. musical 
people. The groundless alarm of professors, lest their business should suffer a diminution, as might have been 
ánticipated, has gradually subsided, the result having been directly the reverse ; many thousands of young children 
(however exaggerated this account may appear) having become musical pupils merely from their being enabled, by 
means of the Chiroplast, to eommence at an unusually early age; as also by the pleasing variety of the instruction in 
academies, and the additional acquirement of a knowledge of the science, which was previously never attempted to 
be communicated, except in very special instances. 

The extraordinary sensationcaused by the introduction of the new system naturally attracted the attention of foreign 
musicians visiting London. Amongst these, the celebrated Louis Spohr, having been invited to lead the Philhar-
monic Concert, requested permission to visit- Mr. Logier's Academy; and on his return to Germany he published his; 
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'Observations on the State of Music in hondón in the " Allgemeine Music¡calische Zeitung,'' at 
Leipsig, 1820, from which the fóllowing is an extraci: 

Mr. Logier (a Germán by birth, but who has resided for fifteen years in England,) teaches the piano-forte, together with the-
¡principies of harmony, on a new plan, of which he is himself the inventor. The most remarkable feature of this new system 
•is, that the pupils, who frequently amountto thirty orforty in number, all practise their lessons at the.same time*. Mr. Logier 
i-.as written a succession of Studios, all grounded on simple themes of five notes to each hand, and advancing progressively to 
the most difficult combinations. While the beginners play merely the thema, the more advanced pupils practise variatious, 
more or less difficult. It might be supposed that the confusión arising from this method would render it impossible for the 
master to detect the faults of his pupils; but as all who practise the same lesson are ranged cióse to each other, the master, 
when near them, is capable of judging of their performance, without being disturbed by those who are playing other lessons. 
lie occasionally orders one half, or all the scholars, to stop, while he directs his attention to each índividually. For beginners 
he employs his Chiroplast, by which the children, even in their earliest lessons, acquire a proper position of the hand and arm. 
It cannot be denied that this machine is admirably contrived for the object it is inteiided to fulfil; and it of course affords vast 
assistanee to Mr. Logier in superititending a nnmber of pupils at once. It might also be advantageously employed for learners 
-in general; for though at the period of giving a lesson, the master has the opportunity of pointing out and correcting bail 
habits, yet children, when abandoned to themselves, are but too apr. to contract awkward positions of the hand and arm in the 
pi-actice of the piano-forte. As soon as the pupils are so far advanced as to know the notes and keys, the machine is removed, 
first from one hand, and then from the other ; and they are next taught the proper motion of the thumbs, and to run up and 
down in the different key s: these runs are performed by the pupils all at once, and with the strictest accuracy as to time. When 
a certain class is advanced to a new lesson, and cannot all play it with equal rapidity, they strike only a few notes in each bar : 
the difficulty, however, it may readily be supposed, is soon overeóme, and in a short time the new lesson is played with tis 
much facility as the oíd one. 

Another advantage of Mr. Logier's system is, that he instruets his pupils in the principies of harmony along with the first 
practical lessons on the piano-forte. How this is done I know not : it is a seoretf which, for the payment of 100 guineas, he 
communicates to those teachers who choose to adopt his plan. The result of Mr. Logier's system, as evinced by the progress of his 
pupils, is most astonishing. Children of from 7 to 10 years of age, who have been learning no longer than four months, solve 
the most difficult musical problems. I wrote down a triad on a tablet, aad mentioned the key into which I wished it to be mo-
dulated j and one of the youngest girls, after a little reflection, noted down, first the figured basses, and then the upper notes of 
thechords. I repeated this proposition in the most difficult ways possible, requiring that the scholars should modulate it into 
the remotest keys, where enharmonic changes were necessary ; and in no instance did they commit a fault. If one pupil hesi-
tated, a second wrote down the notes, and her figured bass was again corrected by a third; while, at the same time, they 
poinled out to their master the fundamental basses of all the chords. At last I wrote down a simple treble, just as it oceurred to 
me by chance, and requested each of the scholars to write the three lower parts on their little tablets; observing, that I would 
inscribe in my musical pocket-book, and carry home with me, as a memorial, that harmony which Mr. Logier and myself might 
pronounce to be the best. They all eagerly set to work, and in a few minutes the youngest girl, who had previously distin-
guished herself both in playing and in solving problems of harmony, brought me her tablet. In her haste, however, a faulty 
progression of octaves oceurred between the bass and.the middle parts. I had no sooner pointed out her error than she co -
loured, took back her tablet, and, with tears in her eyes, made.the necessary correction. As her harmony was now unques-
tionably the best, I accordingly inserted it in my memorandum-bookj. The parts written by the other children, which were in 
four different clefs, were more or less gooci, but all perfectly correct. They, moreover, played their examples off at first 
sight without hesitation. 

