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PREFACE.

" Dans les beaux arts, ne pas avancer e'est reculer.'

If any doubt existed respecting the rapid and astonishing progress of instrumental music, and the necessity of the

harpist's coming forward to promote the advancement of his particular branch of the art, I would recommend the in-

credulous to peruse the works of Hummel, Czerny, Moscheles, and Herz, again to listen to the extraordinary per-

formances of Paganini, the highly gifted Spohr, the talented De Beriot, Mori, Nicholson, &c. &c. and he will be soon

convinced, that, in the present new musical era, the harp, if resting its claims solely on past excellence, cannot expect

to hold long its distinguished station among other instruments. Deeply impressed with this, and emboldened by the

approbation bestowed upon many of my former works, both by harp amateurs and professors, I venture to submit to them

the following pages—the result of many anxious hours passed in endeavouring to increase the resources of that noble

instrument, to raise its consequence, and to open a new and extensive field to harp music.

As the object of the present work is, not to improve what has been already treated of, but to give information on

fresh subjects, the harpist must not expect to find in its pages precepts and examples belonging to the present mode of

harp-playing; nor will he be required to unlearn or throw aside anything he already knows ; and his former studies should

be as complete as possible, in order that his attention may not be diverted from the novelties which will be presented to

him. I must, however, add (not to repulse the attempts of those fair pupils who expect to please and be pleased without

much effort), that many of the new effects and passages, being calculated for adaptation to familiar as well as more

scientific music, they can be also employed both by harpists of moderate abilities and by proficients
;
particularly if the

former are guided by a master thoroughly acquainted with the whole contents of the following work, and if strict attention

is paid to the observations which succeed this avant-propos.

A long preface being seldom read (fortunate, indeed, is an author when a short one is noticed), I shall not enter into

minute details to explain in tohat the new effects consist, but shall only state—first, that harmonics, those soft, enchanting,

and truly Ossianic sounds, hitherto scarcely known, will be presented under so many fanciful forms, that every requisite

for an effective performance, slow or rapid, may be obtained without the aid of a single natural sound* (see the Com-

parative Table, between pages 38 and 39, and the Instructions for the New Harmonics, page 1 to 42) ; secondly, that

rapid successions of double and triple notes for one hand, the martellato (single and double), the undulated sounds, the

enharmonic arpeggios, and many other novel and peculiar passages, will henceforth grace the pages of harp music : in

short, that the new acquirements will enable the harpist to command a more brilliant, variegated, and effective perform-

ance than has ever been attained.

This publication will, no doubt, be unmercifully criticised by les partisans de la viei/le ecole. These rigid censors,

ever anxious to mar all attempts at improvement, will not fail to assert, that I have overthrown all known rules ; that half

of the contents of the work is impracticable ; and the whole of it uncalled for : but the harpist is entreated not to be dis-

couraged by these clamours, and to recollect that the introduction of the double-action harp was formerly very violently

opposed, and that many musical innovations, now universally adopted and propagated, were at first abused and condemned

as useless. Let me also assure him (my long experience entitles me, I trust, to his confidence) that not a single subject,

precept, or example, has been allowed a place in this work without the most rigorous scrutiny as to its fitness and its pro-

bable future influence or usefulness : and, respecting the soi-disant insurmountable difficulties of many of the effects, I

can safely say, from daily experience, that perseverance and an attentive practice will soon conquer them.

* As it may be hereafter said that I have imitated Paganini, I declare, most positively, that, when F wrote the contents of this work, I had ml heard him,
may

and that I have not xntre added or changed a single line.

London,

-1, Fivgal Terrace, Oxford Terrace, Edgewarc Road, West

N. C. BOCHSA.
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A FEW OBSERVATIONS RESPECTING THE PRACTICE OF THE NEW EFFECTS.

I do not address these observations to the proficient (fully relying on his zeal and talent to enter into the spirit of the

following acquirements con amore), but to the harpist less advanced, who, having not completed his studies in the present

mode of harp-playing, cannot be expected to devote all his time to the contents of this work. To the latter I recommend
most earnestly not to be too hasty in attempting difficulties beyond his reach, and to regulate his practice of the new effects

by the following table, which indicate the heads of those subjects which are likely to suit his moderate abilities, or to be

more immediately wanted in future familiar harp music; together with references to the proper pages, &c. &c. In

consulting constantly this most useful table, the candidate for future excellence cannot err.

A TABLE

Of some of the new Effects, in the order in which the;/ must be practised by Harpists who hare not yet completed their

Studies in the present Mode of Harp-playing.

Double Harmonics for the right hand, page 1 and 2.

Triple Harmonics, ditto, page 2.

Double Harmonics for the left hand, page 3. (The examples on sixths and sevenths only.)

Triple Harmonics, ditto, page 3 and 4.

Arpeggios in Harmonics, page 4, Examples I, 3.

Etouffes Harmonics, page 6, 7, and Examples, 2, 3, 1, in page 8.

Semi-6touff6s Harmonics, page 11, and Examples 3, 4, 5, 6, 9, in page 12.

Two-third Harmonics, page 15, 16, 17, 18, and the Example in E flat in page2l.

Chromatic Scales and Passages without the motion of one pedal, page 22.

Single " Altissimi'''' Harmonics for the right hand, page 25.

Ditto for the left hand, page 25, 26.

Triple " Altissimi" Harmonics, page 30.

" Leggiere " Harmonics, at the bottom of page 31 , 32, Examples 1,2, in page 33, and Example 29 in page 36.

Double-octave Harmonics, page 37, Observations, page 38, and the Comparative Table, between pages 38 and 39.

Double Glissando for the right hand, page 42, and Example 5, page 43.

Ditto for the left hand, page 52.

Single " Marlellatd" for the right hand, page 64, and the first three braces in page 65.

Enharmonic Arpeggios, page 74, 75, 76, 77, 78.

When arrived at this stage of his progress, the pupil will, it is expected, be able to practise both the examples he has

missed and the other contents of the book ; if otherwise (as each practitioner is more or less diligent), the master employed

will know best how to direct his future attempt*.

OF THE HARMONIC GUIDE.

Previous to entering on my instructions for the New Harmonics, it is important that notice should be taken of the

harmonic guide, an implement constructed under my immediate superintendence, and manufactured solely by the able

harp-maker Mr. Delveau. This little machine, applied to the instrument, as directed in the Card of Explanation

which accompanies it, will enable the harpist to mark, with the greatest accuracy, the middle of each string, from the highest

A to the lowest F but one ; and thereby pointing out to the eye the spot where the harmonic sound is to be taken,

will prove a very great advantage, as they afford the means of performing, WITH certainty, the e'touffe's, semi-6touffe's,

altissimi, and leggiere harmonics. When the harpist becomes acquainted with the above new effects, he will himself judge

how indispensably necessary will be the harmonic guide—which in shape is elegant, following gracefully the curve occa-

sioned by the different lengths of the strings* ; and its whole apparatus is so simple, that the marking can be effected in

less than two minutes. It may be also added, that the marks drawn along the strings have a tasteful appearance rather

than otherwise, and cannot be objected to more than the usual red and blue strings of the harp, or the black keys of the

pianoforte ; which have been introduced for the same purpose as that I have in view in recommending the harmonic guide ;

viz. to give more certainty to the performer's fingers.

The guide, to which my initials are affixed, with a card of explanation, may be had of Mr. Delveau, % King-street,

Golden-square, and of Messrs. D'Almaine and Co.

* See Curve I, in the figure of the harp, plate 4.



BTJEW HARP1FFECTS AMD PASSAGES.

s

Written explanations, when chiefly demonstrative, too often fail to convey their mean-

ings with that clearness so essential in a work of this kind , and I have deemed it advisa-

ble to substitnte for them, whenever enabled to do so, Lithographic plates which will show

at once, with the greatest accuracy, the different positions of the hands necessary to the

performance of the New effects and passages.

MDUEJLM H*AMMOJPIC8 WITH THE RTGHT HAND.

( Single Harmonics with the thumbs of both hands, and double Harmonics in

Thirds, Fourths] and Fifths with the Left, in the middle part of the Instrument , being al-

ready used in Harp Music, and supposed to be known to the Harpists, no particular no-

tice of them can be taken in a work entirely devoted to new acquirements; and let it be

understood, that, whenever, in the Instructions given on New Harmonics, will be found the

words Common or usual Harmonics',' "as usual" "in the usual way;"usual mark" they all

refer to the above.)

Figure 1 ( Plate 1) exhibits the position of the Right hand,when striking a Third in

Harmonics.

The chief difficulty in performing the Double Harmonics, is to give due force to*h*>

lowest of the two notes, and I would advise the Harpist to strike several times, that

note alone, before he attempts the two together.

Example. (Thirds)

Slow. v x x

111 '^ ::^;j,/
f8

i'

T

l
1 1 1 1

For the Harmonic Seconds and Fourths, same position as above.

Example.
v x x x

_x_

4 L L^^r^
Ww Effects. |
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Figure 2 ( Plate 1) shows the position of the Right hand for the Harmonic Fiflhs.

Example.

R.H
(The fonr fifths below this Example
can be obtained with the same position

.)

The Sixths and Sevenths are produced in the same manner, that is to say, by the pres-

sure of the palm of the hand on the highest string, and that of the little finger on the

lowest; great attention must he bestowed upon the pressure of the bent little finger.being

more difficult to he obtained in Sixths and Sevenths than for the fifths.

Examples (Sixths)

Slow. x x * x x

Right

Hand.

n *<
* 1 * * . °^ f-"^

o
f-°.f JE x x x x

f>
.,.,

i

,,;j-
>

--'frfffTfJ ,,j,j j
J J

J Jill
1

(
Sevenths intermixed with Sixths)

Slow.

Right Q *j *_^
Hand, (fy rtaj ») Qji

of of of

<>.C °J|L A o

f
S5

SL"-E. O^

a a 2
2 2 '2 2

(For Double Harmonics higher than those above. See Pages 26, 27, & 28.)

TRIPLE H*4RMQ*W7CS WITH THE RIGHT HAND.

S*e Figure 3 ( Plate 1

)

It is important to warn the Harpist against any ungraceful motion of the body or arm,

which may be too apt to occur in this rather complicated position; and I recommend

that the second finger, (which will be found at first a little weak,) be practised by itself,

and then with the first finger, before the three notes are struck together.

Examples.

(1) Slow.

Right

Hand

(2)

I* nasi 1

v oa*v (>y
i

j o^y

I
(For higher Triple Harmonics, See Page 30)

It is proper here to remark, that when jingle Harmonics are preceded or followed by

Double or Triple Harmonics, they must be produced with the ball of the thumb, and not

with (he first finger as usual.

New Effects iBorhsal



lUlRMD^TV SIXTHS, SEVENTHS and OCT<AWJES WITH THE LEFT H \N'D.

Figure 4- (Plate 2) indicates the position of the left hand, for the performance of Sixths

in Harmonics _ The Sevenths and Octaves are obtained in the same manner.

Examples. (Sixths)

-X-

<>iT
i

»p 5 "

zzm:
o • <>• o

Q
l

« o
p, I

2 a a

(Sevenths intermixed with Sixths.)

r̂ ^f <>W o? C °|»

£m
3DE
I
*

Left

Hand.

of>-
o
f-o2°f°f "f- gfyng ?ofcfe>f r.Ef.^ f °^

2 rjii t

Octaves.

m

Left

Hand. "°i°5 i
3ESZIZ£=* £ :s*=

^op-
1

*r ~r .,~r i_ <>_

j a °^ t ^T
2 2

ow a
2Pij

f-
-Ui

Oi» o
•w

TTW [)»

or 1 ] 1 1
Ji

* (For higher Sixths, See Page I7j

TMmm HARMONICS WITH THE LEFT HAND.

i

Although the Triple Harmonics, (or Common Chords inHarmonics) with the left hand,

are not quite unknown , so very few can do them well, owing to not having the right po-

sition of the hand, that I think a sketch of it will be acceptable, See Fig. 5, (Plate 3)

The Harpist must bear in mind that to be able to give a clear and distinct tone to

the lowest note of the Triple .Harmonic, that part of the palm of the hand,which is

near the little finger must press the string; rather forcibly.

Example
,

"ir »" "_ » "

J£ gffi :!$i% !$ ##*£#-+T
"When Triple Har-

O

monies comprise intervals of Thirds 8cSixthst^k£$Lz,of Fourths and Sixths
,
-zJ :

< >5 , of

"pj:"o k . ij:tb>—
Fifths and Sixths, - ,of See. ads and Sixths

'-

. of Thirds and St vtnths

od ,

*"
hg of'W-'ths

^
'

Jit
~ tne P ositi°n recommended above for Sixths,SeeFi

gure l 1 Plate2),is to be employed, with this exception that of striking notes with bothtli*'

Ww Effects. fBochs^l



first and second finger. Chords not belonging; to these classes but mixed with them,

must be taken also with this position, in order not to impede the performance by mine,

cessary motion of the hand (See next Example)

E/ \MI'I .E.

