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PREFACE.

e ——

"THE rapid sale of this little Wark, and
the flattering approbation which has been
bestowed upon it by many of the most emi-
nent Professors, have given great satisfac-
tion to the Author. In presenting another
KEdition to the Musical World, he hegs to
wepeat, that it is not intgnded to imterfers
with the mode of instryction which any
Masgter has already adopted, byt te be nsed
either in private Tyitign or teaching in
Clesges, in gddition to the regular Lessons
already in use. :

The Author thinks it necessary to repeat,
that he doea not affer this Book as contain-
ing guy thing mew; yet he hopes it will be
found useful in explaining the Budiments,
apd thereby enahling the Master to devote
more time to other important branches of
Music.

The following remarks, although eertainly
superfluous to Professors in general, he
. hopes will not be thought intrusive.
a2 '
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The principal object of every Teacher
should be, to make his Pupils thoroughly
comprehend one question, before they pro-
ceed to another; for this purpose each one’
should be provided with a Music-slate,”
upon which, after explanation, the Teacher
should write an -Exercise. drawn from the
questions or the Appendix, leaving thé’
‘blanks to be filled up by the Pupils.

- Every Exercise should be repeated, and -
the form of it varied, until it be done without -
a mistake, and until the Pupil be able ‘to-
give an Example' upon the Instrument; or:
answer-any question, whether proeposed. in !
the regular order or otherwise,. This -will-
be - attended with a little trouble to the:
Master in the first instance. only, as.the
Author recommends that the Learners of the
second Chapter, should be Teackers of the -
first ; and this should be. done at a distant -
part of the room in which the Master is"
giving his Lessons at the Piano-Forte, - that
he may, by way of keeping up the attention
“of the Scholars, occasionally inspect their’
Examples; and it is recommended that an
Examination of the whole School should
take place.at stated periods.
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On the subject of Teaching in Classes, it
may perhaps be necessary te say a few
werds. The Author has practised it for
some years, whenever an opportunity has
offeyed, and he is of opinion, that so far as
relates to the Rudiments of Music, and of
Thorough Base, (which this Book does not
treat of), it is highly advantageous—not
only on account of the emulation which it
exoites in the Scholars, but also on account
of the time which it saves. Much more,
however, is necessary, in playing the Piano-
Forte, than mere accuracy. The Author
therefore is strongly of opinion, that only
one should be taught to play at a time; for,
independently of reading the Notes, strik-
ing the proper Keys with the proper fingers,
&c. &c. the greatest attention is requisite,
both on the part of Master and Scholar,
to the position of the hand, and manner of
playing*. The Author, however, by no .

¢ To those who are unacquainted with the Piano-Forte, a
few words in explanation of what is meant by ¢ manner of-
playing,”’ may be necessary. In'the first place, one Key must
be held down until the next is struck, and no longer: ade-
viation from this rule, will either produce a want of clearness,
ar a.waut of connexion in every passage that is played : aftex:



vi PREFACE.

means wishes it to be understood, that he is
averse to.the Pupils playing occasionally
together, what they have first learned sepé:
rately : on the contrary, he thinks it highly
desirable, particularly where they have con-
tracted any hesitation in their manner. In
‘this case, he has found great advantage in
making one Scholar play the Treble and
another the Base, or in making the second
Scholar play an Octave above the Treble or
below the Base, while the other is playing.
the Lesson with both hands; or, what is a
still more commeon practice, by adding an
Accompaniment himself.

To those who may not have already
taught their Pupils in Classes, the Author
ventures to suggest the followmg outline of
a plan for forming

Classes for Music in Schbols.

The School to be divided into Classes by

8 habit of doing this is acquired, the exceptions must be at-
tended to ; which are, to raise the fingers from all Notes that
are to be repeated, and from those which have particular

_ marks set over them, as well as at the Rests. More, itis -
" conceived, need not be said, to convince any one of the impos=
uibility of teaching properly a number of Scholars together...
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the Master; one whole Class to attend at a
time,. with one Pupil from the Class nmext
above, as Teacher.

- - Each Pupil to be Teacher in turn.

. The Pupils not to be admitted into an
upper Class, until they- have passed regu-
larly through, and can give all the requisite
Examples in the lower Classes.

Pupils of talent to be removed to the
upper Classes, as soon as the Master finds
them qualified, without waiting for those
who are less rapid in their improvement.

The Exercises of each Class to be ap-
pointed by the Master. They may be
selected either from the Primer, or by
makmg the Pupils explain to the Teacher
the Lesson about to be played; both the
Time marked, and manner of counting it
throughout, pointing out those Notes from
which the fingers are to be raised, those
Notes which are td be held down, the rea-
‘sons for the fingering, &c. &c.

The Classes to be held only during the-

;-_ttme the Master is giving his Lessons at the
Piano-Forte.

" The younger Pupils to be attended at
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their daily practice by one of the elder ones, .
who is to be appointed by the Master.

After being made thoroughly acquainted
with the contents of this Book, the Pupils
may proceed to the study of Harmony, and
the practice of playing from Figured Bases.
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THE

PIANO-FORTE PRIMER.

CHAP. L
OF THE KEYS, STAFF, &c.

—at——
HOW are the Keys of the Piano-Forte mamed ?

From the first seven letters of the alphabet.:
the Eighth, or Octave, is a repetition of the
first. Example, A, B, C, D, E,F, G, A, B,
C, &c.

How are the Letters applied to the Keys?

First, by observing that the Black Keys are
divided into groups of two and three. D, is
between the two Black Keys ; G, is on the left,

and A, on the right, between the three Black
ones. )



2 CHAP. 1.—KEYS, STAFR, &c.
Describe the situation of the others.

* C, is on the left; and E, on the right hand

side of D:
F, is on the left of G; and B, on the nght

of A.
What is a Staff?

A Staff consists of five Lines and four Spaces,
upon which the Notes are placed, and named
regularly by degrees. .

Name the Degrees of the Staff, upwards and down-
wards. '

Line
4th Space,
—4th Line.
3d Space.
vy 3d Line. Lani
Qpaoe
2d Line.
st Space.
st or Jowest Line.

Suppose a Note upon the first Line is called E, what
will be the name of a Note in the first Space ?

If the first Line is E, the first Space will be
F; the second Line G, the second Space A,
&e. &c.

By what means is a particular letter applied to a Note,‘
upon any degree of the Staff? -

By a Clef, or Key to the Notes, wlnch is
placed at the beginning of the Staff. ;



o

GHAP. I1.——KEYS, 6TAFF, &z 8

What Clefs are in present use for the Piano<Forte?

The G, or Treble Clef, E generally

used for the right hand, or upper pait ; and the

F, or Base Clef, g generally used for

the left hand, or lower part.
Upon what Line is the Treble Clef placed?

The G, or Treble Clef, is placed upon the
second Line ; consequently, the Note upon that
Line is called G, or the Clef Note.