It is to be regretted that Mr. Logier's system is not known in Germany, as it would enable our dilettanti to unite a knowledge 
of the theory of music with their astonishing practical execution ; and. they, would: not then. selectas their favourite composi-
tions those which are most strikingly incorrect and deficientin harmony. The adyautage which would thereby ensue to pro-
fessors is obvious. 

From this, and the reports of other eminent musicians, the Prussian Government determined to, send a musical 

professor to London, for the express purpose of investigating this method of musical instruction, with a view to 

* Mr. Spohr, being present only at smultaneous performance, had not an opportunity of witnessing the previous prívate 
lessons which every pupil receives. 

+ Whatever secret existed is fully developed in the Treatise and this Manual. Nevertheless, it appears from Mr. Logier's 
account, that he received from professors.to theamounfcof'iiine thousand guineas for-communicating his method of instruction 
previously to the publicationof these works. 

•f This exercise was given at length in " Der Allgemeine Musicltalischc Zeitung." 
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The Eslablishment of mi Academy in Berlín, 
from wftence the'principies might subséquently be disseminated throughout the kingdom. 

'I'his gentleman arrived in London in June 1821 ; and on his return to Berlín, the authorities were so satisfied with 
hisreport, that the opening of an academy was immediately decided upon. Impressed with a sense of the import-
ance of this measure, and the beneficial results likely to arise from the introduction of his system in a country so 
justly celebrated for musical talent, Mr. Logier determined to visit Berlin, and was present at the opening of an-

academy on the lst of October. Immediately afterwards he received an invitation from his Excellency Barón von 
Altenstein* to reside for some time in Berlin, with an academy under his own superihtendence. 

Having accepted this proposal, and having returned to London to make the necessary arrangements for the con-
templated absence, which, however, was not done without considerable pecuniary sacrifice, Mr. Logier opened his-
Academy in the capital of Prussia on the 15th September, 1822 . 

Had prívate emolument been his object, he had every reason to be fully satisfied with the rapidly increasing num
ber of his pupils ; but his aim was the firm and permanent establishment of his system in Germany. If ultimately 
approved, it would be adopted at once in the several seminaries in the Prussian states; from whence it would, as a¡ 
matter of course, spread through every town and village in the kingdom. 

Although every reliance might be placed on the liberality of the Prussian Government and the kind fnendship-
of Barón Altenstein, yet it could not be expected that a system of musical education, of which little in fact was 
yet known, would be adopted, at a necessarily very heavy expense, without further scratiny: Mr . Logier therefore 
proposed a public investigation, which should decide whether his system possessed such merits as justly to entitle-
it to the pre-eminence to which he aspired. 

This investigation took place 011 the 14th of February, 1823, and the professors appointed by the Government for 
the purpose were—Professor Zelterf, Klein J, Music-Director Bach§, and Chapel-Master Sehneider||. His Excel
lency Barón Altenstein, with several of the members of the administraron, together with Prince Radziwill, a most 
accomplished violoncello-player and composer, as also a number of other first-rate amateurs, honoured the meeting 
with their presence. The examination commenced with the pupils who had received instruction for four months. 
It continued, without intermission, for two hours and a half, and ended to- the perfeet satisfaction of all parties. 
That sufficient time might intervene for the judges to reflect on what they had witnessed, and to prepare such' 
questions as might naturally arise out of the first day's examination, the second day's examination was fixed for the 
15th. On this occasion the number of amateurs was considerably increased, by whom, as well as by the judges, 
various questions, arising out of the first day's examination, were proposed and answered; after which the examina
tion commenced with the pupils who had received between seven and eight months' instruction. 

