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PREFACE.

THE success attendant on the former edition
of the following excellent little work by the late
Mr. Hamilton (of which a very large impression has
been sold) has induced Messrs. R. Cocks and Co.
to issue a new edition, revised, corrected, and aug-
mented by the present Editor. Several sections not
in the former edition will be found in the following
pages, including Observations on the Compass and
Scale, &c. of the Cornet-a-piston, Sax Horns, Ophi-
cleide, Conecertina, and Kettle Drums, as also on
the Accompaniment to Choruses, &ec.

The Kditor hopes that these additions to the
original work will be deemed useful; in making
them, his principal aim was the further improvement
of the musical student in the art of instrumentation.

October, 1846.






THE AUTHOR'S
ADDRESS TO THE READER.
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THE very liberal patronage which the public
has been pleased to bestow on my three Catechisms
on Harmony and Thorough-bass, and on Counter-
point, Rhythm, and Composition, has induced me
to publish the following little work on the Art of
Writing for an Orchestra and on Playing from
Score, which may be considered as completing my
Practical Course of Harmony.

After explaining the compass, notation, and
powers of the different instruments used in a com-
plete orchestra, and the distribution of them into
two aggregates or masses, viz. siringed and wind in-
struments ; 1 shew the manner in which these masses
may be employed, either separately or in combina-
tion, as also how one or more instruments may be
treated as solo instruments, and accompanied by
others as subordinate parts. All these cases are
elucidated by numerous examples adapted to the
prineiples laid down, and finally still further illus-
trated by fragments taken from the scores of Mozart,
Beethoven, and Cherubini.




1V ADDRESS TO THE READER.

This terminates Part I. The remaining chapters
are devoted to the art of playing from score. T'he
nature of a score is first explained, and the manner
shewn in which an accompanist must examine it,
so as to form an idea of its contents, both as a
whole and as to its details. I then proceed to shew
how various passages of frequent occurrence may
be transferred to the piano, so as to convey, as far
as possible, the ideas of the composer; and, lastly,
I gii'e some notion of the different styles of music
prevailing at different periods; and explain in
what manuer they influence the mode of accompa-
niment.

In this, as in my former little Catechisms, I lay
claim to no originality or invention : I have freely
taken, from the theoretical works of the modern
German, French, and Italian writers, whatever
seemed to me of real utility, omitting only what
appeared unimportant or superfluous; and thus I
trust I have been enabled to lay before the public a
short and intelligible treatise on a subject respecting

which nothing in our language has appeared of the
slightest practical utility.

J. A, HAMILTON.

i e —
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A CATECHISM

ON THE ART OF WRITING FOR AN
ORCHESTRA, &c.

CHAP. I.

MANNER OF TREATING HARMONY FOR AN
ORCHESTRA.

Q. UrON what does the adaptation of music for
an orchestra chiefly depend ?

A. The adaptation of music for the orchestra
depends upon the imagination, taste, habit, experi-
ence, particular knowledge of the instruments to be
employed, and even on the whim of the composer.
It is therefore impossible to prescribe precise rules
for arranging a piece of music in score. If thirty
clever harmonists were to adapt the same ideas for
an orchestra, there would result thirty different
scores, all of which might be equally good. But
this great diversity does not prevent us from giving
general principles on the art of treating an orchestra,
nor from indicating the numerous resources which

harmony offers us in this species of labour.
B



PRELIMINARY REMARKS,

Q. What are the principal instruments used in
the orchestra ? .

A. A complete orchestra is adapted only to large
places, as theatres, concert-rooms, &c. 1t consists
of Violins, Tenors, Violoncellos, Double-Basses,
Flutes, Hautboys, Clarionets, Bassoons, Horns, Trum-
pets, Trombones, and Kettle-drums.

Music in which there is much detail, too many
notes, too rapid a movement in the different parts,
too quick a succession of chords, much eomplica-
tion of harmony arising from too minute an elabo-
ration of the parts, produces no effect in such places.
All that results is a kind of indistinct and buzzing
noise, which says nothing to the soul, and affords
but little pleasure to the ear.

For such an orchestra the movement should be
bold and moderate. Passages in unison ; noble and
well pronounced traits of melody ; occasional ma-
jestic passages in the bass, which part indeed should
always march with a certain degree of gravity ;
great masses of sound, provided they do not last
too long, and thus degenerate into mere noise ; little
rapidity in the succession of the chords ; and, in
fine, whatever partakes of grandeur and simplicity,

will not fail to produce its proper effect.
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In writing for a small orchestra, usually destined
for a confined space, it is almost always necessary
to proscribe all such instruments as are too shrill
or noisy*; such as the T'rumpets, Trombones, and
Drums. It will also be requisite to treat the wind
instruments rvather as solo instruments than in ag-
gregate masses, as otherwise by their superior power
they will infallibly drown the stringed instruments,
which latter ought always to predominate in the
orchestra. Indeed, at any time, ten or twelve wind
instruments are more than sufficient for eighteen or
twenty stringed instruments.

In arranging music for any particular orchestra,
the composer will of course be guided by the instru-
ments which it contains, and by the talents of the
performers.

s T —

* In writing for small orchestras, it is only necessary to in-
clude parts for two violins, a tenor, a violoncello, and double-
bass, two french horns and two hautboys or flutes; or one
hautboy and one flute would be better; and if any increase in
the number of instruments be required, add a bassoon and a
clarinet, then trumpets, kettle droms, and trombones, &ec.
pairing the instraments belonging to the wood and brass bands
for large orchestras, as two flutes, two hautboys, two clarinets,
two bassoons, two or four horns, two trumpets, three trombones
(alto, tenor, and bass), and, if required, a bass ophicleide, besides
kettle drums. If grea'er additions are required (although, in
Heaven’s name, here’s enough), add a piccolo or octave flute,
a cornet a piston, and large bass drum—Edifor.
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Q. How are orchestral instruments classed ?

A. A complete orchestra may be divided into
parts or masses of instruments ; viz. stringed instru-
ments and wind instruments. In orchestral compo-
sitions, the principal parts are universally assigned
to the stringed instruments. Nor is this preference

without good foundation ; they are easily tuned to

any required pitch; they may be played upon for
any reasonable length of time without fatiguing the

performers ; they admit of the utmost rapidity of

execution ; they are capable of perfect intonation
in all keys, and that with almost equal facility in
each ; and, lastly, by their power, sweetness, variety,
and delicacy of tone, they are admirably adapted to
every stvle and to every variety of expression.

In the following pages we shall call the combi-
nation of the four principal species of stringed in-
struments, namely, the first and second Violins,
Tenor, and Violoncello, the orchestral quartet, or
simply the quarfet. This denomination will be
found useful, though it is not strictly correct, as
each of these four parts is in reality played by
several instruments at the same time.

The wind tnstruments are used to enhance and
diversify the effect, and to impart /ight and shade to
orchestral compositions. Besides their use in the
forte passages, where they usually doubled the
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stringed instruments either in the unison or octave,
they are often employed alone, or alternately with
the former; occasionally too, short solos, duets, &ec.
are given to one or more of them; or, when the
stringed instruments contain rapid successions of
notes, the wind instruments proceed by notes of
long duration ; this preserves the impression of the
full barmony, while it superadds the advantages of
variety and contrast.

Q. In what number of parts is orchestral music
generally written ?

A. Harmony in four parts forms the basis of
orchestral compositions ; but it is often intersected
by that in two or three parts, or even by passages
in unisons or octaves. All the parts of these har-
monies may be doubled, tripled, or quadrupled,
according to the relief which the composer may
desire to give to them.

CHaAPp. 1I.

ON THE DIFFERENT INSTRUMENTS EMPLOYED
IN AN ORCHESTRA®,

Q. Will you explain the nature and compass
of the instruments used in orchestral music ?

e . - —— e e e — i —— —

* See also Czerny’s Practical School of Composition, trans-
lated by John Bishop; and Warren’s Hints to Young Com-
posers ; both published by R. Cocxks and Co.
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A. It is indispensable that whoever composes
for an orchestra should be perfectly acquainted with
the compass and powers of the instruments for
which he is about to write. This species of infor-
mation cannot however be obtained from books
alone ; it must be sought for in the orchestra itself,
and can be fully acquired only by often consulting
the performers themselves; in fact, this knowledge
is the result of labour and experience.

We shall content ourselves with merely in-
dicating the compass of each instrument used in the
orchestra, adding, as we proceed, such general re-
marks as appear to us indispensable. .

§ 1. Stringed Instruments.

Q. Which are the stringed instruments ?

A. They are the Violin, Tenor, Violoneello,
and Double-Bass.

1. Fiolin.
Q. What is the compass of the violin ?

110

to

A. It extends from —f] including

all the intermediate semitones. But, in orchestral




7

musie, which is intended to be played at sight,
" =

e m——

passages seldom ascend higher than

When two instruments of a sort are employed
in the orchestra, as is the case with the violins, the
notes for the second instrument are always written
lower than those for the first, unless some particular
reason obliges us to deviate from this rule.

2. Tenor or Alto.
Q. What is the compass of the tenor ?

' X
G
A. It extends from E—:—-:H including all
LS N

the intermediate semitones. In solos and concertos
for this instrument, the passages sometimes run as

|
i

high as

3. Violoncello.

Q. What is the compass of the violoncello ?
A. In tutti passages for the orchestra, it extends



-=-
P

from % but, in the occasional solos

—

-©-
given to this instrument, passages may ascend
three or four notes higher. All the intermediate
semitones are of course included.

In writing for an orchestra, when the violoncellos
are to play without the double-basses, we must in-
dicate this circumstance by the words Pioloncells
Soli, or Violoncelli. When the double basses are
again to join the violoncellos, we must insert the
terms T'utti or Bass.

4. Double-Bass or Conitra-Basso.

Q. What is the compass of this instrument ?
A. The double-bass used in England is mounted
with three strings, which are tuned as follows:

THIRD STRING. SECOND STRING. FIRST STRING.

e T
Vo
Its compass extends from g—"—a with all
SRR &

the intermediate semitones ; but it must be observed,
that the notes which this instrument produces are
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in reality an octave lower in pitch than the notation
here represents them.

The double-bass is a very important instrument
in the orchestra. It generally plays out of the same
book or part as the violoncello.

This may always be done when the violoncello
part is simple, and does not contain rapid passages ;
but when it contains difficult passages or scales
in unusual keys, the double-bass can no longer
keep pace with the violoncello, and it becomes
necessary to simplify the passages so as to suit it.
In all such cases, authors, for their own interest,
should not neglect to write a distinct part for the
double-bass, as simple as possible,

§ 1I.— ind Instruments,

Q. What wind instruments are used in the
orchestra ?
A. The Flute, Hautboy, Clarionet, Bassoon,

Horns, Trumpets, Kettle-drums, Trombones, Basset-

horn, &ec.
1. Flute.

Q. What is the compass of the flute ?
i

W0
A. 1t extends from :ﬁ including

-3 or O
all the intermediate semitones.
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The highest notes of the orchestra are given to
this instrument.

2. Hautboy.
Q. What is the compass of the hautboy ?

ho-

—_——

A. It extends from E including all
-©-

which

the intermediate semitones, except é

Fo

requires that the instrument should have a key for
this express purpose.

3. Clarionet.
Q. What is the compass of this instrument ¢

[P

to

A. It extends from Eg including

i ——

L [ ] L ] —O- L
all the intermediate semitones; but in orchestral

#o-

music¢, the passages seldom run above E




11

and

The notes between E@ are Very

=3
soft : they are often used in arpeggios. Those in-

and #¥©-

cluded between E— H are more

sonorous and brilliant: above this compass, they
cannot be subdued without great difficulty.

Q. Are there not several kinds of clarionets used
in the orchestra ?

A. Yes; three kinds, clarionets in A, in Bb,
and in C. Clarionets in C execute the notes such
as they are written ; those in Bb play them a major
second lower, and those in A, a minor third lower

than they are written.
Q. Why is it necessary to have more than one

kind of clarionet ?

A. Some keys, even among those in common
use, would be imperfect or impracticable on the
C clarionet : such keys, for example, as have more

than two sharps or flats for their signature.
The C clarionet is used for the keys of C, G,

and F' major, and their relative minors A, E, and D.
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The Bb clarionet for the keys of Bp, Eb, Ab
major, and their relative minors, G, C, F.

The A clarionet for the keys of A, D, and K
major, and their relative minors F {f, Bfg, and C .

The Bb clarionet diminishes the number of flats
in the signature; that of A the number of sharps.
The composer chooses one of these three clarionets
according to the key in which the piece is written ;
and, in selecting one, his aim is to have only a
single flat or sharp after the clef, or at most two.

Examples.
C Clarinet. B flat ditto.

At wriin. ﬁ%ﬂ- =

A ditto.
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4. Bassoon.
Q. What is the compass of the Bassoon ?

ho-

=

o e ——m

A. It extends from E—:__H including
bo-
all the intermediate semitones, except 5—-——-—9

B T = e

e e e

go

The two following notes, however, are very bad,

and should not be used E—— -

o bor
When the bassoon ascends very high, the notes
are generally written in the tenor clef.
This instrument serves as a bass to the wind in-
struments, and frequently doubles the bass of the
orchestra.

