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TRANSLATOR'S PREFACE. 

Now that this work has come before the public, it would be useless to dwell on the various causes 

which have retarded its appearance, or to offer a number of empty apologies to the subscribers, which are, 

in general, more gratifying to the vanity of the writer than acceptable to the reader. Suffice it there­

fore to say, that, during the time which has elapsed since the issuing of the Prospectus, no pains have 

been spared to render the work, if possible, still more worthy the attention of musical students, by many 

important additions; among which may be named :-particulars respecting compositions for the Organ; 

others relating to the Cornopean, Valve Trumpet, Sax Horns, &c. ; a more enlarged article on the music of 

the Protestant Church; new examples and remarks received from the Author; and a translation of the 

words belonging to the vocal pieces, from the pen of Mr. William Ball-a feature not originally con. 

templated. 

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

which, he hopes, will prove interesting, and serve to repel the assertion sometimes made, that although so 

many works have appeared under Czerny's name, they have not all proceeded from him, which is both 

unfounded and unjust, and generally arises from the inability of those who make it to conceive a greater 

degree of t~ent and industry than they themselves possess. 

Before closing these observations, the Editor desires to return his best acknowledgments to the 

~Iessrs. Distin, for the kind manner in which they communicated to him various particulars respecting brass 

instruments, their performances on which are too well known and deservedly appreciated to require any 

comment from him; nor must he omit to express his great obligations to his esteemed friend, A .. Merrick, 

Esq., translator of the admirable English edition of the theoretical works of Albrechtsberger, for many 

valuable suggestions resulting from a perusal of the proof sheets. 

To the student of the present work, any remarks on its excellence might appear superfluous. Yet it 

may with truth be asserted, that, if he diligently follow the course prescribed by the Author, the result will 

amply reward him for his toil, and demonstrate the justness of the motto-

" :Die praftifd)e Uebung front bas t~eoretifd)e Silliffen." 

which may be thus briefly expressed :-

PRACTICE PERFECTS THEORY. 

J. B. 

Charlton Kings, Cheltenham, 1848. 
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AUTHOR'S PREFACE. 

BY the phrase doctrine of composition, has hitherto been understood only the instruction In thorough 

bass and counterpoint. These sciences are indisputably as essential to the composer, as orthography and 

grammar to him who desires to become a poet and author. But, even with the best-grounded knowledge of 

harmony and pure composition, the pupil is still ignorant of the forms which the different pieces must 

assume, and which, in music in general, and in that for single instru1nents in particular, are practicable and 

usual: and in no treatise on thorough bass which has yet appeared, has the manner of constructing a sonata, 

a variation, a quartett, a symphony, or even a waltz, been fundamentally described. 

The primary object of this work is to supply this important deficiency; and it must be here remarked, 

that all those for whom the work is designed are supposed to possess an entire theoretical knowledge 

of composition, namely, of harmony, counterpoint, the correct conduct of the parts, &c.; and therefore 

nothing need be said here on these subjects. But, on the contrary, the form and construction of all musical 

pieces, as well as the modulations and developments of the principal idea hence resulting, will be ex­

hibited as fully as possible, and in progressive order; and the way pointed out to the young composer of 

disposing his ideas, and practically employing his theoretical knowledge, in order to produce, in a correct 

form, and agreeably to classical models, all kinds of n1usical compositions, from the most simple Theme to 

the Grand Syn1phony, and from the shortest Song to the Opera and Oratorio. 

The second, and not less important object of this work, is the art of instrumentation, including the know­

ledge of the compass and properties of each musical instrument, and of all that is practicable and effective 

on it. Here the pupil will find mentioned and explained all the combinations, from the simple duett to the 

fullest orchestral and vocal composition; and the numerous models and examples from the works of the best 

classical masters, with which each rule is accompanied, may be so much the more welcome, as the majority 

of young composers seldom have the means of purchasing the expensive full scores of the most esteemed 

Operas, Symphonies, Oratorios, Concertos, and other concerted pieces ; and as even their possession is of 

little use, if the attention be not specially directed to the skilful working, and to their particular beauties 

and effects. 

}laving endeavoured to unfold and reduce to order all that is known on these subjects, which hitherto 

so many talented young persons, even after long-continued attempts and numerous blunders, have often only 

been able to learn incidentally, and still oftener imperfectly·; we hope to be the means of lessening con­

siderably the manifold difficulties which young composers have to surmount before they can enter upon a 

successful professional course. 

CARL CZERNY. 
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A BRIEF MEMOIR OF CARI_j CZEltNY. 

CARL CzERNY, the highly gifted Author of the present work, was born at Vienna, on the 21st of 

February, in the year 1791. I-Iis parents came from Bohemia; and his father, who had formerly been in 

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

Like many others who have highly distinguished themselves, Czerny displayed, in his earliest infancy, 

a great natural disposition for music; and, as his father at that tim·e very diligently practised the works of 

Bach, Mozart, Clementi, &c. and was frequently visited by the pianoforte players then resident at Vienna, 

as Kozeluch, Gelinek, W anhall, and others, the youth had constantly the advantage of hearing good music, 

and hence his sensibility for the art was speedily manifested. This circumstance doubtless induced his father, 

who possessed no independent fortune, to devote his earnest attention to educate him for the profession; so 

that, even in his eighth year, young Carl performed the con1positions of l\1ozart, Clementi, l(ozeluch, Gelinek, 

&c. with much facility. 

About this period, the early works of Beethoven appeared; and Czerny became so enamoured with 

them, as to prefer them to all others. lie therefore studied then1 with peculiar assiduity; and, when about 

ten years old (in 1801 ), had the pleasure of being introduced to their renowned Author, who was then in the 

prime of life, and had created the greatest sensation as a pianoforte player, by the production of effects and 

difficulties which were previously unknown. l-Ie played to Beethoven son1e of the great master's newest 

compositions, and made such a favorable impression on him, that Beethoven at once voluntarily offered to 

take him as a pupil. The intimacy thus formed gradually ripened into the most perfect friendship, which 

was maintained, unbroken, throughout the too short life of this the greatest musical genius that ever existed. 

Among the many proofs of high regard which Beethoven entertained for Czerny, it may be mentioned, as a 

fact not generally known, that he selected him as the musical instructor for his adopted nephew (Carl 

Beethoven), who afterwards, alas! most deeply embittered his uncle's days, notwithstanding the unbounded 

kindness which was ever extended towa1·ds him. 

But to return to the subject of this memoir. Under Beethoven's guidance, Czerny studied, first, the 

Clavier School and the works of Emanuel Bach; and, then, all the compositions which Beethoven himself 

had written and published in the course of the year. He had also to arrange many of Beethoven's works, as 

well as to correct the proofs of such of them as were being prepared for publication, all of which afforded hin1 

much practice, and imparted an accurate know ledge of the spirit of these fine compositions. 

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

teenth year (in 1805), also comn1enced giving lessons; and, soon obtaining some talented pupils, he became 

so celebrated as a teacher, that in a short time every hour of the day was occupied. 
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In the year 1810, Clementi resided in Vienna, and Czerny became acquainted with him at a noble house 

where he gave instruction, at which Czerny was nearly always present. This was particularly advantageous 

to him, as he thereby acquired a knowledge of Clementi's classical method, and formed his own upon it. 

He soon became one of the most favorite and highly esteemed teachers in Vienna, and gave daily from ten 

to twelve hours' instruction, chiefly in the noblest and best families. To this occupation he devoted himself 

for thirty years-from 1805 to 1835; and among his numerous pupils who have become known to the public, 

are Mademoiselle Belleville, Liszt, Dohler, Pirkhert, &c. Among a1nateurs too, of a high rank, he has had 

many pupils who might well have passed for professors. 

The disposition which Czerny manifested for composition during his youth, was fully equal to that which 

he showed for pianoforte-playing; and he alnwst daily noted down ideas, themes, &c. for all kinds of musical 

p1eces. I-Iis father caused him to study diligently the works of l(irnberger, Turk, Albrechtsberger, and 

others; so that he soon acquired all the requisite theoretical knowledge; and Beethoven thoroughly exercised 

hiin in scoring and the art of instrumentation. 

But as lesson-giving occupied his whole time, Czerny, for a long ·while, had no thought of publishing any 

work. At length, however, in the twenty-seventh year of his age, his Op. 1 appeared, which met with such 

an unusually favorable reception, that he was afterwards completely overwhelmed with orders, both from the 

music-publishers of Germany and those of other countries. l-Ienee he was obliged to devote his leisure hours 

in the evening to composition; and, feeling at all times in a suitable frame of mind for it, he has produced, 

up to the present period, the immense number of original works named in the subsequent list, independently 

of numerous arrangements of ~fasses, Symphonies, Overtures, Operas, &c. &c. Of his original productions, 

about one third are written in the strict style, one third in the brilliant style, and the remainder for the pur­

pose of instruction, the value of which is known to every teacher of the pianoforte throughout the civilized 

world. 

To youthful and time-destroying diversions or companions, it may be well imagined, Czerny has ever 

been averse. His sole recreation was, and still is, reading. In 1836, he 1nade a journey to Leipzig; and, in 

1837, one to Londono~\< and Paris. With these exceptions, he has invariably resided in his native city, 

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

* It was at this period that he sold to his spirited publishers, Messrs. Robert Cocks and Co., his Great Pianoforte School, Op. 500, dedicated by 

gracious command to Her Majesty Queen Victoria; and also made arrangements with them for the publication of the present work: since which 

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

sessed by any other house in Europe. 



A COMPLETE LIST OF CARL CZER.NY'S WOltKS, 
BOTH PRINTED AND MANUSCRIPT. 

N.B. In t!te following List t!te Works are Solos, and for the Pianofo·rte, w!tere tlw .contrary is not stated. Tlwse marked * 
are published by Messrs. R. COCKS and CO. 
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1. V ars. Concertantes for Pianoforte and Violin 
Rondeau brill. sur un Cavatine de Carafa a quatre mains 
Fant. et Var. brill. (Romance de Blangini) with Accompts. for 

two Violins, Alto, and Violoncello (Double Bass ad lib.) 
4. Le Souvenir, Vars. 
5. Premier Grand Rondeau, inC, with Quartett Accompts. ad lib. 
6. Valses ou Exercices 
7. Premiere Sonate in A flat. 
8 . 
9. 

10. 

Amicitire, Andantino with Vars. 
Vars. brill. et faciles (Theme favori) 
Grande Sonate brilL a 4 mains 

ll. Divertissement brill. a 4 mains 
'ii~ . Vars. (Trauer-Walzer by F. Schubert) Solo and Duet 

'13. Second Sonate, in A minor 
14*. B1illiant Vars. on an Austrian Waltz 
15. Amusement pour le Carnaval, Choix de Valses brill. et faciles; 

two books 
16. Introd. et Var. sur" 0 cara memoria," with Vcello. Acct. ad lib. 
17. Rondo brill. sur un Menuet de C. Kreutzer 
18. Grande Polonaise brill. with an Accompt. for a second Pianoforte, 

or for a Quartett, both ad lib. 
19. Vars. sur une Barcarole favorite 
20*. Introd. et Vars. sur la Marche favorite della Donna del Lago 
21•. Introd. et Vars. sur la Cav. fav. "Sorte secondami" 
22*. Premier Rondino sur" Cara deb attendimi," with Quartett Accts. 

ad lib. 
23. Second Rondo brill. a 4 mains, in G 
24. Presto caratteristico, Duet in A minor 
25*. Vars. brill. sur " Ah come nascondere" a 4 mains 
~6. Rondo quasi Capriccio, in E fiat 

(27. Fantaisie in B fiat 
'28. Grand Concerto in F, with Orchestral Accompts. The same with 

Quartett Accompts. The same with an Accornpt for a secoud 
Pianoforte 

29. Second Rondino sur un Theme de !'Opera Corradino, with Quar-
tett Accompts. ad lib. 

30. Troisicme Rondino sur un Theme de !'Opera Armida 
31. Trois Fugues, in F, E flat minor, and C 
32. Les Etrennes, Twenty-four Valses 
33. La Ricordanza, Variazioni sopra un Tema di Rode 
34. Duo pour le Pianoforte a 4 mains, d'apres le premier Trio de 

Mayseder 
35•. Valses di Bravura 
36. Impromptus on Vars. brill. sur le Cotillon du Ballet Arsena 
/-.... 

(37 . Fant. sui vie d'une Romance variee 
'38. Premier Grand Potpourri Concertant pour deux Pianofortes a 6 

mains 
39. Quatrieme Rondino sur un motif de Fesca 
40. Vars. brill. sur Ia Marche du Ballet La Danseuse d'Atbene, a 4 

mains 
41. Cinquieme Rondino sur un motif de Beethoven 
42. Sixi<~me Rondino sur un motif original, Le jours passee 
43. Second Divertissement brill. sur la Cav." Aure felice," a 4 mains 
44*. Romance Je Beethoven arrangee en Rondo brill. a 4 mains 
45. Les Charmes de Baden, Rondo Pastoral 
46 41 • Vars. on a Bohemian Air 
47. Grand Exercice di Bravura en forme de Rondeau brill. 
48. "Die Schiffende," Song with Pianoforte Accompt. words by Holtz 

OP. 
49•. Deux Sonatines brill. in C and F 
50. Deux Sonatincs brill. a 4 mains, in G and C 
51. Deux Sonatines brill. pour le Pianoforte et Violin Concertans, 

in B flat and G 
52. Vars. in an easy style on the concluding Air from Die Fee aus 

Frankreich 
53. Rondoletto scherzando inC 
54. Ouverture caracteristique et brill. a 4 mains 
55. Les Charmes de l'Amitie, Theme de Beethoven 
56•. Introd. et Vars. sur Ia premiere Galoppe 
57. Troisieme Grande Sonata, in F minor 
58. Leggerezza e Bravura, Rondo brill. with Quartett Accts. ad lib. 
59. Introd. Vars. brill. et Rondo sur Ia Marche favorite de Roland 
60. Vars . and Rondo on C. M. von Weber' s Hunting Chorus from 

Euryanthe, with Orchestral Accompaniments 
61. Preludes, Cadences, and a short Fantasia in a brilliant style 
6'> Caprice et Vars. sur" An Alexis" de Himmel 
63 . Toccatine brill. et facile sur Ia Tarantelle du Ballet Die Fee und 

der Ritter 
r64J Fant. dans le style modeme en Potpourri 
'65. Quatricme Sonate in G 
66. Rondeau en Valse in C 
G7•. Vars. Concert. sui vies d'un Rondeau de Chasse sur Ia marche du 

Ballet, Barbe Bleu, a 4 mains 
68. Rondeau passione 
69. Allegretto grazioso sopra un Tema de Ballo, Barbe Bleu 
70. l~omance pour lc Pianoforte, in D 
7 J. Nocturne brill. sur'' Das waren mir selige 1'age," a 4 mains 
i2. Rondeau mignon, No 1 inC; ditto No.2 in G 
73• . Vars. on" Oolt erhalte Franz den A'aiser," with Qnartett or Or-

chestral Accompts. ad lib. 
7-1 . Rondoletto brill. in E fiat J 

75. Trois Grands Allegros in G, B minor, aud A Hat 
7G. Cinquieme Sonate, in E 
77*. "God save the King ." with Vars. 
78. Coucertino pour le Pianoforte avec Accomp. de deux Violons, 

Alto, et Violoncello obligato, Flute et deux Cors. ad lib, in C 
79. Trois Grandes Marchesi~ C, D, and .E flat, solo aud duet 
80. Introd. 7 Vars e Finale sopra un Tema favorita per Pianoforte c 

Flauto ossia Violino Concertante 
81 *. Vars. sur un Marche Anglaise 
82 . Grand Exercice pour le Pianoforte, in F minor 
83 . Romanze from W. Scott's "Fraulein vom See" (English and 

German) for a Voice with Pianoforte Accompt. 
84. Second Grand Potpourri Concertant pour deux Pianos a G mains 
85"*". Trois Polonaises 
86. Introd. Vars. and Finale on the Bavarian National Song 
87. Introd . et Vars. r-ur la Valse de Galleuberg, <t 4 mains 
88 Septieme Roudino sur un motif de !'Opera, Elisa e Clamlio 
89. Capriccio a Ia Fuga, in E minor 
90*. Six Rondeaux mignons, a 4 mains 
91. '' Es ritlen drei Reiter," German Air with Vars. 
92. Toccata ou Exercice in C 
93. Rondo esprcssivo in E 
94. Deux Grandes Marches a 4 mains 
95. Grand Nocturno brill. pour le Pianoforte, avec Accomp. de Fltlte, 

Clarinetti, Cor, Bassoon, Violon, Alto, Violoncclle, et Contra~ 
basse, in C minor 
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96. 
97. 
98. 
99•. 
100. 
101. 

102. 

Huitieme Rondino sur un motif original (alia Polacca) 
Neuvieme Rondino (La Chasse) 
Dixieme Rondino, sur un motif de Mozart 
Onzieme Rondino. sur un motif de J. Haydn 
Douzieme Rondino, sur un motif de Cherubini 
March, on occasion of the Coronation of the Empress Carolina 

as Queen of Hungary, Sep. 25, 1825; solo · and duet 
Troisieme Rondeau brill. a 4 mains 

103. Vars. brill. sur un Air Militaire Fraus:aise 
104. Trois Sonatines brill. pour le· PianofQrte, avec Accomp. d'un 

Violon et V celle. ad lib. in G, C, and A minor 
105. Premier Grand Trio pourle Pianoforte, Violon,et Vcelle. in E flat 
106. Introd. et Vars. sur un Theme origina.l, a 4 mains 
107. Rondeau brill. dans le style Fran<;ais, in D minor 
108. Caprice in E minor. 
109. Fiinf unvergiingliche Bliimchen, words by F. A. Kleinschmid, 

for a voice with a Pianoforte Accompaniment 
110. Premier Decameron Musical, Recueil de Compositions brill. et 

faciles ; ten books 
Ill. Premier Decameron Musical, Recueil de Compositions brill. et 

faciles, a 4 mains ; ten books 
112 • . Second Galoppe variee 
113. Vars. sur un Theme original 
114. Valse variee 
115. Easy Variations on a Theme from the Farce, Staberl's Reise 

Abentheuer in Frankfort and Miinchen 
116. Impromptu brill. a 4 mains 
117. Tendress, Amitit'~, et Confiance, three Rondeaux 
ll8. Grande Polonaise brill. avec Accomp. de 2 Violons, Alto, et 

V clle. in F; the same for Pianoforte solo 
119. Sonate Militaire a 4 mains, avec Accomp. d'un Violon et V clle. 

ad lib. in C. 
120. Sonate Sentimentale a 4 mains, avec Accomp. d'un Violon et 

Velie. ad lib. in G 
121. Sonate Pastorale a 4 mains, avec Accomp. de Violon et Velie. 

and lib. in F 
122. 

123. 
124. 
125. 
126. 

127. 

128. 
129. 
130. 

_....;;. · .·~, 

(131 \ 
"--" 
132. 

133. 

134. 
135. 
136. 

137. 
138. 

139*. 
140. 

Grand Divertissement en forme de Rondeau brill. pour le Piatio­
forte, avec Accomp. de l'Orchestre ; ditto avec Accomp. d'un 
Quatuor; ditto pour le Pianoforte solo 

Vru·s. brill. sur "Gott erhalte Franz den Kaiser,'' a 4 mains 
Sixieme Sonate, in D minor 
Vars. brill. sur un Theme de !'Opera, 11 Crociato, a 4 mains 
Grande Serenade Concertante pour le Pianoforte, Clarinet, Cor, 

et Violoncelle ( ou Viol on, Alto, et Violoncelle), in E flat 
Treizieme Rondino sur un Theme de l'Optra Le Mayon, with 

Quartctt Accompts. ad lib. 
Rondeau brillant in A 
Duo Concertant pour le Pianoforte et FIU.te (ou Violoncclle) inC 
Variations brillantcs sur deux Themes de l'Opera, L' Ultimo 

Giorno di Pompei, a 4 mains 
Fantaisie elegante, ou Potpourri brillant, sur les Themes de 

!'Opera. La Dame Blanche, Part 1 ; ditto Part 2 
Variations brillantcs sur" Depechons, travaillons," de l'Opera, · 

Le Mac;on; solo and duet: also with Quartett Accompts. 
ad lib. 

Introduction et Variations sur Ia Cavatina de !'Opera, L'Uitiruo 
Giorno di Pompei 

Impromptu ou Variations sur un Theme de !'Opera, Oberon 
Variations sur un Theme de !'Opera, Oberon 
Hommage aux Dames, Repertoire des nouvelles Compositions 

brillantes. 
Book 1. Elegantine, ou Rondeau brillant 

2. Rondeau, ou Polonaise, a 4 mains 
3. Rondo Concerta.nt pour le Pianoforte et V clle. 

Allegro affctnoso; duet 
Variations de Concert sur Ia Marche des Grecs de l'Opera, Le 

Siege de Corinthe, avec Accomp. de l'Orchcstre; ditto with 
Quartctt Accompts.; ditto for Pianoforte solo 

One Hundred Exercises in progressive order, and fingered 
Introduction and Variations on a favorite Air from Das Miidchen 

aus der Fecnwelt 
!41. Variations on the favorite Duet," JJriiclerleinfein ;" duet 

}1~. 

Q~. 

144. 
145. 
146. 
147. 

148. 

149. 

Ouverture pour Grande Orchestre, inC minor 
Grande Fantaisie en forme de Sonate (ou septieme Sonatc pour 

le Pianoforte solo) in E minor 
Ditto (ou huitieme Sonate pour le Pianoforte solo) in E flat 
Ditto (ou neuvieme ditto) in B minor 
Marcia funebre sulla ruorte di L. van Beethoven; solo and duet 
Variatious a Capriccio sur deux Themes de l'Opera, Oheron, a 

4 mains 
Premier Grand Quatuor pour le Pianoforte, Violon, Viola, ct. 

Violoncelle, in C minor 
Rondoletto Concertant pour le Pianoforte ct FlUte avec Violon­

celle ad lib. in F 
150. Trois Polonaises Sentimentales 
151 *. Grand Exercise on the Shake 
152*. Grand Exercise in all the Keys, major and minor 
153. Concerto pour le Pianoforte a 4 mains, avec Accomp. de l'Or­

ehestre, ou de Quatuor, inC; the same without Accompts. 
154. Graduale Pastorale, '' Hodie Christus natus est," for four Voices, 

two Violins, Viola, two Hautboys or Clarinets, two Horns, 
Violoncello, Double Bass, and Organ, in F. 

155. 

156. 
157. 
158. 

159. 

160*. 

Otfertorium Pastorale, " Exulta, nlia Sion," for four Voices, two 
Violins, Viola, two Hautboys or Clarinets, two Horns, two 
Trumpets and Drums, Violoncello, Double Bass, and Organ, 
inD 

Belohnung der fleissigen Jugend, three easy .Sonatas; duets 
Der Brand von Maria-Zell, Fantasia in A 
Book 1, Trois Rondeaux faciles; Book 2, Trois Rondeaux faciles 

a 4 mains; Book 3, Trois Sonatines faciles instructives et 
doigtees; Book 4, Trois ditto a 4 mains 

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

Introduction, Variations, et Polacca sur " Tu vedrai,'' avec Or­
chestre, in D; ditto a 4 mains, avec Orehestre; ditto avec 
d'un Quatuor; ditto a 4 mains avec Quatuor; ditto pour le 
Pianoforte solo and duet 

161. 48 Etudes en forme de Preludes et Cadences dans tous les tons 
<i62. .....__ .. 

163. 

164. 

165. 

166. 
167. 
168. 
169. 

170. 

(;:(!· 

172. 
173. 
174. 
175. 

176. 
177. 

178. 
179. 

180. 

Fantaisie brillante sur divers Themes Suisses et Tiroliens, avec 
Accomp. de l'Orchestre; ditto avec Accomp. d'un Quatuor; 
ditto pour le Pianoforte solo and duet 

Aneiferung zur Bildung der musikalischen Jugend, six easy 
Sonatinas with fingering; intended to follow any instruction 
book 

Quatorzieme Rondino sur" Ma quell' amabile" dans 11 Pirata, 
with Quartett Acc0mpts. ad lib. 

Grand Nocturne brillant pour le Pianoforte a 4 mains avec deux 
Cors ad lib. 

Second Grand Trio pour le Pianoforte, Violon, et Violoncelle, in A 
Sonatina in A 
Deux Rondeaux, in E flat and B minor 
Cinquieme Rondino sur un Theme de Paganini, with Quartett 

Accompts. ad lib. 
Gran des Variations brill antes sur " La Campanella de Paganini,'' 

avec Quartett Accompts. ad lib.; ditto a 4 mains; ditto a 4 
mains with Quartett Accompts. 

Fantaisie brillante sur trois Themes de J. Haydn, Mozart, et 
Beethoven 

Grand Capriccio in C minor 
Troisieme Grand Trio pour Piano, Violon, et Violoncelle, in E 
Quatorze Ecossaises brillantes, ou Exercices eli Bravura 
Second Decameron Musical, Recueil de Compositions amusantes, 

ten Books 
Second Decameron Musical, a 4 mains, ten Books 
Allegro Fugato in Quintette per due Violini, due Alti, et Vio­

loncello, No.1, in C minor (ill Score); ditto No. 2, in C (in 
Score) 

Grand Sonate a 4 mains, in F minor 
Introduction, Variations, and Polacca on two favorite Airs from 

Der Alpenkonig und der Meuschenfeind, with Quartett At:­
compt. ad lib. 

Introduction and Variations on a favorite Air from Der Alpen-
konig und dcr Menschenfeind; solo and duet 
Ditto for Pianoforte with Quartett Accompts. 



1 )ouzc Grands Rondeaux Nationaux brillanls et caracleristiqu('<::, 
m't sont introduits les Airs originals les plus favoris de as 
1Vations, savuir: 

181. Rondeau National Allemand 
182. Anglais et Ecossais 
183. ----Boheme 
184. ---- Espagnol 
185. ---- Franc;ais 
186. ---- Hongrois 
l87. Italien 
188. Polonois 
189. ----Russe 
190. ----·- Suedois 
191. 
192. 
193. 
194. 

195. 

196. 

(197': 
'--
198. 

199. 

200*. 

201. 

----Suisse 
----Turque 
Troisit~me Galoppe, variee 
Introduction, Variations, and Rondo on two favorite Styl'ian 

Alpine Airs; solo and duet; ditto for Pianoforte with Quar­
tett Accompts 

Seizieme Rondino, sur" Ah come rapida,'' with Quartet Accts. 
ad lib. 

Introduction, Variations, and Rondo on" Or che son vicino ate'' 
solo and duet; ditto for Pianoforte with Quartett Accompts. 

Troisieme Fantai:sie clt~gante, ou Potpourri brillant sur Themes 
dans La M uette de Portici. 

Dix-septieme Rondino sur les deux Barcaroles dans La Muette 
de Portici, with Quartett Accompts. ad lib. 

Variations sur" Ah! ich stell' du Falsche dir''; solo and duet; 
ditto for Pianoforte, with Quartett Accompts. 

The Art of Improvisation, or School of Extemporaneous Per. 
formance 

Six Rondeaux d'Amusement 
202. Introduction, Variations brillantes, et Rondeau de Chasse 
20:3*. Valse Autrichienne, varice 
204. Divertissement de Concert, ou Adagio, Variations, et Rondo, 

avec Accompt. d'Orchestre; ditto with Quartett Accompts. ; 
ditto for Pianoforte solo 

205. ImpromptU brillant sur un motif a la Rossini 
206. Theme Russe, variee 
207. Rondoletto sur le Theme Hollandais favori, " Wien Neelands 

bloed in de aders vloeit'' 
208. Introduction et Variations brillantes sur un Theme dans le 

Muette de Portici 
209. Divertissement brillant et facile 
210. Concertina for the Pianoforte, with Orchestral Accompaniment, 

inC 
211. Deux Trios brillants pour le Pianoforte, Violon, et Violoncelle, 

inC and A 
212. Six Grands Potpourris brillants et concertants pour Pianoforte, 

Violon, et Violoncelle ; the same for two Pianofortes concert. 
213*. Andante and Rondo, with Orchestral Accompts. in C 
214. Premier Grand Coneerto, avec Accomp. de l'Orchestre, in A 

minor ; ditto for Pianoforte solo 
215. Rondoletto brillant sur plusieurs motifs tires des Romances Fran­

216. 
217. 

218. 
219. 
220. 

~~--
222. 
223. 

224. 

2'25. 

c;aises 
Rondoletto brillant sur deux motifs de l'Opera, Guillaume Tell 
Rondeau de Chasse sur "Quelle savage harmonic'' dans Guil-

laume Tell 
Potpourri brillant sur les motifs de l'Opera, Faust 
Introduction et Variations sur le Pas de Trois dans Guill . Tell 
Variations brillantes sur Ia Tyrolienne ditto 
Deux Grandes Fantaisies sur les motifs les plus favoris dans 

Guillaume Tell; No. 1, in E minor; No. 2, in A 
ImpromptU brillant sur un Pastorale de !'Opera, Guill. Tell 
Variations brillantes sur "Das Wandern ist des Muller's Lust" 

(F. Schubert ; solo and duet ; ditto for Pianoforte with 
Quartett Accompts. 

Deux Quatuors brillants pour Pianoforte, Violon, Alto, et Violon­
celle; No. 1, in F; No.2, in G 

Variations brillantes sur la Romance favorite d'Ivanhoe de 
!'Opera, Templar und .Judinn, a 4 mains 

Fantaisie a 4 mains 

IX 

L('s J>ianisf('s a.c;socies, ou Compositions brill. et concert. pour 
un Ppe. a six 11lains. 

227*. Book 1. Rondeau brill. a 6 mains 
228*. Book 2. Vars. brill. sur le theme tyrolicn, de l'opera La 

Fiancee, a 6 mains. 
229*. Book 3. Divertissement militaire, a 6 mains. 
230. Quatuor Concert. pour 4 Pianofortes in C. 

Ditto for 1 Pianoforte. Solo and Duett, Orchestral or Quartett 
Accompts. suitable for either arrangement. 

23l. Three Rondeaux mignons fac. et brill. sur divers motifs favoris, 
Solo and Duett. 

232. Grandes Vars. di Bravura sur 2 motifs fav. de l'Opera, Fra 
Diavolo, with Orchestral Accompts. Ditto with Quartett Ac­
compts. Ditto for Pianoforte Solo. 

233. Rondeau brill. pour Pianoforte avec Accomp. de 2 Violons, Alto, 
Violoncelle et. Basse, Flute, 2 Clarinets, 2 Bassoons, et 2 
Cors, or for Quartett only, in B :flat; Ditto for Pianoforte 
Solo. 

234•. Introduction ct Vars. brill sur Ia marche dans: Gli Arabi nelle 
Gallic, avec Accomp. de l'Orchestre, ou d'un quatuor. Ditto 
tor Pianoforte S 1lo. 

235. Huitieme Rondino sur un theme d'Auber. 
236•. Vars. brill. sur le 1\:tit Tambour, avec Aecomp. de l'orchestre. 

Ditto for Pianoforte Solo. 
237. Einzugs -Marsch, performed at the opening of the Hungarian 

Diet. September 13th, 1830. Solo and Duett. 
238. March performed on occasion of the coronation of His Imperial 

Majesty Ferdinand as King of Hungary, Sep. '28, 1830; 
solo an ductt. 

239. Fifty Duett Studies for the Pianoforte, fingered. 
(240':: Premiere Fant. Romantique d'apres le Roman Waverley de Sir 

Walter Scott, a 4 mains 
, ---2-!i~: Denxieme ditto, Guy Mannering de Sir Walter Scott, a 4 main 
(~·..... Troisi erne ditto, Rob Roy de Sir Walter Scott, a 4 mains 
(:4_i) Quatrieme ditto, Ivanhoe de Sir Walter Scott, a 4 mains 

244*. Grand Exercice de la Gamme Chromatique avec toutes les 
dillcrentes manieres du doigte 

245*. Grand Exercice de la Gammes en tierces et des passages doubles 
246. Introd. Vars. et Finale sur un Chreur de l'Opera, Fra Diavolo 
247·*. Souvenir Theatral. Collection Periodique de fantaisies elegantes 

sur les motifs les plus favoris des nouveaux operas 
N .B. This Collection amounts to upwards of 50 pieces, each 

arranged as a solo and as a duet 
248. Introd. et Vars. Concert. sur un TirolienHe, pour pianoforte et 

Cor. ( ou V celle) in F minor 
249. Variations on the favorite Charmant V\' alzer by Strauss 
250. Festal March in A 
251. Troisieme Dec~meron Musical, 10 books 
252. Ditto, a 4 mains, 10 books 
253. Le Golfe de Naples. Ta-bleau Nocturne ou fant. pittoresque 
254. Grand Rondeau brill. a 4 mains, in F 
255. Rondeau a la Barcarole, in A 

(2,5{3:) Fant. concert. pour le Pianoforte, Flute, et Velie. in G 
'- 257. Grand Polonaise in C 

258. Deux Themes Original Varies 
259. Grand Rondeau Militaire et brillante, a 4 mains 
260. Rondo per il Pianoforte Solo 
261*. 101 progressive Exercises and Supplement to ditto, containing 

24 New Studies 
262. Trois Quatuors brillante et non difficiles, pour Pianoforte, Violin, 

Alto, Violoncelle, in C, E flat, and F 
263. Vars. precedes d'une Introd. sur un motif dans La Fiancee 
264. Introduzione ed Allegro agitato in G minor, duet 
265. Rondeau precede d'une Introduction 
266. Vars. brill. et non difficiles sur une Valse originale, a 4 mains 
267. Allegro en Galop in F 
268. Grande Sonate d'Etude (No 10 of the Grand Sonatas) in B flat 
269. Grand Polonaise brillante, a 4 mains 
270. Trois Themes originaux, varies 
271. La Joyeuse et Ia Scntimentale-2 Rondos 
272. , Rondo Polacca 
273. Variations sm un Theme de Paganini 



X 

274. Souvenir des Contemporains-Trois Rondeaux brillante et fac. 
sur des motifs favoris de notre terns, solo and duet 

275. Trois Themes choisis de l'Opera, Robert le Diable 
276. Serenade Venetienne, Divertissement Concertant sur une Bar­

carole fav. a 3 voix (Sop. Ten. et Basso), avec des Vars. 
brill. pour Pianoforte, Flute, Cor (ou Alto) et Vcelle. in A. 
Ditto for two Pianofortes Concertant 

277. Le Chiron Musical, ou Collection des Compositions Instructives, 
a 4 mains 

278. Rondo en Bolero in D 
279. Dix-neuvieme Rondino sur deux motifs favoris del'Opera, Zampa 
280*. Variations brillantes sur une Marche Anglaise, avec Accomp. 

de l'Orchestre, in E. Ditto for Pianoforte solo 
281*. Variations brillantes sur un Theme de l'Opera, Norma, avec 

Accomp. de l'Orchestre, in F. Ditto for Pianoforte solo 
282. Le Cornet de Postillon, Variations iUr un Theme de Rossini. 
283. Grand Rondo Brillante,avec 1\ccomp. de l'Orchestre inF. Ditto 

for Pianoforte solo 
284. Vingtieme Rondino sur l'air favori de F. Schubert (Das Stiiuchen) 

inC 
285. Grandes Variations concertantes pour deux Pianofortes, sur un 

Theme de l'Opera, Montechi e Capuleti, in B flat Ditto for 
Pianoforte solo with Orchestral Accompaniments ad lib. 