It continued uninterruptedly for three hours, and concluded amidst plaudits and congratulations. It was indeed; 
a day of triumph to Mr . Logier, and the accomplishment of his wishes was evidently not far distant. His Excel 
lency Barón Altenstein was the first to ofFer his congratulations on the happy result of the investigation. " H e con-
sidered," he said, " the system not only calculated to give a just notion of the principies of music, but also to 
improve the understanding. The uncommon correctness with which the pupils performed the theoretical and prac-

* Minister of Public Education.. 
t This gentleman,. director of the singing academy and king's professor, i sa most scientific musician and composer: be-

sides several mottets-and cantatas, he has also written an oratorio, called " Die Auferstehung" (Resurrection). 
J Mr. Klein, professor of music to the university, is the composer of several very excellent works for the piano-forte. He ha» 

written " Hiob , " ( Job ) , an oratorio, and " Dido and Ariadne," two grand operas. 
§ This gentleman is one of the best organ-players. He has written some excellent organ pieces, as also several mottets, 

anthems, &c. 
|| This gentlemaiv directs the opera during the absence of Spontini, the first Maestro di Capella. He is a sound musician, and 

composer of several pieces for the theatre. Besides a number of overtures and concertos for different instruments, he has writ
ten an opera, called " Aucasien e Nicolitti." As this gentleman, at that time, was not very favourably disposed towards the 
introduction of the new system, it was made a particular request by Mr. Logier to nave him added to the number of the judges.. 
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íical exercises had astonished him in no small degree; and he would immediately communicate to his Majesty the 
favourable issue of this investigation, that the ultímate object might not be delayed." 

Shordy afterwards Mr. Logier was honoured with a visit from Stats-Rath (privy counsellor) Koemer*, a member 
o f the administration, to arrange the terms on which the system was to be communicated to the professors appointed 
by the government; and-the whole was concluded by the following letter : 

BERLÍN, June 2 , 1 8 2 3 . 

S I R , — I beg to inform you, that the result of the investigation of your system on the 14th and 15th of February of 
this year, having proved satisfactory, his Majesty has been pleased to grant the sums necessary for the purpose of 
•introducing your plans of musical instruction into the seminaries throughout the country. 

To Mr. J . B. LOGIER. (Signed,) A L T E N S T E I N . 

Mr. Logier completed his engagement with the Prussian Government and returned to Great Britain in 1 8 2 6 . 
The result has been, the utmost success of his wishes-—his system is now a part of the national establishment 
throughout Prussia, from whence it is gradually spreading to the surrounding nationsf. 

The most satisfactory accounts continué to be received from Berlin ; and since Mr . Logier's return to England, 
his Prussian Majesty has been graciously pleased to confer upon him a substantial mark of his royal approbation, by 
presenting him with a gold snuff-box, accompanied by a letter signed by his own hand. 

To afford some idea of the philosophical light in which this system of tuition is viewed in Germany, the publisher 
may be permitted to add a few extracts from a publicationj; which made its appearance under the following title : 

OIÍ the Propriety of adopting L O G I E R ' S System of Musical Instruction in the Education of Youth. 
By C A R L B O R U O M A U S V O N M I L T I T Z . 

The Greeks, in their system of jnvenile education, assigned a distinguished place to the science of music; and though, with 
them, the term bore a much more comprehensive signification than with us, yet the arts of composition and musical perform
ance were regarded as an essential branch of education. By rendering both mind and body susceptible of the pleasure arising 
from a sense of the laws of rhythm, music prepares the understanding for the reception of the seeds of geueral knowledge, 
and especially that knowledge which regards taste and refiued feeling. 

The study of music by the oidinary course cannot be expected to produce so desirable a result; but by the ingenions me
thod contriyed by. Mr. Logier, the essential principies of piano-forte performance, theory, and composition are so comMned and 
progressively arranged, as to be suited to the comprehension of every child of even only modérate capacity. This is what 1 re-
commend to be adopted as a portion of general education. 

