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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 talent and industi'y than they themselves possess.

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

To the student of the present work, any remarks on its excellence might appear superfluous. Yet it
may with truth be asserted, that, if he diligently follow the course prescribed by the Author, the result will
amply reward him for his toil, and demonstrate the justness of the motto—

“ Die praftifde Uebung front das theoretifhe Tiffen.”

which may be thus briefly expressed : —

PRACTICE PERFECTS THEORY.

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

a variation, a quartett, a symphony, or even a waltz, been fundamentally 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 musical compositions, from the most simple Theme to

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

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

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

successful professional course.

CARL CZERNY.






A BRIEF MEMOIR OF CARL CZERNY.

A A A A NI A S S e A

Cart Czprxy, the highly gifted Author of the present work, was born at Vienna, on the 21st of
February, in the year 1791. His parents came from Bohemia; and his father, who had formerly been in

the imperial military service of Austria, scttled in Vienna, in 1785, as a tcacher 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 time 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, Wanhall, 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 compositions of Mozart, Clementi, Kozeluch, 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. e therefore studied them with peculiar assiduity ; and, when about
ten years old (in 1801), had the pleasure of being introduced to their renowned Author, who was then in the
prime of life, and had created the greatest sensation as a pianoforte player, by the production of effects and
difficulties which were previously unknown. He played to Beethoven some of the great master’s newest
compositions, and made such a favorable impression on him, that Beethoven at once voluntarily offered to
take him as a pupil. The intimacy thus formed gradually ripened into the most perfect friendship, which
was maintained, unbroken, throughout the too short life of this the greatest musical genius that ever existed.
Among the many proofs of high regard which Beethoven entertained for Czerny, it may be mentioned, as a
fact not generally known, that he selected him as the musical instructor for his adopted nephew (Carl
Beethoven), who afterwards, alas! most deeply embittered his uncle’s days, notwithstanding the unbounded
kindness which was ever extended towards him.

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

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

As the elder Czerny could with difficulty support himself by teaching, Carl, though only in his four-
teenth year (in 1805), also commenced giving lessons; and, soon obtaining some talented pupils, he became
so celebrated as a teacher, that in a short time every hour of the day was occupied.
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In the year 1810, Clementi resided in Vienna, and Czerny became acquainted with him at a noble house
where he gave instruction, at which Czerny was nearly always present. This was particularly advantageous
to him, as he thereby acquired a knowledge of Clementi’s classical method, and formed his own upon it.
e 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 amateurs too, of a high rank, he has had

many pupils who might well have passed for professors.

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

him in scoring and the art of instrumentation.

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

world.

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

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

* It was at this period that he sold to his spirited publishers, Messrs. Robert Cocks and Co., his Great Pianoforte School, Op. 500, dedicated by
gracious command to Her Majesty Queen Victoria ; and also made arrangements with them for the publication of the present work: since which
time they have become'the sole proprietors of more than five hundred of his compositions—a far greater number of this Master’s works than is pos-

sessed by any other house in Europe.



N.B. In the following List the Works are Solos, and for the Pianoforte, where the contrary is not stated.
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A COMPLETE LIST OF CARL CZERNY'S WORKS,

BOTH PRINTED AND MANUSCRIPT.

Those marked *

are published by Messrs. R. COCKS and CO.

Vars. Concertantes for Pianoforte and Violin

Rondeau brill, sur un Cavatine de Carafa & quatre mains

Fant. et Var. brill. (Romance de Blangini) with Accompts. for
two Violins, Alto, and Violoncello (Double Bass ad lib.)

Le Souvenir, Vars.

Premier Grand Rondeau, in C, with Quartett Accompts. ad lib.

Valses ou Exercices

Premiére Sonate in A flat.

Amicitiee, Andantino with Vars.

Vars. brill. et faciles (Théme favori)

Grande Sonate Dbrill. & 4 mains

Divertissement brill. & 4 mains

. Vars. (Trauer-Walzer by F. Schubert) Solo and Duet

Second Sonate, in A minor

. Biilliant Vars. on an Austrian Waltz

Amusement pour le Carnaval, Choix de Valses brill. et faciles;
two books

Introd. et Var. sur *“ O cara memoria,”” with Vcello. Acct. ad lib.

Rondo brill. sur un Menuet de C. Kreutzer

Grande Polonaise brill. with an Accompt. for a second Pianoforte,
or for a Quartett, both ad lib.

Vars. sur une Barcarole favorite

Introd. et Vars. sur la Marche favorite della Donna del Lago

Introd. et Vars. sur la Cav. fav. “ Sorte secondami’’

Premier Rondino sur ¢ Cara deh attendimi,” with Quartett Accts.
ad lib.

Second Rondo brill. & 4 mains, in G

Presto caratteristico, Duet in A minor

Vars. brill. sur ¢“ Ah come nascondere’’ & 4 mains

Rondo quasi Capriccio, in E flat

Fantaisie in B flat

Grand Concerto in F, with Orchestral Accompts. The samc with
Quartett Accompts. The same with an Accompt for a second
Pianoforte

Second Rondino sur un Théme de 1’Opera Corradino, with Quar-
tett Accompts. ad lib.

Troisicme Rondino sur un Théme de I’Opera Armida

Trois Fugues, in ', E flat minor, and C

Les Etrennes, Twenty-four Valses

La Ricordanza, Variazioni sopra un Tema di Rode

Duo pour le Pianoforte & 4 mains, d’aprés le premier Trio de
Mayseder

Valses di Bravura

Impromptus on Vars. brill. sur le Cotillon du Ballet Arsena

Fant. suivie d’'une Romance variée

Premier Grand Potpourri Concertant pour deux Pianofortes a 6
mains

Quatriéme Rondino sur un motif de Fesca

Vars. brill. sur la Marche du Ballet La Danseuse d’Athéne, & 4
mains

Cinquie¢me Rondino sur un motif de Beethoven

Sixi¢me Rondino sur un motif original, Le jours passée

Second Divertissement brill. sur la Cav. ¢ Aure felice,” a 4 mains

Romance de Beethoven arrangee en Rondo brill. & 4 mains

Les Charmes de Baden, Rondo Pastoral

Vars. on a Bohemian Air

Grand Exercice di Bravura en forme de Rondeau brill.

« Die Schiffende,’” Song with Pianoforte Accompt. words by Holtz

Op.
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52.

53.
54.
55.
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57.
58.
59.
60.

68.
69.
70.
71.
2.

T3*.

74.
75.
76.
1%
78.

79.
80.

81*.

82.
83.

84.
85*,
86.
87.
88
89.

90*.

91.
92.
93.
94.
95.

Deux Sonatines brill. in C and F

Deux Sonatines brill. & 4 mains, in G and C

Deux Sonatines brill. pour le Pianoforte et Violin Concertans,
in B flat and G

Vars. in an easy style on the concluding Air from Die Fee aus
Frankreich

Rondoletto scherzando in C

Ouverture caractéristique et brill. & 4 mains

Les Charmes de 1'Amitie, Théme de Beethoven

Introd. et Vars. sur la premiére Galoppe

Troisiéme Grande Sonata, in F minor

Leggerezza ¢ Bravura, Rondo brill. with Quartett Accts. ad lib.

Introd. Vars. brill. et Rondo sur la Marche favorite de Roland

Vars. and Rondo on C. M. von Weber's Hunting Chorus from
Euryanthe, with Orchestral Accompaniments

Preludes, Cadences, and a short Fantasia in a brilliant style

Caprice et Vars. sur ¢ An Alexis” de Himmel

Toccatine brill. et facile sur la Tarantelle du Ballet Dic Fee und
der Ritter

Fant. dans le style moderne en Potpourri

Quatricme Sonate in G

Rondeau en Valse in C

. Vars. Concert. suivies d’un Rondeau de Chasse sur la marche du

Ballet, Barbe Bleu, & 4 mains
Rondeau passioné
Allegretto grazioso sopra un Tema de¢ Ballo, Barbe Bleu
Romance pour le Pianoforte, in D
Nocturne brill. sur “ Das waren mir selige Tage,” 3 4 mains
Rondeau mignon, No 1 in C; ditto No. 2 in G
Vars. on ¢ (Golt erhalte I'ranz den Kaiser,” with Quartett or Or-
chestral Accompts. ad lib.
Rondoletto brill. in E flat,
Trois Grands Allegros in G, B minor, and A flat
Cinqui¢me Sonate, in E

. ““God save the King.” with Vars.

Concertino pour le Pianoforte avec Accomp. de deux Violons,
Alto, ct Violoncello 9bligato, Flate et deux Cors. ad lib, in C

Trois Grandes Marches in C, D, and E flat, solo and duet

Introd. 7 Vars. e Finale sopra un Tema favorita per Pianoforte ¢
Flauto ossia Violino Concertante

Vars. sur un Marche Anglaise

Grand Exercice pour le Pianoforte, in F minor

Romanze from W. Scott’s ¢ Fraulein vom See” (English and
German) for a Voice with Pianoforte Accompt.

Sccond Grand Potpourri Concertant pour deux Pianos & 6 mains

Trois Polonaises

Introd. Vars. and Finale on the Bavarian National Song

Introd. et Vars. sur la Valse de Gallenberg, & 4 mains

Septieme Rondino sur un motif de I'Opera, Elisa e Claudio

Capriccio & la Fuga, in E minor

Six Rondeaux mignons, & 4 mains

< s ritten dret Reiter,”” German Air with Vars.

Toccata ou Exercice in C

Rondo espressivo in E

Deux Grandes Marches 4 4 mains

Grand Nocturno brill. pour le Pianoforte, avee Accomp. de Fliite,
Clarinetti, Cor, Bassoon, Violon, Alto, Violoncelle, et Contra-
basse, in C minor
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97.
98.
99+*.
100.
101.

102.
103.
104.

105.
106.
107.
108.
109.

110.
111,
112%.
113.
114.
115.
116.
117.
118.
119.
120.
121.
122.
123.
124.
125.
126.
127.
128.

129.
130.

133.
134.

135,
136.

137.
138.

139*.
110.