286. Grand Rondo brillante avec Accomp. de l'Orchestre inC. Ditto 
for Pianoforte solo 

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

288. Six Divertissemens en forme de Rondo 
289. Quatrieme Grand Trio pour Pianoforte, Viol on, ct Violoncelle, 

in A minor 
290. LaDouceur, Rondo Elegant 
291. Grand Rondo a 4 mains 
292. Variations brillantes sur un Theme original, in F 
293. La Rivalite ; Rondo brill. et concert. pour le Piano, a 'l mains. 
294. Grand Potpourri pour Pianoforte, Fl(Itc, Violon, Alto, et Violon­

celle, in A 
2!)5•. Variations brillantes sur un Theme de l'Opera, Montcchi e Ca­

puleti, a 6 mains 
296*. Polonaise pour un Pianoforte, a 6 mains 
297•. Variations brillante sur un Theme de !'Opera, Norma, pour un 

Pianoforte a 6 mains 
(N.B. Ops. 295,296,297, form Nos. 4, 5, 6 of Les Pianistes 

Associes." Sec Op. 227 and foll.) 
298. Troisicme Grand Potpourri pour deux Pianofortes a 6 mains 
29911 • Etude de I a V elocite, 30 Exercises 
~00*. The Art of Preluding, in 120 Examples of Preludes, Modulations, 

Cadences, and Fantasias of all kinds; forming the Second 
Part of "The School of Extemporaneous Performance,'' 
Op. 200 

301. Variations sur une Valse de Reissiger, connue so us lc nom de 
Derniere Pensce de \Vebcr 

302. Theme Italien, varie 
303. Introduction et Variations brillantes sur un Theme de M. Ru­

dolphe de Vivenot 
304. Variations pour le Pianoforte ct Violon concert. sur tm Theme, 

L e vieux Tambour, de Lafont, in D 
305. Variations pour le Pianoforte et Violon concert. sur un Theme 

Espagnol, in A 
306. Souvenir du Jeune Age, Rondeau sm la Romance favorite de 

!'Opera, LePre aux Clem,; 
:107. Vari.ations brillantes sur le Chreur final de l 'Opera, Le Sermeut, 

a 4 mains 
308. Variations sur uu Theme original 
:30!). Introduction et Variations concert. pour le Pianoforte, Viol on, ct 

Violoncelle, sur lc Chreur, '' Nargue de la folic,'' de l'Opcra, 
Le Pre aux Clercs, in G 

310. Variations brillantes sur le Chreur, " Dans cette belle,'' de 
l'Opera, Le Serment 

311. Deux Rondeaux, non difficiles, sur des motif'> favoris de l'Opcra, 
Le Pre aux Clcrcs 

312. Variations sur la Ronde, ' 1 Ala ffcur du bel {ige," de l'Opcra, 
Le Pre aux Clcrcs, U. 4 mains 

:H3. Lc Jcuuc Pianiste, deux Sonatines lacilcs ct soigncusemcnt 
doigtees, Nr . 1 inC, Nr. 2 in G 

314. Grande Polonaise brill. pour lc Piano et Violon concert. in A 
315. Cadences for Beethoven's Concertos, 2 books 
316. Dix petits Rondeaux, ou Amusemens utiles et agreables sur des 

motifs favoris pour la Jeuncsse, doigtees 
317. Variations on an original Theme, in A 
318. Six Graduals, for Soprano, Alto, Tenor, and Bass, with an ad lib. 

Accompaniment for the Organ or Pianoforte 
319. Variations sur une Valse de Robert le Diable 
320. Variations sur un Theme de Robert le Diable, a 4 mains 
321. Rondo, in B flat; Duet 
322. Rondo, in B flat; Solo 
323. L'Allegresse, Rondo, in A 
324. Variations brillantes sur la Valse favorite de Lanner (Schnell-
,.--~ segler-Walzer) 
( 325* .. Trois Fantaisies sur les Themes de l'Opera, L'Elisir d'Amorc; 

"'-~-- J Solo and Duet 
326!. Trois Themes favoris de l'Opera, Zampa, varies 

f327*. Trois Fantaisies sur les Themes de l'Opera, Parisina; Solo and 
~.::::- - ' Duet 
\~128* .'Trois Fantaisies sur les Themes de l'Opera, II Furioso all' Isola 
'--./ di St. Domingo, de Donizetti; Solo and Duet 

~329 . Variations sur un Theme favori de l'Opera, Hans Heiling, de 
Marschner, a 4 mains 

330. Tausend Tonblumen 
331. Grande Sonate, a 4 mains (Nr. 3 des grandcs Sonate a 4 mains), 

in B flat 
332. Variations brill. sur un motif martial de l'0pera, Robert le Diable 
333. Les Elegantcs, Variations brillantes; Book 1, sur Ia Tyrolienne 

favorite, Almalied ; Book 2, sur Ia Sonnambula; Book 3, sur 
une Valse favorite 

334*. Souvenir de Peste, Variations sur unc Valse, Erinncrung an 
Pcr::;th, de J. Strauss 

335 *. Legato aud Staccato--Exercises, 2 books 
(~~~) Fantaisie sur des Themes de l'Opera, Ali Baba, de Cherubini 

337*. Forty Daily Studies 
338. Introduction et Variations sur un Theme original, avec Accomp. 

d'un Orche r::;tre ou Quatuor, in D 
\339. Three brilliant Fantasias on the most esteemed subjects from F. 

' , / Schubert's Works, for Pianoforte and Horn, or Violin aud 
Violoncello ; ditto as Pianoforte Duets; ditto for Pianoforte 
and Physharmonica, or two Pianofortes 

340*. Variations on the Pfennig Walzer, by Strauss 
341. Variations hrillantcs sur un Theme de l'Operu, Hans Reiling 
~~· Trois Fantaisies sur les Themes de l'Opcra, Beatriee di Tenda, 

de Bellini ; Solo and Duet 
343. Trois Themes de l'Opera, Lestocq, varies, in G, F, C 
344. Trois Rondinos sur ditto, inC, A, B 
345. Die Ruinen von Neustadt, Fantasia, in D minor 

( i4iJ:"'l Fantaisie sur motifs de I' Opera, Lestocq 
~. Variations sur un Theme de Lestocq, in A 
~:::-- Grand Exercice en forme de Fantaisie improvisec, in E minor 

349. Trois Sonatines instructives 
350. Lc dernier Soupir de Herold, Variations sur le Theme de Herold 
351. Neujahrsgeschenk, Fantasia 
352. Souvenir de Boicldieu., Variations, in B flat 
353*. Variations brillantes sur une Valse favorite (Conversations­

\Valzer) 
354. Amusement des Pianistes, Collection de morecanx agrcablcs et 

brillants, 8 books 
355*. The School of Embellishments, Turns and Shakes 
356'". Variations brillantes sur le Theme, Vien qua dorina bella 
357*. Trois Themes ltalicns, varies, U. 4 mains 
358. Duo concertant pour deux Pianoforte, in D flat 
359. First Lessons for Beginners, Fifty Exercises, Studies and Pre­

ludes, fingered,~ books 
(3'6o.'\ Grande Fantaisie sur l'Opera, Gustave 
~ J Introduction et Variations brillantes sur un motif favori de 

l'Opera, La Medecine sans Mcdeein 
362. Rondino brillant et non <liificile sur un motif favori de !'Opera, 

La Mcdec:ine sans Mcdcdu 



363. Introduction et Variations sur lc Duo favori, "Suoui Ia tromba e 
intrcpido," de l'Opera, I Puritani; Solo and Duet 

364 . Grand Exercice, in A minor 
365*. Die Schul~ des Virtuosen, or School for Virtuosi, Sixty Studies 

on Bravura-playing, 4 books 
366. Variations brillantes sur un Theme de !'Opera, La Princesse de 

Grenade, de Lobe, pour le Pianoforte, avec Orchcstre ou 
Quatuor ad lib. inC 

367. Rondoletto elegant sur un Theme de l'Opcra, La Princesse de 
Grenade 

368. 
369. 
370. 
371. 

372. 
373. 
374. 
375. 

r3T76. 
\ 

( 377. 
\ _ 

378. 
,-370.' 
'380. 
381. 

~· 
( ----·. 
~83. 
384. 
385. 

_ .,....- -·~-

1 386 . . 

381> 
.388. 

389. 
390. 
391. 

Huit Nocturnes pour le Pianoforte, 2 books 
Gran Capriccio di Bravura, in F minor 
Variations brillantes sur un Theme de !'Opera, I Puritani 
Deux Rondolettos faciles sur des Themes de l'Opera, I Puritani, 

in D and C 
Six Rondeau-Galopes 
Dix Rondeaux faciles et doigtes, a 4 mo.ins 
Trois Rondeaux pour le Pianoforte et Flute concertans, inC, D, G 
Introduction et Variations brillantes sur un Theme de !'Opera, I 

Puritani 
Fantaisie et Variations sur un Theme de !'Opera, I Puritani, a 

4 mains 
Fantaisie et Variations brill antes sm un Theme de lVT adame 

Mali bran 
Valse brillante, in A flat 
Flore theatrale ou Fantaisics brillantes sur Ies operas modernes 
Grand :Exercise in Thirds, in all the 24 l<eys 
Trois Serenades sur des motifs nouveaux, de Rossini 
Deux Fantaisies brillantes sur les motifs de l'Opera, La Prison 

d'.Edimburg, de Carafa 
Trois Fantaisies sur les motifs de l'Opc1 a, Lucia di Lammermoor 
Grandes Variations sur un air de l'Opera, Lc Cheval de Bronze 
Douze Rondeaux amusantes et instructi vcs sur des Themes 

favoris 
Souvenir de Bellini, Fantaisie et Variations sur la dcrniere 

pensee de Bellini 
Trois Fantajsies sur les motifs de l 'Opera, Lucrezia Borgia 
Etudes preparatoires et progressives 
Hommage aux Graces, trois Rondeaux sur des Themes favoris 
Three Sonatinas for Pianoforte and Violin concertante 
Grande Rondeau-Polonaise pour le Pianoforte avec Orchestre, 

in E flat 
392. Der Abend und die Nacht, two easy Fantasias 
39~. Trois Fantaisies sur les motifs de !'Opera, Marino Falliero 

,..;::·--
( ~?.4.) Fantaisie et Variations sur l'air national Russe, "Dieu conserve 

l'Empereur" 
( a95) Fantaisie et Variations sur un Theme de !'Opera, Le Cheval de 
\...._ Bronze, a 4 mains 

396. Impromptu sur le Chceur favori (Chccur de boire) de !'Opera, 
La Juive, de Halevy 

397. Bijoux thCatrals, ou nouvelle Collection de Rondeaux, Variations 
et Impromptus sur les motifs les plus favoris des nouveaux 
operas (a periodical work, many books) 

398. Le Gout moderne, nouveau Recueil de Rondeaux, Variations et 
Impromptus sur les Themes les plus elegans des nouveaux 
operas, a 4 mains (a periodical work, many books) 

399*. Ten Grand Studies for the Improvement of the Left Hand 
400*. The School of Fugue-playing, consisting of 24 Grand Studies, 

intended for the practice of the difficulties peculiar to com­
positions in many parts 

401. Reminiscences de !'Opera, La Jui vc , 4 Divertissemens 
402. Encouragement pour Ia Jeunesse , faciles sur Themes favoris, 

6 Rondos 
403. Romance en Rondo sur Theme des Huguenots 
404. Introduction et Vario.tions brillantes sur Theme des Huguenots 
405. Rondo, ou Allegro agitato sur Theme original 
406. Festal March, on the opening of the Booksellers' Exchange in 

Leipzig ; Solo and Duet 
407. Scherzo brill ante sur Themes des Huguenots 
408. Andante sentimental sur Themes des Huguenots 
409. Cours de nouvelles Etudes progressives 
410. Six Sonatines faciles 

xi 

H 1. Introduction et Ron<lo 
412. Trois Rondos hrillant€s snr TlH~mes nationals Russes 

. .:::~~~ Souvenir demon premier Voyage en Saxe, Fantaisie brillante 
414. Album JY.lusical. Book 1, Rondo elegant 
415. Ditto. Book 2, Rondo militaire 
416. Ditto. Book 3, Rondo gracieux 
417. Rondo brillantc sur Themes des 1-1 ugucnots 
418. Impromptu en forme de Rondo, Tht:mc ditto 
419. Hnit Rondos faciles sur Themes favoris 
420 Soixant Exercices pour les commew;ans eommc supplement pour 

chaque Methode de Pianoforte 
421. Introduction et Rondo martial sur Theme des Huguenots 
422. Introduction et Rondo brillant sur Theme des Huguenots, ft 

4 mains 
423. Rondoletto, Theme ditto 
424 . Caprice brillant, Themes ditto 
425. Rondino scherzando, Theme ditto 
426. Rondo sentimental sur air Angla.is, " Isle of beauty, fare fhNl 

well" 
427. Introduction et Variations brill antes sur Themes de Heissign 
428. Introduction et Variations brillantes sur Theme SuisBe 
429. Impromptu brillant sur Theme Suisse 
430*. Nachtwandler, Variations sur Valse de Strauss 
431*. Eisenbahn, Variations sur ditto 
432. Twenty-four Canzonette Italiane per una Voce e Pianoforte 
~ Etudes progressives et preparatoires 

( 434. Les Quatre Saisons, ou quatre Fantnisies brillantcs sur Tht'llll' l' 
"-- originals 

435. Recreations musicales, ou six Melodies de Bellini, varies 
_13.0.: Rondoletto scherzando 

( ' 4371• Fantaisie brillante sur Themes de l'Opera, La Campanella, de 
Donizetti ; Solo and Duct 

438. 

439. 
440. 

(441.') 
442. 
443. 
444. 
445. 

Les Progres du 'Pianiste, huit Themes favoris, varies, duns lc 

style facile 
Quatre Sonatines facilcs et progressives pour les Eleves 
Quatre Melodies varies 
Fantaisie sur !'Opera, Betley, de Donizetti; Solo and Duct 
Introduction et V uri at ions brill antes sur Chceur du Pirate 
Variations brillantcs sur l'Opera, L-Eclair, de Halevy 
Rondo brillant sur Theme Italicn favori 

(44i 
Introduction et Variations sur Themes de l3cutricc di Ten<la 
Trois Fantaisies brillantes sur des Themes c.lc Mercadante 
Introduction et Variations brillantes sur Cavatinc favorite," Senti . 447. 

tu come io scnto" 
448. Caprice ct Variations brillantes sur Theme favori de l'Op~ra, 

Torquato Tasso, de Donizetti 
44:~ Improvisation sur Strauss Kronungs- \Valzcr 

(450. Fantaisie lyrique sur Theme Suisse. 
· 451. Impromptu brillant ct militaire sur la Marchc favorite du Snltan 

M ahrnoud, de Donizetti 
(452'.' Introduction ct grandes Variations sur Theme original 

453. 110 Morceaux instructives et progressi ves pour lcs comme.nc;-ans 
454*. Dix-huit Rondo~ et Variations, &c. 
455*. Vingt-quatrc Variations ct Rondos facilt:s , &e. 
456*. 1bndo brill ant, " Son nom" 
457*. The Spirit's Song, by Shakespeare 
458. Trois Rondinos sur Themes de Beethoven 
459*. Five original Quadrilles 
460. Rondo on " I'm a mountain ranger" 
461. Trois Morceaux faciles, a 4 mains 
462. Rondo sm Theme de L' Ambassadrice, de Auber 
463. Musikalische Theater-Bibliothck, 24 books 
4G-'t Deux Rondinos brillantes sur Themes de l'Ambassndrice 

(465. Fantaisie brillante sur motifs de L'Arnbussadriee 
4Q_~*. Hommage a Beethoven, 6 Rondos 

~ 467*. Fantaisie sur Air Ecossais 
< 46si. Irian dais 
" 469. Divertissement brillant sur Theme de L'Ambassadrke , a 4 mains 
(470) Souvenir <.lu Voyage du Hhin, Fantaisic brillanf e 

4 71. Souvenir de Paris, Fantaisie 
472, Recompenses musical pour la .Teunessc, it -1 maius 
473 , Rondo elegant sur Homancc Frau\·aiose 
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'474. , Fantaisie et Variations sur Theme du Postilion de Longjumeau, 
de Adam 

4 75*. Rondoletto brillante sur La Cachucha 
476. Divertissement brill. sur Le Postilion de Longjumeau, a 4 mains 
4 77. Introduction et Variations brillantes sur Postillon, a 4 mains 
4 78. Rondo brillant sur ditto, a 4 mains 
479. Trois Rondos faciles et brillantes sur Themes favoris 
480. Six Rondos, a 4 mains 
481. Fifty Lessons for Beginners 
482*. Invitation a la Danse 
483*. Deux Esquisses caracteristiques 
484 *. Rondino grazioso 
485*. Variations brillantes 
486*. Rondino brillant 
487*. Rondo brillant sur Ia Marche du Marriage du Due d'Orlcans 
488·lt. Marc he du Couronnement de la Reine Victoria 
489*. Quick Step ditto 

490. Introduction et Variations brillantes sur la Galoppe de l'Op0ra, 
Lucia eli Lammcrmoor 

4 91 *. Rondo sur Lann er Valse 
492*. Variations sur Rosa Valse 
~93-* .. Fantaisie brillante sur divers motifs de Figaro 
~94*-:' Fantaisie brillante sur motifs de l'Italiana in Algcri 
495*. Quarante-deux Etude!!!, a 4 mains 
496*. Rondo Valse facile 
497*. Rondo on Hummel's Walzes 
498*. Six Quadrilles 
499*. Exercice en deux Octaves 
500*. Royal Pianoforte School and Snpplcn1ent, 4 vols. folio 
501 *. Twenty-four very easy Preludes in the most useful Keys 
502. Trois Themes Varies 
~03*. Badinage Musical, Rondo de Galop 
\504~. Fantaisie et Variations brillante sur Marclte de Moise 
505. Six Rondos Instructives 
506. Trois Rondinos sur Themes du Domino Noir 

(~~7. Fantai.sie Romantique sur Domino Noir 
508*. Rondino Gracieux sur \V alzes de Launer 
§,Q9. Caprice sur Theme du Domino Noir 

( 510*,. Fantaisic sur les Saisons de Haydn 
_§)T:--' Duo pour Pianoforte, a 4 mains, sur Domino Noir 
\~ . ..,_Grande Fantaisie, Pianoforte et Harpe, avec Parish Alnus 

513*: Marche pour La Jour de Naissance de S.M. La Reine Victoria 
_ Jil1 *. Quickstep pour ditto 

'-- 5!5* .··Fantaisie sur Ia Creation de Haydn 
516. Reminiscences de l'Opera, Guido et Geneva, 2 books 
517. Reminiscences de l'Opera, le Domino Noir, Fant. a 4 mains 
518*. Rondinetto sur El Zapateado 
519*. Six Rondinos faciles sur les W alzcs de Strauss 
520*. Trois Rondinos brillants sur Themes Russes, Espagnols ct 

Norwegiens 
521 *. Rondinetto facile sur Marche de Strauss, solo and duet 
522. Trois Rondinos faciles sur Gemma et Giuramento 
523*. Impromptu sentimental, "Oh nume bcnefico11 

524*. Variations faciles sur" Gott erhalte,11 a 4 mains 
525*. Three Quadrilles, solo and duet 
526*. Coronation Quadrille, solo and duet 
527*. Variations facilcs sur un Chreur de la Creation, a 4 mains 
528*. Rondino facile sur un Chreur de Ia Creation, a 4 mains 
529. Trois Morceaux de Salon, brillants et characteristiques 
530*. Marche pour le Prince de Cambridge, solo and duct 
531 *. Marc:hc pour la Coronation de S. M. l'Empercur d1 Autriche 

a Milan, solo and duet 
( 532*~ Fantaisie expressive sur Torquato Tasso 

53:3*. Rondino facile sur un Theme Militaire de Beethoven, solo and 
duct 

r-----
\.534. 1 Trois Fantaisies brillant sm Robert Devereux 

535:( Deux Airs Russes Varies, a 4 mains 
536*. Douze Rondinos faciles sur Themes Ecossais 
537*. Nocturne sentimental sur Theme de Strauss 
538. Trois Rondolettos faciles sur Themes favoris 
539*. Premiere Grande Ouverture, Irlandaise, solo and duet 

(- 540.'· Trois Fantaisie brillante sur 1'0pera Biiber de Marschner 
'--...._ ., ) 

541. Deux Themes Nationaux de Prusse, varies 
542. Variations et Finale sur un Theme de Prusse 
543*. Seconde Grande Overture (Scotch) solo and duet 
.Q!4 *. Troisieme Grand Overture (English) solo and duet 

( 545~" Hommage a la Reine Victoria, r'antaisie brillantc 
"t-46*'. Douze l{ondiuos faciles sur fleurs anglais, ecossais et irlandais 
547*. Trois Rondolettos elegans sur divers Themes 
548. Rondo sur Themes de l'Opera, Czaar et Zimmcrma1m 

(-549.··, Fantaisie sur ditto ditto 
~0. , Impromptu en Walze sur ditto 
551. Rondoletto sur ditto 
552*. Trois Themes varies, a 4 mains 
553*. Six Exercices des Octaves 
554*. Six Nouvelles Quadrilles Royales, solo and duct 
555. Huit Scherzi Capricciosi 
556*. Trois Airs favoris varies 
557*. Six Themes ecossais varies 
558*. Six songs for one voice with Pianoforte ; words by Mrs. Hemans 
559*. Impromptu varie sur un motif de Mozart 
560*. I.e Courreux Exercice brHlante 
561 *. Trois Rondolettos faciles sur Themes favoris, solo and duet 
562*. Collection of Sacred Music for Voice and Pianoforte 
563*. Impromptu brillantc sur Themes Espagnols 
564*. Rondoletto on "Sound the loud timbrel," solo and duet 
565*. Deux Marches Espagnoles varies, solo and duet 
566*. Variations brillante sur "Adeste fideles" 
~i . Six Fantaisies brillantes sur Themes ecossais et irlundais, solo 

and duet 
5G8*. Deux Rondinos faciles sur Mazurka et Carneval 

\_569*j Deux Fantaisies sur Handel's Alexander's Feast et Messiah 
-'570: Reminiscences sur l'Opera le Lac des Fees, Rondino 

,----~7!· , Ditto ditto ditto Impromptu 
'-..__572.) Ditto ditto ditto Fantaisie 

573. Ditto ditto ditto Morc;:eau de Salon 
\'~74. · 

1 
Ditto ditto ditto Grande Fantaisie a. 

~..___... 4 mains 

575*. VEcole duGout. Col\ection des pieces. 
576. Mors:eaux elegam; sur Themes favoris 
577. Trois Amusemens du Salon 
578*. Six Galops originaux 
579*. Deux Quadrilles originales 
580*. Impromptu sentimental sur un chant religieux 
581 *. Rondino fu.cile sur la Pastoral du Messias uc Handel, a 4 mains 
582. Rondo elegant sur l'Opera Zanetta 
583. Douze Rondos umusans et instructives, a 4 mains 
584 *. Pianoforte Primer, an easy instruction book 
585*. Rondino facile sur le Krakoviac, solo and duet 
586. Trois Rondinos sur l'Opera Zanetta 
~7 > Fantaisie brillante sur Zanetta, a 4 mains 

588*. Variations faciles sur Theme Russe, " Dieu conserve," solo and 
duet 

589*. Quatre Mort;eaux faciles sur Themes Anglais, a 4 mains 
590. Trois Themes varies de !'Opera le Sherif 
591. Scherzo brillant sur le Sherif, a 4 mains 
592. Impromptu pastoral," Poor Shepherd's Maid" 
593*. Donze Rondinos faciles sur motifs de Mozart et Rossini 
594*. Quadrille pour les Noces de S.M. la Reine Victoria, solo and duet 
595*. Marche solenne pour ditto ditto 
596. Der Engel der Geduld, chanson allemande pour uue voix et 

pianoforte 
597. Deux Rondos brillantes sur Themes Italiens 
598. Galop brillant 
599. Sequel to the Pianoforte Primer, Op . 584, 100 Exercises 
600*. School of Practical Composition, translated by John Dishop, 

3 volumes, folio 
(ifQ! ) Fantasia on Beethoven's Fidelio 
61J2. Reverie sur la Romance Napolitaine Beppa 
603*. Six Preludes et Fugues per Organo 
604. Huit Nocturnes Romantiques 
~5: Deux Grandes Fantaisies sur l'Opera Templario 

606*. Les Fleurs d 'Allemaguc, dix-huit Petits Rondos 
607*. Prelude et Fugue pour l'Orgue avec Pedal 



G08. Variations brillants sur derniere Pensee de Weber 
G09*. The Pianist's Library, 24 very easy pieces, solo, and for 4 and 

six hands 
610. Rondo elegant 
~~ Fantaisie Marine sur Themes Italien 
612. Impromptu sentimental 
613*. School of Expression, in 4 books (on National Airs) 
614. Trois Grandes Fantaisies sur la Vestale, solo and duet 
615. Rondo de Salon 
616. Six Rondos brillante 
617. Variations brill ant 
618. Douze Rondos Amusans, a 4 mains 

)t9*. Variations faciles, March in Blue Beard, solo and duet 
~·' Grande Fantaisie sur !'Opera Oberto 
~EY Douze Grandes Fantaisies sur l'Opera Christina 

622*. Trois Melodies varices, Les Fleurs d' Angleterre 
623*. Trois Ditto Les Fleurs d'Ecosse 
624 *. Trois Ditto Les Fleurs d'Irlande · 
\~ o6~~-~65 • Six Fantaisies brillantes pour Pianoforte et Viol on 
~6: Trois Fantaisies brillantes sur Fille du Regiment, solo and dnet 

6..., . Twelve soft Voluntaries for the Organ 
628. Deux Rondos brillants 
629. Six Rondolettos Amusans 
~· Grande Fantaisie (Second Irish Fantasia) 
~3>~· Grande Fantaisie (Second Scotch Fantasia) 
· 632*. Douze Etudes 

633 . Air varie 
634. Ditto 
635. Dix-huit Rondos faciles 
636*. Ecole Preliminaire de V elocitc 
C~ Quatre brillantes Fantaisies sur l'Opera Rolla, solo et duct 

638*. Collection de Variations faciles as duets, the Annen Polka with 
three other Airs 