Name the Treble Notes, upwards and downwards
from the Clef Note.
A A B €C D E F

E F G
or Clef Note.

Give an Exercise upon the foregoing Treble Notes.
Upon what Line is the Base Clef placed?

The F, or Base Clef, is placed upon the fourth
Line; consequently, the Note upon the fourth
Line is called F, or the Base Clef Note. '
' c
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. Name the Base Notes, upwards and downwards from

the Clef

Note.

G -

A

G A B C D E For
Clef Note.

»

Give an Exercise upon the foregoing Base Notes.

How are higher or lower Notes written?

Upon, above, or below Ledger Lines, which
are drawn above and below the Staff.

Name the Degrees above and below the Staff.

&e.

|
=
- 2 & —
e o s = - =
Note . Upon the | Above | Upon the | Above | Upon | Above .
above the|1st Ledge: the 1st | 2d Ledger|the 2d, | the 3d. | the 3d.
Staff. T Line &c.
nbova the Line. | above the
Staff. Staff.
&c.
g ®* W
Note | Upon the Below the ‘U&on the|Below the
below the| 1st Led| st Ledger &c. 2d.
Staff. Lmebeow Line,

the Staff.
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Give Exercises upon the foregoing Treble and Base
Notes.

How is the sjtaation of the Clef Notes determined on
the Piano-Forte?

First, by finding that C, which is nearest the
middle of the Instfument, called middle C: the
G, or Trehle Clef Note, is the firs§ G above,
or on the right-hand side of it.

The F, or Base Clef Note, is the first P
below, or on the left hand side of middle C.

How.are the situations of the other Notes determined ?

By going to the fight, for those above; and
to the left, for those below the Clef Notes. ’

Give an Exercise for naming and stribng, some Treble
and Base Notes.



CHAP, II.
OF THE LENGTH OF NOTES, RESTS, &c.

e

How many different sorts of Notes are in general use?
Six,

Describe and shew their different forms.

X .l :
* — 7
Semibreve. Minim. Crotchet. Quaver. Semiquaver. i-

quaver.

What proportion do they bear to each other?

Each Note is only half the length of the one
preceding ; for example, a Minim is only half
as long as a Semibreve, consequently one Semi-
breve is as long as two Minims.

Suppose you wish to know how many Semiquavers are
equal to a Semibreve or Minim, in what manner will you
reckon them ? : o

~ By beginning from any one, and proceeding
in rotation, always doubling the number; for

c3
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example, One Crotchet is as long as Two
Quavers, Four Semiquavers, or Eight Demise-
miquavers,

.- LY .
Repeat the general Table of the value of Notes. ¢

g

# S

S g 2 £
5 E§ £ & & &
: £ § & 3§ %
@0 = o < ) a
O =2=4=8 =16=32
F-=2=4 8 = 16
r=2—'4=8
U:—,.‘Z.:'.,‘l

V = 2

Name the balf the fourth, the eighth, the sixteenth of

a Semibreve; of a Minim, Crotchet, Quaver, &c

WhatareRests?

" Marks for Sllence, correspondmg thh the
different Notes. .
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- Describe and shew them.

Semibreve Minim. Crotchet. Quaver. Semiquaver, Dehivo
Rest. miquaver.

two With three
. Heads.

Undera Overa 'Turned W Turned to
Line,  Line. thevight. theleft. H

What is the wee of a Dot, after any Note or Rest?

A Dot is equal to half the preceding Notes
consequently, a Semibreve with a Dot, is equal
to three Minims, or six Crotchets, &c. A Dot-
ted Crotchet is as long as three Quavers, &c.

RS — E—

B>
Wil

What is a Triplet # ,

When three Quavers, instead of two, ar:e
played to-a Crotchet, they aze called a Tuiplet;
or three Semiquavers, instead of two, to » Qua~
ver; and in the same proportion to all the other

el
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Notes. Triplets are generally, but not always,
marked with a figure of 3.

A figure of 6, is sometimes placed over six Quavers or
Semiquavers, &c. What does it signify?

It signifies that the six Quavers are to be
played in the time of four, or in the time of one
Minim.

)‘\
6
N
6
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CHAP. IIIL.
OF TIME.

..
‘WHAT are Bars?

Short Lines drawn across the Staff, to dmde
the Music into equal portlons but the Music
between two of these, is also called a Bar, or
Measure.

How many sorts of Time are there?

Two ; Common Time, and Triple Time,

What is meant by Common Time ?

An éven number of parts in a Bar, as Two,
Four, Six, or Twelve.

What is meant by Triple Time?

Au edd number of perts, asleeeo:Nme.

How ia the Time marked ? - ol

At the beginning of every piece of Music;
sometimes i is marked bya C which signifies

Common* Plpre, and the Bar then contains the
value of a Semibreve, but generally expressed
four Crotchets in a Bar: the Time is also
occasionally marked by two Figures, which have
a reference to the Semibreve.
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How do the Figures refer to the Semibreve?

The lowest Figure shews into how many
parts the Semibreve is divided, and the upper
Figure shews how many of those parts are to be
in a Bar.

Name the divi.sions of a Semibreve.

A Semibreve divided into two parts, will
become Minims ; divided into four parts, it will
become Crotchets ; divided into eight parts, it
‘will become Quavers: consequently, the figure
of 2, represents Minims; the figure of 4, repre-
sents Crotchets ; and.the ﬁgnre of 8, represents
Quavers, : :

Explain the following Marks of Time, pointing out
which are Common, and which are Triple Time.

SIssiEns
SEEEE sl

How many sorts of Common and Triple Time are
there?

ik

Two of each, viz. Simple and Compound,
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How are they distinguished ?

The easiest way is to remember, that if the
Number of Notes expressed by the figures is
less than 6, it is Simple ; but if it is 6, or more
than 6, it is Compound.

Explain again all the Marks of Time, pointing out
which are Simple and which are Compound.

Is it necessary to count the Time exactly as expressed
by the Figures?

No: two Crotchets may be counted as four
Quavers ; three Crotchets as six Quavers, &c,

How is the Time to be counted, if the piece contains
Triplets?

It must be counted by the value of the Trip-
let: for example, if there are three Quavers
to a Crotchet, the Time must be counted by
Crotchets; if there are three Semiquavers to a
Quaver, it must be counted by Quavers.
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CHAP. IV,

OF THE POSITION OF THE HAND, AND
MANNER OF PLAYING, &c.

. ————

In what position shoald the hand and arm be beld ?

The hand and arm shoald be even, neither
raising nor depressing the wrist; the fingers
should be bent at the middle joint, so as to
bring the points of them even with the end of
the thumb. .

How many Keys should be covered by the hand in its
natural position ?

Five ; one finger over the centre of each Key.
In pressing down a Key with one finger, care
must be taken not to move the others.

- How many Keys are to be held down at a time?