5. Octave Flute.

Q. What is the compass of this instrument ?
or

P
19

to

A. It extends from % The

C

|
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and

notes which lie between g<—— are too

feeble for the fortes of the full orchestra; they can
therefore only be employed in solo passages.

The octave flute always plays the notes an
octave higher than they are written.

6. Horn,

Q. What is the compass of the Horn ?

A. The following are the notes used in orchestral
music.

=
Horn parts are always written in C; but by
means of crooks they may be suited to any key.

The above notes are executed by the instrument.

1. An octave lower than written when the horns are in C

2. A minor seventh lower....c.000.... AR B D
3. A major sixth lower............. oo iaigis rigiaig e E flat
B ROR SR JOMWEIL . o500 s abaics sni oo v st ve E nat.
b. A perfeot fifth lowersoccoeerevesences N RN F
B TOUETR OWBE L h5 o 3 ios w0 - 5. 0s0 ere ons b0 e e
Lol BEDOT tIATE JOWET . « . « vt 5ie o 5757 5i0m bre sl doted A
8. A major second lower............. . . .the Acute B flat

ok major inth. ... soieesaP v saan eV Grave B flat
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The first horn should not descend lower than

nor the second ascend higher than

they may be used with effect.’

though weak, may occasionally be used as notes of
passage.

In solos, many other notes are given to the horn ;
but, as they are produced artificially, their sound is
dull and imperfect, and therefore unfit for the
orchestra.

As the horn is an instrument of a deep pitch, it
may sometimes execute the bass of the harmony.



16

Frequently, the first horn plays in one key and
the second in another. This is done in order to
obtain the greater number of oper or natural notes.,
For example, in D minor, we may use one horn in
D and the other in F.

Four horns are sometimes used in large orches-
tras, two 1n the original key, and two in that of its
dominant, &e.

7. Trumpet.

Q. What 1s the compass of this instrument ?
A. The following are the notes used in writing
for the orchestra :

e

%
The trumpets frequently double the horns in the

octave above, when they are used to strengthen
the mass of the orchestra.

Trumpet parts are always written in C, and, like
the horns, adapted to other keys by means of erooks.

The trumpets in D execute the above scale of
notes a major second higher than they are written ;
those in I£b a minor third higher, &ec.

Trumpets are instruments of a piercing quality
of tone, and must be used but seldom. Like the
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trombones and drums, they are used only in the
loud parts or fortes of the entire orchestra, to en-
hance the effect and vary the masses of sound.
Trumpets with keys or slides are able to supply
most of the intermediate notes, at least in solo

passages.

8. Keltle-drums.

Q. What is the nature of these instruments ?

A. They have only two notes of the key in
which they are tuned, the tonic and dominant;
but they may be transposed into different keys, as

C, D, Ep, ER, F, G, A, Bb, &e.

S &e.

Composers indicate this key at the commence-
ment of each piece, but always write the part for
the drums as if they were in C.

Q. Are there any other observations to be made
with regard to these instruments ?
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A. The two notes of the kettle-drums may be
used as essential notes of the harmony. The drums
may occasionally be used in the pianos as well as
in the fortes. They often execute the bass in the
harmony, particularly in pedal passages.

The roll of the drum is indicated by #rueasasans
or by the Italian term #remolo ; but, when it is only
of short duration, it is indicated by

Kettle-drums of a new construction have been
lately introduced into the Philharmonic and other
orchestras, whereby the notes may be tuned chro-
matically and with the greatest facility during the
performance of a piece.

Q. What is the compass of the kettle drums
you have just alluded to ?

A. The compass of the large kettle-drum,
diameter 24 inches, is from

That of the small kettle-drum, diameter 21
inches, is from




Q. What is the orchestral compass of these
new kettle-drums ?

A. The orchestral compass of the larger drum
is from to

PT'
il

Q. What is the compass of the old kettle drums?
A. The orchestral compass of the larger drum,
is from to

2

that of the smaller drum from

Q. In scores in general, by what names are the
kettle-drums indicated ?
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A. By the words Tympani, Timbales, or simply
by the words keftle-drums or drums.

Q. Are either of these terms sufficient to dis-
tinguish them from the large bass drum or the side
drum ?

A. Yes, because these terms are in the plural ;
besides which, the large bass drum and the side drum
would be thus indicated—Gross Case, for the great
drum; or 7imbale, or Petit Tambour, or Tambour,
for the small side drum: besides which, the large
and side drums are rarely used, except in military
bands, or in theatrical orchestras.

9. Trombones,

Q. What is the compass of the trombones ?

A. Three sorts of trombones are used in the
orchestra—the bass, the tenor, and the alto trom-
bone.

Their compass is as follows :

Bass Trombone.

w ”&l
e (L

Tenor Trombone.

_fﬂ
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Alto Trombone. —-—___'._____.E:H

O
This instrumeént produces a great effect when

properly introduced. It is particularly useful in
strengthening the basses in the great masses.

The trombones play in every key without trans-
position ; hence they are written with sharps or
flats at the signature, like the violoncellos, bassoons,
and tenors.

Trombones are seldom treated as solo instru-
ments; yet, when they are joined to the horns and
trumpets, they are adapted to convey ideas of a
mournful character—an effect peculiar to brass in-
struments,

10. Ophicleides.

Q. What is the compass of the Ophicleides ?
A. The alto and tenor ophicleides extend from
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Q. What are the natural sounds of the bass
ophicleide ?
A. The natural sounds of the bass are

-9
A

-
e =
Q—__:[____;%

.._
and it has a chromatic scale.

Q. What are the peculiar effects of the ophi-
cleide ?

A. In many respects, the effects are similar to
those of the trombones, and are proper in strength-
ening the harmonies used in the brass band ; but
the tone is more mellow and not so piercing as that

of the trombone.
Solos are sometimes played on this instrument.

11. Basset Horn.

Corno di Bassetto (Ital.)

Q. What is the nature of this instrument ?

A. It is but seldom used in the English orchestra.
Its tone is very sweet, and, in solo passages, it is
capable of producing very striking effects; it re-
sembles a clarinet of a large size, and is a little
bent at the top.
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Q. What is the compass of this instrument ?
A. Its real compass comprises the notes con-

and “©-

——— ————— =

tained between

including all
e
the intermediate semitones.

The person who plays the clarinet generally

takes this instrument, and the part for it is usually
written a fifth higher than its real pitch : thus

Notes as written.

Notes actually produced.
T ey

e

The fingering of the Basset-horn is the same as
the Clarinet. The effect of this instrument is very
beautiful. A fine example of the employment of
the Basset-horn may be seen in the score of Mozart’s
Requiem.

T'wo basset horns may be sometimes used instead
of two clarionets or two hautboys; but only in
compositions of a tranquil and religious character.
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12. Cornet-a- Piston.

Q. What is the compass of the Cornet-a-
Piston ?

A. With two pistons, it extends from
to &=

==

with chromatic scale, but without the lower DR,
D {#,and Eb.

With three pistons, the compass is from
to ©-

==

with complete chromatic scale.

Q. What are the effects of this instrument in the
orchestral masses ?

A. The Cornet-a-Piston is more suitable in
passages of a melodious character, and may be taken
either with the flute, clarinet, hautboy, or bassoon,
in soli parts. It is properly a solo instrument ; and,
from its perfection as regards tune, and quality of

tone, although piercing, it is exceedingly effective
and agreeable, Example:
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13. Sax Horns.

Q. What are the nature and compass of these
instruments ?

A. There are four species of Sax Horns; viz.
1'reble, Alto, Tenor, and Bass.

The compass of the Treble is from

o

to but as this instrument stands in E flat,

the real sounds are a minor third higher.

The compass of the Alto is from

i

0O

but the real sounds are a major second lower. It
stands in B flat. |

The Tenor, which stands in E flat, is a major
sixth lower than the notation. Its compass is from

et

The compass of the Bass is from

-
e s

to
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Real sounds a major second lower. It stands in
B flat.

The whole of these instruments have a complete
chromatic scale. Each instrument has also a slide,
by which the pitch can be lowered one whole tone.

The form is nearly like that of the Bugle, and
it has 3 pistons or valves, of a new construction,
and it is superior to the Cornet-a-Piston or Corno-
pean.

The peculiar effect of these new instruments
in brass bands is in the blending of their tones
with those of the Trumpet, Horn, Ophicleide, and
Trombone ; indeed, from the purity of its tones, it
combines the best qualities of those instruments.

14. Concertina®.

Q. What are the peculiarities of this instrument?

A. The concertina possesses qualities which
have never hitherto been combined in a single
musical instrument. It is equally adapted to the
most expressive performance, as well as the most
rapid execution, whether confined to the succession
of single notes, or in harmony of two, three, four,
or more parts. The most perfect crescendos and
diminuendos may be easily obtained from the

* Professor Wheatstone, who invented the Electric Tele-
graph, is the inventor of the Concertina,
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concertina. To these advantages may be added
the peculiar beauty of its tones, and its extreme
portability. |

Q. What is the compass of this instrument ?

1P

to

A. It extends from with

a complete chromatic scale, and the difference be-
tween G§ and Ab, and D# and Eb.

CHAP, I1I.
INSTRUMENTS PECULIAR TO MILITARY MUSIC.

Q. What instruments are peculiar to military
music ?

A. Military music, very unlike chamber or
orchestral music, receives a particular character
from the use of some instruments peculiar to itself.

Some of these have only a single note, others a
compass with which it is necessary that a composer
should be acquainted.

These instruments may be divided into two
classes : the first class comprehends such as in this
species of music are added to those already described
as belonging to the orchestra, These are the smal/
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flutes in Ep and F, &c., small clarionets in Eb or
F, and the serpent.

The second class comprehends those noisy instru-
ments whose pitch does not enter into harmonie
combinations, and which are employed to increase
the effect and mark with energy the bar and its
rhythmical subdivisions. These instruments are
the ¢riangle, the cymbals, the great or bass drum, the
side drum, the tambourine, and the crescent, a Turkish
instrument with bells or gingles. The notation of
these latter instruments is as follows::

1. Great, or Bass, or Double Drum.
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5. Cymbals and Tambourine.

These and the other instruments peculiar to
military music are only sufferable in the open air.

Small Flute in E flat.
The pitch of this instrument is a semitone
higher than that of the octave flute.
Q. What is the compass of this species of flute ?

8va glta.
-
e

A, It is as follows: @ but the

part for this instrument is written in D, a ninth
lower than the notes which are actually played.

Small Flute in F.
Q. What is the compass of this instrument ?

8va glta.
O
Bt

A. It extends from @ but, like

the preceding species of flute, all music for it is
written in D, a minor tenth lower than the notes
indicated.
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Q. Are there not other kinds of flutes ?

A, In English military music, other flutes, a
minor third, or a perfect fourth above the pitch of
the concert flute, are also used ; 1n all cases, the parts
for these instruments are written in D.

Small Clarionet in F.

Q. What is the compass of this instrument ?

A. In pitch it is a perfect fourth above the
ordinary clarionet in C. Its compass extends from

he-
e

. —
.

E Parts for this instrument are

-
written in C when the composition is in F'; it there-

fore transposes the notes indicated a fourth higher
than they are written.
Small Clarionet in E flat.
Q. What is the compass of this instrament ?
A. Its pitch is a minor third above that of the
ordinary C clarionet. Its compass extends from

bo.

0 —

A ——

—————J It playsin C when the piece is in

e

Rl W
Eb, and therefore transposes the notes indicated a
minor third higher than they are written,
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Serpent.
Q. What is the compass of this instrument ?
A. In the hands of a good player, its compass
AR o

Like the bas-

soon, no transposition is used; that is, the notes
are played as they are indicated*. For further in-
formation on the scale and nature of wind instru-
ments, see Clarke’s Catechism of Wind Instruments,
containing explanations of the Scale and Compass
of each instrument, and particular directions for
writing the parts for Flutes, Clarinets, Trumpets,
Horns, &ec. &e.; collected from the best authors.
Published by R. Cocks and Co. price 1s. 6d.

— —

CHAP. 1V.

TREATMENT OF WIND INSTRUMENTS AS SOLO
INSTRUMENTS.

Q. What is to be observed on this head ?

e —

* The serpent is said to have been introduced in 1590, by
E. Guillaume, at Auxerre ; and, from its long use in military
bands, it has become of importance as a bass instrument.
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A. The stringed instruments or orchestral quar-
tet often plays without being associated with the
wind instruments. But by adding one or more of
them to the quartet, there results a number of com-
binations which deserve to be indicated, in order to
shew the great resources which an orchestra offers
to a composer.

Any single wind instrument, as a Flute, Bassoon,
&c. may be added to the orchestral quartet. Then,
if it be introduced merely to diversify the effect
of the stringed instruments by its different quality
of tone, it may simply double one or other of
the parts of the quartet, either in the unison, or the
octave above or below, as may best suit its diapason.

Wind Instrument.
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In like manner the wind instrument might have
doubled the second violin or the tenor.

But, if the Solo instrument is intended to attract
the attention of the hearer more particularly, we
must assign to it a solo passage more or less ex-
tended ; and the stringed instruments must then
serve it as an accompanimeut. This accompaniment
will form with it a duet, trio, quartet, or even quintet,
according to the number of distinct parts which we
employ. See Nos. 1, 2, 3, 4, 5, 6, 7, 8, in the
Appendix.