141,

Huitieme Rondino sur un motif original (alla Polacca)

Neuvi¢me Rondino (La Chasse)

Dixiéme Rondino, sur un motif de Mozart

Onziéme Rondino, sur un motif de J. Haydn

Douzi¢me 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. & 4 mains

Vars, brill. sur un Air Militaire Frangaise

Trois Sonatines brill. pour le Pianoforte, avec Accomp. d’un
Violon et Veelle. ad lib. in G, C, and A minor

Premi¢r Grand Trio pourle Pianoforte, Violon, et Vcelle. in E flat

Introd. et Vars. sur un Théme original, 4 4 mains

Rondeau brill. dans le style Frangais, in D minor

Caprice in E minor.

Fiinf unvergingliche Blimchen, words by F. A. Kleinschmid,
for a voice with a Pianoforte Accompaniment

Premiér Décameron Musical, Recueil de Compositions brill. et
faciles ; ten books

Premiér Décameron Musical, Recueil de Compositions brill. et
faciles, & 4 mains ; ten books

Second Galoppe variée

Vars. sur un Théme original

Valse variée

Easy Variations on a Theme from the Farce, Staberl’s Reise
Abentheuer in Frankfort and Miinchen

Impromptu brill. & 4 mains

Tendress, Amitié, et Confiance, three Rondeaux

Grande Polonaise brill. avec Accomp. de 2 Violons, Alto, et
Velle. in F ; the same for Pianoforte solo

Sonate Militaire 3 4 mains, avec Accomp. d’un Violon et Velle.
adlib. in C.

Sonate Sentimentale & 4 mains, avec Accomp. d'un Violon et
Velle. ad lib. in G

Sonate Pastorale & 4 mains, avec Accomp. de Violon et Vclle.
and lib. in F

Grand Divertissement en forme de Rondeau brill. pourle Piano-
forte, avec Accomp. de I'Orchestre ; ditto avec Accomp. d’un
Quatuor; ditto pour le Pianoforte solo

Vars. brill. sur ¢ Gott erkalte Franz den Kaiser,” 4 4 mains

Sixiéme Sonate, in D miner

Vars. brill. sur un Théme de I'Opera, Il Crociato, & 4 mains

Grande Serenade Concertante pour le Pianoforte, Clarinet, Cor,
et Violoncelle (ou Violon, Alto, et Violoncelle), in E flat

Treiziéme Rondino sur un Théme de 'Opera  Le Magon, with
Quartett Accompts. ad lib.

Rondeau brillant in A

Duo Concertant pour le Pianoforte et Fliite (ou Violoncelle) in C

Variations brillantes sur deux Thémes de I’Opera, L’ Ultimo
Giorno di Pompei, & 4 mains

Fantaisie élegante, ou Potpourri brillant, sur les Thémes de
I'Opera. La Dame Blanche, Part 1 ; ditto Part 2

Variations brillantes sur ¢ Dépechons, travaillons,” de I’Opera, '

Le Magon; solo and duet: also with Quartett Accompts.
ad lib.
Introduction et Variations sur la Cavatina de ’Opera, L'Ultimo
Giorno di Pompei
Impromptu ou Variations sur un Théme de 'Opera, Oberon
Variations sur un Théme de I’Opera, Oberon
Hommage aux Dames, Repertoire des nouvelles Compositions
brillantes.
Book 1, Elegantine, ou Rondeau brillant
2. Rondeau, ou Polonaise, 3 4 mains
3. Rondo Concertant pour le Pianoforte et Velle.
Allegro affetuoso ; duet
Variations de Concert sur la Marche des Grecs de 1’'Opera, Le
Sidge de Corinthe, avec Accomp. de I'Orchestre ; ditto with
Quartett Accompts.; ditto for Pianoforte solo
One Hundred Exercises in progressive order, and fingered
Introduction and Variations on a favorite Air from Das Midchen
aus der Fecnwelt
Variations on the favorite Duet, ¢ Briiderlein fein;” duet

142.
(143,
144.
145,
146.
147.
148.
149.
150.
151%,
152%,
153.

154.

155.

156.

157.
158.
159.

160*.

161.
162.

163.

164.
165.
166.
167.
168.
169.

170.

17\1

172.
173.
174.
175.

176.
177.

178.
179.

180.

Ouverture pour Grande Orchestre, in C minor

Grande Fantaisie cn forme de Sonate (ou septicme Sonate pour
le Pianoforte solo) in E minor .

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

Ditto (ou neuviéme ditto) in B minor

Marcia funebre sulla morte di L. van Beethoven ; solo and duet

Variatious a Capriccio sur deux Thémes de I’Opera, Oheron, i
4 mains

Premier Grand Quatuor pour le Pianoforte, Violon, Viola, et
Violoncelle,in C minor

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

Trois Polonaises Sentimentales

Grand Exercise on the Shake

Grand Exercise in all the Keys, major and minor

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

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.

Offertorium Pastorale, ¢ Exulta, filia 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
4 4 mains; Book 3, Trois Sonatines faciles instructives et
doigtées; Book 4, Trois ditto & 4 mains

Rondeau brillant di Bravura, avee 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 & 4 mains, avec Orehestre ; ditto avec
d'un Quatuor ; ditto & 4 mains avec Quatuor; ditto pour le
Pianoforte solo and duet

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

Fantaisie brillante sur divers Thémes Suisses et Tiroliens, avec
Accomp. de I'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

Quatorziéme Rondino sur ¢ Ma quell’ amabile” dans Il Pirata,
with Quartett Accompts. ad lib.

Grand Nocturne brillant pour le Pianoforte 4 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

Cinqui¢me Rondino sur un Théme de Paganini, with Quartett
Accompts. ad lib.

Grandes Variations brillantes sur ¢ La Campanella de Paganini,””
avec Quartett Accompts. ad lib.; ditto 2 4 mains ; ditto a 4
mains with Quartett Accompts.

Fantaisie brillante sur trois Thémes 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 di Bravura

Second Décaméron Musical, Recueil de Compositions amusantes,
ten Books

Second Décaméron Musical, & 4 mains, ten Books

Allegro Fugato in Quintetto per due Violini, due Alti, et Vio-
loncello, No. 1, in C minor (iv Score); ditto No. 2,in C (in
Score)

Grand Sonate & 4 mains, in F minor

Introduction, Variations, and Polacca on two favorite Airs from
Der Alpenkonig und der Menschenfeind, with Quartett Ac-
compt. ad lib.

Introduction and Variations on a favorite Air from Der Alpen-
konig und der Menschenfeind ; solo and duet
Ditto for Pianoforte with Quartett Accompts.
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182.
183.
184.
185.
186.
187.
188.
189.
190.
191.
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193.
194,

195.
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(197.
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203*,
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205.
206.
207.

208.

209.
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211.
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213*.
214.

215.

216.
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218.
219.
220.
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222,
223.

224.
225.
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Douze Grands Rondeauz Nationauz brillants et caracléristiques,
ot sont introduits les Airs originals les plus favoris de ces
Nations, savorr :

Rondeau National Allemand
Anglais et Ecossais

~———— Bohéme

———— Espagnol

———— Frangais

Hongrois

Italien

Polonois

———— Russe

Suedois

Suisse

Turque

Troisiéme Galoppe, variée

Introduction, Variations, and Rondo on two favorite Styrian
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 a te”
solo and duet; ditto for Pianoforte with Quartett Accompts.

Troisi¢me Fantaisie é1égante, ou Potpourri brillant sur Thémes
dans La Muette de Portici.

Dix-septiéme 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

Introduction, Variations brillantes, et Rondeau de Chasse

Valse Autrichienne, variée

Divertissement de Concert, ou Adagio, Variations, et Rondo,
avec Accompt. d’Orchestre ; ditto with Quartett Accompts. ;

ditto for Pianoforte solo

Imprompti brillant sur un motif 4 la Rossini

Théme Russe, variée

Rondoletto sur le Théme Hollandais favori, * Wien Néelands
bloed in de aders vloeit”

Introduction et Variations brillantes sur un Théme dans le
Muette de Portici

Divertissement brillant et facile

Concertino for the Pianoforte, with Orchestral Accompaniment,
in C

Deux Trios brillants pour le Pianoforte, Violon, et Violoncelle,
inCand A

Six Grands Potpourris brillants et concertants pour Pianoforte,
Violon, et Violoncelle ; the same for two Pianofortes concert,

Andante and Rondo, with Orchestral Accompts. in C

Premier Grand Coneerto, avec Accomp. de 1'Orchestre, in A
minor; ditto for Pianoforte solo

Rondoletto brillant sur plusieurs motifs tirés des Romances Fran-
caises

Rondoletto brillant sur deux motifs de ’Opera, Guillaume Tell

Rondeau de Chasse sur “ Quelle savage harmonie” dans Guil-
laume Tell

Potpourri brillant sur les motifs de I'Opera, Faust

Introduction et Variations sur le Pas de Trois dans Guill. Tell

Variations brillantes sur la Tyrolienne ditto

Deux Grandes Fantaisies sur les motifs les plus favoris dans
Guillaume Tell; No. 1, in E minor ; No. 2,in A

Imprompti brillant sur un Pastorale de 1'Opera, Guill. Tell

Variations brillantes sur “ Das Wandern ist des Miiller’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
I’Opera, Templar und Judinn, a 4 mains

Fantaisie & 4 mains
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228*

220%
230.

231.

232.

233.

234+

235.
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237.
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245%
246.
247

248.

249.
250.
251.
252.
253.
254.
255,
(256,
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257.
258.
259.
260.

2061*.

262.

263.
264.
265.
266.
267.
268.
269.
270.
271.
272.
273.

ix

Les Pianistes associés, ou Compositions brill. et concert. pour
un Pfle. a six mains.

. Book 1. Rondeau brill. & 6 mains
. Book 2. Vars. brill. sur le théme tyrolien, de I'opera La

Fiancée, a 6 mains.

. Book 3. Divertissement militaire, & 6 mains.

Quatuor Concert. pour 4 Pianofortes in C.

Ditto for 1 Pianoforte. Solo and Duelt, Orchestral or Quartett
Accomnts. suitable for either arrangement.

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

Grandes Vars. di Bravura sur 2 motifs fav. de 1’Opcra, Fra
Diavolo, with Orchestral Accompts. Ditto with Quartett Ac-
compts. Ditto for Pianoforte Solo.