The grand différence between this and the oíd methods of instruction is, that the former, in half the time formerly devoted to 
the study, conveys to those who are gifted with the least genius for music, more thau double the quantity of information which 
was then obtainud ; while., even in children of dull intellect, it rouses a degree of mental activity which must prove highly ad-
vantageous to their.future progress in other branches of education. 

Persons who have directed their attention to the education of youth must have ohserved, that those studies which are sup-
posed to be peculiarly calculated to awaken the understanding (such, for instance, as arithmetic and grammar,) are pursued 
by children, from the age of nine to twelve, with but little pleasure, and frequently with but little profit. And this is very na
tural. As soon as a child is required to do more in arithmetic than to add two apples or nuts to four, or six to nine, &c. it re-
quires a power of abstraction which ought not to be expected in childhood. The grammatical and syutactical resolution of sen-
tcnces, which forms the daily task of children of nine or ten years oíd, is a logical exercise, a real oyeraiío mentís. 

Mr. Logier first engages the attention of the pupil by a twofold symbolic representatioit of a sound—that of the hey of the 
piano, and that of the note, which the pupil himself writes on a slate. 

-While the pupil is learning the keys and notes, other musical facts are communicated to him, and he soon becomes acquainted 
with the different relations of sounds, in reference to their distances, progressions, and combinations. Iiy which means he 
aequires a knowledge of the relation of the predícate to. the subject; and thus a logical operation is performed, which, in the 
learning of language aud grammar, is daily repeated, but, from the want of ocular representation, daily forgotten. 

It has been proved, that by this method a child of nine or ten years of age leams in one year as much music and logic together 
as an adult can acquire of music alone in the space of two years by any other plan. At the age of twenty-one, I had the mor-

* Father of Theodore Koerner, the celebrated poet. 
f An academy has been established at Posen, in Poland, since 1825, by Mr. Agtha. 
% AUnd-^eituny, No. 301, 18 Deeetabec, 1826. 
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iification to find,. that though possessing a passionate love for composition, sonie tálent, ánd sóme previouí knowledge of the 
subject, I could not, after a year's instruction under an able master, write harmony in four parts more correctly, or treat it 
more philosophioally, than had been done by children of the age of nine or ten, after a year and a half's tuition upon Logier's 
system. Last year I visited the Establiahment of Mr. Agathe in Dresden, where music is taught on Logier's system. I was re-
quested to write down on the slate a theme of my own choice, to be harmonized in four parts by one of the scholars. The 
•theme was in C minor J time, with discords. The pupil on whotn the task devolved was a girl of twelve years oíd, and who 
had attended the school about two years. She noted dowu the harmony, and made only one error in eight bars, which she her-
self immediately discovered and corrected. Iu this exercise the mind of the pupil (before a single note was written) underwent 
«he following logical process : First, it was necessary to ascertain instantaneously the key of the piece; secondly, to see what 
.situation was prescribed for the accompanying parts by the situation and the progression of the principal part; thirdly, to con-
írive that the preparing discords should be heard as concords; fourthly, to determine what discords must be prepared, and 
what may be unprepared ; fifthly, to make the different parts move as melodionsly as possible ; and, sixthly, to attend to the 
perfect orthographical as well as grammatical correctness of the composition. As the theme consisted of eight bars, harmonized 
in / o t tr parís, it was necessary that the most intense attention should be directed to two and thirty bars. 

Thus throughout this process a very liigh degree of abstraction and logical dednction was spontaneously exercised by this 
little girl; and it is evident that even if great musical knowledge should fail.to he acquired by Logier's method of instruction, 
still his system carries the pupil through a course of logical exercises which cannot but facilítate his progress in any other intel
ectual pursuit; and that the study of music, thus conducted, possesses great advantage, inasmueh as it interests and ani-
mates by the powerful charm of harmony. I never saw my own children go to their musical lessons with any tbing like 
reluctance ; and at Mr. Agathe's Establishment, where from sixteen to twenty children are hourly engaged together, some study-
iug theory, and others practising the piano, I never saw any but cheerful and happy countenanees. 