(For higher Triple Harmonics, See Page 17^

And*/

\

-?t>
|

I 1 J i 1=1=?=

: v- " - :* "?£u i /V°° v
1

"^ B "8j'-

1
o^x
orv l

g 11*1BR UPlsM HvlR*Yi C&VJ en

.

Tbe Quadruple Harmonics with the right hand, appertaining to another class of Har-

monics, will be hereafter treated upon. (See £age31 ) - Figure 3 (Plate 3) exhibits the

position of the Left hand when striking a Quadruple Harmonic .

( Each Quadruple Harmonic to be well Arpeggio'd)

Example.

Left

Hand.

M . ff Svftr-

1»*
t-

1
*2C rt

£ s
Same Positions as before.

Examples
All notes with the tails upwards invariably are to he played with the right hand.

The two last \rpeg_
gios may be also played

as thus

^y^
ZZ1

-y—r-

i x o °

J * o» H

^~

O I

I
X

~o"~
A ' n . o • q « L-n-"

i *
u_u »—^-, °—

H

°e-4-, 4^oll tt^L-g

»!t# *' i^r #ri i^o!:* /*
a o"»

~t> o_

** ^ £^
,
t „ .» //; •

„ _-J:(4) '-i 1 - ,) *

i-irard. .4//?
-•- ,> o

-4£-

tSL

J*.

\t vv Effects..' Rorlis-i<
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n
UU „,, o_o QJ «J tf "^ c

' i

x
1
x

o ° o <>

fJ-c:^i ?i^gjj
_CL

t
o a «r

-O. -*>

o o » " . o o Q o

*\.?\ -T\

*4JPJPO&I*4nrUm*4® and TUMJVS in H*4MMQNICg*

The pressure of the palm of the right hand on the strings which has heen prescrihed

for the Harmonic thirds , See Fig. 1 (Plate l), will also enahle the Harpist to perform

these musical ornaments in Harmonics .

To insure a clear and full tone, the larger notes must he struck with force.

(i)

Examples of Appogiaturas.

rtightrtl

Hand.

/

i
i—e—f—

a

X * . £2 1 o
X
o 1 o 1

O 1 o
* (2)

_u_

5 r*
l o ' o

1 o
I o

£ 3 5
l o

tti=*
_»

.. fr

1 o

- E-Cf j

x
o

P
X 1

o O

g^ >JU >

X 1
o O

X 1

o o
1

Q
1
O

x 1

o O
o o

p— viL#§^ m

* zza 5?$
IS 1

RigM

(4) „
o" x

C) o

Hani i
„„ 2 o ° x »» x »« O o „ O

?^5
-*-t-

-p*

1_L

3

o
x I 2 ", 2 ?8" o o

J^ flj B
*-+-

-X-J-s3? 1

L^ft

Htud

Harmonic Appogiaturas may be played with the Left Hand.

(1) Examples.
, , w i v i

k x (2) x * x *

k

l_Jj_li_li * X^ 'X IX '1*IX V
x fcV

x

° °
°o o o o o - ""I

I J, o o o I

I

'

(*)„
S'yXl X I

New Efforts (B >rhsa>
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6 Harmonic Turns tvith the Right Hand.

* I g
X X

| v * X i

w 3EES1

'*£-£*•* J3£S St? ^° »^r" ->*"

I
'

V« I

>*] fli ^ J JSJl^ J^i1
ffl J N^-J J^"*1 »^^" » ° O o » " O

9 1 X

j: tfj,«»yt l^o !rys° " =̂3

And . Sosttnuto

.

B 1 >f i

1

1 + 181 X
1

I1 ECS
%H»°-~

o "«T° °

):py>a
f

:fg 9F nc mop "

s/<> w u£ _u.
I * "

(For higher Appogiaturas, See Page S3)

ETO JIT¥M S H*4 MMOJPICS
AND

&MMI MTQUFWrn® H^MMOWICS*

These kind of Harmonics stand conspicuously among; the New Effects, as they

gi\e to the Harpist the means of producing; such a range of Brilliant and tasteful pas_

sages, as certainly have never before been obtained.

ETOUFFES HARMONICS.

In placing the Hands as those delineated in Fig. 4 (Plate 1) the Harpist must be

careful, First; That the pressure of the edge of the whole left hand, as it lays exten-

ded on the middle of the String's (as for Common Harmonics), be such as to produce a

good, clear Harmonic tone, although of the "Etouffe'" cast; Secondly, That the exten-

sion of the left hand should cover the space of an Octave, in which compass the notes

to be played by the right hand, are to be comprised; and Thirdly, To strike always

with great firmness, the strings alotted to the Right hand. This last precept is of the

utmost importance.

The word"Etouffe" must not be taken here in its usual sense, viz. to stopthenotes

after ihey are played. I availed myself of that word in the appellation of these Harmo-

nics, W?ause the Left hand, (producing the Harmonic) not being removed off the strings

after each note (lest we should loose the quickness of execution it is our aim to obtain) they

Effects (Borhsa)



evidently have not their full vibration; but not any of them are to be stopped after

being struck by the right band; indeed so much the contrary, that it is recommended

(as it will be seen in the following pages) to take off the left hand whenever possible

,

immediately after a passage in Etouffes'' Harmonics.

Sign for the Etouffes" Harmonics, |=™o*v©*vc~e|

As these Harmonics are to be used principally in quick Passages and chords in ra_

pid succession, all the following Examples must be practiced in a very animated move_

ment, Allegro rnolto. (The Harmonic Guide will be found of great service for these and the

following Harmonics
)

SI irT* «

. i jp i

I

, ,

\y?'m
'*

The abbreviation vib. (vibrate) placed under or above a particular note, indicates

that the whole of the Left hand is to be removed instantly from the strings, to in-

sure a full vibration not only to the last note played, but also to those before (See

the four next Examples)

' / IrwC-wCwS-vwe^vC-wcl ( *y
I

'«s*e«5«s»:-l(2) Is- »e*ewj«ows«j ISw^wcwSwCwjI

m 1 1

ZLmmm•U
m&

vib.

vib. H
~

4- 3jSgjgB
vib
I

-&** 1
*^T**H-&-,

4-2-^ i

^VTien passages in Etouffes Harmonics" move out of the compass of the Octave

covered by the extended left hand ,( in ascending or descending), that hand must

gently glide on the required strings, without Jerk, or taking it off, and still preser-

ving its same extended position.

( 1) |s<»*C^C^ewCwS^O^SvvS'vvC'WS'W~wC'wS^»SwO»vC*»Ow©wc^S'VvC'WS'WC^C^S'WS^C^S>v5%»O^S^Cwc| ,

m ;i 2 i x E23 a 2 ixtzgi

HTT TO: ns
-q* £ JJ

-6- U

I

Egg
vib.

/> /* JS > fz
1

New Effects. B'xTtsh)
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( 2) |S'**C^*C^«S^w»«*C*v»»*C*iO**Cj/ ul |s-»»S^»C'«*C-v».S'^C'WC'*»'C'%»'e| /4,j ISwC-wc-wcws-*

*SB/gj i'-S•"1 •

I

Vlb.

a
if I

AmtH»-

(5) ^
*f~ x ~<2^

^ +o-?

as

a-*- Hilli
ms
i

1*.

3=?5
1 t? »

—

I

I

When Etouffes Harmonic" passages continue to ascend, the palm of the left hand

(near the wrist) must he slightly raised, in order to catch the middle of the strings,

vihich of course is higher as the string hecome shorter. (See the Figure of the Harp Plate 4)

kC\*JWC«*

Sometimes the thumh, first and second fingers of the extended left hand, are called

to action, hy playing notes that the right could not well reach; in such cases, these

notes are designated hy the usual Harmonic marks <>o,and care must he taken that

they are performed without altering the extended position of the hand.

Examples, in which the Thumh of the Left hand is used.

SwSwS^S^SwSwSwS^C^S^CWSwCwS^C^S^»vv»wCW»WCw»w©wCvV0we'v»'^v»O'*»'S*»'S'V*S'V»'C'»»'S

HE

3.*flJ £ Ml^iJi-

i3:

X. w FfT rts (Borhsa



( 11/ |c-vvCvv-~-vvS^vC-v»'S-\*C-v*CwSwC'»wS^«'S'WC'VvS'WC'**^wC'WS^*CA«'^**C'WS'we|j I^ll;,

rt1' n
u

Examples in which the first finger of the Left hand is used.

(15) &*

Ia i x i a o a a i x i a-

I
C'Wl^OwCwOwCi* CwCwCi

a a i x—i—e- >^ P
JlfljJTg

i £ I+i-

«1 91
X,

k'S'WCvvCv*0**C**CV*S-v*OvvCv»'**«'0**C

a x i <j x
i

a X 1 -2-

JU. m*

2 ~ 7

I
r^Jfl>fi

2
1

-w-

f
Examples in which the second finger of the left hand is used

IS-WOWSA

3 a i

x a x i g :

* a x
7

2 3 1 !)
-a-*-

» tf^ a .
rJJ

^==»:

-3-

o
PiP

o

^^
f75

s
7* fi

^ i jP.rn nj,m i rrs - P^^ . fl"* Tk-^j Jfl a

£ 1£
\i-w Effects RnrVivql

7^ ^ f*



10 19) |-'w - %*- %v -'vvSvvrvvrvkSvkC%*Cv*C\vr%*I-%*Cv»C**C»*S^*S-«(S^*S-\*C-**S>*S>wCA*S-vvCv»C -v»S^*S^v5^*^vvS-v»CvvC'vvC|

o o

Examples in which both first alid second fingers of the left hand are used rapidly.

/ c>l\ |s«jwsv»i«jw5»*wj«c«i»;w;»;«;«j»s«5'wj*s«S'»s|

1 1X12 3 1X12
s«^*smOw^»jw;i* :*5«;i

1
_f
*5j J __lJJ.11 ' 3 _*___«. a a x i a '^ _ 1 X _ 1 _ I X _-

_gg _o — "^ "8 , ing:' v*-_ ^ ^Jt-CS-U

72 7^ 7^ 7^ 7 7*

The following passage, (somewhat difficult on account of the necessary stretch of the Right

. arm and Hand, to reach the lower Bs & Gs) may be employed with good effect

.

\ I |^vv_v*cvvCvvs^*cv*CvvC^*C^vS-vvC'**C'**S^*S'»*SvvSvvSv^^»v5^vS•*w^«0vvSv*CvvS-vvCv*O»'Sv*s^*c|

Etouffes Harmonics may be also played with the Left hand, by striking the strings

with that hand, while the right is extended on them above it, but considering, that the

principal object of these Harmonics is to obtain quick and brilliant passages in these

sweet soimds,and that, the left hand (much to be regretted) is seldom or never able to

perform such passages with ease and effect, very little advantage can be derived from

this mode .

New Efft-CtS. I Bm hsll
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See Figure 5 {Plate})

I give to these Harmonics the name of Semi Etovffe's , for the following reasons;

First; That the side of the first finger crossing the strings heing not so fleshy and

round as the palm of the hand, gives a much more clear tone than that obtained in

the Etouffes Harmonics, Secondly, That the smallness of the finger affording great

facility in removing it from the strings, when a full vibration is required, or again

replacing it when necessary, the Semi Etouffes Harmonics may be said to be almost

of the same family as the Single, Double, and Triple Harmonics, and blend so hap-

pily with them, in tasteful as well as in spirited passages, as to produce effects hith-

erto thought impossible.

The shortness of the first finger, compared with the extension of the whole left

hand, in Etovffe's Harmonics will show at once that, extended Arpeggios, Chords,

and passages comprising intervals of Sixths, Sevenths and Octaves, are here out of

question, and therefore must remain the propriety of the Etouffes Harmonics.

As the first finger will have to move on the strings quickly and almost incessantly,

great attention must be paid to effect that motion very gently, in a gliding manner and

without jerk or removing the finger from the strings, except when the abbreviations

v\b: or v, are placed under or above a note. (See Page 7 )

It is scarcely necessary to add to these observations that the pressure of the side

of the first finger must be exactly on the middle of the string's as usual.

Sign for the Semi Etouffe"s Harmonics. telZ^Z^VZZXZC'S)

Examples.

>
w ~

v.
m

t
. ?-. v. &m r. mm v.

m^ v.

let
r q m* r

q
Ecr r&m^r&i^ m qfffj-Sf

X 1 2 v. X ] „ v
3 * 3

v. v.