Generally speaking, one; and that must be
kept down until the next Key is struck, but not
longer. When two or more Keys are struck at
one time, they are considered but as one, and
they must be held down until the next Keys are
struck,

In what cases should the fingers be raised ?

When any Key is struck more than once, it
should be raised every time but the last; and
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the fingers must of course be raised whenever a
Rest appears.

. What is the meaning of playing Legato #

It signifies playing smoothly, alwijs keeping
. one Key down until the next be struck.

What is playing Stacéato #

Separating the Notes from each -other, or
raising the finger from one Key before the other
~ isdown, .

Whatis a Slvr? \_/ /-\

Itisa curved line, drawn over, or under, two
or more Notes, to signify that they are to be
played Legato.

What is a Tie, orBind? ~

It is of the same form as a Slur, but plaeed
to two Notes alike : it binds the-second to the
first, so that only the first is to be struck; bat
the finger must be held down the full time of
both.

How are Notes marked which are to be played Stac-
eato?’ . .

With round dots or pointed specks, above or
below them : those with dots, are to be played
D
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moderately .staccato: shose with specks, -very

much so.
Play the following passage, in. the three diffarent ways

it is marked.

E"””'E ;

-How are Notes to be- played which are marked with
Dots and Slurs also ? ' '
On 2 repetition of the same Note, they should

be played as closely as posslble.

When Notes, thus marked, are played in
succession, the fingers should be gently put

down,. and gently raised. -
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CHAP.' V.
OF SHARPS, FLATS, &c.
i —
WaaAT is an Interval?

An Interval is the difference or distance be-
tween two sounds.’ .

What is the smallest Interval? . ..

A Semitone, ‘or half ii.'l‘éné; _wl;ich on the

Black oge. e
Whltll a,Shutpt # P L
‘A Sharp plmd&em any the, Yaives it one’

Semitone, or to the next Key on the right hand.

Whatisa Flat? )

- A Flat plated before any Note, lowers it one
Semitone, or to the next Key on thé feft hand.

s ot
2

L 3
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What is a Natural? H

A Natural bnngs a Note that has been mnd.},
by a Sharp, or lowered by a Flat, to its former

place again :
D

consequently, a Natural sometimes raises, and
sometimes lowers a Note.

Why are Sharps or l"lnuplaced at thebegmmngofa
piece of Music?

Any Sharps or Flats placed at the begmmng,
affect all Notes of the corresponding names, -

thronghont the piece. For mmple,gu Slmp

on the ﬁfth Line, % mgniﬁes tliat all

the F’s are to be played sharp ; and Flats upon

the third Line and fourth Space; g

signify that all the B’s and E’s are to be flat.
What are Accidental Sharps, Flats, or N?tunls?
Accidentals are those ‘which ,grenqt marked
at the beginning-of -the piece.- .



How long does the influence of an Accidental last?
An Accidental affects all Notes of the same
ntme in the Bar. - For eample,

V al —

signifies that all the C’s are to be sharp, though
only the first is marked.

The Flat in' this Example, although placed to
B on the third Line, affects the B above the
first Ledger Line. '

Do.Accidentals ever affect Nokes in the following Bar ?
Yes: if the last Noté of one Bar, which has

been made»_sb_ary,j begins the next, it is to con~.
tinue sharp.

e

The same is to be observed of Flats and Nitarels.
3
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CHAP. VI
- OF COMMON CHARACTERS USED IN MUSIC.

L .

War is the use of Double Bars? E

Double Bars are placed in the middle, or at
the end of a piece of Music, to shew thata
part, or the whole, is finished.

What ig the use of Dots at-a Bery or-at a Double Bar?

They signify, that that part of the Music
which is on the same side as the Dots, is to be

repeated. For example, i these

Dots being on the left-hand side of the Double
Bar, signify that the Performer is to repeat the

- former piece; but these Dots i

being on the right-hand side, sigoify that the
Performer, after having played to the next Dots,
is to retorn to this places - - - - -
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What is the use of a Sign? .$'

The second time it occurs in a piece of Mu-
sic, it is generally accompanied with the words,
¢ Dal Segno,” which signify « From the Sign;”

consequently, the Performer is to return to the
first mark.

What is the meaning of Da Capo ?—-—genernlly abbre-
viated D.C.”

From the beginning. .
What is the meaning of Da Capo al s&,.or
From the be:giﬁﬁing at the Sign.

Why are the Figures 1 and 2, sometimes placed at the
Double Bar, in the middle of a Movement?

The Dots at the Double Bar shew that the
piece is to be repeated ‘and the Figures denote
that the Performer, in playmg it through the
second time, is to- omit the Bar marked 1, and
play that which is masked 2, instead.
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What is the use o;‘ﬁl’ause? ')

A Pause placed over a Note, signifies that, the‘
ﬁ'nger is to be held down, and the Performer is.
to pause as long as he thinks prope_r

O

A Pause o;'er a Rest has the same meaning,,
excepting that the fingers are to be raised.

N

R It

Why is a Pause sometimes placed over: a Double Bar?
ro\

—H=

A Pause, (or the words Il Fine), placed at a.
Double Bar, shews that the piece is to end at-
that plaee, after the Du. Capo. :

WblzulbemeumngofthewordBu?

Tt is generally accompanied with-Dots at the
Bars, and placed under a'Slus: ‘it signifies, that
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the passage over whiéh it is placed, is to ‘be
played twice over. .

A\ .
Bis.

What is the use of a Direct # -

It is placed at the end of a Staff, or at the
bottom of a page, to indicate the name of the
following Note.

What is the meaning of Folti Subitof generally marked

V. S.
Polti, means turn over; Subito, quickly.
What is the meaning of Ottava Alta? generally marked
8va, -=--e---
It signifies, that the Music over which it is
placed, is to be played an Octave higher, as far
as the marks of continuation extend.

What is the meaning of Loco?
It signifies, that the Music is to be played as
it is written ; that is to say, no longer an Octave

higher.
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Previowsly'to commencing the ‘next Chapter; the Papil
should be exercised in namiug the Keys of the -Piano-
Forte, without looking at the Instrument, remarking, of"
course, that the Black-Keysare-occasionally called Sharps,.
and occasionally Flats:" (See Appendix, Exercise I.)—
The White Keys also, commonly called E, F, and B, C,
frequently change their names, and are used as Flats or.
Sharps to their neighbouring Keys. The others too, are
occasionally called Double Sharps and Double Flats,
which are explained-at the beginifing of Chapi' XI. '(See.
also Appendix, Exercise IL.)

LD R T I ST N B



CHAP. VIIL B
/0% GRACES, AND COMMON MARKS OF
: EXPRESSION.
) et —
Waar is an Appoggiatura?
@lt isa small Note prefixed to a lar,ge one,
’from which it generally takes half its Time. For
example, an Appoggiatura before a Minim, -

ﬁg consequently it does not lengthen

‘the .Bar. .