Rondeau brill. pour Pianoforte avee Accomp. de2 Violons, Alto,
Violoncelle et Basse, Flute, 2 Clarinets, 2 Bassoons, et 2
Cors, or for Quartett only, in B flat; Ditto for Pianoforte
Solo.

. Introduction ct Vars. brill sur la marche dans: Gli Arabi nelle
Gallie, avec Accomp. de I’Orchestre, ou d’un quatuor. Ditto
tor Pianoforte S)lo.

Huitiéme Rondino sur un théme d’Auber.

. Vars. Dbrill, sur le Petit Tambour, avec Accomp. de l'orchestre.
Ditto for Pianoforte Solo.

Einzugs Marsch, performed at the opening of the Hungarian
Diet. September 13th, 1830. Solo and Duett.

March performed on occasion of the coronation of His Imperial
Majesty Ferdinand as King of Hungary, Sep. 28, 1830;
solo an duett.

Fifty Duett Studics for the Pianoforte, fingered.

Premicre Fant. Romantique d’aprés le Roman Waverley de Sir
Walter Scott, 4 4 mains

Decuxiéme ditto, Guy Mannering de Sir Walter Scott, 4 4 main

Troisieme ditto, Rob Roy de Sir Walter Scott, & 4 mains

Quatriéme ditto, Ivanhoe de Sir Walter Scott, 3 4 mains

. Grand Exercice de la Gamme Chromatique avec toutes les
diflcrentes maniéres du doigté

. Grand Exercice de la Gammes en tiérces et des passages doubles

Introd. Vars. et Finale sur un Cheeur de 1’Opera, Fra Diavolo

. Souvenir Theatral. Collection Periodique de fantaisies élegantes

sur les motifs les plus favoris des nouveaux operas

N.B. This Collection amounts to upwards of 50 picces, each

arranged as a solo and as a duet

Introd. et Vars. Concert. sur un Tirolienne, pour pianoforte et

Cor. (ou Veelle) in F minor

Variations on the favorite Charmant Walzer by Strauss

Festal March in A

Treisieme Décaméron Musical, 10 books

Ditto, & 4 mains, 10 books

Le Golfe de Naples. Tableau Nocturne ou fant. pittoresque

Grand Rondeau brill. & 4 mains, in F

Rondeau a la Barcarole, in A

Fant. concert. pour le Pianoforte, Flute, et Veclle. in G

Grand Polonaise in C

Deux Thémes Original Variés

Grand Rondcau Militaire et brillante, & 4 mains

Rondo per il Pianoforte Solo

101 progressive Exercises and Supplement to ditto, containing

24 New Studies
Trois Quatuors brillante et non difficiles, pour Pianoforte, Violin,
Alto, Violoncelle, in C, E flat, and I¥

Vars. precédés d’unc Introd. sur un motif dans La Fiancée

Introduzione ed Allegro agitato in G minor, duet

Rondeau precédé d’une Introduction

Vars. brill. et non difficiles sur une Valse originale, 4 4 mains

Allegro en Galop in F

Grande Sonate d’Etude (No 10 of the Grand Sonatas) in B flat

Grand Polonaise brillante, & 4 mains

Trois Thémes originaux, variés

La Joyeuse et la Sentimentale—2 Rondos

- Rondo Polacca

Variations sur un Théme de Paganini
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307.

308.

309.

310.

311,

312,

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

Trois Thémes choisis de I'Opera, Robert le Diable

Serenade Venetienne, Divertissement Concertant sur une Bar-
carole fav. & 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

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

Rondo en Bolero in D

Dix-neuvie¢me Rondino sur deux motifs favoris del’Opera, Zampa

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

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

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

Grand Rondo Brillante,avec Accomp. de I'Orchestre inF. Ditto
for Pianoforte solo

Vingtiéme Rondino sur l'air favori de F.Schubert (Das Stinchen)
in C

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

Grand Rondo brillante avee Accomp. de I’Orchestre in C. Ditto
for Pianoforte solo

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

Six Divertisscmens en forme de Rondo

Quatrieme Grand Trio pour Pianoforte, Violon, ct Violoncelle,
in A minor

La Douceur, Rondo Elegant

Grand Rondo 3 4 mains

Variations brillantes sur un Théme original, in I

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

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

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

Polonaise pour un Pianoforte, & 6 mains

Variations brillante sur un Théme de I'Opera, Norma, pour un
Pianoforte & 6 mains

(N.B. Ops. 295, 296, 297, form Nos. 4, 5, 6 of Les DPianistes
Associés.”  See Op. 227 and foll.)

Troisieme Grand Potpourri pour deux Pianofortes a 6 mains

Etude de la Velocité, 30 Exercises

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

Variations sur une Valse de Reissiger, connuc sous le nom de
Dernigre Penséc de Weber

Théme Italien, varié

Introduction et Variations brillantes sur un Théme de M. Ru-
dolphe de Vivenot

Variations pour le Pianoforte et Violon concert. sur un Théme,
Le vieux Tambour, de Lafont, in D

Variations pour le Pianoforte et Violon concert. sur un Théme
Espagnol, in A

Souveuir du Jeune Age, Rondcan sur la Romance favorite de
I'Opéra, Le Pré aux Cleres

Variations brillantes sur le Cheeur final de 'Opéra, Le Scrment,
a 4 mains

Variations sur uu Théme original

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

Variations brillantes sur le Cheeur, “ Dans cette belle,” de
I'Opéra, Le Serment

Decux Rondeaux, non difficiles, sur des motifs favoris de I’Opéra,
Le Pré aux Cleres

Variations sur la Ronde, ¢ A la flewr du bel dge,” de 1'0Opéra,
Le Pré aux Cleres, & 4 mains

313

314
315

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

. Grande Polonaise brill. pour le Piano et Violon concert. in A

. Cadences for Beethoven’s Concertos, 2 books

316. Dix petits Rondcaux, ou Amusemens utiles ct agréables sur des
motifs favoris pour la Jeuncsse, doigtées
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 Valsc de Robert le Diable
320. Variations sur un Théme de Robert le Diable, & 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-
S segler- Walzer)
‘325*.{ Trois Fantaisics sur les Thémes de ’Opéra, L’Elisir ’Amore ;
.. Solo and Duet
3265. Trois Thémes favoris de 'Opéra, Zampa, variés
{327*. Trois Fantaisies sur les Thémes de I'Opéra, Parisina ; Solo and
e " Duet
\328*.; Trois Fantaisics sur les Thémes de I'Opéra, Il Furioso all’ Isola
- di St. Domingo, de Donizetti; Solo and Duet
329, Variations sur un Théme favori de ’'Opéra, Hans Heiling, de
Marschner, 4 4 mains
330. Tausend Tonblumen
331. Grande Sonate, a 4 mains (Nr.3 des grandes Sonate 4 4 mains),
in B3 flat
332. Variations brill. sur un motif martial de I'Opéra, Robert le Diable
333. Les Elégantes, Variations brillantes; Book 1, sur la Tyrolicnne
favorite, Almalicd ; Book 2, sur la Sonnambula; Book 3, sur
une Valse favorite
334*. Souvenir de Peste, Variations sur une Valse, Erinncrung an
Pesth, de J. Strauss
335%. Legato and Staccato-Exercises, 2 books

(inb/ Fantaisie sur des Thémes de 1'Opéra, Ali Baba, de Cherubini

337
338

(339

*, Forty Daily Studies

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

. Three brilliant Fantasias on the most esteemed subjects from F.

...’ Schubert’s Works, for Pianoforte and Horn, or Violin and

Violoncello ; ditto as Pianoforte Duets; ditto for Pianoforte
and Physharmonica, or two Pianofortes

340*, Variations on the Pfennig Walzer, by Strauss
/3_4L Variations brillantes sur un Théme de POpéra, Hans Heiling
@ﬁ},*’ Trois Fantaisies sur les Thémes de 1'Opéra, Beatrice di Tenda,
de Bellini ; Solo and Duet
343, Trois Thémes de 'Opéra, Lestocq, variés, in G, F, C
344, Trois Rondinos sur ditto, in C, A, B
345. Dic Ruinen von Neustadt, Fantasia, in D minor
{3406°N Fantaisic sur motifs de 'Opéra, Lestocq
\34'5 Variations sur un Théme de Lestocq, in A
(\3_1’8\ Grand Exercice en forme de Fantaisie improvisée, in E minor
349. Trois Sonatines instructives
350, Le dernier Soupir de Herold, Variations sur le Théme de Herold
351. Ncujahrsgeschenk, Fantasia
352. Souvenir de Boieldicu, Variations, in B flat
353*, Variations brillantes sur une Valse favorite (Conversations-
Walzer)
354. Amusement des Pianistes, Collection de morceaux agréables ct
brillants, 8 books
355%, The School of Embellishments, Turns and Shakes
356*, Variations brillantes sur le Théme, Vien qua dorina bella
357*. Trois Thémes Italiens, variés, & 4 mains
358. Duo concertant pour deux Pianoforte, in B flat
359, First Lessons for Beginners, Fifty Exercises, Studies and Pre-

ludcs, fingered, 2 books

o~
€ 360., Grande Fantaisie sur 'Opéra, Gustave

ot

362.

- 7 Tntroduction et Variations brillantes sur un motif favori de
1’Opéra, La Médecine sans Médecin

Rondino Lrillant et non diflicile sur un motif favori de 'Opéra,
La Mdédecine saus Médecin



363.

364.

366*.

366.

367.

368.
369.
370.
371.
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392.
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396.

397.

398.

399*,
400*,

401.
402,

403.
404.
405.
406.

407.
408.
409.
410.