1
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M)C
»i; tJ i

x

ta
'

drtfi'cii^^^'^cfl'ftrtCJ'ra- v.

I

(4)
i xrii x i x i 2 i x

#t*¥ s
1 2 1X1, 2

V. V. V.
V.

(5)

>^v^A'v^<**^/vv^1'^AA'A'^^/v•^^^>v^AA•,AAAA/-v^^

P i^ ^^ 3:

gj.
nn 1

^rr^
-2-+

*;. v.

i
' 'x, 2 1 *i ry

y p^f5
X v v

I
iu/ Allegro

\AS+S>*S*S^^s*st^s++^*S*/*V'SS*/V+**^+^
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Semi Etovffrs Harmonics interinixed with other Harmonics. IS

\*-~) Adagio sosten

y—^^
+d ' ft 1

*t. *&£?*. v.
**.

con espres.

Z -2* Xyl vTOf
-S) P- ^PIT*

V.
o V.

v: v
-
v -

V. , v. t>. X-

*-» "ir i—

t; fl J" o
V. o

Ir n
c o

'2 1 X 1 XI

^ V v v v r** 6
riten

1
o ^ v v

1t> <> -P fs-

CP
\W^WAV*VM'^>W^ 1WAMA

ss
— 9 V

^nn P*
a

V Vr v V V V
°-#L V vvvv+v v

i

*
rfo/.

1±3C tit*—r- ^t> V VV V v v

S ^̂ dim.
v v v v

ritard.
<>m " « "»

-s] (*-

ffi
31

nrstt^n<'Tm U^- rtulff

a ; » V v V V I 8 3 * V
"®"

7 X I

riten.

o «^o

I
S~*

#
* v

I> l-i.n fi| t tn

=pirmi fini£u_
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(

.SHAKES in Semi Etouffts Harmonies.
Each note to be given with force, equality of tone and distinctness.

i) o / /-w/'//VV/V-W.v/A'-

j/ fi
i -

\W K
"Lvniu 1 1 -1 1 1 1 1 " 1

*£ « i
s» ' ' - .'/« ' [ft* ' ''' L_= 1

-^- —
vv/A^vvAV///vv^VA^^^wvvv/AVWAV//A^^^^v//»,Avv/AV^vv^^

(5) £r<?»fo
CSZZMl^^

o
I

NW Effects (Bochsi



IS

It must have been remarked in many passages of the above examples (especially

in the slow ones), that the first finger of the right hand is nsed in preference to the

thumb; the reason of this is, that the respective position of that first finger bringing

its fleshy part in contact with the string, produces a sound infinitely more clear

and mellow than that of the thumb, which vertical position is somewhat checked by

the crossing of the left first finger, (in ascending passages more particularly) and

consequently cannot strike the string , exactly with the middle part of it as is usual.

Respecting the Semi-EtovffesHarmonics played with the left hand, the observations

set forth a few pages back for the Etouffes Harmonics with that hand are to be applied

to these, therefore nothing of importance can be added on the subject.

Before proceeding further, I once more urge the Harpist to pay the greatest atten-

tion to the proper pressure of the left hand in the Etovffes Harmonics, and that of the

first finger of the same hand in the Semi Etouffes Harmonics, as from the extreme nice-

ty of that pressure wholly depends the- clearness of tone so essential in obtaining the fol-

lowing most important particular, viz. that of happily blending together these NewHar.
i

monies with the others . The Harpist will no doubt, at first find it difficult to place at

once the Left hand or the first finger on exactly the middle of the strings,, but not

more so than a beginner who has almost the same difficulty to surmount in attempting

the usual Harmonics, and I am convinced by daily experience , that with the use of

the Harmonic Guide, these new acquirements can be attained with as much certainty and

facility as the Common Harmonics

TFO THIRD H*4MJX[pjnCg

.

i

The Two Third Harmonics, chiefly used with the Left hand, are so called, on ac-

count of the Palm of the hand pressing on the Two Thirds of the string', (reckoning

from the sounding board) which lay one sixth part hig'her than the Common Harmonic,-

this particular causes the sound produced to be a Ttcelfth higher than the fundamental

note or open string, instead of being its octave as usual; Per Example, if the fundamen-

tal note or open string be this C f-J ; n = - its three quarter Harmonic will be this

and so on. (See Figure 3, Plate 2, and the Exercises beneath.)

This new mode gives the Harpist the means of obtaining many double and triple Har-

monics, as well as various new passages, which otherwise would be impracticable (See

NVw Effects (Borhsa)
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ihe Examples following the next Exercises) At first , it may be found rather puzzling;,

to have to strike one string, to produce the sound of another-, the more so, as for the

sake of Good Harmony, the note intended to be heard, is always written instead of that

really played- and I recommend the practice of the four next Exercises which no doubt

will familiarise the Performer with this novelty.

This sign & and its respective position on the stave, will indicate the string which

is to be struck, the mark o will be on the Harmonic note as usual

.

Exkrcisks to facilitate the reading and playing of the Tiro Third Harmonics.

(i)

Sounds m Q ~

produced. II fip ^

Strings

Struck.

^^ \iU^iU^i t i

Notes j "V \ I j
i 1

WrittenS L.H.i A « *
I

f - «. — <• r" Mm '

^^unnlu

u=±±

" o

. i » =&
'

r i

'

f r-

&
-o-

AXL

-1—3-

i

£=9-
o

P 3* ?
3£

tH-f^f |

*r-r

Notes

Written

Strings

Strut k.

is)

~o~

J*.Z£=^Z z&- I
35""

-p?^
*s< k

I
-e-

*
ZE

"©- 1#-

l;£
* T. J3T W&

r f ^r f-
r r j*

i

&
IX.

-©_ #—»-

^ i .£.

21
1^2

^ -©-

I

Left

Hand.

(4)m -TT J±

f>-- J 'J ; r f r^
Xsti-ing-

/
\>trinp / \^ / \

I I^^rf^fi

Thr four next Examples show the Double and Triple Harmonics gained by
>

this New Acquirement

.

New Effects (Bpchsa)
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Left

Hind.

Highest Harmonic fourth

in the usual way.
Fourths gained

Highest Harmonic fifth

in the usual way.
Fifths gained,

Highest Harmonic Sixth

in the usual way

.

Sixths gained.

o

Highest Triple Harmonic
in the usual way.

Triple Harmonics
gained

.

^
PF=?Left

Hand.

3«:
or 1+

o
o

o

I
-&=n &hn

Left

Hand.

Let it be observed that two of the above Examples comprising; a succession of fifths,

which according to the rules of Harmony are reprobated, are only given to show some

of the advantages of the Two Third Harmonics, and not as a Musical Exercise ; It

rests of course with the discernment and scientific knowledge of the Harpist to employ

this kind of combined notes properly

To bring out the chords contained in the last Example with clear and full vibration,

they must be well arpeggioed and the part of the palm of the hand near the little finger

be more elevated than th.e part near the ball of the Thumb, in order to catch the exact

Two Thirds of the strings which varies according to the different lengths of them; (See

Curve 2_ Figure of the Harp Plate 4) Although Harmonic Seconds and Thirds high-

er than ~flp»_L 'ji
belong to the class of Altissimi Harmonics , which will be duly ex-

plained in pages 2.5 and following, there are cases when these intervals are taken in

Two Third Harmonics.

Example.

Highest Harmonic second
in the usual way.

-Q1* I

Seconds gained.

5ff 3c^p
??-?F^^p

Highest Harmonic third

in the usual way .

1 I

Thirds gained,

1
^

To facilitate skip and other Harmonic passages , it is some times found expedient to take

low Single, Double,and Triple Harmonics, in Two Third Harmonics. (See next Examples)

i
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It is important to observe that to bring; out the Double and Triple Two Third

Harmonics with a distinct and full vibration, the fingers must pinch the strings with

considerable force .

Here follow several Examples illustrating some of the passages which can be ob-

tained by intermixing the Two Third Harmonics with Single and Double Harmo-

nics, (these latter to be performed with the right hand)

Examples,

o o
F^=TV

° r v^0 £
o o o

IV

o o

hihjil
Im m ml H-+

f
~n g m innri

l
*-* 73" -&-

Z&—Z&
V

I
3£

(2) I
_Q_

O
IV

o o
o#^£

o o o

*
o

1
o

' (• •> (• # * J. -J. -J.
i? g i • i P » i g

-©-
X-75 M7-W% f & J* r

Mod'! V
-x-

/ / *L
jf J^ 32=*£=^

fc

o o o
N—K: c m**—=—(* mt^M. m I m>

71 rr -o- -o-
l»-»

!E
4=^ !*1 (?:^ ,p **• ** hc < £>r i^Er >"

e: I=u:

When Scales are too'quick to be played with a single hand in the usual way, but not

sufficiently so to use the Etouffes or Semi Etouffes Harmonics, the Two Third Har-

monics then, are in requisition. (See the two next Examples)

(
6

) X
* o * ? X °

K o

w l f
,!

r f ' f f -f t=^ ^
i
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(6) M„d'."

r oi"-*
°
um n

o,a o —u-S

3^

* l^Ff

7,9

i'
gf s#
—

J^8f-
°&

IE 1**-

T
(7) ^/Z?

I 7T3 773 BMinwJ I LNJ E S
°J f- il ; - "g II

E
titth i»7-»nrv <»«t m <«.' rn •»* «t jm

m '-

j
^=S^=^P

O W ^OK

~ T7Ta
> «rr» <itr j» <r«T in .riT-«i .«

^M 3iE * 3E

(
8)

Jtfod{°
ores.

E £
I I ^E HSK:

ss ** «* 5ff <* ?,* »*- T -*- *-

31

o_

2E <E 3E iE it- ±L

(9) ^/^

i b^ 1fc
oj teg ga BBS Pa US
o\JL ol o^L o-S. o_5- o-S-

# BJ
tt:

no- h A^ A« F2
]*3^8:

* 3e: 5|£ ¥
3^

J^

1t£

§£ £ ^SM sE*-r
3P* l."'f

k-k$
Oi

01"!

'••- &*
iiX.ii.

3& £=P^^
in^ ^2: t

o

^
o

£^-fr
Lento oQ

: -tr-^f * r -# 5^ L^;

^us

1?T bsF ^r^
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Modt roto Grazioso.

^^£&&W-"-<

SE

«>1 '»^

y <B
i>

T
i*F=F*

l

I

(13)
Mlegro.

dim

~~o~0 T
3E -577-o#r

^
o -•- " •

ii 33t 1^ 3^
-1^-

.4 W." *\f« rzia le

.

_o 2_

1P^S P*^1 • an vj &
=±£

<>J <>
,oX. * o.

•QT 2 i r

—

m—r i«

si,

o I^ 1 F 4fc

» :«l«»ad l»

J

-x

—

1—x-

1
1

y
r 'T 1 r

Pl
<> 1 '* 1 •'*# o
<>» <> m . r. ff »»»

ri^
r

In the next Example, the douhle Semiquavers, with a fz under them, must he strongly '

accentuated, and the following douhle Semiquavers and Crotchets marked thus, p, pp
played in Diminuendo; care heing taken that the whole of these three douhle notes are

given in so smooth and hlended a manner as to sound nearly as one note of long value

agitated hy a slight undulated vibration.

as thus $^E

instead

New Effects iBorhsa)
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Y^'

:&c.

&c.



2/

as

i

This effect may prove hereafter of great advantage to the Composer, inasmuch

it will be a step towards obtaining on the harp, that important desideratum, viz. of g

\ing due vibration to notes of long value in slow movements.

. „. Lento.

j|i|fBjggiJjg§i| J .

\

»j!!m :J : i
I .,A« ..J -A. .J 4

-?

i
£ i*P*

tt; o^ » ZOj
o,J O ^a elm b
f> XI "

B 6
£ &PP_J*_ *2L

PP f* fPP f* PP
^ ^7^= s?2:

ritard.

i if-TT

^ ^ ^fig
.
fi 1?:/^

o|f o
o o

II* v \*m p 3t :n

(16) All ° ben leggiero. Q
°° °° ^ til °H fl 'In ril »d|

35
2 rr-B 2

o o o

m&J*<>£^ WW
<> •

Vtt*—r*

!

'>••
( 'f j

l
Jmc;r ^

^P=
fao

3^3&=^

TV

o° o °

S3
o o o o* &=& ^EL

£l £
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The Two Third Harmonics with the Right hand are sometimes used in skip passages

as they facilitate their performance.

Examples o t>
<> o

(1) o

Right Q P*pT
Hand. :W==^=== :

Right

Hand. (1| "f Q-5

-i*J

Wm
i

CHROMATIC 8C*4EJES J*7V HARMONICS «

without the motion of one single Pedal

.