639. Grand Duet 
640. Ditto 
~~~Jj Fantaisie brillante, Hommage au Prince Albert 
642. Grand Mor<;eaux de Concert pour Fortepiano 
643. Grande Fantaisie 
644. Ditto 
(6~. Fantaisie sur Cimarosa 

646*. Six Grande Marches 
647*. Nocturne in E flat 
648*. L'Impressions dans l'Opera, Six Fantaisies 
649. Variations brillantes 
650. Concertino avec Orchestre 
651. Charmes de la Danse 
652. , Deux Grandes Fantaisies sur les Martyrs, solo and duet 
~ Fantaisie brillante (on English Airs) 
~~Ditto (Third Irish Fantasia) 
~5~_) Trois Fantaisies brillante sur !'Opera Adelia 
650. Trois Rondos faciles 
657. Six Rondos brillantes 
658. Impromptu sur Ia Romanesca, a 4 mains 
(6~ Grand Fantasia (third Scotch Fantasia) 

660. Rondo de Chasse 
661. Dix Rondolettos 
662. Graduale per Soprano con Coro et Organo 
663. Fantaisie brillante 
664. Ditto 
665. Six Rondinos 
666. 6 Rondos brillantes 
~?R. Vingt-cinq Tableaux melodiques 
(§~ Fantaisie brillante-Der Freyschutz 

669*. La Mazurka 
670. Douze Ecossaises brillantes 
671. Scherzo 
672*. Vingt-quatre Airs varies, 24 Elegant Studies on Scotch Airs, in 

24 books 
673. Deux Rondinos sur Diamans de Ia Couronne 

~~U) Fantaisie bri11ante 
~7?,') Ditto 
6'7a: Ditto sur Diamans de Ia Couronne 

677. Deux (luadrilles facilcs 
G78*. Bijoux a la Sontag 

,0; -~ 
i 67~. Reminiscences lie Rossini, 6 Fantaisies 
'oso. Variations concertantes, a 4 mains 
681 *. Souvenir de Labitzky, 3 Rondinos 
682*. Trois Airs varies 

(683'::,/Mariner's Fantasia 
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()84 *. L'Encouragement a l'Etudc, Collection d'Exercices, 24 Irish 
Airs as Studies, in 24 books 

685. Six Menuets 
686. Grande Sonate pour Pianoforte et Violon 
687*. Trois Pieces fugitives de Salon 
688. Melodic sentimentale 

(689* .. /.oeux Grandes Fantaisies, a 6 mains, on Airs from Norma 
6§(). Douze Rondinos 
691. Trois Rondos 
692*. Vingt-quatre Grandes Etudes de Salon 
693. Quatre Airs varies 
694 *. Etudes pour la J eunesse, 24 Prel wles 
695* . Douze,Rondinos 
696*. Cinquante Preludes 

r697*) Fantaisie 
'tm84'. Vingt Preludes pour Organe et Pedal 
699 Collection de Hondos brillantes 
700*. Delassement de l'Etude, 12 Rondos facilcs 
701. Six Rondinos sur l'Opera, Due d'Olonne 
70~·-, Impromptu sur ditto 

( 96_~,) Fantaisie sur ditto, a 4 mains 
'704. Trois Rondos brillantes 

705. Trois ditto 
706*. Twenty-four New Studies on English Airs, 24 books 
707*. Quatre Fantaisies on Scotch and Irish Airs 
708. Quatre ditto sur Linda; Solo and Duet 
709. Dix-huit Rondinos 
710*. Amusement de la Jeunesse, 6 Overtures 
711. Rondino brillant sur La Favorite 
712. Ditto sur Reine de Cypre 
713. Pensee fugitive 
714. Twenty-four Rondinettos 
715. Impromptu orageux 
716. Grand Duo, a 4 mains 
717. Gran des Variations, a 4 mains 
718*. Twenty-four Easy Studies for the Left Hand 
719. Duo pour Pianoforte et Harpe 
720. Trois Mor<;eaux brillantes 
-~1 *, Cinquante Rondos, LaJeunesse Docile 

\. 722*) Dix petites Fantaisies on Airs from Mercadante's Operas 
723. Six: Rondos de Salon 

, ~724)-. Fantaisie brillante on Chinese Airs 
725. Trois Rondos 
726. Salve Regina, Offertorio per Coro ed Orchestra 
727*. Douze Etudes a deux Pianofortes 
728. Trois Bluettes de Salon 
729. Panorama, Collection de Mors;eau;x brillantes 
730. Onzieme grande Sonate 
731. Souvenir de Milanollo, 2 Fantaisies 
732. German Chorus with Solos," Geist der Harmonie" 
733. Six Rondos faciles a 4 mains 
734. Trois Airs vari6s 
735. Etudes 

(736 Trois Fantaisies 
~7: Offertorio, "Benedicat," a 4 Voix avec Orchestre 

738. Quadrille 
739. Rondoletto sur Part du Diable 
740. Etudes 

(741:;; Six Fantaisies for six hands on one pianoforte 
U2. Two Rondos sur Part du Diable 
743. German Chorus 
744. Impromptu sur Part du Diable 
745. Reminiscences sur ditto 
746. Deux Divertissemens sur ditto, a 4 mains 
747. Trois Divertissemens 



xiv 

748*. 25 Studies for small hands (very easy) 
749*. Ditto, (rather more difficult) 
750. Dix Morceaux faciles 
75.!, *. Scale Ex~rcises as Piano duets 

( 752. ,\ Grande Fantaisie sur Theme inedit de Beethoven 
753~ Thirty brilliant Studies 
724. Six Morceaux de Salon 
755. 25 Etudes Melodieux 
756*. 25 Grandes Etudes de Salon (of the highest degree of difficulty) 
757. Offertorio, Soprano solo avec Orchestre 
758. Six Rondos sur !'Opera, Rienzi 
759. Variations sur ditto 
760. "Ave Maria," Offertorie pour Soprano avec Orchestre 
761. Impromptu 
762. Allegro de Salon 
763. Scherzino alia Tarantella 
764. Religion, Poem Allemand pour Tenor solo avec Pianoforte 
765. Etude courrante 
766. Les Guirlandes, Donze Rondinos faciles et brill. sur Themes fav. 
767. Fleurs de I' Expression, 50 Etudes 
768. Esercizio Fugato 
769. 48 Rondinos sur Themes favoris 
770*. Deux Rondolettos sur !'Opera, Stradella 
771. 24 Rondinos a 4 mains 
772. Deux Rondolettos sur l'Opera, Le Puits d' Amour 
~ Lcs Premi~rs Progres des Commen<;ans, 6 Rondinos a 4 mains 
\_~74: ) Deux Fantaisies brillantea sur !'Opera, Euryanthe 

77f?i. 24 Rondinettos tres faciles, solo and duet 
776. Impromptu Fugue 
777*. Vingt-quatre Mor~eaux pour les Eleves sur cinq notes (Twenty-

four Five-finger Exercises) 
778. Six Rondinos sur l'Opera, Stradella 
779*. L'Infatigables, Grande Etude de Velocite 
780. Premiere Grande Sinfonie a Grand Orchestre, inC minor (Score) 
7.6J. Seconde Grande Sinfonie a Grand Orchestre, in D major (Scure) 
~"*')Six Fantasias on Scotch Airs, as duets 

783'".-· Deux Rondolettos sur Theme de !'Opera, Le Domino Noir 
784. De profundis, Chorus, with Accts for a small Orchestra (Score) 
~- Twenty-five Grand Characteristic Studies 
"-.[~6-:)Six Fantasias on Irish Themes, as duets 
787. Galop brilliant 
788. Sonata dans lc style de Domenico Scarlatti 
789. Scherzino 
790. Musicalisches Wochenblatt (Collection of easy Compositions, 

52 Numbers in the year) 
791. Fleura melodiques, 12 Piec~s de di:lferens caractcres 
792. 36 Etudes melodiques et progressives 
793. Morceau d'Album pour le Piano 
794. Le Plaisir du jeune Pianiste. Choix de 160 Morceaux pour les 

cleves 
795. 8 Morceaux de Salon de differens caracteres 

(7-00.'i Fantaisie sur l'Ode-Sinfonie Columbus de David, Pf. Solo and 
... ___./ 

r· Duett 
~9_?_:>10 Grandes Fantaisies Concertantes pour 2 Pianos 
798. 6 Divertimentos a 6 mains 

WORKS IN MANUSCRIPT. 

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

2. Six Quartetts for two Violins, Alto, and Violoncello 
3. Eleven Solemn Masses for Voices and Orchestra 
4. One Hundred and Six Offertories and Graduals for ditto 
5. Two Te Deums for ditto 
6. A Collection of Cantatas for ditto 
7. Six Grand Overtures for Full Orchestra 
S. A Collection of Choruses with Orchestra 
9. A Grand Quartett for Pianoforte, Violin, Viola, and Violoncello 

10. Two Grand Trios for Pianoforte, Violin, and Violoncello 
11. A Grand Sonata (the 12th) for Pianoforte solo 
!.2. Some Compositions for Pianoforte solo and with various Accompts. 

OTHER PUBLISHED WORKS. 
1 *. T('n Letters addressed to a young Lady on the Art of Playing on 

the Pian0forte 
2*. Letters on Thorough Bass, with an Appendix on the higher branches 

of musical execution and expression · 
3*. Thirty-two new Exercises on Harmony and Thorough Bass 

WORKS EDITED BY CARL CZERNY. 
ANT. REICHA's Theoretical Works on Harmony, Melody, Counter­

point, and Dramatic Composition; translated from the original 
French, and accompanied with numerous Remarks and ad­
ditional Examples, by C. Czerny; five vols. foliot. 

A. E. MuLLER's" Grosse Fortepianoschulc,'' eighth edition, with many 
new Examples and complete Appendix on Thorough Bass, by 
C. Czcrny 

"Kleines Elemcntarbuch fiir Klavierspioler," new 
edition, with additions by C. Czerny 

J. PLEYEL's "Klavicrschulc," newly arranged and augmented with 
additional Exercises, by C. Czerny 

*J. S. BAcH's Pianoforte Works 
D. ScARLATTI's ditto 

WORKS ARRANGED BY CARL CZERNY. 
* Haydn's Creation, for Pianoforte solo and duet 
* --- Seasons, ditto ditto 
* --- Seven Words, ditto ditto 
* Handel's Messiah, ditto ditto 
* Beethoven·s Mount of Olives, ditto 
----- First Mass, ditto 
----- Dcr Glorreiche Augcnblick oder Preis tlcr Tonkunst, for 

Pianoforte solo and duct 
Cherubini's Fourth Mass, ditto 
*Rossini's Stabat Mater, ditto 
Many single Pieces from Handel's Works, ditto 
Beethoven's Symphonies (complete) as duets 
*Mozart's Six Symphonies, for Pianoforte solo and duet 
* Haydn's Twelve Symphonies, ditto, with Flute, Violin, and Violon-

cello Accompaniments ad iib. 
Spohr's Symphony ("Weihe der Tone") duet 
--- Ditto ("Die Zeitaltcr'') duet 
Symphonies by Feska and Maurer, duet 
A Collection of upwards of Fifty Overtures by Mozart, Cherubini, 

Beethoven, Mehul, Weber, &c. &c. as duets 
All Beethoven's Overtures, as solos and duets 
Mozart's Don J.uan, complete (with the voice parts) 
Boieldieu's Dame .Blanche, duet 
Donizetti's Maria di Rohan, solo and duet 
Besides many Overtures by Donizetti, Bellini, Berlioz, &c. &c. 
Beethoven's Trio, Op. 97, as Pianoforte duet 
----- Sonata, Op. 47, as Pianoforte duet and solo 
·---- Sonata, Op. 22, as Pianoforte duet 

Many of the lesser Works by Beethoven, as Marches, Rondo~, &c. for 
Pianoforte solo and duet 

Mayseder's second Quintett, for Pianoforte solo and duet, also as a trio 
Many Variations, Rondos, and other Works by Mayseder, for Piano­

forte solo and duet 
Most of the Songs of Mendelssohn and Kiickcn, and many of those by 

Schubert, &c. for Pianoforte sBlo and duet 
Schubert's best Songs for Pianoforte solo in the brilliant style 
Mendelssohn's "Lieder ohne Worte," six books, all as solos and duets, 

also a Violin or Violoncello part composed to them 
----Concerto in D minor, as a Pianoforte duet 

All Mendelssohn's lesser Pianoforte Works as duets 
Thalberg, many Fautasias, &c. as ducts 
Liszt, ditto ditto 
Dohler, ditto ditto 
L. v. Meyer, ditto ditto 
Henselt, ditto ditto 
Many other Arrangements exist by the talented Author of this Work, 

of which even the titles have escaped his memory. 
- - ---- -----···----·- ---- ----··- . -· ... --- - - - -

t Messrs. H. CocKS anti Co. are now pn!paring for tlw P rP.ss an English version of 
these works, translated from Carl Czerny's edit ion by Arnold Me.rrkk, Esq. 



INTROI)tJCTION. 

ftR.J\~~·R.Ill. R~.'~liARKS OX CO.MPOSJXG, AND REVIEW" OF .ALL SPRCJJ<:s 

OF CO.iHPOSITIOX CUSTO.M.ARY IX ~l!USJC. 

I 

To compose signifies,_ in a Jnusical sense, to invent pieces_,-which, in resp f~ ct to 
th~ir ideas and the development of the same, are new, and consequently differPnt 
fro1n all ~thers previously existing. A piece which possesses these properties is, 
therefore, an o·riginal co1nposi.tion . 

. _But, in order to become a regular Jnusical piece, these ideas and their develop­
ment tnust assu1ne a determinate . fornt, and the composition must therefore be _ 
long to a species already in existence: consequently, in this res.pect, no origi-

. nality is, in . general, necessary. For, if we co1npose a Rondo, for exampl~, ·it 
must, in regard to its construction, have the same form and conduet, as alJ pie­
ces of this species which have been hitherto written, otherwise it would not be 
a Rondo. 

A piece 1nust therefore possess the three follo~;ng prf.!perties, if it would as-
pire to the character of a composition:- · 

Is} Its ideas and figures• must be original, and at the same tiine also beauti­
ful and effective. •• 

2'!.1Y It must -observe all the rules of pure composition. And, 
3 '!.1Y It must have the· regular form and construction which are stipnl a ted by the 

species to which it belongs, and which, since the birth of modern mu~ic,have been 
established by the _works of all good masters. ! 

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

The co1nposer must bethnes devote the most zealous assidui~y to the study of the 
theory of music, so as to imhue himself not only with the terms but also ~ith the 
spirit thereof; and that so completely, until it become.s to him, as· it were;> second 
nature. Not less · important, however_, is the art of duly disposing" his ideas, and of 
giving to pieces that form which answers to their object, and Inakes the1n a·ppear 
clear and interesting to the hearers. 

These for1ns are by no means of mere arbitrary creation: they were invented, im­
proved, and extended by degrees, and in the course of time, by distinguished ge -
n1uses; and the approbation and acknowledgment of a refined world, throug-·h se-

-".TI11· wor·d Jig UTe sig-nifies here,and in other parts of this work,a p<.!ssage :formed of similar groups of noft·~. TR: 
• • Unnrtrlr. Ther·e ar·<.> Ut<my pieres which are compo8e_d on :foreign thenws and subjects, _ such as V<.~rbtifln s , 

Fant .... ~i..ts, Rondos &c. This the candid author must naturally indicate on the title p;.~ge. But the arran!{(' Inent. 
use <.~n<l d<•velupment o:f these subjects may nevertheless by claim to originality;and in ce~se this is <lisll .Ltyc·cl, 
and tht· cumpuse~ has added so mneh of' his own that tht! constructinn of the whole work bPlongs to him, !-.ll('h 

a pi<·(•(> should ever be acknowl<~dged as a substantial composition. Most o:f thP varbtion~ by 1\'io7.art <IIJCI 

B<·<~ th•n<!n hav<.• bt•en wt·itten on :fur·cJign <.tnd, in their day, popular themes; and yC't, no one will h('sibt1• f,, 

r:·;mk ffH·m among the• oriKini.ll wur·ks of th<.•se masters, who therewith were ohli!(C'd to make a saf'r· ifir·t · t., 
the t t!-.ff· ~nd wish<•s of" the publif', ;tS JH!~trly .,u instrumental contpusers ll;,tve sh1ce d~Jne. But the• fprt · r·'""­
po~·d · r: · 11111!-.t ~d :-; o ahuw by m<'ans of' p(•t:·f(•ctly or·iginal wor·ks, that he did not sdcr.t <.! lld arrallgP tllnsc· f'., 
r:·f· il_!n idt ·:ts fr ·um <.t ltf'k ,,f uthc·r·.., of his own. 

AUTHOR. 
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',.r.d gen~rations~ ha\-e stamped them with the seal of imperishableness. They de­

pt·rHI as mueh on natural laws~ as those rules by whieh the painter must dispose 
his groups and figure~, the architect his pillars and columns_, and the poet the in­
eidents of his narration or his drama. 

'fhe extension or entire abolition of these regular limits~ could only be per1nitted 
eYen to the greatest genius~ after he had sufficiently exercised himself in the 
sa1ne, and become acco1nplished therein. But even in this case it is always - a ha­
zar·dous undertaking for the composer~ as the present age~ in the first instanee_, 
and afterwards futurity~ decides whether these · innovations are actually to be con­
sidered of real advantage to the,_ art. 

The first idea for a co1nposition is generally the fruit of a sudden, propitious 
fra1ne of mind. of mo-mentary incite1nent and enthusiasm, and very frequentlyofmere 
act·ident. Often, indeed, fro1n the very first .insj;ant, the plan of the whole -pi~ce is 
presented to the hnagination of the composer. Such instants must be stedfastly 
cherished, and we 1nust continue working as long as we find this happy disposition 
unhnpaire d. 

Most co1nposers, howe-ver~ and particularly beginners, would act very -wrong-~ if 
they were always to wait patiently, until this ~nthusiasm sprang trp of itself._ 'rhe 
co1nposer must constrain and incite himself in a peculiar manner thereto, and this 
he can do to a certain degree. ~~or how often i.s he oblig-ed, within a specified time, 
to produce a piece~ which (as frequently happens in Operas) must also have a pre­
cise character!_ He who should be incapable -of ~atisfying a rea_sonabla desire 
of this kind, would S('arceJy merit the name of a composer. 

This is one of the principal qualifications which the beginner must betimes en­
deaYonr to attain. Th~ nunterous exrunples which are given., in progressive order_, in 
the fi t·st part of this work, for the pupil to imitate and finish_, are as so many tasks . 
to awaken his talent ~ to dispose his ideas~and to extend and regulate the bounds of 
his fancy. 

The order in which we have successively introduced the different musical fortns_, is_, 
accordin~ to our opinion~ the 1nost advantageous_, for the purpose of progressively 
conducting· the pupil from the easier to the more difficult; and to preserve him from 
the eYil of rashly attempting compositions which are beyond his powers, and which 
rob hi an of his best · tiJne. 

All the species of composition customary in tnusic, may be divided into the following' 
pa·incipal classes:-

INSTRUMENTAL Musrc. 

a. Compositions for the Pianoforte alone. 
h. Compositions for the Pianoforte "1th accompaniments for other instrumf~nt ..... 
c. Concerted pieces for other instruments. 
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d . Or<'ht•...;tr·a] works. 
t'. Compo~itions for the Ortran. 

VocAL Music. 

f. V(,cal works with an accompaniment for the Pianoforte. 
If. V(,cal mu~ic without any accompaniment. 
h. Vocal ~or'ks ~i.th accompaniments for other instruments, 

and for the orchestra. 

-L--------~----

The Pianoforte, by reason of its compass, perfection and richness _, has th~ decidPd 
adYantag·e (J"Yer eYery other single instrmnent; and nearly all the forms and spe~ies of 
co1nposition cnstoJnary in music, can be employed for, and performed on it. The 
·pieces, too, w-hich haYe already been written for this instrument, for1n a -very con­
siderable portion of the music extant. 
- "Whoever composes for the Pianoforte, ought to ·have acquired a considerable pro­
ficiency as a player thereon, for otherwise his conceptions will be inconvenient or 
ineffective · in performance. But even composers for other instruments must possess 
a sufficient knowledge of the Pianoforte_, ~o be able to try the melodic _and harmo­
nic effects of their coin-positions upon the same. For it seld o1n happens - that the 
imagination alone, without this assistance, can invent anti observe connection, s:ym­
metry, a natural conduct of the parts, and striking effects. 

The various species of co1npositioil customary on the Pianoforte are the followintr:-
1. The Sonata, which generally consists of four independent movements, 

namely:-
a. Allegro, or first movement. 
b. Adagio, or Andante. 
c. Scherzo (orMinuet) andTrio. 
d. Rondo, or Finale. 

As these four different movements may likewise exist separately, ·of whieh the 
Rondo in particular frequently appears as an independent piece_, we here con­
sid~r each as a distinct number, and consequently proceed to the fifth. 

5 ... The Fantasia. This form comprehends several species_, from the strir·t 
Sonata -form, down to the Potpourri of different kinds. 

6. Variations. 
7. The Papriccio. , 
8. The Study. (Etude) 
9. The Notturno. 
10. Short pieces, such as Bagatelles_, Impromptus,little pieces for beginners&c. 
II. Dan~e Music:- namely, the Waltz, Galopp, Quadrille; Ecossaise_, Minuet_, 

Polonaise, Mazurka &c. 
12 . :\lilitary Music:- namely, Marches with a Trio, 

of different species. 

fil!H 



13. ,..rhe Prelude. 
14. The ~.,ugue · .. 
15 . The Canon. 

IN THE STRICT STYLE. 

The ' ·piece~ whieh so frequently appear_, in modern thnes_, under particular titles: 
as_, for exa1nple, Divertis_se1nent_, Ro1na.nze, Ba1lade, Song without wottds_, Eclogue &c 
invariably belong-, as to their form and (•onstruction_, to one of the first ten species 
above mentioned, generally either to the Rondo, the Fantasia, or the Study. 

In like manner_, dances giYe o_ccasion to pieces~ :which usually take the form of 
the Rondo; as, for instance_, the Polonaise bttilla71:te_, Rondeau en ,.alse_,Rondeau 
ecossais &c. 

We Inay therefore reckon .fifteen · principal forms for the Pianoforte. · 

1\nen one or several instruments are added, as an accompaniment_, to a Sonata 
I . . 

for the Pianoforte_ such as a second Piano_, a Harp, or a Violin_, Violoncello,Flute_, 
Horn &e _· the composition is called a Duett_, Trio_, Quartett_,Quintett and .so on, ac-
cording to the number of performers en~aged. -~-

In most of the other forms also_, other instruments may be added to the Pianoforte. 

In instrtnnental music without the Pianoforte, the following . species e;xist :-
1. Duetts_, Trios_, Quartetts, Quintetts_,_Sestetts &e. for strin~ed or bow- in-

s~rutnents_, namely: 'the Violin_, Viola and VIoloncello. I 

·.All these· pieces have, generally, the form · and construction of the Sonata, 
and consist also of as many movements. 

2 . Concerted pieces for s·everal -stringed and wind instruments · combined_, 
·which have also the same form and appellation. 

·· J 

a. The S-yntphony for the full Orchestra, which has precisely the same form 
and construction as the Sonata, -and consists of the like number of movements. · 

4. The ()yerture, which takes the form of the first movement of the Sonata_, 
but abridged. 

5. Ballet music, wpich consists of several movements_, some detached and 
others conne·cte-a. 

6. The Concerto. ·· In this_, one instrument. (such as the Pianoforte the Violin_, 
the Violoncello _,, the Flute &c.) performs the principal part_, whilst the orches­
tr~ mostly has ) a. mere accompaniment. 

The form of the Concerto is again that of the Sonata, but with certain changes 
in the first ntovement, and with the omission of the Scherzo. 

Many other speeies_, such as the Variation, the Fantasia., and the Rondo, may also 
l)e aceotnpanied by the full orchestra, and consequently for1n a portion of the nul­
sic intended for concerts. 

- ·------~-

Vocal musir, ~· hi('h is di' ided i~to : :~a.cred (or ecclesiastieal) an(l secular_, consist~ of 
pieces of difff'rent fonns, which are performed by one or st·,·eral Yoi~es,and accompa -
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t1d·d either with the Pianoforte or other instruntents_, or also .. with the orf'hf-lstra. Tht·re 
are like·wise Yocal co1npositions for many voices (or in (•horus) without any a<"(•ompa­

nitnent. 
\'Ocal pieces for a single -voice, with a Pianoforte_, or a Harp _, or Guitar accotnpa-

nintent, consist of the folln'\\ring species:­
I. The Song'. 
2. The Canzonet. 
3. The Rontance. 
4. The grand Aria_, or the more extended_, continuously-set voca] piece. 
5. The Ballad. 

'When several voices are united_, Duetts_, Terzetts_, Quartetts &c. are pr~duced. 
For the accompaniment of all these species_, other stringed or .. wind instruments are 

occasionally added_, besides the Pianoforte; such as the VioloncelJo, Horn_, CJarionet &c. 

The Opera consists of a union of the voices with the orchestra, and contains the 
following · sing'le pieces:­

I . The 0Yerture. 
2. The Recitative. 
3. ·The Song (the Canzonet, Romance, Barcarolle_, Preg·hiera &c.) 
4 . ' The grand Aria. 
5. Vocal Duetts_, Terzetts_,Quartetts &c, with or without orchestral 

a(•companiJnents. 
6 . Grand concerted pieces. 
7. The Chorus. 

In sacred or ecclesiastical music_, the following spe·cies exist:-
1. The Mass. 
2. The Requiem. 
3. The Te Deum. 
4. The Offertory. 
5. The Gradual. 
6 . The Motett. 
7. The Choral 

and many others • 
The first two numbers (namely, the Mass and the Requiem) consist .of several inde­

pendent moveinents_, and the voc-al parts are employed partly solo and partly in cho ­
rus; sometimes with, and_, at others_, without an orchestral or Organ accotnpanilnent. 

Semi- sacred_, semi- secular compositions are:-
I. The Oratorio. · 
2. The Cantata. 

Both thes~ comprise all the co1nponent parts ·of the Opera. 



() 

~u (!,nqJt~itiotltl fqrfbt l0huta1f~ttt. 

w itbaut Attllmp4ttimtuf~: 
---- - - - --· ···- -- ----

CI-IAPTER I. 

OX THE.JllES OF ONE .AND TWO PARTS OR STRAINS. 

Under the terms form and _ const~ruc _tion of a m~sical piece, are comprehended:­
}: ·~ Its extent and proper duration. 
2~Y The requisite modulations, partly into estallli~hed keys, and partly also into 

arhitrary and extr·aneous ones, as well as the placeswhere they are introduced.. 
3~>' The rhyth1n (the proportion or sym1netry) both of the whole, and also of the 

individual parts and periods of a piece. 
- 4~Y The manner in which a principal ot~ an accessory- melody is brought in at ~he 
proper place, and where it must alternate with such pa~sages as form either a con­
tinuation, a moving figure, or a bridg·e to the following. 

5 1
_Y Th~ conduct and developm~nt of a principal or accessory idea. 

6 ~Y The structure and proper succession of the different component '·patts of the 
pieee, ·ans-werable to the species of c~mposition which the author has had in view, ·as 
expressed in the title. 

There are, as we have seen in the Introduction, a tolerable nmnber of different 
for1ns in Inusic. These, however, are reducible to a far lesser number of such prin­
f·ipal fonns, as are totally different in their structure 'from one ~other: s:uch as the 
Sonata, the Variation and the Fugue. _ . 
When a piece, of -whatever length it may be, is so coinposed_ ls_t, that it concludes 

in the 'same key in whieh it began: 2~Y, that it may be divided at least into two parts, 
each of whic.h . expresses a determinate ,idea: and :3~~ that it ends with a perfect . ca­
dence; sueh a piece already possesses a decided forin, and consequently the property 
of g--iving sati~fa~tion to tlie hearer, of itself and! independently of any further conti- · 
noation. 

Such a composition 1nay even consist of one single part, as fot~ example:-

Andante. · .Jti•.oz. 

· ~s~~nt~ 
/j . ' 
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but the ~ant of a second part always mak~s it appPar incolllpl~te; for indttpencf~ntly 
of its shortness, it invariably cre~tes, in the mind of the hearer_, a desire for a st-cond 
part of at least an equa(·Iength. 

The following may therefore be taken as a specimen of the shortest form of a de­
ta(•hed 1nusical composition:-

HAYDN • 

. Although no modulation here occurs, and the first · part does not even conclude with 
a decided cadence, this theine nevertheless forms a perfect and independent whole_, and 
that: I~t, because the second part for at least the first four bars of it) is distinguish­
ed from the first by its Inelody, although it succeeds the latter in a -perfectly uncon­
strained manner_, and forms as it were an answer to it: and 2 !Y_, becaus~, in the main_, 
it expresses such a determinate idea, that the ear requires no father continuation, nor 
any · other conclusion. If, therefore, it still leaves a desire for a continuation, tbis mere­
ly arises because the theme is too short in itself_, and by no means on account of an 
unsatisfactory conclusion. 

It is true that, in the foregoing example, each part is repeated; but this repetition may 
be omitted in the first part. In the second,however, it belongs_, in a manner, to contpl~tf'­
ness . . 

There .are many the1nes in which any repetition would be superfluous, or even detri­
mental: others again, where only the first or the second part must be repeated . . But 
the most usual_, as well as the most pleasing_, are those in which a repetition is both 
practicable and nece~sary in each. part. 

Thf\ composer 1nust take care- that no ntonotony is Qccasioned by the repPtition, 
and also observe whether the nature of the Jnelody, and particularly of the 1nid rlJ e 

cad en~e, will ad1nit of it or not; for exam pie :-
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. \lodt-rato. AIR • 

Here, the . repetition of the first part would produc-e monotony, and consequently te­
diousness . . Another example:-· 

Alleg .. ro moderato. sA.LIERI. 

. ... ::±:..: . 

I 1~t V 
.. 

. . - . ) 

l J ,~ JW ~sd I F F r r I r('!.rccrrw:al:;·c:orrarcrul.l -r~tf:ilS 
I @!i• t# I - I F r -s F' I f r r: : v~ F F I rF-====r-t 

w,. hf~re per~rPiYt• that the sec-ond part, fro1n its Yery nature, admits of.no rt-'pt·tition. 
In g'Pneral, ho\\t'Ver,· those themes in w\lich /both pat·ts are repeated g·i, t• ffl, . 

Kt ~ · . tft · ~t ""ati"'ifaction. 

fi II H 
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OF y.r·o PJtRTS O.R STRAINS. 
-----~---

The manner in whi(•h the first part of a then1e concludes, is eitlH·r by remainin~ in 
the ori g·inal key, or by passing .. into some other, more or less relat~:·d to it. 
~11en the then1e is composed in ~ 1najor key, the Inost us~al, as well as the 1no st 

natural Jnodulation, is that into the' dominant: for example, from C to G, from A 
to E, from Eb to B~ &c. 

This •nodulation may be either de(:Jded or undecided; that is, the first part may 
eonclude either with a perfect, or with an imperfect cadence in the do1nina.nt_, as:-

In this theme, the first part· modulates in a decided manner into the do1ninant, in the 
7t~ bar. · 



Here, the utodulation into the dominant takes pla('e in the 5t!t hat", and thus tht~ new 
key is stilt tnore dt~eidedly established. 

Andante quasi Allegretto. N.O 7. BF:f~THOVEN. 

Here, thfl Jnodulation into the dominant Oe('Urs ' rery late:J and ahnost unexpec-tedly, at the 
t'nd of the 7~~ bar.- It 1nust be reinar·ked, that the Inodu]ation is everywhere effected 
hy tht' se·nsible or lead,ing 1fol.t· of tht• ne·w kt~y~ and by that also acquia·t's its der•ision. 

Allt> gretto. ,t\1• .o 8. 
RIGHINI. 

f)JlB 
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As the leading note of the dominant is omitted in this example, the 1nodulation into the 
saute, in tlte last bar of the first part, is as it were merely accidental, and ·without an.y 
preparation; so that we can only consider the last chord as the dominant of the orig·i . 
nal key. Here, therefore, the Jnodulation is of the undecided class. 

Of the1nes in which the first part ends in the original key, we have already given 
sotne exautples in Chapter I. Here follow two others:-

Allegret~o. • N.O 9. 

Allegretto. 

I I 

.....,._.....,.t--=- _:f___,_-+--, ..... 

AuBER. 

GLUCK. 

_ J€~-___,_-~t(qr I r 'l ~If: 

In the first part we perceive that scarcely any modulation is required in ord~r to 
produce interesting ideas. 

The second part either returns inunediately to· the original key, as in the exa1nplt•s N·~" 
6 and . 7; or remains some time on the harmony of the do1ninant seventh, as in N~ 8; ur, 

lastly, it Jnodulates into some other key, as in N~110 5 and 9. This is partly deterntin,_.d 
by the Inelody, though the modulations partly also depend on the continuation of the air. 

Tht" second part may likewise pass suddt·nly into another key, as in the follo'" ing· t· x _ 
ample:-· 



J'fAVSEHEH. 

Of the extt~nsion of the second part whieb here ha~ plar~, mention wi11 be made in 
the sequel. 

The second usual modulation, at the ·end of the first part, is that into a relati-ve 
minur keg: for example, fro1n C Jnajor to A minor, or else to E Ininor; conseqnent­
IJ t'ither into the sobn1ediant or the 1nediant. 

Here follows an exarnple of a modulation into the mediant. 
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Anotht>r, into t"ht- '-~llhttH·diant:-
.13 

Alleg .. ro risoluto. N.0 13. BEETHOVEN. 

In the -modulation ~to 'he submediant, instead· of ending in this minor key> we may take 
its do1ninant major ch~rd for the conclusion of the first part. ~or i9stanee, the first 
part of a theme in C major> may terminate upon the chord of E major> instead of 
In .1\ . minor. Example:-

GUS 

.BEETHOVEN. 

~ 



Jj, 

..:\. stril\ing" t'xantplt· of;.. modulation into an appart-ntly Yery f:'xtraneous k~y,is f(nJnd 
tn tht- f()llo·wing theme:-

Allegretto. .rv·.o .15. I 

. C0-tJ ~~\t,_ . . ,__ . . . ' ·nt v znd . fJ±k (Z±tiB't (2L4i±ft±Bf:-k ~J. I~ .tJJHJ., r ,:HJ '11" '11E 
~J ·,~> > ~~> . cu': J:-' ~ ~ ~ · 

~ ~ ~ F ~m ... CJ~ ;d" ~4~J~~~~~,. ~ ? ~~ 3 I 4t[C( ~£ · ;ffi~_~jiJ~VA4~='--=0~~4Wttr=l f~.,'1 IIi 
Here, also, the author only 1nodulates into the salnnedian c:. but he takes it maJor 

instead. of minor, and by means of the pianissimo of the ptrfc.·rnlance the harshness 
ofthis change is sufficiently Jno<lified. In all these extraneous Jnodulations_, the com­
poser must especially observe_, that the return· to the original key, on the repetition 
of the first part, follows naturally and unconstrainedly, "\\-;thoot harshness~ 

The first two kinds, however, where the first part ~onclurles either in the" orig--in n 1 
key or in the dominant, are the most natural and (lommendable for all melodies in nta­
jor keys; as the co1nposer must create interest wholl!J throug-h the grace and ·ori­
ginality of his ideas, instead of having recoursf~ to the piquant modulations of the 
other kinds, which should lle but rarely employed. 

Themes in uanor keys, 1nay mod11late in the following ways:-
Fi¥st: the first part may conclude in the original key: for exa1nple :-

MozART. 
;;;:;----. 
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Secondly: a Inodulation may take pla(•e into the relatiYe major key_ as, fro1n .A 
minor to C major, or from G Ininor to,l B flat major_ as in the followin~r tAXaJn­
pl~:-

Andante. N? 17. ONsLow. 

· ·. ~} . '/~t :- ~ 

IJ~i ij?l?blalpiiE rff, ,, N~tp~pC[ft i•ftifl 
. p _____,__ ~ . ' -==== ====-

,._ ..L .... ' " 

Thi·r·dly: a modulation may be made into the key of the dominant_ for instance, 
from A minor to E minor _ as in the next example :-

Andantino. XP 18. 

--------

f. ; J/8 
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!·'. ,, ~· tJ.l_y: ·we nta)' ('lo~e on the d{nninant Jnajor-chord. t-xc-uuple:-

Allegretto. • Jtr.O 19. HIMMEL . 

Here, the first part only concludes with an imperfe.~t cadence; but we caii also end 
more decidedly in this modulation. 

Fifthl!J, . and lastly; 1\7e may modulate, by- way of ex~eption~ into . the major key of 
the major ·second below; as, for instance, front D minor to C major. example:-

Aile gretto vi ·vace. .v.o 20. BEETHOVEN. 

. I 2nd · ~ · . 

~ 1- ~--: ~~ ~ ~ ~ ··b • . .. · .. ·t=· · vr ! . · : 

L .!_ a'j r : .,<y IJ :;; L' Fft F•., Q• I ~e . ~'E . 
Hflre, likewise, the first three kinds are the most usual and the most deserving' of iJni­

tation. However, .111odulations into unusual keys produce quite a peculiar chat·Jn , when 
tht·y are employed seldo1n, and only .. where ths melody naturally conducts to then1. 

f;IJ8 



. CHAPTER III. li 

OF THE RHYTH.~l:l INTHE.~URS OFTJVO PARTS OR STRAINS. 

Only those melodies sound p~easing and intelligible to a musical ear_, in ~hich the im­
pPrfect and perfect Cadences and points of repose are introduced in the proper pla~es~ 
and in which, therefore, a becoming~ symmetry exists between the several parts. 

_L\_ perfectly rhythmical melody must consequently consist of an even number of bars _, 
such as four, eight, ten, or sixteen. A melody which consisted of five, nine, or elev­
en bars, ·would be unrhythJnical and, in general, unsatisfactory to the ear. 

In all the preceding~ examples, except N~~> II and 14, each part consists of eight 
llars, which · is the most regular of all rhyth1nical forms. A melody of seven bars 
'\ ould present a premature and unsatisfactory conclusion; and one of nine bars, a · 
wt·arisonte and s~perfluous protraction. 

But, on -~be contrary, the first part of a theme may very well consist of ten bars; in 
"\\hieb case, however_, the last two must appear only as adjunctive to the orig-·inally 
conceived idea of eight bars. The same applies to the second part; besides which_, this 
latter may be so protracted, ihat after the eighth (or tenth) bar~ the caden~e is then 
first introduced which leads back to the original key; after which the first part a­
gain follows, either entire or abridged, · an~ ·per,haps also suitably varied. In a pro-
tracted cadence, a single bar is sometimes interpolated, which certainly Jnakes the 
rhythm unequal, "but in such places is in no way offensive to the ear. Example.:-: 



18 ... J\ nd antino. 

11\ fffiastci~n,~il& Jlifl¢~a~mrt%~~s§~~ =II 

~. \[d{I{[JtttUigB&I'Lrfiitffri·tffulflfW lr P1f3? i{J~ =D 
Here, the se~ond part <·ontains eight independent bars, whi£'h are then followed by the 

eig,ht bars of the first part; so that , altogether, the see'ond part C'onsists of sixteen 

bars. 

The first part might here c'on£'lude at the eig'hth bar, the last two bars being only ad­
jun£'tive. We pere'eive that the i1nperfe£'t C'aden~e · OC'C'urs in the fourth bar, like as in or­
dinary melodies £'onsisting of eig-ht bars. The ~ee'ond part has an independent Jnelody_, 
whi£'h £'onsists of eig'ht bars; but it ree'eives a protra£'tion_,·whieh prepares for a return 
to _the first part. The last bar is an interpolation, as it 1nakes. the rhyth1n unequal. lien', 
howevet; it forms a kind of pause, and therefore it doe~ riot at all disturb the sy1nm e­
try of the whol~. 

In the see'ond part, howeyer, an ae'tual pause ('an .be introdnred,whie'h usually· ocelws 
in the fourth or eig,hth bar, on the £'hord of the dominant. after ·which the fit·st part 
is either repeated, or else a ne'v idea f(,llo\\ s. For ..-xamp l P:-
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A11dantino. I.'J 

N.O 25. 

rl' r=-r t ~~tffi ~ 1'Wita 1 rt&cij1JJ:Jl 1, =:u= 
::k . . . . . . • - - .. - ------k . :l . _. . • ' :l :i ~ · ~ · .f! 
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" But it l'ery seldom happens that a 1nelody so unconstrainedly yields to_, and indeed ne-
cessarily demands, this extre1ne rhytlnnical protraetion. ~or it is al~Tays a rare exception 
to find one that fa-vours it, and still inore rare, one that requires it; and the obje('t of the 
('Oinposer to appear original by this means, is usuallypur(~hased at the expen('e of-what is 
pleasing and intelligible. But that originality ('an exist within the bounds of regular 
rhyth1n_, has be en proYed by ntany great composers, and particularly by Beethoven. 

The for1n of the two- part theine o(''curs as frequently in vocal_, as in instrumental conl­
position·: yet, in the fornter, the strict rhyth1n ('annot always be precisely observed, as 
the stru('ture of the ntelody depends on the nu1nber of the words. But even there the co•n-

. poser must endeaYour to depart as rarely as possib~e fro1n the rules of Tnusieal S)'JHme­