When an Appoggiatara-is placed before a double Note,
is it to.be played by itself, (as it appears), or with the
lower Note?

The Appoggiatura is to be played instead of
part of the upper Note; : consequently, the
lower Note must be played with it. For ex-

must be played as two Crotchets,
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~ Are all Appoggiaturas to be made balf the time of the

Note they precede?

No: they, as well as the other Graces usedm
Music, depend greatly on the taste and judg-
ment of the Performer; consequently, they can
be best explained as they occur.

How is a Turn @ to be made?

" A Tum is to be made with the Note abows,
and the Note below that which is written, be-
ginning with the highest : consequently, a Turn
upon C, will be made with D, C, B, C. ‘

Should the lowest Note of a Turn be a Tone, or a Se—
mitone below the Note written?

In most cases it should be a Semitone.

Supposing a Turn be made upon Aj; is it immaterial
whether it be called B, A, G#, A, or B;A, AD, A}

No; three different letters must be made use
of in a Tarn; therefore the lowest must be
called G #, and not A p. :

Name, write, or play a Turn upon A, upon B, C, D,.

E,'F, G, &c. (See Appendix, Exercise III.) -
- “How is a Turn made upon a Dotted Note?

By first striking the Note itself, and makmg
the Turn afterwards.

ﬁgﬁa_‘s
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What is an Inverted Turn? ©h

- An Inverted Turn consists of the same Notes
‘as 8 Tarn; but beginning with ‘the lowest,,m-
stead of the highest Note.

Make an Inverted Turn upon A, B, C, D, E, F, G, &c.

How is a Shake to be made?

A Shake is made with the Note above, and
the Note which is written; beginning with the
highest, and concluding with a Turn. = For ex-
ample, P '

Mbelfﬁﬁl

- | e o | ]
The rapidity of the Shake dependlng on the
ability. of the Performer.
Make a Shake upon A, B,C, D, E, F, G, &c.
What is the meamng of Piano ?

Soﬁ, generally abbreviated an, or P.
B

Or thus,
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What is Pianissimo? -
¢ - Véry-soft; -generally: abbreviated: PPino: - o
PP.. . :
What is the meaning of Forte?
* Loud; generally‘abbreviated for. or f.
What is Fortissimo?
Very loud; generally marked ffmo. or f£. .
‘What, is the meaning of Mezzo Forte, and Mezzo
Piano? =
s Mezzo Forte signifies moderately loud, and
Mezzo Piano moderately soft: they are gene-
rally marked mf. and mp.
What is the meaning of Dolce, or Dol.? -
Softly, or sweetly.
What is the 'nx'eaningpf~Tenuto, -or- Teno? A
It signifies, that the fingers =~e to be particu~-
larly held down during the passage to which it
is;applied.
‘Whatis Formado, os Sforsato ?
.. They- each:. signify:/that.one. Note.:is to. be
played strong : they are.shbreviated. £z, and:sf.

What is Rinforsando ?

It signifies that several Notes are to be played
strong :* it is generally matked rinf. or of. '
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What is the meaning of iGresoendo; ror Gntao? -

-Begin softly, add wwyammm
The ﬁollomng mwk

is also occasionally used, to signify that the
Performer is to play Piano where it is small,
and Forte where it is large. If a small mark

of this sort > is-applied to one Note,: it
has the same effect-as fz.
‘What is the meaning of Diminuekidb;, vr:Decresbendo ?
Begin loud, and gradually diminish the sound.
They are generally marked dim? decres? or

What is the meaning of Calando, or Calo?
Gradually softer and slower.

What is the meaning of Perdenddei ?

It has the same meaning as Calando.

What is the meaning of & Tempo, or Tempc?rimoi

‘After -having shackened the -Time at Calanido,’

it sigiiifies that' the origimal Time is to'be re-:
sumed.
B2
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What is the meaning of ‘ad libitum, or ad Lib.?

"It signifies * at pleasure ;”* that is to say, the
Performer may play the passage as it is written,
or introduce any Cadence he thinks proper.

When two Notes are marked with a Slur, thus,

g —~
in what manner are they to be played?

.
And if marked thus, | that is to

vu —
o
say, the first is to be pressed and held down,

the second played softly, and the finger raised
immediately.

What is meant by a curved or waved Line placed be-

) fore a Chord ? )
( or %

It signifies that the Notes are not to be played
quite together, but successively from the lowest
upwards. Chords played in - this ‘manner- are
called spread. N

c .
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 CHAP. VHI.
OF INTERVALS.
.‘
Waar is an Inwﬁil?

An Interval is the difference or distance be-
tween two sounds. It must be remembered,
that all Intervals are called according to the de-
grees of the Staff, or according to the num-
ber of letters they are distant from each

other. For insmce,E is a Second ;

E a. Sharp Second : but if the
same Keysare struck,and called E

the Interval is then ealled a Third.
" Are Intervals to be reckoned upwards or downwards?

Always wpwards from the Note: named; snless

the contrary be-expressed. -
B 3
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What is a Tone?

In consists of two Semitones. The Interval
between F and F #, is one Semitone ; and be-
tween F# and G ls another. For example,

consequently, the Interval between F and G is
a whole Tone*.

What is a Minor, or lesser Third?

A Minor Third (sometimes improperly called
a Flat Third) is three Semitones from the Note
named. For example, the Minor Third of A,
must be reckoned thus: from A to A# one
Semitone, to B two, to C three.

123

e i

%4

* The Pupil should be required to' prove all Intervals, by
inserting (or counting) the Semitones in this manner.

.
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‘How many Semitones is a Major, or Greater Third
from the Note named?

Four: (this Interval is sometimes improperly
called a Sharp Third),

As the Semitone above C, may be called either Cdor
Db, is it immaterial, in reckoning the Major Third of
A, whether you say C § or D b?

No; the Major Third of A; must be called
C#. For example, A, B, C, is a Third, and
A, B, C, D, is a Fourth.

Neme, write, or play Minor and Mujor Thirds to A,
B,C,D,E F,G; oAl B#_C# DtE#, r#,
G#; toAp, Bp,ChH, Db, Eb, FP, G (See Ap-
pendix, part of Exercise IV.)

Name, write, or- play Minor and Major Thirds to
A Bb, C, D& ED, F, G§; Ab, B, C4 Db,
%4, Gb: A B Ch D, 2 P, G. (See 45
pendix, part of Exercige IV.) Lo
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" How many Semitones is a perfoot Fifsk from:the Note
named?

Seven: | i :
1 23 456:7

o/ BRI Ao ey

but the easiest way is to remember, that every
Note, excepting- one, has a Fifth either Sharp,
Flat, or'Natural, ltke itself. Forexample, the
Fifth of C is ‘G, the'Fifth of C4 is G§, the
Fifth of Cbis Gb.

What Note has a Fifth unlike xself?