Chromatic Scales in ascending and descending on the Harp, have always been consi-

dered extremely difficult, if not impossible-, owing to the necessary rapid motion of so

many Pedals, and that of being compelled to strike twice the same string, which pre-

cludes of course all attempt at a quick and Brilliant execution; but now, by a skilful

combination of the Common Harmonics and Two Third Harmonics, these passages can

be produced with the greatest ease and effect, and without making use of a Pedal throl

out the Scale, either in ascending or descending.

Example (The Harp being- in Cfj, fix at once the D$ and C$, and after which, the Pedals are

not to be touched during- the Scale All the notes to be given very smooth and with a perfect e-

quality of tone .1

Right

Hand.

Left

Hand.

o o
o

iPS
2*±

/f. &—

i

_a_ ZE AT 31
_a_

I fc
#** 3*r»

h'±
£==^?=fc£±=3

o

I

o
f

%2t
**-

¥#^r
2£ I^

-r-
o

-o-
o I

Chromatic Scales in the same manner can be obtained in Every Key , care being ta

ken before beginning that the Pedals are so arranged as to leave The seventh of the cho

sen Key Flattened, and its Fourth and Fifth Sharpened

.
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?« Clj, (Fix F# and Git, and take off R;
t

US

Ho N o o
v— s:

o
N B k

o o o

IV - S ^t|fc
o '>

5—H^ fc=> # i ^ £ k -k

!•-£*> ^*F 1* **4

kit.
P* *j*—**¥==*?_
g > ^^z

*n Z)^, (Fix G# and «4#, and take off C#)

£^ N„ No i^N^#
~rr

v g# y ^ d-" lEmzmmf—L-o- £ w* -O. „-iX
-}* 1 g-#j»^#P gfr

i
EEK k fe y tt> 'ft3

«»#!>,( Fix ^ and F#, and take off Alj)

o o o

£: Ip yr>

f^Hf ^ o v^>
ZK&W «> <> F*i

* k Mr T'.rt^
It l4 _« nC

i !>ir .-£

I\^—^=^
in E\> (Fix ^ and Blj and take off /)/>)

r>
|
V

I
Ommm^gmm""r^ T"

3s

o ^r

Jfc
V v * &c.

# "When Single Two Third Harmonics with the Left, hand, reach higher than C /£ ff -

they are taken with the first finger. %J ^

EXERCISES on CHROMATIC PASSAGES Produced without the

motion of the Pedals,

(Put the Harp in Clj)

[*) o o o o ou ooo o o° o"o« o

#t=^- ragg a^as f

f
w^ffi>y^ffr /,wsig5

I
dol.

XL t-*L

*=±*
;zl i*:: ^

^ ^ ^ -^.
fc
f Z=£

-^—-±^—^- mv~

(Fi-xC#)

{2) o o o o ° o ° ? o o o o°Oo O ? °K°
c;v

:./>;: li^HSE
j"*#r^"•

—

^r *'

i in.
33
i i^^ ^^

i'jdb^rr^fe ^ £̂: ^
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1

i'$Mf\*
p

(4)
(JY*/>#)

J 7 lx^ 1_X 1J< |_x ]_x 1* **

£

'
I I W U ii ^ O

s?* ft 3 £̂ *c;^
f~x 1

-
*
-

And\e Grazioso

.

1 x IX

^i_J

i-X- +-X- I

deltea to.

S- ML
#J ..J 'oj ; r^r^ -o-

*
—»* ^"a -crsr

r-^f o

f 'T T
"

T5f

—

a^-

o o

fr'^j l
fF#)

i J f i ^ ^t
m» (at)

rtten.

IB\> G#)
|

W erg;

rf rf

Con Anima

.

FFf >.:. J A
ritard

.

(Fw^tf G#)

EB B 1
I t t Vvt 7 >•—— ^"i ffir^ -

«» '"if

* .fyA?
I5

\< •-,> I'. f*f! -rts ' B< < hsH|
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vilsTJSSIMI H*4MMQjyiCS

The Alt issimi" Harmonics (or Harmonics on the upper part of the Instrument) are of

the same class as that of the single, double, and Triple Harmonics of which they form

a continuation; They are like them produced by pressing the middle of the strings,

and can be performed by both hands, but the Positions are different as will be seen

hereafter

.

SINGLE "ALTISSIMl'HARMONICS

with the Right Hand See Fig. 1 (Plate 2/
o

The higbest single Harmonic hitherto taken with the Right hand being E^h
j

the Altissimi'Harmonics begin from the next note above^fo 1

(See the first and

second Examples.)

Care must be taken in performing the highest five notes, that the part of the first

finger nearest to the nail, presses very firmly the middle of the string, while the

thumb strikes it. with, considerable force and a jerk sufficiently violent to throw off

the whole hand from the sounding board .

Sign for Single Altissimi Harmonics <j>-

Sounds produced

Examples.

± £ tHl^£ # £ £ £

I
j=_ §=!=&

Right Hand. ^TC

TTTT7^^
SINGLE "ALTISSIMI'HARMONICS

left hand. *n'A the Leff Hand; See Fig. lJPl ate 1)

Th

can tak

isC||g||l

ke with the us

being generally the highest single Harmonic note the Left hand

sual position, the'Altissimi Harmonics are to commence from the above note

Left
Hand.

Examples.
-h

K-t-r -*»
H-

I

H* 1 1:

HE
Tl

<)

TT

New Efforts /Borhsil
£

Si
I

I



afi

WITH BOTH HANDS.
Nota The Left hand lower Cs, in the four next Examples, are marked with the Sign <)>,*!»•

it is better to take the new position at once, to prevent unnecessary changes.

; ;?t f

f

<*> •*- -*" llT (2) * * "**

£ fU^ <e* O ° o

I
^ ^^ ^>-^

ppp i
-4- -^

m^
<e-,-•-

. 9 ? t "t *t If f I

^ rrr^f
o

\

<^ <t>- <£- <{^ £
<t>

I

o

=2
^^

i
r~^ i

*

{£
}.£¥,.!

o

1
& <r-

^^ j?; r
f~

?

-^> <f>
p^t

<t=-
^^

r
i i

DOUBLE "ALTISSIMI" HARMONICS
in Seconds

t
Thirds, Fourths, Fifths and Sixths,

with the Rig'ht hand.

For the position necessary to perform the Double A Itissimi'Harmonics (or Double

Harmonics of which the upper note do not reach higher thah jftHF^ See Fig. 4(P1. 8)

Example, Double Harmonics in Thirds.

^t>

Right Hand, m I IzEz
ffi

Harmonic Seconds are obtained in the same manner

P
i- ^ "* _£~

Ex^"/^f^f^ gtc &rI
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The above position may also be used for the performance of two or three lower

Double Harmonics, when the Harpist cannot produce them freely with the position de_

or to avoid an awkward derangement of thelineated in Figure 1 (Plate 1
;
)

hand wben a quick' succession of Double Harmonics embraces the compass of both the

lower and upper Harmonics. (See the next Example)

Allegretto.

H^*4^-4»-g^ *£=—$=•• ^fc,
-4=» «=fc>H=» ^>

This D,and G
;-,p being the highest Harmonic fourth which can be obtained with

the position for the Double Harmonics, See Figure 1 (Plate 1) the fourths above be-

come' Double Altissimi Harmonics'; and the position described in Figure 4(Plate 3) is

to be employed; Care being taken to extend as much as possible the little finger on the

strings towards the ball of the thumb, to secure a full tone to the'upper note.

Example of Altissimi 'Harmonic Fourths.
" .i —+-^ -«rl^ -<H-^ -«d-^ —J~_ __L

jlnf ifTTi

The Altissimi"Harmonic Fifths begin from #^^ and extend to

for the position enabling their performance, $ee Figure 5 (Plate 3)

The Figure 6 (Plate 3) will indicate the position of the right hand in performing

the Double "Altissimi"Harmonics in Sixths.

Example,of Double "Altissimi"Harmonics in Sixths

^ ^ -=b* *Ja* J *i^*f

B£glip
i^-h^H-

;

X*
I

. > x
L

++—*
1

f
> I

"f"^ -=*-

wjm
U* 1 '"*

L

^Vhen these Sixths happen to be intermixed with Lower Harmonic Sixths , the a_

bove position must be employed for both.

ft. H.

^1(3)-
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When Double'Altissimi'Harmonics in Fourths, Fifths, and Sixths are intermixed

c

together, they are all to be performed with one same position of the hand viz that

of the Sixths.

Example.

*****
'

'

i i i TT"T iJ j j i
I J 1

Single Harmonics among Double"Altissimi"Sixths must he always taken with the

ball of the thumb.

DOUBLE "ALTISSIMI HARMONICS
in Seconds and Thirds with the Left hand

See Figure 7 (Plate 3)

f
svoond. Third.

Jt j =
r
(the highest second and third obtained

with the usual position not generally reaching beyond (^ J,
j~§

.j

«

Example i/i Thirds.
c

Left

Hand.

^ fcq»
^H^^H^-
FF Mill

i

Left

Hand.

Example of intermixed Seconds and Thirds.

fat
T ff ff ff ff^ t *q*s»^P

I

For "Altissimi" fonrths, fifths, sixths, and Triple Harmonics with the left hand,

See Tiro Third Harmonics , Pages 15 and 17.

Example of "Altissimi" Harmonics with both hands,

t
5- <£=- .<£>- <{> «=£=- <!=*

•7 Lento
•*P- «4>-

^S
°^-

-^-^
I

o-©-

<fc» O
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ALT I SSIMI' HARMONIC APPOGIATURAS
Which can be performed with the position of the hands prescribed for the Douhlt

Alt issimi Harmonics in Second* and Thirds; See again Figure 4 (Plate 3)

i

Examples with the Right hand

.

I
F*=*

3

The observations I have before made in Page 27 relative to a series of lower and

upper Double Harmonics, being taken with one same position, are also to be applied

to appogiatura passages

.

Examples.
'^ I*(i) ft- ^ U^~i>

1
-4=^ *£=» ^4^ ^»

<f> -4> <J^

J-* »N p I

j

I
Arid .

e con rnoto

-=r-

^jgF̂
K̂ -*.
i»

i: ' ^*,N-jH>

? §o*1 oJ otFoFoI a

gj o» um \u* Eg oi ng
|
0|»

"!• "^ SB TT

t =h &t tt i
*-

£ ifefti£^jt=E
+

° o,
ol

*S 3a n o *HI =31

L° L «» L-° m.
° »,a>tt a

I

ffl) s "ff f.»"9
I 5

»•fc.£HT^. CJtt^^ JT£^^ r*y ¥, ^
v s Ti Ji» m I

*

2 S I*
jlalciss:

1
^#-^77 2*2 & -JLd:

;!i"l>,?r en
y'Jn|uJ o| I Eg II

IH 6 ii_ o r ti

*>-•

Left

Hind

EXAMPLFSof Altissimi"Harmonic Appog-iaturas with the Left hand

i T <l- ^l=* ^ H5- -*» «L '

=6

^ 4> ^ <i-

I
^^^=>

3s:

I
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TRIPLE ALTISSIMI HARMONICS

These, and the Quadruple Altissimi'Harmonics (which will he next treated HtpoH),

are those alone of the kind which cannot he played hy each hand separately, and which

will require' the fingers of the left hand to he placed slightly on the middle of certain

strings to produce the Harmonic sound, while those of the right strike the same be-

neath., near the sounding hoard.

This position of the hands (of which three Lithographic representations are given

for the more clearly elucidating the subject), will prove of considerahle advantage to

the Harpist, not only for the performance of a vast range of extended Chords , but

also for obtaining a great variety of effective passages on the upper strings, some

of which will shortly be exemplified.

Figure 1 (Plate 4) shows the manner in which the end of the left fingers must rest

on the strings, together with that of the right hand when in the act of striking a Tri-

ple Harmonic.

Figure 2,(same Plate) shows the back of the left hand and the proper bend of its

fingers; and Figure 3, (same Platey shows the position of the thumbs when called to action.

It is very important that the Harpist should pay the utmost attention to the following

observations. 1st. The fingers of the left hand must press the strings very delicately,

so as to produce a pure and brilliant tone, free from any jarring', and they must be

removed instantly after those of the right hand have struck the strings; 2d.,The

notes with the right fingers are to he given with firmness and precision

.

The 1st. 2d. and 3d. fingers of each hand are always to be employed for all Triple

"Altissimi" Harmonics comprising intervals not exceeding a Seventh (See Example 1st.),

and the Thumbs for those including Octaves,Ninths, or Tenths ( See Examples 2d.&3d).