This system is particularly suited to young females, since it habituates their minds to that logical tura of thinking which the 
other sex acquircs in the study of the Latin lauguage ; and surely it is an invaluable benefit conferred on society to early ac-
custoin thefair sexto think and reason consisteutly. To boys of the age of nine or ten, who may be found incapable of the 
degree of application requisite for attaiuing any considerable progress in elegant studies, this system will afford a preparatory 
course, which, by awakening and interesting the mind, cannot fail to cali forth and invigurate the inteüect. It, moreover, 
affords a no less useful than pleasing occupation for young people during a few hours of the day, which gives it an additional 
claim to the countenauce and suppurt of parents and guardians. 

It is sometimes asked, " Where will be the advantage of having our children taught music, since they must afterwards de
voto tlicmselves to more serious occupations ?" To this let it be answered, that if good musical instruction does not immediately 
tend to produce statesmen, judges, financiers, &c. neither does the sensible parent prescribe a profession for his son by anti-
cipatiou. He leaves the choice of his professional pursuits to be determiued by the particular bent of his genius. The graud 
object of a prudent father's care is, to rouse and prepare the understanding of his son for those studies which may lay the 
fo'undation of his future elevation; namely, the ancient languages and philosophy. This object Logier's system is eminently 
calculated tofulfil; and it cannot be deemed unimportant to society, if it serve as a preparatiou for those studies which fit 
men for the learned professions. Atthe age of ten or twelve, indications of the future great jurist, theologian, or physician, 
are scarcely ever manifested ; but to promote the development of dawning faculties, and, at the same time, to render that 
process as easy and as agreeable as possible, should be the chief object of early education. The yonth who is engaged in se
rious studies peculiarly requires the recreation which the fine arts are calculated to afford. Such a recreation is incalculably 
preferable to the gaming-tahle and many other pernicious amusements ; and it has been truly observed by F. H. Jacobi, that 
" whoever helps to promote a taste for quiet domestic amusements, contributes to the happinessof his fellow-creatures." No-
thing, indeed, should be neglected which assists in extending a taste for the fine arts, and a relish for Ihe intellectual pleasure 
those arts afford. 

The following is extracted from a review of the Germán edition of the System* : 
To the satisfaction of all the unprejudiced portion of the musical world, the above work has at length made its appearance. 

The task of arranging and explaining the numerous rules, precepts, modifications, ice. necessary for an elementary book of 
musical instruction, and of developing the no less numerous comhinatious of chords, in a manner suited to the capacities of 
children and beginners, to whom every word must be defined with didactic precisión, was a truly Herculean labour, the extent 
and difficulty of which will be acknowledged by all who are not blinded by prejudice, or totally ignorant of the subject. Eut it 
must be confessed (and every passage of the work warrants the assertion), that Mr. Logier has executed his colossal under-
taking iu a most able and satisfactory manner. Even the little physical artífices which tend so materially to facilítate the pro
gress of the pupil, are contrived with singular iugenuity ; and those who underrate such helps, must appear to the inventor of 

* It must be observed that the Treatise on the Science is equally useful and interesting to all musicians, be their favourite 
instruments what they may; the elucidations, for convenience only, being referred chiefly to the piano-forte. 

H 
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this system in much the same situation as the detractors of Columbas stood, after he had shewn them how to make an egg standf 
on oue end. They exclaimed, " We can all do that!" And so they could, after the great discoverer had taught them the 
means. 

A full development of Mr. Logier's original, profound, and extended views, is now before the public, and, no donbt, muclü 
curiosity will be manifested to become acquainted with a method so well calculated to expedite the improvement of the young 
student, to enlarge the perceptions of the learned composer, and to aid the discriminative powers of the investigating critic. 
To the connoisseur, it cannot l3t it be a source of gratificado!) to examine andanalyze the works ofcelebrated composers by the 
new system, thereby obtaining the surest test of the perfection of those masterly productions, and of the excellence of Mr. 
Logier's rules. The work deserves to be particularly recommended to parents, guardiáns, and all whose attention is directed 
to the education of the rising generation. 