try: f<n~ experience teaches_, that those 1nelodies which l have acquired a univt1rsal a n(J 
long"- continued (•elebrj_:ty (and ·which ha-ve therefore become classical) are always t'f'­

stt·ainPd ·within the lintits of reg .. ular proportion, and consequently Jnake the quickest and 
uto~t lasting· impression on . the ear and Ill emory. 
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~\1t:lodies of si.1· hat·s tnay also be f(trJnt-dJih.t: that of the f(dlowing· ·well known Eng·. 

li...;h national song, f()r exa1nple :-

Moderato. N.0 26. 

But this Inelody arises fi·onl the peculiarity of the words. In pm"ely instrmneutal Jnu­
sic the composer very.properly avoids such rhythms, unless a particularly suital>le I­

dea by chan(•e renders sueb an exception justifiable. 

The ability to invent beautiful melodies of the kinds already mentioned is of g--reat 
value, and with due deliberation · -w~e have endeavoured so circuJnstantially to exhih it 
thetn. Most young co1nposers~ from the very commencement, essay alas! in the greatt~ r 
f()rnts_ in Fantasias, Variations, Rondos and the like _and neglect to incite their talent, 
in the fit·st plat•e, to the creation of beautiful, rhytlnnical and original melodies. An ori­
ginal and finely ·con(•eived theme, is far more valuable than the most brilliant passages on 
foreign subjects; for upon its beauty, depends also the effect and success of the greatt·r 
piece, whether instrmnental or vocal, "l\'mch is constructed thereon. How many Operas are 
ind~bted for their popularity -wholly and entirely to the charming subjects of the kind a­
bove-Jnentioned, with -which their vocal pieces are endowed! The young- composer_, 1here­
f(•re, rnust endeavour to invent daily, by way of exercise, one at least of such. themes _: and 
in so doing to observe the greatest variety possible, both in respect to the time and de. 
{free of ntove1nent, as well as in the difference of character custoJna.ry in music. Serene_, 
1nerry, delicate, tendf•r, elegant, pensive, sad, Jnelancholy_, simply melodious, and harJnonious_ 
ly interesting~ subjt•(•ts ·-·- all these he must l)e able to invent at his pleasure. He niHst 
also aecustoJn hinlse]f to . nfl te dow:n ,imm.ediatelg any idea which 1nay strike him at a pro­
pitious ti1ne, fi·e(!U~ntly eY~n whilst ext~1nporising; indeed, in such 1noments, he 1nust ac­
tually hunt after g"ood suhject.s, and at once pres·erve thern in writing: for how ntany 
happy ideas havto al ~:eadJ been lo~t through neglecting this! 

To ~ach idf"a so noted do·wn_ ntay likelf\'·-ise be remarked, at the same tiine _, -for 
what us~ it appears tnost snitab1e; and if to this be added the degree of JnoYe. 
rnPnt aceording to ~fafl)zef-..; Metr,ono•ne, we shall rentember, even years Ju .. nf·~, 
tht:' ~xpression which -wt- a s signed to it at the period of its first invention. 

~hu·h an t•xt~nsive ~ollt:~ (·tion of ideas, (•reatt-rl dut·ing the viwour of youth, is ,:.t 

valuahie trQasure to the ~ornposer in after-life: and from Jnanuscripts left bJ 
~et:lho ;ren wt- haYf"' ohs~)~~ved that 1nany of the 1nost beautiful ideas etnployed in 
ln~ latt>r ~·reat ,~·tn·~s , wert- by him <·oneeh·ed and noted do·wn long" before, (per. 
haps in hi:-i youthful day ... . ) and that therefore he was certainly indebted to this 
u H"' t h c ' d fo r mu (' h of h i .... ff-> r~ t i I i t y o f invent i on . 
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In progressive order,) we now pass on to the art of composing variations. 
'f'his art is not so insig--nifieant_, as is imagined. For not only in aetua1 variations 

t·an tht~ eo1npost<r di splay nnTeh taste, skill_, grace, and even ori~rinality; },ut likewise in 
mo~t of the other for1ns (a s . in the Sonata, the Rondo_, the Adag,io, the Quartett, the 
Symphony, and in ' :ocal tnusi<·) he is frequently under the necessity of Yarying" a melo_ 
tfy upon its reeurrenee, in order to avoid the monotony of a siJnple repetition,;and this 
hf' (•an only effeetually perfor1n, when he already possesses the facility of inventing taste_ 
fuJ and ingenious 1nelodial fig .. ures. Besides, the variation -:fin·1n is one of the few ~~bich_, 

in aJl probability, will never grow old. For so often as a Jne1ody, an opera air, or a na­
tional song aequires a general popularity, so often will pleasing .. and tasteful variations 
upon the sa~ne, he wel<,-omed by the publie, and even the present esteeJned Fantasias are, 
in reality, nothing more than free variations on such favorite subjects. 

'When the ehoice of a theme for variations rests with the eomposer, he must especial. 
Iy observe that it be melodious, pleasing and rhythmical, and that it consist of~·o parts_, 
ea('h of ~rhieh ean be repeated. An ill-ebosen_, era1nped,or too trivial the1ne has a . de­
triJnental influence on the most successful variations, and only eauses regret at the 
pains be stowed upon them. 

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

1. In whieh the theme is strictly pres·erved in one hand_, whilst a new_, augmented, 
or even florid accompaniinent is performed by the other. 

2. In whieh the theme itself is -varied lJy adjunetive notes_, without however ehang­
ing" the Inelody. 

:-J. Where, either in one or in both hands, passages_, skips, or other fig-ures are con­
s tr·u('ted upon the harmony of the theme; so that the leading idea of the melody is . re­
t ained, yet without again giving the theme in a eomplete state. 

"t.. Where_, upon the foundation-harmony of the theme, another new simple or eJnhel­
lished 1nelody is invented, of sueh a kind_, that it ean either be played together with the 
tht>me, or by itself, instead of it. 

5. -where the theme receives other harmony, or artifieial modulations, whieh 1nay be 
coJn bined either with the strict, eanonie, or fugued style, or with imitative figures. 

6. In which the ti,m.e, the degree of 1novement_, or even the ,key of the theine is 
ehang·ed, but in which the original melody must always be clearly distinguishable. 

To these 1nay be added,lastly, the more free development of the theme in the Finale. 
We here give as an example, the first four bars of a simple theme, followed by the 

different kinds of variation classed aeeording to the above order. 
As no sing·le set of variations exist, which comprises all these for1ns, we hope by 

means of this peculiarly designed model, fully to answer the foregoing objeet. 

fHI8 



L)l..) ..... , ... 

Var: 
1. 

Var. 
2. 

lr' .. ar. 

4. 

.1\J ll'~rretto ntoderato. 

FlRST Cl .. ASS. Str'if't preser·vation of the melody~ with a varied .acco1npaniment. 
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Par: 
8. 

Par.· 
9. 

Var: 
10. 

V " • -.) 

THIRD CLASS. Passa~es, skip~, and other fig,ures fot·med on the harmony of the 
theme, with a retention of the leading, idfla of the JneJody. 



"Par.· 
13. 

Var. 
14. 

Va,·.-
lfi. 

6'~~--- ------- - · 
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Va1·: 

17. 

Va r: 
lN. 

Va , .. ~ 
.'20. 

Va r: 
21. 

~""oi..;n-rH C L.ASS. Ne~7 1nelodies and ernbellish1nents on the harnlonJ of 
the theine. 

~lr 

FcFTH CLASS. The theme with other harmony, with new modulations, or with 
a strict condut-t of the parts. 

"·-------=====---
va,- .. ~~m~~~~~~ 
22·. 
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2:-l. 

Vat· 
24. 

.. 

Var: 
25. 

J,t[, _,.: 

27. 
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SIXTH CL.ASS . l 7ariations in other keys, ti1nes, and degrees of movement. 

Adagio maestoso. 

-~--------

II 

~ - II 

II 

-



Miuorc. Audante. 

Minore. A11dante. 
~ 

Var: 
31. 

Tempo di Marcia. 

Allegretto. 
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Vat~: 

35. 

Vo , ... 

8G. 

A llcgro molto. Tempo di Galoppo. 

Allegretto vivace. Tempo di Walze. 
~ 

The last s.i x nuinbers~ from 31 to 86, are 1nore especially adapted for the co:h<'lnd­
ing' variation · and the Finale belonging thereto. 

-- _, __ .... __ ------
In the set'ond bar of the theme, the first <'hurd is ~, and in the fourth bar ~ . Bnt 

as these are 1nerely to be viewed as chords of suspension~ it has been allowedjn the 
third class of variations~ immediately to take the chords into which they resolve~ in­
stead of them, as may be seen in No_s 9 to 16. 

This license depends on reducing the theme to its most silnple foundation-har1nony, 
and varying it in this fortn. 

The harmony upon which the foreg~oiug thetne is founded , is as follows:-

I 

0 
i 

~ d I 

I ~ II 

1 I r r § 11 

But we must only allow ourselves this· freedom occasionally in each set of variations~ 
as the. majority of the1n must remain 1nore faithfrrl to the theme. It is also sometimes per­
tnitted to vary the chords of the theine in another inversion, or position. 

Wben we determine on writing a variation in a different key~ it must bear ·some rei a_ 
tion, even though distant~ to the former: for exatnple, from E flat major, we may g·o to 
C 1ninor, A flat Inajor, G major, or B major. In the case of a very distant key, ( sl.H·h 

as frotn }J flat ntajor, to E or D Tnajor,) we must introduce a tnodulation Inore ot· ](·~~ 
extend~d, :fi>r the purpose of leading to it; and similarly, in order to return to tlH· ot·i ­
~rinal ktAy. 



"\\re 1nay as.suJne three species of variations: - . 
. I. Those in an easy and tranquil style, designed for less skilful players; ot· flo\\­

ing.. and agreeable compositions for a1nateurs. 
2. T~ose in a severe, harmoniously interesting, artificial or characteristic style=" 

·where the theme and its several component parts are variously developt>d. 
3. Brilliant, difficult, or bravura variations, intended for practised perf()rmers,and 

requiring a . highly cultivated . facility. 
Each of these three species possesses its value; for the talented composer can 

render the1n all interesting .. and substantial, and players of every rank have .a rig .. ht 
to expect good compositions, suited to their · abilities. 

But the . co1nposer must determine before-hand in what style he wi11 treat his theme, as 
well as for what kind of treatment it ·is best adapted. For unity of tendence ' and of 
characte-r can and must be observed=" as ·well in variations, as in other works. 

Formerly it was usual to write twelve, or even more variations on a theine, but at pre­
sent such a number would be tireso1ne. Five, or at most six variations are suffiei­
ent, while, on the contrary, the Introduction and the Finale may be more extended than 
heretofore. 

In respect to the order in which the variations should succeed one another_, the 
composer has to observe:- . 

Fi'Yat, that the species and classes of the sa1ne change as much as possiblt>; for ex­
aJnple, after a tranquiL an aniinated one, and after an ardent, a serene. 

Seco1tdly, that each variation surpasses its predecessor in interest, in order to en­
hance the effect to the end. 

Thirdly, that notwithstanding all change, each .variation is suited to the others, 
and forms a necessary sequel to the preeeding". 

"When . the Variations are written in a Inajor key_~ one is always proper in a minor 
key, in order to increase the change; but it 1nust at least be preceded by tltree .rna- . 
jor ·variations. In like 1nanner, in a set of ntinor variations, at least one in a major 
key must be introduced. The most suitable plaee for the slow variation, is imJnedi­
ately before the Finale. 

In the single minor variation, the composer is at liberty to 1nodulate into the near­
est related major key, at the end of the first part, even if the major theine there pro­
ceeds differently, or without any 1nodulation taking place. 

Nearly all the great instrmnental composers haYe likewise written variations, and we 
possess a large nuntl>er of very beautiful works of this kind by Mozart, Hayd~, Beetho_ 
ven &c. as 've11 for the Pianoforte alone, as With an acco1npaniment for other instru­
Inents; and Haydn has even employed" this for1n w!!h great effect in his Synaphonies 
for the full orchestra. In modern times nearly every thetne which is tolerably pleas. 
ing has been frequently treated in this favorite Jnanner_, and the .young composer, who 
must naturally be 'IAJell rea,d in all branches of composition, will find nmnerous 1nodt>ls 
in the variations of Hin'!mel:Moscheles, Ries, Kalkbrenner, Ht>rz, Thalberg, 9nslow &(•. 
and even in the more ancient ones of Dussek, Cramer, Stt>ibt>lt, CJententLG~linek and 
others, whieh may guide hi1n in his first atte1npts, and also p.roYt> to him tbt> great 
,·ariety "'bich is praetieable in this for1n. 
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80 CH.APTER V. 

OF THE ll{TRODUCTJO.N A.N"D FINALE TO A TllE.MR W'lTJ-l V..!lRIATlONS. 

The .desig'll of an Introduction, is to prepare the hearer for the ensuing theme and 

1nusical piece; for, especially in the case of variations, it sounds rather insipid to com­

Jnence at once ·with the simple theine. 
The Introduction 1nay l1e short, mo~~rately long-, or even of considerahlP extent, but 

it must always bear a correct proportion to the length and chara('ter of the whole 

piece. In like manner, it may be constructed either on the ideas of the the1ne, or 

cons.ist of wholly independent thoughts. H, for instance, the theme in the foreg .. oing' 

chapter were to be preceded by a very short Introduction, either of the following .. 

kinds would be applicable. 
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This prelude is, as "\\re perceive, constru('ted on the idea of the theme. 

lie re follows another, where SU(' h is not the case:-

G/IH 

. 



Int·rodu z ione. Andante. 

JP 

A few bars or chords are also sufficient to form an Introduction. 

Segue 
Thcma. 

The t'onstruction of the greater Introduction will be mentioned farther on_, In 
the chapter treatin~ of the Sonata . 

. The Finale is generally and most suitably ~itte:ri In a qu~cker de~ree of movement_, 
and often also in a different time, (see the N~8 31 to 36 in the previous chapter) . 

After the theme has been completely produced in this state, we uitite some ~hythmical 

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

Inical idea may then follow, after which we ag-ain return to the original key. Here, the 

Finale .theme is once more taken up, either without repetition, or else newly Yaried,'\\;hich 

is succeede~ either by brilliant concluding passages, or ~y a soft melody on the tonic . 
. , 

pedal_; and thus the whole ends energetically or piano. A very short Finale can be 

f(n·med by letting the concluding passages, or the organ- point_, iminediately follow 
tht> F-inalt thente. 
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1\s tht~ g .. reater ~~inale usually takes the form of the Rondo, its constro('tion will 

he trt-ated of at large, in a succeeding part of this work. 

We here insert the entire theme of which the com1nencement has been given in 

th~ for~ going- chapter, and recommend to the pupiL as a very useful exercise, 

to co1nplete the whole of the ·variations in the manner of the 36 beginnings "\\·hieh 

are there found, and to treat the last six nmnbers as little Finales. 

J~· ~~~mg~~~~· 
~··~ . 

-when it is considered ~ thc.t t£H•h of the six classes established· in the foreg'oing' chap­

ter, can be treated and employed in so Jnany ways, we shall not be thought to exagg~rate_,in 
asserting that seve·ral hundred variations might be invented on any suitable theme. 

In order, however, to procrrre for hi1nself the necessary exercise and facility, the pupil 

tnust treat a great number of themes in thi~ manner_, particularly those fro1n favorite 

Operas, until he ·has thus acquired such a mechanical readiness in inventing', and in 
I 

c·omntitting his thoughts to paper, that he may freely deliver hints elf up to the ins·pira-

ti<~ns of his fancy, and produce " ·orks to be submitted to the public. 
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CHAPTER VI. 

OF THR SoNATA. 

A1nong all the forms of eo1nposition, that of the Sonata is the most important, and 
this: first, be('ause tnost of the other principal for1ns tnay be included in it; se _ 

condly, because it presents the ('omposer with opportunity and spa('e for display_ 
ing, · i~ the worthiest manner, both his invention and fan('y, and also his 1nusi('al ae­

quirements; and thirdly, because its form and construction precisely correspond 
with those of the Syn•phony, the Quartett, the Quintett, and indeed of eYery si~r­
nificant and co1nplete instru1nental piece. 

The Sonata usually consists of four separate and distinct movements, viz: 
}

111_t Movetnent. Allegro. 

2•:d Movetnent. 
a.r:~d Move1nent. 
4th Movement. 

.llda.gio or .Andante. 

Scherzo or Mi1tuet. 

Finale or Rondo. 

OF TilE FIRST .MoVF..MEXT OF THE SOo~VATA. 

The first movetnent consists of two parts, the first of which is usually repeated. 
This first part must co1nprise :-

1. The principal subject. 
2. Its continuation or a1nplification, together with a modulation 

into the nearest related key. 
3. The Jniddle subject in this ne~r key. 
4. A new continuation of this middle subje('t. 
5. A . final melody, after which the first part thus closes in the 

new key, in order that the repetition of the sa1ne may follow 
unconstrainedly. 

The seeond part of the first movement commences with a dt-Yelopntent of the 
principal subject, or of the middle subject, or even of a new idea, passingthrough 
several keys, and returning again to the original key.* . Then follows the princi­
pal subject and its ~mplifi~ation, but usually in an abridged shape, and so modu­
lating, that. the middle subject 1nay likewise re-appear entire, thong~ in ~~1e ori'­
g .. inal key; after which, all that follows the middle subject in the first part, is 

here rep/~ted in the original key, and thus the close is made. 

- - - - --·-··------- - -----

~ H y the t<•J"IIl "u.l'iKinal kt•y" must always be undex·stuod the k<•y in whirh th<' rompul>ition is tS(•t . 

Tt: . 
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~re perctJi-ve that this first · InoveJnent has a well established form, and mal<es an 

organic '\\'hole; that its vari'ous component parts follow eaeh other in a settl~d or­
dPr, anrl tnust he entwined together; and that the whole structure presents a ntu­
si(•al picture, in '\\rhich a precise idea can be expressed, and a consequent charae­
ter rleYeloped. 

Like a~ in a ro1nance, a novel, or a dramatic poem, if the entire ·work shall he 
successful and preserve its unity, the ne(•essary cotnponent parts are: first, an 
exposition of the principal idea and of the different characters' then fbe protract­
ed co1np1ication of events, and lastly the surprising catastrophe and the satisfac­
tory conclusion:- e-ren so, the first part of the sonata-movement for1ns the ex ... 
position, the second part the complication, and the return of the first part into the 
original key produces, lastly, that perfect satisfaction which is justly expected 
from every work of art. This property it is~ which so highly distinguishes this 
form of co1np osition ap ove all others at present existing, and in which all genu­
ine master-pieces of modern instru1nental music (a., Symphonies, Concertos , 
Qua.rtetts, Trios, &c) are co1nposed. 

OF THE .MODULATJ0.1VS OF THE SONATA IN A e;lfAJOR KF.Y. 

The most natural 1nodulation whieb the ear anticipates and desires, and with 
which it is most perfectly satisfied , is that from a major key to the lcey of its 
(hnninant; for exa1nple, from C to G , from A to E, from E flat to B flat &c. 
This modulation must hi general be employed in each pieee w~hich, aeeorrling to 
its construction, forms a great and perfect whole, and which consequently pos­
sesses a middle subject. 

It is worthy of remark, that the modulation into the ·sul>dominant (as fro1n C to 
~~,or frotn E flat to A flat), in itself so natural, appears, iQ this case, a~ well as 
in the sitnple two-part theme, very feeble, unsatisfact()ry, and ·even disagreeahle; al­
thoug-h, in other instances (as, for the Trio of a Minuet or of a March), it has a 
very pleasing effeet. -

Many composers, it is true, have ~ssayed to conduct the middle sul)jeet and the 
conclusion of the first part into a more remote key_ as, for example, BPetboven 
fro1n C to A Jnaj or, and fro1n C .. to E major, and Humntel from E to A flat _ 
but notWithstanding-· the good effect of this, in the particular eases Jnentioned , we 
Inust be careful to avoid using it frequently, or leaving the general rule; for it 
would generally destroy the natural course of the piece, and dtJprive the succeed­
ing-- 1nodulations, in the second part, of their best effect. 

The com1nence1nent of a Sonata may be either mild or energetic, and may consist 
either of a melody, or of a short figure suitable for develop1nent;or even of chorrls. 
or· ntoving passages .. After this commencement, as the principal subject, has been 
clf•finitively produced, it is im1nediately followed by the continuation. ·_ H the coJn­
merH·eJnent he soft and melodious, the continuation may consist of new and enee _ 
~·etie idf•as, or Jnovin:,r passages; and, on the contrary, a strongly Jnarked eo111-
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ntenceinent m~y be followed by a gentle Inelody. This continuation tlien modulates 
either im1nediately, or (in grand, extended Sonatas) after se-veral preparatory 1n9-: 
dulations, into the key of the dominant, for which the chord of the dominant s~,~enth 

is used at the {'adence. When> therefore~ the Sonata is written in C, the chord of 

the. seve~th takes place on D, - which establishes the transition into G 

ntaJor. 
Now follows the 1niddle subject, which must consist of a new idea. A good Jnid­

dle subject is much mo.re difficult to in:vent, than the coinJnenceJnent; for, j 'i1·st: it 
must possess a new _ and more beautiful and pleasi:11f 1nel~dy than all whieh pre­
cedes; and secondly, it must be very different from the foregoing~, but yet, accord­
ing to its character, so well suited thereto, that it may appear like the object or 
result of all the preceding ide~s, modul_ations or passages. A feeble and insignifi­
cant Jniddle subject creates the feeling~ in the hearer. that all the foregoing-- is use­
less toil and pains. 

To this middle subje{'t, a new continuation iinmediately succeeds, which generally 
consists either of moving or brilliant figures, and is tf•rJninated by a eadence; aftt--t· 
whieh. the~ first part con{'ludes either "sof,tly1 or vigorously ~'"ith a new final melody or ·sui~ 
able e~ergetic pa_s~age~. The repetition of the first part ntay then either follow· 

iuunediately, or be introduced by a cadence leading to it. 
When good and beautiful ideas have been conceived, the constru(·tion of the first 

. part presents, as we per{'eive, no diffieulty; because, we must always proceed in a 
settled fornt. For, if this order w~re evadecl or arbitrarily changed, the composition 
wo;uld no longer be a regular Sonata. 

Far more difficult is the invention of the second part, which is always one of the 
most i1nportant tasks for a composer. For, here_, the ideas of the first part 1nust be 
displayed, developed, worked up, and necessarily aug·mented ~~ith new ones. The whole 
fit->ld of Jnodulation, art, and fancy, here lies open tu the cotnposer. But this develop­
Jnent must consist of no arbitrary rambling into many keys, no heaping~ together of 
designless modulations, and as little a Potpout-ri- way of eonnecting the subjects, or. 
a laboured display of dry learning:- and the 1nost difficult thing in this place to 
the beginner is, the ollservance of that nice boundary which lies between the Sona­
ta and the Fantasia or Capric('io. For this first portion of the second part . (until 
the re-entry of the prin('ipal subject) the com·poser must form a plan,which he must 
at first note down in figured chords, and in respect to · the rhyth1nical and ~sth{\-
tie connexion invent, in some degree, a particular form, corresponding to the charac­
ter of the first part and to the peculiarity of the subject. All harmonic complication 
must be cal('ulated thereon, for the purpose of returning to-the principal subject at 
the proper time. A sing--le period too much or too little may then enfeeble all that 
pleasing expressi9n, which the re-entry of the the1ne in the original key should pro­
duce, which is the true and expected end of all this development. 

There are no rules for here pres ervin~ a due moderation; the only means, next to 
the talent and judgment of the composer, being _ the •tudy of good models. In the 
construction of the ... second part, Haydn, Mozart and Beethoven are pre-e1ninent; in 
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whi(·h rt-anark, we refer not only to their Pianoforte Sonatas, but also to their trios, 
quartetts, quintetts, symphonies I and, generally, to all their great instrumental works. 
Clementi, Dussek, Hu1n1nel and some others, are also to be vii~·ed as good patterns in 
this respect. . . 

As to the 1nodulations in the development of the second part, the composer has a 
free choice of all keys. But he must, to a certain extent, avoid the orig·inal key of 
the piece, and that of its dominant, so .. as not to dwell in them for any leng·th of time, 
or to e1nploy the1n for any considerable idea, because they have been srrffi(·iently us­
ed in the first part. Mter we ha-ve returned to the original key and prineipal sub­
ject in an unconstrained, but, as much as possiblt·, surprising' manner, the cotnpletion 
of the piece presents no further diffieulties. We then repeat the ~·hole of the princi­
pal subject, with as much of the continuation as is required in order ·to make a ca­
dence on the do1ninant seventh of the original key; after which, the entire middle sub_ 
ject and the continuation following it, are likewise repeated in the original key.llt-'.fe, 
so1ne suitable chang·es, such as ne"\\r passages &c, may be introduced; and the second 
part then either concludes exactly like the first, or a short coda is also added, in 
·which perhaps, if '"re please~ the principal subject may be once 1nore reproduced. 

Now arises the question, in which way can the beginner soonest and most conforJn­
ably arrive at tht~ practical application of all these rules·~ 

The best 1nethod is, undoubtedly, that which Joseph Haydn recom1nended to his pu­
pils:- Let the beginner, in the first place, exercise hi1nself in little Sonatas, which 
he must so contpose accordin15 t() the models chosen, that the sa1ne key, tiJne, form of 
the periods, nu1nber of bars, and even each modulation, shall be strictly followed; but~ 
be it well observed, he must take pains to in rent ideas, melo4ie&, and passages, as dif­
ferent n1 po1sible f',.om. each of the 1uodels chost;·n._ The short Sonatas of Haydn,Mo_ 
zart, Cle1nenti, Dussek and others, ~-ill be of the greatest service in this respect. 

By these studies the pupil will derive tht- two -fold advantag'e, of accustoming hin•­
self to exert his own talent for invention, and of reducing· the ideas thus invented, 
within the bounds of prescribed form. 

From little Sonatas ·we gradually proceed in this manner to the greater~ prog,res­
siYely continuing· to st•leet more important and finished patterns , until at last ·we find 
out~selves suffieiently exercised to be able to write,' without a modt>l, with faeility 
and reg·ularity of fornt. 

Many talented youths have lavished their best time and abilities, by too early at­
tempting to compose greater and 1nore difficult Sonatas and similar pieees, -without 
either models or preli1ninary exercises. The natural result of this has been the pro­
duction of Sonatas without form, o-vercharged, unconnected and confused, and conse­
quently even the really beautiful detached thoughts occurring therein, have been lost 
throug·h their bad application. 

The arbitrary, g-rotesque, and exaggerated in art, has, alas! at the present day, 
lH1t too g·reatly gained the ascendancy; because it is very easily . invented, and we 
require to learn the least for it. For neither . is great talent, nor well- grounded 
knowledge demanded, in order to produce a wild and irregular Fantasia. But on 
that account there is nothing more important than for the young and talt·ntt>d 
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t·uiJlfJost-r to retor.n to the t·ules of the beautifnl, to whi('h the manifest arbi­
lt·<u·iness of 1nany 1nodern kinds of composition is as g~reatly opposed, as the law of 
;1 rsns to that of justice and good manners. AD endeavour is made to defend the pre­
~t·nt disregard of form by calling' it new and original, and an extension of the bounds 
of art. But all the truly great masters ( and .particnlarly Beethoven) have proved 
how orig .. inal it is possible to be within the bounds of regular forms and established 
ordt_·r; and that what is new must be soug'ht, for in the ideas_, melodies and develop­
Jnents_, and by no means in the contempt or·· euphony_,· symmetry_, anti the intt·llig'ible 
connection of the subjects. 

By way of exa1nple, we here g'ive the first movement of a little Sonata by Mo­
zart, which although belonging rather to the class of the Sonatina, by reason of 
its brevity., nevertheless contains all the essential parts of a complete Sonata, and 
the succeeding remarks will explain to the pupil all the rules previously given on 
the organization and construction of this species of composition. . 

Allegro. 
SONATA. Mozart. 
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l{EMARKS ON THE FOREGOING SoNATA. 

I. The first part consists of thirty bars, and the second of sixtg-five.,.The second 
part is therefore rather more than double the length of the first. Both parts are 
repeated. 

2. The principal subject is a simple, energetic figure in unison, which extends 
throug·h five bars. The fifth bar must be considered as an interpolation, and this 
deviation from the regular rhythm is here , through the peculiarity of the the1ne, le_ 
gitimately made. 

3: The four following bars ( 6 to 9) contain a soft Inelody as a eontinuation, of a 
correspondintr movement with the theme. 

4. Now f(,llo-ws the nlodulation into the dominant, hars 10 to 1;-J, which, according 
to the s1nall seale of the entire piece, is here extremely short and simple. The 

· chords in the thirteenth bar form the cadenee. 
5. The four following bars ( !4 to 17) form the middle subject, which has a pleasing 

melody. 
6. The t•onclusion, as well as the continuation of this middle subject, is formed by 

the ,three energ,.etic bars 18 to 20. 
i. The three following bars (21 to 23) contain another soft, melodious trait, which, 

after -a busy passage (until bar 26 ), conducts to the eadence. 
· 8. The 27t~ and 28t..h bars again present a po~Terful, but melodious passage, after 
which follows the conclusion of the first part ( bar._s 29 and 30 ). Consequently, this 
first part, notwithstanding its brevity, contains four different melodies, which are 
connected together by moving passages. 

· The second part contains the following 'principal divisions:-

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

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

principal sul>ject: ~k ~ J5 Jj 1 as the bass gives these seven 

notes in augme·nta.tion, and with them returns, at the same time, to the origi­
~al key. 

a. A cadence, in bars 17 to 21, forms the natural transition into the principal 
the1ne, nine bars of which are then repeated. 
4. In order to avoid monotony, the author has here thoug"ht proper to introduce_, 

in a busy form, a new modulation constructed upon the idea in bars 10, II_, 12 of 
the first part; after which the dominant chord, as a cadence, leads back to the mid­
~dle subject in the original key (bars 31 to 38). 

5. The middle subj~ct is then repeated a second time in a very pleasing" 1nanner. 
in the minor, and afterwards follows the rest as in the first part, but with a more 
extended final cadence. 
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Supposing that Mozart had determined upon writing- a greater Sonata on the same 

~uhjt'ct, he would either have considerably lengthened bars 10 ~o 13"' in the first 
paft; or, after the 13 t!t bar, he would have repeated the principal subject and have 
introduced the necessary modu\ations, in order to pass, in a more decided 'tnanner_, 
into the key of the dominant. This second extension mig-ht perhaps have been ef­
fe('ted thus:-

Extension after the I3t_!l bar of the first part. 

But the 1niddle subject in Mozart"s Sonata would be too short"' in this case. It 
would require to be increased about four bars_, and likewise to be repeated. 

In like manner, bars 24, 25, and 26_, "\\-ould require a considerable and brilliant ad­
dition, of at least nine bars, and bars 27 and 28 would also haYe to be repeated or 
extended, &(•. 

From this the pupil may perceive that the different periods of a ('Ontposition must 
bear a due proportion to each other. For a long cadenet- or develop1nent {'reates 
a great expectation after the following- melody, and this likewise requires syJn­
Jnetrically, a corresponding succession and unfolding-. 

In the seeond part, the first twenty-one bars 1nust be considerably extended,part­
ly by an aug-mentation of the bars 9 to 16, and partly also by introducing-· the Inid­
dlt- subje{'t in a distant key, or by the development of a ne"r idea &(•, and conse­
qnt>ntly the {'OneJusion must receive a broader and IROrt-' expanded f()rJn. 

In order to giYe the pupil a practical idea of the manner in which he should f(,J_ 
low sueh a sonata as he chooses for a 1nodel, we here insert an inaitation ofthe 
f()yeg·oing· Sonata, "W'hich the beginner tnust attentiYely co1npare with the original_, 
and then direct his o"'n studies according·ly. 
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In this imitation of Mozarts Sonata, each bar, each modulation, and almost every 

chord has been exaetly formed upon the original. And yet the melodies and figur·es 
so far totally differ, that they bring into operation, in the most advantag~eous man­
ner, the pupil's talent for invention and his versatility, when be diligently and per~ 
severingly exercises himself in this way. 

For, like as the young author can find no better means for forming his style and 
becoming master of his language, than the diligent translation of the ancient. classics 
into his mother tongue;- or, as the painter must at first copy a great number of 
good foreign pictures in order to · acquire the necessary experience in design and 
the u~e · of the colours,- equally so should every young and talented composer de -· 
dieate a considerable portion of his time to t~e practical exercises here recommend­
ed, which will certainly be rewarded ~ith ·the best _success. But he must commence 
with very easy and simple models., and only by· degrees pass on to those which are 
mo·re difficult. Thus, for instance, the above Sonata by Mozart would be too dif­
ficult at first. 

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

But when the pupil by degrees becomes convinced, that his powers and experience 
increase, and that he can write with freedom in the prescribed forms, it is time to 
lay aside this kind of imitation and to cltltivate his own atyle. He can then come be­
fore the public with the characteristics of his individuality, and turn to account all 
the qualifications of his talent. 
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OF THl<: SONATA IN A a~lfiNOR K.J<:Y. 
' 

Tlw construction of the Sonata in a minor kpy is the same as in a major; but the 
. prineipal modulations are subject to the following changes. . 

1. In the first part, after the continuation of the principal subject, we modulatt> 
into the relative major key, (for example~ from A minor to C major, from F minor to 
A flat major ~c.) and give the middle subject, together with its continuation~ and the 
conclusion of the first part, in this major key. 
2. Or, after the principal melody~ we modulate into the dominant minor key (as, from 

A minor to E minor, from F minor to . C minor &c.) and remain in the same during the 
middle subject and all which follows~ to the end of the first part. 

The modulations in the dev~lopment of the second part, are left to the composer. 
But wheh the middle subject is reproduced after the return of the principal theme,if 
it was given in the major in the first part~ it may also be in the tonic mc:tjor of the 
original key in the second part, provided it does not naturally admit of being g·iven 
in the minor. H it was minor in the first part~ it must also be minor in the st>eond. 
The conelusion of a minor Sonata however~ may pass into the tonic major of tlw ori­
ginal key, if the character of the whole composition requires it. 
Hence~ a Sonata in the· key of A minor may be constructed in either of the two 

following ways:-

FlRST WAY. 

Commencement in A minor. Continuation, and modulation into C major. Middle 
subject in C major. Continuatiop~ and conelusion of the. first part, in C major. In 
the second part; development. through several keys; as in a major Sonata. Then a 
return to A minor and to the principal subject. Continuation~ with the cadenee ~n 
the dominant seventh of A . minor. Middle subject in A major (or minot·). Continua­
tion, and conclusion in A minor (or major). 

S 1': C 0 N D If" A Y. 

Commencement in A minor. Continuation, and modulation into E minor· . . \'Iiddle sub_ 
ject in E minor. Continuation, and conelusion of the first part~ in E minor. In the 
second part; development~ until the return of the principal subject in A minor.Con­
tinuation, with the cadence on the dominant of A minor. Middle subject in A minor, 
and all the rest to the end. 