To enable the Harpist to perform this kind of Harmonics with facility I cannot

recommend too much the use of the Harmonic Guide.

Sign for a series of Triple Harmonics *—*—#—*,for one only -4-

'*—*—*—*

—

* —*—*—*—*—*—* *—*—* *
l\) Slow. Ill ^ # 8"-, i»-

V V V V V !Jff
f
'|Tfi,ii

u m, a- ' jt -u- -it 1.

(2) ^mK* *K * >-±'-i (3) *rt~z^^*^

SfV> Kf'f.Ms lBorhs-1
v r v v

r, fre £
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QUADRUPLE ALTISSTM1 HARMONICS

Same position as for the Triple"Altissimi"Harmonics, with the difference that the

Thumb and three fingers are here used at the same time.

All the observations set forth for the precedent Harmonics, are to be applied to these.

Example. „. * *_—.*—-#-

x.

.__*—*--*—*-

SI OIC•p

*l
—*—*—*—*-—* ~

i j j j j j fei

'*----*-

rf f Ti i a»=^^=J: II 11

Example of Triple and Quadruple Altissimi Harmonics intermixed vfith other
t

-

Harynonics

.

Adagio sosten
*•

•*•

The following Miscellaneous Passages are intended as an illustration (necessarily

much compressed owing to the limits of this work), of what I before said respecting the

many advantages which can be derived from Harmonics produced with the above posi-

tion of the hands; As these Harmonics are to acquire an importance paramount to the

diversity of resources they will unfold, and entirely independent of the Triple and

Quadruple Harmonics, it is proper that a distinct appellation should be given to them,

and T shall therefore henceforth call nil Harmonic^ obtained with the said position

Y-w Eff.-rts.lBoths-
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(except the Triple and Quadruple Altissimi"ones) Jjeggiere Harmonics (or Light

Harmonics). This name I have chosen because it conveys to the mind an idea of the

delicate, sprightly, and gentle manner in which they are to be performed, as well

as the graceful and playful character ef the different passages they give the means

of producing.

In going through the Miscellaneous Examples, the Harpist will perceive that in

several cases the marks which indicate the Leg'gviere Harmonics are placed upon

notes belonging to Harmonics already explained, and consequently that the former

infringe on the rights of the latter,- but this is done, 1st. To avoid too many hasty chan-

ges of position, and the breaking of the time which necessarily results from them. 2d.

To obtain more quickness of execution, than can be expected from Single, Double,

and Triple Harmonics when played with their respective positions, as in producing

these latter, the same hand is obliged to press and strike the strings, which it is

obvious must impede the progress of a quick passage, instead of which in performing

the Leggiere Harmonics, one hand strikes and the other presses the strings, and

therefore can move with considerable swiftness on any part of the instrument; and 3d.

To preserve throughout the Melody or passage, the same quality of tone, which must

be said is more pure, soft, and beautiful in this present position than in any other, and

it is much to be regretted that this mode of producing Harmonics cannot be used with

both hands separately.

It is further observed that in"Leggiere"Harmonics, thrfingering" set downfor one

hand, is invariably to be applied to the other: Per example, if a passage is to be per-

formed with the 1st. 2d. and 3d. fingers of the right hand, the 1st. 2d. and 3d. fingers of

the left hand are those to press the middle of the strings, or if several notes are taken

with a particular finger of the right hand, the corresponding one of the left must be u_

sed (The same rule is to be attended to for the other combinations of fingering)

The Thumbs are seldom employed, but in passages comprising octaves or extended

Arpeggios. _ An extreme delicacy of touch, and flexibility of the fingers, to assist their

spontaneous removal from the strings, are particulars so important to observe in per-

forming the Leggier*- Harmonics, (inasmuch as they are the only means of insuring

a clear and full vibration) that I cannot refrain from once more urging the Harpist

to bear them constantly in his mind; The Letter V, (as in the Etouffes and Semi-

Etouffes Harmonics) will point out, throughout the following Miscellaneous Examples,

New Effects (Borhsal
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when the finders of both hands must instantly quit the strings.

A. frequent reference to Figures l,2,and 3, (Plate 4) and to the observations laid

down in Page 32 will be most useful, as will also the use of the Harmonic Guide.

Produced by the

"LEGGIERE" HARMONICS

.

Same Signs as for Triple "Altissimi" Harmonics/
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*
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LEGG1ERE' HARMONICS.
intermixed with other Harmonics .
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DOUBLE OCTAVE HARMONICS

with the Right hand.

These Harmonics are obtained by pressing in the usual manner The Threefourth part

of the string which lays one Twelfth part higher than the Tico Third Harmonic and the

sound produced is the double octave or a fifteenth above the open string =* Seecur\e

3, Figure of the Harp, (Plate 4). _ The Double Octave Harmonics arelfloTof so much im-

portance as those alreadyMescribed, being chiefly used to facilitate skip passages and

to produce "Echo" effects (See Example 4th) The Sign to denote them is asmallnote

with this mark V under it, indicating the string to be struck, and the usual o placed above

the large note .

£ Iaonnds
produced

Right

Hand

9 k £
Example.

?XZ £ ±&
I

o
o

^- «nif 3. -0L sajif^i • same,* ', ^»,

4
-^ ' »cuii«r -£ i ~v- 'inn -»- • w > ii'ir — ,

* .

V \

I

Example of Double Octave, and Single Harmonics

Right

Hand.

Right

Hand.

: Double Uctave , ana Single harmonics.

I K} ft] f^ ffi ^-f"^ p3
"

Ps1=
\ I , '

"„' J Oj Mr
I „^=^e-3— joJ J.»J ."» - j "J j l oi

i »
:==j==g i

Example of Double Octave, Single and Tiro Third Harmonics.

f i m.

f3T?
— V

>^5arne string

With the Left Hand.
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1
— —I
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m 1-
Q| • o <> I o - „ I ! I

same string.

V V

same string.

Left

Hand.
3 1TW

£n m ,1 5-ZZ EZ^ £Z5
2*31 TT

r I
vv^jame string ___^-

—

"

V

The Double Octave Harmonics employed in
k

'i?cAo passages" with single and double

Harmonics, may be the means of producing a very good and novel effect, as the sounds of

the former are less loud than those of the latter. The Single and Double Harmonics
must be struck with more force than the Double Octave Harmonics

.

Example i Echn
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Various other kind of Harmonics might be produced on an open string: . but not

bring; of a nature to prove useful, (that great object at which all Novators must

aim).* I shall here close my Instructions on New Harmonics, in requesting; the Hu

pist attentively to peruse the Annexed Comparative Table, which, with a frequent

reference to the matters already demonstrated and exemplified, will make him tho-

roughly acquainted with all the variegated and fanciful forms under which Har-

monics are presented to him,- and it may be said, without fear of being; guilty of

partiality, that from the combination of all these new effects, (employed with

skill and discernment) will spring up an entirely new Instrument, far superior

to the Musical Glasses, orjndeed to any other on which Harmonic sounds have

been attempted, both as far as regards Compass, power of execution, or advantage

of performing several parts at once.

The Example following the Comparative Table, founded on Haydn's Hymn,and

which comprises nearly every kind of Harmonics, will provel trust,( although in

a small compass) the truth of the above assertion.

'To prove how fruitless are the Attempts a. Novelty, when not grounded on real advantages

and for Scientific purposes; I shall },u^t mention Two, which were formerly made to enlarge

the range of Harmonics on the Harp, One, hy the late Krnmpholtz (a distinguish'd Composer)

about 50 Years ago, and the other of a more recent date, hy Casimir , theTavorite pupil of

Madame De Genlis, the Celebrated Authoress. Krumpholtz's Contrivance was to obtain a quick

diatonic succession of single notes Jin descending) by sweeping across the middle of the strings

the first finger of the right hand, its nail striking them in a particular manner; but its futility

& the impossibility of rendering it worthy of being introduced in any regular piece, that"enfant il-

lagv'was soon abandoned. Casimir, aimed at a bolder mark,and ventured to perform in Harmo-

nics, various rapid passages; but as he used only the two Thumbs, no combined notes , no Bass,

in short. No Harmony, whatever could be obtained, and although he moved his two Thumbs with

surprising agility, it was not long, before the Sonatas of Bocherini and other Compositions of

which Casimir used to play the upper part or melody only, were found by real Musicians a

frivolous and ridiculous performance, bare of any benefit to the Art, (the more so, as the Tone

was bad, being stifled by the two palms of the hands continually in contact with each other,)

and Casimir was forgotten and left with his Tutoress, to enjoy the charms ofher Bgratignures;

des petits oiseaux <les pinces^ and other niaiseries , all whimsical passages belonging to hi r

Harp System. (Set- the Harp Method by Madame De Genii's)

* Scrat ches, little birds, pintches .
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A COMPAWATIVK TAULK
()}:-'r]]r ihiR>VfWjr<8 hitherto jjv» usm 9 A^B of those •vj:w9x.v ucquirkb ,

Slu, icing in the chart st manner, the confined .state and insufficiency of thefarmer, and the numerous resources and advantages gained hi/ the hitft r,

U I liis Table is intended also as a practice.^ care has been taken that all combinations of notes comprising; intervals of Seconds, Fifthfl, Sevenths,

Ninths, &c. &C, which coald not be presented in Diatonic successions without being disowned by a musical ear OJ good Harmonist , should be only brieflj

pointed out and sufficiently so, to apprise the Harpist of Iheir respective compass and situations on the Instrument.

V B The Figures (>!:»" id at the end of all the Example* are to point out (he inimher of New Harmonics contained 1*n each .

OLB MrfRMDWICS*

Single NoU s, with the Right hand.

th the Left hand

Double JVbf>», with the Left hand.

Seconds, to

Fourthi.

x wmw JMJfvffo.v/rs

to which are added the old ones, to prevent the breaking

in of the Diatonic successions]

Single Notes, with the Right hand

1
Ihirds.

. * i* s^

Triple JVofrt, with the Left hand. #

- rM. «4'th Tfalr*f*arF<.tinh>. Third** rifth*. Nrcn.Nfc fifili..

from tu from t*>

1 4W» *h< citnitnl tin- cf *M. T*M«, render It necti.arj for practice

Had It .ht«:.l l.r copied *,r rot lt> Um- alir of (hr Book.

* The BOHil Trip!* oc.tr* -Ith the Left; band. •.cunt, n» Ui.-j

M .
n («• tide.natr iirtrf kxg trratrd upon In anj Method hill

' t i- Hrlttrn.
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All in Harmonic Sounds
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OF THE D^UMJLM •tf^JD TRIPLE ULIS^^U^JDO

These passages consist of rapid successions of Double and Triple notes \*ith

one hand, in ascending; and descending, produced by sliding; certain finders on

the strings

.

No doubt, quick ascending; successions of Double notes in Thirds with the

right hand thus^-f&-+ i 5 g
j
j

*t±
have been tried before, as nothing is

more easy than to sweep rapidly the first and second fingers over the strings in a

flimsy and trifling manner, as a mere trick and without any regard to time, good

tone, equality of notes, or attention to the rules of Harmony,(this mode of playing

I have condemned many years ago in my first Instruction Book) but that passage,

and many others derived from the same source, have not yet been made an interes-

ting and essential part of a regular and scientific performance as they might have... . .
7—

done, if judiciously improved and well digested
;Hence arises the cause why Q/uicIc

successions ofDouble and Triplt notes with one band are not to be found in Harp

music, and this is the more to be regretted, when we consider that Instrument in o_

ther respects gives the power of performing with each hand more than one part at

a time

.

This defect , however, will be entirely removed by the Introduction of the Double

and Triple Glissando Passages; and the Harpist will no longer be deprived of ef-

fects, which, in fact so exclusively belong to the Harp, that no other instrument can

perform them with the same velocity and brilliancy.*

Those severe Critics, I described in the preface of this Book, will probably object to the

sliding* of two or more fingers on consecutive strings, as against the rules- of good finger,

ing; but let me ask them in what does Good Fingering' consist? is it not in disposing of the

fingers in the hest possible manner for performing every passage with facility and neatness!'

Granting this, can any fingering which insure the above advantages , be otherwise than rorm t

and legitimate?

I should certainly not recommend the consecutive sliding of the Thumb alone, or of one

bttd-f 4. i .

~~"~-~-^ bad

single finger over the strii

\.w KffVtts (Borhs-o
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DOUBLE QLISSAJfDO PASSAGES

in Ascending.

To perform properly these passages, care must betaken that the two fingers

required should not glide too quickly or slightly on the strings, but on the contrar}

press steadily and forcibly on them, in order to obtain for both notes a perfect equal-

ity of tone, making the passage sound as if it were performed by two distinct instru-

ments; This pressure of the fingers will also ^iye the harpist that controul over

them which will enable him to stop with certainty on the necessary notes, and to pro-

duce at will, the Pianissimo , Piano, Crescendo , Forte or Fortissimo.