•With the utmost confidence we here declare it to be our delibérate opinión, that Logier's system of musical instruction 
ought to be taught in all schools, along with, or even before, the first courses of elementary education. It should be taught, not 
only to those who learn music merely as a source of amusement, but also to those who have no particular iuclination to 

' Learn it, and evento those who have little natural talent for i t ; because the system, advancing as it does by progressive 
«eps and deductions to the most rigid and solid conclusions, serves easily and agreeably to develop and strengthen the youth-
ful mind. It is applicable, with equal advantage, to the instruction of pupils of opposite characters. Its remarkable iutelli-
gibility at once rivets the attention of the lively and impatient; while the more slow ánd painstaking student finds in its 
various collateral aids encouragement to proceed. Even the repetitions necessary to his surmounting every difficulty are ren-
dered pleasing by the charms of harmony, which are a source of delight to all. The child, who is taught music by this me
thod, has, at every step, to take prospective and retrospective views of the subject, and is made to understand the why and the 
mherefore of every thing required to be done. This produces a solidity of judgment, a quickness of comprehension, and a con-
sistency in action, which must opérate beneficially on the future studies, and indeed on the future conduet, of children of both 
sexes, whether they make the prosecution of music a principal or an inferior object, or even ultimately entirely ñeglect it. 
It is to be hoped, that, following the example of his Majesty the King of Prussia, other great powers will direct their atten
tion to a system of instruction, which, while it eusures the cultivation of one of the fine arts, is eminently calculated to fa
cilítate and promote that which ought to be an object of high importance with all goveruments; namely, the general educa
tion and intellectual improvement of rising generations. 

The Introduction of ¿he System into Spain 

was accomplisbed by Messrs. Sexto Pérez and C, Peichler, assisted by different branches of their families. Thebooks 
of instruction were published in the Spanish language, several hundreds of the Chiroplast were manufactured, and an 
academy was opened at Cádiz*. The yellow fever raging there delayed for some time the püblic examination of the 
pupils, the success of which was to decide the PERMANEXT ADOPTION OF THE SYSTEM IN SPAIN, the patronage of the 
high authorities, and the granting of a patent of exclusive privilege by the king. This examination, however, took 
place in October 1820. 

The following extract from a letter of Messrs. Pérez and Peichler, dated the 17th of the same month, addressed 
to Mr. Logier, gives an account of the circumstances : 

On the 3d and 6th of this month we presented thirty-five pupils to be examined. Eight days previously we published a 
plan of the arrangements, ¡n which was given a listof the ñames of the pupils, and an invitation to every one who wished to 
attend to apply for tickets : all professors, not only in Cádiz, but throughout Spain, were at liberty to come without tickets, and 

. liad two benches set apart for themselves alone, as the persons who were to examine our pupils. This surprised every one ; for 
infact it was thought a very hazardous thing to present our pupils to be examined by our greatest euemies. Nevertheless, we 

, had the courage of all those who are sure they are right. The Aguntamiento, who are the governors here, presided, and other 
oorporations were also present, so that the room had a most serious aspect. In England you have never-this sort of examina-
tions. The day carne, and, at the hour fixed, when the rooms were full and the authorities assembled, we asked their perrms-
si'ou to begin (a custom we have in this country in all proceedings of this nature). When we had their assent, we addressed 
otirselves to the public and said, " If there is any professor who wishes to begin the examination, the pupils are ready." No 
one answered a word. We waited some time, and asked again, repeating the question even a third time ; and seeing that 
there was not one amongst the many present who would begin, we addressed the audience, observing, that as no professor 
«cerned desirous of examining the pupils, we were sorry to be under the necessity' of prbceeding ourselves ; and thus we com-

* " I have delayed writing until I am able to tell yOü, that I have established here the best ácademy on your system in point 
' of magnificence that you can conceive. I have taken eme of the most beautiful houses in this c i ty ; and, from the style of 