Similarly, fwo, three, or even jfour wind instru-
ments may be combined as solo instruments. In
this case they should always form correct harmony
among themselves, independent of the accom-
panying quartet. This remark is important, as it
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equally applies to two or three solo voices, or even
several stringed instruments : each class should at all
times form correct harmonyindependent of the others.

The following examples will illustrate the differ-
ent ways of accompanying two or more solo wind
instruments by the stringed instruments. See Nos.
9, 10, 11, 12, 13, 14, 15.

Q. Are there any general rules with respect to
accompanying solo instruments ?

A. They are chiefly as follows :

Consecutive octaves between a principal melody
and any of the accompanying parts, except the bass,
are allowed when the quartet is complete, but not
otherwise.

The melody is sometimes doubled in the octave
by one of the accompanying parts, above or below,
according as the wind instrument is grave or acute.

The violonecello is often treated as a solo instru-
ment, in which case the other violoncellos and
double basses execute the orchestral bass : or, as is
more frequently done, all the violoncellos concur in
playing the same part.

A single voice may be accompanied in the same
manner as a solo instrument.

Harmony in four parts should be treated with
much simplicity when it accompanies a predomi-
nant melody ; but this simplicity does not exclude
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variety. In this case the chords are struck plain,
or detached from one another by short rests, No. 4.
Sometimes a slight movement is given to one or
more of the accompanying parts. Or, when the
principal melody will allow of it, short traits of
melody, more or less striking, are repeated several
times in different keys, or on different degrees of
the scale ; see No. 8. Numberless models of this

kind will be found in the operas of Mozart, Cimarosa,
Rossini, &ec.

CHAP. V.

TREATMENT OF THE WIND INSTRUMENTS AS
A SEPARATE MASS.

Q. How is the mass of wind instruments to be
treated when not combined with the stringed in-
struments ?

A. The principal wind instruments in the or-
chestra are the two flutes, two hautboys, two
clarinets, two horns, and two bassoons; in all, ten

wind instruments, which, when playing together,
E
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have sufficient power to counterbalance thirty
stringed instruments or more.

These ten wind instruments extend from

to

hence the positions of the harmony as executed by
wind instruoments are extremely various. For,
while the stringed instruments generally play but
four different notes at once, the wind instruments
may execute as many as ten.

The examples at No. 16, 17, 18, 19, 20, and 21,
will shew how we may avail ourselves of this
variety of positions.

Q. Will all harmonic phrases admit of being
doubled in the octaves above or below, at pleasure ?

A. Some harmonic phrases will not admit of the
parts being inverted at pleasure, because there
would result successions of hidden octaves and
fifths. In this case, in doubling or tripling the
parts, we must not place the upper part below the
under one.

The following phrase will serve to exemplify the
manner in which we must proceed in such a case.




In the above phrase, the two upper parts will not
admit of inversion with respect to one another; we

must therefore double the parts, as shewn in example
No. 21. '

CuAPr. VI
UNION OF THE TWO ORCHESTRAL MASSES.

§ 1.—Harmony in Two Parts with the Thwo
Masses combined.

Q. How is harmony in two parts to be treated
by the united masses ?

A. In grand conceptions, it is sometimes neces-
sary to consider the whole orchestra as a single
instrument ; consequently, in two-part harmony, we
may give one part of the duet to the stringed in-
struments, and the other to the wind instruments.
The following is an example of a phrase in two
parts :
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‘The upper part of the above phrase may be ex-
ecuted by the mass of wind instruments, and the
lower part by that of the stringed instruments. See
No. 22.

The contrary arrangement can take place only
when the phrase is written in double counterpoint,
as 1s the case in the above example.

For the arrangement of the above phrase for
the combined orchestral masses, see No. 23.

§ IL.— Harmony tn Three Parts for the Two Muasses
combined.

Q. How must we treat harmony in three parts ?

A. We have said before that one entire mass
may be considered as a single instrument : as each
mass is capable of executing several parts of the
harmony, they may be distributed in any of the
several following ways:

1. The upper parts of the trio may be given to
the wind instruments, and the third part or bass to
the stringed instruments in unisons or octaves.
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This arrangement is the best when the lower part
contains a striking melody.

2. The bass and one of the npper parts may be
given to the stringed instruments, and the other
upper part to the wind instruments in unison.

3. The three parts of the trio may be executed
by the wind instruments, and at the same time also
by the stringed instruments.

See Nos. 23, 24, for two phrases in three parts ;
and Nos. 25,26, 27, and 28, for the arrangements of
them for the entire orchestra.

§ UL.—Harmony in Four Parts for the Two
Masses combined.

Q. How are we to treat harmony in four parts ?

A. The different combinations of which this
species of harmony is capable are as follows :

Firstly. The three upper parts may be executed
by the wind instruments, and the bass by all the
stringed instruments in unison.

Secondly. One upper part may be played by the
wind instruments in unison, and the other three by
the stringed instruments.

Thirdly. Two parts may be given to the wind
instruments, and the other two, one of which must
be the bass, may be executed by the stringed in-
struments.
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This arrangement can be used with success only
when each mass, considered separately, forms a
correct harmony in two parts.

Fourthly. The four parts may be executed by
each of the two masses; each one thus forming a
complete quartet.

For examples, see Nos. 29 and 30.

Caar. VIL

PEDAL PASSAGES FOR THE TWO MASSEKES
COMBINED.

Q. How are pedal passages to be treated ?

'A. The harmony upon a pedal note may be
executed by the two masses in two different
manners.

Firstly. The stringed instruments may play the
pedal note in unison, and the wind instruments
execute the harmony above it.

Secondly. The pedal note may be given to the
grave instruments of both masses in unison, and
the harmony to the acute instruments in both
masses 1n octaves.

For examples of both arrangements, see Nos. 31,
32. Almost every variety in harmony may be
used on a pedal bass, and the effect produced
thereby is very fine. All the great composers have




43

introduced, in their best works, episodes in which
the pedal bass is used.

Caap. VIII.

TREATMENT OF UNISONI PASSAGES BY THE
FULL ORCHESTRA,

Q. How may we treat passages in unison or in
octaves ?

A. The unison performs an important part in
orchestral music. Passages in unison must be often
employed ; and, when they are used to express a
pleasing or majestic trait of melody, their effect is
certain. Such passages vary the harmony by suffer-
ing it to repose for a while, without diminishing its
interest, or robbing the orchestra of either its ful-
ness or its power.

The unison is susceptible of several different
modifications ; viz.

l. The unison with stringed instruments only.

2. The unison with wind instruments only.

3. The unison with both stringed and wind in-
struments combined.

4. T'he unison varied in different ways, as shewn
at Nos. 33 to 41, inclusive.
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CuaaApr. IX.

SIMPLIFICATION OF RAPID PASSAGES FOR THE
WIND INSTRUMENTS.

Q. In what manner is this simplification to be
effected.

A. When the stringed instruments have to exe-
cute passages of quavers, triplets, or semiquavers in
quick movements, the wind instruments must as
often as possible move in plain or dry chords. See
No. 42.

In such passages, however, we may occasionally
double the stringed by the wind instruments, pro-
vided the notes are of easy execution, and not too

quick. In these cases, the flutes, hautboys, and
clarionets may proceed in unison with the first vio-
lin; the clarionets or bassoons with the second vio-
lin ; and the flutes, hautboys, clarionets, or bassoons,
with the tenor: this may be done either by doubling
them strictly in the unison or else in the octave, as
may best suit the diapason of the instrument.

To facilitate this duplication of the parts, one
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portion of a passage may sometimes be doubled in
the unison and another in the octave, as at No. 43.

Q. In what cases is it proper to combine the
two orchestral masses 7

A. The combined orchestral masses may be em-
ployed in overtures, symphonies, in the ritornellos
to airs and concerted vocal pieces, in choruses, in
airs for dancing, in pantomimical musie, in trium-
phal marches, and in fact wherever we desire to
produce great effects and develope powerful imagery.
But, in all cases, these combinations must not be of
too long duration, as otherwise the music degene-
rates into mere noise. That these combined masses
may produce an agreeable effect, they must be
introduced after intervals of repose : eight, sixteen,
or twenty-four bars in succession are always suffi-
cient. Still, however, in terminating a composition,
a few more bars may be allowed ; because, if the
hearer’s attention is exhausted or withdrawn, at
least the close of the piece will, by this means, dis-
sipate the ennui which would otherwise result.

From these remarks, it is evident that the most
disadvantageous manner of treating an orchestra is
that of incessantly employing the combined masses,
By this means we exhaust all our resources at once,
and deprive ourselves of the means of varying the
effects.
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Q. In what way must the orchestra be employed
in music of a light and trivial class ?

A. The orchestra in a mass is imposing in regard
to effect, and does not therefore comport well with
ideas of a light and trifling character. Still, as we
are sometimes obliged to employ such in compo-
sitions of this character, we must in this case
avoid—

1. Introducing the more noisy and piercing
instruments.

2. We must avoid choosing such positions of the
harmony as are at once extended and full ; hence

3. We must simply double in the unison the
stringed by the wind instruments.

In the Appendix will be found several examples
of the application of the foregoing general princi-
ples, selected from the works of Haydn, Mozart,
Beethoven, &ec.

No. 44. A passage by Beethoven for wind in-
instruments treated as solo instruments and accom-
panied by three parts of the instrumental quartet.

No. 45. A fragment by Beethoven for wind in-
struments as a separate mass.

No. 46. Passage in unison for twenty-one in-
struments by Beethoven.

No. 47. Ditto by Mozart; two-part harmony
for both masses combined.
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No. 48. Ditto by Mozart; three-part harmony
for both masses. |

No. 49 and 66. Fragments by Mozart and
Cherubini for both masses united.

CHAP. X.

TREATMENT OF CHORUSES.

Q. What is to be observed with regard to cho-
ruses ?

A. Choruses again form a separate mass. By
uniting them to the complete orchestra, we have
three masses to treat at once.

Q. How are choruses to be accompanied by the
orchestra ?

A. When a chorus is not in unison, it should
always form correct harmony in two, three, or four
parts, independent of the orchestra. It must be
treated exactly in the same manner as either of the
two masses of which we have already spoken.

The entire orchestra is often too powerful as an
accompaniment for the chorus; in this case it must
be accompanied by only one of the two masses,
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generaily that of the stringed instruments: these
latter are always to be preferred in compositions of
a soft and tranquil character.,

Q. May a single voice be accompanied by wind
instrumeunts ?

A. When a composer wishes to accompany a
voice by wind instruments, he must treat them as
golo instruments; that is, employ only one of each

sort, except in the terminations, where all the mass
may become necessary.

CuaAP. XI.
ACCOMPANIMENTS TO SACRED CHORUSES.

Q. What should be the manner of treating in-
strumental accompaniments to choruses in the
sacred style ?

The accompaniments to choruses in sacred
music should be more in unison with the wvocal
parts, especially the wind instruments, as flutes,
hautboys, clarinets and bassoons ; because they tend
to support and strengthen the voices, while the
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stringed instruments are at liberty to play a more
florid accompaniment, giving variety and effect to
the whole.

Q. Is this rule to be applied in vocal fugues, or
choruses in the fugue style ?

A. This depends on whether the fugue is in the
strict or free style, as the accompaniments to the
strict fugue, especially the wind instruments, should
as much as possible keep with the voices, in order
to support them ; but this rule is not absolute, as
sometimes, in the episodes and before and at the re-
entry of the subject and counter subject, a varied
accompaniment is required to fill up the harmony.
In the following example, taken from Handel’s
Chandos Anthem (No. 4), “ Have mercy on me, O
God,’ the violins, bassoon, and basses move in
unison with the vocal parts, till the eleventh and
twelfth bars, when the violins play independent pas-
sages to fill up the harmony. On the re-entry of
the subject in the twelfth bar, the hautboy takes the
octave to the vocal part. See the bar marked #,
page 55,
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CHORUS.*

Allegro. HANDEL.
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Then shall I teach thy ways un-to the
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* From a MS. copy, in the handwriting of Christopher
Smith, Handel's A manuensis, in the possession of the editor.
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Q. Has not Haydn and other composers, in their
masses and oratorios, taken more liberty in this

respect than many others ?
A. Yes; but it must be remembered that, in

Handel’s days, instrumental effects where not so
generally known as in the time of Haydn, Mozart,
and Beethoven ; and in the present day, instrumental
accompaniments seem to have exceeded all reason-
able bounds ; it may be called (as regards music)
the age of brass! Many examples may be ecited of
the beautiful effects produced by the union of
different melodies played by voices and instruments,
even in fugues and canons. A fine example may
be seen in the opening of the Credo, in Haydn’s
Mass No. 3, known as the Imperial Mass.

CaHAP. XII.

COMPASS OF THE VOICES IN CHORUSES.

Q. Which are the species of voices used in
chorus-singing ?
A. The species of voices used in choruses are

the Soprano or Treble, the Conitralto, the Tenor,
and the Bass.
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Q. What is the compass belongiug to each spe-
cies of voice ?