Sign for the Double Glissando

GLISSAJVDO PASSAGES in Ascending- Thirds,

with the Right Hand.

See Figure 6 Plate 2

The last double note of a Glissando"passage, generally is to be struck with

more force than the others (unless otherwise marked by the Composer). The fz

occuring in the first Examples will remind the Harpist of this rule, and it is also
i

• - '* K
*

important to observe thatthis last double note must be given by gently bending

the fingers .

EXAMPLKS.

^A/l?

Ri^ht

Hand.

no more than what can be done infinitely better by employing' the usual fingering-; but as a

rapid succession of Double and Triple notes with one hand cannot possibly be produced ef-

fectively without the sliding of two or more fingers, and that the Harpist cannot afford to

rejection account of old prejudices) brilliant passages which augment considerably the recour-

ses and consequence of the instrunnejat, the sliding (or Double and Triple' Glissandof must then

fore become an important part of Harp fingering, as many new dispositions of the fingers

have of late been adopted on the Piano, Violin,&c. &c. for the purpose of encreasing the powers

of execution ( See the works of Hummel, Herz , Moscheles, Spohr, Mayseder, Paganini&c.&c.

)
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mm*®
fi

All° scherzando

\ (5) >^~~

mm
fi "fi

The first note of each triplet to hew «-ll accentuated

/ , Ji.il. scnerzanao

^
fi fi fi f* fi

"^
/> ./>

*^
,fi

8-
f* fi*

fi fi fi ~fifi ^fi
The Double Glissando in descending'

w
fi fi Jz

in

Thirds.
-wt-

Qntnmsz

JL X * >

I s
' J!3 ] 9

Z 3 2 $

having been explained in my other Books of Instructions (and since copied in va-

rious methods,! shall not of course he again dwelt upon, (although these passages

are so little in use that they could without much impropriety be classed among the

new acquirements) and if they occur in some of the next Examples, it is owing to

their bung so closely connected with the ascending Double Glissando, as not to

be separated without danger of rendering the precepts and observations imperfect.

Double Glissando passages in Ascending and Descending.

Right Hand.

A x

m m f $~\ p r jp "When successions of Ascending

Ni-w Ff'f.f ts <B«>rh«.-«l
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Double notes are immediately followed by one or more descending; Double notes,

(and vice versa) the fingers which are to perform these latter, must be in readi_

ness, and as close as possible to those which have to accomplish the succession
,

care being taken to effect that change of fingers, without any jerk of the wrist

or break of the time. (See the Six following Examples)

EEE #-p^r ^=:

s WXXX
t^E^mEmg f jLflf - -

11

wj\ /

rtta
£:

erf* _____ __/,

^ ^ *
\

NW EffVrts. (flfwhsil



sempre plu cres. ' ^ 3 f _ _ ^ _ 1 _ _ ^ H #1

1*- i*- I*-
1*-''

f- T*"|*;
1 J - - ,| J _ J rt

I I I i !

{!>Lr^i Qj,
.#•

In practising the following Examples, great attention must he paid to give the

double notes allotted to the left hand, (which are invariahly turned downwards) in

a short, light, and pointed manner, and to blend them with those of the right hand,

so as to make the passage sound as it were performed by Onk hand. (The small

notes over each example will remind the Harpist of this important rule) Care must

be also taken not to place the left hand on the strings too soon, as by so doing the

fiee vibration of the notes played by the right would be impeded.

Effect.^MMnn^n &C.&C.
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Allegro

Moderato

Scherzando
1 + * -h + + 1

S

1 2 r

it

12 » 1 2 3

£

DOUBLE TURNS JJ\' THIRDS
Obtained by the Double Glissando .

The small notes of a Double Turn, are to be performed with the right hand with great
quickness, lightness, and equality of tone.and no interruption whatever must occur be
tueen them and the next large Double note, played, by the left. That Double note is

to be struck with firmness and precision, and never arpeg'gioU _

-a*T<-

r •"•

./
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^Vhen the left- hand is called upon to play one of the small notes forming the Turn, ,

(See the last har of the two next Examples and th" whole of that which follows them)

that note is to he given with lightness,ap(l well blended with those of the right hand.

I. ffeet
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4.119 Brillante hen marcato

(.7) S
«'i f i . D' ittuiue urn uiu. r i u.i'j

When the Left hand owing to some particular kind of accompaniments, cannot

leave the lower part of the Instrument. The Double Turn is to be performed ew_

Airely with the right hand (See the next Example). This manner of playing Glis.

sando" Double Turns is somewhat difficult, and the Harpist in practising it must

be very careful to move the hand as little as possible.

Andante
(8) ^ x x iU

r! |,|-, ,
i^^ Vtrrm

^\

I ^W BB J^̂
I

gfr*n»
i a

p dot.

O (* 353E ir_# & dim

w~,w fTflpfl TG m^ =^=^ r
i r :

/* ^

DOUBLE GLISSAJVDO PASSAGES .

?'« Ascending' Thirds with the Left Hand.

See Figure 7 Plate 2 .

All the rules laid down for the Thirds with the right hand are here to be applied.

Examples. x

\»v\ Tf-.t l ft* i ]\n< lisi
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^ iff itrj —s » * a ^
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'fi

F
ores

,

fffflM-lfrWffiff^P
./4ZZ? con fuoco

In Ascending" and Descending".

DOUBLE GLISSAJVDO PASSAGES,

in Ascending" Sixths with the Right hand

See Figure 1 (Plate 3) and the different observations in Pages 43,44,and 4.5.
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DOUBLE GLISSAJTDO PASSAGES.

in Ascending' Sixths with the Left Hand.

See Figure 2 (Plate 3)

525

/y) tra Ascending" and Descending'.
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(i)

Not to increase too much the bulk of this work, many Double Glissando"passa_

ges in Sixths are here necessarily omitted, hut as they are in general performed

in the same manner as those just before exemplified and are liable to come under

the observations laid down for the Double "Glissando" in Thirds, Strict attention

to both will enable the Harpist to play with facility any rapid passages in Sixths,

which may occur in future Harp Music.

Sixths, intermixed with Thirds
t
Fourths, and Fifths.

Examplks.

All?

(2) 8-

Mod? *—"" A"*1 S~""™
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X XX
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DOUBLE GLISSAJYDO PASSAGES :

in Ascending Octaves with the Right Hand .

forzan

Same position as the preceeding, with this difference, that the fingers are more

extended. , 8_.

forzando
All?

in Ascending' and Descending.
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TRIPLE GLlSSAJfM PASSAGES xrith the Right Hand.

Same position as that for the Sixths, with this difference, that the second finder

is cm ployed as well as the third and the first*

Sign for the'Triple Glissando"

(l) All?

5<J

TRIPLE GLISSANDO PASSAGES with the Left Hand

Same position as ahove.

All?
, „

/A. M
m
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IRREGULAR TRIPLE GLISSAJYDO PASSAGES.

These passages are produced in Asetnding, by sliding two notes with the right

hand, and one with the Left , and in Descending', by also sliding one note with the

light hand, and fingering as usual those of the Left. The slided notes of the right

hand are designated by the Double Glissando Sign ^s==^^ and the ascending slided notes

with the left, with a single slur

in Ascending'. fz

(1) p

in Descendiwg*

.

w .Iff ffli
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S5^ rS<z ^S<z

* 1 '2 fz X J 2 fz
z iU
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EA. Mi l*LE founded on the Itulian Air JWl cor pin turn mi Smto

And Illustra'ing; the different Vind of Double and Triple Glissando passages asex,
plained in the proceeding pages.
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delieato _. .

a tempo ?****

Staccato
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<OW T-IIJE MJLMTMliIfilTO •

( or Quick reiteration of a same note)

To perform effectively the "Martellato'; eacli note must be given in

a Short, pointed and distinct manner, from the action of the fing-ers

only, and not' that of the wrist

.

The "Martellato" will be called Single, when consisting" of Single

reiterated notes, and Double, when consisting- of Double reiterated notes.

SfJVGLE "MARTELLATO" with the right hand.

Examples.

/ j\ Rig*ht Hand.
XI
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1
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In the two following" Examples, the 3^ 2'\ and lst fing'ers of tlie rigOit hand,

must strike their respective notes very lightly, and that with the thumb is to be well

accentuated.

^)«»i X 321 X 321X 3 21 X 32J X gal x 321 X 32 , X 5.27 X^
ggjgggjjgjllii

Pp fi PP fi'PP fi

Allegro Srherzandn.

\ * ft*»
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Sempre dimin
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SINGLE "MARTELLATO"with the left hand

U)
Examples.
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— ~ - I I
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DOUBLE'mARTELLATo" with the right hand
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11 till tin git E
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In Martial Movements, the Double 'Martellato" will prove

Of g'l'eat ailvailtag'e . (See the following and the last Example)
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Brillante.
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Example founded on a Theme from "Guillavmr Tell "

Comprising- both Single and Double "Martellato
"

Vivace. x
2 1 x 21 X2

1
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Founded on Chords of dominant: Sevenths, Diminished Se-

venths, and Augmented Sixths.^

<

These brilliant Arpeggios, Comprise, besides the notes of the

particular Chord on which they are placed, all those between, ren-

dered Synonymous or the unisons of the former by an Enharmonic

process, which is obtained by certain arrangement of the pedals.

Thus, every String" on the Harp from the highest to the lowest

is made a -part of the Harmony, and the whole of the instrument

forms one uninterupted and extended Chord, capable of affording"

to the Harpist many novel and peculiar effects which will prove

of great advantage in Preludes, Cadenzas, as well as in regular

pieces (&.), inasmuch as they are more Showy than difficult, as al_

though they Sound like Complicated Arpeggios intermixed with

reiterated notes, they are in fact merely Scales or part of a Scale,

and fingered accordingly.

The next example which is an Enharmonic Arpeggio founded on the

Chord of Dominant Seventh in the Key of A t}, and Comprising the

entire Compass of the instrument, will fhrther elucidate, what I have just

stated

.

^ For explanations of these Chords. See Bochsa's Preludist.

($) Sec the Imps March, the Variations on Nonpiu mesta, on Josephs romance, and on Dolce conci-nto.

\e* Effects. . ( Bochsa
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The Pedals must be arranged in the following* manner:

T)w I)s, Bs, E%, to be Natural, the Gs, Sharp, and the Cs, As, and Fs, Flat.

Example.

The two Small lines above, are those to be played; and the two underneath

exibitthe Enharmonic passage as written according to the rules of Harmony.

.4s played.
m

ss\

ki--^ ) ii^^

\ Chord of Do

8
,

**i 9 , !

23

Veloce

^^J.

minanl Seventh 8 -

fa

.4s written.

Enharmonic Arpeggios, when placed on Chords of Dominant Sevenths,

can be used only in Those Keys, which allow the pedals to act on their

respective Tonic, Third , and Sixth , So as to effect the Enharmonic

changes above alluded to

.

The next Table will show the Sharp and Flat Keys, (Major and Minor

in which Enharmonic Arpeggios on Chords of Dominant Sevenths can be

obtaind, together with the proper arrangement of the pedals.

New Effects.
(
Bochsa i
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S HARP M A J li K E V S

#
JVume ufihrKey.^ Ik Chord of Dominant Seventh.^ Necessary Pedals.

—s=? : l :L
-

^Z Pedals a-, for that Key, Leaving (he K,*4s,and Og Flat±3?ftr
'P̂

Etj

Ft?.

Diuo. m Ditto Leaving the Cs,£s, and Grs Flat

jj^

Diuo.
(/fo

* g f^—

D

iUo --Ditto Gfs,jBs, and Ds Flat-jf^*-p

Ditto. 3fe=m tto Ditto
J)s..4.s Vlat, andiw.iTi rial, aim . u— ^_

the F» Natural k, j
»

C 8 Ditto. ^W* S-Diuo Dilto _...MS'-Es Flat, andj=W
W ^ ff

pS \the Cs Natural 'K |

Ob.

Ditto

.

FLiT JK^JOfi K£FS

te=s

Ditto.

Ditto

./it} :..__.. Ditto.

E

Ijggp Q ElDitto Leaving theBs,Ds,and PI Sharp1E»^
si*:

gSfej? O- Ditto Ditto
___|'Es,Gs Sharp, and

|

I

JW*?S3 ' the Bs Natural
j^^

p^D to Ditto _„f
4*' Cs Sharp, and =^j;

\the Es Natural

MINOR KEYS

P
itto E a Major

itto____^ B ^ Major

#8 Pedals arranged as- above for the Key of A fa Major

fit jj

g" '

Ditto
zEEzzrEzlzE 01

Bjj Ditto jjfpl ^j . Dj

Ftt Ditto ?E=i|ii[ DiUo F # M;,J" r

.—yg ttjj q
('? -- Ditto

Vw Effects.
( Borhaa
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Enharmonic Arpeggios founded on Diminished Sevenths "can be obtain.