building here, it has the appearance of á palace. The great room is 57 feet long by 21 feet wide, and superbly furnished." 
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menced, and proceeded with the greatest success imaginable. The pupils belonged, all of them, to the first families; and it 
was eharming to see this display of their abilities. We went as far as modulation and writing in four parts : the whole was 
honoured with the greatest applause ; and at the conclusión we were called by the governors, who presided, for the purpose of 
congratulating us upon having introduced into our native country a system which did so much honour to the inventor, and to 
us, for being the introducers o f i t iu Spain.—On the second day, when we asked, as before, if there was any in the room that 
wished to examine the pupils, a professor got up, and addressed the audience for some time ; said, he did notbelieve all that 
we said about the system, aud that he would examine the pupils. You may suppose how much we were surprised atthis man's 
temerity ; for really it required no little courage to attempt, on the second day, publicly to oppose that which the public had, 
the day before, approved with so much satisfactiou. When he had finished his speech, we told him he might begin with any of 
the pupils he pleased. He did not like this bold invitation. However, after making some observations against the system, 
for which he received a severe reproof from the audience, he began to propose his questions. After this gentleman had 
satisfied his doubts, he said he was surprised to see how weíl the pupils had acquitted themselves; he acknowledged publicly 
that the system was very good, and that he had no more doubts of its exeellenee; but as all his questions had been of too 
trifling a nature, we presssed him to elicit stronger proofs. We desired him to write a melody for the pupils to harmonize, 
which he did not like to do. However, he played an air on the piano-forte, and we wrote it on the board. As soon as it was 
written, several pupils got up, and in a moment the melody was harmonized, without a single mistake.. Here the professor 
said he was really convinced; that he was sorry for what he had said against the system; and that he there in public retráctert 
all he had said respecting it, before he knew it. 

The result of these public examinations was the general approval and permanent establishment of the system ira 
that kingdom. 

Introducíion of the System at the Cape of Good Hope. 

In July 1826, an academy on this system was established at the Cape of Good Hope by Mr, Green's-brother, in 
conjunction with a son of Mr. Logier. 

The fóllowing are extracts fronrletters received from the above gentlemen as to its first introduction there : 

July 16, 1826. 
Last week, for the salisfaction of their parents and friends, we gave a private examination of our first pupils, many of 

them between five and a half and seven years oíd ; some of whom had received only six weeks' instruction,- and none more than 
three months. 

The room was crowded to excess, and we have the pleasure to say, that a company more distinguished for science aud re-
spectability never before assembled at the Cape. They all expressed their astonishment at the progress of the children, and 
paid the highest possible compliments to the system j adding, that they never enjoyed such a treat as had been that day afforded : 

them. 
This examination produced not only a change of sentiment amongst the sceptics, who acknowledged that they had formed 

erroneous ideas of the system, but also a considerable increase of pupils. The audience wereparticularly struck by the man-
ner in which the pupils harmonized a melody given by a Germán gentleman, Mr. Beile (the only good piano-forte teacher we 
had before). 

After two hours and a half, the examination concluded with Mr. F. Logier treatingthe company with Kalkbrenner's concertó, 
which broüght forth great applause. The most complete satisfaction seemed to reign on all sides, and it was with the greatest 
reluctance that the company retired. 

\2th Oct. 1826. 
On the 7th instant we gave a public examination of our pupils at the Commercial Hall. Three hundred and fífty tickets were 

issued, but I suppose one hundred more found their way without tickets j and thus we were a little incommoded. 
Fifteen piano-fortes were employed. The children played with wonderful spirit and confidence, and proceeded at the 

lecture-board as far as harmonizing a very difficult melody in four parts with inverted. basses. Mr. F. Logier played the rondo 
tO his father's concertó in E flat; and the whole concluded with"God save the Ring" in full concert. The examination continued 
nninterruptedly for three hours, during which time the most intense interest was manifested by the whole audience. 

This will give the ctmp-de-grace to all oppouents, and silence all thesquabbles respecting the excellence of Mr. Logier's system, 
which have even disturbed the dignity of our Court: no champion can now be found to enter the lists with our warm advocates.' 

This establishment has since continued eminently successful, and it may be said that now no other plan o f musical 
instruction is pursued in the colony. 

Many interesting particulars might be added regardíng the introduction of this system in other parts of the world, 
as it has been some time in progress in Italy, France, some of the West India Islands, and the United States of 
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America; but the circumstanoes will be found in all cases nearly similar—tlie same oppositlon from the oíd pro» 

fessors, the same enthusiasm in its adopters and promoters, and the same brilliant success in its progress. 

The preceding extracts, however, will afFord some gratification not only to those who are already aequainted with 

the real merits of the system, but also to all who are liberally interested in the general diffusion of knowledge. 