A. l. Treble or Soprano

Its extent is the same as that of the tenor; but it is

an octave higher in pitch,
Soprano parts are often written in the C clef on

the bottom line of the stave.

o
2. Contralto E}Eﬂ Same extent

as the bass; but an octave higher.

S &
3. Tenor H%_—_—ﬂ Same extent as the
— ) |

soprano; but an octave lower.

bl

4. Bass EL ——H Same extent as the

contralto; but an octave lower.

It is necessary to employ the medium notes of
each species of voice as much as possible. They
are as follows :
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Tenore. Basso.

When voices are compelled to sing above their
medium notes, they soon become fatigued, and
finish by screaming. Notes below the medium of -
the voice are deficient in power; they render the
harmony feeble and indistinet : hence they must be
employed but seldom, and never in all parts at ore
time¥*.

* See the table of Musical Clefs, page 23 of Warren’s
Hints to Young Composers; also his Catechism of Class
Singing for the Many, Chap. XI; both published by R.
Cocks and Co,

L
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CHAP. 1.
ART OF READING FROM SCORE

INTRODUCTORY REMARKS,

Q. What is meant by a score?

A. The musician who sits down to write a sym-
phony, a concerto, an opera, or any piece for se\e-
ral voices or instruments, can only form an idea of
the effects which may be expected to result from
his labours by having under his eyes all the parts
which concur to form the whole. The process
which he employs for this pupose is extremely
simple : it comsists in writing, on separate staves
in each page, whatever is destined to each voice or
to each instrument, and then in connecting these
different staves by a brace, and by bars drawn per-

pendicularly across the page. This union of the
different parts is called a score.



60

Scores are necessary to conductors, chorus-mas-
ters, and directors of concerts, and indispensable
to accompanists; for it is only by them that they
can gather any idea of the composition as a whole,
or of its effects, or of what is assigned to the differ-
ent voices and instruments.

Q. In what order are the parts arranged in a
score ?

A. All composers do not lay out their scores in
the same manner, There are, however, certain
rules of arrangement which have been generally
adopted, and which are dictated by reason. -Thus,
the voices are ranged in the order which they oec-
cupy in the general system of sounds; the deepest
as to pitch being placed the lowest in the page, and
the others gradually above them. Hence, in a cho-
rus for four voices, the soprano will be placed
above the contralto, the latter above the tenor, and
this last again above the bass. In a double chorus,
the four parts belonging to the first chorus will be
arranged as above, and immediately beneath them
the four parts belonging to the second chorus,

In concerted vocal pieces, as a quintetto, sestetto,
finale, &c. all the voices of the same species are
ranged above each other. Thus, all the trebles,

all the tenors, or all the basses, are assembled in
adjacent staves.
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Q. What is the arrangements in vocal pieces
accompanied by the orchestra ?

A. The order generally adopted is that in which
all the instruments are placed above the voice parts,
except the bass, which is placed below them.

Q. How are the parts arranged in the scores of
instrumental compositions ?

A. There 1s not any positive rule for this pur-

pose.

most usual and the best :

1st Arrangement.

First Violin
Second Violin
Alto

Flutes
Hautboys
Clarionets
Horns
Trumpets
Bassoouns
Trombones
Kettle-drums
Violoncello

Double-bass

2nd Arrangement.

Flutes
Hautboys
Clarionets
Horns
Trumpets
Bassoons
Trombones
Kettle-drums
First violin
Second violin
Tenor
Violoncello

Double-bass

The three following arrangements are the

3rd Arrangement.

Kettle-drums
Trumpets
Horns
Trombones
Flutes
Hautbhoys
Clarionets
Bassoons
First violin
Second violin
Alto
Violoncello

Double-bass

The first arrangment is that of the Italian mas-
ters and of Mozart; the second that of Cherubini,
Beethoven, and the modern French and German
schools ; some of Haydn's works observe the third

arrangement.

Q. Are not other instruments occasionalily em-
ployed in the orchestra ?

G
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A. The insatiable thirst after novel effects has,
of late, caused the introduction of other instru-
ments ; but they are joined to one or other of the
above classes,

Thus, the small flutes or piccolos are joined to
the ordinary or concert flute ; the ophicleides, trum-
pets, cornet-a-pistons, and Sax horns, with slides or
keys, fall within the class of brass instruments ; the
triangles, cymbals, and great drum are ranged by
the side of the kettle-drums.

CuaApr. I

MANNER IN WHICH AN ACCOMPANIST MUST EX-
AMINE A SCORE, IN ORDER TO FORM AN IDEA
OF ITS MEANING AS A WHOLE AND OF ITS
DETAILS.

Q. What is to be observed under this head ?

A. Most scores published before 1750 present
but little difficulty to the reader, as the orchestral
parts are but few and simple ; but, as these simple
forms lost their attraction, it became necessary to
employ more complicated effects, and to combine a
greater number of instruments; so that the reading
from a score has every day become more difficult.
The orchestral luxury in which composers now in-
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dulge gives {o their scores the appearance of a laby-
rinth, in which an inexperienced accompanist is
totally bewildered.

On opening a score, a practised accompanist sees
at the first glance the ensemble of the page upon
which he casts his eye, and discerns with the rapi-
dity of lightning what ought to fix his attention,
and what may safely be neglected. In an orchestra,
there are, in fact, certain instrumental parts which
contain the forms most interesting to the accompa-
niment, and others which, with respect to the har-
mony, serve merely to fill up. As it is impossible
to transfer all to the pianoforte, the accompanist is
obliged to choose only what is really essential.

The first glance being given, the arrangement of
the parts of the score ascertained, and the choice of
what shall be retained and what rejected being made,
we must then occupy ourselves with the details.

When the form of the accompaniment has a
continued or prevailing design, or symmetrical
groupings of notes, the eyes have only to seek the
harmony and apply it to this design. Such esta-
blished designs have the remarkable advantage of
exclusively occupying the ear, and allowing the ac-
companist to neglect all minor details. In these
cases, the eye fixes itself upon two or three staves
only, and thus simplifies its operation.
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In all scores prior to the time of Mozart, we may
pretty safely trust to the orchestral quartet for the
means of forming an accompaniment. But, in his
works, and since his time, the interest of the accom-
paniment is as often to be found in the wind as in
the stringed instruments. It becomes necessary,
therefore, to run our eyes rapidly across the whole
page. To accustom ourselves insensibly to this, we
must practise reading scores for some time, without
actually playing from them ; and thus habituate our-
selves to hear as it were the effect from the simple
perusal, such as if the orchestra were really ex-
ecuting the piece which we examine. This exer-
cise will be found extremely useful.

Coolness is u quality indispensable to an accom-
panist. If he be without this quality, his eyes will
become troubled at the sight of some scores, which,
crowded with notes and different designs, seem to
offer an inextricable labyrinth; though most fre-
quently this apparent multiplicity of subjects is
reducible to matter sufficiently simple and of easy
execution. With a calm eye and a little attention,
we shall easily recognize the intention of the au-
thor, and perceive what may be transferred to our
piano and what rejected.

Very often the parts double one another in uni-
sons or octaves ; and the difference of clefs alone
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gives an appearance of diversity to things which
are in fact identical ; so that many pieces appear
extremely complicated, which nevertheless may
be reduced to two or three parts only.

The former part of the present little work has
sufficiently explained the matter in which harmony
in two, three, or four parts may be arranged for an
entire orchestra ; and it is the business of the ac-
companist to reduce the apparent complication of
parts which result therefrom to the simple harmonie
phrases from which they originate.

CuAp. 111

MECHANISM OF ACCOMPANIMENT. :

Q. In what does the mechanism of accompani-
ment consist, and what is to be observed respecting
it ?

A. The talent of the accompanist consists in
rendering by his piano the intentions of the com-
poser as exactly as that admits of being done, But
the difficulties of fingering, the want of variety in
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the tones of the piano, a defect which does not
exist in the orchestra, and the impossibility of
pointing out to the hearer the various crossings of
the parts; all these things often oblige us to change
certain passages of accompaniment, in order to
substitute others more easy of execution, but still
analogous in their nature,

The study of accompaniment should commence
with the scores of the works of Cimarosa, Paesiello,
Guglielmi, and their immediate successors; for
their style, though brilliant, is easy and -clear.
These works have the advantage of habituating the
accompanist to exactness, without calling upon him
for much effort. The following fragment will shew
with how much facility one may accompany a
plece written like the celebrated finale in La Scuf-
fiara, an opera by Paesiello. See No. 50.

Whoever is endowed with the least intelligence,
will see, at the first glance over this score, that the
violins and hautboys must be played by the right
hand as far as the third bar, where the second violin
part passes to the left hand. The horns also belong
to the left hand, so that the passage will be execut-
ed thus without difficulty. See No. 51. No com-

position of this school and period will offer more

difficulties, either with respect to arrangement or to
fingering,
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Some accompanists, abusing the liberty conceded
to them of arranging the accompaniment in the
manner most convenient as to execution and to
their instrument, change the character of the traits,
either from want of taste or from mere indolence.
Reducing, for example, every variety of arpeggio
to one hacknied species, they give to the music an
aspect of monotony and vulgarity which destroys
its charm. The passage, for example, No. 52 is
often accompanied as at No. 53,

If we are at all endowed with a musical organi-
zation, we cannot but be struck with the want of
taste manifested by such an arrangement. Doubt-
less it would be too difficult to accompany it as it
is written, that is, to retain the second violin part
in its precise form ; but the left hand may surely.
execute a passage analogous to it, as in example
No. 54.

If, however, the design in the second violin part
were continued throughout the entire piece, and
particularly if much modulation were introduced,
the above system of accompaniment would offer
great difficulties, and compel the left hand to skip
about; in this case, it would be better to abandon
the passage contained in the first violin, and to
execute the second violin part in the following
manner, No. 58.
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Q. How are reiterated notes to be transferred
to the piano?

A. Parts for the violin, the tenor, or the bass,
often contain repeated notes in quick movement,
the execution of which on the piano would be both
difficult and ineffective. These repeated notes ap-
pear under different forms, and admit of being
played on the piano in several different ways, In
recitatives and other places, these kinds of #remolos
are disposed in the following manner, See No. 56.

They may be arranged by the accompanist in
several ways, the choice among which depends upon
his taste or caprice.

Among the examples which I shall give of these
arrangements, the first is best suited to recitative,
the rest belong rather to measured accompaniment.
See Nos. 57, 58, and 59.

Sometimes the repeated notes are grouped in
twos, as in the example No. 60.

If the movement be quick, the accompanist
must simplify the doubled notes as follows : No. 61.

But if the movement is moderate, he must em-
- ploy arpeggios, as in example No. 62.

When the #remolo is given to the accompanying
parts with a melody in another part, it must be

played with the left hand, while the right executes
the melody.
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Q. What is to be done when the accompanying
parts contain long holding notes ?

A. As the nature of the piano will not allow us
to prolong the sounds at will, as on stringed or wind
instrnments, we can easily imagine that long notes,
such as we sometimes meet with in scores, would
produce a very poor effect, particularly in slow
movements, if the accompanist were merely to exe-
cute what was written. We must therefore arrange
these kinds of accompaniments so as to mark the
different times of the bar. As to the form of the
arrangement to be adopted, we must, as far as pos-
sible, imitate the air of tranquillity which the com-
poser intended in his accompaniment, and only
multiply the notes so far as is necessary to avoid
drowsiness and ennui. Ex. No. 63,

To translate the accompaniment on the piano
with the requisite calmness, there is no other way
than to take the harmony and arrange it as at

No. 64.
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CHAP. IV.

INFLUENCE OF THE DIFFERENT STYLES OF
MUSIC.

Q. What are the chief observations to be made
on this subject ?

A. Each musical epoch or marked stage of culti-
vation has its peculiar physiognomy, with which the
accompanist should be acquainted. These epochs
may be reduced to the following principal divi-
sions :

1. The style of counterpoint, without any written
accompaniment, called the style of Palestrina.

2. Music accompanied by a figured bass, extend-
ing from Carissimi to Durante.

3. The musie of the eighteenth century, divided
into the Italian, German, and French schools.

4. The music from the time of Haydn and
Mozart to the present day, in which the differences
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of schools or styles are imperceptibly amalga-
mated.

The art of the accompanist consists in knowing
exactly the peculiarities of each of these epochs,
so that he may not introduce any thing incongruous
in his accompaniments. This is particularly im-
portant in music accompanied only by a figured
bass.

The slow movements of the ancient schools are
not to be played so slow as those of Rossini, or
Beethoven, &c.; while, on the contrary, the quick
movements must be played with much less rapidity
than those of the present day.

To accompany the cantatas, duets, or trios, of
Carissimi, Durante, &ec. the accompanist must
follow the different voices with his eye; playing
them as they stand as nearly as possible, wherever
any imitations occur, and merely filling up the har-
mony in three parts only, when that 1s not the case.
See No. 65.

In accompanying the music of Palestrina and
authors of that school, we must play the several
parts simply as they are written, without adding
any other notes by way of filling up the harmony,
as in the following example :



From a Mass in A minor, by Palestrina.
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The recitative of the compositions of this period
is accompanied only by a figured bass, like the
Italian comic operas. The accompanist must play
the harmony indicated by the figures, without re-
gard to regularity of measure, attending only to the
declamation of the singer. At the beginning of the
recitative, and wherever modulations occur, he
must arpeggio the chords which indicate the key.
These arpeggios should rather precede the singer,
for the purpose of facilitating his intonation.