On the recurrenee of the soft middle subjeet in the second part, wt> may g-iYe it 
once in the major~ and immediately afterwards repeat it in the minor·. Suc·h an en­
try in the major key, is often productive of excellent effect. 

As an example~ we here g·ive the first movement of a little Sonata }, ,_. Haydn. 
composed a(·(•ording to the fit·st way. 
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Jf the pupil analyS'es this Sonata in the manner already adopted, he will soon dis­
eoYer the regular conduct of the. ideas in it_, and as readily comprehend how the 
first part must have been formecl:,if the middle subject had been emnpo~ed in B 
minor instead of G major. 

It is to be understood, that the beginner must also seleet many minor Sonatas 
as models for imitation, but not so frt-tfu;ently as major ~nes, _ ~nd this for the 
following reasons: 

PARTICULAR RE.M.ARKS 0~\~ THE .MINOR KEYS. 

The minor keys possess a tender, melancholy, plaintive_, and tragic character;"'irich, 
as is well known, pleases and attracts youth. Henee, most of the early attempts of 
young eomposers are made in them_, and assume this cast. · 

We think of being-able to infuse into such pieces more of the so-ealled profound, 
mtA-e of the romantic, and a hig·her degree of interest; and to bribe the mind .of the 
hearer to a greater extent, by presenting to him pensive melodies. Moreover, the 
dissonant chords and harmonies to which we are involuntarily Jed in · minor keys, im­
part to the ('ompositions an appearance of particular learning and thougiltful labour. 
But, to say the truth, the precise reason for the preferen('e shown to the minor keys 
by beginners, is this_ that such compositions are 'much more easily invented. For 
ten sad, mournful, or tragic subjects are far more readily eonceived, than a single 
pleasing, serene, and yet noble and grareful idea. Even in poetry we much less fre_ 
quently meet with grace, wit, gaiety and. ~mrwur, than the opposite; and, as is well 
known, we possess a far greater number of ex('ellent tragedies, ·than similar · ('0- · 

medies . 
The songs of barbarous and uncultivated nations, and those of rude ages, are nt·at·­

ly all of a sorrowful east, and in minor keys. The noble, serene, and pleasing, on the 
(•ontrary, are mostly the fruit of hig·her refinement,purer taste, and a more sound 
understanding. . 

The greatest composers have always avoided the too frequent use of the minor 
keys in their instrumental works, and have availed themselves of the effects of this 
expedient witb judicious restraint. Of the six grand Symphonies by Mozart, only one 
is in the ·minor; and a like proportion exists in the Symphonies, Quartetts, and othe~ 

eompositions of II~ydn. Even the eat·nest B_~ethoYen has only written two . of his 
nine Symphonies in ;minor keys;. and so it is 'with the Sonatas and other. works of this 
and all other great composers. These masters felt convinced that we should notal­
ways call up the ghost, and that it is mueh more honorable to imitate the ancient 
Gt·eeks, who by their works of art sought to cheer and embellish life, than tQ exer­
cise our talent for the sole purpose of a·f'presenting sad objects, and rendering eve­
r)·thing· dark and mysterious. . . 
~'hat we have here said,has be~n with the especial view of directing the pupil.in the 

ehoiee of his models, and not at all wi:t;h the intention of disparaging the app!i(·ation 
of an important means of art~ we simply felt it incumbent on us to warn ag·ainst 
the abuse, and ag·ainst the false direction of taste. 
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CH'APTER VII. 
=-------------------- - ---=== 

OF THE I.NTRODUCTJOX FOR THF. So.NATA. 

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

This Introduction may be more or less short~ and is permitte-:1 to modulate~ un­
til it passes into the following Allegro by the chord of the dominant seventh. It 
may~ however~ also obtain a proportionably significant length; in which case~ it fol­
lows the general rule~ and must have a middle subject, which, in major keys> is giv_ 
en in the key of the dominant~ and, in minor-· keys_. in that of the relative majot~. 

We .here insert two examples~ the first of which is rather :s~ort, but the second 
tolerably developed. 
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The first Introduction is very simple_, as_ it only consists of the following chords:--
r 1:'1 

t 
-.! , t. ~~ ·~ c; #-6- + 

f'.. 1:'1 . 
t 

. 
~ I I I I ! I 

The -~econd Introduction is already more extended; for_, in the fifth bar, it . Dio_ 

dulates into the relative major, where the principal them~ again enters as a :kind 

~f middle subject. The Allegro following is also in the tragic style, and in gene­

r~L the two· ... m~Yements (Introduction and Alleg·ro) should not be too dissimilar in 

c}iaracter to each other. Moreover_, the mo~t varied modulations are there open to 

, the composer, provided that · they are suitable and of g-ood effect, (as must always 

be the case;) and that they prepare for the following Allegro in a satisfactory 

and -interesting- manner. 

Those Introductions which are composed for grand Variations_, or independent Ron­

dos, may be of much greater extent, than sueh as are meant for Sonatas. We may 

introduee therein a longer melodious middle subject, elegant embellishments, and 

a short deveiopment of a principal idea~ and _, lastly~ after a brilliant cadence . and 

pause, pass on to the theme. Good models of this kind may be found in both of ~uin­

mel-'s. grand Rondos in A and B flat, for Pianoforte and Orchestra_, and also in the 

grand Variations. and Rondos by Herz, Kalkbrenner_, Ries &c. 

In .the Introduction for the SoQ.ata_, as well as in that for Variations and Rondos, 
' -

we may interweave single · passages of the following theme. But this JRust not be 

done too often _, or in too d~.cided a manner, otherwise the effect of the actual en ­

try of the theme will be enfeebled. 
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OF THE ADAGIU .l.VD .A.NDA.NTR, 

OR OF THE S.f:CO.ND .-UUI'f'.'.lfJ.~XT OF THE SOJ\",;1TA. 
~ .··-----..,.,..-----~-

The second movement of a Sonata may be either an .Adagio, an .Andante, or eYt·n 

an .Alleg-retto; and these again may be either in a serious and profound, a sentinwu. 

ta] and graceful, or else in a playful and facetious style. 

The eonstru(•tion or order of the idea!'! i..; g-enerally the same tbro~out, as in 

the first mov-ement of tae Sonata, viz:- T~e melodic or harmonil' principal subjeet, 

then a continuation until the middle subject, 1whid1 must he written in the key of tht· 

dominant, or, if the (•omposition be in ~ minor key, in that of the relatiYe major. 

This is followed by a more ~r ~ess leng·thy !'ontinuation, whieh either entirely closes 

the first part and admits o( ~ r~petition being· made, or it returns to the original 

key, and then the whole of the prineipal suhj,eet may he repeated; or, lastly, it im­

mt>diately proceeds to an extended deYelopm'ent iu ether keys. whi!'h forms the 
. ' . . 

seeond part. After this follows the principal, or the middle subject in the origi-

nal key, and then after _a repetition of the: rest of the first part,,the conclusion 

takes place. 

The Andante may likewise be formed in the follqwing manner:-

We invent a two-part theme, with each part repeated,'of the kind mentioned m 

Chapter I. This is .immediately succeeded by a new theme as a middle subject,of 

the same description as the former, but in another key, (for example, in the subdo­

minant,or in a nearly-related minor key &c,) each part of which may be also re­

peated. A t·eturn is then made to the first theme, without repetitio~, or else em­

bellished, at pleasure._ A more or less. developed conclusion completes the whole, 

when we do not ·wish to add a farther eontinuation, such as the construction of 

the fit·st kind receives. 

Sometimes, instead of such an Adagio or Andante, actual variations on .. a dow theme 

are composed fur the second movement of the Sonata. These, however, must not b_e 

very extended. They should be written more in the pea('eful than in the: brilliant 

style, and receive_ no long- or sprightly Finale. 

1\re here insert, as an example, an Adagio in the serious style, which,notwith­

standing its brevity, comprises all the eonstitut•nt parts of a perfet't composition · 

of the first kmd. 
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In this pathetic Larg-o, the first eig-ht bars contain the theme~ bars 9 and 10, the 

modulation into the dominant; bars 1,1 and 12, the middle subject; and bars 13 to 16~ . 

the continuation, and the conclusion of the first part. \ 
Bars 17 to 25 form the second part, by means of a deYeloptrt.ent of the ·principal 

and middle subjects, after which the whole doses with a repetition of the first part 
jn the original key. 

It is n.o easy matter to compose a long Adalfio, which· shall ~aintain an equal de­
g-ree of interest throng-bout. The slow· usually soon . becomes wearisome and fatiguin-g; 
and in order to avoid this, an Adagio must eithet· distinguish itself by its grand ideas 
and modulations, or by charming and expressh·e n\elodies, or else hy very eleg·ant and 
tasteful embellishments; and there a:re Adagios, which very happily combine all 
these properties . 

The fa('etiuus AHeg·rettos which Beethovf',n was the first to introduce occasionally 
into hi~ works, in the place of the Adag·io. possess the same form as W, only that they 

--· 
ha·ve a more lively movement, and consequently contain ideas of a corresponding eha-
racter. The best models of all kinds of A~agio and Andante, the pupil will find, at 
first, -i~ the Sonatas of Haydn, Mozart, Clementi, and Dussek, and when he has ac­
quired greater experience, in the Sonatas of Hummel and Kalkbrenner,_ but par­
ticularly in the works of Beethoven, who brought this spedes to the hig·hest perff'C­
tion. That the models at first chosen by the pupil ihould, in this case also, be ex­
actly imitated, is self-ev:ident. 

The Adagio is sometimes connected by a cadence with the following Scherzo . . In 
like manner, it is occasionally united to the Finale, and then the Scherzo forms the 
second movement of the Sonata. This mostly depends upon th~ or~er in which, as re­
gards their ('haracter, it is best for the, movements to succeed ea~h other. For ex­
ample, if the first movement is written in a moderate time, it will be more s~itably 
followed by the brisk Scherzo, than by the slow Adagio. 
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OF TH.J<: ~&~lfl.N'UET OR SCHERZO, 

.AS Tf(.F: THIRD .JIIOII'E.ME.N'T OF THE SON.Il.T./1. 

Formerly_it was usual to follow the Adagio by a Minuet in the well known slow . 

dance- time. But as these pieces afterwards began to receive .a mueh. quicker de­

gree of movement, they were more. properly denominated ScHERzo (spo ·rt.) and in­

deed they form in a mamier the witty and jocose part of the Sonata.· 

The ~cherzo.is generally written in t 'time, and the degree of movement may he 

carried even to ·Preltiuimo. Yet we are at liberty to employ the I· g, 1 or~ time, 

and~ in general, every species which is not heavy and extended. The ide~s must be 

laconi~: and piquant, spirited ,and exciting; but we are by no means confined wholly to 

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

The Scherzo consists of two pieces, na1nely Scherzo and Trio (or .A.lterna.tivo:) 

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

ter the Trio, the Scherzo is repeated da capo, which is th~n sometimes followed by 

a Cod~. The rhythm and movement are like those of the Waltz, but the form Is 

free and more extended . 

. The modulation of the first part of the Scherzo resembles that of the two-part 

theme, withoui ~owever being confined to so few bars. In the second part, the com­

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

modulate into the most extraneous keys; after which, the repetition of the first 

part in the odgin.al key closes the piece . 

. The Trio Is generally softer and more melodious when the Scherzo Is extremely 

jocose, though in thts respect also, the o11posite may have place. The construction 

and modulation are the same as in the Scherzo, but usually shorter. In the Trin, 

the degree of moYement, and ev:en the time may be changed; and,furthermore, it is 

mo~tly set in another, yet relative key. 

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

. tolerably.in the more ancient, tranquil Minuet-time; the second, on the contra­

ry, Is more humorous. 
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Mozart's minuet (whid1, howt'Yf•r. is performed rather quicker than the dance of that 
name) contains eig·ht l>ars in the first part, and doses in the original key. Tht' follow­
ing sixteen bars, construeted on the leading idea, then form the second part; after 
which, the first vart again reeurs, but with a more decided turn. 

The Trio, "\\Titten softer and more melodiously, in opposition to the Mim;d,, is also 
shorter, and the new key ( E flat maj Ol') greatly contributes to its eff,. ,. t. 

The. Scherzo by Beethoven is played muc~h quicker, thoug·h not wholly Presto, and 
eommences with an imitation in the fug·ued styl~. The first part, consisting of six­
teen bars, concludes in the key of tlw dominant. In the second part o<•(•urs a modu­
lating· development of the theme throug·h twenty- two bars, after whieh follows the 
first part aa-ain, with suitable chang·es and an -addition. The frequent use of the 

fin•t little figure, consisting 0~ three quavers -:1' r # j t= imparts the requisite 

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

Still more earnest and full of emotion is the Trio, in the relative minor· key, where 
the bass forms the true melody, whilst the quickly moving upper part, crescendo and 
dimi'1tuendo, imparts the necessary animation to the idea which has here to be ex­
pr~s"~ed._ The first part ends in the dominant minor key. The second part is united 
to the da. capo of ~e Scherzo by means of a cadence, and afterwartls follows a Co­
da, in which the bass· performs the_ frequently returning three crotchets of the prin­
cipal theme, as the foundation of the concluding harmonies on the dominant and tonie 
pedal. These Scherzi are a very spirited form of composition, and not difficult to 
inYent; for if only the principal figure contained in the first bar be happily conceiv_ 
ed, the continuation flows on spontaneously. . .. 

As a model of interesting harmonic compositi()n, combined with characteristic uni­
ty of ideas, we here give the following· Scherzo from one of Dusseks grand Sonatas. 

Allegro. 
SCHERZO. 

DussEK. 

,r-. . 

j' 
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Sometimes, after the da cap~. a second Trio in a· relative key and of a different 
character is added, in. which case the da capo is once more made; . 
In the Sonatas,Quartetts &c; of the composers who have so frequently _ been men­

tioned (particularly, however, in those of Beethoven), the pupil will find all the ne-
• ' ('{·~~ary models to direct him in his own attempts. · . 



CHAPTER X. 67 

OF THE Ro"XDO OR Fl.NALP.., 

AS THE FOURTH MOVE.ME.NT OF THE SO.NATA. 

We have already observed~ that the commencement of the -ji1·st movement of a So­
Jiata may be either energetic~ or melo.-dious; excited, or soft and tranquil . The same 
may be said of the ~ondo or Finale; but there. :must be a palpable difference between 
the two, in regard to the description of the ·leading idea: for rarely would a suitable 
couimencement for a first movement, serve also for the theme of a Finalf> . 

. ~ .. ,,It is not easy to render this difference intelligible by words. In all cases the begin­
)iingofthe first mov~ment mustpossess a distinctive t'haracter, and be e.ither broad­
er, more noble, or more tranquil. As this can.be explained most clearly by exa~ples, 
.we ;here place the th~mes of the first move~ents and of the Finales of several Su-

~ . . . 
natas 'opposite one ano'ther ,_ 

Beginnings of the first movements 
of Tarioua, Sonataa. 

MOZART-. AUeKro n<aesto••· 

'J • 

'• MOZART. AUeK1'• ccm •pirito. 

p eaprestiivo. 

H A YON. .llUeK"'•· 

T 
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Beginnings of the Finalefi of the 
same Sonatas. 

Fina~e Presto. 

Presto. 
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HUMMEL. Allegro. 

Fin,.,le viv-ace. 

BEETHOVEN. Fina,le Preatiuimo . 

BEETHOJEN. Alletfre een. brie. Allt' IJTetto. 

6118 



6!) . 
BEETHOVEN • .Allegro. _, Presto con.Juoco. 

BEETHOVEN. Alleg-ro con brio . 

. Every ·one will perceive the great difference between the beginning-s of these first 
movements and of the Finales; and as each young composer is doubtless acquainted 
with all the Sonatas of the masters here named_ for who can expt>ct . to become a 
composer, without having studied all the good works of his predecessors?- he will 
find that the Finale, in its. way, must lie as strictly and carefully written,as the other 
moYements .of the Sonata, and that it is only in the construction and the ideas that 
a . sensible diff~rence prevails. 

OF THE CONSTRUCTION OF Tl{E RONDO OR FINALE. 

There is, in poetry, a kind of little poem, in which certain verses are repeated at in,. 
tervals, and thereby the sense of the whole-is strengthened and confirmed. --~his iti 
called a·.R01tdo (Ger: Ringelgedicltt, Fr: Rondedu), and as the plea~ing form of it~'as 
introduced into vocal music, dnting ~ the past century, we soon found that in instru­
mental music also, it could induce ~he formation ofspirited,interesting and very in­
telligible pieces. 

The construction of the regular Rondo, then, is as follows:--
The principal subject consists of a one or two..:part theme, with or withoUt repetition, 

of the kind mentioned in Chapter I. After this -theme ·follows a con:tinuation, modulatin~r 
into the dominantJ o~, in minor keys, into the key of the relative major. To this succeed:" 
a melo,dious middle subject, after which we modulate back again to the principal theme, 
either immediately, or after -introducing some passages. This repetition of the principal 
theme is followed by a continuation with a development of one of the foregoing subjects 
iiLsev~ral keys, or else a new idea in ·a relative key. A return is then again ma'de to 
the principal theme, after which the concluding passages can either fo11ow immediately. 
or .the middle subject m~y be once more introduced, which is then succeeded by the mort· 
or less lengthy conClusion. Here, to.o_, the principal theme (perhaps varied) may be once 

-again ,broug·ht in, so that the same appears three ·or four times in the course of the pit>ef'. 
He,t;e follows an example of a Rondo in the lesser form:-
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.The simple; melodious theme of this Rondo~ receives, in the eighth bar, an equally beau~ 
tiful corr11t~r~melody, after, which it is repeated, without the least modulation takingplace. 
In the . se~~nteenth bar, follows the true continuation, which~ in a rather more anima;ted, 

· but still melodious manner, at;:, once unconstrainedly modulates into the dmninant~inwhich 
key the middle subj~ct enters (bar 25). This is_ .not melodious~ but likewise a rathe~ more 
aniu1ated, th9ugh soft figure~ which is here preferable on ~sthetic grounds~ as nearly 
all the preceding portion is of a melodious cast; and a new melody,in this place, would 
have been wearisome. A running and easily modulating-_' figure concludes this jif"Bt 
pf"incipal period of the Rondo, and the cadence-melody (from bar 34) which slightly 
calls to mind the principal theme, returns to the same by ~ean~ of the chord of these:­
venth (bar 43) . Only the first llalf of this principal subject is here reproduced. It con- .. 
eludes with a perfect cadence and is hnmediately followed, as a second part~ by a new 
idea· inC minor {bar 51), which, tolerably filled with emotion, imparts an increased in- . 
terest and a more decided colouring to the whole. This new idea is one of a -.-totally . 
independent kind, as, in bar 59, it receives a new middle sul>ject in the relative ma­
jor key (E fla~), after which it is once more repeated. After an extended calan4p, _ 
the principal theme is taken up, but in a distant key (A flat Iilajor),to which sue- · 
ceeds a lively modulation and a cadence leading·to its re-entry in the original key 
( C J~ajor- bar 91). This forms the 1eco1td pf"incipal pe,-iod of the Rondo. This mid­
dle subject of the first part (see bar 25) the author does not repeat again~becaus·e 

it contains n~ particular melody, and would unnecessarily lengthen the composition · 
. I 

in this place. On the contrary, after the. pauses (bar 104) the composer unexpect-
edly modulates into D flat major, touching· upon the principal theme, and proceeds~ 
by naturally modulating chords, to the elevated final cadence (bar 116 ), whi~h is 
followed by the short Coda in a tranquil movement and with the employment of the 
principal subject, and then by the decided and briefly expressed conclusion. This 
is the thi,-~ pf"incipal period of the Rondo. The princ!pal theme is produced four 
times during the course of the piece, but once in the key of A flat major. 
If this ,Rondo had been written on a g-reater scale, a longer and more decided mid-:­

dle ·subject must have been interwoven, which would then have been repeated in the 
third princip~l period; after which a fovrth prixcipal period _would .have followed, 
which would have formed a more extended 'and brilliant conclusion~ and a longer Co­
da. Hence, a . Rondo, according to its ext~nt, consists of three or four principal p~- . 
riods, and of as many repetitions of the principal subject. 

The first part, or .first principal period of a Rondo may be repeated, like the fi1·st 
part of the first moYeJqe_nt 9f a Sonata. The second part th~n contains the same 
succeeding principal pedods, as in the above example. 

A somewhat dif/erent kind of Rondo is that which' commences With a two-part tht·Hw. 

or with a theme I;epeated. After the final perfect cadence of the theme, may follow 
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t·ith;·r a new idea in the same form (but in the key of the sub dominant), succeeded by 
tlw prineipal subject, but without repetition; or, we may begin the continuation with 
a 1ww energetic and /decided figure, as if thiS- were the real commencement; after 
""hieh we proceed in -the way .. alrea«!y ·described. Instead of a modulating deyelop- · 
ment in the second part, a new two-'part theme in an extraneous key may be intro­
duced, after which follows the principal theme, perhaps varied. 
· Of all these diff~ren~ ldnds, the pupil will fjnd -the most varied examples for his iin­
itation and study, in .ihe Sonatas of Mozart, Haydn, Clementi and Beethoven, as well 
as in those of Cramer, D*ssek, Steibelt,Hummel,Kalk~renner and others. . 

The . modulations to be f1mployed in Rondos written in minor keys, follow precisely 
the same rules as we have· g-iven for the first movement of the Sonata. The con­
struction remains the same·. 
The proper. Final~ of a Son~ta (and co11_sequently ~f each similar work, such ·as a­

Trio, Quartett, Symphony &c.) is of precisely the same construction as the first 

movem~nt, and differs only in containing more lively and animated, and less broad 
and noble ideas and passages. At all times it can be more sprightly and exciting, 
than the first movement. 

· ;·. 

The Rondo, as is known, may also ·be written as an independent piece. Su<"h is the 
example before given by .Beetlwven, and in this case _ it may as~mne a" very ~ranquil 
and independent character, whilst the Sonata-R.ondo inust always -v,osses a certain 
connexion with the three preceding moveinents, in respect both to its character · 
and its construction. 

An indep~ndent Rondo may also be written in a tolerably slow time (as, for exam­
ple, Beethove~s well. known .Andante favori Op 35); or, it may be treated in a very 
grand, brilliant and skilful manner, and to this species a more or less lengtb1y In- . 
troduction is generally composed. Of this kind, Hummel, Moscheles, Kalkbrenner, 
Herz, Thalberg and others have produced the most important models; and it will 
always be highly esteemed in ·c~mposition, as being almost the only si;,gle piece 
which . can receive a regtd~, consequent, and dev~loped construction, and form a 
legitimate · organic whole: · ···· 

ln regard to ·its . character, the Rondo is exceedlpgly vari~d. ·There is the Rondo 

pastorale, R~ndo sentimentale, R'mdo 'militaire, Rondo alla. Polacca, .Rondo di Walze~ 

Ro11do en Galoppe &c. In the latter cases, the theme of the Rondo must consist of 
a corresoonding· national dance-tune, and, throughout its principal parts,remain true 
to the- character of the same. In the chapter tre.ating on dance-music~ will be found 
the necessary parti(·tdars co~rning the peculiarities of each kind of danre. 

,• 6118 



77 

· Tht'~~ are~· moreover, Rondos founded on some natio~ality, as the Rondo espag-1tol, 

RtJndo russe &c. In su<·h cases, the principal subjects must actually t:omprise na­
tional melodies answering to the title, or .. we must be able to impart to the ideas of 

o.l!r· o'Wn invention, the form and peculiarity of such melodies. 
In grand Rondos, it is ~renerally of good effect if a Coda in a different, and qui<'k 

degree of movement be added at the end; for a lively and transporting- conelusiou 
always imparts an incre~sed interest to compositions either· of_ a brilliant ua· of 

a char.acteristic kind. For such a .Coda we ·employ either the prindpal subject 
iii a quicker degree of movem-:nt~ or content oUrselves ·with brilliant fig·urt's , ~ran -

sie:J!t modulations, powerful chords, and the like. . . 

... 

The lesser and shorter species <.>f Rondo is called 'Rondino or Rondoletto, and 
it .usually consists only of two princip.al periods of the greatet; Rondo, the deve ·­
lopmtmt of the second part being omitted, and all distant modulations generalJy a-
v~lded. -. 

~he composition of these short pieces is by no means without advantage, and the 
pupil must construct his first attempts according to the numerous lesser models 
to be found in the works of ·the authors previously mentioned. 

Pl~asing idea8, naturai, elegant. an~ g~aceful melodies, together with ~asy and 
brilli~t passages, procure f~r these short pieces a more extended popul~rity than 

. / . . 
g-rand compositions often experience, and give the composer the satisfaction-. of 

'delighting, by their means, a numerous clas·s of Pianists. 
· :In little Sonatas and Sonatinas, the Finale or R .ondo must naturally have this short 

aud simple form~ as all the movements JllUS~ stand in a due relation one towards another . 
. In Sonatas in minor keys, the Finale may also be ~omposed in the major of the 

· same tonic, or at \least conclude therein. However, it is by no means requisite that the 

. last mo.ve~~nt of' a Sonata should be always a ¥ondo; for it may consist of a theme 
wit]l v¢ations, provided that the Andante has not already been written in this. form. 
· ~he Pmale of the .Sonata m.!il! also be ---bat is ~ailed a Toccata (a kind of Etude , 

consisting of brilliant and continually moving passages), or it may even be a Fugue . 

. Of all these kinds, many examples are to be found in the works of the best composers; 
an~ it' is a further proof, that most of the other · classical forms may enter into the 

. . \ 

Sonata . 
. Of the construction of the Toccata~ the Etude, aiid·the Fugue mention will lw 

made hereafter; and we therefore o~y _add, in this :place, one example of a 8(111;{­

ta--Finale, which, : without any particular melody, proeeeds throughout in mm iug· 

fiirures and __ passag·es . .. 
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The modulations,as we perceive, are here the same as usual, and althoug·h no par­

ticular middle subject exists in this example, we are at liherty to introduce such, 
either in a similar· restless motion, or as a more gentle melody. 

This kind of Sonata-Finale has been copied l1y Clt>menti from the Sonatas of 
Domenico Scadatti. Beethoven has likewise 'HittPn several of the same descrip-
tion, . ___ a~ in his Honatas Op: 2r., 27 , 29 (N~3.) 54, & .'>7 ____ as wPll a~ Cramer,Dm; _ 
sek, and otht·t·s. 
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. How important it is for every y~ung- cbmpo~er thuroug·hly to study the f(,rm of the 
Sonata, will be clearly proYed in. the subsequent chapters treating- of compo s itions 
with accompaniments, and on those for the orcJI.estra; .and "\\Tong- indeed ¥ould that 
-student act, who should allow himself to be sedrrced by the idea that .this form was 
becoming- antiquated, and thereby to neglect the various exercises in the same . . 
which _we have recommended. He who commits this fault will never attain a high 
degree of eminence, and all his attempts will be m~re momentary productions of a 

fleeting nature. . . 
In regard to style and character, Sonatas inay be -of the most diversified kinds ·; 

and there is no feeling- or emotion expressib.le by music, nor any deg-ree of art or 
learning which cannot have pla~e in the Sonata. It may be graceful, light and ele­
g _ant; or brilliant _ and calculated for a showy performance; or else earnest, pensiYe 
and characteristic; and, indeed, all these qualities may at once be united. 

But if we have given a precise col~uring to the first movement, the others must 
not be too greatly opposed to it. An insignificant Rondo is quite unsuited to a 
grand and _earnest first movement: indeed the Finale should be as gay, lively and 
brilliant as the preceding movements. The contrary is less to be recommended;for 

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

no good effect. Yet an entire Sonata may be written in the tragic style; of which, 
good classical models afford the lJest examples. The strict imitation of the same for 
the first years, which we have recommended to the beginner, secures, in addition to 

the' advantages already mentioned, also this great benefit_. that the pupil cannot 
• \ • . .... ~'Ei 

so fre'ely abandon himself to the present, and alas! too frequent, abl4se of mo'd'!'la-

ti on. In bow sparing and well directed, yet effective and surprising a manner, the 
classical composers have employed modulation! Whilst, at present, in many new 
compositions, one key supplants another, one dissonance follows another, and,even 
in a single movement, all the twenty-four keys and all possible chords seem in­
sufficient for many' young composers, in order to produce the formless,overstrain­
ed, frightfully-sounding and scarcely practicable manufa.ctrire! Were this manner 
which now so often predominates to become general , it would be the surest way 
to create disgust and cause the world to abhor musie. 

How can we desire to fatigue the numerous dilettanti and esp.ec.ially the fair sex 
(at the risk of spraining every finger) with compositions which express merely the 

sentiments of exaggeration and frenzy! 
We are perfectly aware how difficult it is to combat with any prevailing fashion; 

l1ut perhaps..our hints will not be lost upon those to whom nature has granted sound 
sense·· and a feeling for true beauty. 
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CllAJ'TE H XI. 
===--·--··-· - ~--~-~-=-, 

OF THf: FAJ'•(TAS/.-1. 

. . 
"\\~en we .leave tht· strict i4)rm of the Sonata , and , in rt>g·ard to construction, al-

low ourselves greatt'r fn·edom, such a composition belongs tu the class of the Fan­

tasia. 

True extemporizing ur improvisation on the Pi~inofortt: consists, as is known, in 
resigning ourselves to the fancy and inspiration of the moment, without pre para­
tion and even without thought, and thereby creating musical pieces, which (with the 
observance of the rules of harmony) produce by their unconstraint, surprising va­

riety, and spirited connection, a peculiar charm. 
If it were possible immediately to commit to . paper suf'h improvisations as are made 

in propitious moments , we sh?uld possess the most complete works of this kind, par­
tif'ularly by such great masters · as Beethoven and Hummel. But. as this is, alas! im­
·practicable, • the ·composer must endeavour, in "\\Titing snch Fantasias, to appro xi­
mate as closely as possible to the freedom of extemporizing . 

There are four species of Fantasia:­
I. The Fantasia on a sing~le theme. 
2. The Fantasia on se-veral themes. 
3. The }..,antasia on so many subjects, that it should properly 

be called a Pot- pourri. 

4. And lastly, the Capr·iccio. 

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

A. OF THE FANTASIA ON A SINGLE THE.ME. 

The composition of such a Fantasia is subject to many difficulties,1nd ranks a­
mong the most important works of art when it is, in every respect, ~II achieved. 

The theme chosen for it, 1nust be particularly suitable, and possess the property 
of being treated in many diffprent ways, otherwise too long an adherence to it 
would ll ecome monotonous. 

A happy theme may he employed, first fot~ an Introduction; secondly, for ah Alle­
g·ro; thirdly, for an Adagio; fourthly, for Variations; fifthly, for a Rondo; and, sixth­
ly, even for a Fugue or other piece of a similar strict kind. 

I'n this. <'a"f' the Fantasia somewhat resemhles the Sonat a, but with the differPnc-e, 
that the -variou~ d t' g·re~ s of movement and tht• several pieces mus~ be connectt>rl 

.. S i rH' t.: thi ~ ... ,.,k .. .. . "' it • · • • " ' ': · ,,; "'- · in'h" llll ''' ' '· r · '· h"~ u, .. J>i"-"'' t;·ra.pft <' , h "' h el! n in vc nt{' d byM.Gu,.' r· ic . , 
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to.~ft'tht·t· and form a whule , and also, tha.t eac'h pieee must haYe a mort> fret" develop­
ment. This consists, first_ in the unrestricted use of modulation (as far as is in ac­
(•ordance with good effeet), and secondly_ in an arbitrary interruption of the 
course of the ideas. · 

Up to the present time, not ma~y compositions ,of this class have been written. One_ 
of the .most esteemed, is the Fantasia for the Pianoforte, Orchestra and Chorus, by 
Beethoven, Op: 80._Mter a ' grand Introduction, enters the lovely and melodious theme_, 
which is then developed in several variations and iiotermediate passages .. in a March- · 
like Allegro, a beautiful Adagio, and a brilliant Finale, without the aid· of any ·other 
subject. . . , 

We believe that it would be a Jorthy «'ccripation for a talented composer, to write 
works of this class for· the Pianoforte alone, and therefore thoroughly to study the 
construction of Beethovens master- piece. In these t'ompositions, where we impose 
on ourselves the task of employing ·only a tingle .theme, the. necessary middle subjects 
or figures for the development may be drawn from the ·individual lJars of the same; for, 
as is known, in case of necessity .. even a couple of notes are sufficient · in order to 
form a new idea in any degree of movement which we please. • 

B. OF THE F.ANT.II.S/.4. ON SEVER.II.L THF..MF.S. 

Ht're, the c,omposer has a fine and extensii"e opportunity of displaying both his 
talent for invention, and his fa~cy. The construction of the whole is much the same., 
as in the Fantasia.._.on a single the]Jle; yet, ilot m~.ly ~an a new melody or figure 
he introduced at each change in the degree of movement, but also, the middle sub­
jects may differ from the principal theme. A)eading figure, which has been al­
ready employed in the Introduction or in. the first movement, may and ought to be 
used in all the other movements, in order to impart the necessary connection to 
the whole, and to stamp it ·with the character of unity. 

In this species, the most distinguished models have been produced by Mozart, Cle­
menti, Beethoven, and Hummel1 and, rec.ently, by Moscheles, Kalkbrenner, Thallierg &c. 

In order to save space, we here give the subjects of the differen:t movements of 
Uummel's beautiful Fantasia in E flat,Op:l8, being desirous of attempting a de­
tailed analys_is of its form and development . . 

. INTR.ODUZIONF.. 

. Lento. 

j' 

FANTASIA . HuMMEL. 

.· .. 

p 

*On this subject, s e~ my ''Art of lmpro'ifls tttiofi,or Sc:ltool, of F.ztemporaneo11s pt•1formrttlcl'," Op• 200, publi s hed 
bv Mess~· s COCJCS & C'! 1 

•• 
- Al ''IHIR . 
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'.fhi~ Introduetion~ which eommences with the above fjg-ure? contains only fifteen 
bars~ after which folluws.the earnest .A.nda1lte with the succf'eding- theme. 

Andante. 

&c: 

The bass notes~ ~hieh form the particular melody of this passage~ present the author 
with the subject upon which/to raise~ during its ~uccessive repetition~ very intere~ting~ 
harmonies and modulations~ which (after 30 bars) at las~ pass into an ascending-series 
of arpeggioed chords~ making a cadence on the dominant of E flat~ and forming· a pre­
lude to the following- .A.lleg-ro con fuoco ( alla breve time.) 

71<4TCtL l O. 

The three sta.ccato crotchets in, the bass now ·forin the theme~ which is developed 
throughout this rapid movement~ and is even occasionaliy recurred to in the follow_ 
ing movements. After it has been employed alternately in both hands~ accompanied 
by highly animated a~d ·b.rilliant passages in quavers~ during more than forty bars~ 
a short and tranquil middle subjec~ enters in the key of the dominant:-

- jJ' 

- r­r r 

p 

, r rr 
We perceive, that the rules of the Sonata are here observed~ in regard to modula­

tion. The middle subject is again followed by passages~ through upwards of sixty 
bars, aftet· whieh a . modulation of s.everal bars lf'ads back to the Introduetion (h•:t 