B; the Fifth of which must be raised a Semi-
tone to make it perfect. For example, the Fifth
of B is F§, the Fifth of B # is Fx, the Fifth
of Bpis F. :

Name or write Fifths to all the Notes, beginning with
F and proceeding always a Fifth higher.

F, C, G, D, A, E, B,F#,C#,G#,D#. :
Aﬂ, E% B# Fx, Cx, &e, 4
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Name Fifths to Flats now, commencisg with F P...

Fb, Cb, Gb,Db,A'b,_'Eb, Bb, Fl, &c.

By way of Exercise, now name. the Fifths below, and
observe that, in reckoning downwards, every Note has a
Fifth like itself, excepting F, the Fifth below. which,
must be lowered a Semitone. For example, the Fifth
below F is B}, the Fifth below F]), is Bfjar, the Fifth
below F # is B.

B,E,A, D, G, C, F Bb, Eb, Ab,Db,
Gb, cb, Fb, Bl &e.

Name the Flfttu below to the Sharps, commencm;
with' B #

BHES A% D# GS, c#, F % BY, ac.

Name again the two Letters which have Fifths, not
Sharp, Flat, or Natural, like themselves.

B, in reckoning Fifths -upwards; and F, in
reckoning Fifths downwards, -

Whac is the Lmding Note?

The leadmg Note is the Sharp Seventh of the
Scale: it is eleven Semitones from the Note
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namey ; but the easiest way is to -reckon ‘it one
Semitone below the Octave.

12345678 91011

A
’_A"'A'IYA'H\" b 38 5 AL .
M n" L%

umq‘&,m is the Leadivg Nm-di;ysl
a Sharp?

No. .For example, the Leudmg Note of F,
is Ef ; the Leading Note of A, is G#, aid'the
Leading Note of Ch, is Bf¥.

As the Leading Note is one Semitone below the Oc-
tave, is it immaterial whether the Leading Note of A, be
alled G § or AQ?

. No:z Gondthotgh Abis ;Senmonmbdo'the
Octave, it is the eighth letter or Degree, and the
Leading Note: must-be ¢he seventh. )

'Inmmmglnmernhmgmenl,nnmﬁuenttomme
the letter; if a Natoral be intended. “Thos it is sufficiesit to
say that the Minor Third of A is C, ‘and notsay €83 but in
naming or writing L2ding Notes, it should be always ex-
preseed : thmtheangNuedenAh the Leading
Note of Ey is D}, &c. This is recommended, that the
Pupil may hereafter more readily find the Leading. Notes of
theMimqus,whcharealwaysmrkedmthanAem
dental Sharp, ¥Flat, or Nateral.
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Name or write the Leading Note of A; of B, C, D,b
F,G; ofA# B#, C#, D#, E#, F#. G# of A
Bp,Ch,Dh ED, rb,Gb (See Appendix, pert
of Exercise IV.)

Name or write Minor Thirds, Major Thirds, Fifths, and
Leading Notes, to A, B, C, D, E, F, G; As, B* Ct
DR ER FH Gi: Ab, Bb,Ch, Db, ED, F

(See Appendix, Exercise IV.) -

Name or write Minor Thirds, MaJor Thirds, Fifths,
and Leading Notes, to Afy; B C, Db, E§: F, 6b;
A% B,Ch, D#E,Pb, G#’- A; Bb,'C# ‘D; mb
F#, G. .
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CHAP: IX. ... = ...
OF THE SIGNATURE. '
How do y.;)n determine what is the Ibmc, or. Key Note
of a piece of Mugic? T
.- Principally by the Signatare, or number of
Sharps or Flats at the beginning.. g
What method have you of discovering the Tonic? .

Every Tonic, or Key Note, is a fifth higher
for every additional Sharp, and a fifth lower for
every additional Flat, commencing always with
C, which Key has neither Flat nor Sharp.

Name the order of Keys with Sharps.

C has no Sharp, G has one, D has two, A
has three, E has four, 1B has five, F # has six,
and C# has seven.

Name the order of Keys with Flats,

C has no Flat, F has one, B[ has two, Eh

has three, A ]2 has four, D] has five, G |y hay
s‘ix,',i and C |2 has seven.
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How many Keys bave the same Signature?
* There are two of each. - For example; every
Tonic, or Key Note, has its Relative: Minor*.
How is the Relative Minor of any Key to be found ?

The Relative Minor of every Key is a Minor
Third below. For example, the Relative Mi-
nor of C, is A Minor; the Relative Minor of
B, is G Minor.

Name the Relative Minor of C, of G, D A, E, B
F& c#; orc, F,Bh, EB, ab,ph, Gh. and cb
(See Appendix, part of Exercise V.) _

In what manner do you decide whether a pieceis in the
Key which is indicated by the Slgnature, or in its Rela-
tive Minor?..

By looking for the Leading Note of the Mmor
Key alluded to; as the Leading Note of every
Minor Key is marked with an Accldental Sharp
or Natural. For example,

Judging from the Signature, this may be either

# The difference between Major and Minor Keys wall be
more fully explained hereafter: the present is only given as
the readiest way of enabling a Pupil to ascertain what Key
any piece of Music is in.

L)
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in C, or A'Minor; -but as the Brst ‘G is' sharp,
(which is the Leatding Note of A), the pidce is

This piece, having one Sharp at the- Signature,
mmy be either in G, or E Minor; but as the
ﬁrst Di is mot Shaq:, it cannot be in E Minor;
consequently, it is in the Keyof G.
Is this an invariable Rule for ascertalmng what Key a
pleee of Music is in?

No: exceptions to it (though very seldom)

ey be met with; but these can only be under-
-stood by thase who stady Harmony.
" Nétok or white the'obder of Ky Withi Shatpand Fhits ;
also the Relative Minor, '#id the Lieading'Note ¢f the
Relative Minor, to each Key. (See Appendix, Exer-
cise V.) '

As the Relative Minor ‘f any Key is & Minor Third
below, of course, the Relative Major of any Minor Key
is a Minor Third abowe, name, therefore, the Relative
Major of A Minor, &c. &c. (See Appendix, Exet_cneV )



CHAP. X,'
OF THE FORMATION OF THE SCALE.
Waar is a Tetrachord ?
'A Tetrachord is composed of four Sounds,
placed at the Intervals of two Pones and one
Semitone ; that is tosay, the Interval between

the first and second Sound must be a Tone; be-
tween the second and third, a Tone; and be-

tweeq the third and foyrth, a Semitone.

. o)

Make Tetrachords, commencing with F; As; Bb;
Fl. Mark the Semitone with a Slur. (See Appendix,
.Exercise VL.).

Make descending Tetrachords, commencing with A,
Bb Fb Bh and observe, that the Interval of the

Semitgpe must, stil] be hetween the tyg, bighest Sognds of
the Tetrachord. (See Append:x, m VIL),
F2
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What is the Diatonic Scale ?

The Diatonic Scale must consist of the seven
Letters or Degrees, and the Octave to the first,
in regular succession, proceedmg by Tones and
Semitones, -

) How do you form the Diatonic Scale ?