In accompanied recitative, the intermediate »itor-
nelli are played in sirict measure, and the accompa-
nist follows the singer in the other portions of it.

The music of Paesiello, Cimarosa, and others of
that school, offer but little difficulty to the accom-
panist, as the instrumental parts are few and simple,
though brilliant and effective.

When we arrive at Mozart, we are completely in
the domain of music for effect. He first assigned
to the wind instruments the important part which
they now enjoy in the orchestra. The effects which
he draws from them are magical; they demand
from the accompanist great sagacity and experience
in transferring them to the piano in a manner ana-
logous to theidea of the composer. Don Juan, Figaro,
Idomeneo, and the Magic Flute, are works which,
in this point of view, cannot be too much studied.
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When the student has mastered the works of
Mozart, he may proceed to the still more elaborate
scores of Cherubini, Spontini, Rossini, and his imi-
tators, &c. &c.

The obligation of discerning the intention of his
author, of imagining the means of rendering them
on the piano, and of expressing in his performance
what he feels, should not give to his accompani-
ment the appearance of labour. He has other
duties to fulfil : that of guiding the singers, keeping
them in time, assisting their intonation; things
which he could not accomplish if his presence of
mind were disturbed. To be calm and vigorous at
the same time, is the problem which he must re-
solve.

The examples No. 66, 67, which contain the
commencement of a mass by Cherubini, will con-
vince the student that, with a little ingenuity and
practice, he will in all cases be able to transfer to
his piano all that is really essential in a score, how-
ever complex,
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CaaApr. V.,

As the art of constructing or of reading from a
score supposes a competent knowledge of harmony
and composition, we shall conclude by recommend-
ing the following theoretical works to the student,
the whole of which are published only by Messrs.
R. Cocks and Co. .

HAMILTON’S Catechism of the Rudiments
of Harmony and Thorough Bass,

13th etitioN.c L sosseis o s oh dolavs 0 2 0

Key toditt0.ccvee cece v0 cceces 0 hind
~—— Of Counterpoint, Melody, and Com-

POBILION . oo sosnesssssnsnsasves 0 2 0

- Of Double Counterpoint and Fugue. 0 2 0

On the Nature, Invention, Exposition,
Development, and Concatenation
of Mausical Ideasc s . o ws o .| wia st 0 50as)

VIERLING’S Art of Preluding and Kxtem-

poraneous Performance in general,
illustrated by numerous examples,
and designed for the use of Students
in Harmony and Composition. ... 0
TURBRI'S Complete Course of Harmony. 0 2

CLARKE’S Practical Exercises on Harmony
and Thorough-bass...... ...... 0 15 0

—
e i e

T — S
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Messrs. COCKS8’ unique edition of all the
Theoretical Works of the celebrated
Albrechtsberger, translated from the
last German edition by A. Merrick,

Esq. and compared with Choron’s
remarks ; 2nd edition, 2 vols.8v0. 2 2 0
To these may be added—
ALBRECHTSBERGER’S Tables of Modula-
tHoNgs so v et sssssemiintonsssewi® 170
Treatise on Superflnous and Dimi-
nished Intervals.... ceccccoeee 0 2 6
CzERNY’S School of Practical Composition,
a complete Treatise on the Com-
position of all kinds of Music, both
Instrumental and Vocal, translated
by Johu Bishop, of Cheltenham ; in
3 folio volumes, price to subscribers 2 12 6
Non subscribers.. .. 4 14 6

This is considered as one of the most comprehensive and
voluminous works on the subject ever written. To the young
composer, and, in fact, to every professor and amateur who
wishes to obtain a thorough knowledge of practical composition

in all its branches, it is indispensable.

CLARKE’S Catechism of Wind Instruments,
containing explanations of the Scale
and Compass of each Instrument,
and particular directions for writing
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the parts for Flutes, Clarinets,

Trumpets, Horns, &c. &e. ; collected

from the best authors. ... .. ....0 1 6
FET1S (F.J.) An Elementary and abridged

Method of Harmony and Accom-

paniment,translated by John Bishop 0 12 0
W ARREN’S Hints to Young Composers.. 0 3
CORFE'S Principles of Harmony and

Thorough-bass. «.ceveaeccvancs 0 9 4
CzERNY’S Letters on Thorough-bass,trans-

lated by Hamilton. ... «ees s.. 0 4
— .. 32 New Exercises on ditto, by ditto. 0 4
CLARKE’S Harmonic Compass, or the kx-

position of the Key in Musical

CompOSition. « e eveeeevasssssas 10 6

-

S O

In addition to the foregoing, the following works
(although not immediately relating to the art of
instrumentation) may with great advantage be con-
sulted by the young student in Harmony and
Counterpoint ; viz.

CHERUBINI'S Course of Counterpoint and
Fugue, translated by .J. A. Hamilton,
new edition......cee i sde L AN

This course of instruction, as adopted by the Couservatory
of Music in Paris, and the Royal Academy of Musicin London,
is one of the ablest works on the subject of Counterpoint and
Fugue extant.
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HAMILTON’S New Musical Grammar, in
3 Parts ; Part 1, Notation; Part 2,
Harmony and Counterpoint; Part 3,
Melody and Rhythm ; 280 pages,
Ik editION . » wwen s sinins e isnmand S 0

This is one of the most comprehensive works ever written,

ORATORIOS, &e.

With an Accompaniment for the Piano or Organ.

HANDEL’S Messiah, from Mozart’s score,

edited by Jobhn Bishop, music folio. 0 15 0
HAYDN’S Creation, by ditto, same form.. 0 15 0
Seasons, by Clementi, same form.. 1 1 0
BEETHOVEN’S Mount of Olives, with

English words, edited by Joseph

Walreh v 10, ess rebvon snse d 28
ROSSINI'S Stabat Mater, with Latin and

KEnglish words, by Joseph Warren. 0 15 0

FOR THE CATHEDRAL AND CHURCH
SERVICE.

TALLIS’S Order of the Daily Service, edited
- by John Bishop, of Cheltenham.. 0 6 0
~—— Morning, KEvening, and Communion
Services, newly edited .by John
Bishop, in separate parts. Treble,
Alto, Tenor, and Bass, each.. .. 0 2 0
Organ Part to ditt0. ceeeeoueees 08120
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Bovyck's Collection of Cathedral Musie,
with an Aeccompaniment for the
Organ; an Appendix toeach volume,
containing additional Services and
Anthems; three vols. large folio
(containing upwards of 1000 pages),
with Portrait and Memoir of Dr.
Boyce, edited by Joseph Warren ;

price to subsecribers. .. .. e L
non subscribers. ... .... ¥ 8
KING’S (CHARLES) Service in D :—

No. 1. Te Deum and Jubilate.... 0 4

2. Magnificat & Nunc dimittis 0 4
Service in A :—

No. 3. Te Deum and Jubilate.... 0 4

4. Magnificat & Nunc dimittis 0 4

5. Gloria in excelsiS s oo .. 0 2
Service in F :—

No. 6. Te Deum and Jubilate.... 0 3

7. Kyrieeleison & NiceneCreed 0 3

8. Magnificat & Nunc dimittis 0 3

o=

L R

eSO

0

0
0

All the above Services by Charles King are

edited by Joseph Warren.

WORKS ON CHANTING.

CLARE’'S Easy Guide to Chanting. ..... 0

e )
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&1

WARREN'S Rules for Chanting the Morn-
ing and KEvening Service of. the
Church of England; to which is
added the Order of Performing the
Service in Cathedrals and Collegiate
Churches, in 2 parts, 3rd edition,

with Chants :—Part One........ 0 0

Part Two.. .. .0 0

CHANT BOOKS.

WARREN’S 144 Cathedral Chants, with
Preliminary Rules for Chanting.. 0 12

144 Gregorian Chants.... .... .. 0 12

Parochial Chant Book (115 Chants),
cblong 8vo. cloth boards........ 0 3

PSALM AND HYMN BOOKS,
With Accompaniments for the Piano or Organ.

Baca’s (J. S.) Thirty Hymns, edited by
Joseph Warren.... ccoc cece oo 0 13

COGGINS and NIGHTINGALE’'S Beauties
of Sacred Harmony, six books, ea. 0 3
Orinonevolume.... «civ ccee 0 15
CLARE’S Psalmody, Part One, 5th edition 0 3
PArt - EWO0d . o & e 60 3
Part -1'hree. e« oo 0 3

- 00

S 200
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CLARE’S Psalmody, Part Four.... .. .. 0 3
Part Five.ecoee oo oo 0 3
— Part Six to Twelve, ea. 0 3

Dr. Watts’s Divine Hymns and Moral
SONZSs e eeeececsose sove soos 0 7
Twelve Sacred Songs.cceeesceees 0 5

CLARKE'S (of Canterbury) Jubal’s Lyre,
50 Psalm and Hymn Tunes.... 0 5
CzeERNY'S Collection of Original Psalms
and Hymns, in three books..each 0 3
— Twelve Songs from Handel's Ora-

LOTIOR s e 610 o G016 6:0 0 b9 o uje .each 0 1

Or in one volume: ecce se oo soee 0 12
REINAGLE'S Psalm Tunes......... soedli 3
WARREN'S (J.) 24 Psalms and Hymns,

with InterludeS. cecccececccccccs 0 6

Seriptural Songs, 6 numbers. .each 0 1

ORGAN MUSIC.

Apams’s (T.) Varied Theme and Fugue. 0 2
BacH'S (J. S.) 48 Preludes and 48 Fugues,
fingered by Czerny...eee ccv... 1 11
Art of Fugue, ditto..oe ceve oooo 1 1
BAcH’S Vierstimmige Choralgesinge, con-
taining 371 Chorals. ........... 013
— — Works edited and fingered by Czerny,

-

o

S O

S O
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books 1, 2, 3, 4, 5, 6, 7, 8, and re-
. vised by John Bishop, of Chelten-
T e e 1) T eachl 1 0

BAcH’s Organ Works with pedal obbligato,

edited by John Bishop, of Chelten-
ham, vols. 1to4.. .. .. ..each 1 1 0

BECKER’S (CARL FERDINAND) 24 Pre-
ludes, composed as Exercises, and

for use in Divine Service, Op. 15. 0 3 0

BRYAN’S (C.) 150 Interludes for Psalm
Tunes...... AV EE yn s S PN 0 6 0
: Second Set of Effusions, 6 Nos.ea. 0 3 0
’ CZERNY’S (C.) Twenty short Voluntaries 0 7 0
Six Preludes and Fugues.... .... 0 6§ 0

Preludio e Fuga per Organo e pedale
ODDUZBLO . « o 4059 59005 € 3. €00 0.9 8

T'welve Introductory or Intermediate
Pl T R AN 0.5 0

Mr. Czerny has composed the above Works
expressly for English Organs,

HAMILTON'S Cathechism of the Organ, re-

vised, corrected, and enlarged, with

an historical Introduction, &ec. by

Joseph Warren, second edition.. 0 3 0
HAMILTON’S Introduction to the use of the

Pedals. « ..«rié Pl o p i st iie oo las 0-2.0
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HANDEL'S Twelve Grand Choruses, with
pedal obbligato, arranged by John
Bishop, 12 books..........each 0
OF 1. DN8 VOIBIO ; o o:0.vis'5. 074 5 a i1

HERZOG’S Practical Organist, 12 Nos. ea. 0

RINCK’S Practical School for the Organ,
translated by the late S. Wesley,
a new edition, revised by John
Bishop, of Cheltenham.... .... 1 16 O

——— Miscellaneous Works for the Organ,
edited by John Bishop, 8 books,
each 3s. 4s. and 5s.

e

2 6
4 0
3 6

First Three Months at the Organ.. 0 8 0

- Twenty-four Grand Pieces in the
Major and Minor Keys,4 books,ea. 0 6 0
Urinone volume. . ccceecsnv o Sl
Devotional Recreations, 6 books, ea. 0 2 6
Orinonevolume. .cceceevecscee 012 O
VINER’S Organist’s Journal, 2 Nos..each 0 1 6
Organist’s Library, 6 Nos...each 0 2 6
Or the six in one volume. .. .... 0 12 0
WARREN’S Hints to Young Organists.. 0 3 0
—— Instruction Book for the Organ... 0 4 0
—— Appendix to ditto. ... ceee e. -0 3 0

WARREN’S Beauties for the Organ, 12 Nos.
each 2s. 6d.; or in one volume.. 1 1 0
Sacred Voluntaries, 12 Nos...each 0 2 6
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WARREN’S Church ditto, 12 Nos.. .each 0
WESLEY’S (Dr. J. 8.) Selection of Psalm
Tunes, for English Organs with
Pedals, second edition, very much
improved, from an entire new set

6

of plates. cs e ivosst s sinevees 0 10 6

MISCELLANEOUS WORKS, CATECHISMS,

&a.