Introduction et Variations sur le Duo favori, ¢ Suoui la tromba ¢
intrepido,” de I'Opéra, I Puritani; Solo and Duet

Grand Exercice, in A minor

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

Variations brillantes sur un Théme de ’Opéra, La Princesse de
Grenade, de Lobe, pour le Pianoforte, avec Orchestre ou
Quatuor ad lib. in C

Rondoletto élégant sur un Théme de ’Opéra, La Princesse de
Grenade

Huit Nocturnes pour le Pianoforte, 2 books

Gran Capriccio di Bravura, in F minor

Variations brillantes sur un Théme de 'Opéra, I Puritani

Deux Rondolettos faciles sur des Thémes de I'Opéra, I Puritani,
inDand C

Six Rondeau-Galopes

Dix Rondeaux faciles et doigtés, 2 4 mains

Trois Rondeaux pour le Pianoforte et Flite concertans, inC, D, G

Introduction et Variations brillantes sur un Théme de I'Opéra, I
Puritani

Fantaisie et Variations sur un Théme de 'Opéra, I Puritauni, &
4 mains

Fantaisie et Variations brillantes sur un Théme de Madame
Malibran

Valse brillante, in A {lat

" Flore théatrale ou Fantaisies brillantes sur les opéras modernes

Grand Exercise in Thirds, in all the 24 keys
Trois Screnades sur des motifs nouveaux, de Rossini

. Deux Fantaisies brillantes sur les motifs de POpéra, La Prison

d’Edimburg, de Carafa

Trois Fantaisies sur les motifs de I'Opéia, Lucia di Lammermoor

Grandes Variations sur un air de I’Opéra, Le Cheval de Bronze

Douze Rondeaux amusantes et instructives sur des Thémes
favoris

Souvenir de Bellini, Fantaisie et Variations sur la dernidre
pensée de Bellini

Trois Fantaisies sur les motifs de 'Opéra, Lucrezia Borgia

Etudes préparatoires et progressives

Hommage aux Graces, trois Rondeaux sur des Thémes favoris

Three Sonatinas for Pianoforte and Violin concertante

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

Der Abend und die Nacht, two easy Fantasias

Trois Fantaisies sur les motifs de 'Opéra, Marino Falliero

Fantaisie et Variations sur ’air national Russe, ¢ Dieu conserve
I’Empereur”

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

Impromptu sur le Cheeur favori (Cheeur de boire) de 'Opéra,
Ta Juive, de Halevy

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

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

Ten Grand Studies for the Improvement of the Left Hand

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

Reminiscences de 'Opéra, La Juive, 4 Divertissemens

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

Romance en Rondo sur Théme des Huguenots

Introduction et Variations brillantes sur Théme des Huguenots

Rondo, ou Allegro agitato sur Théme original

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

Scherzo brillante sur Thémes des Huguenots

Andante sentimental sur Thémes des Huguenots

Cours de nouvelles Etudes progressives

Six Sonatines faciles

11,
12
Ca
414.
415,
416.
417.
418.
419.
420

421,
422.

423.
424,
425.
426,

427
428,
420,
430%.
431+,
432,
433,

[ 434,

N

435,
436,
( 437.

438.
439.

440,
( 441,

442,
443,
444,
445.
446.
447.

a

xi

Introduction et Rondo

Trois Rondos brillantes sur Thémes nationals Russes

Souvenir de mon premicr Voyage en Saxe, Mantaisie brillante

Album Musical. Book 1, Rondo élégant

Ditto. Book 2, Rondo militaire

Ditto. Book 3, Rondo gracieux

Rondo brillante sur Thémes des Huguenots

Impromptu en forme de Rondo, Théme ditto

Huit Rondos faciles sur Thémes favoris

Soixant Exercices pour les commengans comme supplement pour
chaque Methode de Pianoforte

Introduction et Rondo martial sur Théme des Huguenots

Introduction et Rondo brillant sur Théme des Huguenots, &
4 mains

Rondoletto, Théme ditto

Caprice brillant, Thémes ditto

Rondino scherzando, Théme ditto

Rondo sentimental sur air Anglais, * Isle of beanty, fare thee
well”

Introduction et Variations brillantes sur Thémes de Reissiger

Introduction ¢t Variations brillantes sur Théme Suisse

Impromptu brillant sur Théme Suisse

Nachtwandler, Variations sur Valse de Strauss

Eisenbahn, Variations sur ditto

Twenty-four Canzonette Italiane per una Voce e Pianoforte

Etudes progressives et preparatoires

Les Quatre Saisons, ou quatre FFantaisies brillantes sur Thémes
originals

Réeréations musicales, ou six Mélodies de Bellini, variés

Rondoletto scherzando

Fantaisie brillante sur Thémes de 1'Opéra, La Campanclla, de
Donizetti ; Solo and Puet

Les Progres du'Pianiste, huit Thémes favoris, variés, dans lc
style facile

Quatre Sonatines faciles et progressives pour les Eleves

Quatre Mélodies variés

Fantaisie sur 'Opera, Betley, de Donizetti; Solo and Duct

Introduction et Variations brillantes sur Cheeur du Pirate

Variations brillantes sur I'Opéra, L'Eclair, de Halevy

Rondo brillant sur Théme Italicn favori

Introduction et Variations sur Thémes de Beatrice di Tenda

Trois Fantaisies brillantes sur des Thémes de Mercadante

Introduction et Variations brillantes sur Cavatine f{avorite, “Senti
tu come io sento”

Caprice ct Variations brillantes sur Théme favori de I'Opéra,
Torquato Tasso, de Donizetti

Improvisation sur Strauss Kronungs-Walzer

Fantaisie lyrique sur Théme Suisse.

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

Introduction ct grandes Variations sur Théme original

110 Morceaux instructives et progressives pour les commencans

. Dix-huit Rondos et Variations, &e.

. Vingt-quatre Variations et Rondos faciles, &e.
. Rondo brillant, ¢ Son nom™”

. The Spirit’s Song, by Shakespeare

Trois Rondinos sur Thémes de Becthoven

. Five original Quadrilles

Rondo on “ I'm a mountain ranger”

Trois Morceaux faciles, & 4 mains

Rondo sur Théme de L’Ambassadrice, de Auber
Musikalische Theater-Bibliothek, 24 books

Deux Rondinos brillantes sur Thémes de I’Ambassadrice
Fantaisie brillante sur motifs de 1.’ Ambassadrice
Hommage a4 Beethoven, 6 Rondos

Fantaisie sur Air Ecossais

Irlandais

Divertissement brillant sur Théme de L'Ambassadrice, & 4 mains
Souvenir du Voyage du Rhin, Fantaisic brillante
Souvenir de Paris, Fantaisic

Récompenses musical pour la Jeunesse, & 4 maius
Rondo ¢légant sur Romance Fraugaise
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474.. Fantaisie et Variations sur Théme du Postillon de Longjumeau,
de Adam
475*%. Rondoletto brillante sur La Cachucha
476. Divertissement brill. sur Le Postillon de Longjumeau, a 4 mains
477. Introduction et Variations brillantes sur Postillon, & 4 mains
478. Rondo brillant sur ditto, & 4 mains
479. Trois Rondos faciles et brillantes sur Thémes fayoris
480. Six Rondos, & 4 mains
481. Fifty Lessons for Beginners
482*. Invitation & la Danse
483*. Deux Esquisses caractéristiques
484*. Rondino grazioso
485*. Variations brillantes
486*. Rondino brillant
487*. Rondo brillant sur la Marche du Marriage du Duc d’Orleans
488*. Marche du Couronnement de la Reine Victoria
489*. Quick Step ditto
490. Introduction et Variations brillantes sur la Galoppe de 1'Opéra,
Lucia di Lammermoor
491*. Rondo sur Lanuer Valse
492*. Variations sur Rosa Valse
493*. Fantaisie brillante sur divers motifs de Figaro
4947 Fantaisie brillante sur motifs de I'Italiana in Algeri
495*, Quarante-deux Etudes, & 4 mains
496*. Rondo Valse facile
497*. Rondo on Hummel’s Walzes
498*. Six Quadrilles
499*, Exercice en dcux Octaves
500*. Royal Pianoforte School and Supplement, 4 vols. folio
501*. Twenty-four very easy Preludes in the most useful Keys
502. Trois Thémes Variés
03*. Badinage Musical, Rondo de Galop
504%. Fantaisie et Variations brillante sur Marche de Moisé
505. Six Rondos Instructives
506. Trois Rondimos sur Thémes du Domino Noir
¢507. Fantaisie Romantique sur Domino Noir

508*. Rondino Gracieux sur Walzes de Lanner
509. Caprice sur Théme du Domino Noir
(510%, Fantaisie sur les Saisons de Haydn
L’)_II’.“) Duo pour Pianoforte, & 4 mains, sur Domino Noir
X 912. | Grande Fantaisie, Pianoforte et Harpe, avee Parish Alvars
513*. Marche pour La Jour de Naissance de S.M. La Reine Victoria
_nl4*. Quickstep pour ditto
“. 515*, Fantaisie sur la Creation de Haydn
516. Reminiscences de 1'Opera, Guido et Geneva, 2 books
517. Reminiscences de I'Opera, le Domino Noir, Fant. 3 4 mains
518*. Rondinctto sur El Zapateado
519*. Six Rondinos faciles sur les Walzes de Strauss
520*. Trois Rondinos brillants sur Thémes Russes, Espagnols ct
Norwegiens
521*. Rondinetto facile sur Marche de Strauss, solo and duet
522. Trois Rondinos faciles sur Gemma et Giuramento
523*. Tmpromptl sentimental, “ Oh nume benefico”
524*, Variations faciles sur “ Gott erhalte,” 3 4 mains
525%, Three Quadrilles, solo and duet
526*. Coronation Quadrille, solo and duet
527*. Variations faciles sur un Cheeur de la Création, a 4 mains
528*, Rondino facile sur un Cheeur de la Création, 3 4 mains
529. Trois Morceaux de Salon, brillants et characteristiques
530*. Marche pour le Prince de Cambridge, solo and duet
5631*. Marche pour la Coronation de S.M. I'Empercur d’Autriche
_ a Milan, solo and duet
532%, Fantaisic expressive sur Torquato Tasso
533%. Rondino facile sur un Théme Militaire de Becthoven, solo and
. duet
\534. , Trois Fantaisies brillant sur Robert Devercux
535%. Deux Airs Russes Variés, & 4 mains
536%. Douze Rondinos faciles sur Thémes Ecossais
537*. Nocturne sentimental sur Théme de Strauss
538. Trois Rondolettos faciles sur Thémes favoris
539*. Premicre Grande Quverture, Irlandaise, solo and duet