By making two Tetrachords, leaving the In-
terval of one Tone between them, called the
Tone of Disjunction. . :

. Form the Scale of C. - Mark tbe Sem:mnes with a Slar,

and separate the Tetrachords, at the Tone of stjuncuon,
by a Bar

Lower Tetrachord. . Upper Tetrachord.

P

It is to be remarked, that the Semitones are
between the Third and Fourth, and between the
Seventh and Eighth of the Scale. In all Major
Keys, the ascending and descending Scales are
composed of the same Notes. ~

Name every Interval of the foregomg Scale..

C, is the Tonic, or Key Note ; D, the second;
E, the third; F, the fourth, &c. &c.*

e orhe’ Pupxl should be required to name the Intervals of
everyScalnlmnformed. _— o EER
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Mgkeﬂ;gSpgleofE#; the Scale of G 3. (See Ap-
pendix,. Exercise VIIL)

‘Mske the descending Scale of Ajy; F§. (See Ap-
pendix, Exercise IX.)

In what manner are Scales to be formed, so as to shew
their connexion with each other, and to shew the order of
the seven Sharps?

Commence with the Scale of C, and take the
upper Tetrachord of one Scale for the lower Te-
trachord of the next. Observe, that every Scale
will be a Fifth higher than the preceding, and
will haye an additional Sharp.

Make Scales progressively; mark the first and each
succeeding Sharp upon. a separate Staff, until you have
found the order of the seven Sharps, viz.

(8ee Appendix, Buemoe Xy

"Mmmd &emaﬂh 1...;,
it will be necdssary, in in commenaing .meeeetlng .
qopytthomofd'udmuTmuhocd- Omvem

3
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-After ‘having found the order of Sharps regularly, by
making Scales, the Pupil will do well to remember, that
F is the first, and that every succeeding Sharp is a Fifth
higher.

In what manner are Scales to be formed, 8o as to shew
the order of the Flats?

-

Exactly the reverse of the former; that is to
say, the lower Tetrachord of one Scale must be
taken for the upper Tetrachord of the next. For
example, the lower Tetrachord of C, is the
upper one of F.

g

Scale of C.. " “Scale of By,
Lo o

Scale of F*.

v

('S J

‘Make Scales progressively; mark the first and each
succeeding Flat upon a separate Staff, until you have
found the order of the seven Flats, viz.

(See Appendix, Exercise XI.)

essdry, in commencing the six

* In order to avoid the meonvennenceofthel,dgb?.lnu,
it will be nec:
cn:z“the Notes of the alternate Tetradmd- ‘& Oceave
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After baving found the order of Flats regularly, by
forming the Scales, the Pupil will do well to remember,
that B is the first Flat, and that every succeeding Flat is
a Fifth lower.

What is meant by the Dominant and Subdominant ?

The Dominant signifies the Fifth above, and
the Subdominant the Fifth below. Every Scale
is intimately connected with the Scales of its
Dominant and Subdominant.

Form the Scale of
dominant.

with its Dominant and ‘Snb-

What is the difference between a Major Key and a
Minor Key?

A Major Key signifies, that the Third of the
Scale is a Major Third from the Tonic; and a

Minor Key signifies, that the Third is a Minor
Third from the Tonic.

Key of C Major, or Key of C, with a Major Third.
. ~ .

h U N

=

3d,

_-Key of A Minor, or-Key, of A, with a Minor Third.
. .-_h
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What.is the Minor Scale ?

"Fhe Minor Scale consists of the same number;_'i
of Tones and Semitones as the Major, (viz. five:
whole Tones and two Semitones), but differently
disposed ; the ascending also, differs from the
descending Scale. For example, A is the Rela-
tive Minor of C, and has neither Flat nor Sharp
at the Signature..

The Semitones, it is to be observed, are not in.
the same situations as in the Major Scale.

How is the Minor Scale to be formed?

The easiest way is to form it with the same
Flats or Sharps as its Relative Major, remem-.
bering, that the Sixth and Seventh.of the
Ascending Scale must each be raised a Semi- -
tone .hy Accidental Sharps or Naturals. For
example, D is'the Relative Minor of F; egnse-
quently, must have B} at the Signature. The
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Sixth and Seventh, as has been before remarked,
are raised by Accidentals, in the Ascending
Stale.

Why are the Sixth and Seventh Notes of the Ascend-
ing Minor Scale raised by Accidentals?

The Seventh is raised, because every Ascend-
ing Scale must have a Leading Note; and the
Sixth is also raised, that the Interval between
the Sixth and Seventh may not be greater than.
a Tone ; for the Diatonic Scale must consist of
Tones and Semitones.

Repeat the method of making a Minor Scale,

F' rst ascertain what is its Relative Major H
secondly, write the Slgnature, thirdly, write the
Scale ascending and descending; fourthly, raise :
the Sixth -and Seventh of the ascending Scale,
each one Semitone. -
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Write the. Sealg. of - Minar, G Mingy,. F § Miges,

B Mipgr, C Minpr, &c. &e. (Seg, Appendiy, . part of
Exercise XIL)

Write the Scale of the Relative Minor of D, E, Dh,
o & & @eeﬁppendlt part of nmcig_gg_;

Wnte.lh.SmhuLtha..Rdnﬁn&Mng_Q- Qg
A,E, B, Ff C§ C, F, Bh Efy, Ah.Dh b,
Cb $S_eeAPB_endlx, Exercise XIL)

wm . . ‘.A. '.A.:.

The Chromatlc Scale eonsists of Semltones
only. .

Is it immaterial, in writing the Chromatic- Scale, whe-
ther you write Ab or G# and As or Bb? ‘

_ No: the Signature must be attended to. For
example, with three Flats, you must not write

)

&e.
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but every Note should have its proper situation
on the Staff, according to the Signature: thus,

This renders fewer Accidentals necessary.

By way of exercise, write the same ‘passage as above,
with four Sharps at the Signature.

Mﬂ =t

The Pupil shoald now Riéfm piojghéisively fll ¥he Major
Scales, and their Relative Minors, ascending and de-
scéuding tWo Obtaves, Yotk for e Righte Plad bnd the
Left. These should be first written on a Slate, fingered,
and when corrected, copied into a Book for daily practice.




CHAP. XI.
OF VARIOUS CHARACTERS USED IN MUSIC.
Wiz is a Double Sharp? X
A Double Sharp raises a Note two Semitones.

===

What is a Double Elat ? h

.A Double Flat lowers a Note two Semitones.

=

How is a Single Sharp or Flat replaced after a Double
ene?

By means of a Natural and Sharp, or a Na-
tural and Flat,
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As a Dot after & Note inekes it half s long agnia, what
is the use of a second Dot?

The second Det ‘is eqnal to half the ﬁrlt,
consequently, a Crotchet with two Deots, is
equal to a Crotchet, Quaver, and Semiquaver.