HAaMILTON’S Catechism for the Violin, en-
larged by John Bishop, 4th edition 0
Catechism for the Violoncello.... 0
——— Dictionary of 2000 Musical Terms,
with an Appendix containing 500
other words by John Bishop.. .. 0
~—— Practical Introduction to the Art of
Tuning the Pianoforte, 3rd edition,
much enlarged by Joseph Warren. 0
——— Practical Catechism on Singing, 5th
edition, with an Introduction con-
taining the Rudiments of Music, by
John Bishop, of Cheltenham.. .. 0
WARREN’'S Observations on the Art of
Singing Catches, Rounds, Canons,

Glees, and Madrigals.ecs e e0es 0

e i e’

O
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WARREN’S Catechism of Class Singing for
the IMany.cofsered 25l aboniascs 914
Key 10 610 /. sjunnssis o Hinay o Ta A
CAMPAGNOLY'S New and Progressive Me-
thod on the Mechanism of Violin
Playing, translated by John Bishop,
of ChollanheMi s c o0 0 o0 s vo as ous 1 4%
SPOHR’S (Louils) Great Violin School,
translated from the original by John
Bishop, of Cheltenham.... .. .. 111 6
This is the only complete edition extant.
DUBOURG (GEORGE) The Violin, being an
account of that leading instrument
and its most eminent Professors from
its earliest date to the present time,
Hints to Amateurs, and Anecdotes ;

o R =

Third, odtion] . il il sdvstintle 90
PAGANINI’S Method for the Violin.... .. 12 0
RODE, BAILLOT and KREUTZER’S Method

fordhe VIO ¢ s sosvesscscaaiic: 10 6
RoODE’'S Twenty-four Studies for the Violin 10 6
KREUTZER'S Forty Studies for the Violin. 10 6 .
FIORELLI’'S Thirty-six Studies for the s

Violin. iGlieidys LW PN 1 Jodi- 8518
CoRELLI'S Twelve Solos for the Violin. .. 10 6

FINIS.

J. MALLETT, PRINTER, WARDOUR STREET, SOHO, LONDON.
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Duo for 2 Wind Instruments, ag Flute and Hurn. I
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CLEMENTI'S ARRANGEMENT OF
HAYDN'S ORATORIO, THE SEASONS.

T'wo years after his composition of ** The Creation,” HAY DN, animated
b}v success, and encouraged by his friend Van Swieten, composed the Oratorio
of ““ The Seasons,” taking for the text of his work the poetry of our Thomson.
The musie certainly contains less sentiment than T'he Creation ; but then the
subject admits of those sallies of gaiety and joy which the former precluded.
The Seasons would be the finest production in the world, in the oratorio style
of writing, but for the existence of The Creation and The Messiah. e
music of The Seasons is less sublime ; but it, nevertheless, surpasses its elder
sister in one point ; namely, its quartets.

The best critique on this work is that of Haydn himself, upon being told of
the flattering approbation it had met with at the palace of ~chwartzenburg :=—
¢ 1 feel much delighted at the manner in which my musie has been received,”
said he; ““ but I do not wish to hear any compliments u the occasion ; I
am well persuaded all must feel as I feel. It is not a Creation, and for this
reason :—in the one, the characters are angels ; in the other, they are ts.”
This was an admirable distinction. Haydn's musical career finished with this
oratorio. Old age and the labour which it had cost him, exhausted his re-
maining strength : he died at the age of seventy-eight.

The amateur or professor, whose classic conceptions lead him above the
level preseribed by the principal part of the vocal writings of the present day,
and to whom the existence of an English edition of the ** Seasons” is unknown,
is respectfully informed that Muzio Clementi’s beautiful adaptation and ar-
rangement of this—the last and one of the most interesting works of this great
master—may now be had in the following forms:

Complete in One Volume, bound ...ceceeeneeeee 21 0

Ditto in Fuur Pm. eachllilil‘-llllllll sEsEREBRARERE 3 0 i
No. SPRINC. No. AUTUMN.
1. Come, gentle Spring =  Chorus [12. Whate'er the blossomed Recit.
2. At last the bounteous sun Recit. Thus Narure, ever kind Quartet
With joy the impatient Air 13. Ye swalins, now hasten Recits
3. Laborious man =  Recit. Ye gay and painted fair Duet
Be propitious - Trio and Chorus|14. L.o! where the plenteous Recit
4. Our fervent prayers -  Recit. Behold along the dewy  Air

Spring, her lovely «  Duet (15, Now scunds the fife «  Duet
% Godof light <« < Finale Hail! all hail! to thevine Finale

SUMMER, WINTER.
6. Her face, in dewy veil Recit. [16. The traveller star ds perplexd
Fromoutthefold . Arr And now revived - Air

7. Behold, on high =  Quartet|17. As he draws nigh - Recit.
IH;HIU oh, glorious sun  Chorus Let the wheel move gaily Quartet
8. Tismoon - . . Recit. |18, The evening’stask =  Recit.
Distressful Nature « Air A wealthy lord  Air and Chorus
9. Oh, how pleasing « Air |19. Now, from theeast -  Recit.
10. Hark! the deep - Chorus In this, O vain, misguided Air
11. Now cease the conflicts Trio [20. Alone it stands -  Reecit.
32. Torest,away . .  Finale Then comes the dawn,—and
But who shall dare - Finzale
THE SAME, in separate voeal parts, for the use of CHORAL
SOCIETIES—No. 1, Canto; No.2, Alto; No.3, Tenor; and No,
4, Basso: price of each Part.......cecess serssessses o sabsseparssassiesssstarsasack | T D

I 3
FPIANO DUETS, ARRANGED BY CZERN

Smﬂm' mmp Etel h.--t--tit BraRAEE B SAFeaEEREEEY BEYEEEEE 10

=== The Twelve Grand Symphonies, composed for Salomon’s
CORMERTEE, GG covoiorsoriviosersrotrsin sicospescoteostsed Seonseinsta e sidons
Wl'th ?erdm GIM‘ from TIIE Creaﬁﬂnli--ll B SRS ESRANARAE BreRERRAw 2 ﬂ

IANO SOT.0S, ARRANGED BY CZERNY

=)
~ T -

8 Seasons, complete, 4 DOOKS, €0 e. cererceensosses crsses soesnessenessns 0
e Seven Last Words of Christe.cccesssssesssessesssens P B M bl
o Twelve Grand Symplionies, NO. 1 t0 6, eachluueueeeiees cecsserseses 1 O
NO. 715 19, G0k, o e casrrasives s A e A e e et 5 0

—— Accompaniments to the Twelve Symphonies, for Flute,Violin,
and Violoneelio [ad 1ib.], arranged so as to be played with the

Duet or Solo Copics, each setu.cimsenssiens eve evaes sesvse ssssesese 2 O :

T P



t TANDARD MUBICAL WORKS, published only by Her
Majesty’s Musicsellers, Messrs. R. COCKS and Co., 20, Princes

Street, Hanover Square, London :(—

No. 1.—SroHR’s School for the Violin, the only complete copy ;
translated by J. Bishop, price 31s. 6d.—For a review of this
Master-work, read the Morning Herald of the 4th iustant
also the 7TYmes of March 12th.

s 2.—J. S. BAacu’'s 48 Preludes and 48 Fugues, a new Edition, fin

gered by Czerny, 31s. 6d.

— 3. -——— Art of Fugue, by Ditto, 21s.

= 4, ~ALBRECHTSBERGER’S Theoretical Works, 2 vols. 42s.

—— 5, —CHERUBINI'S Ditto, 2 vols. 31s. 6d.

—— 6.—CzErRNY’s Rova: Pianoforte Scheol, 3 vols. each 31s. 64

- 7.—Rixck’s Organ School, by S. Wesley, 36s.

~—— 8.—~WarkeN's Deauties for the Organ, 21s.

—— 9.— Tne NEssiAR, from Mozart’s score, by J. Biskop, 15s.

—— 10.—~THR CREATION, arranged by J. Bishop, 15s.

=~ 11.—THR SEasonS, arranged by Clementi, 21s.

— 12.—~MozAarT's 10 Quartets, for 2 violins, alto, ard Lass, 42s.

—_ 13. -—— 6 Quintets, 42s,

—— 14.—CoREgLLI'S 48 Trios, 24s.

— 15, - 12 Solos, a new Edition, by Czerny, 10s. 6d.

— 16. — 12 Concertos by Billington, 10s. 6d.

~—— 17.—BEETHOVEN'S 9 Symphonies for the Piano, by Kalkbrenner
£3 13s. 6d.

—— 18.—MozarT's 6 Ditto, as Piano Duets, by Czerny, 4%s.

— 19, ————— The same for Piano, Violin, I'lute, and DBass, by
Clementi, 42s.

— 20.—~HAYDN’s 12 Symphonies for Ditto, by Czerny, £3 6s.

— 21. The same as Duets by Ditto, £5.

22, —Derovger's Method for the Flute, 15s.

— 23 —BaiLror, &c. Ditto for Violoncello, 12s.

— 24 .—Rones, &c. Ditto for Violin, 10s. 6d.

— 25.—Sou's Methode for Guitar, 12s.

- 26.— VINER’S 100 Psalms, &c., 4 Voices, 12s.

e 27.~REisSIGER'S 8 Trios for Piano, Flute, and DBass, 52s. €d.

— 28, the same for Piano, Violin, and DBass, 52s. 6d.

—— 29 —Quapri's New Method of Harmony, 12s,

—— 30.—Rossint’s Stabat Mater, with Latin and English words, b®
J. Warren, 15s.

—— 31 —~WARREN'S 144 Gregorian Chants, 12s.

— 80, - 144 Cathedral Chants, 12s.
—— 33.—THE CREATION, for the Piano, by Czerny, 12s,
—— 34.—Tur MEessiag, for Ditto, by Ditto, 15s. :

—— 35.—THE Sgasons, for Ditto, by Ditto, 27s “p
- 36.—The same, as Duets, by Ditto, 4 books, each 10s. Gd. :
—— 37.—Rossini’s Stabat Mater, Piano, by Czerny, -0s, 6d. !
—— 38.—The same, as Piano Duets, 2 books, each 8s
—— 39.—~VINER'S Organist’s Library, 12s.
— 4].—and Part Iof R. COCKS and CO.’s General Catalogue of
New Music.
N.B. Nos. 9, 10, and 11, are for Voice and Piano, or Organ.
— 42. —~BrETHOVEN'S Mount of Olives, with Eng!ish words, by J.
w-'irren, 12s.
~—— 43.—The Order of the Daily Service by Tallis, edited by John
Bishop, cloth boards, gilt edges, 6s.
AND IN THE PRESS,
w—— 44, —Boycr's CaruepraL Music, edited by Joteph Wa=-eny

price, to Subscribers, £1 - 14 -G, anu to Nuu-Subscribers,
£3 . R
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SPOHER’S
Great School for the Violin,

Newly translated from the Author’s own version, and dedicated
to his friend Professor Taylor, by Joun Bisuop (of -Chelten-
ham); engraved on new plates cast expressly for the occasion,
printed on fine stout paper, one large folio volume, cloth boards,
published under the sanction of the Committee of Manage-
ment of the Royal Academy of Music;

Price only £1 - 11 - @,

N.B. Inthis edition (the oniy complete one) will be found the various
figures for bowing, &c. &c. engraved on large copper plates, and

TWO BEAUTIFUL PORTRAITS OF THE AUTHOR.

0
All Orders must state COCKESE'’s Edition.

THE AUTHOR’S OPINION.

London, June 1843

I have carefully looked over the English
Edition of my VIOLIN SCHOOL, published
by Messrs. COCKS and CO. and have no hesi-
tation in recommending it as a faithful trans-

lation of the original wgrk. LOUIs SPOHR.

Royal Academy of Music, February 13th, 1843.
SIr,—I am directed by the Committee of Management of this Institution
to state that they have much pleasure in granting your wish to publish
their names as patronizing your edition of Spoux’s VioLIN ScHooL. 1
am further instructed to return you their best thanks for your donatlom
of a copy of the above Work, and which they have felt much pleasure in

direct.ng to be placed in the Library of the Academy.
I am, SiRr, your obedient Servant, j Gimson, Secretary,

To R. Cocks, Esq.

* Spohr may be called the Virgil of the Violinists, being, like the mighty
ancient, distinguished ltor profundity of knowledge, majesty of style, and
elovated purity of taste. The Violin School of this great musician has
long been admired all over Europe, and the present edition of this wor?
is certainly the best translation that we have seen, and presents the Engliaz.
pupil, for the first time, with Spohr’'s own method of indicating the bow-
ings throughout the work. 1In reference to this subject, we think the
course adopted by Mr. Bishop is more simple than the method which had
been previously used in the translation made by Rudolphus (published
by Wessel aud Co.), in which the bowings are indicated by figures, which
are only intelligible to the pupil by a reference to an ingenious but com-
plex division of the bow, which was represented by the translator in one
of the plates of the original. Rudolphus’s method has the recommend-
ation of pointing out a minuter accuracy of bowing, to be attained through
the medium of immense application ; but, for all general and practical
purposes, the plan of the present editor appears to Le sufficiently correct,
and to be attended with infinitely less trouble to the pupil.”—Sce the
Tianes, March 1843.

= -

LONDON: PUBLISHED ONLY BY

Musicsellers (by special Appointment) to tler Most Gracious Majesty,
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CZERNY’S
VERY EASY MUSIC FOR SCHOOLS.