("540> Trois Fantaisie brillante sur 'Opera Biber de Marschner
o~/

541. Deux Thémes Nationaux de Prusse, variés
542. Variations et Finale sur un Théme de Prusse
543*. Seconde Grande Overture (Scotch) solo and duet
544*. Troisiéme Grand Overture (English) solo and duet
545%, Hommage a la Reine Victoria, Fantaisie brillante
46%*. Douze Rondinos faciles sur fledrs anglais, ecossais et irlandais
547*. Trois Rondolettos élégans sur divers Thémes
548. Rondo sur Thémes de ’Opera, Czaar et Zimmermann
549." Fantaisie sur ditto ditto
350. Impromptu en Walze sur ditto
551. Rondoletto sur ditto
552%. Trois Thémes variés, 4 4 mains
553*. Six Exercices des Octaves
554*. Six Nouvelles Quadrilles Royales, solo and duet
555. Huit Scherzi Capricciosi
556*. Trois Airs favoris variés
557*. Six Thémes ecossais variés
558*. Six songs for one voice with Pianoforte ; words by Mrs. Hemans
559*. Impromptu varié sur un motif de Mozart
560*. Le Courrcux Exercice brillante
561*. Trois Rondolettos faciles sur Thémes favoris, solo and duet
562*. Collection of Sacred Music for Voice and Pianoforte
563*. Impromptu brillante sur Thémes Espagnols
564*. Rondoletto on ¢ Sound the loud timbrel,’” solo and duet
565*. Deux Marches Espagnoles variés, solo and duet
566%. Variations brillante sur « Adeste fideles”
.567*. Six Fantaisies brillantes sur Thémes ecossais et irlandais, solo
and duet
_568*. Deux Rondinos faciles sur Muzurka et Carneval

'\; 569'*) Deux Fantaisies sur Handel’s Alexander’s Feast et Messiah

570." Reminiscences sur P’Opera le Lac des Fées, Rondino

/@7‘1. Ditto ditto ditto Impromptu
\.572.) Ditto ditto ditto Fantaisie
57§ Ditto ditto ditto Morgeau de Salon
(574. ', Ditto ditto ditto Grande Fantaisie a
T~ 4 mains

575%, L'Ecole du Golit, Collection des pitees.
576. Morgeaux ¢légans sur Thémes favoris
577. Trois Amcusemens du Salon
578*. Six Galops originaux
§79*. Deux Quadrilles originales
580*. Impromptu sentimental sur un chant religieux
581*. Rondino fucile sur la Pastoral du Messias de Handel, 4 4 mains
582. Rondo élégant sur I'Opera Zanetta
583. Douze Rondos amusans et instructives, & 4 mains
584*. Pianoforte Primer, an easy instruction book
585*, Rondino facile sur le Krakoviac, solo and duet
586. Trois Rondinos sur 'Opera Zanetta
‘\’55”\87./, Fantaisie brillante sur Zanetta, & 4 mains
588*. Variations faciles sur Théme Russe, ¢ Dieu conserve,” solo and
duet
589*. Quatre Morgeaux faciles sur Thémes Anglais, & 4 mains
590. Trois Thémes variés de I'Opera le Sherif
591. Scherzo brillant sur le Sherif, & 4 mains
592. Impromptu pastoral, “ Poor Shepherd’s Maid”
593*, Douze 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 une voix et
pianoforte

597. Deux Rondos brillantes sur Thémes Italiens
598. Galop brillant
599. Sequel to the Pianoforte Primer, Op. 584, 100 Exercises
600*, School of Practical Composition, translated by John Bishop,
) 3 volumes, folio
@) Fantasia on Beethoven’s Fidelio
602. Réverie sur la Romance Napolitaine Beppa
603*. Six Preludes et Fugues per Organo
604. Huit Nocturnes Romantiques
<605.  Deux Grandes Fantaisies sur I’Opera Templario
606*. Les Fleurs d’Allemagne, dix-huit Petits Rondos
607*. Prelude et Fugue pour I'Orgue avec Pedal



608.
609*,
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646*.

647%.
648*.

649.
650.
651.
652.

Variations brillants sur derniére Pensée de Weber

The Pianist’s Library, 24 very easy pieces, solo, and for 4 and
six hands

Rondo élégant

Fantaisie Marine sur Thémes [talien

Impromptu sentimental

. School of Expression, in 4 books (on National Airs)

Trois Grandes Fantaisies sur la Vestale, solo and duet
Rondo de Salon

Six Rondos brillante

Variations brillant

Douze Rondos Amusans, 4 4 mains

. Variations faciles, March in Blue Beard, solo and duet
Grande Fantaisie sur ’Opera Oberto

Douze Grandes Fantaisies sur 1'Opera Christina

. Trois Melodies variées, Les Fleurs d’Angleterre
. Trois Ditto
. Trois Ditto

Les Fleurs d'Ecosse

Les Fleurs d’Irlande *

Six Fantaisies brillantes pour Pianoforte et Violon

Trois Fantaisies brillantes sur Fille du Regiment, solo and duet

. Twelve soft Voluntaries for the Organ

Deux Rondos brillants
Six Rondolettos Amusans

. Grande Fantaisie (Second Irish Fantasia)
. Grande Fantaisie (Second Scotch Fantasia)
. Douze Etudes

Air varié
Ditto
Dix-huit Rondos faciles

. Ecole Preliminaire de Velocité

Quatre brillantes Fantaisies sur I’Opera Rolla, solo et duet

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

Grand Duet

Ditto

11%; Fantaisie brillante, Hommage au Prince Albert

Gra.nd Morgeaux de Concert pour Fortepiano

Grande Fantaisie

Ditto

Fantaisie sur Cimarosa

Six Grande Marches

Nocturne in E flat

L'Impressions dans 1'Opera, Six Fantaisies

Variations brillantes

Concertino avec Orchestre

Charmes de la Danse

Deux Grandes Fantaisies sur les Martyrs, solo and duet

(653 (6 /3* Fantaisie brillante (on English Airs)

_}’ Ditto

(Third Irish Fantasia)

\655. ) Trois Fantaisies brillante sur I’ Opera Adelia

656,
657.
658.

Trois Rondos faciles
Six Rondos brillantes
Impromptu sur la Romanesca, a 4 mains

4 6?_95 Grand Fantasia (third Scotch Fantasia)

660.
661.
662.
663.
664.
665.
666.

661"

Rondo de Chasse

Dix Rondolettos

Graduale per Soprano con Coro et Organo
Fantaisie brillante

Ditto

Six Rondinos

6 Rondos brillantes

Vingt-cinq Tableaux mélodiques

(668* > Fantaisie brillante—Der Freyschutz

669*
670.
671.

672*,

673.
(674,

?‘675/
67

La Mazurka

Douze Ecossaises brillantes

Scherzo

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

Deux Rondinos sur Diamans de la Couronne

Fantaisic brillante

Ditto

Ditto sur Diamans de la Couronne

677. Deux Quadrilles faciles

/67§*. Bijoux a la Sontag

{ G79/*J. Reminiscences de Rossini, 6 Fantaisies

“680. Variations concertantes, & 4 mains
681*. Souvenir de Labitzky, 3 Rondinos
682*. Trois Airs variés

—_——
{683%*/ Mariner’s Fantasia

B84*, L’Encouragement a I'Etude, Collection d'Exercices, 24 Irish

Airs as Studies, in 24 books
685. Six Menuets
686. Grande Sonate pour Pianoforte et Violon
687*. Trois Pi¢ces fugitives de Salon
688. _M¢élodie sentimentale
689*./Deux Grandes Fantaisies, a 6 mains, on Airs from Norma
690. Douze Rondinos
691. Trois Rondos
692*. Vingt-quatre Grandes Etudes de Salon
693. Quatre Airs variés
694*. Etudes pour la Jeunesse, 24 Preludes
695*. Douze:Rondinos
_696*._Cinquante Preludes
{ 697*/ Fantaisie
. Vingt Preludes pour Organe et Pedal
699  Collection de Rondos brillantes
700*. Délassement de I’Etude, 12 Rondos faciles
701. Six Rondinos sur I’Opéra, Duc d’Olonne
702.. Impromptu sur ditto

{ 703, ! Fantaisic sur ditto, & 4 mains
\'70-1/ 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. Grandes Variations, & 4 mains
718*. Twenty-four Easy Studics for the Left Hand
719. Duo pour Pianoforte et Harpe
720. Trois Morgeaux brillantes

, 721* Cinquante Rondos, La Jeunesse Docile
\722*/ Dix petites Fantaisies on Airs from Mercadante’s Operas

"23_ Six Rondos de Salon
¢_724*. Fantaisie brillante on Chinese Airs
725, Trois Rondos
726. Salve Regina, Offertorio per Coro ed Orchestra
727*. Douze Ltudes 4 deux Pianofortes
728. Trois Bluettes de Salon
729. Panorama, Collection de Morgeaux brillantes
730. Onziéme grande Sonate
731. Souvenir de Milanollo, 2 Fantaisies
732. German Chorus with Solos, ¢ Geist der Harmonie"
733. Six Rondos faciles & 4 mains
734. Trois Airs variés
735. Etudes
g;& Trois Fantaisies
37. Offertorio, ¢ Benedicat,” & 4 Voix avec Orchestre
738. Quadrille
739. Rondoletto sur Part du Diable
740. Etudes