in thf' kf'y of B minor) and there forms a short point of repose . 

Now t•ommt•n(·t•s tlH· se(·ond par·t of the altiuaatecl .Allegro <'On f'I'J<'fJ . in whit·h , 
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with tlu· •·unstant use of the principal theme (the three crotcht-ts), the impa-.;:-.ioned 
mo·n·mt<nt i ... continued through about a hundred bars, with spirited modulation; and 
then g·t·ad ually becoming more tranquil it announces the return of the Introduction 
( in ~ flat), after which a new idea occurs. 

'fhis new idea is a Larg1tetto cant(lbile on the following sul)jt.>f't;_ 

This Larghetto is constructed like the Andante of a Sonata, and proceeds, with 
tasteful emhellishments. and a beautiful barmonic conduct, through ninety- nine 
bars, with increasing interest. Highly effectiv~ are the allusions to the princi­
pal theme, in the course of the middle subject:-

After the termination in E flat major, bursts forth the Finale, in a surprising­
and unexpected manner, in the key of G minor, with the following impetuous fi _ 
gure:-

Allegro assai. · 

The construction of this Finale is partly that of a free Rondo, and partly that of 
the Capriccio or of the Toccata. A new idea in E flat.., is introduced at a l _ater pe­
riod, as a middle subject; and the whole work finally con-cludes with a brilliant ~nd 
excited Presto, in G minor. 

This Fantasia consists, as we perceiYe, of five different moYements, which are how_ 
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ever connected with one another, both in a technical, a-nd in an resthetic point of 
·yiew. Notwithstanding its great leng-th, it is by no means wearisome; for the judi­
dons eh~mg-e of the ideas and of the deg-rees of mo,·ement, the beautiful and artis­
tic treatment, and the brilliant and (for the player) g·rateful style, continue to en..: 
hance tJ!e intt:rest of the composition to the end. 

1\Te can recommend this work to the -pupil, as one. of the best models. Moreover, 
J\'lozart's Fantasia i~ C minor, Beethoven~s Sonata .• q~asi Fantasia in E flat ( Op: 
27 No I.) Kalkbrenner's Effusio ntusica and many other modern works of this spe-:­
('ies will serve as . guides for the young composer. 

The imitation of such F,antasias (which is also to be recommended to the pupil, 
at the first) , cannot be made so strictly as in the ease of Sonatas, neither is it now 
so necessary. But he should attend to the construction of the whole, and of eaeh se_. 
par ate movement, until he feels himself sufficiently exercised to proceed in his own 
way. 

C. OF THE F.llNTASlA ON KNOWN THE.MF.S. 

Comp(1sitions of this kind are now g-reatly esteemed, and ~ave, for the moment,sup_ 
planted many other Pianoforte works. This is easily accounted for. 

The public in general, experiences great delight on finding in a composition some 
pleasing melody with which it is already f~i'miliar, and which it has previously heard 
with rapture at the Opera: for mQst melodies _acquire their popularity by the fine 
performance of a human voice and the charm -of theatrical effect. ~ 

Now, when such melodies are introduced in a spirited and brilliant manner in a 
Fantasia, and there developed or varied, both .the composer and the practised play­
er can ensure great success. This species is by no means new; for, Steibe~t, up­
wards of thirty years ago, wrote numerous Fantasias on the favorite m_t;_lodies of 
that time. But as Pianofortes, as well as performers on the same have become · so 
general since then,_ as very different opera-themes are now in favour,_ and, 
lastly, as several great and celebrated Virtuosi have particularly distinguished 
themselves in this class of composition, none need wonder at the ·success of it. 

The construction of this kind of Fantasia is much the same as that just before 
. ' ' ' 

mentioned. Two or three favorite themes are first selected, which differ from each 
other in respect to their time, e hat·acter, and degree of movement. The leading· 
idea for the Introduction may then be :taken fr'>m one of these themes, and be more 
or less developed. Orig·inal ideas and melodies may also be interwoven in the 
same. 

The ent!·y of eaf•h of the themes chosen , must be prepared in as striking and in­
teresting· a mannet· as possible, and each must be treated in a different way. Thus , 
for example , the first theme may reeei ve some variations; the second may be treated 
in the Rondo.fonn , or in a more free style; the thil'd ag·ain may he onct• or· twiN· 
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vari~d; and,in th~ F,inal~, all the themes may b~ interwoven . 
. Jn . the succession of the themes, regard. mast be had to variety; and, as conneeting 

links, brilliant-. figures, elegant emb~llishments, together with rnelodic,harmonic, and 
even fugued passages must be introduced. But the .chi~f aim of the composer must 
be always _ to remain tasteful and .interesting, to stretch out no passage too much, 
and to preserve the most beautiful and animated ideas for the end. To these quali- . 
fi{·ations Thalberg's Fantasias · are indebted for .their generally acknowledged · ef-
feet . · . 

Grand Fantasia~ of this class are specially _intended to present Virtuosi with the 
opportunity of displaying their tal~nt in performance, and in the bravura style. ' 
H~nce they must be brilliant, and consequently difficult. But in order to-write ef­
feetive difficulties~ the ·{'()mposer must himself be a good player, otherwis-e his pas. 
sages will generally be awkward, unnatural, and scarcely worth studying. 

Faniasias of this· kind may· likewise .be composed in· an easier and merely pleasing 
style, and then (if the _themes be well chosen) we may calculate-upon their meeting 
with a favorable . reception among amateurs. -
. Extemporaneous p~rform~ces of this species may also take place. The impro­
visations of Hummel, so celebrated in their time, were gene:r:ally in the style hera 
described; and, had it been possible to have -written them do~"D, they would even 
now have ranked ~mong the best of this kind. 

Among the modern composition~ of this species, we must particularly mention 
the Fantasias of Kalkbre~er, Thalberg, Liszt, Moscheles, Dobler &c, to which 
it is sufficjent here to refer the pupil. 

D. OF THE F.ANT.ASJ.A FOR.MJNG .A POT- POURRJ • 

. The desire of the public to possess the beautiful melodies of favor,ite Operas, 
tastefully and connectedly strung together, has ledto numerous works of this 
species . 
. The t'omposer selects, in suitable order, as ~any themes from an Opera, as th~ 
length of the piece to be written permits. He extends one theme with a variation, 
another with .a short development, or ~ith brilliant, but not too difficult passag·e s_, 
unites the different themes :to each other by means of pleasing modulations, pauses 
or cadences, and takes the liveliest subject for the end, in order to obtain a gay 
and animated ·conclusion . 
. A short Introduction must always precede such Fantasias or Pot-pourris , anrl 

_the passages employed to connect the different subjects should not resemble one 
another. We must therefore contrive to vary the cadences. The putting together 
themes without any connf>cting passages, would form a so ~ called Qttodlibet, des­
titute of merit. But, in such Fant~sias, the composer mast sufficiently bring Jnto 
operation his pe(•uliat· gift of invention7 both as reg·ards Yariations, connecting ',pas-
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sag·t>~ and embellishments, as well as the ingenious and suitable eonneetion of the 
numerous sulljeets; so t~at this spedes; 'when sueeessful , niust by no means be de~m-

. . . 
ed U;lsignifieant. It partieularly ealls for a refined taste, and an aee~rate know.- .·. 
ledge of _that kincl of eleganee whieh is the style of the day: two properties whieh · 
haYe establishNl ·the sueeess of many a eomposition, and whieh many young eom­
posers have , to their pt't>judiee , too greatly negleeted .. A few remarks on this 
subjeet, will ht>re be in tht-it· proper pl_aee. 

RJ<:. l{ARK S OX REFIXED TASTE IN E.MBELLISH./~ENTS. 

Embellishments are an objeet and an offspring. of fashion, and grow old~ as s oon 
as better or at least , others of a pleasing kind are invented. This is espeeially the 
ease with the eoneluding cadenee of a melody. For example, the following eadenees 
will be eonsidered in Yery bad taste by every one. . ' 

r ~ :r. ..,._ ~ O!t --=----r--:.. OR --:;;:-:---.___ lr I 
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And yet, at the time of their inventio~, they probably appeared as eharmingto those 
of that day, as the tasteful embellishments of a modern singer or player now appear 
to us. 

If we desired to bring the 
thi s mig·ht perhaps be done 

_ ... 

I 

·' 

above three phrases somewhat nearer to our own time , 
m the follo'wing manner: 

·,. 

Renee, we pereeive that an alteration of a few notes , a new direetion given to the 
melody, the addition or omission of a shake or turn,&e. is frequently sufficient to 
r emlt-r the thing· more agreeable. 

T he same is the ease with longt:~r eT~bellishments, frequently introdueed into the 
mf:'l (,d y, and thPrefore it is requis ite that: they be not only new and pleasing, but 
al s o that th ey b,.. introuueed n.t th e ·right places, and al s o that the melody be not 
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· overladen with them. It is mueh 'the same with them~ as with the ornaments of fe~ 
male attire: a correct and diseriminating taste will so dispose the flowers and 
ribbons, that the general appearance will be thereby rendered more charming; . 
whilst any blunder in this respect easily excites ridicule. 
· In reference to this, the young composer must naturally take only the newest 

and most tasteful compositions for a model, and particularly endeavour to form 
his taste, by hearing the best modern and generally esteemed Operas, and ·go·od 
sing·ers; for, as a -matter of course, in this 1'e$pect, the ancient autho.rs can rare., 
ly l)e taken as an example. He who neglects this in his youth, will experience 
great difficulty, at a more advanced age, in keeping pace with the times; and 
it has never yet bee~ sufficientiy considered, how great an influence this ob­
ject has had upon many works, which, though excellent, have too soon become 
antiquated. 

The pupil who desires models for the varwus species of Fantasia, will find 
an abundant supply in the works of Ries, HummeL Kalkbrenner, Moscheles, 
Herz &c. &c. 

E. OF THE C.ll.PRtCCIO .. 

- A Capriccio, in the fullest sense of the term, is really nothing more ~an a Fan­
tasia of one . of the preceding species, only that we should perhaps allow ourselves 
a greater degree of humour therein. But according to its more precise and re­
stricted signification, it is a piece which in constructio~ may approach the Rondo,or 
even the Scherzo; allowing ourselves, however, greater ·freedom in the develop-

· ment, and broader limits generally. 
It may commence with a slow Introduction, and also have a similar intermediate 

movement, but the principal movement must be written in a quick time; for a Caprie­
<'io .in a slow'· time would scarcely answer to the term. 

Sometimes the entire Capriccio may merely form 'the Introduction to succeeding· 
Variations, or to a Rondo. The true, independent Capriccio, in its chief component 
parts, most suitably follows the rules of the Sonata, as it contains a principal sub_­
ject, a middle subject, conclusion of the first part, (which is not repeated), and a 
. developf'd second part. In this case the capricir)usness .must consist rather in mer­
ry, singular, or e'ven eN'entric ideas, than in the -fGrm. 

In general, this form has very wide limits: thu~, for instance, Beethoven,s Fantas;ia 
Op: 77 is, according to its ideas, more nearly allied to the Capriccio, than to the 
genuine Fantasia. 

Of this spt>ries (in whir·h, known themes can be interwoven ,or. employed as the ground­
work) distinguished models have been produced bv A.E.Miiller, KaHdwenner, Moscheles, 
Mendelssohn, ThaliH'rg· &c. 
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90 CHAPTER XII. 
/ . 

OF THE ETUDE OR RTVJ>Y . 

. The thought of ~Titing· such piec·es as are especially intended to exerdse and im­
part dexterity to the fing-ers , and yet are musically interesting, is so natural, that . 
eYen ancient authors (as S. Bach, Corelli, Tartini &c) have produced works of this 
kind for different instruments. 

At a later period, Cramer has rendered this form greatly esteemed on the. Piano_ 
forte , by his well known _Studies; and, since then , compositions bearing this name 
have increased to such a , ·prodig·ious number, that they ihreaten to supplant many 
better forms. For as we . are unfortunately not very rich in varietyofmusicalforms, 
and as the names Sonata, Variation,Rondo &c already begin to g-row old;we find 
the title Study (Etude) very acceptable, in order to W-rite, in this form, short, bril­
liant, and even amusing pieces, bespeaking some particular benefit, the invention 
of whieh eosts comparatively little pains, and which are welcome to so many play_ 
el·s. Indeed, the Study is nearly the ~asiest kind of musical composition; for, we 
ha,·e only to invent, or pnt together a single figure, of scarcely a bar's leng-th, 
and to repeat the same in all sorts of modulation through a few pages, and the 
Study is made. 

But talented composers .. can also produce a very inter.esting page, in this spe­
cies of such apparent ·simplicity; for, even in the easiest and most simple form, 
something important can be accomplished, and the numerous studies. by Clemen~i, 
Cramer, Steibelt, Woelfl;·:HnmiRet Moscheles, Kalkbrenner, Potter, Herz , Schmitt~ 
Chopin , Thalberg,Liszt, Hiller, Bertini, Hense It, and many others, are by no means 
mere fing·er exercises, but thoug·htful, brilliant, and sometimes grand pieces; rich 
in melody, harmony.? and new passages, and demanding the attention both of the 
player and the composer. 

The length of the Study· niay vary ac~ording to the nature of the ideas and their 
de·velopment, and it may even be extended to the duration of a little Rondo. The 
form, too, of such pieees is tolerably arbitrary; as we may apply. the name Study to 
tht-m, merely because they are useful to exercise the finger, by reason of their 
difficulty. · 

A well written Study_j~ g-enerally based on some determinate melody, and then the 
fig-ures are only a variation of the same. This melody may be either a two- part 
theme, like those mentioned in Chapter I- which is mostly the case in the Stu-

. dies by Cramer_· or it may take the form of an Andante, an Allegretto, a Rondo 
&e: or else, at the very commencement, it may modulate in an arbitrary manner in­
to extraneous keys. withou~ however neglecting~ the necessary rhythm. In this 
case it approaehes the construction of the Prelude. But the whole must always 
express a determinatt- idea, otherwise it would be merely a senseless accumula­
tion of passag·es. 

.I 
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Lastly, the Study may also have the form of a cadence, or of a piece consisting of 
brilliant runs, in which case no particular melody is necessary. Even the atrict form 
of the Canon and the Fugue may likewis'e be employed for it. · 

The character of the Study may be of the most varied kinds; for all degrees of sen-, 
timent.and modes of colouring stand open to the composer, from the liveliest Scher-
zo to the sentimental Adagio, and from the most brilliant Concert-piece to the pro­
found Fugue; and this, togethe_r with the comparative brevity of its form, has rendered 

· the Study so esteemed. 
The melody forming the groundwork of a grand Study must have a middle subject 

and a second part, after which the principal theme returns, the whole however con­
tinuing to move in the like varied passages which have been adopted at the commence­
ment. 

Although the pupil will meet . with nmnerous models of all kinds of Studies in the 
before-mentioned Authors, we here add the harmoni(• .skeletons of two .. in order to 
illustrate the construction and the co'Urse of ideas of such pieces. 

N.O 1. The ground-melody of Cramer's Study N~4. Vi1l: I of his ''Studio per il 
Pianoforte:' • , 

Allegro. ..J J~ 
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The ·m·oving fig·un• of this Study, is, as is known, the following:-

&c 

J\,.~2. The ground-harmony of the first Study by Chopin, Op.IO . . 
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The movmg figure of this Study is the following:-

---------------. ~-o 
.All~gro. 

- If"!!<_,-·· ,.. ' ,.. 
--- ... ~ .. -- • !!: ~ ~ .. ~~ . -.... 

I 
_.; r-e ""-4L' - - - -<II • 

!I ' ~ . &c. 

I . 
.... 

RE.M.ARKS ON THE PRECEDING .MODELS. 

The first Study, by Cramer, is built, as we perceive, on a kind of Choral-melody, which 
is supported by a three _9r four-part harmony. In the seventh bar, a modulation into 
the dominant takes ~lace~~~d then, after passing through ~everal _keys, a return ·is 
made. to the theme. ' 

The second Study~ by Chopin, is (without any melody) entirely built on chords, which ~ 

' however, form. a ·rhythmically disposed whole, modulate variously, and finaUy return 
again to the chords of the theme. ,. 

Having here given the harDfonic ske1f'ton or outline of the· two Studies by Cramer 
and Chopin, we must observe to _the pupiL how extremely us.eful and requisite it is, for 
him to write out similar o11es of very many distinguished compositions, such as Mozarts 
and Beethoven's Sonatas, Quartetts and Symphonies. For this purpose, knowledge, care 
and a great !_enetration int~ the spirit of the music is ·required, in the case of compli­
cated pieces, in order thus t{) divest the melodies and figures of all ornaments, and 
to reduce them to their most •iMple harmony. In_ so doing, particular care must be 
taken to ~ite _each chord in tlie position which perfectly answers to th~ melodic idea 
of the composer. He who is able correctly to draw up such an outline of a ·composi­
tion, there by proves that h-e has thoroughly understood and entered into the work. 

By this procedure the pupil will with delight become acquaiitted with the internal 
structtire of the most admirable compositions, and frequently remark, with surprise, 
on -what a simple, though firm and symmeirical.basis,the finest -and most intellet' : 
tnal works of tlie great masters rest. · . 

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

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

The method adopted in the foregoing examples~ of reducing a piece to its ground­
-melody_, js, we rep eat, extremely useful in, other kinds of composition. .For this . is ,.,­
.in a manner, the anatomy of the pieces, by which the pupil becomes acquainted with 
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the plan, the construction, the melody, the harmony, the course of ideas, and, generally, 
with the particular thoughts of the composer, in essential points, and distinguishes them · 
from all exterior embellishments calculated only for effect. A piece whose skeleton is 
uri'rnythrnical or without meaning, must ever be ranked as a failure. 

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

RE.M.A.RKS ON REAL AND ACCIDENTAL . .MELODY. 

~ - . 

A real melody must not only form a rhythmical and perfect whole, but it must also 
be so constituted, that, even witho1tt any accompaniment, it shall still be intelligible, 
full of meaning, and capable of being sung. Of this kind are all the ·themes given in 
Chapter. I. 

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

Take, for example, the following series of chords~-

.II ,... ' I I _l ..._ 

j II 
II 

e) I ... r;, - r;, c:;; 

•. 
~ '-.'\ r.-jj,.... I 

: 

I - ~ ?; \:5" -~ 
We here observe, that the upper part forms a kind of melody, and if the composer 

were to add a suitable accompaniment to it, a passage . would be obtained,without the. 
slightest effort, which would produce the effect of a real melody. For example:-

.Andante. 
jj ,.... _l -. 

e) espi'essivo 
• Ped -< ,.. . . . • Ped • Ped 

~ 
&e ·- P<!d lllt:f- ~Ped ,.!: ~ Ped .~ 1. Ped .II ·1 l~ l I * -. 

I 

- n 

~I I ~ ::; --J- -.,.., - -
This kind of melody is especially suited to Introductions, and if we add an elegant 

cadence or embellishment at . the proper plac:e, we may ensure the desired effect. 
It will be conceived .what an admirable auxiliary this is for the composer~ w~o 

has either no real melody at his command, or who is unwilling at the instant to 
einploy such. . · · · ·. 

· We now insert the truly melodi~us theme by Beethoven, out of which we have de­
. signedly formed the preceding example:-
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.Andante BEETHOVEN. 

Here .is a real, intentio11ally-composed melody, for it forms a rhythmical and per_ 
fectly- conclusive idea. 

That those accidental melodies which are produced by chords are particularly 
suitable for the _ invention-of :S.tudies and other similar pieces, will at once be perceiTed 
by the reflecting pupil, without any further comment. 

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

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

The. following example will illustrate this remark:- l 

---- BEETHOVEN. 

------===---

· · This charming and nobly simple melody is confined to the six notes of the diatoni(' 
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scale ~f t r r r ]I; and is, besides, so intelligible, that it fixes itself in the memo_ . 

ry of every hearer, and can be repeated with facility . . 
Still more simple is the accompaniment, whieh consists, nearly *roughont, of only 

the two principal chords on the tonic and dominant; all ·that approximates to what 
is artificial, being there sedulously avoided. 

We will now attempt to clothe the same melody with a modulating harmonic accom­
paniment. 

- - ----11 - - r- -I j J . T l I I ]'""'] r l J _I l J r -, I 

~--~ .:~ - --
.; r L.....J ' I r 1 I I I ~ l r _r i t.J -<1 .. - ··-

I 
. ~ '~ " ~;Jt#&JnFij1r ~I I ; I fJ I J II 

' 

Here, the beautiful melody is e-..'idently stifled by the overcharged,forced,and so­
called learned accompaniment: and that young composer; who perhaps exceedingly 
prides himself on the toilsome invention of such modulations, may rest assttred,that 
it is a far greater Merit to be able, like Beethoven, to produce a fine effect, in­
telligible to everyone; and that, too, with auch aimple mean•• 

. ,. 
J\lany a composer has the weakness to be particularly enamoured with those of 

his compositions, whose invention has cost him _the greatest pains and labour; and 
he cannot then exercise sufficient self-denial, to sacrifice these fruits of his anx- . 
ious hours to what is truly beautiful: nay, he thinks that all hearers must be as en­
raptured with them as be is himself . . 

However, it is far from our intention, unlimitedly to dissuade from the use of skilful 
harmony. As in all things, so here, it is only the abu-se which we feel rompelled to cau­

. tion against. · 
The invention of beautiful melodies is a gift of genius, and even then, only in cer­

tain happy moments. But skilfully constructed modulations, can at any time be put 
. together by the cultivated composer, even when in the most indifferent frame of mind. 
May those, tht>refore, on whom nature has bestowed the greater talent, not content 
themseiYes with dry learning, either from convenience, or from a perverted view of 
art, but ever render the same subordinate to the truly beautiful! 

Whatever may be said against the Italian Opera music, no one can ·deny the fact, 
. . 

th <: l it excites pleasure throug·hout the 1ohole world. This mostly arises from the oh_ 
st•t··vance of those principles whi_ch we have here so fully stated. 
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CliAP.TER XIII. 

OF THE NOTTURNO. 

""\\re devote a particular chapter to this kind of composition, because in respect to 
its ('hara_cter it forms a distinct species. 

The .~,.ottur11-o for the Pianoforte is really an imitation of those vocal pieces which 
an· termed Sere1tades, and the peculiar object of such works_ that of being per-· 
formed by night, before the dwelling of an esteemed individual_ ·must always exer­
cise an. influence upon its character. The Notturno, therefore, must be calculated to 
create an i•pressi~n of a soft, fanciful, gracefully-romantic, or even passionate kind, 
hut never of a harsh or strange. The construction of it is nearly that of a short_An­
dante in a Sonata, or of an extended theme; and a slow degree of movement is most 
suitable to the same. . 

In this species of lesser Notturno, John Field has particularly distinguished him­
self, and latterly Chopin, Thalberg, and many others. 

We here insert an example by J. Field. 

NOTTURNO. 
Moderato cantabile. J. FIELD. ----·· ............ ~ --------- ---- -- ~ . . . . . . . . . . . 
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. No middle subject occurs in this Notturno, but only a ritornello, •fter the I7t~ bar . 

. The theme, however, can be followed by a new middle subject (either of a melodious 
or moving kind)., which then forms a second period. We can 1 also modulate to a great­
er extent, provided that the character of the piece be truly preserved. 

Furthermore, under the name Notturno (or Serenade),there are g-reater composi­
tions, consisting of an Introduction, Andante, Alleg-ro , Variations, Finale &c, and of 
which we need only mention the well known Notturno of Prince Louis Ferdinand, 
of Prussia. 

These different movements are joined to one another, and the whole follows, in its con­
struction, the rules of the freer Sonata or the Fantasia. But we must always endea,tHH', 
by the choice and nature of the ideas, to accord with the charaeter which is announeed 
l,y the' title. · 
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CilAPTER XIV~ 
9.9 

-=========. . . 
0/<' CU.MPOSlTlONS UJ\Dl<.'R IMR.IOUS PARTiCULAR .NA.MES,.AXD OF THOSE J.N .AN EASY' STYLI<:. 

Many compositions appear with particular names; as, for example, Allegro scherzando, 
Alh·g·ro agitato, Allegro di Bravura, Andante selltimentale, Presto affettUoso &c, and 
also under the title of Romance, Ballad, Song without words, Eclogue &c. . 
. The construction of all such pieces, follows the rules which we have already become ac­
quainted with in the. Sonata and in the other kinds of composition; thus, for instance~ an 
.A.llelfro di Bravura is modeled upon the first movement,or upon the Rondo of a Sona~ 
ta. The Ro11tance resembles the Notturno. The Song without words is a melodiousmo'\·e­
ment, in the form of a greater two-part theme, or of a short Andante. The Ballad is a 
kind of Fantasia, and so on. 

These latter naDles and forms are borrowed from vocal music, and therefore the charae­
ter and con!druction of such works must be similar fu the actual v~.('al piect-s,ofwhich we 
shall treat hereafter. All such very singular names, which are at present so-ught out for 
many compositions, (and that often senselessly enough), prove how greatly. we are at a 
loss for new forms in Pianoforte works. · 

But alas! that Which is indeterminate, arbitrary, formless, and even. nons.ensieal in the 
art, constantly gains gro"und by this means and many a talented youth, who with solid 
study might produce -excellent works, finds it indeed more convenient to resign himself, 
in this ma~ner, to a wild irregularity. From this by-path also, only the imj,tation of good 
models can reclaim him. ' -. 

As . examples of ~eautiful Romances, we refer to the second movement of Mozarts Concer­
to in D minor, and to Beetlwven's Romanee in ~· Op. 50 (Duett.) Songs without words have 
appeared by Mendelssohn , and Eclogues by ',romascllek,Chopin has produced a Ballad, 
and so on:. . · . . - · . . 

Beethoven's Bagatelles,Op.33, pres~nt fine models of ~hort,bnt highly intellectual pie­
ces . .Also siail&T work~ by Ries, Kalkbrenner, Moscheles and others. 

OF CO.MPOSITW.NS IN AN EASY STYLE. 

·The talented composer detracts nothing from his merit, by sometimes writing little, ea­
sy works for less skilful players and beginners. Most of the ·great Pianoforte composen; 
have also brought this offering to the art; and, indeed, young performers have a rig·ht 
to desire works suited to their undeveloped capacities, which, without presenting diffi­
culties, are· nevertheless written solidly and with spirit. Such compositions are always 
a valuable contribution to musical education, and that eomposer is not perfect,who can 
wdte . o1tly for Virtuosi. , . . 

Short Variations, Sonatinas, Rondinos, Fjtntasias, Studies &c. can be written in the 
easiest style, and the composer must thetein endeavour to invent pleasing, intelli­
g·ihle and unconstrained melodies, and unite them to passages of a like charaeter. 
All difficult keys and extraneous modulations must be there avoided, as well as oc­
taves, extensions, skips and complicated harmonies, all of which would be quite out 
of place. · . 
It is more difficult, than is supposed, to write such easy pieces witho'ut appearing 

dull, feeble and childish, particularly when all octaves ~~lust be avoided. The young 
composer will find numerous models of this kind in the works of Mozart, Haydn, 
Hummel, Ries, Kalkbrenner and others, and we moreover recommend him not tone­
g·lect exercising himself in this . species, as it may be more useful to him in many 
respects, than the continual s_eeking after difficulties, and the unceasing endt·a\otrt' 
to produee only grand and lengthy eompositions. 
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j() () CJIA PTEH XV. 

OF DANCE-.;l'(USlC. 

The characteristic of dance-music depends on the time, the degree of movement, tht> 
rhythm, and the length of the composition. The· usual dances are the following~ The 
Wa.ltz ; the Galop, the Minttet, the Quad·rille, the Polonaise, and also a few particu­
]ar national dances, as: the Mazurka, the Polka, the Ecossaise, the Bolero; the Fan-

· dan~ro &c. 
The WALTZ is written in ! time, and has a quick deg·ree of movement, almost .Al-

leg-ro molto (according to Maelzels Metronome d.= 88). It consists of two parts, 
both of which are repeated, and contains 8 or 16 bars in each part. The first part 
concludes either in the orig·inal key, or in that of the dominant, or else in a nearly 

related minor key. . 
The character of the Waltz is gay and lively, though it may likewise be occasion-

ally sentimental. The generally kno·wn Waltzes by StraussLanner, Bendl &c. pre­
sent the best models, by the latter of whom we here insert a successful example. 

WALTZ. · BENDL. 
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Tht· unparalleled favour which Waltzes have obtained throug-hout the world, has 
arisen fi·om their cheerful, exhilarating- and universally intelljgib-le character; and 
the circumstance that only few composers have yet disting-uished themselves in this 
branch, is a proof that, even for this, talent and a just apprehension of all that the 
publie especially prefers are required. 

The GALOP is wrftten in : time, and its brisk and sprightly .char.ac~er demands an 
.!llleg·ro molto degree of movement (a~ont ,) = 8~). It must be still more exhilirat­
ing· than the Waltz," 'and correspond to· the frisking motion of the dance. _ Here 
follows a:n example:-

· GALOP. . STRAUS S . 

... » -""'· • - • - - -.--r--

t -J·· .J.__ 

.; ....__,. ...._.., . .._.;' .. .. 
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.. 
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I V' V' V' V' v , ..... V' V' V' y . .... "' , ~ 

""' . 

~. .~. ;, .;. -,.-. ~ ~r:~i;,.~ ~ . .: .~. ;. , .,.~,.,.. 

G., lop 
D.C. 

The Galop, as we here perceive, has a Trio, in a r_elative key, of precisely the same 
. c~nstruction as itself. The whole is usually formed on the two chords of the tonic 

and dominant. 
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Tht' MINUET, as a dance, is certainly no longer in use; but, as a musical piece, it 
is still interesting, and therefore merits the attention of the composer. It is in ! 
time, and has a calm, noble, graceful and even majestic character, and a tolerably 
slow .IJ.lleg"·.etto moderato degree of movement, (about J = 100.) 

It consists of tWo parts, each of which must contain eight bars, and be repeated. 
The Trio belonging to it ; is of the same length. 
·. The first part closes either in the Tonic or in the dominant. 

In pieces of this kind, the compost>r may introduce soft and beautiful me'iodies , 
and even transiently modulating· chords, but he must always preserve the known · 
rhythm of the two-part theme. 

Here follows an example of a dance-minuet:-

MINUETTO. 
MozART. 
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The Minuet, as we are aware, may be employed as the third movement of a Sona ­
ta; even in its ancient, strict dance- form: and ;also in other pieces, (even, indeed, in 
vocal musie,) its peeuliarity Is sometimes useful. 
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The QuADRILLE consists of five different dance-tun~s; each of which must con­

tain a determinate number of ba,rs. As a complete Quadrille would here occupy too 

much space, and as this kind of composition is but little kno-wn to many writers,we 

g·iye an account of the number of bars, of the form, and of the particular appella­
tion of each figure. 

p.t Figure. Le Pantalon . ~ Time. A.llegro. 
• 

Theme, 8 bars, concluding m the tonic. 

Second part of the same _ 8 bars. 

Then first part Da Capo _ 8 bars. 

A new second part _·_ 8 ·bars. 

I. 

2. 

3. 

4. 

5. Then again the first part Da. Capo _ 8 bars. 

Consequently, in all, 40 bars. 

2~d Figure. L' Ete. ~ Time. .Allegretto. 

I. First part, 8 bars, concluding- in the tonic. 

2. Second part, with an imperfect .cadence 8 bars. 
3. Third part _ 8 bars. 

4. First part Da Capo 

In all, 32 bars. 

8 bars. 

3r-d ~~igur~. ~.a Po ule.. ~ Time. .!lllegretto. 

I. The'me, 8 bars, concluding in the tonic. 
2 . Second part 8 bars. 
3. First part repeated _ · 8 bars. 

4. 

5. 

A new second part 

Fir~t part Da Capo 

In all 40 bars. 

8 bars. 

8 bars. 

4 t~ Figure. La Trenis. ! Time . .!lllegretto. 

I. First part, 8 bars, concluding in the tonic. 

2 . Second part 8 bars. 

3. A third part (or the second part repeated) - 8 bars. 

4. First part Da Capo 8 bars. 
In all, 32 bars. 

·----- ------- · .. ... 

* The d(•srriotion following <·mb.races si.% fi~ureji, "'"d consequently as many tune11 ; but, in d .onC'in!f, t'itll< ·J f ·' 
Trenis or-. [,a Pasto'tlre.Ue is omitted. Tit: 

tlll8 



5 t_!t .Fig-ure. 

I. 
2. 

8. 

4. 

5. 

La Pastourelle . i Time . .!l.llegretto . 

First part, 8 bars.~ concluding in the' tonic. 
Second part, with an imperfect cadence - . 8 bars. 

A continuation of the second part _ 8 bars . 
Another continuation of the second part _ 8 bars. 
First part DtJ Ca.po _ 8 bars. 

In all, 40 bars . 

6~ Figure; Le Finale . ~ Time.* · .Allegro molto. 

I. First part , 8 bars, concluding in the tonic. 
2. Second part , with an imperfect cadenc-e 8 bars. 
3. ~"irst part Da Capo _ 8 bars . 

In all, 24 bars . 
This may still be followed by a Coda, which corresponds, in every respect, with 

the Finale. 
The whole, therefore, consists of little rhythmical passages, each: of which must con­

tain eig·ht bars. 
The eomposer will easily meet with the necessary models in respect to the form 

anrl ehan:t.cter of each figttre, when he finds himself called upon to write such Qua.:_ 
drilles. · • 

The PoLoNAISE (Polish dan.ce) resembles the Minuet, it having the same time, de­
g·ree of movement, number of bars, and even similar modulations . But there are cer­
tain little figures which form its national peculiarity; and this especially happens in 
the last bar of each part, where the cadence must be so constitUted, that the fir st 
two crotchets of the bar shall occur on the dominant seventh, and the third crotch-

. et. on the tonic. For example :-

.-------.. or ~ ~ or ~ · rf 3 r_ ~ I \!f r a d • I Q r H r _ c-! • 

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

II 

The genuine Polonaise may be preceded by four bars of suitable introduction,but 
in the same degree of movement, and without any pause. ·Moreover, we are not o­
blig·ecl to observe the number of bars so rigidly, as in the Minuet. _ ·Here fol­
lows an example of the latter kind:-



POLONAISE. 0GINSKY. 105 
S entimentale .. 

------- ----\ 

cres . 

r--- W'l ~ ~------,..- , . ..,... ~ 6 .....-...... f jj • • II • ..,... ~ • ~ M. ..,...,.- • ..-......,_ 

I 
e.J. f" - - - ·' p I V Fine . dint. - ...,...~. ~ -

I 
~ .. .... ... .. --. ... ..- .... ... -· ..... ~ 

Trio. 

/ 

tiim 

1 " 

f 
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The MAZURKA is also a Polish national dane~, in ~ time, .Alleg-ro rnoder·ato. Its 
<'haracter is frisky and an_imated. The following-js an example:-

MAZURKA. 

-j' 

- - - -

Trio . 3 , ,..~ .~.;, 
3 

r II ~ . > .,.. .. ... -I'.,..~ •. ~ ~4. ,. ~ . . . . . . . 
.; iiiliil ==· !.' -- ;;iii " - > -2: -I - - ·- >I' r-p • • • • •• • ·• ' - _/ - J -J J 

: 
, .... r r - c.-.. r - "il 11 .. Maz: .. - D.C. 

The. EcossAISE (Scotch dance•) is in 1 time and has a very quick degree of move­
ment. I~ consists of iwo ·parts, each oflfhich contains eight bars, and is repeated.Its 
charact~r js extremely gay' and lively, and the end -of the second part can be so (,'On­
nected to the beg-inning of the first , that the whole proceeds without interruption; 
as the e:ntire Ecossaise must be continually repeated, so long- as the dance lasts. 
See .the following- example:-

ECOSSAISE. 
I Pre~ =::::::::::---- ~1' ~ -· .. ~ 

~ . . . . . 
"'!'( . . tV .. -4 ;,.J. .. 