CZERNY'’S PIANOFORTE PRIMER, a rerf. easy Instruction
Book, written purposely for the Use of Schools in Great Britain,
»Op. 584, translated by John Bishop - - - - = =
“ No man in Europe should be better qualified for the produc-
tion of a Pianoforte Instruction Book than the author of the pre-
sent work, and the work itself fully realizes this estimate. M.
Czerny was for many years the most eminent pianoforte teacher in
Vienna, and relinquished his high and extensive practice, but to
devote his time to the publication of a host of pieces, chiefly ele-
mentary, and to give to the world the results of his long precepto-
rial experience. The Pianoforte Primer contains all that is essential
to be stndied by the junior pupils ; the explanations are clear and
full, the accidence of the art unmistakably developed, the examples
are appropriate and explicit, and the practical lessons are extremely
well arranged, fingered, and made progressive for the student’s im-
provement. Of the very many books of a similar character which
have come under our notice, we recollect none superior, and
scarcely any so entirely unobjectionable, modern, and likely to be
useful both to the teacher and those desiring to be taught,”’—

Musical World.

CZERNY’S SEQUEL TO THE PIANOFORTE PRIMER,
100 very easy and progressive Exercises, intended as a Com-
panion to all Instruction Books. Op. 599 o aim y e 4 AR

« A series of one hundred practical examples, original and se-
lected, in every possible style, cleverly and progressively arranged,

«nd fingered throughout, with due attention to the acquigition of

orce and freedom in either hand. These lessons form an admirable

second study, and will completely fortify the pupil for an attack

upon M. Czerny’s great preceptorial work, ¢ The Pianoflorte

School,’ or any other book of * studies” whatsoever. M. Czerny’s

fertility and tact are equally admirable—we have looked through

vhis long sequence of clever lessons, and we know of no collection

g0 likely to lead the pupil to a thorough knowledge of the instru-

ment, by the most agreeable and certain path, in the whole cala-

logue of the student’s voluminous library.”— Musical World.

CZERNY’S * PIANIST’S LIBRARY, 24 elegant Rondos on

favourite Airs, fingered, adapted for Infantine Performers,
T M RN T TS SRR W e
« Altered from the title of * The Child’s Library.”
CZERNY’S BROTHER AND SISTER’S UADRILLES, ex-
ressly composed for Children. Op. 677, 2 Sets, each el W

CEERNY’S ONE HUNDRED ROYAL WALTZES, composcd
by Strauss and Laaner, arranged for small hands, 12 Books, each 3 0

GZERNY’S ONE HUNDRED MUSIGAL RECREATIONS;

a Collection of popular Airs, arranged in an easy style, fingered & O

PIANDO DUKETS.

CZERNY —THE TWO SISTERS. Eighteen very easy Duets,
on popular Airs, fingered, each - - - - - - .

« We heartily commend them to such of our readers as are
blessed with a musical young family, and promise that much im-
provement will attend a patient study of these pretty bagatelles.”

Musical World. :
LONDON :

PUBLISHED ONLY BY R. COCKS & CO.

{Busicsellers to Fer (Hlajesty,
20, PRINCES STREET, HANOVER SQUARE.
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JULLIY DULDAVILIALY DAVILL,

When we observe the splendour which surrounds the name
of this illustrious musician, and the veneration with which it is
regarded by the musical world, it seems difficult to believe that
such honours, paic to the memory of a contemporary of Handel,
should be of so recent a date. Sebastian Bach spent his life at
Leipsig, in a retirement congenial to his disposition, and enjoy-
ing a certain degree of celebrity amon; the organists and learned
musicians of the north of Germany; but he had been many
vears gathered to his fathers, before his works, or even his name,
were heard of beyond the boundaries of Saxony and Prussia. *» ¢

His fame, however, has now spread over the whole musical
world: and every truly great musician who has flourished withiu
the last half century ilas ““given his days and nights” to the
works of this illustrious master. They were the favourite study
of Mozart; and their author shared with Handel the veneration
of Beethoven. It is in the pertormance of his fugues that Men-
delssohn displays his unrivalled powers as an organist; and it is
in them that, on the pianoforte, Moscheles shows his wonderful
art in developing, with clearness and force, the most profound
combinations of harmony. ¢ ¢ b . & .

Sebastian Bach’s chief instrumental work, his Forty-eight
Preludes and Fugues, has long been known in this country,
though, till of late, in few hands. His Pedal Fugues for the
organ, and other compositions of this class, are coming nte
use ; and a demand has thus been created for a complete English
edition of them, which is now in course of publication, in a
most correct aud excellent style, by Messrs. Cocks and Co.,
under the superintendence of the celebrated Carl Czerny. The
works already published are, the Forly-eight Preludes and
Forty-eight Fugues, which form a handsome volume; and
another volume, equally elegant, consists of the Art of Fugue,
(Die Kunst der Fugue), with the Fugue and Ricercala on a
subject by Frederick the Second. Czerny has thoroughly ful-
filled his editorial duties, by the addition of the fingering, so as
to facilitate a smooth and effective performance of every passage,
and by every where indicating the time and style of the music ;
and this (he says in his preface) he has done, H'um a considera-
tion of the true character of each movement—from a vivid recol-
kection of the manner in which he has hieard many of the Fugues
played by Beethoven, and from the experience he has gained
during more than thirty years’ patient study of these incom-
parable works. These works (it is announced) will be foliowed
by all the other solos, many of which exist only in manuseript ;
then by the pieces with vbligato pedals; and, lastly, by those
with accompaniments for other instruments.—From the Morming

Chromicle.

Price of the 48 Preludes and 48 Fugues, in one large folio volume, whole
eloth boards, £1 11s. 6d., dedicated to 1. Moscheles, Esq.——Art of Fugus
x one volume, uniformly with the 48 Preludes and Fugues, dedicated &
Cipriani Potter, Esq. £1s.——To be ccntinued.

London: Published only by R. COCKS & Ces.
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aith Wubrical any other Directions,

HANDSOMELY PRINTED IN RED AND BLACK TYFE, AND
DEDICATED (BY PERMISSION) TO THE

Asrd Bighop of Gloucester any Bristol,
THE ORDER OF

THE DAILY SERVICE

OF THE

BEnited @hureh of LEngland & Lreland,

AS ARRANGED FOR USE
“IN QUIRES AND PLACES WHERE THEY SING,”

THOMAS TALLIS,

“Sutleman of the Chapel Royal in the reigns of Edward VI and Queen Mary,and
Organist and Gentleman of the Chapel in the time of Queen Elizabeth.

NEWLY EDITED BY

JOHN BISEIOP,

OF CHELTENHAM.

From the Atlus, No. 921, January 6, 1844,

This is, in fact, an edition in score of the entire Choral Service of the
Anglican Church, including the Athanasian Creed, the Litany, and the Office
3 the Holy Communion. Not the least interesting part of this publication is
she Editer’s Preface, which exhibits a vast deal of intelligent research to
§uarantee the authenticity of his labours. It is impossible to speak too highly
uf the elaborate and exquisite style in which this curious work is printed ; and
:here can be little doubt that the present obvious leaning towardsa reform in our
church music will bespeak for it, as it really deserves, an extensive circulation.

From the Church Intelligencer, January 24, 1844.

‘¢ Of Tallis’s incomparable Service it would be superfluous now to speak in
terms of commendation, so generally is it known and appreciated. But of
this edition of it we can say that it is arerr thing that can be desired. The vo-
lume is very elegantly got up, so as to fit it for the drawing room of any lady in
the land, and containe the whole of the Daily Service, which we should be de-
lighted to find chanted in every church and chapel in the British dominions,
as we feel confident it soon might be, with a due portion of care and diligence.
To facilitate so desirable and so glorious an object, this work is seasonabl
published, and extremely well adapted. In addition to the Daily Service, it
contains a valuable Preface, and a short Biographical Notice of Thomas Tallis,
at one time a singer in the Royal Chapel at seven-pence a day.”

ALSO
THE SERVICES BY THOMAS TALLIS, consisting of Te Deum,
Baauslictus, Kyrie Eleison, Nicene Creed, Sanctus, Gloria in excelsis, Mag

atkwt, and Nunc Dimittis; Treble, Alto, Tenor, and Bass, each 2s. Or-
&4+ dccompaniment, 3e.
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" MESSRS. R. COCKS AND CO.
| 20, PRINCES STREET, HANOVER SQUARE.
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RINCK'S CELEBRATED

PRACTICAL SCHOOL FOR THE ORXGAN,
Translated from the Original by the late SAMUEL WESLEY.

In 6 Books, each 7s. 6d., or bound in one elegant oblong folio volume, 368

This great work is divided into Six Books or Parts. The First contains
12 short and easy Pieces, in two parts ; 12 ditto, in 3 parts; and 12 ditto
in 4 parts, as Preparatory Exercises; 24 Preludes in the 12 major and
12 minor keys; 6 ditto in the most usual key. The Second Part con-
tains 66 Exercises on the Pedals, and 12 Chorales with Variations. The
Third Part contains a collection of easy Voluntaries in the Fugue Style.
The Fourth Part contains a similar collection of Voluntaries, adapted for
more advanced players. The Fifth Part contains mixed Organ Pieces,
some in the strict, and others in the free style. And the Sixth and last
Part contains Grand Preludes, Fugues, &c. for more advanced per-
formers. Of all practical works on the Organ, this is certainly the best
that has ever appeared.

The first Exercises. in two parts, are simple and easy in the extreme,
hut principally on points of imitation. The Three-part Exercises which
luilow, contain many very elegant passages, with here and there an in-
dication of an ad libitum pedal part in small notes ; then follow his 24
Preludes, which are truly beautiful, as also are the Six Preludes on the
most unusual keys. Rinck truly and justly observes—** 1 have thought it
necessary to include these unusual keys. My view in so doing was to
bring the student acquainted with all the various keys. As a sufficient
recommendation of this kind of practice, I need only mention the name
of Kittel, the late Organist of Erfurth, my never to be forgotten master,
who on all occasions expressly advised the practice of these less usual
keys.”” The father of all organ players, SEBASTIAN BAcH, has recom-
mended this sort of Exercise in the most impressive manner, by his
FORTY-BIGHT PRELUDES AND FUGUES IN ALL THE KEYS. Rinck very pro-
perly further observes, that *“ An Organist should be able to handle his
instrument in all sorts of keys, if he does not wish to be incessantly met
by difficulties, which will much impede, if not altogether stop his pro-
gress. The Second Part is prefaced by 66 Pedal Exercises of all kinds,
for right and left foot, and toe and heel. These alone are sufficient to
form an Organist as an excellent Pedal Player. Then follow twelve
Chorales, with from three to six Variations each, for one or two rows of
keys, and a pedal part occasionally. These are truly admirable, and are
alone sufficient to make any one an excellent performer on the organ. 1
strongly recommend the practice of these chorales with variations to
young organists, as being the best of their kind ; the variations are in the
strict and free styles, and are truly beautiful, so much so that no organist
should be without them. The following four Books consist of Fugues,
Voluntaries, Preludes, and Fantasias in the strict and free styles, with and
without obligato pedal parts, and increase in difficulty as they advance to
the end. Rinck uses every kind of passage that he could think of for the
practice of the hands and feet, in all keys ; and the whole are so excel-
lently well calculated to form a fine performance on the Organ, that no
organist who professes to play on that noble instrument should be without
an entire copy of this GreaT Work (great in every sense of the term),
especially this edition, which surpasses all others ; it having undergone
the careful editing of the late lamented Samuel Wesley. Rinck concludes
in his excellent observations to the Sixth Book, *“ I presume to gronud
the hope that I have not altogether failed in my endeavours to prove of
service to those who are cultivating organ playing, nor in my design to
elevate still higher the dignity of the Church style. If such is the case, 1
shall find therein my brightest reward, and a most powerful incentive to
proceed still further in the path which I am pursuing.” Such is the very
sensible and concluding observations of the greatest composer and or-
ganist of the present day, a man who has written more works for that
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NEW MUSIC,

PUBLISHED ONLY BY R. COCKS & CO.
20, PRINCES STREET, HANOVER SQUARE, LONDON,
. Musicsellers (by Authority) to Her Majesty.

Edited by JOHN BISHOP, of Cheltenham.
I. HANDEL’S ORATORIO, THE MESSIAH, Vocal Score,

. with a new Pianoforte or Organ Accompanimeut - .- I5 0O
2. HAYDN’S ORATORIO, THE CREATION uditto - = 15 @
The separate Chorus Parts of the Creation =~ = - each 4 0
The Soli Parts connected with the same = . - - each 2 0
The separate Chorus Parts of the Messiah - oot T, each 4 0
3. TALLIS’S ORDER OF THE DAILY SERVICE, dedicated

(by permission) to the Lord Bishop of Gloucester and Bristol,

8vo. cloth boards, and gilt edges - 6 0

N.B. This work also contains the Office of the Holy Communion.
4. THE SERVICES BY THOMAS TALLIS, consisting of Ta
Deum, Benedictus, Kyrie Eleison, Nicene Creed, Sanctus.
Gloria in excelsis, Magnificat, and Nunc Dimittis ; Treble,
Alto, Tenor, and Bass, each 2s. Organ Accompanimeunt - 5 0

3. SPOHR’S (DR.) GREAT SCHOOL FOR THE VIOLIN,
now for the first time presented to the British Public as a
complete work, »ith two Portraits of the Author, in one
large folio volume - - - - - - - ‘HBIIEN

The Doctor writes—I have carefully looked over the English edition of

my “ Violin School,” published by Messrs. Cocks and Co.,and ha, mneo
hesitation in recommending it as a faithful copy of the original wors. —
London, July 1843.—LOUIS SPOHR.