_ed in every Key, but on Augmented Sixths, in Flat Keys only.

Examples of Enharmonic Arpeggios .

founded on Chords of Dominant Sevenths.

r^*1

J'^.. |pggp
JVTolto brillante tiff

J2_

^
r
*&

•W- ••^^
f f

New Effects. (Uochsa
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A
%J

*- -tf* *»:

K* $z eft
if

13 J

P 33

ICC

/
3^C

f\ /*

m «** * «*
f 'i ns m;rri jt^

.

.4s played

(b*. d#.f#.)

_ jn^gj^jgnjmj?^

Is urittcn

f /<

NVw fcTftcts
|
B«K-hsii )



Enharmonic Arpeggioe on Chords of Diminish Sevenths.
79

3

^S
S^tf
1^

Presto
*4

f
E^

Fix D#

^

*

andF#. (Eb.Gb. B#.)

i^
aS ^ #GT\ /

8?-a-
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Allegro ronfuoco

[fr.JJC^-^

Enharmonic Arpeggios on Chords of Augmented Sixths.

w Animato. -

BBS
p *TO1 OT i

i£ £

D#.)
^/

t) : L?i t* 5sgppg

/

ES
35

i
£§

t
3

(B#.)

s

N^ Kffms. M'ahvrt .
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f As played
Jaw^J*8*^?-^-^
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The undulated sounds (or sounds of which the vibrations are raised and lowered

half a tone by the sole motion of the foot on the pedals) will prove effective in Slow

movements, particularly on a fine toned and well regulated Harp. _

Care must be taken that the string of which the vibration is 'o be undulated, is struck

rather forcibly , and the motion of the foot on the corresponding pedal effected with

precision, (luickness, and without noise, jarring of the forks, or derangement of the

body's position .

Undulated Sounds have abetter eff-ct when employed on Double notes than on sin_

gle, although they can be used on the latter, in the middle or lower part of the instrument.

The Undulations, (or half tones produced by the motions of the feet only on the pedals,)

will be indicated by small notes attached to the large ones played, with these marks"'

and a slur —=> over or under them .

The end of the foot will act more freely, if the heel rests on the ground, princi-

pally when taking distant pedals .

Examples

M:5-'fl : IS iP4P=fe
j

f: i t, 1

1

Lento

P
-•b-SB •Tm. ±hk

j i i

a i 4*— -^ -
-f

»NfrJ

P fz ft f* f* fz fz fz

(2)

Effect

j

1

^ Srtf.'LI
Lento

ffi
I

1

, i «i».'k. -*:<'
$sM -

§
*#

A ^C^

fi
f2 fi J2 A #*-LJ - />

/* /* /*

New Effects. (Bochsa)
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(8) &*> -

8S

DC.
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or Passages consisting of intermixed Harmonic and non- Harmonic notes

Great attention mast be paid in performing; these passages, that both Harmonic

and non- Harmonic notes, are given distinctly and clearly; To attain this important

particular, T recommend the Harpist always to strike the Harmonic notes with more

force than the others.

All the Single, Double, and Triple non- Harmonic notes (with the right hand,) must

be taken with the hand placed as for the Harmonics which may precede or follow.

When a string is to be struck alternatively in Harmonic and Natural sounds,with

the right hand, the Harmonic must be produced with the back of the second finger,

instead of the first as is usual for single Harmonics, and the non- Harmonic note

is to be performed with the first finger, (See Examples 1,2,& 5.) This rule applies

only to notes not reaching higher than this C, J\ ==" For those above, the position
v —

of the hand prescribed for Altissimi Harmonics is to be employed, and the non-Har-

monic notes must be taken as before with the first finger.
-

Respecting the Left hand, all the non-Harmonic notes amongst Harmonic ones,

must be performed with the palm of the hand close to the strings and the fingers turn'd

upwards, The only exception to this rule is when the Double Harmonics are Altissimi','

and in this case, the non- Harmonic notes are to be taken with the hand placed as for

Altissimi Harmonics" (See Figure 2 Plate 2.)

As all the different kind of Harmonics explained in this work will be used in the

Melanges passages, it is essential that the Harpist should be familiar wilh their
-

respective signs, to prevent any mistake or confusion.

The letter n placed in many of the following examples, above Single, Double, Tri-

ple or Quadruple notes, is to remind the Harpist that such notes are non-Harmo

nics; however he must accustom himself to perform in natural sounds, all notes

not marked with an- Harmonic Sign , without the aid of the letter n .

Examples.

(1) 1 x 1 x I x 1 x
n o n o n <> n o n o n o n o n o n o n o n o n o n o

Mod *P

New Eff.rts (Ri.fhsM'
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•Modern to

Moderato

Moderato

M n o n

s
-ilii J7T3

W * * f* ?

W O 'It O „ W #, W O *• M M M,__« /to n O I*^^^jf W o n O OT O W o

/? °
r^«t

o o o o

"* I " g:
IZSC

I?=i r/>

founded on Rossinis "JVTm piu rnesta".

Allegretto. _.

(5) o i
x * 1 x w^w o „ n o n o

n » o»o w o n o -f+f-rn m n o n o n o n no n Q ;" o #« ##-
v

_
; * m yto Wo wo Wo 1»1»U « o » o n o n o " o m m m f

•
. cres. ^"^^

6a: 5: -fi- rf?w.

±
• - •

I
*2I E :^=e^/ /

/^- Basso molto Stacc

« o w o w o n Q i»f-|< n ° »«t « n f ^ « o
• •

// -^3» n ^N
n o „ u n o fr£ n o ^ 1 n o ^1^% k w

*=}* azx

^'~ £~ »~~~ ^4 "T" 'f— i "I"
* *£
!

5

f £e
« *
r

New Efforts /R<.(hs-«'
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ores errs.

n <£* „<^ « -^ /i-<t> Lir^^ii *' a Ttmp°
n ^ «-4> «<*> «-**

*=£%*=* P Pa *=q*

i

<>
r//en. />

w w
<4> ^ f^r^ i &

^
: fi /> ores.

?n tfif -j£ -?• if a n a VI 2 1

'*/ H
-- v 1—'« • Jt.

—~~—:

—

r w.*.*• * ' ».4. ".-k. "*. w*. "•*• "•*• "•»•
M...G,. w.

ritard.
n-*. "••#. "•#.

K;^oce

2Sr
ritard.

n^ W ° » ° Wo /io Wo »o w o

SEiE* — H H—

riten

n o n o n° "o

-i-i

—

I . - —rt ss E E^^:»
o °S °

f^g ffofg'f-gt rr «
n » —B^— IE

^£-o

t I

n n

<>

*?-

*Wta.»—.—«-

-i »-

-n h- n « n n n n

a Tempo

,JLento

Effect n |i p ^m *—£-

-n- -«-

s
fifi

£
/>/>

-rt-

5

/I

w

in:
_u_

/y*
S 3 *

* 3±

n

4
/>/>

ztt1
=5£

/*/>

-^£

/>/>
-#>. 1

tA
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EffVct N' iX if it

2WW*
1

Right

Hand.

f* f* P f*

Moderato

( 8 )
n '* n % n •*• n * » * "

f
" » " * « y ,< % n * n *

li ig gfr g

tfcJCT g

r

Wi 1
mfri 5=rff I

(
9 )

" * h * » * n $ h] $ 71 :*: tl
•#

Right

Hand.

\V
)

I ! * •*

Allegro C-wCwCvvC-*vC'%*C

3 21 +

G
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ritt-n

:

Ml? * * *
14 n n n n » " » "

~3
* n n

u

n*

"

-<*-

i i
* *

= 3T 6'

^~

; /> n n n*~ * * n n

g^jJJ i

"
II

Contrary to what has been before said,the non-Harmonic notes in Melanges pas.

sa£es similar to the next Example.must be pven -with more force than the Har-
monic notes

.

-

Adag'io Sostenuto.

n %v Ef'fVcts. Bochs

Ib-t^ J.—=-v£ ,^ j3 R_i i—a±—'H „



A Hi gro

.Modtrafo

e Grazioso .

Il§m\- t>

dnl.

gEg

fib

(16) „« n C-

-M-
** delicat. ( *SSSSSSSSSSSSVSS<\

2Ppg
^ drlicat

S
/"i

1SF ^ d* d

P¥

?=m
p

v^^,^/^'V•'W,v/v^%*«'>,v\^•w -

* * * $ leggiero

MXTM^JDMJD ^MPMG&I-OS

It is rather singular that Arpeggio Passages, so variously, so fancifully introduced in

Piano, Violin, and Violoncello music, are still extremely confined on the very Instrument from

which their name sprung, (Arpa, Arpeggioj Has not the Harp a power adequate to the

task of performing all kind of Arpeggios with effect? are its sounds less powerful, Bril_

Kant , or Harmonious than those of other Instruments? certainly not, therefore it remains wilh

the Harpist to enlarge that province of Harp performance, and to effect ultimately a di\er_

sion to these hacknied Arpeggios which too often find a place in Harp Music. #

I do not pretend to give in the very few examples beneath, specimens of what can he done in

Arpeggios, hut only to familiarise the Harpist with a change of position, seldom, if ever, used

in a rapid manner: viz, that of dexterously passing the 1st, 2d, or 3d finger under the thumb, to

catch distant notes, or the thumb over the fingers, for the same purpose, and which will prove

of great advantage, as the principal defect of the present Arpeggios with one hand , is the want

of extension. Care must be taken to effect these changes with neatness facility, and without jerk,

or too great a motion of the arm,. _ All the notes must be given very equally

.

"* The EnharmonicArpeggios, explained and exemplified h\ Pages 74 and following will assist the

T
F i r

j
> i s t in effecting that necessary diversion.

\VW Effects (Bochsa)
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Mo(1> rato

&*^£

(These Arpeggios can be practised with the left hand, two octaves lower.)

The demisemiquavers in the next example, and the semiquavers in that which follows,

must he played With lightness, and a sort of graceful fling of the hand.

V< * EffertN IBochsal
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Mud *.°

legg.

leg*g*iero

.

1 * l

(5) *fe, .

con Jorza

Arpeg'g'iando

a*
I25: &§ sm ^

^
\. n Effect-* (Bochsa)
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gJOP CHDRID P^SS*4UMB

Allegro

The chords of which these passages are formed must be given

in a short.light and pointed manner.

n-ff f 1^ l\ l^f#.f h IS h*&

8--..

S
( l) _i_ volant

i i I i tf*H

molto marcato

Allegro

Vivace

L
£3 fe
^ FFt^

.#" #
tt*P

NrwEffrfts Bochsnl
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DOUBLE .-I*VU TJUPLE JVOTJE F.4SS.4U12S

In Thirds, Sixth*, &c

The notes with the right hand must be played with firmness and precision, as

well as those with the left, which is to lay open (The fingers pointing rather up_

wards while the thumb striks them. These new acquirements maybe consid-

ered as the complement of the Double and Triple Glissando.as when they are all

blended together, they contain every passage which can be produced with effect by

combined notes.

(Examples in Thirds
. +1+1

H jJSiBJB »., • .QJE2-JSJ3SJ133

Allegro

Rrillante

+ 1+1 +Piuf
+ *+£m*m FT

=•— i» r k£zEgfcilgEg p + +E ^
Forzrmrfo SI

New Effects Bochsa
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aw.*

(i) * lX >

95

1 TC^JR'MWnY figtW^FE'

ST^T^
I ^

(2) ' * ]

p
F

^ » » m ^d J J 'Jr^ »«*»ww S3
£ ig^
f/ /p 7^~ ~7^~

/<

J!fiflflffl£

k ^ ^ *r

X
J- X 1 X 1 x 1

x
1 X

j

ggjgjTOjM, Jffl ffl ja jh
jFTO? tylY'WV7 *'*

fT*
2

/

f^i
I

j'/i Thirds and Sixths.
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7ndicati'n<r

EtouTe? Harmonics (c t:»:v.:wi«;«r|

Pemi Ftouffes Harmonics. . Oj^x^//,k-//,xz,^

Two Third Harmonic X

Pintle and Double Altissimi Harmonics <$>

furone only, far a wries

Triple, Quadruple, Altissimi, and Lep'p'ere Harmonics. •# *—*—

#

Double Octave Harmonic J

Double €rli«sando .
•

» - —
Triple Glissando "^ "—

I Tndulated Pounds fTT

Vibrate' vib. or v,

Natural sound B.or n.s.