(41 *7 Six Fantaisies for six hands onone pianoforte

742. Two Rondos sur Part du Diable

743. German Chorus

744. Impromptu sur Part du Diable

745. Reminiscences sur ditto

746. Deux Divertissemens sur ditto, & 4 mains
747. Trois Divertissemens
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748*. 25 Studies for small hands (very easy)
749*. Ditto, (rather more difficult)
750. Dix Morceaux faciles
731*. Scale Exercises as Piano duets
(’\752. ", Grande Fantaisie sur Théme inédit 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 alla Tarantella
764. Religion, Poem Allemand pour Tenor solo avec Pianoforte
765. Etude courrante
766. Les Guirlandes, Douze Rondinos faciles et brill. sur Thémes fav.
767. Fleurs de I’Expression, 50 Etudes
768. Esercizio Fugato
769. 48 Rondinos sur Thémes favoris
770*. Deux Rondolettos sur 'Opera, Stradella
771. 24 Rondinos & 4 mains
772. Deux Rondolettos sur I’Opera, Le Puits d’Amour
773. Les Premiérs Progrés des Commengans, 6 Rondinos 4 4 mains
6%4\. Deux Fantaisies brillantea sur I'Opera, Euryanthe
775%. 24 Rondinettos trés faciles, solo and duet
776. Impromptu Fugué
777*. Vingt-quatre Morgeaux pour les Eléves sur cing notes (Twenty-
four Five-finger Exercises)
778. Six Rondinos sur ’Opera, Stradella
779*. L’'Infatigables, Grande Etude de Velocité
780. Premiere Grande Sinfonie a Grand Orchestre, in C minor (Score)
r'l,il. Seconde Grande Sinfonie a Grand Orchestre, in D major (Score)
! 782*.>Six Fantasias on Scotch Airs, as duets
%3‘.' “Deux Rondolettos sur Théme de I'Opera, Le Domino Noir
784. De profundis, Chorus, with Accts for a small Orchestra (Score)
5. Twenty-five Grand Characteristic Studies
\'Z§6*/"Six Fantasias on Irish Themes, as duets
787. Galop brilliant
788. Sonata dans le style de Domenico Scarlatti
789. Scherzino
790. Musicalisches Wochenblatt (Collection of easy Compositions,
52 Numbers in the year)
791. Fleurs melodiques, 12 Pieces de differens caracteres
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
eleves
795. 8 Morceaux de Salon de differens caractéres
(7_56.\‘: Fantaisie sur 1'Ode-Sinfonie Columbus de David, Pf. Solo and
7 Duett
\797. >10 Grandes Fantaisies Concertantes pour 2 Pianos
798. 6 Divertimentos & 6 mains

WORKS IN MANUSCRIPT.

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

Six Quartetts for two Violins, Alto, and Violoncello

Eleven Solemn Masses for Voices and Orchestra

One Hundred and Six Offertories and Graduals for ditto

Two Te Deums for ditto

A Collection of Cantatas for ditto

Six Grand Overtures for Full Orchestra

A Collection of Choruses with Orchestra

A Grand Quartett for Pianoforte, Violin, Viola, and Violoncello

Two Grand Trios for Pianoforte, Violin, and Violoncello

A Grand Sonata (the 12th) for Pianoforte solo

[
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Some Compositions for Pianoforte solo and with various Accompts.

OTHER PUBLISHED WORKS.
1*. Ten Letters addressed to a young Lady on the Art of Playing on
the Pianoforte
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. Reicua'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. MiiLLER’S “ Grosse Fortepianoschule,” eighth edition, with many
new Examples and complete Appendix on Thorough Bass, by
C. Czerny

“Kleines Elementarbuch fiir Klavierspicler,” new
edition, with additions by C. Czerny

J. PLevEL’s “Klavierschule,” newly arranged and augmented with
additional Exercises, by C. Czerny

*J. S. Bacr’s Pianoforte Works

D. ScaRLATTI’S ditto

WORKS ARRANGED BY CARL CZERNY.
* Haydn’s Creation, for Pianoforte solo and duet

* Scasons, ditto ditto
o Seven Words, ditto  ditto
* Handel’s Messiah, ditto ditto
* Beethoven's Mount of Olives, ditto

—_— First Mass, ditto

— Der Glorreiche Augenblick oder Preis der 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 tib.

Spohr’s Symphony (‘ Weihe der Tone”) duet

Ditto (“ Die Zeitalter”) duet

Symphonies by Feska and Maurer, duet

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

All Beethoven'’s Overtures, as solos and duets

Mozart’s Don Juan, 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, Rondos, &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 Kiicken, and many of those by
Schubert, &c. for Pianoforte solo 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 Fantasias, &c. as duets

Liszt, ditto ditto
Dohler, ditto ditto
L.v. Meyer, ditto ditto
Henselt, ditto ditte

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

+ Messrs. R. Cocks and Co. are now preparing for the Press an English version of
these works, translated from Carl Czerny’s edition by Arnold Merrick, Esq.



IN TR()])ULTIO\Y

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

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

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

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

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

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

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

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

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

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

# The word SJigure signifies here,and in other p.mt's: of this work,u pussage formed of similar groups of notes. T
** Remark. There are muny pieces which are composed on foreign themes and subjects, such as Vuriations,
Fantusias, Rondos &c. This the candid author must naturally indicate on the titlc page. But the arrangcment,
use und development of these subjects may nevertheless luy cluim to originality;and in case this is displayed,
and the composer has added so much of his own that the construction of the whole work belongs to him, such
a picee should ever be ucknowledged as a substantial composition. Most of the variations by Mozurt and
Beethoven have been written on foreign und, in their duy, popular themes; and yet, no one will hesitate to

R-

rank them among the original works of these masters, who therewith were obliged to muke a sacvifice t.,
the tiste und wishes of the public, us neurly all instrumental composers have since done. But the teue o
Poser amust ulso show by means of perfeetly original works, that he did not sclect und arrunge those fo
xcign ideas from a leek of others of his own. AUTHOR.
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veral grenerations, have stamped them with the seal of imperishableness. They de-
pend as much on natural laws, as those rules by which the painter must dispose
his groups and figures, the architect his pillars and columns, and the poet the in-
cidents of his narration or his drama. :

The extension or entire abolition of these regular limits, could only be permitted
even to the greatest genius, after he had sufficiently exercised himself in the
same, and become accomplished therein. But even in this case it is always “a ha-
zardous undertaking for the composer, as the present age, in the first instance,
and afterwards futurity,decides whether these innovations are actually to be con-
sidered of real advantage to the.art.

The first idea for a composition is generally the fruit of a sudden, propitious
frame of mind. ot momentary incitement and enthusiasm, and very frequently of mere
accident. Often, indeed, from the very first instant, the plan of the whole piece is
presented to the imagination of the composer. Such instants must be stedfastly
cherished, and we must continue working: as long as we find this happy disposition
unimpaired. ,

Most composers, however, and particularly beg‘mners would act very wrong, if
they were always to wait patiently, until this enthusiasm sprang uap of itself.__ The
composer must constrain and incite himself in a peculiar manner thereto, and this
he can do to a certain degree. For how often is he obliged, 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 satisfying a reasonable desire
of this kind,would scarcely merit the name of a composer.

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

The order in which we have successively 1ntroduced the different musical forms, is,
according to our opinion, the most advantageous, for the purpose of progressively
conducting: the pupil from the easier to the more difficult; and to preserve him from
the evil of rashly attempting compositions which are beyond his powers, and which
rob him of his best time.

All the species of composition customary in music, may be divided into the following
principal classes:— :
] INsTRUMENTAL Music.

a. Compositions for the Pianoforte alone.
b. Compositions for the Pianoforte with accompanmments for other instrument-.
c. Concerted pieces for other instruments.
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. Orchestral works.
¢. Compositions for the Organ.

VocarL Mvusic.

S- Vocal works with an accompaniment for the Planoforte

g- VYocal music without any accompaniment.

h. Vocal works with accompaniments for other instruments,
and for the orchestra. ‘

The Pianoforte, by reason of its compass, perfection and richness, has the decided

advantage over every other single instrument; and nearly all the forms and species of
composition customary in music, can be employed for, and performed on it. The
pieces, too, which have already been written for this instrument, form a very con-
siderable portion of the music extant.
" Whoever composes for the Pianoforte, ought to have acquired a considerable pro-
ficiency as a player thereon, for otherwise his conceptions will be inconvenient or
ineffective in performance. But even composers for other instruments must possess
a sufficient knowledge of the Pianoforte,to be able to try the melodic and harmo-
nic effects of their compositions upon the same. For it seldom happens that the
imagination alone, without this assistance, can invent and observe connection,sym-
metry, a natural conduct of the parts, and striking effects.

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

1. The Sonata, which generally consists of four lndependent movements,
namely :—

Allegro, or first movement.

Adagio, or Andante.

Scherzo (or Minuet) and Trlo

d. Rondo, or Finale.

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

5.. The Fantasia. This form comprehends several species, from the strict

Sonata -form, down to the Potpourri of different kinds.

6. Variations.

7. The Capriccio.

8. The Study. {(Etude)

9. The Notturno.
- 10. Short pieces, such as Bagatelles, Impromptaus,little pieces for beg-mnerq &e.

. Dance Music:— namely, the Waltz, Galopp, Quadrille; Ecossaise, Minuet,
Polonaise, Mazurka &ec.
12. Military Music:— namely, Marches with a Trio,
of different species. '

O O R
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IN THE STRICT STYLE.

13. The Prelude.
14. The Fugue.
15. The Canon.

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

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

‘We may therefore reckon fifteen principal forms for the Pianoforte.

‘When one or several instruments are added, as an accompaniment, to a Sonata
for the Pianoforte —_ such as a second Piano, a Harp, or a Violin, Violoncello,Flute,
Horn &c __the composition is called a Duett, Trio, Quartett,Quintett and so on,ac-
cording' to the number of performers engaged.

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

In instrumental music without the Pianoforte, the following species exist:—

1. Duetts, Trios, Quartetts, Quintetts, Sestetts &c. for stringed or bow- 1n-
struments, namely the Violin, Viola and Violoncello.

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

2. Concerted pieces for several stringed and wind mstrument% combined,
which have also the same form and appellation.

3. The Symphony for the full Orchestra, which has precisely the same form

and construction as the Sonata, and consists of the like number of movements.

4. 'The Overture, which takes the form of the first movement of the Sonata,

but abridged.

5. Ballet music, which consists of several movements some detached and

others connected.

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-
tra mostly has a mere accompaniment.

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

Many other species, such as the Variation, the Fantasia, and the Rondo, may also
be accompanied by the full orchestra, and consequently form a portion of the mu-
sic intended for concerts.