The publislier having been personally and intimately aequainted with its rise and progress from the very com-

mencement, cauld readily add innumerable recommendations for the general adoption of this system; but he pre

sumes to hope, that those who have perused the Treatise, to which this Manual is appended, will be sufficiently con-

vinced of the simplicity and efficacy of this method of acquiring a knowledge of the science of music and musical 

•composition. The method of acquiring a knowledge of the practical performance of the pianoforte, particularly for 

very young practitioners, has been on all occasions found so extraordinarily efBcacious and expeditious, that it has 

every where elicited the most lively marks of approbation ; and these two branches of the system united have in 

their effeets insured thehighest admiration wherever ithas been introduced. 

Of its admirable aptitude for the purpose of public instruction, more than sufficient testimony has been given. 

For prívate families it will he found eminently adapted. Music must be considered as an essential part, at least 

of female education ; and this method of tuition is invaluable to the governess, to whom it affbrds infallible means-

of conducting to a high point of advancement the musical education of those committed to her care, without de-

rnanding, on her part, any previous study which can materially encroach upon the time so necessary for the attainment 

of the very numerous qualifications now so generally required. 

T H E E N D . 

The Principal W O R K S employed in Mr. L o g i e r ' s Method of Instruction, published at M t . G r e e n ' s , 33, Soho-squ 
where may be procured also every Description of Ruled Books, Slates, Lecture-Boards, ¿RE. 

T H E FIRST C O M P A N I O N T O T H E C H I R O 
P L A S T ; with a Description of that Invention, and an 
Explanation of its Use; the Rudiments of Music and 
the ArtofPiano-ft. Playing Simplified (12thEd.) 8s. 

S E a ü E L TO T H E FIRST C O M P A N I O N , for more 
advanced Pupils, grounded on the same Succession 
of Harmonies as the Lessons contained in the C O M 
PANION, so as to be played with them in Concert on 
another Piano-forte . . (8th Edit.) fingered, 6s. 

T H E SECOND C O M P A N I O N T O T H E CHIRO
PLAST, similar to the First Book, but chiefly in the 
Minor Mode ; to which are added the Diatonic 
Scales, for both Hands; with the Chromatic Scale, 
Plain and in Octaves 4s. 

SEQUEL T O T H E SECOND C O M P A N I O N . 6s. 

T H I R T Y - F O U R LESSONS, as Accompts. to the First 
and Second Companions, so as to be played by 
another Performer on the same Piano-forte . 4s. 

LOGIER'S T R E A T I S E O N T H E SCIENCE OF MUSIC A N D P R A C T I C A L COMPOSITION, dedicated to 
His M A J E S T Y , with a Portrait of the Author, in boards, 2 guineas. 

T H E M E S for Exercise in the Study of the above Work, 3s. 6d. 

JUVENILE DUETS A N D TRIOS, for One Piano
forte, chiefly on Five Notes for each Hand . . 5s. 

EXERCISES FOR T H E HANDS, in a familiar Style, 
as an intermedíate Step to those by Cramer, Kalk-
brenner, &c fingered, 4s. 

LOGIER'S T H E O R E T I C A L A N D P R A C T I C A L 
S T U D Y FOR T H E P I A N O - F O R T E ; consisting 
of Classical Works, with Fundamental and Figured 

Basses, and a blanh Staff above for the tiddition of 

the playable Harmonies, by the Student fingered, 

14Numbers. . . each 5s. 

1. Corelli's First Concertó. 
2. Ditto Eighth Ditto. 
3. Handel's Occasional Over. 
4. Ditto Overt. to Esther. 
5. Haydn'sSym.inD,Al.&An. 
6. Ditto Min.Trio&Presto. 
7. TVIozai't'sOv.to Zauberflote 
8. Ditto to Figaro. 
9. Clemeuti's Easy Son. in D. 

10. Scarlatti's Son. Cat's Fu. 
11. Beethoven's Trio in E b , 

with Acct.for a 2d Piano
forte, Allegro 8c Adagio 

12. Do. Min. Trio, ¡c Filíale. 
13. Kalkbrenner's Son. in C, 

Allegro & Air with Var. 
14. Do. do. Minuet, Trio, 

Adagio, & Rondo. 

Printed by L. Harrison, 5, Priiicc's-street, Leicester-sqaare. 
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