Double and Triple Harmonics vilh the right hand, and Triple and Quad-

ruple Harmonics with the left (in the middle of the Instrument only/, are

indicated with the usual marks, o,g,JJ,J} .

o o
o
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NEW PIANOFORTE MUSIC BY HENRI I1ERZ.
COMPOSED EXPRESSLY FOR D'AUMAINE & Co. 20,SOHO SQUARE, LI

A res.

PIANOFORTE SOLOS,
{Very easy, wilt wurked).

Ti Fifth Set of Quadrill

storale T *Aiurtii. ditto

..TI.. 'ihinl ditto..

>qnettes The Second ditto.

LES CHARMES DE L'OPERA (

wenty-four rjf the most Popular Indies by celebrated Italian, Ger.nan, and
other Composers, with a highly finished copper-plate engraving by Findcu, after

design by R. Wertall, ll.A

CONTENTS
No. I. Cavatine de Norma Bellini No.

Air de Zampa, Jferold
Trio dn Pre aux Clercs Herald
Romance de Joseph Mehul
Barcarolle de Massaniello. . .Auber

\

Vivi tn Doni
Cavatine du il Pirata Bellini

Non piil mesta Rossini

Cavatine du Zelmira Rossini

.in 6 books,. .each.. 4

1.

5.

ti.

7.

8.

9.

10.

11.

12.

Air de la Niege Auber
Air Tyrolicn Rossini

Choeur des " Huguenots" Meyerbeer

Three Famiiute Irish Airs; (easy) with Variations, Nos. 1,2, & 3 each

LES FLEURS DE CHANT (*»y) each

13.

14.

15.

ie.

17.

18

19.

20.

21.

22.

23.

24.

Air d'Auna ftolena Gfinheiti

Air de " La Famille Suisse". . . Weigl
Romance Favorite, La Folic . . Griear
Entr'acte, I Briganti. . . . Mrrcadante
Cavatine, Aurora chesorgerai.WoMini
Ma Fanchette est charniante . . .Gail

Barcarolle de " Marie" ,Iferold

Tu sordo a niiei lamenti . . . . Rossini

Cavatine de Seiniramis llossini

Theme de Gustave .' .Auber

Carillon des Les Deux Nuits,&.

Cavatine de La Violettc Caraff'a

o

2

No. 4. Sigh not

!

5. Oh for the dance

0. Our song shall be

i. 1. Night at Sea
2. The Troubadour Rudel
8. Oh for that voice!

Rocdo Montagnard 2
Rondo Espagnol 2
Donizetti's Favorite Air, "Vivi In." 2
Due de Reichstadt's Waltz 1

SOUVENIRS DES MELODIES ETRANCERES («wy)-
Six Airs elegans ct gracieux each. 2

No. 4. Air a la Rm
5. Air a la Dohemiciuie
6. Air a la Venetienne

No. 1. Air a l'Espagnole

2. Air a l'Ecossaise

3. Air a la Sicilienne

LES ECHOES DU SALONS f«*).
Four Airs Gracieux , each .

.

No. 1. - Air a LTrlandaise No. 3. Air a la Militaire

2. Air a la Pastorale 4. Air a l'Ecossaise

ECRIN MUSICAL (««»)
In Two Boobs, containing Eight Popular Melodies, arranged as Rondos and with

Variations,... 5

CONTENTS :

—

2

.N'ii. 1. La Be*gere du Valais No. 5.

2 Le Chalet 6.

.;. Theme d' Aline 7.

4. Hondo Tnrc 8
(Also singly, Qs. each.

J

»IX FA VOHITE MARCHES' cosyJ each.

No.

Valsc de Beethoven
Air d'Auber
Air Ecossais

Sister Fairies, hither

No. March from Olello Rossini

March from Guillame Tell .. ..ditto

French March

1. Original March Hers
-2. March from Le Sennent ..Auber
3. March froniLe Philtre ditto

RECREATIONS MUSICALES.
In Four Books, containing Twenty-four popular Melodies, irrangcil as Rondos,

Fantasias, and with Variations, in progressive degrees of difficulty Ti

CONTENTS

—

No. 1. Der Alpen Sanger 1:3. Chansonette Venetienne
We have lived and loved

Air Russe
There is no home like ray own
Welcome me home
March de la Muette
The last rose of summer
She is thine

Mazurka Nat'n>"

Cavatina di Carafa

Chansonette Sicilienne

La ci darem la niano

14. Those evening l>el!>

15. Midnight Song of the Gondolier
Hi. Cavatina d'il cVooiato

17. Air Suisse

18. Chcenr d'Armi.l.

19. The blue bells of Scotland
20. Cavatine della Straniera

21. Air de Weber
22. Air Neapolitain

2:3. Rondo de Paganini

24. Original Waltz

(Also singly, 2,v. each.)

OF MODERATE DIFFICULTY.
ia from Auber's last Opera of L'Auibassadrice Op. 05 5

eau de Salon Op. 91 3
No. 1. La Chasse

|
No. 2. La Mazurka

No 3. Le Movement Perpetuel
,d Military Divertimento Op. 91 4

his h. lie, Rondo 2

|'j Lcs Trie- 'I'rois Mi lodics varices Op. 88 each.. 3

No. L- Genre It a lien Cavatine de Bellini

2. Genre Reiigicux Ave Maria, de Pugef.

3. Genre Allemand Ballade de Schubert
in! Oaprierio on the favorite Air, " La Folic" Op. 83 4
nil Theme Original, with an Introduction and Variations SI 6

sRmales, Swiss and Italian Melodies, wjtfi Variatio

Nos. 1 and 2 Op. 80.. . ..each. . 3
1

1
Brilliant Vars. on "Vivi tu," the admired Air sung by Ivauoff. .Op. 78 5

Souvenir de Vienne, Paris, et Londres, three Fantasias each.. 3
No. 1, Valsc du Due de Reichstadt, in A 4

2, " Answer, mighty Sorceress" (Guslavus), in D
3, Cavatina de la Zelmira, in F

LesTrois Graces Op. 68 each.

No. 1. Cavatine dn Pirata No. 2. Cavatine de la Semirauiide

No. 3. Cavatine d'Anna Bolena

iree Characteristic Rtmd • Op 61 each.

HNo. 1, A la Framuise, in D No. 2, A PAanglaise, in B Hat

Nf>. ?, A l'Allemande, in E flat.

Variations on " Non piu ir""^*." Op. 60 4
Introduction and Rondo on tfie Carillon from " Les deux Nuils." 52 4
Introduction, Brilliant Variations, and Finale Call" Militaire), on the favorite

Cavatu:*, "La Violette." „ Op. 48 4
Variations on " O dolce coneento." - - 4 . •

,
- 4

Three Characteristic Nottnrn Op. 45 each.. 4

No. 1. La Dolcezza | wn.~. La Melanconia j No. 3. La Simplicity

Three Airs de Ballet from G'istavn* tue Third - each.

1. L'Allemande in E. | N-\ 2. L'Anglaise, in D — No. 3. La Folic, in C

3 C

3

PIANOFORTE SOLOS,
(Of moderate difficult </ ).

Ball, t from Guillaume Tell T
No. 4.

5

Six Ait- d

N.i. 1. La "alse Suisse

2. La Contredanse
3. La Tyrolienne

ditto from Mose in Egi
No. 1 iu A

6

v Ise lift

Le Pat •>

La Pol

I
No. 2 inE flat

|

No. 3

BRILLIANT PIECES.
Souvenirs des V" yages, Fantasia, containing popular Irish Airs Op. f»C

Fantasia and Brilliant Variations on the celebrated Laeudlcr Vicnn n <••

for and dedicated to his friend, Sigisniond Thalberg Op ''

Piintaisie and Grand Variations on the celebrated Cavatine in "Norma," prrf

by the Author at his Concerts, &c. &.c -.Op. 9o
Fantaisie Dramatique, introducing the Protestant Chorus from Meyerb.

of l^es Huguenots Op. 89.

.

The Third Concerto, dedicated to the Philharmonic Society 87.

Grande Valsc Charai teristique, Scene du Bal 79 ....

Briliaut Variations, and Finale a la Hongroise, on " Tu sordo a miei lam.
" Matilde di Sabrand." Op. 77...

Brilliant Variations (di Bravura) on the Trio from " Le Pre anx Clcrcs," pi

by the Author at his Concert, &c Op 70. . .

Grand Vars. ou the March from Alexander, and "La Donna del Lago,". .<»]

Rondo Militaire on a favorite March from " Le Serment." Op. 69
Grand Variations on the March from " Otcllo," 67 . .

.

Brilliant. Variations on a favorite Cavatina from " Zampa," C(J

La Fete Pastorale, Grand Characteristic Fantasia 65
La Clochette de Paganini, March and Brilliant Rondo 6a
Brilliant Variations on a Chorus from " Euryanthe.'

-

62
Characteristic Variations on " La Parisienne," (Second Edition.). . .58

Grand Variations on a favorite March from " Guillaume Tell.". .. .57

Brilliant Variations on an Original Theme 55
Polacca on the favorite Romance, "Dormez, dormez, chores amours." 53. . .

.

Variations on the Trio " Notre dame du Mont Carmel," 43

QUADRILLES, &c.
Les Elegantes, the First Set of Quadrilles
Lcs.Coquettes Second ditto

La Mode Third ditto

Le Fete Pastorale. .Fourth ditto

Les Etrangeres. . . .Fifth ditto

Entr'acte from I Briganti

Galop from Lestocq
Pas Chinois, from Lo Ot»»val de Bronze
Galop from Gnstavus the Third
Pas Redouble from La Revolte de Serail

Six Galops, as performed at the French Balls icl

Due de Reichstadt's Waltz

DUETS
FOR TWO PERFORMERS, ON THE PIANOFORTE (easy).

HUIT AIRS GRACIEUX
No. 1. Air S\. I No. 3. Air I No. 5. Air Alleinande I N

2. Air Montagnard
|

4. Air Turc
|

6. Air France 6. .
A ir Angl

Hemes de Loisirs

No. 1. Der Alpen Sai No. 13. Venetian Air
2. We have lived ami loved together 14. I

3. Russian Air 15.

10

4
o

,

'

from

%

4. There is no home like my own
5. V> elcome me home
6. Chorus from Masaniello
7. The lost rose of summer
B. She is rhine

!'. Le regret

10. Cavatina
1 1. Sicilian Air
12. Andinmo, andiamo

La Mode Quadrilles

1(>. S

17. Original Theme
Is. Chorus from Armida
1!). Air from La Stranic

Jeapolitan Air
21. Ail

iiL*. Air Neopolil

23. Kendo de Par
24. Origin

DUETS OF MODERATE DIFFICULTY
A Favorite Italian Air wit

Noil pin mesta
O doh coneento
La Folic _

A r'ovnrite Swiss Air, with Vars. 5
Rondo a la Franchise in D 4

Rondo a I'Anglais in B V

Rondo a l'Allemande 4

BRILLIANT DUETS.
Second Theme Original, with Variations Op.

!

Grand Variations fi>r Two Performers o.n the March from '• Le Philtre." . .Op.',

Ditio ditto 011 the March from "Guillaume Tell.' . ..

La !odt>, Quadrilles .«

Les Coquet, s, Quadrilles

Les Iferaugeivs, ditto

PIANOFORTE AND HARP.
ARRANGED BY BOCHSA.

Grand Duo on the Fall of Paris,

and a March by Rossini 8

La Mode Quadrilles 6

La Fe.te Pastorale Quadrilles.

..(Ill:Les Etrang&re*.
The last Galop

PIANOFORTE AND FLUTE (

ARRANGED BY TULOU AND HENRI HERZ.

Recreations Musicales, Twenty Popular Airs

CONTENTS:

—

1. Der Alpen Sanger No. 11. Sicilian '

2. We have lived and loved together 12. Andian
3. Russian Air 13. Venetian Air
4. There is no home like my own 14. I

0. Welcome me home l.">.
'"

C. Chorus from Masaniello 1<>. S

The iast rose of summer 17. Original Ti.

She is thine 18. <

Le regret 19. Air from la
Cavatina litan Air

SIX AIRS with Variations aid as Rondos:—
TrTolesc Air N . 4. Si-

8.

9.

10.

No. 1.

2. Air from Le Chalet

3. German Air fi. (5

BRILLIANT
Three Grand Duos. Conccrtante, He-z and Tulou t . ,

PIANOFORTE AND VIOLIN.
ARRANGED BY LAFONT.

:!ante

.vii (tnsii

)

:

h K

Three Grand Duo*
There i> no home like niv