~~~ ~Cd 
J' p - ~ ~ 

I =· 
: . .... I I 

*The tunes designated by the t<.•rm ''Ecossaise;'· by contim.' ntal composers, bear no rcsembbncc to Scotch dan·ces. 

They arc frequently nothing more than .v .. riations constructed upon the themes which appear in their works; and, 

indeed, the example given <tbove is only a variation on the <tir known as "Tlte bells of S~ Petersburg!:' M.r Czerny's 

explanation must therefore be considered as applying only to the above im.aginary imitationii o/ Scottish music; 

and as genvine. Scotch dances are so numerous the pupil can nasily provide himself with models. 

Remarks on the difference betw<• cn the ancie11t Scot f' h dances and the modern Ecossaise ·are given in S chil­
ling~ Le:dco'lt der Tonlw·~11t Vol:~. p- E56. Art: Ecossaise . 

TR: 

-



107 Conclusion instcotd of 

~~~-~- ~~~It~~~~~~~~~~~~~~~~~~~~~--~~t~h~eb~st~. t~w~o~ba~rEs.~~~~~~ 1.- ~ ~. ·.· 

~' - E cU>sliotise 
._, ,. ,. ,. ,. ~ ~ ~ Dot Capo. . :. ~ ~ . 

L_~: 
..... I I I I 

The PoLK~, which is at present in .such hig-h repute, is a Bohemian national 
dance in 2 time and in a tolerably quick degree of movement. It consists of 4 . . . 
two parts, each -of which contains eig-ht bars, and Is repeate~. Then follows a 
T -rio, the first part of which contains eight, and the second sixteen bars. To 
this succeeds the Polka, da capo, with a few bars as a Coda. Example:-

- - . 
Trio. ~~~~ure 1 u t; 1tfff1 u u 1 UF e 1 u u 1393 ~ 1 ~~=• 

§ ~ 1 a r'c I'&E!r 1 er r ·~ 1'er cr 1 tt r ~~ I'E!t E.¥ 1 t:'fibr 1 c~rrrctr.r 1 

#~ Q'H' ~c I [ [ [} I Ci F S I CJf & I U r ~ I E:! [j I ft J k I c:rc, :1 
Da Capo Polka,with repctition,and then 

sixteen bars Coda in the same movement. 

Light, skipping and pleasing- rhythmical subjects are here the most suitable . . 
. . 

These are the dances which have obtained a g-eneral place in music: for~ independent­
ly "of the composer often findi~ himself obliged to write such, these different forms 
give occasion to Rondos_, Impromptus, Fantasias &c, in which the leading character of 
the chosen dance-form must be more or less preserved. 

In ~iting- Operas ~nd Ballets, the composer is sometimes obliged to introduce na­
tional dances of foreig-n countries: for example, the Spanish Bolero, and Fa,.dango, 

the N~apolitan Ta,rantella~ the SiciUa na; Russian national dances &c. The charac. 
teristic of all these, lies partly in the peculiarity of their melody, but partly also m 
the accompanimt-nt. ·which must ha,'e a ·particular motion. 

f>ll8 
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Tht· BoLERO is like the Minuet~ both in its time and degree of movemt-nt , but it has 
no rept-tition, nor Trio. Its charaeter is tenderly lyric, and it possesses a peculiar 
t"h)·thmieal accentuation. The accompaniment to it g-enerally moves m the foHowing 
manner:-

"When it is danced, the castanets are us!-'d, and the manner in whieh they are strue"k 
toget1H·r by the dancers themselves, gives rise to the above kind of aecompaniment. . . . 

The FANDANGo is in all re$pects similar to ~be Bolero, bnf of a plaintive charae·-
ter, and generally written in· minor keys. Its accompaniment, however, is not so hop­
ping, but more legato. When danced, its degree of movement is gradually more . and · 

more accelerated. 
The TARANTELLA is a very sprightly dance in g time, in which the upper · part 

constantly moves in simple quavers, whilst 'the accompaniment marks the two prin­
cipal divisions of each bar, in short chords. The character of it, is a certain wild 
vivacity. 

The SIC I LIANA possesses a rural, tend~r and plaintive character. It Is written in · 
~ time; and has a slow deg-ree of n1ovement. Its melody generally moves in the fol­
lowing manner:-

The construction of it is much the same as that of the two-part theme, but with­
out repetition. 

The Rnssian national dances. which are mostly in ~ time, are lively, and have tht' 
construction of the two -part theme. They are generally composed in minor keys, 
and the motion of their accompaniment .is as follows:-

> 

I 
or · · , > · · > 

H ·~ l~kll 

In Opera and Ballet music such national dances are often introduced, and in this 
case .the composer must well" attend to the characteristic of the same, and endt>a\·our 
to procure genuine national melodies a.."' models, of which there are, at present, ma­
ny collections 
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CHAPTER XVI. 

OF .MILITARY ._JK"USIC. 

The Marches, of which this class of _music consists, are divided into:- Quick marl'ht>s, 
defiling marches, marches for the. parade, solemn marches, and funeral marches. They 
are writte:w;t in C time, though in .. quick marches g time may also be employed. 

The Jllotion which distinguishes marches is the following:-
. ·. . 

or or 

J ll 1 J 0 j 1 J I J 0 g& J 1 I I j 'ii 'j 1 j 'ii' H 
.• 

In solemn marches, a~d in those for the parade, or for funerals-. ··an of which may 
be more or less slow, .Allegro m.od~~ato, or even perhaps .4nda~te- a step occurs on 
each crotchet of the bar: but, in quick marches, a step occurs on each minim, or, in g 
time, on each half of the. bar, and 'the degree ~f movement, in the latter case, is rapid 
_from .Alleg;,.o molto .to Presto. . 

The March, as well as· the Tri~ b_elonging. to it, consists of iwo parts, each of which 
is repeated . . The constructioa and ·modulation ·are 'like that of the two- part theme; 
nevertheless each part, but' especially the second, may contain ·more than eight bars' 
provided that the melody be rhythmical, pleasing and intelligible; Pauses are · im­
practicable, as th~ whole:~ must pro~eed- strictly in one uniform . d~gr.ee .of move-
ment. ' . .. . . . 

Marches are rather· an important species of composition: for they are not only writ­
ten for the soldiery~ ·brit are also. very frequently introduced 'in Operas, Ballets, and 
other grand musical ·works; li:nd the warlike character which exists in their form, 
gives. occasion to many instrume~tal pieces. Thus, there are: Sinfo11ies militaires, 

So11a.tes militai1·es, Rondeau.:r militaire:J, Variations militaires, &c. and a certain no­
ble, grand,or brisk movement which can be · imparted to such pieces, renders them 

exceedingly !nteresting. , . 
The composer will find solemn, and triumphal marches, in many of the g-rand Ope­

ras of Mozart, Cherubini, Spontini,Rossini &c. Beetho·yen's 3 Mat·ches for two 
performers,Op: 45, also prese~t fine models of the higher order; and the funeral 
march in his Sonata, Op: 26, is the finest example of its kind. Genuine military 
marches are so numerous, that the pupil can scarcely be at a loss for good mo­
dels. 

We here gi:ve an example which may ser·ve as well for a. defiling march,as for qne 
of the solemn kind, according as the ·degree of moveme.nt is taken quicker or s1ow_ 

er. 

tiJJ8 



110 
Allegro 

MARCIA . . 
CARAFFA . . 

.... ~ t-:: -----..._ ~ .. .. » ~ 1": ~ . . .. 
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. Here foJl'ows a quick March in g tim~. 

Allegro 

mol to. 

-....,_ . .. . 

f 

I 
~ 

--6-

. ; . I 

I 
... . 

j' 

• • •• 

A Trio in Cor D major &c. may follow at pleasure. 
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112 Tlw follo\\ing· is a grand triumphal March. 

• '\1.<u:stoso. 
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The following- is a .short example of a funeral March. 

PAER. n an e. 
~~ n~-~ _----...... . . . . . . . . ,_ .. ... .., .. ........ ~7 - · .. .. ..... --

...c .. 
p 

I . . . 
..!IW ~ · " ~ :;j ~ ·~ .. / ; - e- =6 

0 -r-o; · I I ..... . . . 
~ . . . . . . . . . . . 

.; ... -.). ..... , if- :i .. ... -. · -4 , • c! . 
j' dim. - cres 

...c.;:,: . . . 
~ """ "?; ~ = - . - __, 
- .. ...... 

. ., ., 
~ ,....= ,.... . . 

I . . . . . . . . . .., -' . ' , _l I ,-
~ c·res 

,, - , , ... ......................... 
-< P_l~ ~ .,...,.~. f j' 

I . .. . . . . . . . 
• ---

- - r-= I 1 ' ~ J -. . .---. . . . . . .., . • .. - • ... ... ..... ,~ j . I . -< •j' Sj' p -
I . . . 
' ""' - ~· , • l ~ ·~ ~ . 

--~ ~ 
. ........ 

To such Marches a Trio must also be added, in a nearly related major. key~ and in a 
melodious, but serious style. ' - -

nll8 



1 J J, 
CHAPTER XVII. 

OF CO.MPOSITlO.N-S l.N THk' STRICT STYI.R; WITH AN 

.A.PPE.NI:iJX O.N Co.MPOSJTIO.NS FOR THE 0RGA.N. 

The principal forms of this class are: the Prelude, the Fugue, and the Canon. 

A.. OF THE PRELUDE. 

The Prelude may consist either of slow, full chords; or of a more or less florid move_ 
ment of the _several parts; or even of actual quick passages. In the latter case it is 
usu~lly only a variation of the first kind: namely, that in full chords . 

The chords must. continually modulate, so that a perpetual excitation may prevail 
in the change . of the harmonies. In strict Preludes th e modulation is confined to 
the relative keys: but, in free Preludes, we may pass, at will, into extraneous keys. 

One peculi~ feature . of the Prelude (beside its continual modulation) is, a cer­
tain unity of motion, as well as a conformity to the adopted figure, which imparts a 
particular interest to the same, and distinguishes it from every other form . 

\ ' 

Each part must have its own particular progression, and by no means . deg-ene­
rate into an ordinary filling-up accompaniment. The melody which either per­
vades the Prelude, or_ forms the bas is of it, must express a determinate meaning·, 
otherwise the whole would be a mere rambling about .from one key to ·another . . 

As a model of the first kind, in full chords, we here insert the skeleton of a , · 

Prelude by Sebastian Bach , which clearly t!Xhibits this consequence in the train 
of ideas:-· 

' 
PRELUDE. 

SEB: BACH. 

I ~ I ~ 

I 
.; p " - '4' " c; 0 '4' -~ ~ -6 ~ $ -g -< ~ ~ -~ ~ ~ ~ &~ ~ L ..... '-' ~ '-"' . -;:;;: --, . 

I I I 

. .-
I 

-< 
61 ~ ~~-! -. l ~~ ~ . ,~ ~ :e "~ -~ ·~ Et 1 ~ ~ -0-

t 
I ' I 

-
- · 

I I ~;;: ~~ "" l l l ~ 
--

~ 
-

I 
0 -0 

I 
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Sueh a Prelude might either remam in this state~ o:r be varied m numerous ways. 
' 

B aeh himself bas varied the above in the following matmer :- (See his 48 Preludes 
. . . . 

and . Fug·ues, Part ~ first prelude.) 

Here follows · an example of the second · kind, in which the different parts alternate­
ly make a tranquil movement, whilst · the whole sounds as melodiously~ as harmonious­

ly beautiful . 
PRELUDE.•• 

•-.A ll(•w c d.itjon of this work has been published by Mt'S SI_:s Cocks & C<? priceJI.ll.6. revised by ~he h·anslo.~f t> t · ,,f" 

th1· pr<· ~ • : nt ~ ' ·hool. TR. . · ~ 
•"" By p Prmis sion of M~· Chapp<!lland Mt!s s ~·;; C'"'"" '·.r· & C•! ·· .. ·. ·. 61 ; 1-1 
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., 

~. 
. "t5 . 

The foundation-chords of this Prelude foriR a kind ~f Choral melody, while the trari- · 
qrril moYement of the quaYers,·ln the several parts, creates a new melody thereon. 

And now we . add a Prelude consisting of passages, without any decided melody. 
. . 

GliB 



PRELUDE. 
Presto . . 

AD.tGJo, 

This Prelude is likewise constructed ori a few simple chords. 

fillS 

lr 
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In g·t·and Preludes we may also , regularly modulate into the dominant, and there in­
trodnl'e a middle subject, (moving howe-ver in a -similar manner,) after which further 
·modulations follow as a Mecond part, and then the principal subject recurs again in 
the tonic. As an ex~ple of this kind, we refer to the fine ~relude in C major of 
Bach's ,.,8 Preludes and Fugues, Part II. N<! 1. 

The Prelude may likewise be divided into two parts, with repetitions .t examples of 
whieh may be seen in the · Prelude in B minor, Part _I, and that in A minor, Part II 
of the before~ mentioned work by Bach. 

B . .. OF THE FUGUE. 

The Fugue and the Canon are the only kinds of composition which are so closely 
connected. with · the doctrine of harmony and counterpoint, th~t they form, in a man­
ner, the necessary practical result of these sciences, and are theref9re explained 
at large in all good treatises on the same: consequently, those who have . studied 
strict composition and counterpoint must be thoroughly familiar with the principles 
of their form and construction. As before observed, we must presuppose these stu­
dies to have be eli pe_rfected by the readers of the present school , and as the theo­
ry of the Fugue has _been fully e?'plained and exhausted in the works of Marpurg, 
Kirnberger,-Albre~htsberger,• and particularly in the treatise by Reicha 1 ·(which, 
_with the other objec~s, and the pre~cribed extent of this work, would here be imprac­
tieahle), we confine e_urselves to the following· brief account of this sul>ject. 

The fugue may be either in two , three, f{nn·, or more parts , eaeh part having a de­
t erminate and independent progression of its own. MoreoYeL·, in a strict fugue, the . 
parts must be respectively written · in invertible harmony . 
. A fug-ue consists in this:- a given theme first enters alone in one of the parts, 
after whieh it is successively repeated in the other parts, whil st those whieh have 
already began, proceed in a suitable manner, in strict harmony. The first entry of 
the theme takes place alternately in the tonic and the dominant; but afterwards it 
is also carried into · other relative 'keys. . 

The theme which first appears, is called the Subfect (or Dux_ the leader) , and 
that which follows it, the Ans1ver (or Come,_the follower). These (the sul)ject and 
the answer) alt ~·rnate with eaeh other, as many times as the fug·ue contains . real 
pat·ts, for examp(e :-

ALBRECHTSBERGER . 
Subjec t . !'"""l lr ~~) · I' ·- . . 

!m61 J IQOZ~t'fi(J J] N r.. )I 0 {) #Ol-1 

~ An Engli sh e dition of th <· <>x r <d h·nt wo'rks of this theo rist has b ee n publish e d h y M ess:r:s Co r k s 8: (; !1 , p r·i <'<· t w<J 

_I( IIi Il l''-'" • t r ... n s lo.~t < ·d b~- A .M <·r r-i r k . TR : ., · 
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Axs~r. 
Subject. 

Subject. 

'./ 

Answer. 

1/.CJ 
ALi3RECH TS.H .E I: (' L l: 

SEB: BACH. 

Subject 

From the latter example. we perceive that the answer may follow twice in succession. 
Th~-:theme must undergo no change in its transposition into the dominant. But when 

the subject commences on the dominant, the answer must beg·in on the tonic,and this 
occasions a slight change in the next note, with respect to its distance from the first. 
For example:-

Subject. 
Answer. 

I 

S1t.bjeet. , 

The copious rules on these necessary changes may be seen in Reieha's treati~t> (JU 

con~position .• 

'When, at the commencement, the theme has thus appeared in al1 the parts which \H' 

mean to employ, the expositio-n of the fugue is completed, and then h eg·in~ the con­
tinuation or d~velopment. This consists of modulations into the rt>lative keys. .. with 
a more or less frequent recurrence of the theme, sometimes in ont.~ part_. and some­
times in another. 

In the course of the fugue, ep ·isodes may be introduced,in which the theme is either 
wholly omitted, or only in part employed. Occasionally, one or more of the parts may 
and, indeed~ otlgilt to rest, whilst the other two f!r three parts continue to moYe onwanfs. 
For, in tb,i( fugue, a perpetual moYement must be kept up, both in the chang·e of tht> 
harmony, and in the flow of the parts. · 

Repetitions of singie bars are not allowed, unless they previously exist in the tht-me 
itself; and when a part which has rested for some time again re-enters, it-must do so 

with the t~eme. During the deYel upment, the theme may occasionally appear in the mi 
-- -------·-··" 

-" Traite' de Tla.ut t- compos ition. Tom . II . pp. 7 to lf:i. T 
R . 
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not·. when the orig~nal key is major, and vice verad. Also, in the coun;;e of the fngot>, a 

new idea_ (a counter- •ubJect) may be introduced, which is afterwards combined with tht• 
principal subject. The counter- subject must therefore be so formed as to accord with 
the principal subject, so that both may be. harmoniously interwoven together. 

Sometimes the principal and the counter- subject are introduced together, in the exposi­
tion, at the beginning-. For example:-

HANDEL. 
Principal aubjeet. J 

I Jfe E J :J 4 I J JJ " ., - · - Jl ; , r 
I -;. . 

Counte·r avbject. L.,J · 

I I I r F r . qr I . -

., 
( 

:: 
The counter-subject must contain ~ i~ea sufficiently distin('t from the principal snl>ject. 
Again, the principal subject may _be employed in the following ways:- . 

a. By approximation. 
b. By diminution. 
c. By augmentation. 
d. By inversion . 

.11 p proximatio1t consists in bringing in the Answer to the subject, sooner than was 
done in· the exposition of the fugue. Thus, for instance, the theme . before given, by 
Seb: Bach, prese.nts the following example of approximation:-

subject. tAe sa1ne. 

i 

Ans~r b.'l app ·ro:dmtl.tion. 

We 'here perceive how the theme is interwoven with itself. 
· Diininutio11 is produe.ed, when the theme is written in notes one half less in dura ­

ti(;n than tht> original·t Thus, the foregoing theme .would appear, in diminution. :ls 

here shown:-
6118 
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Dimi1uttio1& of tle tlem.e: 

.A.upe•tation is the opposite of diminution, each note of the theme being as long 
again as in the. exposition. For example:-. 

i 

A'UKm.entation, of tlte tltem.e. 

Inver•ion arises, when the course of the theme, ascending or descending)s entire­
ly changed and written in a contrary manner. For example, the previ_ous theme 
inverted, appears thus:--

lnveraio·n,. 

This inversion may also be employed in tht: ~pproximation, diminution, and aug_ 
m~ntation . of the subject. . · 
The prfucipal thing is, to invent a theme which unconstrainedly accommodates 

itself to 'all these artifiees. The theme however must not be too long, but it must 
nevertheless ·form a complete sense ': 

Many themes lend themselves only to some of the above changes, others to all, and 
many again. to scarcely any of them. The composer must only seek to draw all pos­
s.ible advanta~res from each thelne, whieh the form and the determined length ofthe 
fugue permit. · 
It has still to be observed that, in a strict fugue , each part must re1nain in its 

prescribed compass as much as possible; namely, the upper part in the soprano, thf> 
higher middle part in the alto, the lower middle part in the tenor, and the under part 
in the bas~. We must also strenuously avoid letting the parts cross one anotht>r; 
that is, allowing the tenor to ascend above the alto, the alto above the soprano. 
and so on. 

As an example, we here give an entire fugue whieh will clearly illustrate alJ th;,. t 
has been . said. 

11118 
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The first six bars of this fugue contain the t:.xposition of the theme in all th(• four 
parts. Then follow two hars as a <'Ontinuation, with a eadent•e on the dominant_. Ii 
the 9f.!l bar the theme occurs with the appro.xim.ation, whieh i~ eaa·ried on throug·h 
four bars. The bars 13, 14,& 15, co~tain an episode, which modulates into the rela­
tive minor. Fro_m the 16~ bar the approximation is co-ntinued in the upper parts., 

' whilst the bass performs a kind of counte~ subject, which is. repeated in two ~.f 
the . other parts. Bars 21 to 26 contain a modulating episode. At the end of the 
26t_h ·bar the soprano enters with the theme in dirninution, which then passes into·· 
all the parts during ' the space of the three following bars. In the 30~ bar, whilst 
the diminution is still being-continued, ~he alto enters with the theme in its origi:- . 
nal state, after which follows another n1odulating episode, i~ bars 32, 33,& 34. In 
the 35~ bar the soprano forms a kind of counter-subject with the inversion of the 
diminished theme,whilst the under parts give the principal subject in approxima­
tion. The figures hence arising, are then interwoven throughout the 'remaining 
ei~ht bar~ to the end~ The entire fugue is one of great b_eanty, without any harsh­
ness, and forms a perfe(_\tly harmonious whole, combined with all the applicable . re-

- . . 
sources of art. 

From this ft,~gue, the ·following· general rules and observations may be deduced:~ ­

!. Before a part rests in the course· of the fugue, its melody is brought to a per_ 
feet termination, and after resting it re-enters- with the theme. 

2. In the 32n__d bar, and in that only, a 8hort pas!'fage occm·s in which two parts 
(soprano and alto) cross for an instant. In the next bar, however, they immedi­
ately resume their natural situation. 

3. No part gives the theme twice in immediate succession, but the repetition is 
always found in another .part and in a different portion of the scale. 

_ 4. The_ whole proceeds-with a constant change of the harmony, no chord being . 
retained for any great length of time. 

5. The continuation of the first subjttct, which serves as an accompaniment to the 
answer, in the 2n_d and 3~dbars, contains .in the latter, a figure which is employed as 
the Jl).oving passage throughout the whole fugue, and even induces the beautiful pro_ 
gression in the concluding bars, N'!.6 38 to. 41 . 

. 6. The character of the fugue always remains uniform, without being· disturbed 
by a single bet~rogeneal idea or figure. 

A fupe may consist either of slow notes·, (like the preceding example), and.be cal­
culated for a -tranquil degree of mo~ement; or, it may be formed of moving figures­
passag-es, runs~-&c _ and require a quick time .. in which case it belongs to the class 
of the so-called running or brilliant fugues. On the Pianoforte .. both kinds are prac­
ticable; but, when writing for the Organ,a slow and tranquil degree of movement is 

·by far the more suitable, both for the Prelude and for the Fugue, as rapid flg1lres are 
there sf:'ldom effeetiY~. 
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Tilt' lH:•st models of all kinds have been produced by Seb: Bach and Handel. In th e 
g·rand fugues of these· masters we may also observe, that they follow the general rules 
in regard to · modula~onJ for, after the exposition of the theme is modulated into the . . 

key of the dominant, the return of the theme t;here forms as. it were a middle sul> -_ 
ject, and then follows the further development as a second part. In minor fug·ues 
this happens in tht: relative major key. By this means the fugue acquires a determi­
nate form, and unity. 

Here, ~so, the imitation of good fugues ___ ' a~ those of Bach, Handel; Eberlin , AI . 
brechtsberger, Clementi &c:_ is, at first, highly advantageous to the beginner; in 
which he must follow the. progress, the modulation, and the numb~r· of b~rs of the cho­
sen model , as exactly as we ~ave advised in the case of the Sonata, but with his own 
theme. In this instance also he must naturally, commence with short and easy exam-
pies. ' 

Besides the strict fugue, there is also one of a more free kind, which approximates 
to · the Sonata- form. The most esteemed mod~ls of this description are: Mozart's over. 
ture to Zauberflote, and the Finale to his grand ~ymphony in C . . Also the Final_e to 
Beethoven's Quartett Op: 59. (N93, inC major); and ·that to his Sonata Op: 106. Hom-
mel likewise gave a similar Finale in his Sonata in D , Op: 106. ·; 

This mixed species unites the charm of beautiful melody with the spirited effects 
of the moving form of the fug-ue, in the most interesting manner: _but in order to pro. 
duce a successful work of this kind, we must be perfectly master of strict fugue com­

position. 
Fm·thermore, we may also introduce single fugued passages in the Fantasia, in the 

Sonata, in Variations,and in · each grand composition of a modern kind generally, 
which imparts a new charm and a more profound cast to the whole. The suitable and 

. well- timed employment of such passages the pupil will find ID the WQrks of all the 
g·reat masters which he must necessarily study. 

Lastly, both the strict , and the free fugue are essential components of church music, 

and .of the Oratorio, as we shall see hereafter~ 

C. OF THE CANON. 

The Ca.non consists in one of two parts moving in exact imitation ofthe other, from 
beginning to end, the second part entering a few note$, or one or more bars, later 
than .the .first, and c.onsequently ending as much latfr. 

1:'his may take place, either in the miison, or at the distance of a second, thit·d, fourth , 
fifth , sixth,seventh, octave,ninth,tenth,&c: the Canon in the octave is , howeYer, tl,1 · 

. mo st . usual. Besides the two parts thus moving in canon, an acf'ompaniment or 
seYeral parts can also be added ~ 

.I. 
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'rlw Canon Yarit-:it in lt-ngth, and in it we must endeavour to modulate into thP 1\ P} 

of' the dominant. 
'rhf're are also artificial Canons of ~hree, four, and more parts , in whieh, eonse·­

quently, each part exa~tly follows the· others, at an established distance. The second 
part may likew~se proceed in aug·mentation, or in tlimin·u.tion, as in the case of the 
fugue theme: Lastly, in\'erted Canons are also . practicable, in which the second part 
follows with the i11version of the first._ All such Canons are however a mere toil-. . . .:.;.. .· 

some study, with the composition of which the imagination has but little to do. But 
canonic passages, judieiously introduced, are sometimes of very good effect in other 
works. Thus, for instance, a variation, or . the first part of a Scherzo, or of its Trio_, 
may .be written in Canon. 

Here follow some examples:-
CLEMENTI. 

Alleg·ro. CANON. 

r ~~. ~~~,..- I -A~~-"" 
,.--......._ 
• 

.J I - - .......____..., ~ 

t - .---........ ~ •. - ~ . .,.,-

.... - -~--~ .... ._. IIIIIJ • ......__...... 

The st>cond part of this Canon proceeds in a similar manner, except that the hass eolll­

mences a~ the first part, and the conclusion takes place in the principal key. 



SCII EHZO. 
Alleg·ro. ,.. 

J~ J _nj'j ; ~~ ~ 

~a) 
. . 

• s etnpre eo n ottu,ue • . 

-< f .....--:;;;;.,. - r-T I I 

. 
11 ' .. • ae-mpre con otta'Ve. 

. ~ 

· #~~_;II~ ~ 

. . ;. J;_k_ . . 

I 

~ 

-
-

1.'-!7 
H-.YJJN. 

~ __!:_. 

I ,-

Th~ Trio belong-ing to the foregoing Scherzo is written in a lig-ht, modern style, .in 
order to enliven the dryness of the Canon. · 

Such simple Canons are easily composed: the artificial and complicated are more dif­
ficult, on the construf•tion of which the pupil will find a full explanation in Reic ha' s 

Treatise on Composition, and the most diversified models in S.Bach's ''Thirty va_ria­
tions" in his 'Art of Fugue;' and in Clementi's ''Gradus ad Parnass·UJII:' 

The t•anonie form may likewise· be rendered productive of great effect in other kinds 
of compo sition , €Ven in the Symphony, the Opera, a~d the Oratorio. 

Of vocal canons mention will hereafter be made, in the Part of this work treating· 
on 'oeal mmdc. 
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·--· ·- - ------~--------------

'rht" 0 r~rmi . has keys similar to those _of tht! Pianoforte, but only a compass of four 
-$- • 

Ol'taves; nam~ly, fr~m ~-. ~ to ~21. . 

The so.und produced by pressing · any key, continues, wi~h equal power, so long· as it.is 
held down, and by means of diff~rent stops it can be rendered softer, or more or Jess 
loud, up to the full power of the instrument. It serves not only to acc9mpany Mas­
ses and. other church pieces, but we also compos~ for it Preludes , Fugues, Chorals 
aad ether works ih the strict style, an«l, most advantage~sly, i.n a do'w degree .of 
movement;:as · rapid figures are ineffective on this instrument. · . . 

To the Organ belongs also the Pedal, which in like manner consists of great 
wooden keys, which are played with the feet. The Pedal sounds an octave . lo ·wer 
than the notation, and its compass, in small organs, is from 0• - ~ to e= e ; 

** ¢ ~ . . 
but, in lat·ge instruments, from 4L; to -er""'· ~:--=-- • The Organist generally plays 

-+ 
the lowest notes of Organ pieces on the Pedal, by which means the octave below is 
obtained: yet therP- are also compositions. in which the Pedal is 9bblig-ato, that is , 
where it performs the lowest part _independently~ i. 

·· The composer must naturally assign only such passages to the Pedal, as can be 
performed conveniently with the two feet, and which will also strike the ear clear­
ly. As the Pedal must generally be played legato, diatonic and chromatic scales 

can only b~ performed very slow. For example:-

Andante. 

: :@i " J r F C I F #F E F I r #F r F I r 1[ F J I 411 
But there are Ct'J?tain passages, which can also be played in a tolerably quick de­

gree of movement with both feet. For example:-

We here gin· ~orne examples of the grand Organ compositions of Seh: Ba(·h, from 
'whieh tht> puvil will best become acquainted with the employment of the o bhlig·:ato 
Pedal. , 

.Q 

• Thl• m~jol'ity of English Organs have a compass from· "E -. tu f =. , without the lowl'st G sh~rp. Su~ii. of th<• mo_ 
. ~ -e - 1 

tft·t ·n inst.r·uments extend only frum ~to t:- whir.hcompass,it is tube hoped,will eventua.lly become K'' '''''-
4 . 

, . .I , . .uod th<~ rc st lie supplied by the uniform adoption of the Pedal Organ. TJl. 

,. . . . - . 

Thu g•·<•ctt<·t· number of English {)•·g-.t[JS h<~-ve only an oet<tve or an oct .. ve and a h~lf of Pedals,whi_<·h '"'' r·e ly pull 

of . ,., n tht• J,jwe!.t kt·y~ , cH · at mo~t have but one aet of pipes belonging to them. Of late,howevt'r," llldnifr•,;t inq>r··" , . _ 

"" '''t h .tb t..kcn plaN• in thi~ rcspect, ;H!d modern instruments have often several stops app.r•oprialt>tl t •• tho · p, . _ 

~ ~OT4 
,1 ' , . ' i . h •·•••l•r·M·•· .• rcHnpat;s of twu oPt a ves or mo.re, fr·om ~ to ::e:: .. J 
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Organo. 

Pedale · 

ob l>lig·ato. 

. ' . r. 

FUGA. 
.... ,.Andante maestoso. 

' 
le ~~~a to· .-:.;. • 
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Pedale . 
ohblig·ato. 

·-

PHELLDIO. 
Alleo'ro modt>t·ato. '=' . I . 

- ~ 

., . J;.-._ J J T l 
. I ..- -·· 

eJ r:. 1 .l...l L....l £ _r 1 r ~-' . ·, 

- ~ ~ ~~~~~ ·~ _b_~ 

j_ l 

-

. _....,_ . 

I 

--------. . ~ .. 1'- &c. 

· Here we per~eive that the Pedal passages are so designed, that they can be played 
legato with both feet. 

Althoug-h ii is ; usual to set only oxe part for the Pedal, the possibility nevertheless 
exists, of playing- in two parts, in a very slow degree of movent_eri.t. Here follows a 
remarkable example of this kind:-
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Organo. 

~: C't ·. '(.'\ • 
I r 

Pedale 
doppio. ~-

I I J I 

e) r r . ~ ·r- I 1 1- r i 
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.. 
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Seb:. BAcH. 
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I 
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I I . I r 
,_I I· I .,. I 

We have merely . given fragments~ as every true composer must of £'ourse thoroughly 
study the wonderful productions of this great mast~r. 
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OF PIANOFORTE D UJ<:rrs , A.J\''D OF CoJ•fPOSJTIONS 

FOR TWO PIANOFORTES, A.J•l'D FOR THE HARP . 

. All the compositions previously mentioned, may be likewise set for two performt'rs 

on tht-> Pianoforte, or for two Pianofortes: but as. in this case, the composer has a 
. . 

much richer and more complete harmony at his disposal, he must know how to turn 

it to suitable advantage. 
In Pianoforte duetts, the lower part, as is natural , generally accompanies the up­

per; but . this accompaniment can be made Yery rie h and interesting in grand com­

positions. Thus , a significant figure may be assigned to the right hand of the se­

eon-do player, whilst the left hand g~hes the bass, and the melody is played in oc­

taYes with both hands by the primo performer, or the left hand of the latter re­

('ei-ves another suitable accompaniment. For example:-

Allegro. HUMMEL. 

.----~-
" 

PRIMO. 

- __ ]b 

t--· ----
SECONDO. ' 

I~ II-

.... ... Alleg·ro. 
NIXI- . 0 NSLOW. 

-- ---_:_:.::.:--· -- ---------- ·.:.:.:.::· ------.- --,;.;:..::..:..:.:;.- --- .. , . 

PRIMO. 
I I 

p 
~ 

eJ. 

... 

I ..... 

-~ t. I --.---J 
:.;;;:;. 

- ·- - .. e) - -
e) . l(r L[r L.Cr SECONDO. p 

'f-~- -
J. - - "'- -~ -~ -d- • T --

- • -

fil18 
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. Energetic passages in· the lower part, performed in octaves with both hands,pro-. . 
duee a good effect, when the upper part has either full chords or a correspond-

ing· melody. For ex ample: 

· HuMMEL. 
fJVU,-- - ---- ------ •••••••••••••••••••••••••••••• ----.-.- ••• ---------.-- - - - -

PRIMO. JJ' 

'i 
. 

~ 
., I -~ "'' ~ SO) -1 --,-~ 

I . ..... 
•f 

SECONDO. JJ' 

8~ . 
- -------~------------------------------- . ................................................................................................................................................... __ 

~ ~ -~ 

I [, . 
s.J' ---·" 

I I. .... 

. -
• I 

-= a) .... .., 

&f?Ep JJ J9 JJ G H q c Sf I 
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Nut lt>ss intt>resting· is it, when both players occasion_ally rt'cei\t' coneertantt' j)a~­

sa~rt's , oiw resting· whilst the other answers. 
\\.ht>n passages in the strict style are interwoven, we must freqcentl)· avail onr·-

HelYt>s of the effeets of dispe~J·sed harmony. 
Double melodies may also be invented, which are most -effectively perfonned, when 

the rig·ht hand of the seeondo player is passed ov~r the · left of the prirno. But this 
pa~singm'ermust be judiciously managed, and not take place too suddt'nly, in order 
that one hand may not disturb another. Here follow examples .-on all these points:-

~---- ·----- ·- .... . - .......... ------ ... . 

All ' egro. . ,.#~ ~ q ~ .... . ~ 
,. f-

PRIMO. ~~ p .. ,.. " 
i . .., • 

• ·- . 
r- -.., .... • ·~i I p SECONDO. 

- -·· 

I 

t@i() .... "" I "'i E ., r "i r E -j 
' 

8~~---... 
,.., ..... 

I ,, 
~ 

-+-·-.. "i 
~-

• - . 

b~ ·f '9 

PRIMO. 

SECONDO . 

• 
E " '9 

Andante. 

. 

-
._,_ 

'i 
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Moderato. 

PRIMO. 

SECONDO. 

~ ­
i r 

18.) 

8~- - - -----··----· ---- - ----· 

lr ,... ~ 

eva .. -..... --- . -.. -.. . ----- ----... ...... ----.. ---- .......... -.. -- -- -. -. --. -. --- . -... ----------- -----·------ . 
f' . ~ . .,.~~ .. _~ lr 

a) I"' - I I"' 
~~ 

-s- -f _._ • I ~ ~ ~ I ~ ~'1*-. 

I lr~ 
al-f . .. ~ ·---- -- lr---.------. ' "' . .. 

e) I • • ---==== ==--==- "-- .=:::::;:=--
. ~ ~ .. . . 

·! • 

~ ~ ~ -6 ,., 
~ - - l,.o- i 
::ji 11 

When both players have a succession -of many full chords to perform together, a 11 

the .upper parts must be d-oubled, or even tripled; but we must avoid doubling· the ha~~ 
p~rt too frequently, because the oct~ve progressions thence arising sound irreg·u lar. 

A single octave struck in the bass with the left hand, is sufficient to support 1 he 
entire harmonic struc_ture, without requiring any further doubling. 

till8 

-

-
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When we desit·e to inh·oduee a long· t'l!ll, ~e must a\oid, as mueh as possibh· ,di­
' idi'ng· the same between both players, beeause it can seldom be performed smooti. ­
ly and equally · in this manner. It is l)etter, iu such cases, ~hen one player is per­

mitted to exceed his ordinary compass, to g·ive to tht' other either rests_, or sumt' 
notes whieh will enable him to get out of the way. On this poi~t_, see the third of 

the following· examples. 

HuMMEL. 
Allegro. 

~ .~,.. 
• • b~- .,--.. ... -

. 
PRIMO. 

e) JJ 'lna·rcu.to. 
~ .. ~ ~ ~ .. ~ 

.'iT I' 
v~~, 

"' 
., • 

1 ..,.. J. ~ .~.~· 

SECONDO. 

.. "1_~ 

.J iJ' .. -..; T~ _.). • ~q!-
,. 

I J.'f •ntarcato._ i • ~ ~ ~r 
-

~ t ' -!-

~ ~ ~ ~ ~ ... 
~ • --,- --

~~ 
,~ -~ 

, 
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We must always avoid assigning a note to one player~ which has just before been 

st_ruek legato by the other~ because the sound would generally fail the second time. 
Henee~ the following phr~se would be very bad:-
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In lil\t' manner, we must avoid letting· the fingers of both perf(n·mer" f'ulllf l r,., 

neat· eaeh other, in quick and complicated passages. For t~ xamplf·, tt quid< t'Ul• 

m thirds would be very in<•onvenient if allotted to both player~-. and Wt' "ihould 

do better to assign the same to one only. 

In compositions whieh are designed for two performers of equal al,ility \"hieh · 

is the case with the majority of solid duetts) both parts must .recehe equally 

g·rateful and interesting passages; for it would be a fault, if tlle npper part (a]­

thoug·h it always remains the principal) wert' rendered exclushf•ly brilliant. 
. . . 

'When a progression of octaves oc('urs in the left hand of the seeondo play-

er, it must not be carried too high, otherwise great inconvenience will arise in 

ped'ormance. It is better, in this case, to divide the octaves between the two 

hands. The like Jnust also be observed, when octaves would descend too low in 

the right hand of the pri~o player. 

}"'r·mn the given example~ the pupil will have observed that, in composing·such 

pieces as are intended for more than one person, the parts belong·ing to the dif­

ferent performers are placed above each other, by which means the entire hat·­

mony, as well as the. effect of each separate part' can be readily surveyed. This 

is called p"Utting· into score, or, simply, scoring. 

'When the piece is finished, the parts must l>e written out, and the work tried with 

another player, in ord;r to assure ourseh·es of~he success of the intended efl(~eh. 
Pianoforte duetts prese'Dt the composer with such · ample means for the invention 

of new effects, that we advise the pupil to exet·cise himself dilig·ently and betimes 

in this species of composition. The best models of this kin~ have been produced 

by the Pianoforte writers whose names we have frequently cited. 

The greater forms _ such as the Sonata, the Rondo, the Fantasia, Variations 

&c:_ are also applicable to compositions for two Pianofortes. 
' 

Little, detached pieces are not written for these two instruments, because tht>y 

are seldom found together; and, therefore, where this is actually the ease, we must 

offer the players something· of importance. Here the composer has naturally still 

mot·e ample means at his disposal for the production of manifold effects, than in 

ordinary duetts for one Pianoforte. But at the same time he must take care that 

the melodies and passages assig·ned to each player stand out dearl.v; for otlwr­

wise, on account of the precise similarity in the tone of the two insh·uments, il ''ill 

be impossible to discern which of the perf(,rmers particularly distinguislH·s hi Ill­

self. O(·(•asiunally also, passages llmst be given wherein lwth players pt·uduet~ a 
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<·mnbined .efl'ect: as , fen· t-),.ample, energetic chords, octaves either in unison or by 

doubling·, runs and figures in thirds, sixths, octaves, tenths, and so forth. 

BUt as the solos of both performers should in general alternate with one another, 

the other part must consequently receive either a soft and simple accompaniment, or 
sometimes entirely rest . 

. We must avoid employing both player,s too frequently in o~e and th·~ same octave, 

as otherwise the parts become intermingled, which sounds much more indistinct on 

two Pianofortes, than in the Orchestra, or in the combination of other instruments, 

each of which possesses a different quality of tone . 

. A composition for two Pianofortes may be somewhat longer than a similar one. for 

a single instrument, because we must give both players an O(Jportunity of exhibit­

ing their performance. But this greater extent likewise demands an increased de­

gree of interest in the choice and employment of the ideas and passag·es . 

. The pupil will find many effective compositions of this kind in the works ofHerz, 

Kalkbrenner, Dussek, Worzischeck &c. 

The Harp i~ the only instrument besides the Pianoforte, on which, without the 

ai<l of an ·accompaniment, entire pieces in full harmony can be performed! _ All the 

f(>rms of composition previously mentioned · are also applicable to it. In Jllany .re­

spects, however, the Harp is 'more restricted than the Pianoforte. Legato ha.rmo­

nies are impracticable on it, and modula~ions must be •ade with greater circumspec­

tion , the Harp not having so many key~ at its. c9nunand. The ~ost usual keys for the . 

Harp , are: C, F, B flat , and E~ major; and D,G,~and C minor. The compass of a full 

sized Harp is the same as that of the Pianoforte. 

In writing for the Harp, it is necessary that the composer be either practi~ally ac_ 

quainted with the SaBle~ or that he take the advice of ·a master of this instrument. The 

perusal of good models_ such as the compositions of Nadermann, Bochsa &c_ . may 

however, also supply him, in par.t, with the requis_ite information . 

. In writing for the Chitar, and for the Man.doline, a particular knowledge of these 

instrmnents is also necessary . 

. The present highly esteemed Phisharmonica•* is treated like the Pianoforte, but is t' S ­

pecially adapted for tranquil, melodious pieces, or leg-ato harmonies, to the avoidanet· 

of all rapid passag·es . 

. In · respect to the Orga'1t, we have already ment~pned the various ki~ds of composi -
' I . 

tion which are practicable on it, in the Appendix to the preceding chapter . 

. - -- - - -· · . ·------ -----
-.If Piece s in f i rll };,nmo ny r· .. n of' course b e played on the Org-.tn and on s ome oth(.' l ' k ey e d in s tr·um (' n h . Tl :, 

*11-. An insh·11na• nt uf tJa, St!J:·•p'h.in e kind . TR : 
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(. t I -\ i> TEn XIX. 

0 .; .. ; <:o.:UPOSJTJOXS FOR 'F/-11<." PIANUFOUTI-.' 

WJTII A.CCO.MPAXJ.ME.NTS FOR OTHER INSTRUv'lENTS. 

OF THR D UETT. 

'ro a composition for the Pianoforte, may be added accompaniments either for stdnged 
instruments-. Violin, Viola, Violoncello; or for wind instruments_ Flute, Hautboy, 
Clarionet, Bassoon, Horn &e. 

'When one · only of these is added to the Pianoforte, a duett is produced. Two ac­
companying instruments form a trio, and still more a quartett, quintett, sestett, s·ep­

_. tett &e: according to the number of performers employed . 
. It is indispensably necessary that the composer possess an accurate knowledge 

of the peculiarity, treatment, and character of the tone of each instrument; and that 
be be capable of forming a dear conception of its sound, when be writes for the 
same. This is, to ~- certain extent, 'really practicable, even if we do not perform on 
these instruments ourselves , as the frequent and attentive hearing of them sufficient­
ly exeites the imagination. The proper manner of writing for them, will be fully de­
scribed in the Part of this work treating on instrumentation. 
If the Pianoforte .is distinguished by its g·reat compass, fulness of hannony, clear 

bass, and numerous passag·es and effects; the stringed and wind instrmnents are ·, .on 
the other hand, especially distinguished for the •u~tained totte which they produce in 
a mueh hig·her deg·ree. 

The stringe~ instrmnents also have a much clearer staccato, even in the quickest de­
gree of movement, and lastly, the pleasing effect of the pizzicato. All these. ·varif'ties 
the composer must constantly bear in mind, when be writes pieces with aecom p ani -
ments, for they give rise to the invention of many ideas and effects, which he wou]cf 
otherwise never think of . 

. A.· OF THE D UETT FOR PIANOFORTE .AND V'IOLIN. 

In this combination, the composer has the following effects at his command:-
1. The Violin aeeompanies with single notes in the inner part, whilst the Pianofortt> 

supports tht> "tipper part and the bass. 
2. The Violin takes the melody, or the principal figure, whilst the Pianoforte aeeom­

pa_mes. 
3 . In three or f(•ur pat·t harmony, the Violin forms an es~ential part, either abo-vt~ 

as the melody, or in the middle. 
4. The Violin reeeives moving' staccato passages in the lower part of its seale, 

whilst . the Pianuforte performs a melody and its b;1ss. 
5. B~th player~ perform energetic passages eonj unetively, or pe~haps in um s on . 

.,118 
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6. When the Pianororte performs a slow melody inifull chords~ the npper .part. is-.· 
doubled. by .· the Violin, either in the unison, or· in the octave above. 

7. Both \)layers perform littl_e passages alternately and concertante. · 
8. The Violin accompanies pizzicato, ·"either in sing~e note~_,or i~ chords. This piz­

zicato is produced by twanging the strings, without the aid of_the bow~ and renders /a 
short, agreeable sound~which differs ·as much from the Pianoforte, as frpm the true 

. . / 

tone of the Violin. The pizzicato no~s must not succeed each other too rapidly. Qua-
1 vers in a moderate Allegro, are the quickest note,s which should be employed. 
t 9. Occasionally the Violin may rest for some time', whilst the Pianoforte proceeds a­

lone. Frequently~ al~o~ the Vi_olin may perform a "Passage or a cadence by itself. 

Forth~ Pianoforte and Violin are composed Sonatas, Rondos, Variations, Fanta­
sias, ·Pot-Fourris of all kinds &c. 

Here, also, the Sonata form is the most interesting. It undergoes no changes in 
its construction~ except that many of the melodies or passages are tepeated~inwhich 

-- "' -

the principal part is first taken by . the Pianoforte, and then by the Violin, or vice ver-,. 
sa. 

The Sonata may be composed in that style~ where, in · three or four part writing, the 
Violin mostly bears an essential part; Such is the case with many of Mozart's and 
also with some of Beethoven's Sonatas. For example:-

Allegro. 
lt_j 

BEETROVEN.Op. 30.N91. ,_-----'--
.---..:- --:- I ' 

Violino . 

.,1 
II If -

.J --- • .... ==- fP 
1111'. 

p 

I 

.; :,__: - J'P -< :.~""" ~~ -- ~. 
t~~~~~~~~~~~~ 

I .~ 

Further, it may be based on energetic effects, where each instrmnent employs all its 
means, either alternately or in conjunction with the other. Example:-. 

ftll8 •· 
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Violino. 

Piano 

fut·tf.·. 

A llt·g·ro eon brio. BEETHOVEN. Op . J ~. N'.'l. 

/ ....--....._ ~ 

-·-------· 

Lastly, it may also be c_omposed in the brilliant and really concertante style~ in which 

both players constantly vie with each othe:r in the endeavour to distinguish themselve~ . 

Beethoven's grand Sonata Op: 47~ is of this kind; and we here extract a passage from . 

the same, which will likewise· illustrate the use o~the pizzicato. 

Violino 

Piano 

fo~te. 
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sj .. 8,/ •J aJ 

s 

aJ 

The word arco signifies, that the performer must again employ the bow, after the piz­

zieato. In a . quick degree of mQvement, a short rest should be introduced, to allow the 
Violinistsufficient time for these changes. 

The sustained tone of the Violin is especially suited to the performance of slow, me­
lodious passages; and the Adagio particularly affords the composer an opportunity 
for their introduction. For example:-

Violino. 

Piano 

forte. 

Adagio . . , 
:::-------. 

BEETHOVEN. 

-

p 

The Violin however is no less adapted to the performance of dashing, sprig·htly . 
and facetious passages, and hence the Scherzo and Rondo present it with a "'ide 
field for plea!!iing effects. -

The best models for duetts_ of this kind,are the Sonatas of Mozart,' lfe~tho·n· n .. 
Ries, Mayseder, ()nslow: &c, several of which we advise the pupil to score .. as hy th i" 

means he will better become acquainted with the combination of these in stt·umt·nh , 
than from any rules. 

fHI8 
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Tht't'e are also compositions with an ad libitu11t accompaniment for the Violin; that 
is;tht· Yiolin part may be omitted at pleasure, without injury to the completeness of 
the piece. In this case the composition is first written for the Pianoforte alone, and 

then- an ea.:sy accompanilnent, or else a duplication of the melody is set for the Vio­
lin. Such pieces are generally in an easy style, for beginners. 

In Variations (which are mostly written · in the brilliant and concertante style) the 
following kinds must alternate:-
!. A Variation for the Pianofort.e entirely alone, or with an easy (perhaps pi~zi­

cato) accompaniment for the Violin .. 
2. A melodious .or brilliant Variation for the Violin,.with an accompaniment for the. 

Pianoforte. ·. 

3. A Variation for both players together, either tranquil and polyphonous, or ~ner­
getic and brilliant . 
. The Introduction ·and the Finale must correspond with the character of the whole. 

Herz and Kalkbren:per, in conjunction with Lafont, have produced excellent models 
in this new and brilliant style. 

A similar alternation takes place in Fantasias and Potpourris. Single Rondos are 
generally written in the brilliant style, of equal effect for both instruments. Of these 
also, e~amples worthy of imitation exist by the authors before mentioned. 

B. OF THE DUETT FOR PIANOFORTE .liND p-JOLOXCE LLO. 

In this combination also there are Sonatas, Fantasias, Variations &c. The Violon­
cello is particularly interesting in the tenor part of its scale, and is much more 

.. suitable for melodies than for passages. Its pizzicato is especially charming, and 
may occasionally be employed as the bass, whilst the left hand of the Pianist per­
forms .a tenor accompaniment, and the rignt .melodies or passages . 
. All the modes. ef treatment which we have before described for the Violin, also 

have place here, and are moreover enhanced and enriched by the deep tone of the 
Violoncello~ 

The Adagio is a form especially grateful for the Violoncello, as its pathetic tone 
is so well suited to the performance of simple melody . . 

Beethoven, Hummel, Ries, Onslow, Moscheles and others, have composed disting·uish .. 
ed works for th~se . two instruments. We here content ourselves with · giving only tl1t· 

commencemenf of a Sonata by the first-named author, as an ·example. of the usu c. l . 
style of writing for them. 

~ll8 
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The notes for the · Violoncello written In the treble clef are played an octave 

lower. On this subject, see Part rv, on Instrumentation.• 

.. 

:I .. 
' 

C. OF THE DUETT FOR TilE PIANOFORTE . 

.AND .II W'I.N'D I.N'STRU.ME.NT. 

The wind instruments most generally combined with the Pianoforte1 in duetts of 

this class. are the Flute and the Horn; 

The soft and mellow tone of the Flute IS as suitable for lively or plaintive me­

lodies, as for light and rapid passages. The Horn, on the contrary, is especially . 

adapted for calm, sustained notes, for tender or melancholy ideas, or for an ex­

pression of energy and grandeur, iD: powerful, single blasts . 
. , ... ' 

As the performers on these instruments may be easily fatigued, and as th~y like-

wlse occasionally require time to take breath, a due regard must be had to these 

rit·cumstanf>es in the passages which ar_e assig-ne~ to them. They must also be 

spared whatever forms a mere. unimportant accompaniment, this being always giv~ 

en to the Pianoforte. 

For this combination are composed Sonatas, Rondos, Variations, Fantasias, PoL 

pourris, Notturnos &c~ of which Beethoven,Ries, Hnmm,el and many modern writ­

ers have produced distinguished examples . 

. The Clarionet~ the Hautboy, ~nd the Bassoon also admit of being employed with 

the . Pianoforte for a duett; but they are less usual, and such pieces are only com;.. 

posed on particular occasions. 

The manner of writing for these instruments will be fully explained, when . we 

- eome to treat of the art of instrumentation. 

--- ··---·· ----.....,-------------------~--

• . By oon overliight,not there touched upon. B e rnhard Romberg ltnd othcrs,when employing the treb1~ clef for 

th<: \ 'iuloncello , write the note s as they wish them to be played, which is certainly pr<'ft•r <tlJJ e t o setting them 
an o ctave higher·. TR : 
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CHAPTER XX. 

OF THJ<..' TRIO. 

• 
The Trio for Pianoforte, Violin and Violoncello, is one of tbe·,Jitost beautiful com­

binations in instrumental music. For, to the rich harmony of the Pianoforte, and 
. to the melodious and piquant tone of the Violin, is also added the_ Violoncello with 

'" · its beautiful and pathetic sound in the tenor part of the scale, and its full and sus-
tained bass. As this latter instrument is, as we know, so especially sui.tableforthe 
performance of melody, and as even the most simple sustained notes on the same 
produce great effect, it must be particularly employed in this manner. 

I . 

The perfect Trio has also precisely the for'm and construction of the Sonata , 
and consists, like it , of fou·r distinct movements; only the interest must be equal­
ly divided, as· much as possible, between all three players, and each idea and deve­
lopment be calculated accordingly. 

The following different effects are here practicable:­
!~ All three instruments · in •unison . . 

. . 

2 .· The Pianoforte has the melody, or brilliant passages, w~ile both the stringed 
instrmnents form an accompaniment in !lingle, sustained or detached notes (col 
arco or pizzicato). 

3. The melody performed by the Violin or the Violoncello, with a simple or mov_ 
ing accompaniment of the Pianoforte . . 

4. The melody by both the stringed instruments in octaves, with a Pianoforte 
ae.companiment. 

5. Concertante passages for each player alternately, or diVided a~ongst all 
three. 

6. .Pure four-part harmony, in which the Pianoforte plays two of the parts. 
7. Energetic chords or figures perfdrmed by all together. 
8 . Both the stringed instruments perform a simple or 'moving accompaniment 

in the middle part of the sc~le, whilst the right band of the Pianist plays the 
melody, and the left the bass. 

~. The Violoncello plays the bas!!, and the other instruments move in the upper 
and middle parts of the scale. 

10. One player rests, and the. two ethers proceed, for a time, as in a duett. 

We see what manifold effects lie open to the composer, and in how great a variety 
of ways he is able to render the construction and regular modulation both of the fin;t 
1novement, and also of:.the Adagio, Scherzo, and Finale, as prescribed in the Sonata, 
new and interesting. 

From the following examples the pupil will be. able to form a clearer idea of some 
nf these modes of treatment. 
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.' !t->rt>, after an energeti~ commencement in unison, the -melody is . divided between 
!i ;t· theN· pt~rformers, in which the sustained notes in octaves, by the s~ringed In­
~ / , - qmt-ut~ , an· •·x t n:•ml->1 y t-fft'f'tin·; partic·ularly in the last eight bars. 
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Here we see a gradually-entering four-part harmony. In the concluding bars the 
· string·ed instruments form an inner accompaniment, whilst the Pianoforte takes the 
upper part and the bass. In such cases the right hand of the Pianist can perform 
a var·iety of melodies, embellishments, and delicate passages, in the higher octaves. 
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Tht! example,.)ly Maysed~r shows the continuance of a preeeding- fig·nre by the Violin , 

during· whi(•h, the Pianoforte unexpeetedly reproduces the prineipal subjeet,whilst the 
Violoneello augments the accompaniment by its pizzicato. The light staccato of the 
Violin, is here particularly effeetive. . 

In the example by Mozart appears a four- part harmony comprising three different 
subjects which are interwoven with each other in a contrapuntal style, thereby uniting· 
the finest harmonic effect with the most skilful treatment. · 

Here follows an example of a very orig·inal effect, in which the_Pianoforte perf(>rms 
an eccentric, embellished melody in the upper part, with a:q accompaniment for the 
left hand in the tenor, whilst the Violoncello gives the bass, in high notes played piz- · 
ziccito, aBd, the Violin crosses the same, in moving staccato fig·ures. 

, Allegretto, BEETHOVEN.Op· 70. N~)2. 

Violino. 

p 

Pian(, 

forte. 

d~·- - - - - - - -. ·-'- ~ - : •• : .- . - - -- -. - ~·- -- . --- --. - - --- - · ---- - - --- . · ---- . -- - --. ·- - --. ·--- - - ·---- . ·-- - - - ----- . --- . - . ·--- - ··-- --
~ .--.;... ~ ----. . 

. These. few examples will conyince the pupil, how useful, as well as interesting, tlie 
survey of a fine score is; and also h()w greatly it incites the imaginatuin_, whe~ ·we 
are at the pains of W'riting oUt, in this. manner, from the separate parts, the work~::·o:f 
great . masters. 

Haydn, Mozart., B ~ethoven, Hu~el, Onslow, Mayseder, Ries, ?,ixis, Kalkbr~!}qer,Reis_ 
sig·er, Berg· and othe17s, have produced a number of excellent works of-:this class. How_ 
eYer, as a matter ofco~se, the pupil must at first select as models the classically 
f(n·med,but more simple trios of Haydn and Mozart, before he proceeds to the imita­
tion of the complicated works of Beethoven and other modern authors. · 
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ClJAPTEH XXJ. 

OF THR Qe.ARTJ<.'TT, Qei.NTf."fT, SESTE'l'T &c FOU PI.A.NOVOR'r/<.'. 

WITH STRI.NGRD AND Wl.ND l.NSTRU.ftiF:.NTS . 

. All that has been said of the trio, equally applies to the quartett; only that in . ad­
diti~n to the instruments forming the trio, we have here also a Viola (tenor Violin), 
whieh however may likewise · re(•ei-Ye little melodies and figures, in order not to be too ; 
mu(·h neglected in comparison with the others. \ 

Besides · th~ various modes of treatment already mentioned in the trio, the follow­
ing also belongs to the quartett: that the Pianoforte may occasionally rest for a 
while, the th:ee stringed instruments being here able to perform a complete har­
mony by them&_ elves. Tranquil, sustained chords in a middle position may likewise 
be assigned to them, whilst the left hand of the Pianist gives the bass, and the 
right performs either an embellished melody, or soft, delicate passages, in the up­
per octaves. · For example:-

Violino. f?t.'uAl•~•!!?-=- }f) I ;j------;;--- F 
~ pp. 
b! L I ...... -_,...___,:::--...1 ... -- :::::=::t ------- ~ 

Viola. ttAjq'f1 '"" : '""' ~ g F C' 

I 'fJ??r-a= 
I B~r f' ~r 

! pp 