6. A SELECTION OF TWELVE GRAND CHORUSES BY
HANDEL, newly arranged for the Organ, with Pedal ObbM-
gato—in one vol. 24s. or in separate Numbers, each -

y. CZERNY’'S PIANOFORTE PRIMER, Op. 584, translated
from the Author’s MS, - - = - - - -

— SCHOOL FOR THE PRACTICE OF THE

SHAKE, Op. 632 - - - - - - - -

9. C. H. RINCK’S PRACTICAL ORCAN SCHOOL, edited

S. WEsLEY, tenth edition, revised by JounN Biswor - 36

0

8.
¢
b 0
10. HAK’IILTON’S VIOLIN CATECHISM, new edition, enlarged 1 0
0
0

il, ———— DICTIONARY of 2000 Musical Terms, with
an Appendix of 500 others =« = = - = < !
12. — PRACTICAL CATECHISM ON SING-

ING, enlarged - - - - - - -
18. F. J. FETIS’S ELEMENTARY AND ABRIDGED ME-

THOD OF HARMONY AND ACCOMPANIMENT,
translated from the French - - - - - - 12 O
N.B. A new and much improved edition of this work will shortly appear.
CAUTION TO THE PUBLIC.—It is respectfully requested that all
orders for the abovy Works state COCKS’S EDITION, by JOHN
BISHOP, of Cheltenham ; there being, in the musical profession,

other persons bearing the same name.

WORKS IN TIE PRESS.

CZERNY’'S SCHOOL OF PRACTICAL COMPOSITION, Op. 679

three vols. folio.
ART OF IMPROVISATION, or School of Extempora

neous Performance, Op. 200.

SCHOOL OF FUCUE-PLAYING, Op. 400.
BAILLIOT'S NEW METHOD FOR THE VIOLIN.
CAMPACGNOLI'S CELEBRATED METHOD FOR DITTO dedicates

to His Rng:l Highness the Duke of Cambridge.
OTTO'S TREATISE ON THE STRUCTURE AND PRESERVA.

TION OF THE VIOLIN AND ALL BOW INSTRUMENTS.
wAmRC: 18 MDATARIAR . ta ha nuhlishad uniformily with the Masui»

e .




NEW MUSIC BY JOSEPH WARREN.

No. 1.—ROSSINI’'S CELEBRATED STABAT MATER, with

the Original Latin, and an Adaptation of English words
from the Reading Psalms, for the use of the Established
Church and Amateurs, in one volume - - - RS |

— 3.—A VERY EASY INSTRUCTION BOOK FOR THE
ORCAN, with numerous Examples - . R 4
— 3.—COMPANION TO THE ORCAN, a Collection of

Pieces adapted as Introductory, Middle, and Concluding
Voluntaries, from the works of Handel, Sebastian Bach,
Haydn, Mozart, Beethoven, Weber, Chembini Graun, and
other great Masters of the Italian, German, and English

Schools—12 books, each - - - - . - 9
(TO BE CONTINUED.)

— 4 —~TWENTY-FOUR PSALMS AND HYMNS, with In-
terludes between the Verses, and Pedal to the last Verse 6

weure 5-=]1 44 CATHEDRAL CHANTS, with Instructions for

Chanting, 6 books, each 2s. 6d. or in one vol. - - - 12
— G.— 144 CGREGORIAN CHANTS. 6 hook:. each 2s. Gd
or in one vol. - - 12

w— 7.—~SIMPLE RULES FOR CHANTING the En th Church
Service, as also the Form used in Cathedral and Cnllegiate

Chnrches, 2 parts, each - - " Ta v
— 8 ~CATECHIEM N = "INGING as applied by
Wilhem and Maw.c. - - - - .. -
o 9.—Key to the same work - - - - pe

—— 10 —A SELECT.ON OF VOCAL PiECES from Wilheml

Orphéon, for two, three, and four voices, with English
words, containing 24 pieces, in 2 numbers, each - - 1

— 11.—CANTICA SACRA, a Selection of Anthems, Hymns,

Psalms, Canons, &c. for 2, 3, 4, and 5 voices. No. 1, 8 pieces 1|
— 12 ——eNO0. 2, ditto )
. = 13.—SIX SCRIPTU RAL SONGS, includmg two from Ros-

sini’s Stabat Mater, each - - > - |

— 14, —JOHN SEBASTIAN BACH’S THIRTY HYMNS,

a Collection of his celebrated Chorales, adapted to select
portions of Hymns by various Authcss - - . 3

e 15, —~INTRODUCTION AND OBSERUATIONS on the
Mode of SINGING CATCHES, ROUNDS, CANCNS,
CLEES, and MADRICALS followed by 22 Pieces of the

above Class of Vocal Music - - 4
16.—Second Edition of HAMILTON’S CATECHISM FGR

THE ORCAN, with numerous additions . =« .

LONDON:

PUBLISHED ONLY BY R.COCKS & CO.

{Musicsellers to Ter (Flajesty,
20, PRINCES STRFET HAN()VI* I? SQUARE
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TWELVE GRAND SYMPHONIES,

COMPOSED FOR MR. SALOMON’S CONCERTS.
Newly arranged by Czerny for Pianoforte, with ad lib. Accompa-

niments for Flute, Violin, and Violoncello, Nos. 1 to6,each - 6 0
Numbers 7 to 12, each - - - - - - - 2 BB
The same without Accompaniments, Nos, 1 to 6, each - - - 4 0
Numbers 7 to 12, each - - - - - - - - 6 0
The twelve in 1 vol. cloth boards, Piano Solo - -45 0
Ditto with Accompaniments - - - y -66 0
The twelve in 1 vol. cloth boards, as Duets « - - -69 0
DNitto with the Accompaniments, in 4 vols. cloth boards - £5 0 0

In presenting to the musical world Mr. Czerny’s new arrangement o
the above immortal Symphonies by Havon, Messrs. Cocks and Co. trust
that they shall have removed the just complaints and regrets of the most
eminent amateurs and professors of music, that these most celebrated
productions should have remained clothed in a dress of more than twenty
vears’ date, given to them when pianoforte-playing was so very different
rom what it is now: by which antiquated garb the beauties of these
master-pieces are in a great measure obscured, if not lost.

It is, therefore, with infinite satisfaction that R. Cocks and Co. are
enabled to offer this unique, beautiful, and uniferm edition of all the
Twelve Grand Symphonies, adapted to the modern style of pianoforte-
playing by Mr. Czerny, unquestionably one of the most skilful arrangers
in the world.

In their present form, these imperishable compositions will be found at
once full, brilliant, and yet of easy execution, and admirably suited for the
practice and amusement of amateurs as well as private societies. The
accompaniments, however greatly they serve to enhance the effect of the
whole, are yet so contrived as to be perfectly ad Libitum, and to answer
equally well with the Piano Solos or Duets ; or, if desirable, with both
at once.

To Students of ITarmony and Composition, this arrangement will be
found invaluable, as these Twelve Symphonies stand alone as exquisite
monuments of all that is truly great and skilful in the invention, con-
nexion, and development of ‘musical ideas.

MOZART’S
SJIX GRAND SYMPHONIES,

Arranged by CzernY as Pianoforte Duets,each - - - « 8 6
Or tlesix inonevol, = - - - - - -42 0

MOZART’S SIX CRAND SYMPHONIES,

Arranged by CLEMENTI, for Pianoforte, Flute, Violin. and Bass,ea. 8 6
Or in four vols. - - - - - - - - -42 0

The Remarks to Haydn’s Symphonies apply equally to Czerny’s ar-
rangement of Mozart’s six Symphonies as Duets, and also to Clementi’s
adaptation of the same six Symphonies for Piano, Flute, Violin,and Bass.

THE ABOVE WORKS ARE PRINTED ONLY BY

MESSRS. R. COCKS AND CO.
20, PRINCES STREET, HANOVER SQ LONDON
Musicsellers in Ordinary to Her Most Gracious Majesty




COMPLETE EDITION

OF

SEETHOVEN’'S SYMPHONIES,
Nos. 1 to 9,

Newly arranged for the Pianoforte by Kalkbrenner, in one very
thick folio volume, whole bound, cloth boards, with a portrait of
the author, and of the house in which he was born at Bonn.

Price £3 13 6 ; or separately, as under :

No.1inC,6s. ;5 No.2in D, 8s.6d ; No. 3, Eroica, 8s.6d ;
No. 4in B flat, 8s.6d.; No. 5 in C minor, 8s. 6d.; No. 6
Pastorale, 8s. 6d.; No. 7in A, 8s.6d.; No. 8 in F, 8s. 6d
No. 9, with the Chorus in 2 parts, each 12s.

For a considerable time past, amateurs of the art have regretted that
the admirable Symphonies of Beethoven have not been arranged for the
pianoforte in a satisfactory manner, and by that means placed within the
reach of every body. Several partial attempts to effect this have been
made : many undertook to adapt some of them with accompaniments for
the flute or violin and violoncello ; but, working under the stipulation ot
wnaking the pianoforte part very easy, their talent was so much fettered
that the finest effects of the orchestra are mutilated or lost. When pas-
sages in octaves in both hands were required, to give some idea of those
enormous masses of violoncellos, bassoons, and double basses, occasionally
moving in unison, they were obliged to be content with merely writing
them in single notes, and by this means losing all the gigantic effects of
the orchestra.

The Ninth Symphony, with the Chorus, above all, appeared so difficult,
that no one seems to have thought of adapting it for the pianoforte alone.
We publish it along with the rest, and we conceive that Mr. Kalkbrenner
has been extremely happy in the manner in which he has arranged it.

The above remarks have been translated from the French.

Many of our most celebrated pianists have asserted that this arrange-
ment of Symphonies is the only one that gives any idea of the magnificent
combination of effects contained in the original.” Messrs. Cocks and Co.
feel therefore highly flattered that they should have been selected to place
this only complete and incomparable arrangement before the public.

As studies for modern composition, they are unique.

The same as Pianoforte Duets by Czerny, Nos. 1 to 9, each 8s.
and upwards.

Also as Septets for the use of amateur and other musical par-
ties. A catalogue of the same, gratis, and postage free.

LONDON :

PUBLISHED ONLY BY R. COCKS & CO.

MUSICSELLERS TO HER MAJESTY,
20, PRINCES STREET, HANOVER SQUARE.



ARRANGED BY JOHN BISHOP.

This arrangement of Handel’'s Chef-d’ceuvre 1s by far the

‘completest we have seen. It includes the additional accompa-
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niments of Mozart, which give ita decided superiority over all
its competitors, especially._since the arrangement is effected in a
musician-like manner. The preface modestly informs the pur-
chasers of the intention of the editor, which is to put the ama-
teur in possession of an arrangement, which, without making
any great call on his powers of execution, shall nevertheless
embrace, as far as practicable, the grand effects of the original
score, with those of the accompaniments added by the immortal
Mozart. This object is attained in the most complete manner
possible. The harmonies are rich without being crowded, the
chords are full without requiring superextension, and for the
performance of the choruses on the organ, when the pedals may
advantageously be employed in most of the passages in ocldves,
such passages are indicated by an 8va.... in order to prevent
crowding the plates, which also save the performer a great deal
of trouble in sight-playing. Another greal advantage is the
following— ¢ In the recitatives,” says Mr. Bishop, ¢¢ which in
the score are accompanied only by a figured bass, the chords have
been filled up in the simplest manner ossible, and the figures
ﬁ:ium for the use of those who may wish to take them differently.”’

he modest and artist-'ike feeling displayed in the passage we
have marked in italics would alone be, with us, a recommenda-
tion to the work, and moreover the alternative, to such as are
not learned in figured basses, is of greal practical utility. We
have looked through the entire work attentively . and feel it due
to Mr. Bishop to say, that wecan in no instance meet with any
misrepresentation of Handel’s meaning—no vain caprice of the
arranver marring the original intention of the composer. The
whole of his task has beeu performed by Mr. Bishop with the
right feeling of a musician, who, aware of the importance of a
rigid adherence to the text in a work like the ¢¢ Messiah,” has
been reliziously strict in his arrangemeni, and while scrupu-
lously abstaining from adding any thing of his own, has taken
extreme pains that nothing of Handel should be omitted. The
getting up of this volume s correct and in good taste,and the
andertaking reflects infinite credit on the publishers, who, we
wrust, will receive other acknowledgments than mere verbal ap-
proval ; for nothing less than a prodigious sale can repay the
outlay attendant on the production of Handel’s masterpiece n
such a perfect and faultless form. We trust to have other op-
portunities of expressing ourselves approvingly of future efforts
of Mr. John Bishop, whose unobtrusive manner of intzoducing
himself to public motice, and skill in the execution of the task

he has undertaken, are irresistible claims to our esteemn.— Vide
Musical World, No.9,wil. 17.

LONDON : PUBLISHED BY R. COCKS AND CO,
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