N ) )
| to |

* As Semi signifies half, and Breve short; why s the
longest Note called a Semibreve?

A Semibreve is the longest in present use;
but there were two others formerly, called a

Long, g @d a Breve, g

‘ Wahat proportion dogs a Sernibreve bear to them?

A Long is equal to two Breves, or four Semi-
breves; consequently, a Semibreve is egual to
half a Breve, or a quarter of a Long.

Is a Demisemigoaser the shortest Note?
 No: there is ome culled a inif Demisomi

quaver, made thws, % amd its Rest thus,

Sixty-four of these areequal {0 mm
¢

i




52 CHAP. XI,~~VARIOUS CHARACTERS

In what manner is a whole Bar Rest marked? -

In the same manner as a Semibreve Rest, be

the value of the Bar what it may.
0O- AT 4

@t&ﬁ—-— mﬁ—
_ KR

In' what manner are Rests for more than one Bar
marked?
A Rest for two Bars is made from one line to

the next ——¥—; for four Bars, from one line

to the next but one —J——but a Figure,
“expressive of the number of Bars, is frequently.
placed over E; and when the number is’
very great, Figures-only are used, %

In what manner do you count several Bars’ Rest?

By naming the number, instead of the word
One, on the first of each Bar. For example,

=
These five Bars’ Rests should be counted

1,982 93]8,9,5314,53]3 35,
instead of always one, two, three.

o
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What is Melody?
A Melody is a succession of Sounds.
What is ﬁamony? V
A combination of Sounds.
" Are there any more Clefs than the Treble and the Base?

Yes: the C Clef, g This Clef is ‘occa-

sionally placed upon either of the four lowest
lines of the Staff, and gives the name of C to’
all Notes on the same line as itself; the other
Notes are, of course, named by degrees from it :
its situation on the Piano-Forte is the middle C.
* When this Clef is placed upon the first line,

upon the second line, E the Mezzo
. C

Soprano Clef; when upon the third line

it is called the Soprano Clef ; when

L

1%

: C
the Alto, or Viola Clef; and when upon the

fburth line, EE the Tenor Clef.

C
a2
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Name all the Degrees of the Staff, aud according to
these Clefs.

Do the Treble and Base Clefs ever change their situa-
tions on the Staff?

Yes, in very old Music: but all Notes on
the line with the Treble Clef, are called G;
and all Notes on the line with the Base Clef, are
called F. '

Give Examples according to the following Clefs :

What is the difference between a Chromatic and a .
Diatonic Semitone ?

A Chromatic Semitone remains on the same
degree of the Staff, and is called by the same

letter, as E; whereas a Diatonic

Semitone changes its degree and name, thus:

=

What is the meaning of Enharmonic?

The Enharmonic Diesis, or Quarter Tone, is
the difference between two following Notes, one
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of which is raised, and the other lowered a
Chromatic Semitone. This Interval cannot be
expressed on the Piano-Forte, from its con-
struction ; but the same Key must be struck for
the Sharp of the lowest Note, and the Flat of
the highest.

—) L

Trppe

3
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CHAP. XIIL

OF YHE COMMON TERMS RELATING 10O
TIME, &c.

——

ExprLaIN some of the words which are prefixed to
pieces of Music, to express the Time and Magner they
are to be performed in.

They are very indefinite ; but the following
are the most common :

GRAVE ...... In the slowest time.
ADAGIO .... Very slow.
LARGO ...... Slow.

LARGHETTO.. Rather less slow than Largo.
MODERATO .. In moderate time.
CANTABILE .. In a singing and graceful style.
ANDANTE .. Ina marked and distinct ranner.
ANDANTINO.. In a flowing style.
PASTORALE.. Ina pastoral style.
MAESTOSO .. Majestically.

ALLEGRO.... Quick.

‘ALLEGRETTO Not so quick as Allegro.
VIVACE ...... Lively.

PRESTO .... Very quick.

PRESTISSIMO As quick as possible.
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In conclusion, the Author begs to observe,
he does not wish it to be understood, that he
conceives the foregoing pages to contain all
that it is necessary a Pupil should know : many
things, no doubt, have been inadvertently, and
others have been intentionally omitted, as it is
his opinion, that persons frequently fail entirely
of attaining their object, by attempting to teach
too much: he only hopes, that those Pupils
who thoroughly understand what he has endea-
voured to communicate in this Book, will not
be considered the most deficient among the nu-
merous Students of the Piano-Forte.
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EXERCISE 1.
NAME the Keys of the Piano-Forte.
C,CéorDb, D,D%orEb, E,F,F#or Gh,
‘G, G§orA b, A, A#oer, B, C.

EXERCISE II.

IsF§ (or Bb, C x, &c. &c.) a Black Key, or a
White one ?

(N. B. In the following Example, the Black Notes are used
to express the Black Keys, and the White Notes the White
Keys.)
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EXERCISE III.

TURNS.

A Turn upon A, must be made mth B,A,G#%, A,
B, C* B, A§, B.
c, D,C, B, C.
D, E,D, C#,D.
E, F,E, D4 E.
Fy - G, F, E, F.
G, A GF§ G.

—_— A, —— B,ABGx,

—_— Blf,’ — C,BD, A, Bg
C# ———— D,Cl B, Ch

——— D§——— E,D§Cx,D

——— Eb, F,ED, D, Eb.
Fb, G,Fb,Eb, Fb.
Gb, —— A; Gb’ Fs Gb,

&L‘. &C. )

® The Signature (viz. the Sharps or Flats at the beginning
of the piece of Music) will determine whether the upper
Note of the Turn is to be 8harp, Flat; or Nataral; therefore,
in the present Exercise, the hmr only of the nppn Note
need be named. e ;
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EXERCISE V.
The relative Minor 6fC s A Minor: theleading Note of AtvG 4
G is E Minotr B
D is B Minor . Ag
A s F§ Minor ——— E#
E is C4 Minor B
B s G Minor - Fx
F§ is D§ Minor Cx

C¥ is A ¥ Minor Gx
Cis A Misor ———-—— G§
Fis D Miner ———eu—— Cs
BDis G Minor ——————— F#§
EDis C Minor —eoeo Bl
ADisF Minor —oo El

Dbis B b Miwor Al
GPis EP Minor Dl
cb s Ap Minor Gl

When the Pupil is thoroughly atquainted with the forego-
ing Talde, the questions should be veversed, thus: -~
What is the relative Major f A Minsr, &c. &c.?

Or, in other words,
Of what is A Minor, the relative ?
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EXERCISE VI.—Tetrachords.
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EXERCISE VIII.—Scales.
~

F ==
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EXERCISE XII.

MINOR SCALES.

A Miuor, relative of C.

> 0a . ).
==t

=

E Minor, relative of G.

=

e

B Minor, relative of D.

/g ~

_._Mo—-l- -P--o-.