~~~~~~~~~IS§~§.~~~~~~~,~~~§~• Violouccllo. ?V# € : =J =! I j ~ I r . ~ - r-
. PP · 

Btltt. ............................ .. . -- ........................ ---- -· ---- ............ -. -··· ............... -· ........... - ............. -. ·----- ....... --

·.·_· --_~ -. ~ '~ .: ttfftt-r: ~ lr 

Pia11o 

forte. ---- j lJJ; J-et jJ 
-

j J 
j 1 . i 

Furthermore, the .three stringed instruments may receive a fugut>d subject,wbilst 
. the Pianofortt> performs suitable passag·es. 

The effects of the pizzicato and coll'arco can be very agreeably united in the 
quartett. Extreme~y effective, also , are the so-called . dialog·ued passag·es, that is, 
such as are composed of a shod fig·ure performed altt>rnately by all the instru-

' · ments, and wbi('h is, as it were, pursued by them. 
Moreo-ver, the beginner must a\·oid oYercharg·ing· the accompaniment, and continu­

ally employing all his means. Rests, well introduced, are often as necessary and ef­
feetiYe, as the co-operation of the whole. On this point, see the following commence­
mt>nt of . a quartett by Mozart. 
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154 QUARTETT .. 
Allegro con brio. J\foZ AR'l'. 

"" 
.. 

~ ... 
Violino. 

I.L 

.; - ;II.;;, -d - ·~ -6:-¥ -;.-. 
J - ·-

Viola. ; 
fl.;;,------ ~.;;, 

. . . o. Violoncell 

j' -0------- -0-~ e----- e _______ .._ 

I 

I 
-Ls - j e) ' :§ "-8 ¥i .-( f -~ - ~~ ~~ r-

~l --== :...i.'.-. :1 

Piano 
' fotte. 

... ....... .. .. .. ... -.. ...... 
----

.. .. ... .. .. 
- - J I Jj 

p . 
--.._ 

-t · ·_l~-
• ' . 

• 
- p ' 

- I - - d _ -
- -

l 

!®Q' - - - -

fr II 

~~he constru(•tion of the quartett is p.recisely that of the trio~ and consequently . 
<•f th~ Sonata, :with the necessary reg-ard to the number of instruments. Sing·Ie 
Rondo :-. . Fantasias, Variations and the like~ are perhaps al~o pra(·tieable, but 
of t 'cH"t' ueeurrence. 
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\\'lu ·11 a seeond Violin is added to the quartett~ a quintett is obtained; and by ad-
diug· to the latter a seeond Viola, a sestett is formed. Wit,h this number .of in­
struments~(·oncerted effects are not easily introdu(•ed. In each · case, only an accom­
panying part must be assig·ned to many of the stringed instruments. 

When there are ~nore than five performers, a double ha.ss is almost necessary. This 
. instrument sounds an oetave lower than the notation, and by its ponderous tone is par­
tieularly . adapted to support and fortify the entire harmonie strueture in certain pas­
sages as the bass. We therefore assign to it only slow notes, avoiding all rapid pas_ 
sag·es, and allowing it frequently to rest. Its pizzica,to is bf fine effect. 

The · effects of compositions of this species are greatly enhanced, whe.n wind areal­
so e!?mbined with the stringed instruments. Such <;ombinations are very nwnerou,s; for 
example:-

1. Pian.oforte~ flute, horn, violin and violoncello. 
2. Piab'oiorte~ clarionet~ bassoon, violin, viola, violoncello and double-bass. 
3. Pianoforte, hautboy~ horn, violin and violontello. 
4. Pianoforte~ flute, hautboy, elarionet, bassoon, horn .. vi_~lin, violoncello and 

double bass-:- and many others .. such as the composer finds combine well. 
The Pianof~rte may likewise be joined to wind instruments ~.xclusively; as~ for ex-

ample:~ · 
l. Pianoforte, flute, horn, and l)assoon. 
2. Pianoforte, hautboy, darionet,horn and bassoon:- and many others. . 
Het~e follows an example of the latter combination_, and then one with a mixed ' ac~ .. 

companiment. 
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'Wiwn ·~o- many mosi('al means are broug-ht into operation , the (•onstruction ofthe 

pieee ca~: - bt' no otht'r than that of the Sonata in its most extended form; for, to 

entploy- ~o many pt'rsons for a little composition, would be naturally erroneous. 

In all wor·ks of this kind the compo!ier has especially to observe the following 

rult'S:-

I. That the accompanying parts must not be overcharged, nor continually em­

ployed 'together. 

2. That, in the employmt'nt of each accompanymg instrument, reg-ard must be 

had to the peeuliarity of its tone, .as well in solo passag'es, as in co-operation 

with others. 

3. That the Pianoforte part should always be the most brilliant of any, and ge-
\ 

nerally predominate, even though we may occasional1y permit it to accompany 

lig·htly, 01" entirely to rest: .for althoug-h the other parts should by no mt-ans be 

confined to a mere accompaniment- but must be treated with suffieient . il~port­

ance, both singly, and in combination ._the Pianoforte. nevertheless always re­

mains the principal part in such works; and it is the business of the composer 

to effect such a happy blending of all the means which are at his disposal , that 

while the Pianist shines prs.eminent, all those w.ho co-operate may essentially con­

tribute to the met·it and commendation which are doe to him. 

The compost~ r· most be particularly careful in his employment of the wind instru­

"' t·nts, f(,r these (especially the hautboy and horn) possess such a powerful tone., . 

"hieh it is so difficult to modify, that the principal melody or passage may be·very 

easily obscured thert•by, and the efforts of the pianist rendered nnavaqing. The -

most in s truetive models for this, are: Mo~ares Quintet( with wind instruments, and 
\ 

Hmnmels ~eptett in D minor, from which works the two preceding examples are 

drawn: also Beethoven's Quintett , Op: 16. The study of the seores of all these, w~ 

must earnestly reeommend to every pupil. Spohr, Kalkbrenner, Moseheles, Ries . . ' 

and others, have likewise produced disting,oish'ed conet:'rted pieces of this class. 

Here again it is most instructive fot· the beginner him~elf to score several works 

of. this kind. The examplt's llefore g·tven show in what order the different parts 

should ht' disposed abo\e one another. 
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CII ~\PTER XXII. 
- --··. ----·~===== 

OF TJ-11~: L'U.,\ '"CJ<.'RTO AND OTHER CO.MPOSLTJU.;\ "t; 

W11'H ORCHESTRAL ACCO.ftfPA.NJ.ME.NTS. 

. } 

The Concerto Is a combination of the Pianoforte with the full orehestra,in which 

however the latter, for the most part, merely accompanies, and is consequently sub~ 

ordinate. ~ut_, as nearly all the means afforded by instrumental musie here lie 

open to the composer, this species of composition belongs to the most noble. and 

interesting, and the author can unite all the fine and b~illiant effects of Piano­

forte playing with the effects of all the other instruments, in the most diversified 

manner. 

The Pianoforte however has not only the principal part.,.b-ut it must also to a 

certain extent be independent, and the orchestra only enters., as a eomhined mass, 

in the tutti, where· the· pianist rests. The single parts of the same (partieularly 

·the wind instruments) may likewise receive little solos, whilst the Pianoforte ac­

companies, or co-operates with p_assages . . 

A perfect Concerto consists of three movements:-

I. Allegro _ 2. Adagio or And~te and- a. Final~ or Rondo. 

The second movement can be united with the third by means of a cadence. 

Scherzo · is unusual in the Concerto. 

The regular construction of the Conc·erto, as it has been particularly established 

by Mozart, is the f~1Iowing-:-

The first movement. begins with a Tutti, which is either tranquil_, energetic, or me­

lodious. A theme is generally sele.cted, which is neither trivial, nor insignificant,and 

which admits of being well developed. This tutti may contain about a hundred bars , 

in a moderate Allegro, and its construetion is mttch the same as the first part of 

a Sonata. The continuation of the -theme, as-well as the melodious middle subject,must 

be so invented, that they can be afterwards employed in the Solo. The middle subject 

is followed by a continuation, which, after modulating more or less·, returns to the 

orig-inal key, and closes tranquilly in it. In this continuation . also, the ideas 

and the harm~nies must be so chosen, that the Pianoforte passages can be after_ 

wards formed upon them. · 

After this first tutti is ended, the first solo begins. This may either commence at 

once with the principal theme, or with other energetic figures _with a new, shvrt 

. u:t·lody _or, lastly, with gentle, transient, and undecided modulations in the dominant 

st·Yenth and other correspondin{5 chords, forming finally a cadenee in the original 
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key. In all these latter cases the principal theme nnlst then f()llow, if the solo luis 

not already commeneed with it. 

Now beg·ins the eontinuation, which, in its prin('ipal parts, is similar to that of the 
' ,' . 

first tutti , lmt so greatly amplified, tha~ the __ pianist can therein gradually deve-

lop his playing in brilliant or melodious fig-ures. After the necessary Jl)odulation. in­

to the dominant or mediant, enters the melodious middle subject , ( alre~dy produced 

in the tutti,) which may be performed once by the pianist and once by the orchestra, 

as an intermediate ~tttti. To this succeed brilliant passag-es, which are indispensable 

in a Gmc~rto, and whieh again are ordinarily built upon that continuation ,which has 

previously followed ·the middle subje(·t in ·the first tutti. A brilliant coi~eluding· pa:'s­

sage terminates the first part in the dominant (or mediant) and then the orchestra 

immediately <'omes in with a tutti; whieh, however, must not he ·yery long-, thoug-h on 

the other hand it may :modulate ·variously, and ('onclude in any, key we please. · 

The new Solo now oc<'Urs, as the <'olnmeneement of the secopd part. A ne~ extend­

ed , and eleg·antly embelli-shed melody is ge-nerally the most ·suitable for the opening­

of this new Solo, to which SU('<'eed modulating- brilliant passag-es,whi<'h may . be .· a<'­

eompani~d by the or<'hestra piamo, whilst it r~_peats and deve~ops sing·le ideas of 

the principal theme. By degrees the ' modulation" returns to the original key, ancl 

then the entire theme bursts forth in the tutti. \ 

This last tutti must ~ot be long, a'nd the Solo following it is only a repetition of 

the first part in the original key, but furnished with new and more brilliant passa­

fi·es, and a eoda, in whieh the performer <'an display all his execution. In the . more 
. \ . . 

an<'ient Concertos (those of Mozart, Beethoven&<') it was here customary to add an 

energetie tutti, which, after a few bars, made a pause on the dominant seventh, and 

the player was then left to extemporize a grand caden<'e, after whi<'h the orcht·s­

tra performed a short conclusion. But in mo.dern Concertos,which are written as 
\ " 

brilliant as possible, we omit this cadence, and e'nd immediately with,or after, the con-

duding p~ssages of the pianist, when the full orchestra performs a few powerful . 

final <'hords. ,· 

We here give, as an example, the fir_st tutti of Beethoven's classieal third Con­

certo , but only in a compressed foriit fot· the Pianoforte, as the instrumentation 

of ·Concertos will be fully treated of hereafter, where also the further, ne('essa­

ry examples must be s oug·ht. 
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This first tutti contains aJI the ideas and component part~~ from which the whole 
of the first movement of the Concerto is formed; and, presupposing that nG- com­
poser is unacquainted with this work,we merely remark thereon, that the following 
solos are mostly only variations or applications of the first tutti, and that after­
wards all other passages are drawn from the principal theme, by' whieh means 

the composition obtains that characteristic unil!J, by1which it is sC: highli distin -­
guished. 

Th~ first tutti may likewise commence with a short,slow Introduction, after 
which follows the principal theme, C-lllegTo,) and then the rt>st as alwve described. 
Th~ Adag·io, forming the second movement of the Concedo,may commence either 

with a tutti, or at once with the solo. It is precisely of the same construction as 
that in the Sonata, but the melodies, embellishments, ideas and passages, must be 
calculated for the greater locality in which each Concerto is naturaliy intended 
to be performed, and the Solo must be occasionally interspersed with sho.rt tutti 
passages. 

The Adagio may either terminate independently, or be united to the Finale by a 
cadence. In modern Concertos, the latter method is preferred. -Repetitions of 
sing·le parts, such as occur in the Sonata, are quite unusual in the Concert<>~ 

The Finale generally takes the well known form of the Rondo. it may begin 
eitller solo or tutti, and in the course of the same the orchestra receives sing·le 
tutti passages, which mu~t not last to9 long·. In respect to character, it must dif­
fer from the first movement, in the same proportion as that of the Sonata. In 
bravura, brilliance and vivacity, howeYer, the Finale mus~ be nothing inferior to the 

fir·st movement, but rather surpass all that has preceded it, where this is practi­
cable. 

In all these particulars,_ the Concertos of Mozart, B t>ethoven, Hummel, Mos cheles, 
Ries, Kalkllrenner &c. rank as excellent models. ·· 

~ -

The prin(·ipal object of the Concerto is, indisputably-_ to give the Soloist an op­
portunity of fully displaying his talent before ·a large assembly, and of creating· a 

favorable impression: and that this can be very well united with grand and cha­
racteristic conceptions, and With solid· a~d skilful writing, is proved by most of the 
Concertos by the abov~ -named masters. . -· 

But if this principal object be ne~rlected, or if too great a minuteness of detail, 
ung·rateful difficulties, ineffective and tedious . harmonies come in · the -way of the 
same; the composer must then attribute it entirely to himself, if his work is rare_ 

Iy performed and meets with no success. It is fU:rther necessary to observe ,_that, 
dul'ing· tht' solos, the orchestra must play an interesting·.lHJt yet ~tr·i(·tly subordina1t· 
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and aecompanying part; for the publie especially desires· only to hear and ad 111ire 

the principal performer .. , 
But this restraint by no means excludes the effects whieh a fine, harmonious,and 

• I I ' 

skilfully Wrought 'instrmnentation produces; and in the part of ~is work treating' of 
orchestral composition, we ·shall have . an opportunity of ~ully dilating upon tlw sui­
table accompaniment by the orchestra. In the mean time we content ourselves with 
mentioning the following combinations of the orchestra with the solo part. 

1. The four stringed instruments sustain soft and tranquil chords, while the . 
Pianist performs_ .a melody or an eleg:ant embellishment with the right hand, and a : . . 
simple or moving accompaniment With the left. The double-bass may, besides, give 
the ·simple bass notes pizzicato. Both hands of the Pianist may also be here em­
ployed in the · upP..er octaves, the orchestral bass being sufficiently powerful . 

. 2. All tlte stringed instruments accompany pizzicato, whilst the Pianist performs 
brilliant passages or melodies. Occasionally also a holding note may be here as­
signed to a soft wind instrument. 

3. The soft wind instruments sustain full ehords,whilst the Pianoforte receives 
delicate passages in the upper octaves, and aceompanies lightly with the left hand. 

4. To the preeeding combination (N<?3) the stringed instrmnents, . pizzicato, may 
also be added. 

5. ~ometimes a Win~ instrument perfoL'Jns a simple melody, to which the· Piano­
forte makes a simple 01" .Uloving' aecompaniment~ Here also several wind instru­
ments may assist, either alternately or united. 

6. The stringed instrUJRents may perform a clearly conducted fugued subject, 
whilst the Pi8tnist accompanies with brilliant and sprightly moving passawes, some­
times .as an upper or middie part, and sometimes also as the bass . . Here, too, the 
wind instruments.._.. may co-operate, at a later period, by doubling the fugued parts, 
as su_ch passages generally form a c·rescendo. ' 

7. The Pianist performs brilliant, bravura passag·es, whii·h the full orchestra ac­
c.ompani~s, now and then, with single and pow~rful chords. 

8. It is to be understood, that the Pianist must· also oceas.ionally perform suitable 
and interesting passages entirely alone, because a continual employment of the. or­
chestra would be detrimental both to clearness and variety. 
Th.is · clearness is one of the most important and essential qualities whieh the com­

poser has to observe in such .combinations; and only the hearing of many works of 
this dass, as well as the study of the seores of such acknowledg·ed effective Con­
certos, can impart the necessary experienee herein; which will be especiaJly ae _ 
quire-d by scoring them ourselves. We have previously recommended this laborious, 
yet highly useful means, and here therefore add in what manner the pupil should 
proceed with it. 

A Concerto of Mozart , Beethoven, Hummel &e. having been chosen, we takt· a.ll thl:' . 
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:-;t ·p;trate parts, as they have appeared in print, and music-paper of as many staYt:'s 

:t s the Pianoforte and Orchestra together contain parts; in which, however, it must 
he obser-ved, that two wind instr·uments of the same kind may always be written. 
upon ()1le stave- sueh as 2 flutes, 2 bassoons, 2 horns &c. 

On this musi(•- paper we then <h·aw llaJ·-lines perpendicularly across eaeh page, 
at a eonsiderable distance ft·om one another, and write, at the beg·inning' of the 

' first vag·e, the names of the instruments , opposite their . respective staves, in the 
following ol'd·er, which must be . always preserved:-

.. 
p_t Stave (the highest) __ __ .. --- ------ ------------- --- --· ······· ·-· · 
2'!d 

a~~d 

4t!t 

st~ 

6 t,!t 

1~ 
sf!l 
9!h 
IO'..h 

remains empty, in onlee to leave more room 
for the upper notes of the Pianoforte. 

2 Flauti~ 

2 Oboe . 
2 Clarinetti. 
2 Fag·otti. 
2 Corni. 
2 CJarini. 
Timpani. ·· 
Viohno 1~0 

Violino 2'!.0 

Viola. 
Violoncello e Basso. 

~::} Staves ···-···· ...... ...... ...... . . .. . ............ ............ ... .... ... Pianoforte. 

This done, we proceed to write out, upon each stave, all the notes and rests whieh 
occur in the printed parts, stave by stave and page by pag~, carefully and properly 
disposing· the same; in doing which, the stems of the notes belonging to the first 
wind instrument of each · kind ,must always be carried upwa·rds, in order to leave 
suffieient room forthe .notesbelongingto the second instrmnent. In .this manner, 
whilst writing each page, the pupil gradually se~s the entire musical structure of 
the ore hestra arise_ his lively imagination is thfre by ineited, (like as in eopying· a 
fine picture)_ he suvveys all the effe~ts, co_mbinations, and harmonie .ehanges _ 
and also remarks with what economy and reflection the composer bas employed 
the various powers of the orchestra and united them with the Pianoforte. 

In this way the·· pupil will obtain a knowledge of instrUJ~!entation, which can . be 
gained in no other, nor by any rules. Besides, the scores of Con('ertos, Pianoforte 
quartetts &(' are very rare to be met with: and even if they were to be had in print, 
the hare looking over the same, is by no means so profitable to the beginner as 

'' •·iting them out himself; and no one who is seriously disposed to learn~ must 
~pan· himself these amply-requiting pains. 

\fort'•fn·t·, this scoring greatly assists in imparting- to the bt>g·inner a facility in 
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wr·iting qui<'l.:l!J, whieh .is a highly important advantage: for how many fine idt'as 

haYe already been lost, before they could be committed to paper! 
In some of Beethoven's Concertos we find that,at the Yery Nnmneneement, the 

Piauuforte first performs the theme or some introductory passages, after ·which 
follows the first grand tutti. In modern Concertos, this first tutti is also con­

siderably abridged. 
All sut•h novelties are permitted to the composer, provided that he thereby pro­

duces a good effe(•t. 

There are Con<.·ertos, in which all three mo-vements are connected with one an­
other by me~ns of cadences, and which therefore form one sing·le, uninterrupted 
piece. In this t•ase ea_eh movement must be shorter, and the second part in par­
ticular less developed, in order that the whole may not be too leng·thy. Sueh pie­
ces take the name of "Ce•ceTtixo, and possess the advantage, that they afford more 
variety to the -hearer, and do not weary his attention too much. C M Yon Weber 
and Mendelssohn have produced good models of this class. 

OF "VARIATJO.NS,RO.NDOS AND FA.NT.ASJ.AS 

WITH ORCHESTRAL .ilCC0.7~lPANJ.ME.NTS. 

Variations usually begin with a grand Introduct~on, whieh is led off either by the 

soloist, or by the orchestra, and in which a few bars of tulti are intermixed with 

the Pianoforte passages. . 
After the theme, as well as after each variation, follows a ritornello of from eig·ht 

to twelve bars, as an intermediate tutti of the orehestra. 
The Finale is als() interrupted by little tutti passages, and as the whole is espe­

cially intended to show off the solo player, his part must, in this sense, be rendered 
as brilliant as possible, and be very simply accompanied by the orchestra. · 
"When the orch~stra_ bursts in immediately after a brilliant variation or passage, 

. -
this greatly contributes to the quickening of the desired applause.__ ~1 the com-
l>inations given for the orchestral accompaniment in the Concerto, are also appli­
eable here, though we must be more sparing ofwhatever is complicated. 
When a Ron.do with orchestral accompaniments is composed as an independent 

\ piece, it must also receive a more settled form and a more precise character, than 
the Finale of a Concerto, and both its construction and development must be -on a 
broader s_cale. For such a Ro-ndo, an Introduction in a slow deg·ree of movement is 
almost indispensable. The orchestra accompanies as in the Concerto_, and separates 
the different parts by little tutti passage~. 

Fantasias on different themes are formed in the same way as those fur the Piano-

f>1l8 



168 

f()rte alone, only that the orchestra here also co-operates, both by. accompanying· and 

tutti, and forms as it were the frame of the picture. As the degree of moYement fre­

fJUentJy changes in such Fantasias, the composer must take care tha~ each change 

may be readily seized and obeyed by the whole orchestra, and therefore that it he 

well prepared . . This will be best accomplished,if the new degree of mo_vement lJe 

first decisively established by the pianist himself, by the performance o:f a few ~ars 

Solo; or _by separating the different · chang·es by a p·anse and a Solo cadence. 

All these species of composition may be rendered highly intellectual, and· they 

present the composer with an opportunity of displaying his good taste_hisjust 

treatment of the principal part_ his talent f~r the_ invention of brilliant pas~a­

g·es, as well as pleasing ideas, grand effects, and interesting instrmnentation.The 

numerous Variations, Rondos, and Fantasias by Hummel, Moscheles, Kalkbrenlfr, 

Ries, Herz &c for the Pianoforte and Orchestra, may lJe recommended as the best 

models of this class; and the young composer must diligently exercise himselfhere~ 

in, (particularly if he be a Virtuoso on his instrument,) as such pieces, aided by 

g·ood performance, will always ensure a brilliant success, and quickly extend the 

fame of the author. 

CoNcLUDING REMARKS o.N THE F1u.sT PART. 

As a natural consequence, the taste or' the public in general is continually vary_ 

ing,and ever making, if not greater, at' least fresh claims on the compos_er. 

That which i's true in art~ always retains its value; but many forms begin to g·row 

old, because the world has been surfeited with them. The unswerving, though rarely 

expressed demands of the refined world from the composer,.. are:_ the avoidance 

of all sup.erfluous protraction, and useless extent; whether these arise from an ex­

cessive pa:!!sion for learned developments, or from . a too, an~ious observance ofwell 

known forms. As language, in its prog·ressive cultivation\, must continually become 

more la~onic and pure, and avoid all useless verbosity; so also musical composition. 

The public is ever asking the composer:~'Do you then really require ha1fanhour, 

"in order to unfold your_jdeas to us? Could you not do this as well in a quarter of 

"an hour, or still less? . We will willingly listen to you, so long as you create in us no 

"feeling·ofweariness!" __ It is not the place here,to .enquire howfarthe pulJlic 

Is always just in making this demand: but one thing is certain, that at preun t it 

is far more difficult, and requires .considerably more g·enius, talent, taste, know_ 
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ledg·e and experienee on the part of the composer, in order to ;give satisfat·tion, than 

forme ·rl!J, when the art was still in its infancy, and ' the publit· had first to form it­

self thereon. 

But' as the public could only by deg·rees become sufficiently cultiYated to make 

the above demand ·of the composer; in like manner also, the composer can only then 

be able to satisfy the same, when he is thoroug·hly master of all those ancientfi)rms., 

hy which that degree of artistic cul~ivation has been produced; because every no­

velty can naturally only arise ·from an accurate knowledge of, and improvement 

upon, what has previously . existed . 

. In this first Part we have treated of all the forms which are practicable and 

usual on the Pianoforte, and which also are mostly applicable to all other instru­

mental . compositions. We have further pointed out all the means whieh we deemed 

S)Onformable to the purpose, that ·the composer of talent might acquire the praeti-
• ' ' > 

cal use, which is ~ecessary;in or~er , to move freely in each of these forms. 

It is true .th.:t.t by these means a -great call is made upon his time and dilig·ence; 

but, on the other· hand, he may more surely rely on suecess, than by any other mode 

of procedure, which consumes, no less time, and, moreover, is often but too deeeiv­

ing; for by a false ' and unsuit~ble tlirection much hig·hly proJRising talent has aJ-
' . . 

ready been ·sa£'rificed. 

When however the composer has acquired the ability of uniting- all that is excel­

lent _. _ as enjoined by the unyielding rules of theory and the well established forms 

of art_-with the requirements of modern times, and the ever in(·reasing taste of 

a refined world, he stands at the head of his profession; and, if nature . has he­

stowed on him a creative geniu~, he may then (but not until then.) .· attempt to go­

vern the prevailing· taste, and to give it a new and better dire(·tiori . 

. We . now proceed, in the following Part, to instrumental compositions .which are 
formed without the co-operation of the Pianoforte. 

END 0}' PART I. 
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