Vocal music, which is divided into sacred (or ecclesiastical) and secular, consists of
pieces of different forms, which are performed by one or several voices,and accompa
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tued either with the Pianoforte or other instruments, or also with the orchestra. There
are likewise vocal compositions for many voices (or in chorus) without any accompa-
niment.
Vocal pieces for a single voice,with a Pianoforte, or a Harp.or Guitar accompa-
niment, consist of the following species: —
1. The Song.
2. The Canzonet.
3. The Romance.
4. The grand Aria, or the more extended, continuously-set vocal piece.
5. The Ballad.
When several voices are united, Duetts, Terzetts, Quartetts &c. are produced.
For the accompaniment of all these species, other stringed or wind instruments are
occasionally added, besides the Pianoforte; such as the Violoncello, Horn,Clarionet &e.

The Opera consists of a union of the voices with the orchestra, and contains the
following single pieces:—
1. The Overture.
2. The Recitative.
3. The Song (the Canzonet, Romance, Barcarolle, Preghiera &ec.)
4. The grand Aria.
5. Vocal Duetts, Terzetts,Quartetts &e, with or without orchestral
‘accompaniments.

6. Grand concerted pieces.
7. The Chorus.

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

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

* For some of these, sce the Section on the Musie of the Protestant Church ncas the end of Vol: T1. T
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CHAPTER I

ON THEMES OF ONE AND TWO PARTS OR STRAINS.

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

I't Its extent and proper duration.

2% The requisite modulations, partly into established keys, and partly also into
arbitrary and extraneous ones, as well as the placeswhere they are introduced.

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

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

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

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

There are, as we have seen in the Introduction, a tolerable number of different
forms in music. These, however, are reducible to a far lesser number of such prin.
cipal formns, as are totally different in their structure from one another: such as the
Sonata, the Variation and the Fugue. | o

‘When a piece, of whatever length it may be, is so éomposed__ 1st, that it concludes
in the 'same key in which it began: 2, that it may be divided at least into two parts,
each of which expresses a determinate idea: and 3%, that it ends with a perfect ca-
dence; such a plece already possesses a decided form, and consequently the property
of giving satisfaction to the hearer, of itself and' independently of any further conti- -
nuation.

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

Andante. NOL. | — BEETHOVEN.
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7
but the want of a second part always makes it appear incomplete; for independently
of its shortness, it invariably creates, in the mind of the hearer, a desire for a second
part of at least an equal length.

~ The following may therefore be taken as a specimen of the shortest form of a de-
tached musical composition:—
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Although no modulation here occurs, and the first part does not even conclude with
a decided cadence, this theme nevertheless forms a perfect and independent whole,and
that: 1Y because the second part for at least the first four bars of it) is distinguish-
ed from the first by its melody, although it succeeds the latter in a perfectly uncon-
strained manner, and forms as it were an answer to it: and 21, because, in the main,
it expresses such a determinate idea, that the ear requires no father continuation,nor
any other conclusion. If,therefore, it still leaves a desire for a continuation,this mere.
ly arises 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 complete.
ness. _

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

The composer must take care-that no monotony is occasioned by the repetition,
and also observe whether the nature of the melody, and particularly of the middle
cadence,will admit of it or not; for example:—
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Here, the repetition of the first part would produce monotony, and coneequenﬂy te.
diousness.. Another example:—

Allegro moderato. NO4, . S ALIERI.
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Wi here perceive that the second part, from its very nature, admits of no vepetition.

In general, however, those themes in which both parts are repeated give the
piw alest satisfaction.
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OF THE MODULATIONS PRACTICABLE IN TIHEMES
OF TWO PARTS OR STRAINS.

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

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

This modulation may be either de(lded or undecided; that is, the first part may
conclude either with a perfect,or with an imperfect cadence in the dominant, as:—

Allegretto. NOo5. BerLiNg.

II:h tl};is theme, the first part modulates in a decided manner into the dominant, in the
72 bar.

Allegretto. NOG6. Moz arT
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_Here, the modulation into the dominant takes place in the 5 bar, and thus the new
key is still’ more decidedly established.

Andante quasi Allegretto. NOoT. BEETHOVEN.
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Here, the modulation into the dominant occurs very late, and almost unexpectedly. at the
end of the 7™ bar. __ It must be remarked.that the modulation is everywhere effected
by the sensible or leading note of the new key. and by that alse acquires its decision.
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As the leading' note of the dominant is emitted in this example, the modulation into the
same, in the last bar of the first part, is as it were merely accidental, and without any
preparation; so that we can only consider the last chord as the dominant of the origi
nal key. Here, therefore, the modulation is of the undecided class.

Of themes in which the first part ends in the original key, we have already given

some examples in Chapter 1.

Here follow two others:—
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In the first part we perceive that scarcely any modulation is required in order to

produce interesting ideas.

The second part either returns immediately to the original key, as in the examples N

6 and 7;or remains some time on the harmony of the dominant seventh, as in N° 8

or,

’

lastly, it modulates into some other key, as in N°*5 and 9. This is partly determined
by the melody. though the modulations partly also depend on the continuation of the air.

The second

ample:

*

By pcermission of MY Chappell.

iy

part may likewise pass suddenly into another key, as in the following: ex.



MAYSEDER.

Of the extension of the second part which here has place, mention will be made in

the sequel.

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

Iy either into the submediant or the mediant.
Here follows an example of a modulation into the mediant.

. Allegretto . A0 2, DonNizETTI.
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Another, into the ~ubmediant: — 13

Allegro risoluto. NO13. BEETHOVEN.
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In the modulation into the submediant. instead of ending in this minor key, we may take
its dominant major chord for the conclusion of the first part. For instance,the first
part of a theme in C major, may terminate upon the chord of E major, instead of
in A minor. Example:—

{

Allegretto. N0 14. ' BEETHOVEN.
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A striking' example of & modulation into an apparently very exiraneous key,is found
in the following' theme:

B EETHOVEN.
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Here, also, the author only modulates into the =sabmediani. but he takes it major
instead of minor, and by means of the pianissimo of the perfermance the harshness
of this change is sufficiently modified. In all these extranecus modalations, the com -
poser must especially observe, that the return to the original key, on the repetition
of the first part, follows naturally and unconstrainedly, withoust harshness.

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

")
»

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

Andante. N9 16. MozarT.
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Secondly: a modulation may take place into the relative major key __as, from A

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

Andante. | NOIT. ONsLow.
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Thirdly: a modulation may be made into the key of the dominant __ for instance,
from A minor to E minor _ as in the next example: —

Andantino. NO IS, , FrEncH ROMANCE.
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# nrthly . we may elese on the dominant major-chord. example:—

Allegretto. NO 9. HimmeL.
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Here, the first part only concludes with an imperfei't cadence; but we can also end

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

Allegretto vivace. V0 20. BEETHOVEN.
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Here, likewise, the first three kinds are the most usual and the most deserving: of imi-
tation. However, modulations into unusual keys produce quite a peculiar charm , when
they are employed seldom, and only where the melody naturally conducts to them.
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'CHAPTER IIL i

OF THE RHYTHM IN THEMES OF TWO PARTS OR STRAIN'S.

Only those melodies sound pleasing' and intelligible to a musical ear, in which the im-

perfect and perfect Cadences and points of repose are introduced in the proper places,

and in which, therefore, a becoming symmetry exists between the several parts.

A perfectly rhythmical melody must consequently consist of an even number of bars,
such as four, eight, ten, or sizteen. A melody which consisted of five, nine, or elev-
en bars,would be unrhythmical and, in general, unsatisfactory to the ear.

In all the preceding examples, except N°* 11 and M4, each part consists of eight
bars, which is the most regular of all rhythmical forms. A melody of seven bars
would present a premature and unsatisfactory conclusion;and one of nine bars, a
wearisome and superfluous protraction. : ‘

But, on the contrary, the first part of a theme may very well consist of ten bars,m
which case, however, the last two must appear only as adjunctive to the originally
conceived idea of eight bars. The same applies to the second part;besides which, this
latter may be so protracted, that after the eighth (or tenth) bar, the cadence is then
first introduced which leads back to the origiinal key; after which the first part a-
gain follows, either entire or abrldg'ed and perhaps also suitably varied. In a pro-
tracted cadence, a smg'le bar is sometimes interpolated, which certainly makes the
rhythm unequal, but in such places is in no way offensive to the ear. Example:—
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As this theme is performed very slowly, the author has omitted all repetitions. The second

part.however, contains an addition of two bars, forming' a cadence in C, after which follows
the whole of the first part again.
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Here, the second part contains eight independent bars, which are then followed by the
eight bars of the first part;so that, altogether, the second part consists of sixteen

bars.

N0 28, MozarT.
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The first part might here conclude at the eighth bar, the last two bars being only ad-
Junctive. We perceive that the imperfect cadence occurs in the fourth bar, like as in or.
dinary melodies consisting of eight bars. The second part has an independent melody,
which consists of eight bars;hut it receives a protraction,which prepares for a return
to the first part. The last bar is an interpolation, as it makes the rhythm unequal. Here,
howevey; it forms a kind of pause, and therefore it does not at all disturb the symme-
try of the whole.

In the second part, however, an actual pause can be introduced,which usually occurs
in the fourth or eighth bar, on the chord of the dominant. after which the first part
is either repeated,or else a new idea follows. For example: —
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That interesting and perfectly satisfactory melodies consisting' of an uneven num-
ber of bars.can also be invented,is proved by Haydns theme of which we here give
the first part as an example.

But it very seldom happens that a melody so unconstrai
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nedly yields to, and indeed ne.

cessarily demands, this extreme rhythmical protraction. For it is always a rare exception
to find one that favours it, and still more rare, one that requires it; and the object of the
composer to appear original by this means. is usually purchased at the expence of what is
pleasing' and intelligible. But that originality can exist within the bounds of regular
rhythm,has been proved by many great composers, and particularly by Beethoven.