AN 7 4
[ —
F # Miuor,

3

relative of A.

L4

t-.’?.:g
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C# Minor,

relative of E.

G # Minor, relative of B.
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EXERCISE XII.—CoNTINUED.
MINOR SCALES.
D # Miuor, relative of F#

ey

A # Miuor, relative of C#.

gty

A Minor, relative of C.

H—= _#’ e e e Y B —
==

D Minor, relative of F.

”‘s | "f". v
G Minor, relative of BD.

[ %4

C Minor, relative of ED.
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SR ey~
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EXERCISE XII.—ConTINUED.
‘MINOR SCALES.

F Minor, relative of A D.

Bb Miuor, relative of D b

Attt ey

[ 7

ED Minor, relative of GP.

A Db Minor, relative of Ch.

. yai -5 -0 -~
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Lately Published,

A NEW EDITION OF THE

THOROUGH BASE PRIMER,

CONTAINING
EXPLANATIONS AND EXAMPLES

OF THE

RUDIMENTS OF HARMONY,
‘WITH
FIFTY EXERCISES;
BY

J.F. BURROWES.
pa——

The Author has endeavoured to render the Explana-
nations in this Work as simple as possible ; and in order
to save the time of the Master, as well as to impress
them on the mind of the Student, bas accompanied. the
Explanation of each Chord with progressive Exercises.

This is (as the title implies) an Elementary Work,
not treating of Counterpoint, Rhythim, &c.; and it is
only intended to enable the Student to understand and
accompany Figured Bases, which is iudeed as far as
many wish to proceed.

Also,
For the Use of Students of TuoroucH-Bask, to correspond
in size with this Work,
BURROWES’S COLLECTION OF OLD AND
NEW PSALM TUNES,

Containing, among others, those which are sung at the
Church of St. James, Westminster.



Lately publisked,

CLEMENTI'S GRADUS AD PARNASSUM;

Or, THE A=T oF PLaoYING ON TERE P1ayo-FoRTE ; exem-
plified in a Series of Exercises in the strict and free Styles,
Vol. I. Price 1L 1s.

CLEMENTI'S APPENDIX

To his Introduction to the Art of Playing on the Piano-
Forte. Price 1L 1s.

CRAMER'S NEW EXERCISES,

“ Durce et UTILE;” comsisting of Six Movements, in-
tended as Practices for the Piano-Forte, Price 125,

A COLLECTION OF CANONS,

Of various Species, for Two’,' Three, Four, and Five

‘Voices, by WiLLiamx HorsLey, Mus. Bac. Oxon.
LATOUR’S PRELUDES.

Preludes, in a progressive Style, for the Piano-Forte, com-
posed for the Use of Young Ladies, by T. LaTouRr, Pianiste
to. His Majesty. Price 5s.

BURROWES'S EASY LESSONS,

Containing many Popular Airs, with the Fingering marked
for Beginners, Op. 11. Price 5s.

BURROWES'S THREE SONATINAS,

With Popular Airs for the Middle Movements, Op. 10.
Price 5s. .

SELECT AIRS FROM MOZART'S OPERAS,

For the Piano-Forte, with a Flute Accompaniment ad /ib.
in 18 Numbers, Price 4s. each.



Also lately  published, the following Works,
by J. F. BURROWES.

A Series of CALEDONIAN AIRS, with Variations for

the Piano-Forte. Price 2s. 6d. each.

No. 1. Kenmure’s on and awa’.—2. The Blue Beil,—
8.’Auld Robin Gray.—4. Auld lang syne.—5. The White
Cockade.—6. Charlie’s my darling.—7. The Highland Lad-
die.—~8. Saw ye my Father.—9. Tweed-side.—10. Maggit
Lauder.—11. Shepherds, I have lest my love.—~12. The Aal¢
Wife ayont the Fire,

SCOTTISH RONDOS. Price 1s. 6d. each.

No. 1. Bannocks o’Barley Meal.—2. Miss Forbes's Farewell.
~38. Jumping John.—4. Loch Erroch Side.—5. Ye Banks
and Braes.—6. And they're > Noddin.—7. Mary’s Dream,—
8. The Flow’rs of Edinbargh.—9. The Campbells are coming.
—10. The Lass of Ecclefechan.—11. Over the water to Char-
lie.—12. Mount and go.—13. Lewie Gordon.—14. Jenny’s
Bawbie.—To be coatinued.

A Series of HIBERNIAN AIRS, Price 2s. 6d. each.

No. 1. Planxty Connor.—2. Grammachree and Planxty
Kelly.—3. My Lodging is on the cold ground.—4. Erin go
Bragh and St. Patrick’s Day—To be continued.

DUETS FOR THE PIANO FORTE, Selected from

The Beggar’s Opera, in 3 books, 3¢. 6d. each.—~Rossini’s
Tancredi, in 4 books, 4s. each.—Othello, in 8 books, 4s. each,
~—Zelmira, in 4 books, 4s. each.—Graun’s Te Deum, &c. &¢.

Ao,
CALEDONJAN DUETS for the Piano Forte.

1. Scots wha wi’ Wallace bled, and Auld lang syne.—
2. John Anderson, and Duncan Gray.—8. Charlie’s my dar-
ling, and They're 2’ Noddin.—To be contimwed.
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HANDEL’S CHORUSSES,
As Duets for the Piano-Forte,

No. 1. O the Pleasure of the Plains.—2. Welcome, mighty
King.—3. Hallelujah.—4. March, and Glory to God, from
Joshua.—5. The Horse and his Rider.—6. From the Censer.
—T7. Awake the Trumpet.—8. Lift up your heads.—9. See
the Cenquering Hero.—10. For unto us a Child is born.—
11, Around let Acclamations ring.—12. Hailstones.— Also
the opening of the Dettingen Te Deum.

CABINET OF HANDEL,

Consisting of his most celebrated Chorusses, arranged for
the Organ or Piano-Forte, with the Words added (to the lat-
ter Numbers), in order that those who are not possessed of
the Scores, may enter more fully into the spirit of the Com- *
positions ; in Forty Numbers.—To be continued. ‘

HAYDN’S CHORUSSES, FROM THE CREATION.

The Praise of God—Achieved is the glorious Work—and,
the Heavens are telling, arranged in the same style as the
preceding.

DUETS for the HARP and PIANO-FORTE,

with Accompaniments, ad lid. for the Flute and Violoncello.

Introduction and Air, with Variations,—Select Airs from
Rossini’s Tancredi, in 4 books.—Othello, in 3 books.—Zel-
mira, in 4 books.—Chorusses: The Praise of God.—Halle-
lujah.—Coronation Anthem.—See the Conquering Hero.—
Hailstones.—For unto us a Child is born.—Welcome mighty

King—Graun’s Te Deam.—Music in Macbeth, &c. &c.—
To. be continued.

B. M'Millan, Printes,
Eow Street, Covent Garden.