The form of the two-part theme occurs as frequently in vocal, as in instrumental comn-
position: yet, in the former, the strict rhythin cannot always be precisely observed, as
the structure of the melody depends on the number of the words. But even there the com-

poser must endeavour to depart as rarely as possible from the rules of musical symme.
try: for experience teaches, that those melodies which have acquired a universal and
long'. continued celebrity (and which have therefore beeome classical ) are always re.-
strained within the limits of regular proportion, and consequently make the quickest and
most lasting impression on the ear and memory.
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Melodies of sie bars may also be formed.like that of the following well known Eng.
lish national song, for example: —

Moderato. : N0 26, DY BuLL.
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But this melody arises from the peculiarity of the words. In purely instramental mu-
sic the composer very properly avoids such rhythms, unless a particularly suitable i-
dea by chance renders such an exception justifiable. '

The ability to invent beautiful melodies of the kinds already mentioned is of great
value, and with due deliberation’ we have endeavoured so circumstantially to exhibit
them. Most young' composers, from the very commencement, essay alas! in the greater
forms__in Fantasias, Variations, Rondos and the like __and neglect to incite their talent,
in the first place, to the ereation of beautiful, rhythmical and original melodies. An ori-
ginal and finely conceived theme, is far more valuable than the most brilliant passages on
foreign subjects; for upon its beauty, depends also the effect and success of the greater
piece, whether instramental or vocal ,which is constructed thereon. How many Operas are
indebted for their popularity wholly and entirely to the charming: subjects of the kind a-
bove-mentioned, with which their vocal pieces are endowed! The young composer, there.
fore, must endeavour to invent daily, by way of exercise, one at least of such themes: and
in so doing to observe the greatest variety possible,both in respect to the time and de.
gree of movement, as well as in the difference of character customary in music. Serene,
merry; delicate, tender, elegant, pensive, sad, melancholy, simply melodious, and harmonious.
ly interesting subjects.__ all these he must he able to invent at his pleasure. He must
also aceustom himself tv note down immediately any idea which may strike him at a pro-
pitious time, frequently even whilst extemporising'; indeed, in such moments, he must ac-
tually hunt after gond subjects. and at once preserve them in writing': for how many
happy ideas have already heen lost through neglecting this!

To each idea so noted down may likewise be remarked, at the same time, for
what use it appears most suitable; and if to this be added the degree of move.-
ment according tc Maelzels Metronome, we shall remember, even years hence,
the expression which we assigned to it at the period of its first invention.

Such an extensive collection of ideas, ereated during the vigour of youth. is 2
valuihle treasure to the composer in after-life: and from manuscripts left by
Beethoven we have ohserved that many of the most beautiful ideas employed in
his later great works. were by him conceived and noted down long hefore, (per.
haps in his youthful day<) and that therefore he was certainly indebted to this
method for much of his fertility of invention.
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- CHAPTER 1V.

OF VARTATIONS.

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

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

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

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

1. In which the theme is strictly preserved in one hand, whilst a new, aug*mented
or even florid accompaniment is performed by the other.

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

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

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

5. Where the theme receives other harmony, or artificial modulations,which may be
combined either with the strict, canonic, or fugued style, or with imitative figures.

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

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

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

As no single set of variations exist, which ecomprises all these forms,we hope by
means of this peculiarly designed model, fully to answer the foregoing object.
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The last six numbers, from 31 to 36, are more especially adapted for the conclud-
ing variation and the Finale bhelonging thereto.

In the second bar of the theme, the first chord is g, and in the fourth bar % . But
as these are merely to be viewed as chords of suspension, it has been allowed.in the
third class of variations, immediately to take the chords into which they resolve, in-
stead of them, as may be seen in N5 9 to 16.

This license depends on reducing' the theme to its most simple foundation-harmony,
and varying it in this form.

The harmony upon which the foregoing theme is founded, is as follows: —

Ny

N

j
| ==

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

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

1

6ilg !



e

b
We may assume three species of variations:— .

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

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

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

Each of these three species possesses its value; for the talented composer can
render them all interesting and substantial, and players of every rank have .a right
to expect good compositions, suited to their abilities.

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

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

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

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

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

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

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

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

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

5 : A
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i CHAPTER V.

OF THE INTRODUCTION AND FINALE TO A THEME WITH VARIATIONS.

The design of an Introduction,is to prepare the hearer for the ensuing theme and
musical piece; for, especially in the case of variations, it sounds rather insipid to com-
mence at once with the simple theme.

The Introduction may be short, modgrately long; or even of considerable extent, but
it must always bear a correct proportion to the length and character of the whole
piece. In like manner, it may be constructed either on the ideas of the theme, or
consist of wholly independent thoughts. If, for instance, the theme in the foregoing
chapter were to be preceded by a very short Introduction, either of the following

kinds would be applicable.

Introduzione. Allegro non troppo. %E g
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This prelude is, as we perceive, constructed on the idea of the theme.
Here follows another, where such is not the case:—
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A few bars or chords are also sufficient to form an Introduction.
The eonstruction of the greater Introduction will be mentioned farther on, in

the chapter treating' of the Sonata.

The Finale is geenerally and most suitably written in a quicker degree of movement,
and often also in a different time, (see the NS 31 to 36 in the previous chapter ).

After the theme has heen completely produced in this state, we unite some rhythmical

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

mical idea may then follow, after which we again return to the original key. Here, the

Finale theme is once more taken up, either without repetition, or else newly varied which

is succeeded either by brilliant concluding' passages, or by a soft melody on the tonic-

pedal, and thus the whole ends energetically or piano. A very short Finale can be -

formed by letting the concluding passages, or the organ-point, immediately follow

the Finale theme,.
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As the greater Finale usually takes the form of the Rondo. its construction will
be treated of at large, in a succeeding part of this work.

We here insert the entire theme of which the commencement has been given in
the foregoing chapter, and recommend to the pupil, as a very useful exercise,
to complete the whole of the variations in the manner of the 36 beginnings which
are there found, and to treat the last siz numbers as little Finales.

Theme. Allegro moderato. ' —
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When it is considered. thet ecach of the six classes established in the foregoing chap-
ter, can be treated and employed in so many ways,we shall not be thought to exaggerate,in
asserting that several hundred variations might be invented on any suitable theme.

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

OF THE SONATA.

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

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

1t Movement. Allegro.

274 Movement. Adagio or Andante.
3 4 Movement. Scherzo or Minuet.
4 Movement. " Finale or Rondo.

OF THE FIRST MOVEMENT OF THE SONATA.

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

1. The principal subject.

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

3. 'The middle subject in this new key.

4. A new continuation of this middle subject.

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

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

*

By the term “(;1’fg‘illal key’ must always be understood the key in which the composition is set.

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

Like as in a romance, a novel,or a dramatic poem, if the entire work shall be
successful and preserve its unity, the necessary component parts are: first, an
exposition of the principal idea and of the different characters, then the protract-
ed complication of events, and lastly the surprising catastrophe and the satisfac -
tory conclusion:— even so, the first part of the sonata-movement forms the ex.
position, the second part the complication, and the return of the first part into the
original kev 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 comnposition above all others at present existing, and in which all genu-
ine master-pieces of modern instrumental music (as Symphonies, Concertos,
Quartetts, Trios, &c ) are composed.

Or THE MODULATIONS OF THE SONATA IN A MAJOR KEY.

The most natural modulation which the ear anticipates and desires, and with
which it is most perfectly satisfied. is that from a majer key to the key of its
dominant; for example, from C to G, from A to E, from E flat to B flat &ec.
This modulation must in general be employed in each piece which, according 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 subdominant (as from C to
K, or from E flat to A flat), in itself so natural, appears, in this case, as well as
in the simple two_part theme, very feeble, unsatisfactory, and even disagreeabhle; al-
though, in other instances (as, for the Trio of a Minuet or of a March), it has a
very pleasing' effect.

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

The commencement of a Sonata may be either mild or energetic, and may consist
either of a melody, or of a short figure suitable for development;or even of chords.
or moving passages. After this commencement,as the principal subject,has been
definitively produced, it is immediately followed by the continuation. _ If the com-
mencement be soft and melodious, the continuation may consist of new and ener.
getic ideas, or moving passages; and, on the contrary, a strongly marked com-
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mencement may be followed by a gentle melody. This continuation then modulates
either immediately, or (in grand, extended Sonatas) after several preparatory mo.
dulations, into thé key of the dominant, for which the chord of the dominant seventh
is used at the cadence. When; therefore, the Sonata is written in C, the chord of

the seventh takes place on D, ﬁ which establishes the transition imto G

major.

Now follows the middle subject, which must consist of a new idea. A good mid-
dle subject is mach more difficult to invent, than the commencement; for, jirst: it
must possess a new and more beautiful and pleasing melody than all which pre-
cedes; and secondly, it must be very different from the foregoing, but yet, accord-
ing to its character, so well suited thereto, that it may appear like the object or
result of all the preceding ideas, modulatlon% or passages. A feeble and insignifi-
cant middle subject creates the feeling in the hearer. that all the foregoing is use-
less toil and pains.

To this middle subject, a new continuation immediately succeeds, which generally
consists either of moving or brilliant figures, and is terminated by a cadence; after
which. the, first part concludes either softly' or vigorously with a new final melody or suit-
able energetlc passages. The repetition of the first part may then either follow
nunedlately, or be introduced by a cadence leading to it.

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

Far more difficult is the invention of the second part,which is always one of the
most important tasks for a composer. For, here, the ideas of the first part must be
displayed, developed,worked up, and necessarily augmented with new ones.The whole
field of modulation, art, and fancy, here lies open to the composer. But this develop-
ment must consist of no arbitrary rambling into many keys, no heaping together of
designless modulations, and as little a Potpourri-way of connecting the subjects, or.
a laboured display of dry learning :— and the most difficult thing in this place to
the beginner is, the observance of that nice boundary which lies between the Sona-
ta and the Fantasia or Capriccio. For this first portion of the second part (until
the re-entry of the principal subject) the compcser must form a plan,which he must
at first note down in figured chords, and in respect to-the rhythmical and aesthe-
tic 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 calculated thereon, for the purpose of returning to the principal subject at
the proper time. A single period too much or too little may then enfeeble all that
pleasing expression, which the re-entry of the theme in the original key should pro-
duce,which is the true and expected end of all this development.

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

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

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

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

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

From little Sonatas we gradually proceed in this manner to the greater, progres.
sively continuing: to select more important and finished patterns, until at last we find
ourselves sufficiently exercised to be able to write, without a model, with facility
and regularity of form.

Many talented youths have lavished their best time and abilities, by too early at-
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